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ABSTRACT

The history of literature may be seen as the progressive

exploration and definition of the protagonist-self. This study

.
-

assumes the importance, in modern fiction, of an interdependent
reiationship Eétween space and self-definition a;h it is in this
context that>the func tional use of spatial imégery in selectéﬁ works
of Kafka and Beckett is étudied: |

In th; first chapter, the apparent éecurity of the small urban
room (Kafka) and ‘the space of the mind.(Beckett);is(shown to be
illusory, so that theﬁfundamental stability of the self and its spaée
is questioned and the self is showﬁ as vietim of iﬁs own failures and

1

illusions.’ :
The second chapter is concerned with the interaction of the
protagonist with the space of the 'Other' pr‘non—self. Frequently a
victim‘of the dark;'claustfophobic spaces of the"OtherP' which
tﬂreaten him with loss of space/self; Kafka's protagonist fears, yet
. _ . R
seeks to define himself in terms of the 'Other.' 1In the urban,
feature-filled spaces of the non-self, the protagoniét experiences a
 sense of alienation. 1In Beckett's works, by contrast, the self either
takes refuge in small spaces such as that of the mipd or i; found in
relqtively feétgreless rural landscapegf;where it can withdraw from
or even dominate the space of the 'Other.'

"The third chapter deals with the 1nsta§}lity of space résulping

either from objective or subjective perception, and, incidentally,

©

iy ' L



with'Qhat Beékett calls the "bfcakdpwn of the object." In the
consequent fluctuating space, the self resists cgnsistent definition,
and in the near-total spaveleésness, long-sought by Beckett's
protagonists, is found to be non-existent. In different ways,’toth
Kafk; and.Beckett.show that minimal spatial extension within well-
defined limits is necessary if subject/object differentiation between
sglf and its surroundings, is to be maintained.

One of the functions of the imagery ot” énj@.!&pg@ such as
that of the room and cage, which the Kafkcw 3%0*'_,&5 L characters
respectively carry'aﬁout with them, is to show Ehe self as withdrawn,
isolated, alienated and ingecure, just aé the reduced size of the
insect's'¥oom in fThe Metamorphosis" and the skull in Malone Dies is

"an aspect of the éhrinking confidence and significance éf the self.
Similariy, the fluctuations, expansions and contractions of space,
alrehdy noted‘as characteristie of some of Kafka's and Beckett's works,
r&bt the instability éf the self. 'Thus, spatial imagery in Kafka and
Beckett constitutes a grapﬁic” structural means whereby the progress;ve,
spiritual reduction and bbe instability of the self in contemporary
fiction is illuminat%d; it also demonstrates, that, in the works of

these writers, \Space is [indeed] pre-eminent and essential to selfhood.”
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' INTRODUCTTON

!
Viendra le jour ou [1Ton] cessera de crolre 2 la
place privilégide de 1"homme sur la terre
o le jeu des valeurs humaines sera de nouveau
déplacé . . . Ce jJour-12a les sociétés humaines se
sentiront a 1'étrolt dans 1'espace on les
soclétés modernes s'étalent Hbrement déplacées
« « « A un monde nouveau, attachdé A de nouvelles
6chelles d'appréciation et de valeur, {1 faudra
un nouvel espace.

Francastel!

This study assumes the importance of an interdependent relation-
ship between ;pace and self-definition in modern fiction, as implied
by Frederick Hoffman's belief that, "Space is pre—eminenL and essential
to selfhood."?

'According to ﬁhilip Solomon, "human existence is spatially
structured; we tpink and act in terms of boundaries, enclosures,
dimensions, and distances.'" There are two kinds of spaces: one is
the 'objective' space of the scientist and the mathematician, depicted
in measurements . . . maps, and equations''; the other is what Solomon

terms 'living' space —- Matoré's "l'espace vécu' -- which:

corresponds to a certain human reality and is
described not by numbers but by the values
accorded to its particular configurations by the
individual located in fact or imagination within
one of them. The security of a house; the
oppressive confines of a small room in which the
self is constricted and turned inwards; the limit-
lessness of sky or ocean, into which the self can
expand, these are but a few of the possible
relationships between an individual and his
spatial situation. The space in which an indi-
vidual operates and his reaction to it, can
therefore reveal a great deal about him.3



a

Fven thene anpectn ol o space, however . ate too Timlted to tally compr tae

x

Beckett s total view, which also tocbudes, "the fonen apav e of the

nly

protagoniast, the space of bitn mind and his o aelt Selthood, tor

miany ol Beckett's characters, "signbtfes o biberatfon trom tbme and
-

space, deploted as o transtormat fon into a dimensdonless potnt in Che
vold.,""

Both Katka and Beckett seem to aceept that the world of phenomena

’
fsaoworld of (hax and degrees of uneertainty and houestly try to
depict this spatfally and in other ways (o thelr tictfon. Both
concern themselves with experlences of space, and tor difterent reasons,
but for both, the essential quest is the search for the self.  The
Ve

apparent uncertainty in the outer world pervades abl attempts to detine
and identity the self.  In their concern to retlect the spatial
[ncoherence of this world, Kafka and Beckett qu«‘;;tinn the possibility
of the cxis%cnce of a consistent self in an inconstant world. The
relationLhip between such a perception of external reality and the
search for the self, may, however, be seen from an opposing point of
view, as when Wilhelm Emrich says of Kafka and Beckett, "Bei beiden
fuhrt dig Suche>nach dem Selbst zur Zerstdrung der empirischen
Rez;lit‘eit.”6

Even the 'modern' literature of Proust, Joyce and Faulkner, as
Durozoi suggests, has mostly followed the traditional novel in portraying
man in control of a fixed, predictable and comfortably familiar spatial
world.” Berenson's view of space-composition, as it originated in the

art of the Renalssance, is much closer to such literature than to

Kafka's or Beckett's: s



it art vomet. Into exintence onlyy when we pet
Wonene ol space not o oas a o vobd, as nomethilng
merely nepat \\'r, Such s we customat by have,
but on the contrary, an something very panttive
and dest it e, able to contirm our cound Lountionn
of befny, to hedphten our feeling of vitality.
Space composdtton fa the art whiteh humantzen the
vold, making of fr, an encloned Fden, o domed
mansiion whetetn our higher selves tind at last
an abode, not ooply o comforting, s measiuned
' to our evervday needs o L0 0 but as transporting,
asoexclting as are those things only which
bulfld up the ddeal T{te o 0 0 here there in
more trecdom, less 1y determined tor one,
thoupgh nothing {5 left to wayward tancy, and
frere o L 0 many o L L Instruments are playing
Lo woo us away trom our tipht, patntully Fimjted
selves A (my ttalics)

Phin comtorring vtew of man In relation to his unlverse 18 only possihle
when he teels himselt to be of fmportance In his wot Hd and in control,
of it. As Plerre Francastel has saad, the basis for the tifteenth
century representation of space rests on the conception of man as,

" .
acteur efticace sur la scéne du monde . . . se sentant un personnape

’ . 3 ¢
nécessaire au développement harmonieux de la vie sur la plandte . . S

o

In Durozoi's view, most literature is based on a similar view of

man in relation to his universe:

" La 1fttérature se batit ordinairement 2 partir
d'une parfaite domination de l'espace: le lieu
dans lequel l'action doit se dérouler est dés le
départ décrit. 11 est l'espace A l'intérieur
duquel les gestes, les pensées des personnages
pourront se déployer et trouver un appui. Chez
Balzac aussi bien que chez Proust, Joyce ou
Faulkner, le voyage est toujours précis: on
se rend d'un endroit bien repéré a un autre
6galement identifié par un nom. Cette humani-
sation de 1l'espace peut s'opérer de manilres
différentes . . . mais toujours elle aboutit i
une telation entre le personnage gt son décor.
11 y a Zgnsi une domination de 1'homme sur
1'espace, qui garantit 1'authenticité du récit
par référence 2 1'expérience quotidienne du
lecteur. 10
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In the works of both Kafka and.Beckett, their own radicsl‘doubts
concerning, for instance%‘the existencé of God in Beckett's case, man‘s
place in the uniferse, the possibiiity of knoﬁledge, or self-knowledge,

. ) L Nor '
the r6le of perception and literature in’the search for truth, and the

L

possibility of understending and communicating with one's fellow-man,
. e { ‘ : c

Rresult in a much.more ambiguous depiction of empirical space. Far from,

. ©

'dominating this bpace man is either 1ost in, and alienated by it, or

indifferent to it' correspondingly reduced and demeaned, "l in

Hoffman's words, the self is enclosed mainly in small rooms, or has
' withdrawn from exterior space into underground rooms, cells or the

' space‘og the mind itself. There is nothing comforting im the spacesd

~ which Kafkafs end Beckett's characters occupy, for both authors are
Iconcerned;vnét to‘reessure’ Borvto conceal the true nature of existence,
but, in'their different weysa to simulate\&he existential 'procegs' with d

'its monotonous, but, persistent strangeness, and its element of cruelty
]

and apparent‘meaninglessness; In the works of Kafka and Beckett, the

:

space of empirical reality mainly lacks the familiar signpost of name

and place qentioned‘by Durozoi, yetaremains at once recognizable and

(} ‘ . . A
. B oW :
.strange. Whereas, in Kafka, this strangeness persists in spite of a

- background of apparently normal urban life, in’ Beckett, it nostly exists

~as the result of a backdrop of featureless, rural wasteland:

P ' : . ! ‘ ] ) Tt

L' experience spatiale du personnage beckettian
s'effectue sous le signe contraire [aux écrivains
comme Proust, Joyce et. Faulkner] de 1'étrangeté;
aucun sens, aucun rep2re ne sont possibles, ,
qu'ils soient naturels (reconnaissance et distinc—
tion des paysages) ou humains (roms des lieux et .
des villes). Tous les décors ruraux sont
semblables, constitués par la combination de.
quelques souvenirs d'Irlande, tous les décors
urbains sont invivables.l?

w
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Light isfa very important element of snatial perceptien and
plays a significant r6le in the works of both Kafka and Beckett; but

their use of it does not necessarily conform to the dichotomy we have

com; to associate with literature and the traditional'noyel, in which
light is associated w1th good the spirit, harmony and‘knéﬁiedge; and
darkness with their Opposites Katka makesia se&ective, and often

symbolic use of light - the Statue of Liberty in The Man Who Was Lost

v

.Sig 0of, or America holds a sword not a torch -- a dim light and a

stuffy atmosphere usually denotes the presence of the court and/or its

representatives, while darkness may imnly a form of perceptual blindness

-in the perceiver. As James Knowlson has shown, Beckett makes a very

subtle use of llght, equatlng llghtness, darkness and half-light, with

F

* white, black and an intermediate tone of grey. These lights and tones, .

[ %

together with images of vision and blindness, play an -important, if

ambignous,ustructural and thematic r6le in his works.!3

‘

Solomon notes

that Beckett reverses the normal values attached to light and dark,

while also making use of their usual connotations, specifically using;f*;”

the opposition between the two in an unexpected way, '"to contrast

inauthentic and authentic existence, macrocosm and microcosm, fiction -

and self.'1% This accounts, for instance, for the way in which Beckett

e

5‘oceasionally-uses sunlight to draw particular attention to the world of

exterior reality and normal social'life; and for the otherwise,
inexplicable fascination that ddrkness has fpr-most=of“the nrotagonists'

in search .of selfJ’ In both Kafka and Beckett, these more symbolic uses

. of light, like the lack of names and reeognizable locations, also tend

to have the effect of blurring the normal qualities of the space of

.empirical reality, so adding to the strangeness ﬁf‘their respective

2
3

xS
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landscapes. The way in which light nermally falls on objects in space
difectly affects our>derception of space. While the symbolic use of
+light iﬁterferes with this process, it gains more significapce when

/ﬁ used in the context of an ostensibly objective, euclidean description
R ] . ’

of space. In the works of both Kafka and Beckett, .though in different
degreés,\eﬁclidean space, with its natural fall of light -- the
. N > \

Yobjective' space of the mathematician, as Solomon terms it -- reflectéfﬁ;

‘the objective world of external reality, and whether impliciﬁiy'or

& -

, . q s
explicitly, has a definite function as the point of departure for the

e

protagonist/self.
: ﬁhen Solomon distinggishes between ;ijectiVe' and“'livihg’
'space, he is,‘in fact, drawingba distinction between objective and
subjective views of epece, between the exterior, euclidean world of
objects in étabie ielatiohship to one another.ghat we habitually see
daily,’and the personal, flived'-space, which is part of the forﬁer,
but to thch we also react emotionally, giving it subjective, personal
value. Thus, 'objective' euclidean space»can.be said to be continuous
and on-going, whether or not it is perceived from one moment to the next.
it rebfesents, in Piaget's words, "a universe both stable and external,
- relatively dietinct from the internal world ana one in which tﬁe subject
places himself as .one particelar term among all the other.terms."15
Quite apart from ehe variety of possible descriptions of
'l'espace vécu', with its subjective viewpoint, 'objective,' euclidean
sbace can be peftrayed %n more'than.one way: through_euelidean or,
'Qhat Piaget terms, topological spatial description;<or, witﬁ the added

effects of light and movement, which tend to break up existing shapes,

in an impressionistic, but still objective way. A euclidean description

]
e



of such space would indicate the relationships between one object and
another -- Kafka's, '"on the right behind my plate the newspaper, on the
left the lamp" -- is an example, possibly going as far as trying to
indicate the precise relationship of size and distance. Such descrip-
tion has been commonly used to create the effect of realism in literature,
as in the nineteenth tcentury-type novel, which, ‘according to Rubin
Rabinovitz, had its origins in the nineteenth century positivistic view
of time and space:
Given the apparent solidity and permanence of
space-time reality, it seemed necessary for
novelists to inject large doses of this reality
into their writing . . . A 'realistic' work was
one which had close links with the world of time:

and space as~o?posed to imaginary works which
seemed unreal.!l® ‘

- .

v %ﬂthis contextﬂ:, it is interesting that, in his s;tudy of space in the

-eighteghth century novel, Jean‘Weisgerber found, "si peu de points de
conﬁact‘avec la géometrie euglidiénne."l; Kafka, howev;;, sometiﬁeg
uses a modified type of euclidean space description when he wants to
draw attention to the 'wo;k—wdrld'"characteristics of a particular space
or person, aﬁd similarly, Beckett uses it to refer tobwhgt hé sees as
the inauthentic_empirical world of reality,; as opposed to théwauthentic
world of the self. B |

Piaéet has pointed out‘that the cdmplicated systems'involved in

the perception of euclidean space are ﬁo; fully developé&ﬁiﬁ children

~until they:reach the age of 8 or 9, aﬁd that until then they afe ”fbrced
to reconstruct space in terms of the most primitive notions such as the?ﬁ

toﬁological relationships of proximity, separation, drder, enciosure,

etc."1® __ that is without reference to the relationship of one object



to another. Kafka uses topological spatial description rather more

frequently than euclidean, but, as with his symbolic use of light, the

-

choice seems to be dependeﬁt.on the particular function of space he

{/has"in mihd, and is not an arbitrary one. While Kimberly Sparks

maintains that Kafka's spatial descriptions are predominantly

topological: or primitive, he seems to imply that this, in combination
. - n‘\" 4

with t}he'constant confusion of bedrooms, sickrooms, nurseries and
cells," denotes an overwhelming and exclusive desire éo 'return to the
womb . "19 While the.latter may pa;;ially account for Kafka's seeming
Qreference for gmall spéces, it fails.to take into consideration, - for
instance, Kafka's use of euclidean.space,.and, as Gesine Frey has
indicated, the way in which space in his wb;k is often subordinated'to
the demands of poetic rqgher than'narrabivé logic.z'0 ‘ (

- The work Of'tbé Impressionists showgd ¢learly howblight and
movement can destroy the normal, objective.?ieﬁ ofieuclidean space,
breaking‘up the élear outlines of oﬁjects; aﬁd destroying tﬁe distinct

spearation of object and field, often substituting apparently méaningless

patterns of shépe and colour over the entire visual field. In‘'so far as

t

they were realists, the ‘Impressionists objectively recorded this process,
trying not to impose meaning on what théy sawv. On occasion, both Kafka

and Behkett, in different ways, make use of a comparable way of seeing,

AN

but iﬁ their case, and particularly for Beckett, it is used to.indicate

the failure of perceBFion’and language to provide reliable knowledge of

’

the world and the self.

While objective perception of the éxteridr world may continue to

reflect its apparent stability and feality, or éonversély, its seeming °

destruction by light and movement; subjective perception can reveal a



\

quite different reality, which, in accordance with Solomon'sb'lising'
‘space, has far more meaning for the protagonist, and for him; may be
the only reality.- In Kafka, subjective peroeption'leads to distortions
of size, which seem to denywthe stable relationships of objects in
euclidean space, and to diminution of the inauthentic self, finally
leading, particularly in The Trial and IEE Castle, to the total loss
of its space.

From the time of Murphy, Beckett's firse oublished novel, it is
evident that, for Beche;;, the‘exterior, empirical sPace of‘reality, is
of secondary importance to the Sbace of the mind. Murphy, like the |
protagonists of_the trilogy, Molloy, Malone and the Unnamable, believes
that his true self is to be founo in his mind, and for this reason, he |
withdraws into itlwhenever possible. The protagonists'of the trilogy,

. ~ . 3

beginnlng with Molloy, carry this process to its logical conclusion in

L~

The Unnamable, by grédually casting off their decaying, physicalvbodies\
= ) ] :
A

in the ndtural process of ent}opy, hoping to find the:eSSential,
authentic self as an almost dimensionless speck in the spacelessness of.
the void. It is important to realise that Beckett's conception‘of ;he
spaceless and timeless self»accords nith the dualist philosophy of
Descartes, whose questlonlng of all sources of human knowledge and
doubts concernlng external reallty, as Federman points out, could not

-

fail to attract Beckett.21 Descartes believed that the mind is
separated’ from the body, which he saw as a '"perfect man-machine,"

created by God, “In his dictum, "I think, therefore I am,' Descartes

exanSsed hig belief that the essential self lay in the mind, not in the
bod§, whose densory experiences must therefore be deceptive and coold be

ignored. ' According to this view, essentially shared by Beckett, the



mind is conceived of as pure .spirit, while the body, as mere container
of the mind, and subject to decay and mutilation, is thought of as R
part of the crass material world, possessing like it, the ''qualities of
extension, quantity and movement."22 Descartes tried to effect some
reconciliation between mind and body, rather vaguely crediéing a
"yital will," situated in the pineal gland with making a connectio

. ( i
between them. According to Federman, on this matter, Beckett preferred

the ideas of the Belgian Occasionalist, Geulincx, who believed thaf
since any connection between minduaﬁd body was miraculously effected
by Cod, there wés no point in trying to understand the actions of the
‘ &body'and it could therefore pe\iEnored.23 As David Hesla has said,
however, VDescaftesf bifurca;ioﬁ of substance into mind and matter --
unextended thinking subftance and extended, unthinking substance -- is
one of the fundamental  polaritrles that pervades all‘qf .‘; . [Beckett's]
wérk."2L+ The almost spaceless Unnamable in his "purgatorial internal
landscape" Qf crepuscular light,'situateéhat the»vaﬁishing point of ‘a
three~dimensional spiral, is the logi€al wmkcome of these combined views
of the insignificance of the body. The Unnamable's search for‘self,
which accompanies his spatial reductiop, alsé owgéjmuch to Beckett's’
‘bel%ef, férmulated in Proust, thag tﬁe artist‘should seek the self
thr;ugh contraction into himself, "negatively shrinkiﬁg from the qullity
of extra-circumferential phendﬁena,"b5 /a process begun ip Murphy, and
pfogreggively carried on by the writer—protagonisgs of the trilogy.
While Kakka,kin his eérlieét qulished WOrk,."Descriptioh of a
Struggle," affirmed the ne;essity of space for the existence of the

~

self, and showed in The Castle, how, lacking space, the self is forced

!

fto try to arrogate it for itself, Beckett reaches én_impasse in

10



The Unnamable, for the latter also realises he cannot exist as self

without a minimum of space. Although the spatial imagery of Kafka and
Beckett is at first suggestive of Bachelard's '"1'espace intime," the
works, particularly those of Kafka, become progressively concerned

with hostile space, based mainly on a simple binary opposition of
interior/exteribr space récalling the dialectic of’Matoré, and more
recently, Welsberger. Such binary terms, howevér, are not adequate to
embrage the total complexity of the spatial imagery in Kafka and
Beckett. This study, therefore, while in part based on én interior/
exterior polarity, goes beyond it; it attempfs to trace.a iine from

ghe “shrinking space" of Fhe self in ‘a number of key works of Kafka and
Beckett, as it moves from the apparent security of the persoqal enclosed
space of small rooms or the space of the mind, through the interior and
exterior spaces of the 'Other' or non;self, to the reality of the

unstable space of subjective perception, which itself threatens the very

existence of the self.

11
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CHAPTER ONE
Personal Enclosed Space

Everyone carries a room about inside him.

Kafkal .

, . . . and when I moved from place to place, it
was very slowly, as in a cage.

Molloy?

Hoffman suggests that, "One of the most important observations
of the modern view of self concerns its move toward reduction and

limitation," which is closely related to the "disappearance of self-

confidence" ---to its sense of lost value.3 In the works of Kafka and
Beckett, this is often reflected in the form of their stories -- in
the "pattern of dissolution of the main character' -- in which the

dominant structure, as Szanto says, is that of the unsuccessful,

y

incompleted quest. In the face of metaphysical and epistemological

uncertainties, which are partly responsible'fop its own self-doubt,
the self ne;ertheless tries to mdintain and preserve its identity.”
The Kafka protagonist méini§.seeks security and certainty behind closed
doors, and in the routiné of work, while the Beckett writér—hero hopes
to discover his essentia1>self by withdrawing into the space of the

mind, since, as Beckett wrote in Proust, "The only fertile research is

&

excavatory, immersive, a contraction of the spirit, a descent."®

In Kafka's and Beckett's writings, this reduction of man's

significance is marked by his withdrawal into ever smaller areas of

14



space, and particularly in Katka, by ‘lt*(flin]gﬂ of alfenatfon In exterlor
space. Kafka's 6rutugonlstﬂ Live mainly in an urban world ot small,
furnished bed-sitting rooms -- (Gesine Frey notes the double focus

on private room and office In The Trial -- while Beckett's novels and
plays usually "describe a small space occupled by dimly seen or

realized objects, or stretches of waste spaces whose very monotony

offers the very same impression.’

Kafka's small urban room is looked upon as a refuge. This is

4

evidgﬁ%’even in "Description of a Struggle" ("Beschreibung eines Kampfes,"
1904-5), Kafka's earliest published work, where the narrator mentions

two rooms, neither of which he actually enters in ﬁhe course of the

story.‘ The first is the narrator's own room to which he anticipates

returning, while on a disagreeable walk with the acquaintance:

On reaching my room 1'll feel warm, I'1l light

the lamp in its iron stand on my table,, and

when I've done that 1'll lie back in my armchair
which stands on the Oriental carpet . . . The

lamp will shine on my chest as 1 lie in the
armchair. Then I'l1l cool off and spend hours t
alone between the painted walls and the floor which,
reflected in the gilt-framed mirror hanging on the
rear wall, appears slanted.®

The second, which is mentioned in the last section of the story, is an
imagined room, in which the narrator sits unwillingly with the

acquaintance: -

v

As though our sorrow had darkened everything,

we sat high up in the mountain as in a small

room . . . We sat close together in spite of

not liking one another at all, but we couldn't

move apart because the walls were firmly drawn. -

("DS" p. 50/"B" pp. 64-65)



The tormer fs unbque amony Katka's peraonal nnn\\m for fts colour
and warmth, as well as fts lack ot a bed or sota.  The nelection ot
ftems Lo be mentioned glves the descrfiption something of the quality
of a 'collage' -- a compflation of disparate elements with Hufted
local relationship. According to Plaget's terminology, {t fs
predominantly a primitive, topological, rather than a euclidean
description of space, which, above all, conveys the narrator's
youthful appreciation of its comfort, warmth and security, its quality
of 'lived' space. The unusual viewpoint introduced in the strange
perspective of the slanting floor reflected in thuwmirror, is one of
a number of sudden changes of pgrspective to be fqund in subsequent
works, and anticipates the Impressionistic perception of "Wedding
Preparations in the Country.'" The 'imagined' room is one of many in
Kafka's worké, like the room which he says everyone carries about inside
him,? and the room Edouard Raban creates in the darknesé in "Wedding
Preparations in the Country" ("Hochzeitsvorbereitungen auf dem Lande",
1607-8), in which, "The trapeze-shaped flame between conjoined sheets
of glass burned in this tower-like wide darkness as in a little room,

letting darkness assert itself a few.steps farther on."10

The frequency
with which these images occur suggests an almost obsessive need to
create small areas of refuge in space. As will be seen, the cage and
jar imagery used by Beckett suggests a similar need.

In Kafka's world of small, urban rooms it is the bedroom as
apparent refuge associated with certainty and security, which hasv
particular significance. The bedroom seen as sanctuary is nowhere more

evident than in Kafka's "Wedding Preparations in the Country." Even

in this story, however, the bedroom does not yet function as thé major

)
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focun tor the maln actfon as 1t will tn "The Metamorphosts' and The
Trial, but, Hke the narvator's 1oom tn "Descriptfon of a Struggle "
comes to Raban's mind as o possible and desirable place of retreat.
Raban fwagines himae Lt Iying dreaming in bed, covered with a yellow-
brown blanket, and assuming "the shape of a biyg beetle, a stag beetle,
or a cockchafer, 1 think', as he used to as a child, when {n difffculty.
("WP" p. 56/ "H" p. 12) Clues to the layout of the room are few. The
window is evidently gpen to the breeze, and the clothed body, which
must go to the country, s imagined as staggering out of the door and

" Only the bed as focus of the main action

"stunbling on the stairs.'
has any importance in the room. A quite different room is envisaged
by Raban when travelling by bus in the wet countryside:

Oh beautiful city and beautiful the way home

the city is far from here, but there 1 get the

meal expected for that evening, set on the table,

on the right behind my plate, the newspaper, on
the left the lamp.

("wP" p. 71/"H" p. 32)

Here the precise euclidean description, though slight, conveys the sense
of certaintyuand security which Raban derives from the routine of his
everyday life.

The bed-sifting rooms of the two“protagénists in'"The Metamof—
phosis" and The Trial are very similar, although the forﬁer is part of
a family apartment, while the latter is rented. Both rooms have a bed,
window and'desk, the relationships of which are not specified. Gregor
Samsa's room in "The Metamorphosié” ("Die Verwandlu?g", 1912), is the
more personal rdbm - Joseph K.'s in The Trial is cold and anonymous —-

for it is fitted with old family furniture and has a picture of a girl

®



in a fur-muff, cut from a mégaeine, on the wall. Though neither is

ﬁ’

described in detail, the desks, in the two rooms differ. Samsa 's has
familiar associetious going back to uis primary school days, while
Joseph K.'s. has 3one, but in keeping with his job as bank assessor,
the drawer of his desk is meticulously tidy 11 Both rooms lack
privacy; Gregor Samsa's room in "The,Metamorphosis" has four doors,
one on each eide, one of them a double door leadiug to’the family
living—rogu, while idseph K.'s in ihg_liigl has two, one leading to
his landlady's room and the other to t%e common enttauce hail. ‘fhese
- doors act, both eupirically.and.symbolically, ae indications that the
fobm in wuich the seif belieues itself most secure is opeugto all-
comers, While Samsa's{window increasingly acts.as his'onli'connection

with the outer world, Joseph K. s, as Gesine Ezey points out becomes
ﬂj ’

another means whereby the outer world obtrudes into his prlvate llfe. %

Although the description of these rooms is mainly topological, the

\

element of euclidean description, which emphasizes their imterconnecting
relationship with other rooms, is more éignificant. The imminence of
the ordered, empirical world and Gregor Samsa's own involvement in it,

" is"indicated in the euclideau‘descfiption Gregor—as—insect gives ofb his

u

family's apartment in "The Metamorphosis"

The breakfast dishes were set out on the table
‘lavishly . .. . Right opposite Gregor on the wall
hung a photograph of himself in military service, 1\
as a lieutenant, hand on sword, a carefree smile . - .
on his face, inviting one to respect his T
uniform and military bearing. The door leading

" to the hall was open, and one could s€e that the
front door stood open too, showing the landing
beyond and the beginning of the stairs going _
down. 13 , ‘ . » ’

-
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’ ‘The office, ﬁhich is often t?e other point of‘focus in Kafka's
work, as in Ebg_zgiél,‘can represent. an extension of the protagbnist's
' persopgal spacé, o;, as indirectly in "The Metamorphosis," and to some
extent in The Trial, an intrusion of thétof&ide into his persoﬁél life.
In "The Metamorphosis," the chief clerk's investigation of Samsa's

latehess is an example of the latter, but, in Frey's.view, Joseph K.'s

obsessively tidy de;k—drawer also represents the intrusion of the

‘office world into -his life.lu Conversely, in The Trial (Der-Prozess,
begun 1914), K. feels particularly secure in his office and refers

proudly to its orderliness and stability when talking to his landlady

on the morning of 'his 'arrest' in his bedroom:

In the Bank, for instance, I am always prepared,
nothing of that kind could possibly happen to me
there, I have 'my own attendant, the general
telephone and the.office telephone stand before
. me on mylgesk, people keep coming in to see
% me . . .°

ar

B
Eﬁen K.'s office, howe&er, is not self-contained; it has a door leading
to the Deputy Manager's office, through which access ls obtained to
. the Mgnager's office, and another go the cligpt's Qaiting—room._ |
Furthermore, it is in ghe corridoEz leading from his office to the main
sﬁaircase, that he unexpectedly finds the Whipper in the lumber room.
Although the Kafka protagonist'usually feels ﬁost certain of
himself in his own bedroom, it is precisely here that he is ééughF
‘unawares and made conscious of his sgdden'separation from his accustomed

AY .
environment. This moment of "awakenng," as Szanto terms 1t, occurs in

\

the morning éfter waking, and usually happens as the result of the fail-

- ure of the protagonist to be true to himself and others; it marks the

beginnipg of the ﬁnsuccessful quest, characteristic of Kafka's (and

19



Beckett's) works.!® There is a certain irony in thg mdment of
'awakening;.taking place in the bédroom; Like Edouard Raban.in :

"wedding Preparations in the Country" (hereafter cited as ﬁWedding"),
Gregor Samsa, in "The Mefamorphosis," with all his doors locked from

the inside, and.Joseph K. in The Trial, Kafka himself thought of his bed .
as a secure place fof dréamingvand reflection. Thus he wrote to Felice
Bauer, lateriﬁis fiancéé (October 27, 1912), saying that he had

"spent . . . half the day in bed, the best plagelfor SadngSs and
reflection,”!” and lafer (December 22-3, 19125,‘thét he had‘woken at

- )

- 2, "but still under the influence of sleep and therefore with uninter-

rupted and.magical visions."18

Significantly, it is ih the bedrooms which have a number of doors,
such as those in "The Metamorphosis' and The Trial, that the self

proves to be in greatest danger. Gesine Frey, referring to The Trial,

"

says that it is.through doors (and'windbws) that unrest enters, ''von

drauBen aus einem Raum . . . und was sie bringen, sind Unruhe und
Fragen."!? Kafka himself constantly bewailed the fact that as a bachelor
he would always live in small rooms and never have a front door of his

S own:

‘ It seems so dreadful to be a bachelor . . . having
to say goodnight at the front door, never being
able to run up a stairway beside one's wife . . .
to have only side doors in one's room leading into
other people's living rooms . . . He moves
incessantly, but with predictable regularity, from
one apartment to another. The farther he moves from
the living . . . so much the smaller a spaceis
considered sufficient for him . . .20 ‘

20



The 'rebirth' at the béginning of "Thé Metamorphosis" obviously
has its origins in the self; no one has entered through the doors, as
in The Trial, because Samsa:keeps them locked from the inside. When
he wakes to find himsel£ a huge beetle, his bedroom has ceased over-
night to be ﬁhe comforting place it once was, and Qhét was a game of
prefence for Raban in "Wedding" becomes a frighﬁening reality for
Samsa. Formerly the centré of his personal life, the bedroom now
becomes the means whereby the failure of the self, both personal and
vis 2 vis the family, is méde concretely evident. Gregor Samsa's
incbngruous attempts to follow his normal routine, in spite of his .
metamorphosis, represent an iﬁdictmenf of the way he has allowed his
public 'work-self' to penetrate his private life to an unnatural and
harmful degree. Thus the insect told himself that, "The next train went
at seven o'clock, to catch that he Qould need to hurry likg mad and his
samples weren;tﬁgven packed up . . . ("M" p. 91/ ny p. 71).
_Subsequently, in sﬁite of his repulsive appearance and inhuman voice,
he pleads for his‘job‘with the chief clerk, éiting his previous“loyélty
to the firm.l’In IDEFIEiél: on the othef hand, although Frey maintains
that the warders involved in Joseph K.'s arrgSt‘are objectiﬁétiéns of
aspects of his'inner self,21 ohevof the warders entersvthe door of his
bedroom, and both, as Sussman points out, intrude on his privacy to thé
extent Lhat they, "appropriate K.'s breakfast and underwear, dictate
what he wears, deny him any contact with his.landladyg and penetra;e
such previously restrictedvspaces as Frl; Burstner's room."?2 The
previously>secure space of K.'s official self is . also invaded by the
court, as evidenced by the presence of the Whipper‘and the two warders

in the lumberfroom of the bank!corridor.

21
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In undermining his protagonists' illusory sense of secu;ity in
the places where they believed themselves to be least vulnerable,
Kafka makes clear hls belief that the comfortable routines‘and responses
gradually developed at ‘'home and at work, are inimical to the growth of -
the true self. Routine, like Beckett's view of 'Habit', acts like a
screen '"to spare its victim the spectacle of reality,"?3 Although
Kafka believed the world should have its due, in one;—adapting to the
wishes of others, as Samsa in "The Hetamorphosis" does, and in failing
like Joseph K. in The Trial, to(think and act independently, yet
unselfishly, Kafka believed that man becomes'alienated frcm his true
self and from others. The insect which Samsa becomes is\a false,'alien
self, and as ln the‘case of Joseph K., there is no place for it in
life. The inauthentic self dexists,' Kafka seems to imply, only in
the form of endlessly duplicated and lifeless office clerks, such as
tne chree identical lodgers in "The Metamorphosis" and the three banks
clerks in The Trial. ﬁoth implicitly and explicitly, in his letters,
diaries and fictional porks, Kafka continually criticized office and
work life as destructive‘of the true self. Emrich refers to Kafka's

early novel, The Man Who Was Lost Sight Of, or America (Der Verschollene,

> or Amerika, 1911-14), as "one of the most clear—sighted poetic

exposures of modern 1qdustr1a1 society that exist in world literature."2"

In his deplctlon of a modern telegraphist at work for instance Kafka

emphasizes how that society dehumanizes man —- ‘the fingers of the

operator in The Man Who Was Lost Sight 0f, "kept twlﬁching with inhuman

regularlty and speed "25 In his diary of 1911, Kafka_&rote of himself,

"Outwardly, I fulfil my duties satisfactorily in the office, but every

unfulfilled inner duty becomes a misfortune that never leaves.''?®



Kafka, it could be said, denies refuge, or pereonal space, to

the inauthentic self, and in The Man Who Was Lost Sight Of (hereafter

cited as The Man), implies, by the ;Ertuél disappearence of the
stoker, and the young protagonist, that there is no place for the
anthentic and young, innocent self either, atdleast in industrial
soeiety. In The Castle (Das Schgoss 1922), although K. is the first
Kafka protagonist to fight "to obtain a concrete phenomenal existence

."27 which is not naturally his, neither the village nor the Castle

are of this world, for K. cannot breathe in the air of the village
§

Streets leading to the Castle, and can never reach the Castle.
Similarly, in Kafka's late work, "The Burrow" ("Der Bau?" 1923), while
the protagonist lives in his own house, which he has built himself, his

' is the undergromnd burrow of an animal, who lives in fear

'house,
that his burrow, the space of his self, will be attacked either from
inside or out. -As shown in "The Metemorphosis” and The Trial, héwever,
the Kafka self, imprisoned.in its accustomed environment of rented
rooms. - and officee,’is mostly fated-to become the victim of its own

i¥lusions and weaknesses, or, as 1s particularly true of The Man, the

victim of society.

. Beckett's early descriptions of enclosed, pergonal space are far
more particularized, comprehensive and nearly euclidean than Kafka's —-

says the Unnamable, "if I could only describe this place, I who am so

‘good at describing places . . ."28 Thus in More Pricks Than Kicks,
1934, a collectton of short stories, Beckett describes Belacqua

preparing his toast, in almost loving detail:

23
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He deployed an 0ld Herald and smoothed it out’' on
the table. The rather handsome face of McCabe
the assassin stared up at him. Then he 1lit the
gas-ring and unhooked the square flat toaster,
asbestos grill, from its nail and set it
precisely on the flameé. He- found he had to
lower the flame . . . Now the long barrel-loaf
came out of its biscuit-tin and had its end
evened off on the face of McCabe . . .29

o‘
Similarly, the clutter of furniture in jhe large bed-sitting room that

Celia finds for herself and Murphy is depicted. in some detail, if only
in the interests of paf%dying thé realism of the traditional novel:

The room was large and the few articles of

furniture it contained were large. The bed,

the gas cooker, the table and the solitary "y

tallboy, all were very large indeed . . . -

Murphy's rocking-chair trembled by the hearth,

facing the window. The vast floor area was a 4

dim geometry of blue, ‘grey and brown . . .

The walls were distempered a vivid lemon . . .30

As Beckett's work evolves, this particularized spatial deséription giveé
way to a more abstract geometrical one, but Beckett retains the
euclidean description, not unlike Kafka, to portray the 'iﬁauthentic'
world of émpirical reality, such as tﬁat of Moran and his house filled
with possessions, in Molloy.

The Beckett protagoqist, from the time of Murphy (1938) onwards,
seeks réfuge.from the exterior world of ";uléar phenomena." This world
is seén as a priéon, from which the.hero wishes to escape into what he
sees as the contrasting freedom of the mind, where he believes he will
-find hisv;eal self. The West Brompton world of béd—sitting‘rooms, of
which Célia's is one, is, im Murphy's view, an assemblage of "me&iuﬁ—

. sized cages," which differ, one from the ofher, only according to

the direction they face. Murphy himse%f feels a prisoner in the

exterior world to which hekdoes not want to belong, for it is life in
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°

his mind which gives him true pleasure and satisfaction. Even when
travelling by bus\in London, Murphy excludes the outer world by closing
his eyes, relying or\ the bus conductor to tell him he has arrived at his
destination. Inktrying to escape the prison-like exterior world, the
Beckett protégonigt, in fact, constructs a sort of cage around himself
-~ Malone talks of spending his life in & coma -- so as totprotect him-
self withiﬁ it. ‘The imagg'of the self in a portable cage or container
occurs, for instance, ip Molloy, . the first novel of the trilogy, where
Molloy say;, "and wﬁen I msved from place to place, it wés very slowly,
as in a cage out of time."3! Similarly, Malone in Malone Dies, sees the
soul as existing in a cage, "tﬁat soui denied in 'vain, vigilant, anxious,

turming in ité cage as in a lantern, in the night without haven or,

craft or matter or understanding."32 The image of the jar is used-in a

comparable way -~ Mahooﬁ, in The Unnamable, is stuck in a jar, like a

"sheaf of flowers," when he has totally lost all his limbs —- and Molloy
talks of being a "sealed jar." While in Lousse's garden, Molloy

momentarily forgets to hold himself within the safety ofvtﬁé jar:*

Yes, there were times when I forgot not only
who I was, but that T was, forgot to_be . . .
Then I was no longer that sealed jar to which .
I owed my being so well preserved but a wall

- gave way and I filled with roots and tame stems

. . the recess of night and the imminence of

dawn, and the labour of the planet rolling
eager into the winter . . . But that did not
happen to me often, mostly I stayed in my jar
which knew neither seasons nor gardens.

(Molloy, p. 49)

There;ié a somewhat similar image of the self becoming one with the
earth in Malone Dies, where‘Macmann's white hair, as he lies on the

ground, is glued down by the rain and "churned up with the earth and
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grass into a kind of muddy pulp.”" (Malone Dies, p. 242) Apart from
indicating a form of 'cosmic inﬁecurity,' Bec#ett seems to use this
image of unity with the cosmos to suggest a condition where thelself
can no longer;distinguish subject from object. Thus, as Solomon
points out, Molloy sees better at the seaside, where the distant views
of sea and sand are almost featuréless and object and ground can
hardly be cohfﬁsed.33 Mofe often, as Molloy says of himself,~"1.
misjudged the distance separating me from the other world, and often I~
stretched out my hand for what was far beyond my reach, and often I
knocked against obgtacles scarcely visible on the horizon." (Molloy, 0
P 50) Total lack of a sense of diffefentiation between self and
surrounding space accounts for the Unnamablg;s need for, "a little
world," a‘place with walls, distinguishable from the void. (The
Unnamable, p. 410). Theée images of the self as part of the universe
are sufficiently ambiguéus to make it difficult toiknow whethef the
Beckett protagonist féars himself 'streaming into the cosmos,"or the
contrary, the invasion of the space of.the self by the outer world7
The images of the portable cage, and the jaf (fecalling Kafka's
'imagined' rooms), which not only preserve the self and its identity
infact, but also protect it from the contingencies of the outer world{
suggest the latter. |

Just as }Pe mind is thquéht of as the sanctuary of fhe self, SO0
also it is tho;ght of as a place, preferable to any in the space of
empiiical reaiity, into which the protagonisﬁ caﬁ withdféﬁ. Murphy seeks
his true self—ip the-mind and "what he called hié mind functioned not as

an instrument but as a place.” (Mﬁrghx, p. 178) Murphy's description
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of his mind is geometric; he sees'it as a hollow sphere, divided into
three zones, one light, one in half light and one dark. The first

comes nearest to the world of reality, alloﬁing for a little arrangement
of unpleasant experiendes, the second permits undisturbed contemplation
and the third consists of a dark, non-Newtonian ”flﬁx of forms'" over
which Mufphy has no control, and wants none. (Murphy, pb. 111-13) The
three zones correspond roughly to the progressively darkening and
deepening zones of the three novels of the trilogy.3q At the same time
as Murphy designates the space of the mind és the desired sanctuary, he,
like tﬁe protagonists of the trilogy, seeks épatial'analogues for the
mind in the world of empirical réality, and it is noticeable that those
pléces selected are white or grey. in colour -- white is the colour of
the void in Beckett's terms, accordiag to Solomon,35 -- or, as in the
trilogy, dimly lit like the middle zone of Murphy's mind.

Murphy's own choice of room, as opposed to the bedsitting room
chosen by Celia; ha; very little furniture in it, and has a geometric,
abstract.quality. The garret offered Murphy, as his personal room in
the nurses' quarters of the Magdalen MentaliLSFcyseat (M.M,M.) in London,
is attractive because of its white, comparatively expansive featureless-—
‘ness and the opportunity i£ offers for seclusion: -

The ceiling and the outer wall wére one, a superb
surge of white, pitched at the perfect angle of
furthest trajectory, pierced by a small frosted

skylight, ideal for closing "against the sun by day
and opening by night to the stars.

(Murphy, p. 162)

It cannot compete, however, with the attractions of the padded cells at

the M.M.M., which obviously bear a closer resemblance to the space of

L



the mind, in Murphy's view:

)
The pads surpassed by far all he had even been
able to imagine in the way of indoor bowers of
bliss. The three dimensions, slightly concave,
were so exquisitely proportioned that the
absence of the fourth was scarcely felt. The
tender luminous oyster-grey of the pneumatic
upholstery . . . lent colour to the truth that
one was a prisoner of air. The temperature
was’ such that only total nudity could do it
justice. No system of ventilation appeared to
dispel the 1illusion of respirable vacuum. The
compartment was windowless . . . Within the
limits of domestic architecture he had never been
able to imagine.a more creditable representation
of what he kept on calling, indefatigably, the
N little world.

Cln i (Murphy, p. 181)

{

Clov's kitchen in Endgame, is a'Cube. Clov de;cribes it as having
"Nice dimensions, nice proportions" and as measuring "ten feet by ten
feet by ten feet."3® Hamm's shelter (like Murphy's garret, the 'pads'
and Clov's kitchen),mhas a geometric quality, and also resembles them
‘in having little furniture and a uniform grey light. 1In fhe stage
directions of Endgame, the shelter is described as followé: "Bare
interior. Grey light. Left an? right back, high up; two s&all windows,
curtains drawn ... . Front left, toﬁ;hing each other, covered with an_B*
old sheet, two ashbins."” (Endgame: P. 1) The two aéhbins have
literally’become cages\for Hamm's "accursed" parents, excépt that they
contain the relics of selves fhat now barely exist. This shelter has
been said to be an analogy for the womb and/or the skull, and as
Eﬁdgame was written after the last novel of the trilogy, the play with

its comparable'imagery can bé seen as attempting to deal with some of

the same problems.
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As Beckett's work proceeds towards a greater emphasis on the
space of the mind, the dim light and the sparseness is retained, but
the interior personai spaces of the protagonists become Increasingly
less clearly defined, and less geometric. In Molloy, although the
novel begins with Molloy in his mother's room, almost unable to move,
and the rest of his story describes in flash-back how he got there,
the room is hardly described at all, and, as Molloy indicates, is of
little interest to him:k "But now I do not wander any more,'and the
confines of my room, of my bed, of my body, are as remote from me as
wert those of my region‘in ghe days of my splendour." (Molloy, p. 66)
The landscape of Molloy's mind is much more real for him than the
spatial features of his mother’'s rbom -- an analogy for the origin of
self -- which érows dimmer as he retreats further into the space of
his mind. Molloy refers to it variously, as a "vast region," compara-
ble in depth to the horizontal expanses of his outer journey, ,as "all
that inner space one never sees, the brain énd heart and other caverns
‘whére,thought and feeling aance their sabbath.”" (Molloy, p. 10), and
finally, as a place that you do not go to, but, "where you find yourself,
sometimes, not‘knowiﬁg how, and which you cannot 1%ave at will" -- an
unfamiliar, polar wasteland, whose features are at first suggested by
sound rather than vision:

I listen and the voice is of a world collapsing
endlessly, a frozen world, under a faint
untroubled sky, enough to see by, yes, and

frozen too. And I hear it murmur that all wilts
and yields, as if loaded down, but here there are
no loads, and the ground too, unfit for loads,
and the light too, down towards an end it seems
can never come. For what possible end to these

wastes where true light never was, nor any
upright thing, nor any true foundation, but only
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these leaning thigps, forever lapsing and
(runh\!u% Qn‘a,,bcnrath a sky without memory
o1 mdrsing or hope of night.

(Molloy, p. 40)

¥

Although Moran's juurney in the second part of Molloy, to a
certain degree parallels Molloy's own, his story represents an earlier
stage of the composite protagonist's life, just as Sapo's and Macmann's
stories in Malone Dies, refer to even earlier and later stages
respectively. Moran is very much a part of the world of empirical
reality, to which Murphy reluctantly belongs —— a "creature of his
house, of his garden, 6f his few poor possessions . . . reining back his
thoughts within the limits of the calculable." (Molloy, p. 114)
Beckett, partly by contrasting Moran with Molloy, is at pains to
demonstrate, not unlike Kafka, -that security, in this case, based on
property and possessions, can be illusory, and inimical to thé develop-
ment of the self. It is only when Moran ieaves his house, and gives up
his conventional, ordered life, that his mind, previously described in
more euclidean terms as resembling a labyrinth, takes on a more abstract
quality,rlike Molloy's.

Malone is much nearer death (or the moment of 'birth' into the
spaceless realm of the self), than Molloy in his mother's room; his
room with its walls or boundaries, which maintain the subject/object
differentiation, thus becoﬁes more important. The increasing disorien-
tation that Malone experiences.is indicative of the imminence of the
spaceless Self; but the Qay he clings to evidence of reality as it is
revealed through the 'umbilicus' of his window, anticipates the fears of
the Unnamable lost in space. The room as refuge and familiar‘place of

y

security is correspondingly much more marked in Malone Dies than in



Molloy, and {t fs with relfet and confidence that Malone says, "there
{s nothing the varfous scasons can do to me, within the shelter of these

wialls, that 1 \do not know." (Malone Dies, p. 186) WHis occasional

A}

belief that he 1Is in a hedld or ékull, marks a further shrinking of the

spatial dimension of the self, which is eventually followed by his
fluctuating sense of being 'born into death': "The ceiling rises and
falls, rises and falls, rhythmically, as when 1 was a foetus."

(Malone Dies, p. 283) Talking of Beckett's early unpublished draft of

More Pricks, entitled, A Dream of Fair to Middling Women, Jean-Jacques

Mayoux refers to Belacqua's use of the image "wombtomb' to express the
idea of birth/death and his hope that death would resemble both with-
drawal into the spaceless mind and the peace and warmth of the womb.37
The Unnamable, following on from Malone, is a speck in the void

lacking almost all spatial dimension; he is the logical outcome of the
spiralling movement of the trilogy. Almost spaceless, he has no sense
of the existence of any self, and thus tries desperétely to situate
himself in space -- ironically, using euclidean terms:

But, as I have said, the place may well be vast,

as' it may well measure twelve feet in diameter . . .

I like to think I occupy the centre, but nothing

is less certain. 1In a sense I would be better at

the circumference . . . From centre to cirtumference

it is a far cry and I may well be situated somewhere
between the two.

(The Unnamable, p. 295)

This moment marks Beckett's disillusion with the mind as the place in
which the self is to be found. He told Israel Shenker in an interview
(May 6, 1956) that, "In the last book, L'Innomable, there's complete

disintegration. No 'I', no 'have', no 'being'. No nominative, no
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accusative, no verb . . . There's no way to go on," 38

>

Whereas Beckett's finﬁl disillusion with the hind as 'seat of the:

essential,self‘is reached gradually and only finally i“.ﬁﬁﬁ Unnamabie,
;he understandi?g of the cqnnecgiog,bgtween the existencejof spacef;nq?
the self begins early in Kafka's vork, in "Description of a Struggle."
Both the latter and""Ihe Métamorphosis", fundamentally question the
stability of sgif'and the corres§onaing space .0f the self. 1In hoth.
“writers, the search fpr the seif bfeaké down in the very placé where it
is le#s; eipedte& ——‘in the bedroom, aé metaplior for the core qf the
self, and in the space of the mind.,'Ih the encloséed épéce.of the
;'Otper,' or non-self, thchvaffects the Kafka protagoniét mucp more than
the Beckettianfcharéctér, the self is again thre;tened; Both Kafka, and
Beckett to a 1eésérfdegfee portréy the self_as(victim, the former,bas

victim of other people, the latter, as victjim predominantly of the

natural processes of decay and of his . environment:.
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CHAPTER TWO .
The Space of the 'Other’

Whereas the Kafka protagonist tries desperately tollive in
society and yet often becomes its victim,Athe‘Beckett character avoids
it as much asvpossible,‘and since hisvphysical'requirements are.mihim;i,
witb féw exceptions, he remains fairly independent of othérs well on
into old age. It is noticeable that the spatial characteristiés of the
rooms of the 'Ot:her‘i in Kafka allow little or no space for the self..
©of the protagonist, whereas the Beckett character, even if imprisoned
as Molloy is for an unspecified time in Lousse;s house, remains in
his personal 'cage,' keeping himself inviolate and free to pursue his
normal, interior,coursem

The rooms of the 'Other' in kafka are frequentiy characterized by
lack of space as the result of being overcrowded with furniture and/or
peéple, by darkness, and by gnbreathable air. Movement is spmetimes so
restricted that ir necessitates unwanted physical contact with other

people. < The image of air which can be breathed by one person but not

another indicates so fundamental a difference between them, that it is

.
3

likely té be irreconcilable within the coﬁtext of any.givén pbvel. In
Qaryiﬁg degrees, these broad characteristicsvappiy to small, single
rooms of the 'Other' as well as to larger public spaces, such as the
salodn in the Hotel Occidental in Igg'ygg and the court-room in The
'IZEEL; The approaches, corridors‘and stairﬁays of(#ﬁ; more complex

.

units, such as those of the tenements and the exterior spaces, each

(&
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have rather different charactéristics,'but in all the spaces of the )
. 'Other,' the protagonist feels alienated, and risks the loss of the
spatial self. Yet there remains a certain ambiguity in the protagon-
ists' view of the 'Other' or non-self, for while it is preponderantly
threatening, it is often_only in confrontation witp the 'Other' that

the self can define itself, as is particularly evident in Kafka's works.
The need to be seen by the 'Other,' a theme in bofh Kafka's and
Beckett's~w6rks, is only omne asp;ct of the self's ambiguous need for the
'Othef.' As has;been shown, Kafka often uses elements of euclidean
spatial description to highlight the characteristics of the world of
empirical reality, in'his case usually the 'work-world,' but in the

. spaces of the 'Other' this type of .description often acts as a.foil

~

where another more poetic use of space is employed to make a particular

" point. 1In ;he peasants' kitchen ln The Castle (Das Schloss, 1922),°
for instance,‘K.;s carefulleuclidean descfiption of the room, not only
underlines the limitations of'rationality, but also emphasizes his

own ihability to penetrate the ;;Eﬁgry of the room with itg strange

light, or to become paft of the life there.!

L Although geckett often depicts the exterior, empirigal'wor%d in
terms of prison imagéry, it is rare‘for the:Becke£t protagonist to allow
‘.hiﬁself to be traﬁpéd in that world. Significantly, perhaps,'Molloy
'lgses his freedom on the two occasions whén he 1is in a town, once
because ﬁe is arrésted by the pélice and. secondly because tousge, like
a modern.Ci;cé, contrives to keep him in her house, mostly against his
will, b§ meaﬁs of her "miserablé molys." Larger; compléx.spéces of the
'Other' -are correspondingly %ew in Begkett's wprk -~ the only one of

any significance is the M.M.M., the mental hospital in Murphy. By
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contrast with Kafka, the vast, rather impersonal exterior landscapes
in which Beckett's ftrilogy' characters mgve, éreAalmost featureless
and abstract, denuded of objects and peoﬁle except. for the occasional
lone traveller with his dog,~or a shepherd with his flock. Few of tge
péople whom Molloy and(Moran meet on their separate journeys pose ény
threat to them, and those that do, such as the charcoal burner in
Molloy's story, and Moran's double, his "dark self ," are killed with

» : : ,
almost unnecessary violence. In Beckett's view, the greatest threat to

man is the ''loneliness and cruelty of existence'" and-¥he "Time

~

1

cancer ," as Beckett referred to it in Proust, which inevitably hastens

the day when the physical self will fall victim to 'disease and infir-
mity."2

I
[ N

In Kafka'sﬂ The Man, Karl Rossman, the young protagonist, is
virtually held pfisongr for varying lengths of time, in at least three
places: in the ;toke;'s_éabin, the hotel porter's office and Brunelda's
room, and in each he is subject to a degree of physical resgraint.
While the stokeri§ cabin is a '"wretched cubby-hole," the_porter's office
in the Hotel Occidental'is light and spacious with glass windows
opening on to tﬂe hotel vestibule: iThe porter converts ;t into a dark,
prisqn-like ropm‘in which he cén_ﬁhysically hurt Karl with impunity, by
draw;ng long black curtains over the glass panes of his half of the v //////////
office.‘ Antiéipating fﬂé crowded, stuffy rooms of the court in The Trial, : .
Brunelda's room is éméll, dark and dvercrowded with furniture. The
.three t;unks that Karl notices fi¥st, and the lack of a window, give it
the look of a lumber room: \ ' s

They séepped into complete darkness. The curtain

before the balcony door -- there was no window --
was completely drawn and let very little light
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through; but the fact that the room was crammed
with furniture and clothes hanging everywhere
contributed greatly to make it darker. The air
was musty and one could literally smell the dust
which had gathered here in corners apparently
beyond the reach of any hand.

(Man p. 235/Vsch. p. 252)

While Karl, RObinsdn and Delamarche, his captors, and Brunelda, watch
the election procession, Brunelda restrains Karl physically with her
body pressed against him, and when he later tries to escape, Delamarche
knocks him unconscious.

In the later novels; The Trial and The Castle, Kafka makes a more
thematic and functional use of space. .While the qualities of Brunelda's
room anticipafe those of the court-room it bears little obvious
relationship to aﬁy other room in The Man, except in so far as it
represents an extreme form 6f the reétrictions already evident in the

stoker's cabin. In The Trial and The Castle, on the»other hand, though

with very different effects ih the £wo novels, there are recognizable
similarities between, for instance, the rooms which characterize the
couft and those which have a connection with the Castle, such as the
attic waiting room and the éeasants' kitchen respectively. “ In the
former, euclidean spac; description, indicating the connection of the
gﬁilty clients with the work—wofld,~and unbreéthable air, proclaim itg
'Otherness' %or JoSepth., Vhile, in the latter, a mysterious unréalk
light and an impenetrable steamfiaden air indicate its connection with
the Castle. ‘Thé.attic waiting room in IEE.IEiél is filled with people
likg Joseph K., who'behave almost identically. .Shabbiiy dressed and
with similarlybcut beards, they sit singly at regular intervals, on

wooden benches on either side of the corridbr, their hats‘placed neatly

k)
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on the floor Neneath them. For Joseph K., the air becomes rapidly
unbreathable, as| it does in the court-room-and in the studio of the
court painter; Titorelli, because K. will], not admit his guilt to himself:

He felt as if he were seasick. He felt he was

in a ship rolling in heavy seas. It was as if

the waters were dashing against the wooden walls,

as if the roaring of breaking waves came from

the end of the passage, as if the passage itself

pitched and rolled and the waiting clients on

either side rose and fell with it . . . he heard

nothing but the din that filled the whole place,

through which a shrill unchanging note like that
of a siren seemed to ring.

(T p. 83/2_p.'82)

As ;ndicated earlier, this depiction of the space-and air'of the ;Other'
as a totally alien element fer the self is common in Kafka, but,
whereas in The Trial it indicates the chasm between Joseph K. and the
life of the court, which he despises, in The Castle, it indicatee a
dimension of life to which K. camnot attain, even tthgh-he may wish

£
to do so.

A

' such as the saloon of

The larger, public spaces of the 'Other,
the Hotel Occidental in The Man, and the court-room in The IE&EL
exhibit the spatlal‘characterlstics already isolated in the 51%gle roeﬁs.
.The.crowded, smoky saleon anticipates the court-room, only in the former,
ghe crowds are mainly seated. The euclidean description of the layout
of the room with its buffet, running on both sides and down the lengfh
of the room, the centre filled with small, crowded tables, and the
smoky atmosphere, indicate the presence of the 'Other," which in this
case is pegceived as hostile vis é>vis an 'innocent"protagonist. The

room is so crowded:>both with furniture and people, that Karl's ability

to move'isvrestricted to the point where his personal space is threatened
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by forced contact with customers, who become more and more numer0us, !
and, at the counter, the elbows of the men on either side of him prevent
him from seeing beyond them, and at the same time prevent him from being
seen. The speed with which the waiters rush to gnd fro constitutes a
further element of hostile space pecuyliar to The Man -- it echoes the
_speed of the life outside in the streets, the "movement without end"

oﬁ the boats in the harbour, énd the ftenzied movement of cars and
people that Karl witnesses in the street below his balcony at his uncle's
" house. The combination of all these factors with Karl's unfamiliarity
with the workings of.the Saloon, results’ in no one paying. any attention
to him -~ he is both physicelly entrapped by the crush of people and yet
seemingly 'lost sight of,' as if he does not exist (Man pp. 126-28/
Vsch. pp. 132-34). The experience has something in common with the
sensation of being invisible felt by Edouard Raban in the streets of
Prague, in "Wedding."

The court-room in The Trial exhibits»all the typical characteris-
tics of the spacte of the 'Other': dim light, stuffy ait, crowds of
people and ferced&physical contact. Set in the midst of ordinary life --
it is reached by walking up five flights of stairs in a poor people's
tenement building, and through a small one-roomed apartment, where a
young‘woman is washing clothes — its manifest connection with the
everyday world of empirical reality is emphasized by the careful
euclidean description of its exact location in the tenement. The court-
room itself is described as a medium-sized room with two, windows; it
appeare-particularly crowded because it has a low'elevated‘platform at
the far end and a gailery just below the toof; both as crowded with

standing people as is the main floor of the room. The uniform

v\ :



'Otherness' of the main crowd is emphasiied by the .-fact that it consists
mainly of old men with stiff beards, dressed in long, bléck loosely
hanging clothes. As in the case of Karl in the saloon, nobody in the
crowd pays any attention to Joseph K. until he makes his speech from
the crowded platforﬁ. It is when he tries to intervene personally to
investigate what he sees as an annoying disturbance at the back of the
room that he angers the crowd, which.physically restrains him:

. . . someone's hand -- he had no time to turn

round -- seized him from behind by the collar,

0old men stretched out their arms to bar his way

. . it seemed to him as if his freedom were

being threatened, as if he were being arrested
in earnest .

(T p- 56/ p. 56)

For Joseph K., the 'Othernéss' of the court proclaims his guilt, which
he will never admit.

The cargful, euclidean description of the Cathedral denotes the
existenceé of the ordered u&iverse of)the spiritual 'Other,' té which

ordinary, guilty man can only asﬁire. The relative unimportance of man

is underlined by emphasizing man's smallness and by Joseph K.'s inability

to penetrate the darkness of the Cathedral. To the side of the main aisle

where Joseph K. sits, is-a sméll, simple pulpit of plain, bleak stone{
-which he does not see at first. 1In contraét to the main pulpit, this
one, seén ffom a distance; "looked like an émﬁty niche inténded for a
statue" (T p. 228/P p. 218), and the stairs up to it looked too |
small for a h;man being to péss. ASove ail, theﬁ?arkness of the
Cathedral is emphasized, a darknéss evident from the outset but which
grows in intensity, until K., rebuked by the priest for relying too much

on outside help in the prosecution of his case, notices that no light
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. 1Ls coming in through the stained glass in the great window, "black

night had set in." (T p. 233/P p. 223) There is no suggestion

of lack of space to move in the Cathedral, but the theme of
imprisonment, in darkness and death, is underlined. A prisoner of his
own blindness, K. carefully inspects the stone work'carving of the

great pulpit, where ''the deep caverns of darkness among and behind the
foliage, looked as if caught and imprisonéd there." (T p. 227/P p. 217)
With the aid of a pocket torch, he also inspects an altar

plece in a side chapel, which depicts a huge, armoured kﬁight,
attentively watching from a distance as Christ is laid in the tomb.‘ The
huge, dark expanée of the Cathedral emphasizes above all the smallness
and insignificance of man. The knight on the altar-piece may seem huge,
but the construction of the small pulpit, made £o "harass the preacher,"
reminding him of the limits of the human frame, underlines the reality.
K. himself, summoned to stand near the priest; feels a forlorﬁ, solitary
figgre as he approaches the place below the pulpit indicated by the
’priest, and '"the size of the Cathedral struck him as bordering on the
 limit of what human beings could bear." (T p. 230/P p. 220)

Often similarly dim or dark, the approaches to the faoms of the
'Other' are threatening in a different way. Sometimes involving endless
stairs and labyrinthine corridors, they obtrude between the protagonist
and his destination, often endiﬁg suddenly, as in a nightmare landscape,
menacing him with the possibility of losing his way, or with sudden
death. Karl Rossman, in Ihg:yég, has two such expegiences, once when hé
gets lost in the intricate, twisting corridors below deck in the ship,
and secondly, when he finds himself in the dark, unfinished part of

Mr. Pollunder's large, country house:
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Suddenly the wall on one side of the corridor
came to an end, and an {ce cold, a marble
balustrade appeared Iin its place. Karl
leaned over. A breath of dark emptiness met
him . . . in the glimmer of the candle a
plece of vault-like ceiling could be sgeen .
One stood here as if in the gallery of a
church ... . The balustrade was quite short
and soon Karl was once more groping along a
closed corridor. At a sudden turning he ran
full tilt into the wall . . . the corridor
seemed to have no. end —- no window appeared
through which he could see where he was,
nothing stirred either above or below him --
Karl began to think that he was going round
In a circle .

(Man pp. 83-4/Vsch. p. 86)

Terese, the young typist‘at the Hotel Occidental in the same novel,

- describes a similar experience that she and her mother had, when the
latter was seeking work, and prior to falling to her death from an
unfinished building. In both cases, the image 1s of a labyrinth,
which never seems to lead anywhere and which arouses fhe fears of
being in a space without order or limit, such as Beckett's Unnamable

experiences. u \1\,

The space of the érotagonisté&ir aif can be taken over by the
. & A .

: 'Other,' ap?areﬁtly without warniné‘ ppens, for instance, in

"The Metamorphos;sf and The Trial. In the former, this, in effect,
happens as soon ég;Gregor Samsa awakes to find himself imprisoned in an
insect body, but beyond this, the bedroom itself becdmes a prison for
’the inSect, ostensibly, aﬁ least, on account of the four doors which
Gregor formerly kept locked frbﬁ the insidé. These doors become the
principal means whereby the Samsa family, particularly the father‘and

sister, control the insect's movements. The doors are mainly kept

locked from the outside, with the exception of the double door leading
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ty

f“to the living-room, which is kept closed most of the time, providing o
. .

access for Gregor's sister, Grete. Once Gregor's father has)perman—
ently injured him by throning apples at him, the double doors are usually
openeditowards evening to allow Gregor to watch the family at’supper;
then closed just after teq.; On the occasion when the insecthcomes out
of his 'room for the lastatime,_the do 7 has been left open accidently.
Once thepfanili has, implicitly ‘or explicitly, agreed with Grete that .
the insect should‘die,‘snd she_has locked.his door in‘triumph, it is
clear that he would not have been allowed to die naturally, had he not
.done so the sa;etevéning. \ |

“Another characteristic space of the 'Other is the lumber room -—-—
'Brunelda s room in. Ihe Man has certain of its characteristics, and
Gregor Samsa's roofi in "The Metamorphosis" gradually becomes one. The
’lumber room has certain ambiguous characte;istics. Normally used as a
place for discarded things, in Kafka s work as Emrich has suggested
it may’ represent a 1iberating aSpect of the protagonist 8 being, which

he wishes to ignore, such as his emotional and/or sexual, instinctive

self -- the sensual" groom who appears out of the country doctor s

2B
= ¥

‘unused pigsty i§ an’ example.3 The doctor's servant girl refers to this
elemental self when she says,_"You,never know what you're goingito find
in your own house.““ Emrich also points out that, for Kafka, images

of "brokenness, decay, old age, childlike nature, uselessness, lifeless—

ness'", represent "a sphere .« « o+ that is free of,purpose,'

as opposed
to the plan—makingbconsciousness of the 'work-world.'® Joseph K., in

: : : . . \ S
The Trial, as representative of the latter, is one-sidedly rational, and
- : _ _ ¥
is therefore nof an integrated personality. The court reflects this: =

s .

everything npt mastered within himself becomes "tormentingly visible"
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in ﬁis triél.6 The lumber room in the bank corridor, where the wnipper
is birchiﬁg’the Qérd;rs who arrested Joseﬁh K., is part of this court --
the law exercises "unlimited powers of exﬁension and withdrawal,
displacemént and usurpatibn"7 -- and the fact that K. cloges the door
'oﬁ ;hem; putting his own koncern'with prestige before their sufferings
andgﬁis part in them, is part of his total guilt, which he persistently
refuses to recognize. |

Gesine F;ey emﬁhasizes the non-empirical nature of some aspects
of Kafka's depiction of space, in which poetic rather\th narrative
iogic predominates; According to her, the lu&ber room ;:qzhtY‘small
and Efampéd~in K.'s view.8 Kafka indicates that the Whipper is |
perfectly able to perform his functi;n, despite the apparent spatial
limitations.. Similarly,’ in Titorelli's studio in The Trial, in which
towards the end.of his visit, Joseph K. cannot breathe, Frey points out
that the stove is not 1lit and that it is a cold day, so that the wa}ﬁ,!a
unbreathable air.cannot be aécounted for eﬁpiriéally. ‘The Advocate
led's private éffice at home, in the same névelA provides a third and
interesting éxample of conflicting spétial signals. Frey emphasizes
* ‘the anomaiy between the fact‘that the room is very dark, except for’the
smail‘patch‘of:bxféht moonligﬁt in front of the two-large windowsq and
 the facf.ihéF joseph K{ is able to see ﬁhe colour and other defails of

the.painting of the Judge, whigh hangs to the right of the door.?

: LA v ‘
Although K. is able to see this picture in the dark, he camnot see

Leni's webbed -fingers, though s is sitting quite close to ﬁim, and she
 ‘can see,;ﬁg?aetai1s-of'the snapshot of his friend Elsa. There is
obviously a difference between the way Joseph K. and Leni see, which is

not empirically based, but which is linked to K.'s preconceptions of the
: : 3 R n . ¢



‘court and hie blindness to his own failings on the one hand, and to
Leni's inside knowledge of the court on the other. Tbis disparity is
underlined by the difference oetween K.'s perceptfon‘of the Judge in
rthe painting and Leni's knowledge of-the oen himself. While K. notes
that the Judge in his robe is sitting on a high, gilded throne-like ~
Vseat, clutching one arm of the chair ahd ready to spring up to announce
the sentence, Leni ?oints out, that in reality, the judge resembles a
dwarf, and that at the time the pgrtrait was painted he was actuaily

- seated on*a~kitchen chair with acwold horse blanket. folded up under him.
As Gesine Frey, following Walser, suggests, space in Kafka is often not

that of empirical reality but is distorted to serve a particular function

- that of clarifying inner happenings.ﬂ

The very. rfarity of the Beckettian protagonist's confrontation with

the 'Other' denotes the latter's unimportance for Beckett. As has
. . [ ’

already been noted, even when Beckett's characters find themse;ves_in

3

"the world of the 'Other,' they are usually able to retire into the cage’

or sealed,&ar of the self'and‘ignore it. This 1is maioly.trce bogh of
the more private, enclosed space.of Lousse's house where Molloy is
‘induced to stay for an,iqdefinite period of time, end of the public
space of the guardroomAat the police étation ;n which he is forcibly
detained for a few hours. o l, : 3

When Molloy t:}es to desc;ibe’these places, he does it from
ﬁemory - it forms patt of thewzto;y of his life which he,i; writing.
Not oﬁly.does he not reﬁkmbef ciear{y; but he tends to confuse ene thing
and one’time with another; For instance yﬁe is.not sure whether the
windows he recaIls;afoousse“s house were one or several different

&

windows and since %;s account is fictional, one cannot be certain what



’is added to embroider it. - In descrioing space as well as objects and
events so'vaguely Molloy devalues it, while at the same time undermining
the value of memory, the accuracy of perception and the possibility of
objective trutb. “

Although Molloy supposedly occupies several different rooms in
Lousse's house in the course of his time there, he only attempts to
describe the first, where he actually wakes to find himself a prieoner,
the door 1ogked, his clothes gone, his beard cut. This déscription is -
amended several times -- Molloy talks of making more than one
inspection of che room -- and varies according:to his subjective .
'perception of it and to the needs of the fiction. He opviously feels
« overwhelmed acﬁfirst, for he poxd"gtg?ﬁg‘room as chock-full of pouffes

ot %L e s
and easy chairs, as well as an abundance of occasional tables, foot~

stools and tallboys, which give him a "Strange feeling of congestion
that the night dispersed.”" (Molloy, p. 38) The number of pieces has
in fact lessened bx the time he knocks them over with his crutch, for

Yo

"They were fewer than in the night." (Molloz P 43) At another_time,

1,§”séems, "at first sight a perfect cube" (Molloy, p. 42), and
gﬁ ‘another occasion, he '"was on the point of endowing it wifh’h}her
’operties when he is disturbed. ' (Molloy, p. 43)
o This imprisonment only lasts ove;night, and afterwards, Moiioy

is freé”to wander at will in the garden or in any room in the House,

so that he is able to continue his pursuit of self while there.
Accordinguto Solomon, time slows down for Molloy, during this period -;
hence his feeling that the world outside is moving at a different pace
from him -- so that he, in fact, moves nearer to the timeless and

spaceless self he finally hopes to attain at his mother's house. The

immobile house therefore begpmes an analogue for the cage in which he



always moves. Thus, '"when I moved, from place to place, it was very
slowly, as in a éage out of time ; . ; and out pf space‘téo to be
sure." (Molloy, pﬂ‘Sl) Just as the room serves‘as\a_"metaphor for the
self,"11 so-alseries of rooms stand as a metaphor for the chagging
self, whicﬁ itself is pictuged, at any one time, as immobile, unchangiqg,’
and in ‘a cage. |

Again, there are few large puBlic spaces of tﬂe 'Other' "in’
Beckett's works; the only one of interest is the guérdroom of the prison
in Molloz; in which the protagoﬁist is held for a shoft time. Aftef
a brief interlude,'in whigh Moiloy uncharacteristically enjoys the
éun andﬁthe company of others and is pleased to be relieved of "the
bﬁrden of self—definiﬁiqn,"12~once in the guardroom, he again withdraws
into himself. As was iﬁdicated earlier, Molloy shows his contempt for

the world of spatial reality by describing it vaguely,'and by recalling

everyday happenings involving people and events indistinctly. Thus, b

vin the dark guardroom; the woman who offers Molloy refreshment is less

clearly remembered than the mug of tea and the bread' that she offers himir

But suddenly a woman rose up before me, a big

fat woman dressed in. black, or rather in mauve.

I still wonder if it wasn't the social worker. '
She was holding out to me on an odd saucer,

a mug full of a greyish concoction which must
have been green tea with saccharine and. powdered
milk. Nor was that all, for between muggand
saucer a thick slab of dry bread was precariously
lodged . . )

(Molloy, p. 23)

rl

Events too, are just as unimportant. When Molloy flings the tea from
him, he cannot remember the details, ekcept‘that "I threw it to the

ground, where it smashed to smithereens, or against the wall far from

me."

(Molloy, p. 24)
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\ Beckett does not describe the buildings of the mental hospital
in Muré@x, as threatening, because Murphy is particularly drawn to the
place as\? retreat from the outside wérld, and to the patieﬁts, seeing
1n'théir.;§jection df the fbig world,".an attitude akin to his own.
Instead, Be %ett takes the opportunity to ridicule the wqud of empirical
feality and,.ipcidentally, of institutionalized religion, as well as the

' : T
techniques of,ghg traditional novel which aims to reflect it:
' N

the nave were the kitchen, patients'

refectory, nurses' refectory, drug arsenal,

patients' \lavatory, nurses' lavatory, visitors'

lavatory etc. The bedridden and more refactory

cases were kept together as far as possible in : vy
" the south transept, off which opened the padded

cells.

North o

(Mucphy, p. 167)

The mentally ill patients, however, are somehow idealized by their

resemblance to the tormented souls of Dante's Purgatorio:

Melancholics, motionless\and brooding, holding
their heads or bellies ackording to type.
Paranoids feverishly covering sheets of paper
with complaints against their treatment or
'verbatim reports of their inner voices . . .
An emaciated schizoid, petrified in a toppling
attitude as though condemned to\ an eternal
tableau vivant. '

, pp- 167-68)

The enclosed spaces of the 'Other' in Kafka are both'much more
frequent and more thr;atening_than in Beckett. Th difference in
~frequenc§ alone iﬁdicétes how much the protagonist Kafka tries to
become one wigh‘;ociety, while ﬁhe Beckett character i only céncerned

to keep himself inviolate from it. The various’ enclosed\spaces ofuthe

'Other,' in Kafka's works, threaten the self with the tot;i\tOSs of

\
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personal space, so that it is as much a victim of the 'Other,' as iﬁ is
. . o \

a victim of its own illusions and failures. Beckett's protagonists,\pn
the other hand, as has been seen in the case of Molloy, if inadvertently
caught in the space of the 'Other,' usually retreat into themselves and

resume their interior course. A very similar pattern emerges if one looks

acy

i

at the} exterior spaces of the 'Other' in the two writers.

It is much more usual for the Kafka protag&nist to be indoors

N

than out, but when outside, he tends to be in urban dr\suburban streets,

rather than in the countryside. It is rare, on the othét\hand, for

Beckett's characters to be in towns =- "enough of Being abroad, trapped,

v

visible," says Molloy, After being chased by a mob in the town —-- they
more often pursue their lone.journeyg in vast featureless spaces of)theb
céuntryside, in what appears to be an Irish 'wasteland.' The exception
occurs in Murphy, a more traditioﬁél novel, which has récogﬁ?zable
settings in London and Dublin.

The urban 1andséape of Kafka is filled with objécté, buildings
and peoplg, to which his.protagonists try to get as close as possible
in tﬁeir efforts‘to'beqoﬁe part of the life around them and to
understand it. Hoffman t;lks of Kafka's'hremarkéble skill.;n presenting
;he ménutiae of a setting (wh;ch]_suggests a fgaiistic miniaturist, wbo .
moves closer and closer to an object . . ."1!3 Yet, in "Wedding,"
although Edouard Raban tries to‘déscribe everything he sees in the cig;;
it somehow remains passively hostile and'he'feels alienated by it.
In this story, és Emrich points out,fKafka, whose work is.best
understood as stemming from naturalism, "riforAS accurately all the
_events that take place firéf_in é street of a large city and later in a

)

Htrain . « . he tries to seize life as it flows past.”" Yet ''there is an
A\ . .
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astonishing disparity between the exactness of such descriptions and the

interpretation of what has been described," for, in spite of careful

observation, to Raban, everything remains incomprehensible and strange.lh

This is suggested, for instance, by his belief that the lady on the
steps opposite 1s looking at him indifferently, or is perhaps not looking
at him at all, but at the rain in front of -him, or the nameplates of

firms on the door behind\him:

One works so feverishly at the office, but even
all that work does not give one a claim to be
treated lovingly by everyone; on the contrary
one ‘is alone, a total stranger and only an
object of curiosity. And so long as you say
'one' instead of 'I' there's nothing in it. and
one can easily tell the story; but as soon as
you admit to yourself that it is you yo@rself,~
you feel as though transfixed and horrified.

llw-P"l p. 53/"H" 'p- 8)

The possibiiity of not being seen at all sﬁggests the terrifying loss
of all spatial extension and therefore of the self, and fof Raban

this is a more frightening possibility than mere indifference. ' Before
.he thinks of the more attractive planlﬁf remaining in bed as é b;eéle

to avoid travelling to the country -- a &gy—dfsgg_he ofteﬁ»had aé a
child- -— Raban pictures all the people ;rsgﬂd him in the city and

those he is 1ikeiy.to meet in the course of his jogrney, as ''people who

s try to torment’me; and who have now occupied the entire space aroundv
.‘ﬁe.v ("wP" p. 55/"H" p. 11) 1In his dream, however, the city people are
sﬂ&xand "every step they want to advance they(ask aé a favor from me,

by igoking EE.EE;" (my italics, "WP" p. 56/"H" p. 12) Writing in the
earlykiwentieth century, Georg Simmel described this sense of dissassocia-

. \ ¢ _
tion or élienation, which Kafka seems to have experienged, pointing out'



‘that "one nowhere feels as lonely and lost as in the metropolitan
crowd woe o because the bodily proximity and narrowness of space makes
the mentalvdistance only the mofe visible."1>

Fof Beckett, in,coﬁtrast to Kafka, the exterior, urﬁan»world is
the wgrld,of "vulgar phenomena,' from which the Eeckett protagonist
seeks to withdraw. The sights and Bounds.ofvthe world are éomething,
Murphy, for instance, does not like for "They detained him in the world

to which they belonged, but not he, as he fondly hoped." (Murphy,

N\
p- 2) As Federman says:

In Beckett's universe, the city as setting remains
the domain of realism and rationality, whereas the
countryside represents the region of pure imagina-
tion, the landscape of fictional absurdity. To
escape from humanity, Beckett's heroes strive to
leave the city in order to immerse themselves in
the wasteland that lies beyond the city limits,
beyond civilization. From the well-defined
streets, restaurants, pubs, houses and public
buildings of the English fiction . . . to the
barren fields, deserted roads, stony beaches, dark
forests and ditches of Beckett's more recent fictions,
there is a definite progreésion into the unreal

which corresponds to the character's exile from
society and their gradual metamorphosis from an

upright condition to a reptilian or vegetal status.1®

Murphy apart, only in;Molloz does Béc;étt concern himself briefly with.
the town as exemplar of social realism, And then not in spatial terms;
but to pnderline the active hostility and cruelty of that world and the
way in which it seérchesbfor victims wko réject ifé values. Thus‘When
he runs over Lgusge's\dog, Molloy is attacked '"by a blbodthirsty mob
of both sexes:én& égesﬁ and on Ieaving the town, in the mérning, 1udges
it wise to hide from the humén rat-catchers, for 'Day is‘thé time for

lynching.” (Molloy, pp. 32 and 67)
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Beckett's rural wasteland, in contrast to the particularized,
urban landscape of Kafka, 1s almost featureless, denuded of objects'
and almost denuded of people, except for an occasional solitary traveller
or, more rérely, a 'few local peasant women.' Whereas the Kafka
protagonist seeks to define himself through ;nteractibn with the 'Other,'
the Beckett character not only insulates himself against society, but, to
a certain degree, likes to dominate‘fhe.space of others. This 1is
evideﬁt, as has been éeen, from the way in which the Beckett protagondist
is able to preserve his interior life‘inviolate, éven under conditions
of impris;nment, and‘in Beckett's liking for featureless, distant views
of the landscape and the sea-shore, sometimes from a height, where

people are séen in the far distance reduced to mere specks. Beckett's
) \l(. ¥

first image for the journey of the self is taken from such a landscape,

in Molloy; i; features a bare, white road (where two barely différéntiated
travellers unknowingly mové towards each other), seen from the vantage
point of the mountains. A bird's eye view of the tops of these mountains
also supﬁlies an early ;mégefof the mind, "all that inner space one

never sees, the brain and heart and other caverns where thought and

feeling dance their sabbath . . .":

. . indigo in places in the evening light,
-their serried ranges crowding to the skyline,
cloven with hidden valleys that the eye divines
from sudden shifts of colour and then from
other signs for which there are no words, or
4 even thoughts. But all are not divined, even

v from that height, and often where only one
escarpment is discerned, and one crest, in
reality there are two, two escarpments, two
crests, riven by a valley.

(Molloy, pp. 9-10)
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As indicated overleaf, people are not a part of this landscape, except,
like the women collecting driftw004 on the sea shore, as distant black
specks in an otherwise empty landscape. The travellers met by Molloy
land Moran are, more often than not, unwelcome aspects of themselves,
And; as has been seeﬁ, are usually summarily dispatched.

If the ﬁéékett.fharacter is to be seen as a victim, as André
Karatson ﬁaintains, beyond being "créateur de ses difficultés,"!” he is
surely predominanfiy a victim of an unknowable and unpredictable univergé.
As Solopon says of the aging Macmann, bne of Malone's invented fiétional ~

characters who is obliged to drag himself over the ground, "Macmann's

solitary and painful journey is the voyage‘éf';veryman; and the

way in which meﬁ move testifies to the loneliness and crueity‘of
existence."!8 As has already been noted (p. 25 of this study), the
ambiguous'image‘of the self being imploded by ghe forées of nature,
and/or'ghét of the self stieaming iﬁto the universe,'is indicative of
the subject/object confusi&n sometimes experienced by the Beckett
protagonist; it could also be seen as evidence of fear of a quricious

' as well as of fear of

universe on the part of its "créature victime,'
the loss of personal sﬁace, comparable to that of Raban in "Wedding."

No matter whether, as in the case of Kafka, the protégonist's
search for himself requires encounter with the 'dther,' either seen as
individuals, objects Qr space, or, whéther, as in Beckett, it is effected
through the medium of psychié distancing of the 'Other,' both setsrof
protagonist;\necessarily experience problems of perception. For Emfich,
as has been seen, the pursuit.éf self in Kafka and Beckett leadé to the
destruction of empirical reélity. (p. 2 of this study) Conversely,

it could be said that problems of perception are instrumental in casting -

doubt on the self, a point of view that will now be examined.
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CHAPTER THREE k

Instability of Space: The 'Breakdown of the Object'

L'esthétique de Redon correspond 2 une conception
particulilre de 1'espace plastique, volontaire-
ment déterminé. Jean Setz a justement montré
1'ambiguité de cet espace. Toute chose mise en
rapport avec cet espace incertain devient elle-
méme object de 1'incertitude.!

External space can only be said to exist as long as there are
-stable and permanent objects occupying it. This is an oversimplifi-

cation of a view elaborated by Jean Piaget in 1926: ,

. A world c5mposed of permanent objects constitutes
not only a spatial universe but also a world ' O;,,J
obeying the principle of causality in the form .
of relationships between things and regulated in
time without continuous articulations or
.resurrections. Hence it is a universe both stable
and external, relatively distinct from the
internal world and one in which the subject places
himself as one particular term among all the
- other terms. A universe without objects, on the
other hand, is a world in which space does not
constitute a solid environment but is limited to
structuring the subject's very acts; it is a ‘
world of pictures, each of which ‘canjbe known and
analysed but which disappear\and regﬁpear
capriciously. * From the point\of View of causality
O, . it is a world in which the codnections between
o things are masked by the relfjtions between the
' action and the desired results; hence the subject's
activity is conceived as being he primary and
- almost the sole motive power. (ﬁ§/italics)

There 1is an interéstingly comprehensive Qnticipation of these ideas

in Kafka's "Description of a Struggle,' which demonstrates clearly
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. how the unpredictable behaviour of mobile objects, mirrors and

- accentuates the iatent fears\of the self for its own stability. As

Piaget infers, the existence of a stable spatial universe obeying the
laws of cause and effect implies the possible existence of a stable
self. 1In "Description ofxa Struggle" (hereafter cited as "Description 3
Kafka makes clear that where the former can no longer be taken for
granted, the latter is similarly.cast in doubt. That Kafka felt his
own stabiliti\threatened seems clear from the manf references made to

L4

having his feet on the grd&nd both in his fiction and elsewhere. For

‘instance, in a letter to Max Brod and Felix Welsch (Meran, April 1920),

he talks of the torments of saying goodbye to -his old room, "which

seemed the only: secure ground under his feet;"3 and, in an earlier

7

-letter, to the sister of Julie Wohryzek, then his fiancée (Prague,

~November 24, 1919), he talks, even at that stage of his life, of

having to fight incessantly for his inner stability." It is inceresting

'that there is no evidence of spatial incoherence in the 'frame' story

of "Description,' which, in fact, has a very stable, euclidean quality.

As Charles Osborne has noted; the story as a whongds a work of

. conscious artistry, a "chinese-box-like structure" im which the

"nightmarish frenzy" of the central section is "set in a very real and
familiar 1andscape,'§ and what emerges from this central pandora s box
is carefnlly orchestrat:d. 1f there is "consternation in the form," it
is by'nobmeans totally out of control.®

In Kafka's apparently spatially incoherent universe, the protagon-
ists:are at first able to manipulate objects,_like children; but they-

also 1earn to fear them\and-begin to endow them with powers of

oA

- automatism and qualities of anthropomorphism. Either in accordance with
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the wisﬁes of the protagonists, or their own, and;as a result of their
jboﬁérs of motion these objects can effect chahge§ of;relative distgnce,
size and speed and can change sﬂape, losing their "lovely out;ine,"

so anticipatingQKéfka's later use of perceptual expansion ané contraction
of objects. Thus, as the main events of "Deécription" begin and the

narrator and the acquaintance approach an "unfinished 1a4fCR

narrator sqddenly causes the mountainous road tobbeciv
flatter at his will, and in'his preoccupaﬁibn with.causing the‘rise f
arhigﬁlmountain, he forgets to let the moon rise. ("ﬁé" P- 22 /"B" pp. ‘é)
Other protagonists, such és ths\supplicant and the fét man, have similar
powers. ’ The sﬁpplicant can put a stop to the "humming of the nigﬁt" by

raisihg his hand ("DS" p. 40/"B" p. 52) and the fat man, overwhelmed

the mountain, can command it to move so that he has room to breathe.

e

|--“p..“"‘2‘6'/an p. 34)

5&0 one and_nothing'is safe in this unpredictable universé where
objects suddenly become aggressive and terrifying and have the power of
moving at’ great spéed or even of disappearing alﬁogetherc and where the
pormal,qfixed relationéhips between people and objects cannotube relied
upon to remain constant. Tﬁe sﬁpplicant; who feels particularly
threaigned by this unstable world, sees the spire éf the town hall
‘ﬁoving in circies and laék—posts bending like bamboos ("DS" pp. 35—6/‘

- "B't p. 46) and has frightening visions of "menservants in daringly cut

/
v

grey tailcoats,’'

climbing tall poles in the dissolute éourt of France, R
"for théybhave'to raise enormous gray iinen sheets off the ground'with
thick‘roygs and spread them in the air, because the:great lady hag
 expressed tﬁe wish for a moisﬁy mofning." ("ﬁs" p. 42/"B" pp. 53-4)

When the objects_bécome aggressive,‘ail the protagonists suddenly become
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threatened with destruction. The moon over which the narrator previously
had control assumes a '"terrifying éspect"band "the road threatened to
slip away" under his feet, prior to crumbling away gltogether, while

the river rises, drowning the fat man's bearers, as it will later

drown him. ("DS" p. 46/"B" p. 5§5 The insetirity of the fat man and

the supplicant is further increased‘by the beliegighat_the actions of

19/

the already ﬁénacing object world are premeditated rather than accidental,
and inspired by apparently human emotions suéh as vanity, vindictiveneés
and anger. The mountain is conceived of ag vain, aﬁd in its desire to

be looked at, intrudes on the fat man's thoughts buf, since it has a

"capricious fondness for the pulp of our brains,” it'pas to be placated
S ’ . N )
to keep it up at all. ("DS" p. 26/"B" pp. 33-4) The supplicant feels

) himself "assaulted" by the moon and stars as well as by the urban .
buildings. Only the narrator, in different mood, has "semnse enough"'to

regard such things as inanimate.

These movements of:the univérse are followed by violent and
continuoﬁs change, characterized by speed. The banks of ' the river stretch
beyoﬁd all bounds and.the fat man is drowned., ("ps" p. 46/"%" p. 59)

' Styénge anomalies of distance and size enable the narrator to touch a
distant metal signpost with the pélm of his hand. Thinkihg he has -

, s . .
grown small, he then realises it is hisﬂhead which has shrunk, while his

limbs have grown out of all proportion, so tha@%%? can no longer estimate

[

his size:

/

@

After all I was small, almost smaller than
usual . . . o _

* Nevertheless 1 was mistaken, for my arms were’
as huge as the clouds of a steady country rain.
. . . I don't know why they were trying to
crush my poor head. It was no larger than an

-



ant's egg, but slightly damaged and as a result
no longer quite round . .

But my legs, my 1mp0551b1e legs, lay over
the wooded mountains . . . They grew and grew.
They already reached into the space that no
longer owned any landscape, for some time
their length had gone beyond my field of vision.

But no, it isn't like that -- after all, I'm
small for the time being -~ I'm rolling -- I'm
rolling.

Please passers-by, be so kind as to tell me
how tall I am -- just measure these arms, these
legs."

("DS" pp. 46-7/"B" pp. 59-60)

fhese changes which affect the physical self antiéipate the

imaginary and real changes of man info beetle in "Wedding," and
"The MetamorphosisH respéctiyely, and emphasize the strong connection
made.by Kafka, between the adequate, physical existence of tﬁe body and
a stable, inner self. This perhaps, account§‘for his concern that the
.'ééif should have a recognizable place in the world; such as that sought
by K. in The Castle, and denied,‘és has already beén mentioned, to
Karl in The Man, and, for different reasons, to Joseph K. in Ihgjzgiél.

# Theré is‘plentyaof evidence in "Description," that for Kafké, the
line between the concrete existence of the body and the belief in the
reality of the self is very thin. Tbe self of the supplicant, who is
’seen as having a body of tissue—paéer which rustles, and whose body
encloses the self so tentatively that it haé no "clear outline" but
'dissolves' in the reflégtion of shop-windows, seeks a body, not only
as proof of material existence,’bﬁt‘of'the existence of an inner self,
stable enough to withstand the instability of ijeets.' Fﬁrthermore,
the self aspires to the degree of stability it imaglnes others have,

such as those around it, for whom obJects seem to remain constant'

b3
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I hope to learn from yQghow things really are,

why it is that around me things sink away like

fajllen snow, whereas for other people even a .
s little liqueur glass stands on the table steady o
v as a statue. ' S

"("DS" p. 34/"B" p. 44)

" The 'assault' or movement of the sky and of the very buildings in the
Yy g

b

square, not only threaten the solidity and permanency of the supplicant's

.body, but also make inroads onlthe reality of his self:
i .

" What is it that makes you all behave as though you
were real?. Are you trying to make me believe I'm
unreal, standing_ here absurdly on the green
pavement7 You, sky, surely it's a long time since
you've been real, and as for you, Ringplatz, you
never have been real "

("DS" p. 40/"B" p. 52).

Similarly, even though the body may exist, it needs to be seen and

confirmed as seen by others to maintain its existence, as was discussed

b

arlier on. Fickert s edition of "Description ‘quotes the supplicant

aying, "There has never been a time . . . in which I was convinced,
through the agency of my self, of my existence."’ The fact of being
seen to éxlst in itsglf confers. value on the self. This is a theme
"which isif plicit in much of Beckett, particularly in the plays and the
later wérg. The narrator ln "Description’ hopes that to be seen by and
to be seen with the ‘acquaintance will give him worth for "Who knows,
this man. . . . might\be capable of bestowing on me in the eyes of the

\

world a Value .\. S ("DS" pe 13/"B"Ap‘ 17) 1In response to the fat

man's questioning) the supplicant too, confirms that he likes to be

seen, "for me it's \a .need to let myself be nailed down with those eyes"
("ps" p.i§3/"B" pp. 42-3), and he hopes that in the course of being

noticed in church, he i1l become aware of having a bbdy, for, "One fears
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a number of things -- that one's body could vanish -- that it might be

a good idea to go to church and pray at the top of one's voice in
order to be looked at and acquire a body." ("DS" p. 44/"B" p. 57)
Edouard Raban in "Wedding" has a comparable need-to be seen and valued,
but it is not satisfied -- hence his feeling of aliénétion.

It is very noticeable thag‘the protagonists in "Description"
héve no stabiligy in themselves, but seem to chaﬁge places and to’
vary in their individual responses to the mutinous_objects. The
acquaintance'and the narrator are in fact doubles -- both are in love
with the housemaid who weérs a black velvet ribbon round her neck and
both #fevengéged; Kurt Fickert supplies interesting evidence for
concluding ﬁhat in this story Kafka makes use Qf a éomplicated systém
of doubling, and notes the frequent appearance of doubles or'multiple
fragmentaﬁion_of the self, iﬁdicating a self "desperately seeking
8

cohesion."®

Naturally,.the description of this spatial frenzy-takes on a

different significance when seen in relation to the story which 'frames'

it. As Charleg Osborne indicates, this refers to "the ostensible

outgr world of thé narrator and his acquaintance', who are walking high
on the Laurenziberg mountain outsi&e Prague, 'discuésing; and ’
struggling w;th the problem of love -- a world to which the story
finally returns. The work is a serious one; its 'real purpose is to
dredge up into ghg air a kind bf*blue—print for existence", contin;es
Osborne. ‘"Is lové\the guide? Or dependence? Or stability? How can
one become stable?  Qn whom can one depend?"g. Emrich maintains_that

the ''rendering ashnder\of brain and %ody" implied by the shrinking head

and growing limbs of the narrator at the end, is an indication of the

N\
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'diminishingipf the rational, calculating self.loi According to both
critics, the short episode, "Children on a Country Road",!! which
Osborne says was intended bf Kafka to be placed‘at the end of the

third section entitled "The Fat Man", is of key significance to the
whole. These children, who live for the moment, as opposed to adults-
geared to the deadening, mechanical work—world, are "pressing forward
out of time an%f§eace. 'We, made a hole through the evening with our
heads. There Lnéfneither daytime nor ?ight—time '"12 At the back cf
Kafka's exploration into the spatial orientation of objects and the_

. .self seems to have been, amongst others, the question of whether it was
possible to reject the empirical phenomenological world of time and

space, without endangering the essential self. Beckett confronts a

similar problem.

j ' -
'’y a pas de Vrai! Il n'y
es maniéres de voir.

Flaubert!3

In Kafka's subsequént works, while the fundamental existence of

a stable,. external space, in the-sense described by Piaget, is never

again seriously in' doubt, the problem of the "breakdown in the object"

is not abandoned, but approached in a different way —~ through concern

with the problem of perception. '

3

{ . Although the "architectonic form" of "Description" allows for the
poésibility of_the stofy beginning ‘and ending in'a relatively stable,
".extetior norld, it seems'probable that Kafka felt it necessar; to
establish his subsequent works firmly in that world, if omly to allow

him to show héw it could be 'destroyed' by perception.  'Wedding

+
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Preparations in the Country" (Hochzeitsvorbereitungen auf dem Lande,
1907-8), reflects an almost euci;dean sense of urban space, not unlike
that of the Prague streets, squaréé and quays of the 'frame' story
of "Description," to which Osborne réfgrs, and which Kafka promptly
sets out to underm:ine, differently in t’tw’o works, through the
objective and subjective perceptions of Edahard Raban and Karl Rossman
respectively. By the time he writes "The Metamorphosis,' an ordered,
exterior world is sufficiently implied that it can almost be taken for
granted. While "Wedding'" emphasizes, though not exclusively, the
/""/\ . - .
possible effects of objective perception, "The Metamorphosis".is
predominantly concefned with 'subjective perception. The Man, an
apparently traditional novel of adventure, acts-as a bridge between
the two.
In "Wedding," Raban's perception of Prague, as he wajks from his -

room to the station late on a wet aftefﬁoon, is affected above all
by light and the reflection of light, in combination with movement --
the movement of people and mainly horse-drawn vehicles:

He came to a domed arch at the top of the steep

street, leading onto a small square all around

which there were many shops, alrdady lit up. 1In

the middle of the square, somewhat obscured by

the light around the edge, was a low monument,

the seated meditative figure of a man. The

people moved across the lights like narrow

shutters, and since the puddles spread all the

brilliance far and wide, the square seemed
ceaselessly changing."

("WP" p. 56/"H" pp. 12-13)

‘Very aware -of this fluctuating reality, Raban seemingly reports

exactly what he sees of the incomplete, impresgidnistic world around

o

him, even though he may only apprehend it in‘meaningless parts,
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quickly glimpsed. The movement of Raban himse}f naturally affects

what he can see in a short time -- rather like the lens of a camera
recording a moving object - and what he can understand of the origin
of the fragment he sees. ?hus, as in an Impressionist painting, the
destruction of the object, mainly by means of the flux of light and/or
movement, is dispassionately recorded through careful, objective
perception ,of what is actually seen, instant by instant, whether or nst
it happens to constitu;e a meaningful whole. More often than not,

this results in a view of fragments of one object supérimposed ubon

another:

As soon as the carriage had passed Raban, some
bar blocked the view of the near horse drawing.
the carriage; then. some coachman -- wearing
a big top hat -~ on an unusually high box was
moved across the front of the ladies -- this

- was now much further on --

("WP" pS 57/"1‘1" PP 13_14)

In passing, one should note the implied automatism here recalling

~"Description" which suggests ‘that the coachman moves across the
Carriage passively controlled by an outside force.‘
In the train going to the countryy Raban describes an impression-

istic, fragmented view of people sitting in the cafriage:

He saw many people's backs, and the backs of

" their heads, and between them the upturmed . : W,
faces of people on the seat opposite. In some
places smoke was curling from pipes and cigars,
in one place drifting limply past the face of . St

a‘girl. » " " eyt
o ("WP" p. 63/"H" pp. 21-2)

The fast movement of the train affects what Raban sees out of the window:

"Villages come toward us and flash past, while at the same time they turn




away into the depths ¢f the poungry, where for us they must disappear”
("WP" p. 64/"H" p. 23) and objects are seemingly destroyed as he
watches: - "All unexpectedly the tall railings of a bridge outside the
windows, were torn apart and pressed together; as it seemed."

("WP" p. 65/"H" p. 24);

Although these fragmented visual records are as objective as one

" ,
could wish -- that is, one never suspects that Raban's private fears are

substantially distorting what he sees —- Kafkg still succeeds in
coﬁveying Raban's anxiety and self-doubt, mostly in ways that are not
markedly spatial. This seems to be partially achieved by the pace of
the description, which, on the empirical level, could be justified on
the grounds that Raban is supposedly hurrying to the station, but,
even more by the ihterior/exteriof moverment of Raban's thoughts, which
fluctuate acco;ding to the attentizn given to the outer and inner
world. The subjective perception of the world goes on mainly in
Rgban's thoughts gnd is cleverly threaded into his observations of the
\egterior world, depriQing them of the total quality of cool, logicql
aﬁélysis'they might ofherwise have; Similarly, the ﬁeaninglessnesé of
the fragmentary outside world that he perceives, cannot but be seen as,

in part anyway, a reflection of the alienation of Raban's -inner self

discussed earlier in Chapter II. Just as there is a sense of strangeness

about Raban's view of the coachman, seemingly pulled as if by some
invisible hand across his view of the ladies in the carriage, so the
people walking past him in "various rhythms" are described by him as

if they were puppets on the end of a string:

\
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Two gentlemen were exchanging information. The
one held his palms upward, raising and lowering
them in regular motion, as though he were
balancing a load . . . Now and then came men
who were smoking, bearing small upright
elongated clouds along ahead of them.

v ("wP" p. 52/™H" p. 7)
and in the road, in a paésing dray, the driver has one leg stretched
out and his foot neérly touches the'ground,vso that "It looked as
though he were sitting inba field in fine weather." ("wp" p. 54/
"H"v p. 9)

Similarly, as was seen in Chapter II, Raban feels alienated from
the peopie around him. Both the 1ad§ who seems to look through him
and the people, both éresent andvabsen;, who invade his personal
space, are éeen by him as passively hostilefénd he responds in like
. manner, by résorting to a form of withdrawal, which gives the
appearance of reality. Thus Raban's clothed body goes to the country
to perform his social functions, and the real self remains behind.
Whereas the desire to lie in bed day—&feaming of being a Beetle
repreéents a wish to withdraw from life, in fMetamorphosis," the insect
that Gregor Samsa 5ecomes fepresents hi; prebccupation with the ’
exterior work-world, and a corresggnding neg1ect of his inner self énd
its needs. 1 | |

There arg also several examples’ of physical disorientation and
ambiguity dehofing inner uncertainty in "Wedding,'" which are slight in
themselves, but'chmulatively significant. ‘fhe lurching, "big-dipper-
like" changes ;f perspective, whiéh occur in The Man, are here
anticipated iﬁ miniature and'certain pefceptual ambiguities, taken

together with some in "Description," signéi a fundamental questioning

of the reliability of human perception asvan instrument of knowledge,

®
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*which Beckett embréces as a structural prigciple of his trilogy.
Raban's inner disoriéntation is hinted at by the way in which his gaze
is suddenly forced in anothgf direction by someone or somethipg
unexpectedly barring his way. About to step into the street froﬁ
the doorway, his way is blocked by several passing women so that he is .
forced to look down‘at the top of a little girl's hat, from close
range: ". . he looked down on a little girl's hat, which was made
of plaited red straw and had a little green wreath on the wavy brim",
("WP" p. 55/"H" p. 10) and as he moves towards the tramcar stop,
"Electric tramcars movédlpast, huge and very close." ("WP" p. 58/
"H“ P. 15) For Raban, uncertain space normally becomes the subject
of close scrutiny and fascination. When the train draQs out of the
station on his arrival at the station, he is confrénted with a massive
léﬁdscapé on the far side of the track, which takes his breath.;@ay:
Was it a dark view through a gap or‘was it~ ‘
woods, was it a pool, or a house in which the
people were already asleep, was it a church
steeple or a ravine between the hills?

Nobody must dare go there but who could
restrain himself?

("WP" p. 67/"H" p. 27)

Yet when he sits down in the dark, empty omnibus, Raban lights a candle
stub taken frdm his pocket and easily imagirfes himself in  the security

of a little room:

It was bright enough, the darkness outside made
it appear as, though the omnibus had black
distempered walls and no glass in the windows.
There was no need to think that there were
wheels under the floor and in front the horse
between the shafts. '

("WP" p. 69/"H" p. 29)
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hide a comforting reality!

ly enough,

finds solace in this fact:

And on a beautiful day hardly anyone can

prevent us from saying: 'Oh God, today is

a beautiful day,' for we are already
established on this earth and live by
virtue of an agreement.

For we are like tree trunks in the snow.
They lie there apparently flat on the ground
and it looks as though one could push them
away with a slight kick.:  But no, one can't,
for they are firmly stuck to the ground. So
you see even this is only apparent.

("DS" p. 45/"B"
R ’

Although written later than "Wedding', the novel,

At times the upplf%gﬁﬁhin &DGSCriptipn"‘i
3"*;;“5 : f‘f',& K _ W'\d‘ .

p. 58)

The Man Who Was

Lost Sight Of is a far more traditional work, as though, after the

fluidity of the earlier works, kafka wanted to create and maintain a

fictional world of more solid, euclidean space.

Not surprisingly,

narrative interest takes precedence over the problem of perception in

this novel,

the form of subjective perception.

differencés

and where the latter does play a réle, it tends to be in

There are interesting, if superficial, similarities and

between Karl Rossman's view of New York in The Man ahd

Raban's view of Prague in '"Wedding," but only in one important instance

does Karl's objective perception of.objects in space resemble Raban's

fragmented impressions.

Karl's view of New York, where he hasvnewly

arrived from Eufope, is naturally partly conditioned by his youth and

¢
b

the newness and strangeness of his new-world surroundings. It is light

his spatial perception, but in The Man,

>and mdvement, howevér,bas for Raban in Prague, that particularly affect

the added elements of great
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deééémgﬁbelow the deck of the ship, is one of many rapld changes of

im.ﬂ:,ght and vast scale gugment the visual confusion.

v

Karl's view of the

‘g'lfe of%tiberty in sunshine, immediately followed by his bewildering

)

perspective that occur in the novel -- the view from his sﬂ*th—floor

balcony, a unique example of objective perception, is another.
@

9

Somewhat prophetic of the effect.America will e on his own life,

it gives Karl a dazzling, kaleidoscopic view of the violent, almost

inhuman frenzy, in the a*reet below:

' Aé S%antoupointé out, however, Kafka's narrator, speaking through
the mouth of his protagonist
is, for the filter of his personality can distort his described picture.

Although the description may seem to be totally external,

4

But what would have been at home the highest
vantage point in the town allowed him here

little more than a view of one street, which

ran perfectly straight between two rows of
squarely chopped buildings and therefore

seemed to be fleeing into the distance, where

the outlines of a cathedral loomed enormous

in a dense haze. From morning to evening and

far into the dreaming. night that stretet was a
channel for a constant stream of traffic which,
seen from above, loocked like an inextricable
confusion, for ever newly improvised, of fore-
shorten&d human figures and the roofs of all
kinds of vehicles, sending into the upper. air
another confusion, more riotous and complicated,
of noises, dust and smells, all of it enveloped
and penetrated by a flood of light which the
multitudinous objects in the street scattered,
carried off and again busily brought back, with
an ‘effect as palpable.to the dazzled eyes as if

a glass roof stretched over the street were being
vidlently smashed into fragmentsvat every \
momehit.

¥

o - (Man, pp. 49-50/Vsch. pp-

. L

48-9)

’cannot always be relied on to report what

unconscious has ascribed values to environment, to images both of the

nlh

"The narrator's
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external world and of psychological pictures (memories and possibilities);
the result is not a description of the world, but a Rorschach test of

the perceiving individual."15 This is clearly true of the various
instances. of expansiol and contraction of the object which occur in

Kafka's work. Whereas the above description of spatial disintegration

is an example of objective perception,;in Kafka, subjective distortions

. . k . - .
_.of reality, indicating an emotional colouring of perception and implying .

unusual stress in the protagonist, often result in dilation of the

- object casting doubt on its conetancy and relative size. The distortions

of "Description" "no ‘doubt furnished Kafka with tried precedents for this
type of fluctuating imxgery.‘ |

- Growth in height,»though usually very limited in its application
in any one work, is’ sufficiently common in Kafka s work to warrant
mention. One thinks particularly of Kafka's short story, "The Judgement"
(1912),,inw§hich Georg-Bendemann's father suddenly towere.above him,'

termed by Fickert an "El-Greco—like distortion "16 In The Man, it is

;Mr. Green, one of his uncle 8- busineas friends whom Karl fears and

. dislikes, who seems to grow before his eyes. On the occasion in

'

question, Karl's first view of Greenfoccurs\as Karl and Mr. Pollunder,

seemingly dravn togethef:in”a'certain intimacy; arrive at the latter's
house for an overnight stay. Neither seems very pleased at the .

].unexpected arrival of Green and “the sight of Green s gigantic figure -

he had already got used to Mr. Pollunder s bulk —- which gradually
1oomed .above them as they climbed the steps, dispelled all Karl -] hopes'
of luring Mr. Pollunder away from the man that evening. (Man p. 69/
Vsch. P. 70) Karl 1ater refers in his mind to Green as a great athlete, -

a captain of athletes,‘ comparing the 1atter's figure to the rather
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unhealthy corpulence of Mr. Pollunder. This Suggests a change in

"s»relative view of the two men and a less biased View of Green.

midoight,‘however,nwﬁen Karl hes an appointment with Green in the
bewiidering corridors of the.unfinished wing of theihouse, the latter
again takes on the proportions of a'wrcked giant in a fairy tale:
"Green was standing quite closﬁﬁto Ka;it who had to lean back against
the wall. 1In this corridor.Green took on an almost absurd size, and
Karl wondered in jest if he could have eaten up good ﬂr. Pollunder."
(Man p. 102/Vsch. p. 106) B .

The Hotel Occidéntal in the Samne novel, in which Karl works as

‘a lift-boy until he is unfairly dismissed also seems to multiply in :"J§w
size, as reported incidentally by the thlrd—person narrator in théﬁf }piﬁ;“ﬁup
course‘of the novel. Thus, when Karl first notices %he fagade of the

'hotel as he leaved the saloon with:food and drink for his two coﬁpanions,

it has flve floors ~whereas,  just before he leaves he is -asked’ to fetch .

a doctor for a- lady who has fainted on -the seventh floor Karl's room

waumber is firstrgiyen as 536, but the Head Waitervlater refers, perhaps
R ‘ o
ironically, “to five thousand gueSts. Karl himself talks of the’
h <
‘_"stupendous hierarchy“'of the hotél, and just before he escapes from ¥

- e B Qj

the head porter after h?% dismlssdgf ghe latter refers to the number of

doors whlch he controls as if the buildlng were enormous:

Besides, as Head Porter I am in a sense placed G
over everyone, for I'm in charge of all the ' ’
doors of the hotel, this main deor, the thred .

middle doors, not to'mention innumerable little
doors. and doorlesd exits.

(Man p.’212/Vsch.rgp. 226-7)



L .
‘ﬁﬁobservation that, in Kafka's work, "The space and time

S

= X , \

H - w& L Y . . B
This 'growth' in the hotel is also implied by the difference between
the personal attention which Karl receives from the manageress at the'
beginning, and the impersonal, bureaucratic natuég of his dismissal
\ .

at the end, when the manageress herself is SubJeCt ‘to the power of .

the head waiter and porter.

Although Kimberly Sparks refers to these expansions and contrac—

tions 'in space as "trick photography,”" he also makes the useful

f the victim

~always distort and stretch under the weight of authority."!7 Thus,

L
S

although the Hotel Occidental seems to expand spatially in terms of

Karl's subjective experience and perception, it also changes from a

3 .
L

small, intimate hotel to erarge, impersonal, bureaucratic organization.

-

This view is supported by éhrich, who sees the latter as "characteristic
* 3 e .

of Kafka's poetic fantasy in 'which such ‘intermediary systems mount into

incalculability . . . Kafha's‘door-keepers and mediating authorities»

e
\

and channels that grow to colossal dimensions age the picture of an age:

‘_in ‘which complex systems of apparatus, incessantly and automatically

&

nkrelativity of objects and of object to enclosed space 1n terms of

4

increasing, wrest all decisions from the hands of individuals.18 v This

is the frenzied backgronnd of the industrial andsoffice'world in which -

-
a

office clerks become mere functionaries, losing their sense of self,

'253 of which the most careful dispaSSionate and objective perception

can only render an accurate description of its processes, not endow it
with meaning or significance. The individual himself according to his
subjective view, supplies meaning or discerns the lack of it; neither the
object nor the individual have absolute value in themselves.

!

- In "The Metamorphosis" Kafka explores the implications of the ’

ﬁ. .

v
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-
subjective perception, in a more penetrating way than was possible in
The Man. The man who is lost sigpt‘of in "The Metamorphosis' is far
more radically lost than Kerl in‘the early novel, or Raban, who imagines
himself lying 'snug as a bug' in bed in "Wedding," At the end of |
"The Metanorphosis," the only reminders of Gregor in his fermef shape
are the three identical‘lodgere —-- an example of innovative doubling,
‘according to Fickert!? -- who could also be multiplied indefinitely as:
cat;catutes of the ubiquitous office clerk.

The initial metamorphosis offGreger Samsa into a beetie has
the character of the changes which took place in "Description." 1In
Ihg_igigl,'the physiear‘self, when 'arrested,' does not change and the .
personal eharacteristics of Joseph K. only become evident very
gradually and in a mucn less drémati;'wa& than in the earlier story;
| When Gregor awakes as’a ”gigantié'insect, he soon afflrns his" 51ze by

8

indlcatlons of his great breadga and 1ength. ~The former is such that

he cannot move in or out of thdSyy ¢ of his room even standing on end.

The latter is implied by‘the.fac' hat he can form no clear perception

of the extent of thé” bgck half of his body. - Apart from his sister's

perceptidh of his body as fl%t ard thin at his death, all subsequent

information concerning the insect's size is indirect and conveyed in L

relation to something else, such|\as the sofa or his father's enormous
N ]

>

shoe~soles, for instance. The only other ‘object’ besides the insect
for which more than one 'estimation' size is given, is the bedroom
which 'changes' its size several times according to the subjective

perceptions of the insect as they in turn are mainly determined by the

~attitude of the family towards it.



The first’ major change in the insect's percebtion of the
bedroom, which, on waking, it haa séen.as a ''regular human bedroom,
only rather too small," takes place at, or after twilight the first
evening, folquing Gregor—as—insect's first sortie into the famiiy'
rooms. Having lost his job and filled‘with an unusual apprehension,
Gregor sees only a "lofty, empty room" and so seeks refuge'in a space
ccnstructed on a more intimate scale -- a small space under the sofa,
although it is not comfortable for’his back and his body is too broad
to be totally accommodated by it. 'M" pp. 106-7/"v"' PP- 90-1) "

By early morning cf the ﬁext day, however, his much~loved sister
has thoughtfuily provided a greater choice‘of food and since his
body is swollen with food he again comes out into the room. As time

passes Gregor gains more control of his bodyi@siich implies acceptance

'oﬁ.his conditidn. This is physically expressed in his nightly

ﬁ‘lons up th walls and over .the ceillng where he likes to hang.

Even with the extra spacy tbat this makes available to him he findsﬁyhe

"few square yards of floor‘épa%e " in ‘his room rather restricting. By &

Ed

the t1me his sister begins?to empty his rodm df furnlture to give

e

h1m more crawling space, the size of his ¥oom has: change&'“four
T
times, fluctuatlng from normal to lofty, back to normal again and thence

to too small. For the first and only time, a more objective ﬁndicat£9z*

of Gregor-as-insect's own size is provided. When spread out onthe

. picture cf'the girl in the fur muff, which he originally cut from a
ot » s
magazine, Gregor. covers it. In fact this is only a very approx1mate size

estlmation because Kafka does not indicate to what extent therinsect

overlaps the edges.

of®



Gregor's second emergence from his room into the family apart-
ment represents a decisive crisis point in the story. Attacked by his
father with apples andkdumofounded at the enormous size of his father's
shoe-soles above him, he realizes that his father is no ionger'a.
helpless invalid, but a well turned out3.uniformed,“ﬁorking man.

Gregor 'Changes 'places' with him and becomes an invalid, taking "long
minutes" to creep across his room. ("M" p. 122/"v" p. 110)

Oon the"third\and last occasion that the insect leaves his room,

he goes to listen to his sister playing the violin. His room is now a

filthy lumber-room housing unwanteéd furniture and garbage, but Gregor

is almost indifferent to it. While Gregor-as—-insect appreciates the

m ’
N r’“ ‘o 7

. e ‘g(
music, the three lodgers phy31cal 'doubles of his fo‘n-' selﬁg ‘hmore
fﬂ ‘. o 8

it. As Gregor crawls bﬁck to his room to die, after ) his R o
sister and,, by implication his family, wish to get r Q3 'he
s 23 = i :
r than the outgoing one and,

return journey to his room seems

"He was amazed at the distance s-fp,
S

not understand how, in his weak sta¥

e, had managed to accomplish the

. . A + : ’ - -
gourney so recently, almost without remarking it." ("M" p. 135/

ny! p- 124) This 'psychologiCalf space, which results in horizontal_

extension, resembles the 'increased' distance of he doctor's return

journey in "A Country Doctor" and the seemingly endless and unmeasurable
o

space experienced by K. at the beginning of The Castle, to be discussed

» 43
overleaf. Returning for a moment to the question of subjective

perception in "The Metamorphosis," it -is worth noting that within the

A\;' ‘,(1”} 5 ;
confines of a short story, Kafka has emphasized the power of subjective
A

,fpefpeption to distort realify, questioned whether that reality exists

and cast doubt on the extent which perception can be relied on to
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\supply accurate knowledge of the world.

Strictly speaking, the 'lengthening' of horrzontal space as.
ewidenced'towards the end of "The Metamorohosis,fAisunot an indlcation
of the ﬁbreekdown of the object," but it is so obviously part.of the
problem of subjective perception and instabflity in soace that it |
‘seems reasonable to. mention it here. As already indicated;Athe spatial

‘extension' which takes place in "A Countrw Doctor" is very similar to

\
that in "The Metahorphosis.f Whereas, on the outgoing Journey, the»

doctor's magnlflcent "unearthly" horses carry him to a patient ten miles ‘

away, seemingly in an\instant, when he wishes to return home to carry on

his normal llfe, the horses refus@to hurry and only crawl like old men,
through ' snowy wastes," wh;ch are never—ending. Like the insect in
"The Metamorphosis," the doctor cannot understand the discrepancy

between the two journeys. In The Castle, hdwever, the spatial extension

P
1s somewhat different because, although K. sgts out to reach the Castle

from the village, hée never succeeds in’ gettiﬁg beyond the village and
4
thus never emplrically experlences ‘the outward journey in its entirety.

)

K. estimates the distance to the Castle according to his wvisual percep~
Bk
tion of its ap‘paféﬁt distance from the qutskirts of the v@ge but .

his e&Mmate seems to have been distorted by the strength of his desire

BN

to visit the 'Castle, and bears no relation to the real distance as K.

begins to experience it. The "snowy wastes" between the village and
- b

the Castle seem to cons#itute a region to which K. cannot pene;rate, ‘at

A
-7

least in life. The country doctor has no choice but to wander
interninably-without ever reaching hofie, but K., cold and lonely, is
forced into the steaming life of the peasants' cottage, so that, of the

three, only Gregor actually experiences the apparent difference'in

]
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length between the outward and return journeys. '
It seems obvious that Gregor's journey back is long, not because

of any empirical difference in the length of the two Journeys, but

' because of the long time it seems to take him to make the areturn

: Journey, during which he presumably has to come to terms with his

o

sister's rejection of him and his imminent death. Kimberly’Sparks

refers to this type of space/time eguation in Kafka s work
Mo
. . .
Only when the spatial metaphor begins to evolve
and vary itself does time become an issue. But
it is a strange kind of time; it is. not
expressed in terms of cauysal logic, but rather
in terms of a logic of agéociation, the logic
of the spontaneous succession of spaces.?0 -

Unfgrﬁhhatéﬁ§,~this also Suggests a succession of little, joined

By

. segments of space thus losing the beauty and force of a Proustlan-type

'durée' extending through space rather than throngh,timeu? Expansions

dnd contractions of time and space are characteristic of Kafka's

£

"poetic fantasy" and take place, in Emrich's words, "according to the

human reality which encompasses them.21 'Kafka had his own, xplanation

for seemingly inexplicable spatial expanSions. On ostcard to a

young friend, Mitae Eisner (Meran, April 1920), Kafka himself wrote

"(the head measures differently from the feet) 22

K.'s several views of the Castle at the beginning of the novel

~of tgat name result in what seems to be a combined, contraction of height,

sizé‘&nd horizontal extension. This could be interpreted as the .result

_of successive vie%s each giving 4 more 'accurate' report of the Castle's

appearangeyand gradually offsetting K.'s pre-disposition to see what he

is hoping to see, rather than what is there: ''On the whole this

81
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distant prospect of the Castle satisfied K.'s expectations."

(C p. 15/S p. 17) Gradually, however, K.'s subjective perception of
- - y»”’". L

the Castle is replaced by ;Yective perception so that the

Castle begins to be seen for tne broken down, fragmented'building it
reélly.is. Noticeably, K.'s first view of it 1s of a cleeriy defined
building;_"its outline made still more definite by the moulding of snow
ebvering it in a thin layer." (C p. 15/§ p. 17) Kafka does not

indicate how K. comes to have these successive perceptions of the

Castle; it is perhaps not intended to be clear. It rather seems as if

‘ K.'s expectations change as he looks and that therefore his perception

muddle of everyday life.

I "‘” .
of what he sees changes. too:

+

It'was neither an old stronghold nor a mansion, N
bgﬁ & ‘rambling pile consisting 6f innumerable
Jsmaii"ﬁﬁildings closely packed together and of

‘oneor. twogtoreys; if K. had not known that

it was a castle he might have taken it for a

1ittle town. There was only one tower as far
e;:ﬁ; ‘could see, whether it belonged to a
d?ﬁifgng—house or a church he could not determine.

(my italics)’

S
o getting close, "he was disappointed in the C Srter-bs was after

all only a wretched—looklng tbqn, a huddle of villa houses."

. (C p. lS/S p. 17) K. compares :he tower to the church tower of his home

.\,)

town with its tapering point indicating "a clearer meaning than the

" The tower»gf the Castle, on the contrary,

7

does not. point away from the latter, but seems to celebrate it:

s o . . .-
The tower above him here was uniformly round,
part of it graciously mantled with jvy, plerced
by sma}d windows that glittered iggéhe sun, a
‘'somewhat maniacal glitter, and to ed by what
looked like an attic, with battlements that were



‘1

irregular, broken, fumbling, as if designed by
the trembling or careless hand of a child.

(C pp. 15-6/S p. 18)

' Ka%&a seems after all to be saying’ that objective,perceptioﬁ,
combined wiﬁh a lack of pre-determined expectation; is the closest we
can hope to come to reality and that the pe;ceptions and conscilousness
of a child, or of someone living a life free of calculation and
deliberafg planning who is not part of the work-world, is more 1ikely
to see in an uﬁpfejudiced way. K.'é view of the Castle as old and
tumbfaidown,‘poséibly désigﬁed by a child, recalls Kafké's attitude
to old and useless things mentioned by Emrich. (See p. 46 of this
study) Kafké's celebratioﬁ of the creative potential of 'childlikeness f
and the npn—r;tional is also suggested in the multiple iﬁage’of
expansion and contraction towards.the end of "Deﬁfription," in which_
the narrator's thinkiﬁg éndvperceiving organs, his head and eyes, as -
%m:ich has pointed out, grow small. Such images of dynamic space are

& .
an important aspect of Kafka's modernity as a writer.

¥

There are many similatrities to Kafka in Beckett's concebtion of
perceptual instability in space —- the term "breakdown of tiHe object;"

P

whiph Beckett saw %? the.iheyi}able Fesult of changes in perception, was
used by\him in 1934.?3 Kafka's work, perhaps, provides more éabily
identif%abie and specific:exampleg of the various ways in.which percep-
tion can destroy the object, but,;taken togethér;.Bécket;'é novels and
short prose pieces from the time of Watt (1953) 6nWards, testify to the

progressive disintegration of the objective world and of the conscious-

L ) il
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. ness of the self. Whereas in Kafka's work, it is usually quite eaéy
to distinguish between objective and subjective perception, this
becomes increasingly difficult iﬁ Beckett due to his deliberatek
blurring of the distinction.

There is evidence of this in Molloy, the first novel of the
trilogy, in the variations between Molloy's aﬁd Moran's descr%&tions
of the same places, or what appear to be the same places. Where
Molloy talks vaguely of his 'vast region," which inbludes hills,
piains and the sea (including the depths of the sea), without.naming
or categorizing it in an;(way, Moran, ''late creature of his hou;e4.~. .
reining back his thoughts within the limits of the calculable," names
Molloy'é region as Bally,:its surrounding lénd as Ballyba and reporté &’
it as having exagt dimensioms, representing,‘"with its depeﬁdent lands,

a suxface area of five Oigfix square miles at the most." (Molloy,

St
;

o= . ” . ‘ .
p. 133) At first, except for the mockery implied in'the names, Moran's ‘

descriptions are impressive, but on closer inspection they contain less
certainty than at first thought. ,[For instance, as Moran continues his

descgiption of ﬁallybnlike K.'s sﬁézessive views o ‘stle, it

becomes less and less precise: "it wagipdignified by 'some with the name
of market-town by others regarded as no more than a village."

(Molloz,'p. 133) Still greater'doubt is cast on the exact nature of the

Y

"swamp'" or beautiful "kind of strangled creek", which reputed{y divides

Bally from the sea. While Molloy says of the former, "For befween my

town and the sea there was a kind of swamp . . . a stinking steaming
S\ .
swamp in which an incalculable number of human® lives were yearly
' ’ : ' 2 h :
engulfed." (leloz, p. 76) Moran later refers to the creek as "the

pri%cipaljbeauty of this region" of whose wet sands some thought there

"
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was nothing more beautiful, while others "held it was an underground
) ‘

lake. But all were agreed . . . that their town was on the sea."
(Molloy, p. 134)

In these eaﬁ}y stages of the trilogy, howeve?; there are still
occasions when it is quite clear whether perception is objective or
subjective. Examples of the forﬁer are Moiloy's successive views of
"A or C" and his description of the .moon seen through his window at
Lousse's house. These are obvious attempts to describe exactly what 1is
seen in successive méments, rather like Cézanné{s "multiple outlining,"
which, as Mérleau—Ponty said, do not indicate the latter's lack of
finish, but that '"he is\continuously experiencing the world."2"

In Molloy's unsure description of "A or C," it seems one of them
was bare-headed, wore sand shoes and smoked a cigar. "But was not
perhaps in reality the cigaf a cutty, and were not the sand-shoes boots,
hobnaiied, dust-whitened . . ." "And I am perhaps confusing severai
.different occasions, ‘and different times . . . And perhaps it was A one
day at one‘place? then C another a£ another . . ." (Molloy, pp.'12 and 14)

qSuch descriptions not only testify to careful, objective
perception; they ﬁndermine‘it at thé same time by showing‘that, like
memory, it cannot be trusted to transmit accurate information about‘the.
naturé of the world. Beckett makes the additiénal\point noted. earlier
that, since Molloy, like Ma;one and the Unﬂamable after hi%f is writing
fiction, writing the story‘of his life after the-évent, fiction, and
lnfﬁnmlicétion: all language, {3 as éulpable as memory an&‘perception:

\ o : ,
‘says, "language . . . is a mirror of the phenomenal world:25

¢

: While‘h prisoner in Lousse's house, Molloy observes the movement

“As éqlomon

‘of the moon in relation to his window and tries to describe it, not as.
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he 'knows' the situation to be, but as it appears. On® aspect of this

A

description is the illusion of automatism which it ascribes to the room
and its walls. Molloy's window has two bars dividing it into three

segments, the middle one of which remains constant. As the moon moves
L}

4 -

across fhe window from left to right,

little by little the right gained what the left
lost. For the moon was moving from left to
right, or the room was moving from right to left,
or both together perhaps, or both were moving from
. left to right, but the room not so fast as the
moon, or from right to left, but the moon not so
fast as the room:. But can one speak of right and
left in such circumstances? . . . yet what a
., simple thing it seemed, that vast yellow light
sailing slowly behind my bars and which little by
11tt1e the dense wall devoured and finally eclipsed.

(Mollox, p. 39)

Later, having described the clothes of Lousse's oriental servant
unusually accurately, Molloy reélizes that the mdoﬁ can neve} be so
described: "Whereas the moon, I saw ﬁhg room but darkly, at each fresh
inspectionrit geemed changed." (Molloy, p. 44)

' - _ ‘

Tﬁé disintegration of the conscious self is particularly obvious
in the disorientation-in spaée eXperienéedUby all the characters of the’
trilogy, who frgm Molloy to Malone and theﬁpe to the Unnéﬁable, appear
to be the Samévperson, but at different stagesvof life. Mqlldz begiﬁs
with Molloz‘in his mother's room: "I don't know how I got there. ’
Perhaps in an ambulance, certéinly a Géhicle of some kind." (Molioz,

p. 7) Malone.in a very similar sifuation uses almost identical words:
’"This is just a plain private room apparently, in what appears to be a
plain ordinary house. I do not remember how I got here. In an ambulance

3

_perhaps, a vehicle of some kind certainly."” (Malone Dies, p. 183) The



Unnamable is totally disorientated both as self and in space as
| ]

indicated by his first three questions: 'Where now? Who now? When
nowé"

The expansions and contractions of his body’and %oom'éxperienced
by Malone in bed are the subjective percé%tions of a near—dying man

who flits in and out of consciOusness and feels his body, :like the

B2

‘;)‘

" as somethdug unfamiliar and not part of

insect in "The Metamorphosis

him. The proceés begins 1n olloz, where Molloy is lying in bed:

“ . :
And when'I see my hands, on the sheet . . . they .
are not mine, I have no arms, they are a couple,
they play with the sheet . . . But my. feet are
not like my hands, I do not bring them back to
me, when they become my feet again, for I cannot,
but they stay there, far from me, but not so far
-as before.

(Molloy, p. 66)

- Recalling Proust's imageyof old people taking up as much space in
‘the universe as their age would indicate, "like giants plunged in the
years," Malone's feet seem an enormous distance from him and he feels

he would stretch to Australia if he stood up:

But this sensation of dilation is hard to resist.
All strains towards the nearest deeps and notably

my feet . . . strange, I don't feel my feet any

more . . . -And yet I feel they are beyond the .
range of the most powerful telescope . . . And 1if - .
I were to stand up again . . . I fancy I would fill
"a, considerable part of’ the universe.

(Malone Dies, pp. 234 and 235)

As Solomon has indicated, the small rooms in which Molloy and
a - . s
_Malone lie, serve as metaphors for the diminishing self, for, in Beckett,

- the self is incieasingly’thought'of~as ptogtessing-tawa?ﬁ'fspaceleasnesa.
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- Both Molloy and Malone wish to become specks in the void as,t‘;\ . “\‘

Unrfamable finaliy does. Thus, when Malone thinks he is shnihking into

i . N . .
the space of a skull this represents a stage'beyond the space of the

Al
'

bedroom: S , .
o ’ (’ \ ) . . ‘
And ‘softly my little space begins to .throb
again. You may, say it is all in my head, and
-indeed sometimes it seems to me.I am in a head
. ~ and that these eight, no, six, these six '
planes that enclose me are of solid bone . . . ‘
- . A kind ¢f air circulates . . . and when all -
goes still I hear.it beating against the walls
’ ‘ and being beaten back by them. And then some-
where in midspace other waves, other onslaughts,
. . gather and break . . ." ¥

»(Mﬁlone Dies, p.221)

Malone sees his death throes in terms of expansion and.contrac¥

L3
’

tion, as already indicated in the imaéé.of the 'wombtomb,' because he

-

_sees his death in space as a birth into spacelessness and the life of

-

. L. - i
the mind. As Solomon observes, the event is really already over and

being described in fiction so that at the time of writing Malone is

already spaceless; he is, "an idea, so to speak, in someone's head.":

- } . ¢

I am swelling . . . the ceiling rises and falls,
rhythmically as when I was a foetus . . . I am
being given . . . birth into death, such is my
impression, The feet are clear already of the
great cunt of existence. My head will be the
last to die. Haul in your hands. I fan't A

\» ' . . ‘(Malone Dies, p. 283)

.)“i/‘v‘
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The mind is. its own place, and in itself
Can make a heav'n of hell, a hell oﬁ heav n .

Milton, Paradise/Lost, I, 254

Whén’ﬁeckett wrote of the need for the "breakdown of the

object " in his early article, "Recent Irish Poetry," he ‘added,

" "The art®t who is aware of this may state the space that intervenes
P—-

betweep him and the world of obJects . + . He may even record his »

findings, if he is a man of great personal courage."ze‘ Beckett has
done the latter, through the 'persona' or voice of'the Unnamable, the
jast in "éylengthy series of ‘literary 'doubles}‘that cycle, walk,
hohhle, crawl; sit and lie motionless through Beckett's pages . .
doubles bee;;se their . fu;ction is to reveal the self."27 ;{

What Beckett is courageous enough to reveal in The Unnamable is
that the total w1thdrawalr1nto the, mind, so joyfully and hopefully

undertaken in Murphx and the subsequent works, has not revealed the

]
a

true gelf, but has made its very existence impossible. As Ross Chambers

says, ''the escape from time and space has been effected but at the cost

)

of annihilation.‘.'28 Eugene Webb saw this novel as a 'vision of chaos,’'
N ) 8 ]

a novel "losing its grasp on form,"2° and Beckett himself realized that
‘with the loss ‘of any spatial extension subject/object differentiation

was lost. Aslhe said to Israel Shenker, in the interview already

referred to (May 6, 1956), "There s no way to go on."30 Beckett had

*

realized, 1ike Kaf%a, that the self cannot exist in a non—spatial

context. Ross Chambers notes that when the gnnamable asks, 'Where now?

Who now? When now?': c ' L

4 -
)



In the annihilation of the where and the when,

a who has survived to ask questions about itself:

there is then some consclbusness existing - .

outside of space and time. But as soon as it asks .
questions about itself, it restores the where and
the when: it cannot conceive itself except

space and time . . . that is, there 1is no way of
isolating the timeless, spaceless consciousness '
from its temporal and spatia? object, there is . e
nowhere to place the walls of the cell.

Thus, totally disorientated, withoet a past or a future and
using words to describe his situation in space similar to those of ' .
Hamm in Endgame, the Unnamahle tries desperately to lgocate himself in
the purgatorial space he occupies -- it coulq be a head, or a skul},

but he does not know: » o

But, as I have said, the place may well be vast, as
it may well measure twelve feet in diameter . . .
I like to think I occupy the centre, but nothing
is less certaih. - In a sense I would be better Off
at the circumference . . . From centre to circum-
ference in any case it is a.far cry and I may well
be situated somewhere between the two. It is
equally possible . . . that I too am in perpetua
motion, accompanied by Malone, as the earth by its
moon . . -~ All is possible, or almost. But the
best is to, think of myself as fixed and at the
centre “of this place; whatever its shape and ext nt *
~ may be.

(Tﬁe Unnamable, p. 285)

N
Unable to decide what substance surrdunds him, whether air,

R i
A

water or land and whether it has any limit, the Unnamable realizes not

only that he is in the void, but also that he has invented His fictions
’ i

-~ his doubles -- to escape from himself and to convince him?elf that

he was doing something and gbing somewhere. It is when’he t%ies to be

himself that he diecovers the difficulty of being oneself without
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spatial extension in a body, and without particular personal feelings

and a language of self. ‘Lacking these essentials he finds himself
again tempted to create fictions like that.of Mehopd in his jar, who,
like the supplicant and his dqebles in,?Description,w does not know
whete he ends and needs to be seen‘to know that he exists and has
existed in the past. (The Unnamable, pp. 342-45) |

\ e

As he disintegrates further, the Unnamable's fears are reflected

in short, almost, panting sentences, already’ less structured and ponderous

~
’

than those quoted overleaf: , ' *

Help, help, if I could only describe this place,
1 who am so good at describing places . .. if

I could put myself in a room, that %ould be the
end of this wordy—gurdy <+ . 1 could be motion-
less and fixed. 1I'd find a way to explore it,
I'd listen to the echo, 1'd get to knmow it . . .
1'd be home . . . if I could describe this place
. . . I've tried, I feel no place, no place
around me, there's no end to me, I don't know
what it is, it isn't flesh, it doesn't end, it's
like air . . . a roof is not indispensible . . .
‘I'm locked up, I'm in something . . . make a
pldce, a little world, it will be round, this
time it will be round . . . try and,find out
what it's like . . . there won't be windows,
we're done with windows, the sea refused me,

the sky didn't see me, I wasn't there ., . . we
must have waYls, I need walls, good and thick,

I need a prison, I was right, for me alone,

1'11 go there now . . . IE\

(The Unnamable, pp. 399-410)

"Eﬁeg in ”Desctiption," where the suppltcaﬁt petently feels he_hes no
body and in "Wedding" where Raban feels himself 1ookec through ahd.hié
personal space invadee, the lenguage remains struct\red and in "The
Metamorphosis,” during his verf last hours. of life, Gregor-as-insect

i

‘uses relative clauses to reflect on his condition. .

;
: '

. i
i
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It is -a shock for the Unnamable, and one suspects for Beckett,
to realize fully‘that the true self 1s not even revealed through words
and ianguage, for not only do they invariably tend towards fiction,
but, they also; like thmetaﬂd spacé, constitute }nother form of deter-

-

minism. Says the Unnamable, "I am walled round with their vocifera-

tions, none will ever know what I am . . . I have no lquuége“but
» ' 4

3

theirs . . . (The Unnamable, b. 325) As Solomon indicates, the fact
that words descfibe a space-bound world and that there are no words to

describe a self%wiphout limits, is oné of the crucial problems of the.

‘trilogy.32 "To the alienness of language codrresponds the alienness of

/ .
all reality." says Jean-Jacques Mayoux. 'The inner man hearing the

outer speak 'the words of others' has a sense as if of demonic possess-
ion . . ." -—""Je est un autre,' as with RimPaud, an alien speaks."33

It has been shown that perception, in Beckett's view, is

o .
N

unreli;ble and that memory and languag? further blﬁrr the original
impfession. Given his belief that ﬁhe.;eif.is never constant and his
view of the total unimportagce of tﬁe material world of physical
phenomena; it could not be otherwise; It cannot truly be éaid, in
Beéketf's case; that the search for the self leads to the destruction of
empirical realit& because Beckett has already destroyed or at least
neglected this world.. Rather’it is true to say that the search for the
self in puré}y spaceless realms leads both to the déstruction of self,
mind and bedy, and to the total negation of any reali£§ except that of

. . 0
the ﬁ}otaéonisf's subjecti?g\peréeption.‘ '
.In Kafka's work, parﬁicular}i?in "Wedding" and The Man and of

’ 3

, SN
~course in "pescription{' on the contrary, one finds a very careful
. N - / s

description of exterior reality wﬁh;her objetti#ely or subjectively
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perceived. Yet the self remains in the-prison of*subjective perception
for it seems nothing can convince it that it has legitimate ‘physical
existence or that. it is part of the external world. One might say

that empirical reality exists in spite of the Kafka self.
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CONCLUSION

Les relations entre les choses ou entre les
aspects des choses egt toujours médiatisées
- par notre corps -

Merleau-Ponty!

’
The mind perceives; we grasp space through our
bodily situation.

Szanto?
.

The space/self aspect of Kafka's and Beckett's works is perahaps
best underst;od when seen in reI;tion to the concerns of Kafka and
Beckett as writers in an industrial soclety, who have experienced the
doubts a&ﬁ anxieties attendant on an existential awareness‘of separa-
tion from their environment.3 As novelists still writing in the
established tradition of the novel, kafka and Beckett substantially
;dapt its techhiques for their own artistic purposes. Thus, the
métaphor for the joﬁrney in search of self becomes an unsuccessful,
interiorized quest and the omniscient author is replaced by the strictly
limited poing‘of vigg of an often hesitant naérator-éelf:“ Above all,.
:while, in mgfe gradiglonal works of fiction, the self functioned in a
spatial setting of famiiiar and clearly delimitqg empirical reality, and
was defined in relation to God and to other selves with whom it had
recognizable affinities, the reverse is true of Kafka's and Beckett's
works, ’In the 1attei‘Las intimatéd by the reduced space it occupies,

the self tends to withdraw from outer to inner reality seeﬁing refuge

from uncertainty, and, particularly in Beckett, becomes almost
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excluntvely concerned with establishing and malntafolng 1ts own

fdent ity without reference to others.’ This wirBidrawal, which fiu
fndicative of the {solatfon, alienation, {nsecarity and perceptual
doubts characteristic of Kafka's and Beckett's protagonists, In contrast
to the more optimistic portrayals of other writers, is reflected fn the
spatial imagery of both authors. Whether that of the small urban room,
the bedroom, the padded cell, the space of the mind, or the fluctuating
space of subjective perception, the very existence of this imagery --
éssentially congtituting a graphic, structural means whereby the
progreésive, spiritual reduction of the self can be followed® -~
testifies to'its significance.

While Beckett's protagonists, incréasingly withdrawn into the
space of the mind, constantly seek to deny their connections with the
phenomehal world of exterior reality, Kafka's heroes unavailingly try to
feel themselves part of it. For both writers, the empirical world, often
denoted by eﬁplidean or topological spatial description, is the province
of the 'Other'; it also acts as a foil for other more poetic or
metaphbric uses of space. This is not to say that refuge in the inner
world successfully replaces life in the external world. On the contrary,
the Kafka/Beckett protagonist's chosen refuges nearly always prove
illusory; wherever he is, the ;elf is a potential victim, either of his
own failures and illusions, or of the non-self, the 'Other.' Beckett's
attempt to dispense with the exterior, material world altogether, by
positing the mind as the exclusiQe locus of the essential self, is a
conspicuous failuré. As Hoffman, and Merleau-Ponty, point 6ut, the
body mediates between oneself and the‘object world.’ Not only does the

body act as a necessary boundary for the self, without which all subject/



object ditterentdatton I lont; 1t ta aluo an casential component of
the selt's fdentity. 'I'l‘um, the hnamable, o search ot hiis lr rue selt
in the spacelensness ot the mind, soon discovers that the Image of the
"wombtomb' tulfils only halt fts promlse, tor, as Katka showed in

"

"Description of a Sttuggle,” the selt cannot extst without” a sapatial
dimenston.  Indeed, fn the above-named works partfcularly, both Katka
and Beckett demonstrate that "Space (s pre-eminent and essent ia l- to
selfhood."® o

Although the protagonists of both authors react to doubt and
uncertainty in thelir ('nvh‘un\ment by seeking securfty fn small, dimly
1it spaces, whether literal or mctaphoric#l, there remains a certain
ambiguity iIn their Attitudes to Inner/outer reality. Beckett's

characters, for instance, rebel against the limits of determinism,

particularly those of time and language. Murphy's own views are

reflected in his perception that "The sun shone, having no alternative,

on the nothing new," (Mﬁrghx, p- 1) and the Unnamable, almost freed

from the limitations of space, unexpectedly finds himself a prisoner

of languagk. A similar ambiguity exists in the Beckett's protagonist's

liking for vast, featureless landscapes, which, in some senses, he
also fears, just as Malone seems to fear the onset of his long-sought
spacelessness. The alienation experienced in the exterior, urban

environment hy Kafka's heroes likewise has an ambivalent quality, for,

as noted earlier, the latter also seek to define themselves in relation

to the 'Other.' Jaffe mevertheless believes the condition of alienation

to be fundamental to Kafka's view of life, seeing in his work the very
"anatomy of the outsider."? The extraordinary spatial images of the

self as insect in "WedQ}ng Preparations in the Country' and "The Meta-

aH
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morphosin’ tend to wupport thin view.
In the works disncunsed tn this study, perhaps nothing {s more
charactertatic of Katka and Beckett than the sennation of fluctuatlan
and mpvement in space, which they manage to convey. By definit ton,
-~
\
{t {s an lmage of Inconstancy and uncertainty that affects the self
no less than other objects in the same spatial tleld. The self cannot
’
be f{dentitfied in one static moment, since [t changes from one moment
to the next and is affected by time, experience and perception:
There 18 no escape from the hours and the days.
Neither from tomorrow or yesterday. There 1s
no_escape from yesterday because yesterday has
deformed us, or been deformed by us . . . We
are not merely more weary because of yesterday,

we are other, no longer what we were before the
calamity of yesterday.lo

Becket t's concern with the "breakdown of the object" is largely based
on the 1aconstancy of the self, the fluctuating nature of all perception,
and a particular awareness of the distortions of subjective perception,
all of which imply that the only reality we can know is that conveyed
through our own consciousness.

As Weisgerber has pointed out, while space in the novel
"n'existe qu'en vertu du langage,' the contemporary novel, in common
with the plastic arts, is equally capable of reflecting the discontifuity
and fluctuation of space and movement, characteristic of the age.11

By contrast with the static fictional space of which Durozoi wrote, in

which the self was at one with its environment, the fluctuating space

of Kafka's "Description of a Struggle" and Beckett's The Unnamable,
reflects the existence of a self without stability or certainty of its '

position in space, a self at the mercy of subjective perception. The
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work of Katka and Bechett attempts to mijror the fnstability of modern
aociety.  The readér of auch a Gork, as Welsyerber sugpests, “"déwunins

ded annuranges qujoftrvalt un cadre de référence aimple et stable

. +

. .

anpinte A& d'élrangen expansfons et contractions . vl Y Yewpace

tomanesgque n'enf-11 pas, litté€ralement, une projection du narrateur it

anks Welbyperber,
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