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ABSTRACT 

The following study investigates the fictional works of an early tw€'ntieth 

century Czechoslovakian writer named Franz Kafka. "The spacE' of Kafka" 

is explored primarily through the "identity" of his characteristic monster fig

ures and the temporally disjun(:tive narratives through which they travel. 

Monstrosity is qualified here as a principal mode of transla tion through which 

Kafka engaged the very terms of "identity" which an "individual" faces in 

the appearance of any "work". The intimations of a monstrous self are probed 

through Kafka's work in relation to human experience, intentionality, alterity 

and a "present" which is en-acted specifically as one fonn of the pasto 1hrough 

Kafka's paradigmatic "monster", "double" and "bachelor" figures, we find 

l'lot "alternative" orientations of the "self" which contemporary literature and 

architecture may choose to undertake, but intrinsic re-presentations of the 

very relation which any self, any author, already is in the appearance of a 

"work". 

RÉSUMÉ 

L'ouvrage qui suit explore l'oeuvre fictive d'un écrivain tch,scoslovaque du 

début du vingtième siècle: Franz Kafka. "L'espace de Kafka" est 

essentiellement sondé à travers l"'identité" de ses personnages monstres et 

les narratifs temporellement disloqués dans lesquels ils évoluent. 

Monstruosité s'entend ici comme un médian par lequel Kafka er;treprend 

les termes mêmes de l'''identité'' à laquelle un "individu" fait face dans 

l'apparence d'une "oeuvre". Les implications d'un soi monstrueux sont scrutées 

dans l'oeuvre de Kafka en relation avec l'expérience humaine, 

l'intentionnalité, l'altérité et un "présent" qui se joue en tant que forme du 

passé. A travers les personnages "monstre", "double" et "célibataire" 

paradigmatiques de Kafka, on tJ'Ouve non pas les orientations "alternatives" 

du "soi" que la littérature et l'architecture contemporaines choisissent de 

soutenir, mais les re-présentations intrinsèques de la relation même qu'Wl 

mm, un auteur, est déjà dans l'apparence d'une "oeuvre". 
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EPIGRAPH 

"Before the law stands a do~rkeeper. To this doorkeeper there cornes él 

man from the country who begs admittance to the Law. But the 
doorkeeper says that he cannot admit the man at the moment. The 

man, on reflection, asks if he will be allowed, then, to enter later. "It is 
possible," answers the doorkeeper, "but not at this moment." Since the 
door leading to the Law stands open as usuai and the doorkeeper stcps 
to one side, the man bends down to peer through the entrance. When 

the doorkeeper sees that, he laughs and says: "If you are 50 strongly 
tempted, try to get in without my permission. But note that 1 am 
powerful. And 1 am only the lowest doorkeeper. From hall to hall, 

keepers stand at every door, one more powerful th an the other. And 

the sight of the third man is already more than even 1 can stand." 

These are difficulties which the man from the cOWltry has not expecled 
ta meet, the Law, he thinks, should be accessible to every man and at 

aIl times, but when he looks more c10sely at the doorkeeper in his 
furred robe, with his huge, pointed nose and long thin, Tartar beard, he 

decides that he had better wait until he gets permission to enter. The 

doorkeeper gives him a stool and lets him sît down at the si de of the 
door. There he sits waiting for da ys and years. He makes many 
attempts to be allowed in and wearies the doorkeeper with his 
importunity. The doorkeeper often engages him in brief conversation, 

asking him about his home and about other matters, but the questions 
are put quite impersonally, as great men put questions, an always 
conc1ude with the statement that the man cannot be allowed to enter 

yet. The man, who has equipped himself wîth many things for his 

journey, parts with aH he has, however valuable, in the hope of bribing 

the doorkeeper. The doorkeeper accepts it aH, saying, however, as he 
takes each gift: "1 take this only to keep you from feeling that you have 

left something undone." During aIl these long years the man watches 
the doorkeeper almost incessantly. He forgets about the other 

doorkeepers, and this one seems to him the ont y barrier bEltween 
himself and the Law. In the first years he curses his evil fate aloud; 

la ter, as he grows old, he only mutters to himself. He grows childish, 

and since in his prolonged study of the doorkeeper he has learned to 



know even the fleas in rus rur collar, he begs the very fleas to help him 

and to persuade the doorkeeper to change his mind. Finally his eyes 

grow dim and he does not know whether the world is really darkening 
around him or whether his eyes are only deceiving. But in the 

darkness he can now perceive a radiance that streams inextinguishably 

from the door of the Law. Now his lite is drawing to a close. Before he 

dies, aIl that he has experienced during the whole time of rus sojourn 

condenses in his mind into one q'..1estion, which he has never yet put 

to the doorkeeper. He ,beckons the dOOlkeeper, since he can no longer 

raise his stiffening body. The doorkeeper has to bend far down to hear 

him, for the difference in size between them has increased very much 
to the man's disadvantage. "What do you want to know now?" asks 

the doorkeeper, "you are insatiable." "Everyone strives to attain the 

Law," answers the man, "how does it come about, then, that in aH 

these years no one has come seeking admittance but me?" The 

doorkeeper perceives that the man is nearing rus end and rus hearing 
is failing, 50 he bellows in his ear: "No one but you could gain 

admittance through this door, since this door was intended for you. 1 

am now going to shut it." 

"Before the Law"(Thl' Triai, p.213-215) 
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INTRODUCTION 

How does one speak of the light which emanates from another's eyes 

in a dark room? Is it not a harrowing light? Is it not a light which is 

the farthest thing from light? We search for Its source and only too 

quickly it eludes us. Language meets with ruses more often than 

'.nuses. Franz Kafka, however, had a unique muse-icai contract. His is 

a site where polarities duel incessantly, where the right and left 

maintain opposite but cqual ground for eternity, and where the faint 

srnile of an indifferent witness encourages the process. 

Kafka is smiling, Kafka is laughing, cathartically laughing. And we 

first ask "why?". We first ask, not Iaugh, but ask. 50 then, why? He 

laughs again. Certainly nothing malicious, rather more endearing. 

We remain puzzled. And yet, this is the Franz Kafka who wrote "The 

Metamorphosis" and "The Cares of a Farnily Man" and T/ze Trial and 

"A Report to an Academy" and "The Burrow". Certamly such 

abominations are the farthest things from laughter? And surely a 

student of architectural history and the ory has better things to discuss 

than the creatures of a convoluted mind? Convolution? Nothing 

convolutpd about a man who turns into a monstrous vE'rmin (we are 

of course dealing with fiction); nothing convoluted about a man who 

perpetually strives toward finding justice and truth (we are of course 

aU Christians); nothing convoluted about a rodent articulating the 

depths of his burrow (metaphors of self-introspection run rampant in 

literary history; besides, even children can attest to the wonders of 

talking animaIs). Convoluted or facile? Both and neither. The terms 

appear to have little to do with anything. And yet, language has little 

to do with anything if it doesn't have "little to do with anything" to 

sorne degree. It seems the closer one cornes to saying "little about 

anything", is the degree to which something is actuaUy being said. And 

Kafka laughs. 
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There is no shortage of literary criticism regarding the work of Franz 
Kafka. Familial/Freudian strife, oppressive/modern bureaucracies, 

circular /Judaic despair are frequented themes. In fact, it seems that 
readings of whatever slant may be coherently argued and founded in 

Kafka's work. Indeed, one might even perceive this interpretive 

pluralisrn as a burlesqued "reality" of Kafka's own fictions. In The 
ClIS il c, for instance, a series of equall y founded and valid 

interpretations of K.'s plight are put Forth by almost every character at 

sorne point throughout the novel (Pepi's goes on for eighteen pages). 

The qt..alifying condition in Kafka's narrative, however, is that the 

protagonlst, K., struggles within a timeless space, devoid of any 

temporal referent from which to judge his actions, interpretations, or 
the nature of his movement. This may be the very "referent" from 

which a majonty of Kafka's literary critics expand. 

When such readings of Kafka are critically addressed in this paper, 

however, it is not because they are viewed as incorrect interpretations. 

This would say nothing. It is rather firstly, that this pluralism may be 

seen as wholly indicative of the more encompassing extent of Kafka's 

ltterature to comprehend all forms of alienation. 1 In other words, 

Kafka's work may be coherently named, or typed according to a variety 

of literary, philosophical, theological, or political positions and 

orientations because it speaks from beneath all of them, from their base 
re/atiolls. Secondly, when we engage these readings critically (and at 

times, caustically), it is merely because we ask them (the critics) to take 

thelr theses to their respective limits. If there is one view most shared 

by Kclfka readers it is that writing for Kafka was a limit condition.2 To 

say that Kafka was a lonely and alienated figure, and that his work is 

depressing, for example, would not be incorrect. It would not be correct 
either. It would simply set the framework for a reading which 

identifies both but holds neither. Literature for Kafka, was an activity 

1 Takt'n from the tntroductory comments of Stanley Corngold in hls translation of 
Kafka's Till' Mt'tamorp}IOSIS, Bantam Books, NY, 1972, P xxii. 
~ In a It'tt~r to Felice, Kafka makes this clear: "You have to believe what 1 say about 
myst'If; whlch IS the self-knowledge of a man of 30 who for deep-seated reasons has 
several tlmes bl'en close to madness, th us reaching the hmits of his existence, and so can 
set' ail of hm'~t'If and what can become of him wlthin these hmits." (LF, p.275) 

4 



of excess. 3 Kafka articula tes this excess continuously throughout his 

life: "There is no having, only a being, a state of bemg which craves the 

last breath, craves suffocation"(D F, p.37). This is the work we 

experience in reading and re-reading Kafka. This is the terror of Kafka. 

It is the terror of stillness, a horrifying stillness which leaves the n~ader 

with nothing but pure intensities. This is the lift' of Kafka's work. It is 

the life of writing which cornes from the last breath, from one who 

knows writing only as "revealing oneself to excess". It is an exemplary 
existence which is poised at the limit, which craves the last breath. One 

is horrifyingly moved by Kafka's work because one is never afforded a 

contented breath of air, one can never rest in its concentrated stillncss. 

"1 think we ought to read the kind of books that wound and stab 

us ... "(L, p.16) This is the Kafka we experience. "Lonely", "ahenated" 

and "depressing" readings avozd rather than crave suffocation. They 

passively identify limits rather than actively engage in them. They are 

readings which are qui te sirnply lifeless, breathless, chokmg. 

Kafka wrote about architecture continuously. "My th", "form ", 

"function", "culture", "codes", "technology", its aU there. As 111 any 

building, you just have to look for it. If we were to read the surface of 

Kafka's fictions, we would find sorne of the most alluring 

constructions known to man: Titorelli's dematerialized artist's studio 

collaged into the atties of the courts; the subterranean gestural theater 

tucked within the foundations of The Castle; the labyrinthine der IJau 

of a burrowing rodent; the pristinely 'modern' Stoker's bed/ engl11e 

room; the kaleidoscopic series of stifling hallways and courtrooms of 

law officiaIs suspended within the rafters of an endless suburbia .... 

These constructions pxpose the reading to dizzying dimensions. 

Kafka's consummate concrete language lends such scientific precision 

to these spaces that we sit merely in awe over their tangibility. It 

would, however, be doing an injustice to ourselves, as weU as Kafka, if 

we were to test within this space, if we were to reify these literary 

constructions, without rnediation, into "architectura!" experience. 

3 And from an early letter to Felice: "Wntmg means revealing oneself tn exce~!>, that 
utmost of self-revelation and surrender, m which a human bemg, when mvo!ved wlth 
others, would feel he was losmg hlmself, and From WhlCh, therefore, he wIll alway~ 
shrink as long as he is in hlS own nght mind - for everyone wants to Itve as long a~ he I~ 
alIve ... "(LF, p.156) 
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Literary and architectural spa ce require much more subtle and 
poignant means of translation. 

Literature and architecture are no strangers to each other. They are 

both essential forms of human representation. This is not the place, 
however, to engage in debates over "representation". A plethora of 
literature exists in both media, dedicated to articulating distinctions 
between Platonic, Aristotelian, Renaissance, Enlightenment, or 
modern forms of mimesis. We will simply qualify our understanding 
of "rcpresentation" with the beHef that the prefix "re" presents an 
orientation to time, history and making which construes human 

artifacts only through infinite and critical processes of reading and 
narration. These are the intrinsic tools of both disciplines. "Copies" 
and "originals" in this framework are immediately consumed in the 
metamorphic wake of "re". 

Contcmporary lines of inquiry regarding architecture and literature 
build on their analogous concerns with narration, emplotment, 
characterization, structure, etc. They both share an inherent stake in 

language. For as long as myths have been orated and written, temples 
constructed in thetr reference and reverence, humans have recounted 
thcir existence in architecture and narration simultaneously. Indeed, a 

writer and an architect are as equally distinguishable as they are related. 
But Kafka was not interested in pales, or rather, he was interested in 

nothing but pales, pales as seen through the joints, the jigs, the 
monstrous relations which give polarities identity. To say that 

literature and architecture are related generally, is ta say that their 
processes of thinking, ma king and reflecting are analogous. Ta say that 

the sl'acc of Kafka and architecture are related is ta recognize in bath 
the significance of a joint, jig or mans ter . AB three are relational, 
translational and chiastic devices. They exist within the space between 

identifiable entities and subjectivities, and within architecture or the 

space of Kafka, they are most essentially the mediating elements of 
transition. Work which solicits the joint, jig or monster is work which 
solicits the 'active blank'. It is work which cannot be categorically 

defined, for it supports and denies aIl categories. How is one ta 

1l1'l'rotlcll such work which resists definition? Alas, the task of the 
reader! 
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Kafka had once referred to himself as a "writer in a body". Efforts in 

this study are primarily concerned with articulating this mode of 
existence. A "writer in a body" is a monstrous condition. It offers the 
image of a discontinuous self. And it is this self which is most 
intriguing. A self in transition is an unidentifiable self, one which can 

only be understood as a telationship, that is, as a joint, jig or monster. 
Initially, there might appear to be something unsettling about such a 
condition. Western history and aIl of its wondrous achievements has 
to its benefit the most substantial of all constructions, the reified self. A 
subjective self-thing which is disconnected from its world because it 
subjugates it. Modern virtues of self-preservation, and self
determination firmly project the solidity and soliloquy of such a self. 
Twentieth century literature and poetry's most prominent task has 
been directed at dismantling the foundations of this concrete self. 

What seems to take place through Kafka's monstrollS self, however, is 
less a dismantling, destructuring or deconstructing, than a simple 

crossing. The implications of this monstrolls self as a crossing are at 
the crux of this study and at the crux of any relations which may be 
drawn between literature and architecture, for it implies an 
understanding of an "individual's" relation to a work and a world 

which is not experienced dialectically but chiastically, as a relation ot 
infinite recursion and reversibility.4 Ultimately, this is the point in 

4 This IS the issue which will be repeated endlessly in various forms throughout thl~ 
study, that is, withm the fervent "contemporary" interest and need to ask the que~tJ(m, 
"How does one act?", one cannot slmply set out to develop "methods" of orienting one'~ 
actIons "responsibly" ln a world, from which, for instance, conventlOnal pohtlCal, 
social, or cultural structures are "subverted", "deconstructed" or "dismantled" ln the 
process, such orientations ironically yet Implicitly construct a dialectical relatlonshlp 
between an "individual" and a "world". And the resultant, ail to frequented and 
abused use of the term "alienation" describes "one selfs" fundamental relatlonship to a 
"world". We (and Kafka), on the contrary, focus our investigations on the behef that 
any notion of "one-self' already implicates "a world", and that the attention should be 
drawn to how one "self" simultaneously experiences and lIves through that 
implIcation. It is a relationship and experlence which we have identlfied a!> 
"chlastic" rather than "diaJectic". Donald Kunze introduces the implications of ~uch a 
relationship: "Chiastic structure is normally thought of as a verbal device that !>ort!> 
words and ideas in a mirror-like fashion, such as Pope's 'a wit with dunces, and a dunce 
wlth wits', leading to an ultlmate and problematic convergence of a character wlth its 
double. The [Greek letter] chi [X), also stands for the principle of paratactic, or 
monstrous, order whereby parts to be related are slmply juxtaposed without medJation 
into a fabulous being, such as a Chimera. The two ideas of chiasmus are connected, for 
both depend on the idea of conjunction as something involving a mystery and, for the 
logical mind at least, a catastrophe." Ç'A Teratology of CiVIC Space", an unpublished 
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crossing the boundaries of respective disciplines, not so that we may 
cohesively merge them, but so that we may communicate with one 
"individual's" relation to his/her work and world. 

The strength of both Kafka as a writer and Kafka's work cornes from 
the strength of this 'monstrous self as a crossing', for it displays an 
orientation to living, to thinking, to ma king, which tries not to arrest 
an essence, but approaches as a "veering around. Peering, timid, 
hopeful, the answer prowls around the question, desperately looking 

into its impenetrable face, following it along the most senseless paths, 
that is, along paths leading as far as possible away from the 
answer."(DF, p42) Kafka's "prowling around the question" betrays 
most characteristically his literary orientation. It suggests a course 
which remains in perpetuaI tension by c1inging not to what can be 
definitively stated through the hunt, but rather to the further 

metamorphic possibilities imminent within the question itself. "Why 
is it meaningless to ask questions? T 0 complain means to put a 

question and wait for the answer. But questions that don't answer 
themselves at the very moment of their asking are never answered. 
No distance divides the interrogator from the one who answers him. 
There's no distance to overcome. Hence meaningless to ask and 

wait."(DlI, p.131) That "distance" is essential to Kafka, for the 
"interrogator" (or writer) steps back to see that the question itself is 
what remains possible, and hence, in the transformations of the 
question, one finds possibilities of movement. This is, in fact, the orny 
possible movement for the 'monstrous self', which translated, reads as 

endless possibility. The monstrous self revels in metl.lmorphosis, exists 

paper, Penn State University) And where Kunze articulates the relation of chiasmus to 
architecture and "Teratology" (the study of monstrosities), Maurice Merleau-Ponty, in 
the unfinlshed fragments of The Visible and The 1:!visible, (trans. by Alphonso Lingis, 
Northwestern University Press, Evanston, 1968) initiates the equally profound 
implications of tlle clliasnr in relation to any articulation of human "identity" and 
"altenty" in the fourth section of this book entitled "The Intertwining - The Chiasm". 
For Merleau-Ponty, it is through the infinite reversibility of the chiasm that one finds 
the simultaneous contmuity and discontinuity of "self" and "other", the Immediacy of 
an "other" with the "same". It is this orientation to "self', which Merleau-Ponty 
develops, that mitially spawned the present interest of study in Franz Kafka's work 
into an articulation of a ",o~lstrous self as a crossing. And it is this notion of "self", 
which as we will see, was simultaneously the source of Kafka'~ greatest consternation 
and ecstasy in literature. 
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only through metamorphosis, and metamorphosis defines the 
essential movement of Kafka's fictions. 

We will spend most of our time on further extensions of both this 
movement of metamorphosis, and the elusive monstrOllS self within 
the context of Kafka's work. The implications of both address 
questions of reading and translating within any discipline, as weIl as 
issues of alterity, identity and temporality which inevitably arise when 
any human trial is approached. The first chapter introduces these 
issues by introducing Kafka and his understanding of an existence 
within literature. The experience of reading Kafka's work, as well as 
the roles that "experience", "expression", and "responsibility" play in it, 
initiate a glimpse into the monstrous condition of a "writer in a body". 

Chapter two looks specifically at metamorphosis as not just the 
characteristic movement of aIl of Kafka's work, but historically, as an 
activity which has perpetually confronted the nature of being human. 
We will concentrate on the metamorphic monsters of history as a 
context for the monsters of Kafka. This chapter is both the logistical 
and theoretical crossing of this paper. Two columns of inde pendent 

text run parallel to each other throughout. The left si de deals more 
specifically with Kafka, "monstrosity" and "metamorphosis". The 
right si de approaches the same issues historically, through Homer, 
Ovid and Apuleius. And yet, this form which is inseparable from the 
arguments presented, is given validity only by virtue of the temporary 
cmssings which necessarily take place at random through the reading. 
The intent was that through these historical hinges, figures may 
momentarily cross, time collapse for what cannot even be considered 
an instant and the more encompassing limits to a "context" of one 

individual's work may be experienced. Each column carries its own 
inde pendent narrative (albeit, infrequently and chiastically ruptured) 

which may be read in full without immediate reference to its parallel 

text. We suggest that the first reading take place in this way. 

From chapter two is revealed the workings of a monstrous self which 
in the last chapter is developed further through the double and 
bachelor figures, most prominent personalities throughout Kafka's 
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work. It is through the double and bachelor figures that Kafka's 
creatures take on further human form, in-the-flesh. 

One seems to always begin projects with reasons that don't tend to 
matter in the end. The original idea never remains static. And yet, 

hopefully what perpetuates is its simple hum of intensity. Kafka's 

work and the Hfe it emits is quite sim ply ecstatic. This is the source of 

the present study, and the hum remains. If that hum is transferred and 
translated to sorne degree, 50 that the ecstatic movement in the process 
of living and making, the ecstasy of reading, translating, and thinking 
through another's body of work in architecture is opened by the work 

of one writer, then the crossing has been worth it. 

10 



chaptor 1 
Reading Kafka 

hg 1 

EXPERIENCING KAFKA 1 KAFKA AND EXPERIENCE 

Some of Kafka's most disturbing constructions are those which 
confound or distort "primarily in a kind of breath-taking reversaI of 
the established relationship between experience and tllouglr t."~ 
Whereas thought provides a critical distance from the rich 
immediacies of one's experiences, the crucial dimension in articulating 
their relationship is primarily the proximity of that distance. In many 
of Kafka's aphorisms and short sketches from his diaries, this 

relationship is inverted in such a way that the story or aphorism takes 

place in what Arendt has called, a "thought-Iandscape, which, without 
losing in precision, harbors aIl the riches, varieties, and dramatic 

elements characteristic of 'reallife"'.6 

5 Arendt, Hannah, Between Past and Future, World Publishing Company, Cleveland, 
Ohio, 1963, plO. 
6 In discussing this "thought laJ'ldscape", Arendt refers to Kafka's aphorism (rom '''He'· 
Notes from the Year 1920"(GW p.160-61) in which a character (not even a man, but 
more c10sely akin to man per sei a timeless "He") is positioned between the strugghng 
forces of the future and the pa st: "He has two antagonists: The first pushes him from 
behind, from his origin. The second blocks his road ahead. He struggles with bath. 
Actually the first supports hlm in his struggle wÎth the second, for the flrst wants to 
push him forward; and in the same way the second supports him i/l his struggle with 
the first, for the second of course forces him back. But it is only theoretically so. For il 
is not only the two protagonists who al'! there, but he himself as weil, and who really 
knows his intentions? However that may be, he has a dream that sometime in an 
unguarded moment - it would require, though, a night as dark as no night has ever been -
lle 70ill sprmg out of the fîghting line and be prompted, on account of his experrence of 
suc;' warfare, as judge over his struggling antagonists." The fact that "he" exist!> 
within the gap between the past and future is a more perplexing condition than It may 
first appear. For, as Arendt notes, if one considers time in "historical or blologÎLal" 
terms, "gaps" in time do not exist. This IS crucial, for it is "only in so far as he thinks 
and that in so far as ["hE'''] is ageless ... does man in the full actuality of his concrete 
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But, what do such "landscapes" reveal? Are they intentional devices 
designed to maintain an author's obscurity? Or is there an attempt to 
articulate sorne relationship between "experience", "thought", and the 
"action" which takes place within these reversaIs? One frequently 
finds, for instance, in Kafka's figures, perverse associations between the 
characters' speech and their gestures. "Des pite the fact that these voices 

issue out of human bodies, it is hard' to conceive of the speakers as 
empirical personalities; the relation of intention to bodily gestures is 
too odd and incoherent."7 The following fragment from the diaries on 
October 26, 1913 figures weIl: 

"Who am 1 then?" 1 rebuked myself. 1 got up from the sofa upon which 1 had 
been IYlng wlth my knees drawn up and sat erect. The door, whlch led straight 
(rom the !otairway into my room, opened and a young man with a bowed head 
and searching eyes entered. He walked, as far as this was possible in the 
narrow room, in a curve around the sofa and stopped In the darkness of the 
corner near the wlOdow. 1 wanted to see what kind of apparit;on this was, went 
over and grasped the man by the arm. He was a living person. He looked up - a 
Iittle shorter than 1 - al me with a smile, the very carelessness with which he 
nodded and said "Just try me" should have convinced me. Despite that, 1 seized 
hlm 10 front by the vest and in back by the jacket and shook him. HIS beautiful, 
strong, gold walch cham attracted my attention, 1 grabbed it and pu lied down 
on It so tha! the buttonhole to which it was fastened tore. He put up with this, 
~Imply looked down at the damage, tried in vain to keep the vest button in the 
torn butlonhole. "Whal are you doing?" he said finally, and showed me the 
ve~t. "J ll!>t be quiet!" 1 said threateningly. 
1 began to run around the room, from a walk 1 passed into a trot, from a trot into 
cl gallop, every time 1 passed the man 1 raised my fist to him. He did not even 
look at me but worked on his vest. 1 felt very free, even my breathing was 
extraordmary, my breast felt that only my clothes prevented it from heaving 
glgantlcally.(Dl p.305) 

Our experience simply can't account for such short-circuited gestures. 
The discontinuities between intention and action, speech and gesture, 
distort the spatial and temporal framework which is commonly 
experienced in everyday movement. tilt is ha rd to conceive of the 
speakers as empirical personalities", because it is hard to conceive of an 
intentional action which confounds the intention. But then, 

intentionality is born of the distance which distinguishes thought and 

being live ln th IS gclp of lime between past and future."(Between Past and Future, p.13) 
ThiS aphorlsm will surface again , but the issue of a "thought landscape" which 
complicates thought and experience IS more immediately evident. 
7 Corngold, Stanley, Franz Kajkn: The Necessity of Form, Cornell University Press, 
Ithaca, New York, 1988, p.13. 
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experience. The characters appear to be a site for radicalizing that 
distance; that is, by magnifying the distance necessary for one to re
cognize thought and experience, Kafka constructs a critical gal' in 

which both clash in the absurdity of two discordant characters. What 
gives life to these preposterous personalities is the tension, the discon
tinuity, between their empirical worlds and a thinking which orients 
them in their gestures and actions. Hence, the appropria te opening 
line of this sketch, "Who am 1 then?". 

The space of Kafka is a space which resists the precipitous closure of 

experience with thought. Two implications immediately arise within 

such a space. First, in light of Kafka's question regarding the tension of 
the writing self and the bodily one, the activity of writing, as weIl, 
involves a tension; it is not a site for the immediate transcription of 

one's phenomenal reality. The writer does not circumscribe his every 

day experiences, and calI it literature, regardless of his/her "talent". 
What is at issue is the mediating space which allows thinking to oceur." 

Second, if the task of writing requires this essential distance, then the 

demand placed on the reader is no less essential. It is indeed a 
respol1sibility which, by necessity, belongs to the reader; for, in fact, the 
writer (as weIl as the work) only appears in 50 far as he is revealed 
through the conscious reader. 9 Kafka sees clearly the mutually 

responsible tasks of both the writer and the reader. In a diary entry 

from 1911, after reading the memoirs of Karl Stauffer-Bern, Kafka 
discusses this experience of reading.lo 

8 At one level, this recognition would immediately dispel readings which draw purely 
biographlcal sketches around Kafka's work. As Kafka himself once noted ln a diary 
entry after reading "The Judgment" to his sister, "My sister said: the house (in the 
story) is very like ours, 1 said: How? ln that case then, father would have to be Iivmg 
ln the toilet."(Dt p.277) 
9 A fundamental concern of this thesis involves an articulation of the role of 
hermeneutics in the "task" of reading. We aim to stress that this "ta!>k" I!> a 
responsibility, or ethos, which refers to the reader who, when asked the que!>tlon 
"what is an l1nread book?", responds with, "something that has not yet been 
written."(Maurice Blanchot, "Reading", Siren's Song, p.250) Blanchot knows very weil 
that "he (the poet) cannot, unaided, make the pure speech of beginnings bur!>t Forth 
from that which is at the source. Therefore, a poem is only a poem when it become!> the 
shared privacy of someone who writes and someone who reads, the passionately 
unfurled space of a mutual conflict b,etween speaker and hearer."(Ibid, "Mallarmé and 
Literary Space", p.llO) 
10 ft should be emphasized that thlS entry is in reference to the writer's "book of letters 
and memoirs", that is, a form of writing which is more readily regarded as 
"descriptive", and more immediately linked to the vitality of one's experiences Yet, 
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... One doesn't make him [the writer] one's own by main strength, for to do this 
one has to employ art, and art is its own reward; but rather one suffers oneself to 
be drawn away - thls JS easlly done if one doesn't resist - by the concentrated 
otherness of the person writing and lets oneself be made into his 
counterpart.(emphasis added - below, to be abbreviated by "e.a.", DI p.173) 

As he continues with the discussion of the Stauffer-Bern memoirs, 
Kafka further reveals his understanding of "experience" and its 
relation to the writer, in the activity of "description". Hence, as one is 

"brought back to oneself by closing the book", 

only later are we surprised that these experiendt~ of another person's life, m 
spite of their vividness, are faithfully described in the book - our own 
experience mcltnes us to think that nothing in the world is further removed 
from an experience (sorrow over the death of a friend for instar,.-:e) than its 
de~crJptlOn (DI p.l74) 

This is a fascinating fragment. Like much of what is Kafkan, its 
apparent transparency is quickly confounded upon closer inspection. 
The first half of the entry, for instance, appears slightly unstable by the 

intersecting phrase "in spite of their vividness". In fact, the "in spite 
of" seems contradictory to the "vividness" which distinguishes 
experience. If one was to simply replace "in spite of" with "in aIl of", 
the sentence would read, "Only later are we surprised that th..?se 
experiences of another person's life, in aU of their vividness, are 
faithfully described in the book", and the transition from "these 
experiences" and their ability to be "faithfuIly described" is a rather 
smooth one. Our "surprise" in this case would refer to the author's 

raw al,ility to truthfully represent his experiences. 

Yet, "in spite of their vividness" complicates matters. What is 

suggested is that the "vividness" of the author's "experiences" within a 
book are distanced from the "vividness" of the author's own temporal 
"experiences" in daily life; more precisely, what is suggested is that 
"description", for Kafka, connotes something very different within 
literature than a direct transcription of the author's empirical reality. If 

as we will see wlth Kafka, he had a profound rnistrust in using language as a tool for 
emplrical self-reflection, Writing for Kafka was not an exercise ln "self-help": "For 
the last tlme psychology!" (GWC, p.180) He once referred to psychology as a dog 
chasmg Its tai!. Consequently, we find his letters and diaries hold as equally a fictive 
position in his oeuvre as dû his stories and novels. 
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read this way, our "surprise" is not with the author's ability to 
"faithfully" represent, but rather "in spite of [such] vividness", we are 
surprised at the space which the work distingllislles Ira 111 "our 
experiences". The second half of the paragraph confirms this; that is, 
because "our own experience inclines us to think that nothing in the 
world is further removed from an pxperience ... than its description", we 
are able to see that writing must entail something at/zer than 

"faithfully describ[ing)" our experiences. Yet, it confirms this only if we 
have recognized the reversaI which takes place in the first half of the 
sentence with "in spite of their vividness". If we have passed over 
this, unaware of the distinction in "experience" which Kafka is 
implying for the domain of writing, then the second half of the 
sentence ironicaIly confirms the opposite, that is, because "our own 
experience inclines us ta think that nothing in the world is further 
removed from an experience ... than its description", we are "surprised" 
in the author's ability ta dely our awn experience, by "faithfully" 
representing "an experience" with "its description". 

This is the task and wonder of reading Kafka. Although this IS an 
apparently simple diary entry, hardly conceived on Kafka's part to 
induce such, if any, scrutiny, like aIl of Kafka's work, it begs ta 11e inter
preted. Il The unsettling degree of straightforwardness and apparent 

contradiction together in aH of his writings have prompted n'aders and 
critics to endless exegeses, and have subsequently produced a plethora 

of Kafkas in the process. Yet, there are common threads of thought 
which weave through these interminable tomes. One very frequent 
reading of Kafka's work dwells in its "immediacy", that is, in the ane
to-one correspondence between Kafka's consummate language and its 
meaning. Readings of this nature see Kafka himself as the focus of his 
domineering constructions and tend to terminate with synthetic 
descriptions of the work (and author) such as "nihili stic " , "hopeless", 
"totalitarian"12. Yet, in doing so, the y consequently reach "a kind of 

11 As Albert Camus once put it so tersely, "The whole of Kafka'!> art con!>lst!> in 
compelling the J'eader to re-read him." The My th of Sisyphus, trans. by Justin O'bnen, 
Vintage Books, New York, NY., 1955, p.92. 
12 One such reading may be found in Peter Heller's Dialectics and Nihilism : Essays on 
Lessing, Nietzsche, Mann and Kafka, University of Mass. Press, 1966. "He [Kafka] was 
as gray as ashes, a jackdaw longing to vanish among the stones, to disappear, tn 
die."(p.231) 
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opacity of which he (the reader) 1S unaware"13. A second familiar read

ing succumbs to the work's "paradox".14 Such readings lie contented in 

a deferral of the present in light of future of possibilities, and hence 

remains always "exc1uded from the dark whose tell-tale light it (the 
work) iS"IS. These are, of course, generalities, yet they are emphasized 

merely ta situate a reading which may be initially guided by that "dark 

whose tell-tale light", and recognize the demand which the unsettling 

mix of immediacy and contradiction places on the reader. One may 
even glimpse that in Kafka 's work, one finds the hermeneutical site. 

But, let us return to Kafka, in fact, let us return to that same diary entry. 

The striking element, a3ain, is Kafka's term "experience". We have 

alread y suggested a distinction which Kafka maintains between one's 

temporal "experiences", and the writer's "descriptions" within the 

"book", yet Kafka uses "experience" in another way in this entry, that 

is, "experience" in the sense of "knowledge" - of that which we have 

attained through our "experience", and can reflect upon. It is when he 

writes "our own experience inclines us to think ... ", that "experience" in 

this sense is that which not only "inclines us to think", but also 

inclines us to act, or move in sorne oriented fashion, whether in 

thought or writing. 

If our letters cannot match our own feellngs ... if even at our best, expressions Iike 
"mdt:'scnbable", "inexpresslble", or "50 sad", or "50 beautiful", followed by a 
rapid Iy collapsmg "that"-cJause, must perpetually come to our assistance, then 
a~ If ln compensation we have been given the ab il it y to comprehend what 
anntlwr person has wntten with at least the same degree of calm exactItude 
wlllch we lack when we confront our own letter writing. 

He concludes with, 

13 Blanchot, "Readtng Kafka", Siren's Song, p.23. 
U For inst,mce, the book Parables und Paradoxes contains a series of writings by Kafka 
which were never organized by the author personally, but compiled and edited by 
Nahum N. Glatzer. The origmal version of this collection appeared under the title, 
T'ambles in 1935. Additional material was included in the Glatzer edition, and with 
It, the I/,terl'retzve tltle of Pnrables and Paradoxes was deemed appropriate by the 
edltors. We will see how important issues of the "appearance", "name" and "form" of 
Ka(ka's pubhshed works were to hlm, hence how inappropriate this editorial slight of 
hand wou Id have been for Kafka. 
15 Blanchot, "Reading Kafka", Siren's Song, p.23. 
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Our igno!'dnce of those feelings whlch altemately make us crumple up and pull 
open again the letter in front of us, this very ignorance becomes knowled~e the 
moment we are eompelled to hmit ourselves to this letter, to belteve only what 
It says, and thus to flnd It perfectly expressed and perfeet in t:'lI.preSSlOn, a:. IS 
only nght, If we are to see a c1ear road lOto what IS most human 

What begins to surface because of these "indescribable expressions" is 

that "we have been given the ability to cornprehend [not onIy] what 

another person has written", but we have aiso been afforded, "as if in 
compensation", sorne knowledge of our own writing, in fact, an 

"ignorance" of our own writing. Yet it is the very fact that we are 

ignorant of an appropriate "expression" of those experiences, that we 

come to see that writing, which is "perfectly expressed and perfect in 

expression", rnaintains a discontinuous position in relation to the 

immediacy of one's "feelings". But, what is equally important is that 

this "ignorance which becomes knowledge the moment we are 

compelled to lirnit ourselves to the letter, to believe only what it says", 

puts into question the "experience" or knowledge which had 

previously "incline[d] us to think". For, it is because we have been 

"inclined to think" (and act, as we shaH see with Kafka's characters) 

through this "experience", that we have come to know sornething 
other than "our own experience which inclines us to think"16. 

16 Kafka's concern with "experience" reflects the interminable tensIOn of "a wntcr ln a 
body". By Imphcation, this concem also reflects a critique of an attitude which seeks tn 
arrest "experlence" 10 order to render ItS essence Immediate and applicable to the 
orientatIOn of one's actions. It is in the very nammg of an expertence as ~uch, that wc 
come to lose it "Each time we want to get at it immediately, or lay hand~ on It, or 
circumscnbe it, or see It unveiled, we do in fact feel that the attempt IS mlsconcelved, 
that it retreats in the measure that we approach. The explication doe!l not glve us the 
Idea Itself; it is but a second version of it, a more manageable derivatlve."(Merleau
Pont y, MaUrice, The Visible and the InVisible, p.150) Kafka wrote fluently of thl~ 
condition, especially in his diaries: "1 have never understood how il is possible for 
almost anyone who writes to objectif y his sufferings in the very midst of suffering them, 
thus 1, for example, m the mitjst of my unhappmess - my head, say, still on fire wlth 
unhappmess - Slt down and write to someone. 1 am unhappy. Yes, f can even go bpynnd 
that and with the various flourishes 1 might have talent for, ail of whlch 5eem tn 
have nothing to do with my unhappmess, ring simple, or contrapuntal or a whole 
orchestration of changes on my theme. And it is not a lie, and it does not still my paIn, 
it IS slmply a merciful surplus of strength at a moment when suffermg has raked me to 
the bottom of my being and plainly exhausted ail my strength. But then what klnd of 
strength is it?"(translation taken from Stanley Corngold's Fale of the Self, ColumbIa 
University Press, New York, 1986, p.l63, in whlch he discusses thls passage .n great 
detail. A slightly different translation can be found in Diaries 1914-1923, Schocken 
Books, New York, 1948, pp. 183-184) One may provisionally see for Kafka the dilemma 
mherent m the act of naming one's experiences. 

17 



But, from where does writing emerge if not from ~he author's ex

pression of his experiences? What is the author to convey, if not 

himself? Many Renaissance to Romantic efforts called on the "noble 

urge ... [of] Inspiration"17, for the writer or artist was understood to be 

imbued with an innate genius, or talent, and writing issued from an 

expression of his/her own inner being. "Experience", in this context, 

fuels an ~uthor's inner fires, and becomes the point of departure from 

which writing is born; and hence, writers 

exert ail thelr artlstry ln trymg to communicate real expenence, and are artlsts 
precisely ln so far as they are able to fmd an equivalent - m style, imagery, 
pl(lt~ and words - th al will en able us to participate in a vision simIlar to their 
own But unfortunately, it 15 not as simple as that The ambiguity is that of the 
tlme whlch is here mvolved and whlch enables us to say and to feel that the 
Image expressing the experience IS, at a given moment, present white in fact 
~uch a presence IS foreign to any kind of present, indeed abohshes the present in 
whlch lt seem~ to partlcipate.18 

"Characters", in light of the se romantic experiences, are often taken to 

be an expression of the many facets or dimensions to the interiority of 

the author, and "'1 have something to say', is ultimately, at its simplest e level, the artist's relation to the work's urgency."19 

If writing is to "arrive at that freedom of true description which 

releases one's foot from the experienced"(DI p.100), then the writer 

must come to terms with the wisdom that "fiction creates a distance in 

he who is writing, a gap (itself fictional), without which he could not 

express himself. "20 Hence the enigmatic "gap" of a "writer in a body". 

And as the above diary entry had suggested, it is only through the 

"concentrated otherness" of an other, that the work even begins to 

exist. It is within the reading itself, within the reversais and ever

transforming rhetoric which we provisionally define as "Kafkan", and 

whose "dark, tell-tale light" incites us to look closer, to read, and to re

read, that we even touch upon what could be understood as an ethicnl 

experience. The stakes are in fact high for the reader who takes this 

responsibility lightly; as high for the reader as they are for Kafka's 

"heroes". 

t7 B1c1nchot, SirCII 's Song, p 4. 
t8 Ibid, "The Siren's Song", p,65. 
t9 Ibid, "A happy end is out of the questton", p.48. 
20 Ibid, "Kafka and Literature", p.38. 
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THE TRIAL and Experience 

One of those heroes is Joseph K, the Bank clerk who "was arrested one 

fine morning"(T p.l). But, is the narrator, who appears to know as 

much about the incident as K, being sarcastic with the phrase "one fl1lc 

morning"? Or is this just a harmless euphemism? Such pleasantries 
appear not only inappropriate at a time like this, but mocking as weIl. 

Before this has happened, however, the reader learns that, "Someone 

must have been telling lies about Joseph K., for without having done 

anything wrong he was arrested one fine morning."(T p.l) The plot of 

the story only begins after this opening statement. Aithough the 

narrator appears to always be at a similar level of consciousness as K. 

throughout the nove!, this opening statement cornes from a 
consciousness somewhere ahead of the novel, before it starts. The 

narrator has definitively established the strange encounter (at Ieast for 

the reader and K.), which has yet to take place, within the categories of 

a common civil court. His very specifie choiee of the word "arrest" tu 
define the as-yet encounter reveals a consciousness other than that of 

K.'s whieh confidently, yet strangely, assumes (or establishes) K.'s own 

interpreta tion of the forthcoming events as explained through the 

metaphors of a court, a trial, a judge, and a jury. Such a consciousness 

would tend to reveal the euphemism of "one fine morning" to be 

closer to a sarcastic snicker, an ironie twist of the knife which wouid 

eventually pierce K's heart. 

But what put'pose could sucit a narrative consciousness serve? It is 

indeed a distinction only given to the narrator at the beginning, for 

after that first sentence of the nove!, the narrator is a veiled and nearly 

compatible consciousness with K.. Yet, in this moment before the 

novel has begun, an "arrest" is revealed in the absence of an 

accusation, which takes not only K., but the reader off guard; and the 

absurd temptation, uttered in its matter-of-fact tone, is "impossible to 

resist, because it is at the beginning and we are disarmed."21 But, then, 

21 Corngold, Franz Kafka: The Necessity of Form, p 224 Corngold offers great In!llght 
Into thls open mg scene of Der Prozess, implications of which suggest the nove! eXI!lt!l 
perpetually in the metamorphosis of its beginnmg. 
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isn't such resistance (for K. as weIl as the reader) a matter of life or 
death? What is fundamentally questioned, in this anticipation of a 
narrative, before i t has even become an issue, is the very locus of the 
absurd power from which this "trial" will proceed. 

K. is pondering the presence of the strange man who has just entered 
his room. When he asks who the man is and if Anna would be 
serving K. 's breakfast, the man responds, after consultations with an 
unseen character through the door, that "It can't be done". After he is 
told of his "arrest" by this "inspector", K. finds that the man has no 
knowledge of K. having ever been accused. K. wonders whether this 

may simply be a practical joke being played on him by rus colleagues in 

the Bank because it was his thirtieth birthday. WeIl, if such were the 
case, he knew how to handle this incident. He would not make the 
mistakes he had made in previous situations of a similar nature with 
his friends, where he had behaved with "deliberate recklessness". 

Although it was not u~ual for him, this time he would "learn from 
experience"(T p.4), and play this charade - if that's what it was - out to 
the end. Besides, if it wasn't a charade, and he was guilty of sorne 
offense, then his case would surely be carried out in the most judicious 
manner. 

The issue of K.'s own "experience" surfaces again, this time with 

greater force in the chapel with the priest just "Before the Law", and 
Just before the end.22 K. hopes he may gain assistance from the priest 
for his case, yet the priest tells him that he "cast[s] about too much for 
outside help". After reading the scripture of "Before the Law", K. 

immediately responds to the reading and concludes that the 

doorkeeper had deceived the man from the country. The priest 
proceeds to defend the door keeper as a man of duty. K. vehemently 
disagrees, for the doorkeeper's dut y "might have been to keep aIl 
strangers away, but this man, for whom the door was intended, should 

have been let in." The priest tells K. that he has not enough respect for 
the scriptures and that he is altering the story, for what is important to 
maintain in a daim of deceit with the doorkeeper is that there was a 
contradiction in what he had told the man. His first statement was that 

22 Please refer tn the eplgraph for a transcription of "Before the Law". The following 
dl~cussllln assumes the reader to be weil versed in the scripture. 
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he could not admit the man at the moment, his last statement was that 
the door was intended only for the man. There is no contradiction in 

the two statements. In fact the first implies the second. K. is 
momentarily silent then asks, "50, you think the man was not 
deceived?" The priest quickly retorts with, 

"Don't misunderstand me, l'm only showing you the various options concerning 
that point. Vou must not pay too much attention to them. Tire scrtptllres are 
unalterable and the conmrents often enough merely express the commentator's 
despatr.(e a)" 

He then continues with the second interpretation which daims that in 
fact it was the doorkeeper who was deluded. "That's a far-fetched 
interpretation", said K. "On what is it based?" "It is based," answered 

the priest, "on the simple-mindedness of the doorkeeper." He knew 
nothing of the Law from the inside, only the way to it. Besides, it was 
the doorkeeper who was subordinate to the man. The man from the 
country was free. He came of his own free will and stayed of his own 

free will, whereas the doorkeeper was bound, a slave, bound to his gate 
and bound to the man for whom he had to wait, bound in fact, w1til 
the man died. The doorkeeper was a slave. "A bondman is always 
subject to a free man." In fact, the doorkeeper was at the man's service 

even before the man had arrived at the gate - "he had to wait on the 
man's pleasure, for the man came of his own free will." Hence, one 
could say that "for many years ... his service was in a sense an empty 

formality." The doorkeeper is deceived because of his given inferior 
nature. K. tends to agree that now the doorkeeper was deceived, but 
that still doesn't rule out rus original daim that the man was deceived 
as well, for if the doorkeeper was deceived in his ignorance, "then his 

deception must of necessity be communicated to the man." 

A third interpretation daims that it is simply not possible to pass 

judgment on the doorkeeper, for he has been appointed by the Law, 

and to question the doorkeeper was to question the Law. The 
doorkeeper cannot be judged because he is not of this world, "he 
belongs to the Law and such is beyond human judgment." And in the 

penultimate ex change of words, 

"1 don't agree with that point of view," said K., shaking his head, "for If one 
accepts it, one must accept as true everything the doorkeeper says. But you 
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yourself have sufficiently proved how impossible it is to do that." "No," said 
the priest, "It is not necessary to accept every thing as true, one must only accept 
It as necessary." "A melancholy conclusion," said K. "It turns lying into a 
un iversal prmciple:'23 

What can be definitely said in light of this apparently open but equally 
closed form of discourse? Let us return to the three interpretations. 
The issue which incites each interpretation is "deception". 
"Deception" implies a dialectical construct of a deceived a"1d a deceiver. 
UnW the end, what remains consistent in each interpretation, is that 
the question of the "deceiver" is always in reference to the doorkeeper 
and never faIls on the man's shoulders. Even when the argument is 
put forth that it was in fact the doorkeeper who was "deceived", it was 
because of "is "simple-mindedness", his ignorance of the interior as 
weIl as his subordinate position which made him prone to sel/

deception. The interpretations revolve around the guilt of the 
doorkeeper as "deceiver". What rem;tins unquestioned for K. is the 

man's innocence. 

Yet, what was the purpose of recalling this specifie scripture in the first 
place? It is provoked by K,'s "delusion": 

"You are very good to me", said K. They paced side by side up and down the 
dusky aisle. "But you are an exception among those who belong to the Court 1 
have more trust ln you than in any of the others, though 1 don't know many of 
them" "Don't be deluded," said the priest. "How am 1 being deluded?" asked 
K "You are deluding yourself about the Court," sa id the priest. "in the writings 
which preface the Law, that particular de\usion is described thus' before the 
Law stands a doorkeeper."(T, p.213) 

He then proceeds with the scripture. K. immediately draws an affinity 
between the man from the country and himself. K. sees the man as the 

victim, by assuming his innocence from the start, and proceeds to seek 
out the victimizer. Yet, in this first step he has already forgotten the 

priest's initial intentions for the scripture: it was to de scribe that 
"particular delusion" which belonged to K. For it is not that the Court 

has deluded K. which 1T1akes the scripture relevant, but that it is K. 
who is deluding ',imself about the Court. What the priest suggests as a 

23 Ncccsslty, for Kafka, underlies man's relation to the Law. It is important to note that 
the necesslty of the Law (in ail its physical and metaphysical forms) is a temporary 
human construct in light of the law which is essentially unknown to man. 
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preface to the scripture is that K. is in fact the "deceiver" who deceives 
himself. 

This sheds a very different light on the assumed innocence of the man 
from the country. For it would appear that in fact the man is guilty of 
his own deception. What such a deception suggests in light of the Law, 
and more precisely, "admittance", addresses the scripture most directIy. 
If we remember that the delusion itself is "described thus: before the 
Law stands a doorkeeper. ", then the scripture which follows this 
statcment attempts to construct that very paradigm, that very delusion. 
Hence, the physical construction described in the scriptures, which we 
read as a passage way, sectioned by a hierarchy of doors, and guarded by 
increasingly powerful doorkeepers, ultimately culminating in the 
entity of "the Law", is sim pl y a construction of the man's conception, 
or rather "delusion" of the Law. The question of "admittance" simply 
follows as a by-product of that delusion. What the man from the 
country is refused is not "admittance", but rather, Itis own 
COn'iciOIlSness; and it isn't the "Law" or the "doorkeeper" who refuses 
the man this consciousness, but rather, it is the man hirnself - who 
"strives to attain the Law" - who implicates himself, who is the guilty 
one. It is, in fact, the man from the country who is, himselj, the locus 
of Itis oum condemnation. Again, the reversaI is as near as the reader 
is aware. 

It is this locus of power in the scripture as weIl as in the events of the 
novel, which requires further questioning. If we return, therefore, to 
our initial concerns with K.'s actions informed by his "experience" in 
the opening moments of the novel, we find that by the time he reaches 
the priest in the chapel, his "delusion" has reached inconceivably 

arrogant heights. 

"It may be that you don't know the nature of the Court you are servtng."(sald 
K) He got no answer. "These are only my personal experiences," said K There 
was still no answer. "1 wasn't trying to insult you," sald K. And at that the 
priest shrieked from the pulpit: "Can't you see one pace before you?"(T, p.211) 

This is the climax of the novel - but then, 50 was the first sentence. 

Guided by his "personal experience" (which is, quite succinctly, K.'s 
form of llnqllestionable and llnmediated historical knowledge), K. 
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cannot help but define his own guilt by constructing his own trial and 

verdict. 

In the end, we see the beginning. The locus of power in the nov el 
which crities greatly "ssociate with the "Law", represented by the Courts 

and in turn represented by their appomted officiaIs; this omniscient 
and indifferent force which represses K., appears to stem from a far less, 
and at the same time more obscure source. The apathy of the officiaIs, 
in fact, is an absurdly excessive one: they are literally indifferent. The 

description of the official who first enters Joseph's room (who we later 
find out is named Franz!), is simply comie: 

He was shm and yet weil knit, he wore a c10sely fitting black suit furmshed 
with ail sorts of pleats, pockets, buckles, and buttons, as weil as a belt, like a 
tour/sl's outfll, and ln consequence looked emlnently practical, though one could 
not qUlte tell what actual purpose lt served.(T p.l, e a) 

The "officiaIs" actually tell K. that he is free to move about as he 

pleases. Is this an indication of a sadistic pleasure enjoyed by the 

invisible will of this exterior force? Or should one not take their 
indifference seriously?24 

K. is sirnply incapable of comprehending that the force which 

continues to oppress him is the weight of his own unmediated 
"experience". The omnipotent and invisible force which appears to 

hover over the pages of this novel, originates not in an invisible and 
inaccessible orb surrounding K., but it originates with K. himself. The 

mechanisrns of the Court are extravagantly impartial, and one must 

not accept them as true, "one must only accept them as necessary"; and 
they rernain as such until the end, until K. is granted, almost 

mercifully, his self-inflicted verdict. Readings which see the Courts as 
t Ile paradigm for aIl modern bureaucracies which hold K., and by 

association Kafka, in their aIl powerful clutches, slight the significance 
of a fictional poli tic which stresses a more (and simultaneously less) 

2~A simllar ultlmate indlfference may be found in the presence of the Castle. As Emrich 
notes, " When K. looked at the Cast le, il seemed to him at times as if he were observing 
someone peacefully sitting there gazing before him, not as one might suppose, lost in 
thought and guarding hlmself 10 thlS way against everything, but free and 
unconcerned ."(Frmlz Kafka, trans. by S.Z. Buehne, Frederick Ungar Publishing Co., 
t 968, p.134.) 

. 24 



enigmatic source from which technocracies brea the , oneself. Such 
readings are blinded from Kafka's actual "flair for bureaucracy, his ear 
for family language, and his flaneur' 5 sense of the humbling ugliness 
of places in the city where business is done."25 Kafka received his 
Doctor of Jurisprudence degree from German University in Prague on 
June 18, 1906, and worked as a high ranking "official" in the Worker's 
Accident Insurance Institute from 1908 until his retirement in July of 
1922. He has been described as the "expert on power"(Canetti). K. is the 
testament to that expertise. 

50 far this reading of The Trial has focused greatly around its 
beginning. The first sentence do es not encompass the novel, it merely 
establishes an orientation for its "hero". But, if this initial reversai 
slips past the reader as it did with Joseph K., then the reader is equally 

implicated in the offense, and hence equally condemned. Readings 
which tend to sympathetically align themselves with K. and the 
injustices that he faces, meet a similar quandary as K., for they see the 
evil force as an elusive ether that surrounds and oppresses him. Yet, 
pit Y for K. is pit Y for oneself. K. is the readfr's worst enemy. K. is 
humanity's worst enemy; he is the archetypal sllbject, and by 
implication (and this is the crucial point), so is the reader that 
unquestioningly empathizes with K.-as-victim, and naively mourns 
his death. As Stanley Corngold so poignantly notes, " .. .in fact, aIl 
subjectivities are alike in their ignorance."26 Kafka's own words on 
the se characters are enlightening: 

Ali these fme and convincing passages always deal with the fact that someone 
is dying, that it is hdrsh for him to do, that it seems unjust to him, or at least 
harsh, and the reader is moved by this, or at least he should be. But (or me, 
who beheve 1 shaH be able to lie contentedly on my deathbed, such scenes are 
secretly agame; indeed in the death enacted, 1 rejoice in my own death, henŒ 
calculatingly exploit the attention that the reader concentra tes on death, have 
a much clearer understanding of it than he, of whom 1 suppose that he Will 
Ioudly lament on his deathbed, and for these reasons my lament is as perfect as 
can be, nor does it suddenly break off, as is likely to be the case with a real 
lament, but dies beautifully and purely away. (DU, p.l02) 

2SComgold, Franz Kafka: The Necessity of Form, p.3. 
26 Ibid., p.305. 
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K., as a character of Kafka's, harbors one possibility of existence, in fact 

his most "deadly possibility"27. The Court is merely the necessary tool 
for K. to carry out his own sentence. K. is guilty before the narration 
begins. What is 50 fascinating about the character K. is that through the 

construction of an excessive or extreme willing subject, whose project 
radically affirms the facticity of his self, what ironically emerges in the 
process is the space of fiction. Hence, the further perplexity of the 

reader who feels the reality of K.'s futile 'strivings, for this reality is a 
radicalized fact become fiction, and to lose oneself in the facticity of K.'s 

plight is to lInquestionably, although innocently, both miss the point 
and confirm Kafka 's ironic chuckle. As Kafka had once noted, in 
comparing the hero of Der Verschollene,28 Karl Rossman, and Joseph 

K., the hero from Der Prozess , 

Rossman and K., the mnocent and the guilty, both executed without distinction 
ln the end, the guilty one wlth a gentler hand, more pushed aside than struck 
down.(DII p 132) 

ln the last scene of Der Verschollene, Karl Rossman (literally) rides off 

into the sunset on his way to "The Nature Theatre of Oklahoma", 
where "Everyone is weJcome"(A p.272).29 Unadulterated freedom is 

what the ironie Nature Theatre of Oklahoma guarantees, and in Karl's 

"innocence" Kafka finds his guilt, and subsequently is "executed 
without distinction in the end".30 

27 Ibid., p.24fi 
211 Or more commonly entitled Amerika, as deemed equally appropriate by Kafka's 
fnend Max Brod, who edited and published the nove!. Der Verschollene, as Mark 
Anderson notes, "defies any simple English translation: in German it indicates an 
unnamed person who has got lost in obscure circumstances, and who's existence hangs in 
doubt ThiS loss is often the result of an accident (ship passengers lost at sea are 
vt.'rscl/Ollen) and can refer to persons as weil as objects ... etymologically, the titlE' 
su~gests a progressive silencing (from the verb verschallen, 'to die out')." Kafka's 
ClOt/II'S' Omament and Aestheticism in the Hapsburg Fin de Siècle, Oxford University 
Pres!>, NY, 1992, p.104 
29 Karl IS informed of this opportunity by a suggestively ironie placard posted on a 
street corner which read, "Till' Oklahoma TI,eatre will engage members for its company 
today at Clayto" mce-course from six 0 'c1ock in the morning until midnight. The great 
Theatre of OklallOI/Ia calls you! Today only and never again! If you miss your chance 
11011' yOIl miss It forl'ver! If you think of your future you are one of us! Everyone is 
welco/llc' If yOIl wnnt to Ile an nrtist, join our company! Our Theatre can find 
c"'l'loymCPIt for l'VL'ryonl.', a placl.' for everyone! If you decide on an engagement, we 
COtlgratlllntl' yOIl I/l're and now! But hurry, 50 that you get in before midnight! At 
twe/Vt' 0 'clock tlll' doors will be shut and never opened again! Down with ail those 
wllO do 'lOt /ltllf."l'I' mils! Up, and to Claytonf" 
10 "Guilt" and "innocence" are made into dialectical constructs for K. and Karl. 
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It is precisely the facticity of Kafka's "heroes" and their journeys, that 
his novels question. Within Kafka's understanding of one's "never 
ending compulsion to think,"31 one sees his heroes as sim ply incapable 
of thought; that is, incapable of the fietional gap which distinguishes 
the proximity of a distance with one's "experience", and whieh is 
necessary for thought (or action) to exist. 

Brod's oversight in the re-titHng of Der Verse/tOUene as Amerika 
ironically focuses, by default, on a distinctive and pervasive element of 
that "fictional gap" within Kafka's work (and especially his novels). 
Brod's title provides a definitive geographical and temporal landscape 
for the "action" of the novel to take place. But, as mentioned earlier, 
what is most apparent in aIl of Kafka's work is the non-specificity of his 
"thought landscapes", His characters move through timeless and un

presentable spaces. Karl's landscape is no different. Brod's Amerika is 
not Karl's Amerika. Karl arrives in New York to the image of a statue 
of liberty holding a sword rather than a torch: 

The arm of the sword rose tlp as if newly stretched aloft, and round the figure 
blew the free winds of heaven. (A, p.3) 

Temporal and spatial disjunctions traverse the novel. The "rising 
country" on the immediate outskirts of Manhattan c1imb to 
mountainous heights enabling Karl to see an impossible "panorama of 
New York and its harbor"; a five story high "Hotel Occidental" in the 
town of Rameses has thousands of employees, and thirty elevatorsi a 
"Httle country house in the neighborhood of New York" is 
"surrounded by high walls and guard dogs" and slowly unveils itself as 
an endless Gothie labyrinth of unlit and drafty hall ways connecting 
marble chapels and decadent bedrooms; Karl pays for a meal in pounds 
rather than dollars; even the "Oklahoma" of "The Nature Theater" is 
spelled "Oklaha.ma" .32 The specificity of place is immediately 

31 Kafka, Great Wall of China, p.154. 
32Anderson has meticulously pointed out many of these temporal and !)patial 
discrepancies In Der Verschollene, and notes that only in Kafka's original manuscript 
for the novel can be found "Oklah.a.ma". In every translated edttion we have round, 
"Oklah,Q,ma" appears, as an obvious "correction" made on the part of the translator!) 
and editors. He also points out that at another point in the original manuscript, Kafka 
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consumed in timeless obscurity. It is through this unidentifiable space 
that Karl maneuvers and passes in and out of the lives of those he 
encounters,only to be repeatedly cast out. America is, in fact, the same 
as the homeland from which he was similarly cast out of all familial 
and traditional structures by the illegitimate child he fathered after the 
family's maid seduced and raped him. Except for brief moments 
through his journeys, Karl's past is severed from his present (the only 
connections he has are his father's suitcase and a photograph of his 
parents, and they are eventually lost throughout the story). What is 
most disturbing and captivating about Kafka's work appears through 
his essentially inhuman characters, constructed and articulated with 
scientific precision, who ironically read as all too human. With no 
past, with no fOlindation, Karl is incapable of orienting himself, 
incapable of reflection, of memory, incapable of acting. By the 
construction of fictional character who is essentially flawed, essentially 
in-human, Kafka places a wholly astounding creation before the reader: 
a being which is totally discontinuous with the world and its 
experience. And we still continue to "relate" to Karl? Kafka's heroes 

are formless, and severed consciences incapable of thinking and acting 
as they pass through an endless present devoid of pa st or future. 33 

In Kafka's heroes, one finds not specifically a "modern" condition, but 

rather the question of a human/in-human one - that is, provided we 
have in mind a lwmanity which has always been affirrned through 
"meta" levels of existence - one in which any foundations from which 
human actions may be judged are absent.34 The question remains, 
therefore, what form of human, what form of self may be conceived 
within such a condition? There is indeed a necessity of such a form. 

wrltes of a bridg~ which spans the east river from "Manhattan to Boston". The editors 
have agam "corrected" that to "Brooklyn". Knfka's Clothes, pp.111-112. 
U "Kafka's characters are temporarily fiat - eut out of a historical continuum and 
presented to us as isolated, tantalizingly vivid, but finally opaque objects of 
interpretation." Ibid, p.l07. 
14Glanni Vattimo's work, for instance, articulates this condition quite comprehensive
ly It places us tenuously, yet acceptingly, in our newly fitted, post-historically sole
less shoes, but leaves the question of "action" up to the "individual". This is the point 
of departure for Kafka, where he, in effect, steps in. 
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SELF AND INTENTION 

Sorne of the more disturbing experiences in studying Kafka emerge as a 
result of liberties taken in the translation and collation of Kafka's work 
by various editors, including one of Kafka's closest friends, Max Brod. 
The world is forever indebted, of course, to Brod for ma king the 
difficult decision to publish his friend's work after his death. But 
Kafka's most paradoxical request on his death bed35 is a request which 
betrays the perplexing rhetoric of Kafka's intentions. Yet, what 
confounds this request further is that Kafka not only knew that his 
friend could not oblige his request (Le., he would certainly publish the 
work), but he also knew very weIl Brod's own literary constitution, as 
is revealed in Kafka's frank criticism through letters to Brod and 

through his own diaries. Al though Kafka had unbounded respect for 
his friend's work, one can see, in fact, al=- early as 191136 that, as Kafka 
put it, "Max and 1 are very different people." Even in the last years of 
Kafka's Hfe, after being diagnosed with tuberculosis, we see with even 
greater c1arity the disjunction between Brod and Kafka.J7 In a Postscript 

35 Brod was asked by Kafka to bum aIl of his unpubltshed work, inc\uding his dianes 
and letters; while, at the same time, Kafka was fully aware that Brod, of ail people, 
would never be capable of carrying out such a request; in fact, Brod had warned him 
that he wou Id refuse to oblige. 
36 Kafka and Brod worked on a joint project called "Richard and Samuel" in 1911, 
whlch was a short story in the form of a travel diary. It was the first pubhshed work 
with Kafka's name. This was the first and last project Kafka wou Id do with Brod 
37 Brod wntes to Kafka that he has noticed that Kafka has seemed to find "happmes1> 
in unhappiness". He is referring to his tuberculosis. But Kafka quickly dispels such 
theorizmg on Brod's part in a letter to Felice as "a kind of contemporary criticism. 1 
don't know if he (Brod) has put it into an article yet, but it has been on his mind for a 
long time "(LF p.547) This "contemporary criticism" can be found in many Expressionist 
writers of this time, and is an attitude which reacts to the terrors of mechan IStJC 

society, and attempts to "escape [its] social determinations".(Einstein, Carl Die 
Fabrikation der Fiktionen, 1973, p.132, as quoted by Corngold, Franz Kafka. The 
Necessity of Form) "Happiness in unhappiness" in this context means simply a deferral 
of one's responsibility in the present - which Kafka perceived quite clearly: "Pindmg 
happiness in unhappiness is beyond me ... which simultaneously means 'findmg 
unhappiness in happiness' ... - and these words may have been said when Cain was 
branded .. .it means that he who bears the mark is the one who has destroyed the world 
and, incapable of resurrectmg it, is hunted through the ruins. Unhappiness, however, b 
not what he feels, since unhappiness belongs to life and this he has disposed of, but he 
sees the fact with inordinate clarity, and in this sphere that amounts tn 
unhappiness "(LF p.547, e a) Seeking affirmation through negation is the basic prem1~e 
ln Brod's suggestion; but for Kafka, this would imply that one must first relinquish one'1> 
life and the world, and hence, the affirmation which is sought really has nothing tn do 
with life, since "this he has disposed of". More importantly, for Kafka, the one who 11> 
"branded" as such, is not only the one who rehnquishes his world, he is pnmarily "the 
one who has destroyed the world." 
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written by Brod and published with Kafka's Diaries38
, Brod conveys the 

challenging task of preparing his friend's work for publication: 

There was even further d ifflculty In arranging the material chronologically in 
the fact that Kafka would occaslOnally, in the ~ame notebook, write from the 
la st page backward as weil as from the first pages forward, so that the entnes 
met In the midd le. 

Yet, Brod proceeds: "nevertheless, it was possible to establish the correct 
chronological order."(".) Initially, given Kafka's apparently deliberate 
intentions, Brod's editorial activities strike one as conspicuously 
irresponsible. However, if Kafka was critically aware of his friend's 
literary constitution, as noted above, and yet asked him to do 

something he knew Brod could never do, then the paradox of Kafka 's 
request would exist both in his consciousness of Brod's inability to 

oblige, as weIl as in his consciousness of Brod's [in]ability to read his 

(Kafka's) work. This is a very strange form of logic, for, although at 
first glance it may appear as if Brod has irresponsibly denied his 

friend's la st wishes, at the first moment of questioning we discover 

that Kafka's request appears to include or at least suggest its opposite; in 
fact, Brod's decision to "establish the correct chronological order" of 

Kafka's diaries, seems strangely enough, appropriate; Le., essential to 
Kafka's request; essential to the emergence of a work we caU "Kafkan". 

This is the difficulty one encounters in attempting to speak about 
intentionality and Kafka. In a letter to Felice in 1913, Kafka tells his 

love of a letter which he has recently received from his friend Stoe~sl, 
who writes about his feelings on Kafka's recently published first book, 
Mcdrtaticm. Stoessl finds the book has a "profound gaiety ... full of very 

pertinent humor."(LF pp.177) Kafka can't believe how profoundly 
Stoessl has misunderstood his book: 

He. wntes about my book, but with such complete lack of understanding that 
for a moment 1 thought the book must really be good, since - ev en in a man as 
discernlng and experienced in literaI)" matters as Stoessl- il can create the kind 
of misunderstanding one would consider impossible with books and possible only 
with hVlng.(LF p.l77) 

38 Kafka, Franz, Diaries' 1914-1923, Schocken Books, New York, 1949, p.328, 
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He then goes on to say that Stoessl's letter, 

goes rather weil with an extravagantly favorable rpvlew pubhshed toda)', 
whlch finds in the book nothing but sorrow (LF p.178) 

In a slightly ironie tone Kafka finds utter "misunderstanding" to be the 
shared essence of both readings. Yet, he finds these misWlderstandings 
not symptomatic of a failure to communicate his more specifie 
intentions, on the contrary, they make explicit the impossibility of a 
work to emerge solely through the articulation or clarification of an 
author's intention. With Brod, we see that Kafka's intentional request 
is confounded by his eonsciousness of the impossibility of sueh a 
request. With Stoessl's and other "favorable reviews", we find that a 
work involves a kind of misunderstanding "one would consider 

impossible with books and possible only with living." The issue, for 
Kafka, is not whether in the end the author is left only with his 

intentions, but rather, whether a work is guaranteed through the 

author's intentions, a priori. This does not me an that we cannot speak 
of sorne point of reference, or locus of intent, but again, "1 have 
something to say", says nothing - necessarily.3Q 

This issue continually arises, especially in Kafka's letters, and often in 
his letters to Brod. Kafka had just finished reading Brod's recently 
published book, The Intensity of Feeling, which addresses modern 
eoncerns of "authenticity". Kafka conveys his reaction to the book in a 
letter to Brod in which a very brief, sober, and potent discussion on the 

status of the work of art, the artist, and aiso the critic ensues: 

When we write something, we have not coughed up the moon, who~e Ortgtn~ 
mlght th en be investigated. Rather, we have moved to the moon wlth 
everything we have. Nothing has changed, there, we are what we were here 
A thousand differences are possible in the voyage, none in the faet it~elf (L 
p.204) 

39Thls IS an Issue whlch underlies the naiveté of art as a mode of "Indlvidual 
expression" The essential cntique is wlth the essential author 
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Kafka's criticism is aimed mostly at Brod's concepts of "will" and 

"feeling", for he finds Brod's understanding of the artist in need of 

discernment. 

Therefore, any cnticism that deals m concepts of authentJc and mauthentic, 
and seeks to flnd ln the work the will and feelings of an author who isn't 
present - any such criticlsm seems nonsenslcal and follows from the CTltic's also 
havmg lost his homeland. And smce everythmg is ail of a plece, of course 1 
mean: havmg 10st hls conscious homeland.(L. p.204) 

Brod's romantic visions of the artist are supported by his under

standing of the role of the critic who sees the work of art as given a 

privileged status a priori, and who's task (the critic's) is one of 

alignment with the artist's "will" and "feelings". Kafka fundamentally 

questions the privilege which Brod assumes unquestionably. 

What is implied by the 10ss of such a conscious homeland, is the 10ss of 

the "passionately unfurled space of a mutual conflict between speaker 

and hearer"(Blanchot), from which the critic subjects the work to the 
impossible demands of revealing an "authentic self". And, whether in 

reference to the critic or the writer, the issue Kafka raises, and 

incessantly addresses, concerns the status of "the constitutive 
participation of the conscious subject."40 

In the past two hundred years especially, the attention drawn to thls 

conscious "self" has been intense. Yet, to address this modern self 

"head-on" runs the danger of identifying the self as a generalized "self
thing".41 It is from within the "historical density" of the self that we 

can even begin to see what is at stake in the most recent "attacks" on 

40 Corll~old, Stanley, The Fate of Ole Self, p.l. This 15 Corngold's definition of "self". 
41 "Tht' question of the self, of the self in general, cannot, it seems, be met head-on. It 
n1lghl be possible 10 write about the dogwood outside my wmdow, the child playmg 
benealh II, or even the German writt>r open on my desk in general, and not feel tha! 
l'verylhmg IS losl Tllal dogwood, tllat child, thls text is, really, nothing Iike the 
~cnu~, and yet none of them IS so unlike the genus as the selLA swift survey of its 
concrt'te experience fJ.,ds ne, stopping place, and it has forgotten ail the narratIves of 
self Iélh.i down 111 ItS archives "(Ibid., p.5) 
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subjectivity42, "as is only right, if we are to see a clear road into what is 

most human."(DI p.l74)43 

What seems more appropriate at this stage is to consider a f01'1/I of 
"self" which relies not on dialectical constructs of identity, but on 

relational ones. As we have this far noted, writing is itself primarily 

an activity and space of mediation. It re-Iates, and trans-Iates 
discontinuities which distinguish thought from experience. The 

burning question, however, is "Who is this self that writes?" How are 

we to identify it? How are we to pinpoint sorne locus of intent, some 

position from which a "work" appears? This is, however, the very 

paradox. A "work" appears only once it is heard, and a writins self 
appears (dis)positioned in this hearing. The concept of a constitutive 

"identity" of self simply cannot be "pinpointed" as an idl'Iltlty, but 

approached only as a relation. This experience of self is as enigmatic as 

is the "concept" of identity. And yet, we can still speak ..................... Enter 

the monster. 

42 'The attack has been almed chlefly at the Carteslan !)ubject, the Tes cugltans, a 
substantial self identified uniformly with the thtnkmg sublect and clted ln 

'philosophies of consciousness', where it is erected lOto the foundatlon of an 
eplstemology."(lbid., p.3) 
43The pOint whlch we are approaching mvolves a cntlcal look at modern practlce~ of 
"ehmmation" or "destructIOn" of any form of orientmg consclousne!lS Mo~t Importantly, 
it IS a look into Kafka's own words on thls practice of destruction ln whlch he say~, thp 
issue 15 "not shaktng off the self, but consuming the self'(DF p.87). "Stnctly speakmg, 
the post-modern attack on subjectivity IS nonsense ''(Rosen, Stanley, HeTmeneutlcs as 
Polltzcs, p.26) We mean to emphaslze that such "practices" iromcally and mevltably 
become the focus of thelr own cntlque, that is, thelr own destruction 

33 



chapter 2 
KINDRED SEINGS 

-Ml"" 
MYTH & IIr'l'B 

'Monsters', whether worshipped or desecrated throughout history, have remained marvelous 
~. 

beings for human beings simply because~; testaments to the other side of the human coin. 

theyhavecontinually refen-ed totheanalo- Not suxprisingly, the very tenns thrOUgll which 

go us marvcls of being human; marvels this quali tative other have been historically 

which rest not in man's concentrated efforts 

to concretely define his existence, but in per

petually appmaclling it. Indeed, 'monstros

ity' il) born the moment any concept of 'hu

man existence' is considered. The question 

remains, however, as to why one twentieth 

century writer was obsessed with the ap

parently defunct mythical trope of the mon

ster. At first glance, the twentieth century 

might not appear capable of supporting 

such creatures; however, in spite of, or 

rather, in light of man's contemporary ex

istence, riddled with synthetic truths of 

non-truth, the monster, in its paradig

matie incompletion, remains 'true' to it

self. Such monstrous 'truth', which precisely 

lies in its ability to 11lutate, has for the past few 

enlightened centuries been perceived as 

wholly intolerable to either canonical forms 

of immutal7/e 'Truth', or contemporary forms 

of human completion. The mute monster for 

recounted ~ man, have, themselves radically 

metamorphosed. And yet, it is easy to see why 

'metamorphosis' continues to fascinate con

temporal'}' writers, poets and theorists. While 

the divine is no longer revealed through trans

mutation, and while a metaphysical framework 

no longer qualifies the status of the mon

ster, within a 'change in form' al ways lies a 

secret. It is just this form of secret which 

cannot be disclosed either through metaphysical 

structures or through their demise, but rather 

the 1 secret 1 is a space within appearances 

which does not readily lend itself to inter

pretation (refer to Baudrillard's essay on 

"Metamorphosis" in bis EcstasyofCommunication, 

pp. 47-63J. For Baudrillard, this "se

cret" which appears in metamorphosis is 

the catalyst of seduction - "seduction be

ing si~ly that which lets appearance 

circulate and move as a secret." (p. 63) 

The secular 'secret' of metamorphosis for 

contemporary man, 'lias for mythic man the very medium though which he perceived in order 
"" .... 

tolerate his existence. The shift seems to-: to situate himself on earth. 'Metamorpho-

be that while human existence was 'intoler- sis' was both the activity and the object of 



able' for mythic man without the simultane

ous presence of the monster, it has been the 

monster which has been troped the 'intoler

able' in order to initiate the emergence of a 

'truly' modem man devoid of the 'myth' (in 

this sense, non-truth) of human existence. The 

monster appears to have come full circle, and 

reflection, the instrument and the 'substance' 

of the gods' relation to man. It was the 

deviœ through which the gods were made mani

fest, and through which man articulated him

self. Only through metamorphosis could man 

com~<Herms with his OM] earthly inconstancy, 

by placing this ever-becoming existence within 

contemporary man is eertainly not yet freed the shared horizon of language and myth. lt 

of this cirde. In fact, it appears as if we are at is, however, ditficult to come to te.rms with 

the point where either the circ1e closes or it an early Greek's conception of 'metamorpho

spirals on. Its signs are everywhere. Il De- sis' without simultaneously coming to tenns 

formities" of aIl connotations are today still with the distinctive notions of 'mind', 'body', 

viewed with repugnance. To 'de-form' is to 'self', 'man', or 'beast' inherent within. 

do away with 'form'; and still suspiciously Ta speak of a 'mind' and 'body', for in

lurking behind thls contemporary root, lie the stance, as related to Romeric man, is at best 

tattered remains of their Platonic ancestral a gross generalization, if not entirely mis

'Forms' as a referent for diagnosis as weIl as leading. There is no definitive tenn which 

correction. Such 'Truth', it appears, is less refers ta the body as a unitary abject of 

dead than stylized into the ironic theo/ide- perception or reflection. lt is reterred to 

ologies of the status quo. The 'truth' of the only in plurals, and only then within the 

metamorphic construct of the monster, how- specificity ot an acti not as a collection of 

ever, travels beloUl these, as weIl as aIl ideo- parts which tonn a whole (a "body") 1 rather, 

logical and metaphysical constructions. In as a "lite" seen in the wonder which cornes 

fact, it wallows, in time. The 'meta' of 'meta- from the articulation of those pieces and 

physics' is a beyond which is unearthly. Yet their joints. Equally distinct, and in fact, 

as one critic notes, "sinee for Kafka the world infinitely more eomplex is the Homerie "mindl 

beyond imagining is in man himself, since soul " . As wi th the "body", there exis t ed in 

there is no beyond exterior to man ... ", the early Greek no one ward which detined the 

'meta'of'metamorphosis'and the " ... parable 'mind' and the 'soul'. Terras which did not 

of this beyond is neeessarily an earthly im- directly denote the "soul" but were connected 

age that is unearthly."t ln time, the monster closely to it were 'psyche', 'thymos', and 

attests to a human temporality which is 'naos'. For later Greeks, psycœ became the 

t EmrJch, Wilhelm, Franz Ka./kll, trans. by S.Z. Buehne, 
Unger Pub. Inc., N.Y., 1968, p.131. 

~ 

constitutive term for the soul, but for Homer, 

psyche was most distinctly, "the force which 



metamorphically fuelled. The monster presents 

itself as simply one form of the past.oo 

This is the form of humanity Kafka writes 

about. Prometheus is not important to Kafka 

as an index of what we have lost, but as a 

metamorphosis of what we are.§ This meta

morphic relation to 'time' is what should be 

kept in mind when we speak of the "context" 

of Kafka's work. "Metamorphosis" is under

stood to be the implicit title within each of 

00 This monstrous imag~ of 'presence' actually Inverses 
the modern cone of vision which would have the 
'present' consigned to one fornl of the 'future'. The 
difflculty, in fact, even in describing fiction as a 'space 
of possibility' is that it has the danger of being 
assimilated into this 'projectable' form of the present. 
Historically, thls has been, In effect, the intention and 
fallCÎnation of science fiction. Modemity's 'present' has 
becn most characteristically understood as 'change' in 
a revolutiona ry sense, that is, as a severing of ail forms 
of the past (and other kindred metaphors such as 
'darkness', 'ambigUlty', 'the grotesque' ... ), so that an 
'open road' may be seen to the future. Yet, on such an 
untalnted, metaphorical road, no bearings, no points 
of reference are experienced; hence no means of orten
tatlOn are po~sible other than to proceed forward. 
Most wanting, It seems, are the scattered remains of 
the tainted, defiled,or infected 'road kill' (to reluctantly 
continue the metaphor) which mark an attempt at a 
cross mg along thls desert road. Such squalid beacons 
becnme the qualifying terms or signs of orientation. 
The 'monster' is revealed in this sordld sign precisely 
because it attests to thls temporal'cross-roads', because 
il 'presents' (or de-monstrates) itself as a 'tainted' form 
of some other eXistence. The 'present' for the monster 
IS nothmg but an infected and obscene gap in time, an 
ecstatic 'chlasm' of spiralling activity within which 
previous forms and substances retum to themselves 
'metamorphosed '. 
§ Refer to Kafka's aphorism "Prometheus" (CS, p.432). 
Aiso refer to Hans B1umenberg's Work on Myth (trans. 
by Robert M. Wallace, MIT Press, Cambridge, Mass., 
19R5), m which he centers his discussion and critique 
of "mt'tamorphosls" and "human nature" around the 
myth of Prometheus. His study begins and ends with 
Kafka's "Prometheus". 

keeps the buman being alive**. Tbe '110 rd 

psyche is akin to tbe Greek verb "to breatbe", 

and bence migbt generally be interpreted as 

"the breath of life*. Thymosand roosare both 

considered organs and all "mental * phenomena 

are attributed to tbese spberes. Thymos is 

"the generator of motion and agitation, wbile 

noosis the organ of ideas or images * . Thymos 

is literally an "organ of (e)motion*, and 

hence when Homer says tbat "the thymos left 

rus bones", be is speaking of motion as an 

active organ wbich departs and leaves the man 

motion-less. Thymos is tbat which rouses man 

to action: i.e. emotion. Noosis the organ of 

the thinking image as well as the tbougbt. 

The important point to be made is that thymos 

and mos are departments of tbe psyche. wi th 

Homer, unlike Plato, tbere is no conception 

of a "psychic wbole". Tbey are each considered 

separate organs witb separate functions. The 

lyric poets were the first to articulate the 

"depths* of intellectual and spiritual mat

ters. 

Oqysseus' wanderings and encounters, there

fore, take on more explicit connotations when 

we read, for instance, in the first few lines 

of Book 1 ot The CXiyssey, tbat "He saw the 

tOMllands and learned the minds (noosj of 

many distant men. *(0., p.l) In this first 

declaration of Oqysseus' achievements, Homer 

• Snell, Bruno, The Discovery ci the Mind, in Greek Philœophy 
andUtel'ature, Dover Publications Inc., 1982, p.7. 



Kafka's individual fictions, for it stresses this emphasizes not the relevance of Odysseus' 

orientation to time and emphasizes that the coming to know men' 5 "minds", but ra th er , the 

Il context" of this work is given by virtue not accent i5 on the organ ot "seeing". If we 

of discrete and timely relationships to early consider the noos as the "organ ot clear im

twentieth century Europe, totalitarianism, or ages", then what Odysseus "sees" of men' s 

modern angst, but by virtue of a time which "townlands" or "sees H of men' s noos is merely 

transgresses these identifiable and discrete an organ-ic distinction. Both are, in tact, 

moments. IfMetamorphosis" is not a time of modes of seeing, and both are equally worthy 

modern Ifchange", but of re-inscription. It is accomplishrnents ot the hero. 

not a time which successively names itself 

through distinctive 'themes' of hum an activ- A similar, and yet more eomplieated, eneounter 

ity, but one which continually provokes in the wi th the Romerie noos appears in Book 10, when 

name an "other" reading.® Odysseus and his men visit the island ot 

Such a 'reading' is not, however, found in Max 

Brod's book, published in 1920 entitled, 

Paganism, Chris tian it y, ludaism©. Kafka read 

the chapter IfPaganism" and wrote to Brod 

that "The chapter [was] magnificent and 1 

became your wholly uncritical Galician 

pupil..." Yet, again we soon find that Kafka's 

"wholly uncritical" daim is hardly so, and 

actually purports the entrance of an essen

tial critique. Brod's intent for this book is to 

"represent three ways of interpreting ultimate 

® As Henry Ebel notes on p.26 of his Alter Dionysius: 
An Essay on Where We are Now (Associated University 
Presses,fnc., Cranbury, New Jersey, 1972), "Metamor
phosis is not just a 'theme' in Iiterature; il is what Iiterature 
is ail about .... All authors, even the humblest, are concerned 
with metamorphosis. Those who have dealt with it (or played 
with if) more explicitly have bem those great enough to re
fiect on their capacities and to integrate their ref1ections into 
the very process of creation. One could hnrdly ask for more." 
© Brod, Max Paganism, Christianity, Judaism, trans. by 
William Wolf, University of Alabama Press, University 
of Alabama, 1970. 

Ciree, tor it is here that we meet with these 

human faculties in metamorphosis. 

Upon landing on the shores of Ciree, Odysseu5 

sent a group ot men to investigate, in mid

forest, the source ot the smoke wisp he had 

earlier spied from atop a hill. With 

trepidation, the men carne to the house ot 

Ciree and were coerced ~ the weaving maidal 

found there to enter. 

On thrones she seated them, and lounging 
chairs, 
while she prepared a meal of cheese and 
barley 
and amber honey mixed with Pramnian wine, 
adding her own vile pineh, to make them 
lose 
desire or thought of our dear father laoo.. 
Scaree !lad they drunk when she flew after 
them 
with her long stiCK and shut them in a 
pigsty -
bodies, voices, heads, and bristles, aIl 
swinish now, though minds [~l were still 
unehanged. (O., p.l72J 



things, three attempts to relate the visible 

world with a divine superworld, three ways 

in which the human soul reacts to the religious 

experience."11 He provisionally defines the se 

three orientations as such: 

Pagantsm is dedicated ta the idea of the 
contmuatlon of this world. The divine sphere 
is seen as a continuation of this 
world Christian Ity is dedicated to the idea of the 
demal of this world. ft sees divinity in the image 
of the denial of thls world, and it strives after the 
dissolution of the VIsible world and hopes for the 
invisible one ... Judaism .. neither affirms nor 
negates thls world ... 

What Kafka finds most apparent in his 

friend's book is the intensely modem vision 

which Brod assumes in his definitions, 

especially of the pagan world. Since 

"paganism approves the material world 

without any restriction"O, Brod proceeds to 

Iink Hellenism with aU modern forms of 

inaction, and with "every philosophy that 

acknowledges tlùs world without an attempt 

:lt modification"·. Hence, the "liberal motto 

of laissez-faire" is linked with "the ancient 

polis" implying that the Greek polis was a 

forum in which not/Jing took place. Now, this 

is a potentially fruitful observation if one 

understands the difference between the Greek 

and modern notions of Il change". Brod does 

not appreciate this distinction and 

consequently perceives the polis as an arena 

.\ Ibid., P 3. 
li Ibid., p.S. 
• Ibid 

Homer presents us with a fantastic image of 

men who have been fasmoned to display all 

the corporeal cbaracteristics of cammon swine. 

And more, we are to imagine that these men 

bave endured their ordeal in another fasruon 

which allows Odysseus, as well as the reader, 

ta conceive of these beings as somehow still 

persons. Was it a "swinish" fate for these 

men as sentence for their "swinish" ways of 

life? This seems unlikely. - Homer describes 

the goddess' actions in no such malevolent 

tenns. Besides, "swinish" ways of life as

sumes not only a conscious - as well as im

possible - theology at work, but also eon

sciously willing subjeets who dœse their ways 

of life, something inconceivable to an early 

Greek. Circe' s work is of far less nefarious 

origins. 'Divine punishment 1 is hardly a 

concept to which Ciree would be accustomed. 

We find out later tbat in retrospect she 

actually "pitied [the] transformation" once 

Odysseus bad her remove her spell (O., P .177) . 

The issue seems to be not so much "why" the 

transfonnation - causality meets witb indifter

ent participants in Homer. The fascination 

exists sinply in these men, who "all are like 

swine to see".! And yet the stozy of wbat 

these men are to see bas only been balE-told, 

. SUeh c1fl interpretation would involve a Christian 
moral dilenrna. 

, This quote comes from Hermes who visi ts aiysseus on 
bis way to Ciree' s palace to rescue bis men. Hermes 
warns ~seus of Ciree 1 s powers and l eveals to him 
the divine herb which ·will keep [bis] mind [noos] and 
senses c1ear' in the face of Ciree's eurse. 



of inactivity.w For Brod, there exists no tension 

within the Greek experience, that is, the pagan 

" seeks its divine world in a straight 

continuation of this one"B. Actions have no 

need to fundamentally change the world 

within such an experience, yet for Brod this 

is the irresponsible consequence of "the pagan 

idea of 'only this world"'. Kafka is 

immediately conscÏous of Brod's modern 

spectacles: 

for, a clue to the nature of their metamor

phosis comes when they are re-metamorphosai 

back into men. Homer narra tes the crucial 

moment: 

She stroked them, each in tum, with sorne new chrism; 
and then, behold! their bristles fell away, 
the coarse pel t grown upon them by her drug 
melted away, and they were men again, 
!PW'ger, more Irmdsome, taller tM' œforr. 

Directly after this re-transfonnation we leam 

of Circe's "pit y" - for the context of that 
Vou see, 1 do not believe in paganism in your sense 
of the ward The Greeks, for instance, were weil "pi ty" now strengthens i t - and the "roam 
acquainted with a certain dualism; how otherwise rang wi th sobs", indeed, cathartic sobs: "The 
could moira and many other such concepts be ac-
countedfor 11? Only, they happened ta be unusu- ordeal of transformat.ion, far from being a 
ally Ilumble people - in regard to religion - a sort 
of Lutheran sect. They could not put the deter- corruption, is an initiation and cannot end 
miningdivmeprincipleatsufJicientdistancefrom with the mere restoration of the earlier shape, 
themselves; the whole pantheon was only a means 
by which the detenniningforces could be kept at a or anything short of the means for a new 
distance from man's physical being, so that hu-
man lungs could have air. A great national edu- beginning. Ciree reveals her victims, not in 
cational Ins::itution, which cap tu red and held mm's the shape they lost, but in the shape to 
gaze ft was less profound than the Law of the 
Jews, but perhaps more democratic (scarcely any which they have meanwhile been ascending.",) 
leaders or founders of religion among the Greeks), 
perlUlps freer (if kept its hold, but 1 don't know The metamorphosis ecstatically celebra tes the 
how), perhaps more humble (jor the sight of the birth of something human, i. e. i t initiales a 
gods merely made men aware of this: sa we are not 
evm, not even gods, and if we were gods, what human being. The question, therefore, re
would we be?). The closest approach ta your con-
ception might be to say: There exists a theoretic garding these earlier porcine bodies in ap-
possibility of perject human happiness, that is, ta parent contrast to their enduring noos is not 
believe in the detennin ing divine principle and not 
to strive toward it. This possibility of happiness whether these fa cul ti es were diametri cally 

W This is the absolute inverse of the polis, at least as 
understood by Aristotle, as the definitive realm of 
individual ethical activity. 
" Paganism, Christianity, Judaism, p.6. 
Il Moira (which came to identify the generalized prin
ciple of 'fate'), for early Greeks, was one of many con
trolling or overriding forces in the universe stl'Onger 
even than the gods. Other c10sely related concepts were 
tyche (chance), and ananke (necessity). 

i 
,;~ .... 
~ 

opposed, i. e. whether they had stopped being 

human, but rather, "that they had never be

gaI'"ç. The metamorphosis displays not the 

discrepancies in fOrIn and content of one spe

cies to another, as it does the emergence ot 

-------------- ----- ------

il SJrulsky, Metamorphœis: The Mind in Exile 1 P .19 
CIbid, p.21 



is as blasphemous as it is unattllinable, but the 
Greeks perhaps were closer to it than many others. 
But not even this 15 pllganism ln your sense. And 
you have flliled to prove that the Greek soul WIlS 

desperate, but only that you would be desperate if 
you had to be a Greek 1 grant you that applies to 
both you and me, but even then not quite.(L ., 
p 242) 

While Brod attempts to establish the privilege 

that Judaic thought and action maintains in 

keeping a "religious experience" of the world 

in tact somew here outside Christian negation 

and pagan affirmation, Kafka suggests that 

before any such relational structures are even 

conceived, before they are appropriated into 

the defini tion of a 'modern condi tion' in light 

of Judaic possibility, the "pagan" or 

"Christian" experience in thought and action 

initially requires a reading whlch is conscious 

of itself and what it takes for granted. An 

appropriate understanding of the hlstorical 

relationship between thought and action 

reveals oursel ves to ourselves, it does not tum 

us into Greeks or Greeks into us. What Kafka 

recognizes through the Greeks is a 

fW1damentaiform of himself; what Brod sees 

is the absence of any form of hlmself, because 

an ex~lazy human "fonn" within the chiasm 

of the act of metamorphosis itself. We may 

take Hennes' words to Odysseus then as equally 

applicable to their fonner state: if they 

were "like swine to see" then they were 

previously and equally only "like men to see". 

Odysseus' men seem to have this purpose in 

general for Homer: as guineapigs. They are the 

testing grounds of humanity - and specifi

cally wi th Homer, Odysseus 1 humani ty. We 

continually find references to their princi

pally monstrous condition in relation to 

Odysseus: Circe tells Odysseus to bring the 

rest of his shipmates from the shore to her 

palace in celebration. Odysseus betrays a 

tel1ing image of himself and his men; 

Now, beingaman (e a ), l could not help con
senting. 
50 l went down to the sea beach and the ship, 
where l found aH my other men on board, 
weeping, in despair along the beaches. 
Sometimes in farmyards when the cows return 
weIl fed from pasture to the barn, one sees 
the pens give way before the calves in tumult, 
brealdng through to cluster about their mothers, 
bumping together, bawling. Jus t that way 
my crew poured round me when they saw me come 
(O., p.l77) 

history for Brod is an instrument which Odysseus is returning from the metamorphic 

llll/Iliates the soli dit Y of hls theoretical project. encounte?:" with Circe and his men who were 

moments before "like swine to see", only to 

We should be careful, however, not to give us the image of the rest of his crew, 

construe this "fundamental form" which unaffected by Circean beguilement, as equally 

Kafka recognizes, as an indication of an ar- monstrous, "like cattle to see". The metaphor 

cheological desire to unearth one's 'origins', of the cattle merely stresses the position, 

from which human history would be con- or office (or in Homeric tenns, moîra) which 

ceived as a continuous and non-contradictory Odysseus' men hold in the Homeric scheme of 

'\~ 
_1 



process of evolution. On the contrary, this tbings. It should be clear then that the noos 

is precisely Kafka's critique. The irony ex- wbich remains unchanged in Odysseus' men un

ists in the fact that although Brod appears der ciree' s influence is essentially not in 

to be articulating a discontinuous concep- opposition with their beastly bodies, pre

tion of historyvia distinctive temporal ep- cisely because something hunJarl (again, ulti

ochs of religious experience, he does so mately displayed in Odysseus) is revealed 

through a process of valuation (Le., the primarily not through IlOOS, nor chrough tOrnl, 

Judaic experience is more "true"), and but through metamorphosis per se. Metamor

hence, constructs a linear and continuous phosis is, in fact, a privilege; for, 'being 

history of human activity which negates human' in 700 BC. is not taken for granted. 

/llesser" truths in the light of "higher" ones. Noos has yet to develop its consti tutianal 

Ultimately, Brod'sforms are at no great dis- role as "mind" in identifying the human self 

tance from Plato's, for 'value' is the guid- (this will appear a couple of thousand years 

ing light of metaphysics. Kafka, on the la ter with Descartes when the tull implica

other hand, is guided by more base (that is, tions of the historical density ot the self 

metamorphic) relations to history. This 'fun- become not only apparent, but necessary ta 

damentalform' of himself which Kafka rec- man's ontological essence.) The Homeric 'self', 

ognizes through history illustrates two es- like its 'mind' and 'body', eannot be held 

sential points to Kafka's work: 1. a 'form' of objectively, and is most appropriatelyakin to a 

self which is experienced as both 'here' and 'there'; a self which is principally mons/mils. 
~."..-

This gives sorne indication as to what form, <... Its distinct understanding in the context ot 

or identity, might be attributed to Kafka's Thelliad and TheOdyssey, however, quickly trans

characters as weIl as 'a writer in a body'. 2. forms in meaning in the centuries following 

anexperiencethroughreadingofthemeta- Homer, and with it so too does man's relation 

morphic time in Kafka 's writings which is to the gods. The 'philosophie moment', as 

translated and understood as a 'vivid', or Snell notes, "laid low HfM the Olympian gods 

more appropriately, 'monstrous present'. (which by no means ushers in their demise but 

simply initiates a necessary gap with them in 

Metaphysics and metamorphics are kindred order for man to discover him-self), and yet, 

and yet distinctive understandings ofhuman the activity of metamorphosis persists as 

temporality. The latter necessarily completes man's fundamental relation to them, i. e. to 

and yet abolishes the former. "Classical" 

forms, in the service of darity, continuity and 

consistency, have systematically positioned '" Snell, pAO. 



metarnorphic (or monstrous) forrns to the that which is most human. As we will see, 

periphery ':"Jf human "orders" of existence. when the Olympian gods are translated through 

Kafka's work suggests otherwise, for within Roman eyes, and more specifically through the 

the logic such continuity, 1 rnetarnorphosis' narration of Ovidian metamorphosis, the af

reads as a neeessary eounterpart/kin to any fairs of men and the gods take on a marked1y 

such synthe tic definitions of "order" per se. distinct rapport. 

Kindred beings, in the "light" of metamor-

phosis, convey less the continuity ofblood or 

historical relations than the discontinuous "il-

Iielt" ones.t 

METAMORPHOSIS & OVID' S VlCIL 

It is easy to see why, in a discussion regarding metamorphosis (or for that matter, anything 
~ .. 

pertaining to the monstrous beings of Kafka 's·~ having to do wi th an account of Western his-

work), one would begin with Kafka's short tory), one wouid consuit Ovid. 

story of the same name. Tite MetamorpllOsis is 

probably one of Kafka's most well known 

works. It is the story of a man who wakes 

one morning "from w1easy dreams" to find 

himself transformed into a "monstrous ver

min". Great pains have been taken by read

ers and seholars over the pa st seventy years 

t As the half-Iamb, half-kltten creature in Kafka's short 
story "A Crossbreed [A Sport]" conveys, " ... though it 
has countless step-relations in the world, [it] has per
haps not a single blood relatIOn, and to which conse
quently the protection it has found with us is 
sacred "(C S , p427) 

... along with Virgil's Aeneid, [Ovid's 
Metamorphoses] is the only work of antiquity, 
within the horizon of myth, that draws after 
it a continuous history of people being affected 
an::} fascinated by it - a history such as we 
are inclined to credit Homer with but are not 
in a position to dernonstrate. The European 
imagination is a network of reference that 
cent ers , to a large extent, on Ovid. 
Metamorphosis was the key word not only for 
the relationships of the gods, down to the 
most recent dynasty, but also even for human 
history into the corltemporary period of Caesar 
an::i Augustus, as an expression of the capacity 



in unveiling and articulating mostly the sym

bolic/ allegorical tenors of this apparently 

tragic transformation of Gregor Samsa.oo Few 

studies have concentrated their efforts on the 

activity itself. 

The definitive article "The" of "The Metamor

phosis" (Die Verwandllmg) turns an 

W1differentiated occurrence of transformation 

into a specifie event in need of discernment. 

In the process, "metamorphosis" per seis troped 

(or, for that matter, "roped") into a name, with 

a specifie set of conditions, circumstances, and 

context. It has been the interpreter's task to 

seek out a motive and speak accordingly. It 

seems, however, that if one were to step back 

from the "The" momentarily, the precipice 

rather than the bridge is encountered. The 

apparent Il context" in which the definitive 

"The" definitively names is simply a stWlted 

rnorplze of "context" the moment we ask not 

what The MetamorpllOsis means, but rather 

what metarnorphosis has to do with The Meta

rnorpllOsis, and most importantly, what meta

rnorpllOsis has to do with Kafka. 

Kafka is part of a long history of metamorphic 

activity in literature. Sorne cri tics have even 

categorically arranged "types" of literary 

00 Stanley Comgold has written lia critlcal bibliogra
phy of The Metamorphosi5 ... [which] describes more 
than one hundred published critiques of an emplrical 
or programmatic kind", in his The Commentator'5 De-
5pair: The Interpretation of Kafka '5 "Metamorplw5I5", Port 
Washington, NY, Kennikat Press, 1973. 

of even human 'substance' for transfonnatlOn.~ 

The first line in the book conveys OVid' s 

chief intent - "~ design leads me to speak 

of fonns changed into new bodies·!' - begin

ning with the act of the fonnil1g of "Chaos: a 

rude and undigested mass."§ In these fil'st 

few pages we see that "Chaos N, no longer is 

"the gaping abyss of Hesiod"IJ, but in its 

primordial "mass" (malis), it is "all'eady 

morphe (form) before all the metamorphoses"c. 

In this, as Blwnenberg notes, OVid's "Chaos" 

is more closely related to "the hyle ('mat

ter') of the philosophers", and yet, as we 

will see, metamorphosis for Ovid, as conveyed 

in his opening thesis of "Chaos" is con

scious, if not suspicious, of any metaphysi

cally construed history of man or the cos

mos1. 

The ideal does not draw the cosmos out of 
chaos, as in Plato' s myth of the demiurge. 
instead, formlessness is itself inst,'iliility 
and inability to endure, and has to do something 
to resolve its incompatibility. In that way 
it, too, finally tends toward the "forms' of 
metaphysics, but 'from behind', out of the 
desperation of the origin. il 

1 Blumenberg, HilIlS, Work on Myth, trans. by Huiler! M 
Wallace, MIT Press, Cambridge, Mass., 1985, p.351-

352. 
r OVid, Metamorphoses, "Li terally translated into Eng
lish prose with copious notes and explanations, by 
Henzy T. Riley", H.G. Bohn, York Street, Covent Garden, 
London, England, 1861, 1.1 

§ Ibid., 1.2 
t Blumenberg, WorkonMyth, p.352. 
o Ibid., p. 353. 
.1 SJrulsky, in his chapter on ovid, reters hlS Metamor
phoses as "Metamorphosis as Metaphysl cal Doubt·. 

Il Blumenberg, WorkonMyth, p.353. 
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metamorphosis according to the dominating 

'themes' of distinct epochs, or occasionally This simply sets the stage for Ovid's meta

regarding the preoccupations of a specifie morphoses to continue. "Elements N begin from 

author.- These systems do have their merit, 

but the emphasis on the "type" needlessly 

confuses the issue. Indeed, history inevita

bly classifies all"work" regardless of its au

thentic moment; this is perhaps greatly its 

one another and return through one another. 

"0Jr own bodies too are changing always and 
without any intermission, and to-morrow we 
shall not he what we now are .• V 

nature. However, that is not the issue of the For Homer, all human affairs l'lere inextricably 

present concern. In fact, it is precisely not the tied up in the gods. The Olympians were not 

issue because metamorplwsis is and always has piously revered by humans, but l'lere encountered 

been intimately engaged in allI/types", for it .e:imply in amazement, wonder and marvel. With 

is, in any "epoch", an act of fantasia which Ovid, there is a "gap", or in effect, a "criti

perpetually confronts, questions, and de- cal distance N established between the gods 

monstrates aIl notions of typing, of naming, and man. It is a distance which conveys the 

of idcntity. In transformations from Homer complexity of an un-reasonable, yet lived mythic 

• Refer to Irvtng Ma~~ey's work on the subjeet entitled 
rhcCal1l11g Plg, University of Cali fornia Press, Berkeley, 
1976. Ma~~ey finds il "unprofitable" to seareh for a 
~tngle eau~e or funetlon within the history of literary 
metdmorphosi~, and crea tes lia set of categories under 
7IIIIICII O,C 1'ro/llcms of metamorphosis can be studied, and 
roc" Il classificatIOn of the types of metamorphosis"(p.3). 
They a re as follows: 1 Scientific metamorphosis, 
2 metamorpho!>is and issues of the self, 3.metamorpho
!>I~ and anthropology, 4 Religion and esehatology, and 
how it relates ln metamorphosis, 5.Psychology and 
metamorphosls, 6.Metamorphosis and aesthetics. 
Mas~ey introduces an impressive array of literary fig
ures and brings mueh theoretleal debate to the Iiterary 
history of metamorphosis within his small book; ... in 
faet, too mueh. He seems to have bitten off more th an 
he can cht~w, whleh b unly, and disappointingly, veri
fled when ln a timld disclaimerfootnote on page 201, 
we see 11y defal/It where his real thesis lies:" If is perhaps 
a/l ('mSlon qf rt'spo/lslll/lity not to offer a chapter on Kafki1 
1/1 a llook 0/1 l/It'tamOrl'llOSIS 1 IUlVe been deterred by the 
feL'img tllat Kafka IS an alltlwr wllom 1 wou/d rather, on the 
wl/olt', not attrmpt to violate lly a/lalysis,(c.a.) a/sa because 
Cl} tilt' Sl'tlSC Illal too ml/clr of my energy would Irave been 
wlllu1rawn jrom tilt' olilfr authors if] had allowed myself to 
lIecOlllt' deeply 11Il'Olved with Kajka."(footnote #18) 

order (less the pure "serenity" of Homeric 

unconcealmentJ. Ovid's cosmological struc

ture is at once both a symptom of the "gap" -

which, sin ce Homer, bas enabled man to develop 

his continually unfolding invention (himselfJ 

- and, as we will see, an implicit criticism 

of any 'contemporaxy' causal conceptions of the 

man and the cosmos. 

Ovid's metamorphoses are both complex and 

varied. Within the multiplicity of 

transformations, however, there are distinct 

foms of metamorphosis which he frequents. 

One prevalent fom is a transformation into 

the pro cess of dying: Atlas is metamorphosed 

V OVid, Metamorphœes, p.524, 15.214. Pythagoras is 
speaking through OVid. 



to Kafka, what has remained implicitly at into a mountain, the Ismenides inta stone 

stake throughout has been the degree to monuments of their own grief, Heliades intc' a 

which an identity (Le .. , a Imman identity), tree as her mother tears off branches attffilpting 

endures through a change in form (morplze). to rescue her from her fate, etc. 

The worlds between Homer and Kafka, of 

course, require no facile leap of scholarship, 

but the historical metamorphoses within a 

Western articulation of "identity", as they 

relate to metamorphosis, are worthy of mention. 

They are worthy immediately, since we are 

concerned with the more encompassing 

context of Gregor's transformation. Equally, 

if we are to speculate on the identity of a 

"writer in a body", if we are to articulate one 

human narrative which was "made of 

literature"0 and nothing else, then metamor

phosis appropriately cornes to our aid. Within 

the nature of any translation, a mediating ac

tivity and device is required. Reading is one 

such medium. The explicit nature of Kafka's 

animal, or more appropriately, monster nar

ratives orny make both literally and deceiv

ingly apparent the monstrous core from 

which every fictive character - from Joseph 

K. to Josephine - is formed. Kafka's monsters 

and the techne of metamorphosis are his and 

our most potent means of interpreting the 

space of this monstrollS self and its relation to 

the work and the world. 

At its most fundamentallevel, the movement 

of metamorphosis perpetually addresses ques-

o Kafka, Franz, LF., p.304. 

Treated this way, the fantasy of transfonnation 
tends to reduce death to still life and 11fe 
to death ln motion. rr 

The general tendency, however, in Ovid's 

metamorphoses is not detined through the deaths 

of those transformed. Rather, the 

metamorphoses are still generally in 1ine 

with the Homeric "versions of the fantasy in 

rendering transformation a.s the ordeal of a 

persisting awareness ... for Ovid too, this 

awareness is not a physical process". rw 

The crucial and pelVasive assumption [with 
OVid] is the Homeric: the properties of having 
a mind and having a certain sort of body may 
invariably coincide without thereby needlrlÇJ 
to he Lhe same; the possibility of their not 
coinciding [animal rorm] is far from 
unthinkable, for a reader of ovid's poem is in 
the business of thinking it repeatedJy ~ 

And yet, an equally crucial and pervasi ve 

assumption which is not Homeric is how the 

body and mind have come ta be both understood, 

and related. With Ovid, bath are apparent by 

virtue ai the soul: 

AlI things are everchanging; nothing perishes. 
The soul wanders about and cornes from that 
spot to this, from this to that and takes 
possession of any limbs whatever; il both 

1r Skulsky, Metarr3pfrJsis. Th? Mmd ln ExIle, p.27. 

III Ibid. 
C Ibid., p.2a. 
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tions concerning what it is to be human. And 

yet the present essay does not attempt to pl'O

vide any synthetic human definition. It is con

cerned ultimately with articulating one per

son's understandingofhis personhood. Such 

an understanding can not help but speak of 

"something" human (and simultaneously 

monsfraus). 

Wha t then, ma y be defini ti vel y said regarding 

the identity of our present persona, Gregor 

Samsa? He has been transformed into a 

"monstrous vermin"? 15 this not blatantly 

astonishing? Gregor certainly isn't 

astonished. He only wants to make the seven 

o'c1ock train. Upon first reading, somethlng 

lamentable suggests itself in Gregor's lot. 

"Lament" might, however, muddle the 

potentcy of this metamorphosis, especially if 

we keep in mind the problematic humanist 

sympathy previously discussed regardingK .. 

Let us take Gregor seriously for a moment. 

He himseJf takes nothlng for granted, hence, 

everything seriously. He is a "monstrous 

vermin", and he unquestionably accepts 

lIimsclf within his new form. In fact, not only 

is there no emotion of self-empathy on 

Gregor's part, but on the contrary, a greater 

self-indulgence in his new form of himself. 

. .Jar merl' recreation Ile had jonl/ed the habit of 
crawlmg crLo.;scross over the walls and ceiling. He 
eSJ!('Clally rnjoyed lumgmg suspended from the 
CClllug. It WIIS muellllmer than lying on the floor; 
Ol/t' C01l1d /Jreaflle more jreely; one's body swung 
al/d rocked liglltly, and zn the almost blissjui 

passes from the beasts to human bodies, and so 
does our soul into the beas ts; and in no lapse 
of time does it perish. And as the pliable 
wax is moulded into new forms, and no longer 
abides as it 'lias before, nor preserves the 
same shape, but is still the same wax, so l 
tell you that the soul is ever the same, but 
passes into different forms .... all things are 
in flux. ~ 

The transformations into the process of dying 

then, are not primarily understood as a IIdeath" 

which occurs in metamorphosis (or at least, 

it is strictly a formaI death, where the form 

de-monstrates the act), or for that matter, 

even a birth, but sim ply a transference): 

·0 race! stricken by the alarms of icy death, 
why do you dread Styx? why the shades, why 
errpty names, the stock subjects of the poets, 
and the atonements of an imaginary world? 
Whether the funeral pile consumes your bodies 
with flames, or old age with graduaI dissolu
tion, believe that they cannot suffer in jury. 
Souls are not subject to death; and having 
1eft their former abode, they ever inhabit 
new dwel1ings, and, there received, live on. a 

~ Ovid, Metamorphœes, 15.165-73, p.523. Pythagoras is 
speaking through Ovid. 
r In tootnote of the Selected\\brksofPorphyry, trans. by 
T. Taylor, London, 1823, p.186, Taylor refers to 
Macrobius in the twelfth chapter of his Commentaryoll 
Scipio's Dretmz, in which he describes the descent of the 
soul, which is understood to be ini tially divine, into 
human bodies. In the descent, the souls touch some
thing very human, what Macrobius calls "oblivion". 
Through the, in eftect, tainting of the soul, man forgets 
wbat he originally knew. Macrobius' sou! contains a 
more overt epistemological essence to it than Ovid's, 
however, within both conceptions of the sou! is the 
essential ingredient of eternity, and although tainted 
by the timely curse of oblivion, man not only carnes 
the divine within him, but since i t is eternal, i t is 
~ in the simultaneous moment of a human death 
and birth. The organ-ic nature of Homer' s psyche is far 
removed fram this uPiquitous soul. 
a Ovid, Metamorphœes, 15.131-62, p.522. Pythagoras is 
speaking through Ovid. 



absorptIOn induced by thls suspension it could 
happen ta his oum surprIse that he let go and feU 
plump on the fioor. Yet now he had his body much 
better under control than formerly, and even such 
a big fall dld him no haml • 

And yet, this is precisely the irony, he is still 

himself. A reflective consciousness apparently 

survives in what appears to be Gregor' s fon1uzl 

change. In the first moments of the story we 

are suddenly faced with the weathered dia

lectical constructions of forml substance, ap

pearance 1 essence, surface 1 depth, in the hope 

and search for an enduring 'Gregor'. There 

are apparently no other variables with which 

to operate. 'Gregor' must survive in sorne 

manner, or there would be no way of our com

prehending the transformation.v 

For the reader, Gregor's consciousness main

tains itself in the face of a bodily change. 

• Kafka, Franz, CS., p.115 

v Skulsky throws hght on both Gregor's condition and 
how it is read when he ~fers to Thomas Nagel and 
hlS philosophical meanderings on "what is it hke to be 
a bat?" Nagel ponders a preposterous "subject" which 
does not want to know what it would be Iike for It to 
be a bat, but wants to know what it wou Id be hke for a 
bat to be a bat. In the absolutism of such a suggested 
self-transcendence, Nagel's hypothetical self poign
antly and critically addresses earlier mentioned con
cems over modem practices of 'eliminahon' or 'destruc
tion' of any form of orienting consciousness, for what 
Nagel proposes is not even a "bat/man", but a com
plete man who is absolutely transformed into a com
plete bat. The implicatIOns of su ch absoluhsm carry 
over in ail directions. Although the promise of unbri
dled "freedom" is the ruse suggested in this form ùf 
transformation, to imagine, and if pushed further, ta 
understand such a "future stage" of oneself within this 
framework, is simply absurdo As Skulsky notes, "We 
cannat grasp subjective experience other than our oum with
out imagirung our survival of a transformation - without 
trying ta adopt the relevant point of view: The more differ
ellt from 011eself the other experiencer is, the less success 

Ovid' s soul is that whidl defines and S.l111ul

taneously denies a hwnan identity. t In this 

"transference" of the soul, ovid' s mOl"tals do 

not experienee a se1f-*transcendence", fOl" self

transeendenee first requires a constitutù'e 

being from whieh to transcend. In the meta

morphosis of 11Yrrha, who remains in perpetual 

labor in the fo:r.m of a tree/pregnant bell}'; 

with Callisto, transformed as a bear, al

though the "fonner mind rernained"; ActdeoIl 

who, as a deer, is devoured by his OM) hunt

ing dogs as "he groans, and utters a noisè, 

though not that of a man, still, sueh as a 

stag cannot make"(3.237-40J; 01' in 10'5 cùmic: 

tragie transformation into a eow in which 

"the foeus of the narrative irony is the fact 

t Less rigorous modern illterpretatlOn.<; of OvJd, [:U('/I 

as Joseph B. ...01 odow , s The World of ÜVld'~ Ml'wmorph(N'l>, 
(University of North Car(llIna Press, ChùpL' 1 11111, 
1988), dù not fullyapprecJate the ambigulty (II th,· 
OVidian identity: "A cardinal f(,dtUn:- HI (NJfl!all 

metamorphosis is continulty betw8en lhe per;,nn and 
what he is changed into, rut the partlcular torrn whj('h 
the continuity takes is not determined hy any pn "r 
condition and cannot he predicted. It seems fan !tWII 

to study metamorphosis separately frcxn whdl corn"', 

before it ... What is metamorphosis? It l~ clan f I('à 

tion. It is a process by which characlerisll'· .. (Jf d 

person, essential or incidental, are qlven phy:.wal 
embodiments and are so rendered visible and man 1 tf!~.t 

Metamorphosis make<; plain il person'" qualitH':., yrA 

without passing judgment on them, Tt 1S - and thl:. 

constitutes a central paradoy. of the poem - il ('hanrJ!: 

which preserves, an alteration WhlCh maintaw!. )dfm 

tity, a change of fonn by which content becomœ: ff!P

resented in fonn.· p.174. Solodow's theslS I(!sts (,II 

the be1ief that ovid's metamorphoses are not dégrada 
tions or demotions of a character's Identlty, bul ri 

further expliclt descnption of thdt Identity. Hut 
wbat remains problematlc \Vith hlS theslS 15 tr.dL an 
originary and a prion !Jdf is assumed and unacc0Untec1 
for. The "continuity' of which Solodow speab, reter', 
to a continuity between this onginary self and th,! 



Gregor '5 family, however, is not afforded the that among tbose who are prevented by 10's 

5ame Juxury of the narrator's perspective. defonnity from making full contact witb her 

The issue is simply, what kind of selfexists in is 10 berself";" 'Ile are invited to partake in 

the metamorphosed form we definitively the perpetually unidentifiable condition ot 

name 'Gregor'; i.e., in the persistenceof 'some Ovid's metamorplllc self. Gone is the "Ctiysseus" 

form of self', are the dialectical rules implicit hero in which these transformations are quali

throughout - man/beast, consciousness fied. Tbe emphasis is placed on the univer

(mind)/form (body) - reinforced or, in es- sal and historical condition of man in, as, 

sence, crossed through the metamorphosis? metamorpbosis. And yet, tbe essential Ho

This is certainly an old question within the meric theme remains: "metamorphosis" is not 

literaryhistoryofmetamorphosis,onewhich an action performed on man by the deities, 

Kafkd continually asks. but rather, it defines man , and hence, histozy 

and time. Although the gods hold a distinct 

As the "hero" of "The Metamorphosis", Gregor posi tion in the Homeric and OVidian scheme ot 

appears to be a sad and abominable form of things, tbere is yet no metaphysical check 

any classical"hero"; and yet a kindred rela- from whicb they act. Their decrees are whim

tionshtp remains in that he - as the Greek si cal , a product of their "mood". 

name 'Odysseus' simiJarly suggests - is "no-

one". ln his crossin8 from man to beast, no In the metamorphosis of Jtrrrha, transfonnation 

one identity may be attributed to him. It is into a tree is initiated by her own request 

this very crossins which is at the heart of the to the divinities that she be transfonned, 

term Kafka uses to iden tify the beast we na me according to her "criminali ties", so that she 

"Gregor": Ullgellt'lIre Ungeziefer. In English, may he denied "botb life and death" {lO.464-

this has been translated as anything from 

"cockroach", to "giant bug" to "monstrous 

metamorphosed one. Although we agree that "continulty' 
1s essential in the OVidian metamorphosis, we disagree 
with the notion that that continuity is given by virtue 
of an originary self, but rather, by virtue of the 

- -- - ------ OVidian soul. Solodow's "continuityH only remains ap-
mIL' ta"e.\1Ifel 7l'itll Il:;s cnterprise. "(p.4.) propriate if one re-contextualizes the tenn by virtue 
Sllnlt' fom1 of self must persist through metamorpho- of this soul. Metamorphosis is "clarification W

, al
!'IS or nothlOg could be said. Unlike Nagel's 'man- though it clarifies not the solidity of the self, but 
turned-bat', who's (I)dentity IS tragically destroyed (and this goes for OVid as well as Homer) rather, the 
thrnugh the transformatIon, (who's subject now il a inconstancy, inexplicability, and enigma of the self. 
bdt) the (I)dentity of Kafka's 'Gregor' is not 50 easily Time al:d time again with OVid, the same enigma arises: 
rehnqUlslwd, and certamly not 50 completely experi- ' ... if, as the visions of Narcissus and Sosia wickedly 
l'nced by Gregor. Kafka's beast remains in tension, suggest, our notion of identity itself is inexplicable, 
henŒ, the facile and yet infinitely profound condition of a consciousness which formally is flot itself" 
Metdmorphllsis speaks most articulately on any dis-~r- (Skulsky, Metamorp1lJsis:TheMindinExiJe, p.34) This is the 
course of mter-sublectlvlty because through a change "identity· IIoillch is "maintainedH in OVid's metamor
ln form, one's 'identlty' can be defined neither "in it- phoses. 
,e 1 f' no, "fo, an olhe,", but ait he mter -stice of both. ~"SIrulSky,~: Tilt Mmd m f.rilt, p, 30, 



vermin". The latter cornes c10sest to the Ger- 96). It may read as Just dessel·ts for her 

man and yet does not carry the full implica- incestuous deeds; and yet the exact same 

tions of Kafka's term. A more precise defini- arborous fate meets Philemon and Baucis, 

tion of Kafka's German only shows how im- although now conveyed in the conte.\7t of a 

possible it is to define: divine recognition of their virtuous acts. 

The opening designation of Gregor as an 
'Ungeheure Ungeziefer', or 'giant vermin' IS 

notoriously ambiguous, for Ungeziefer re/ers to 
a broad range of animal parasites rather fllan a 
single type, Ungeheure ('monstrous') is by 
definition vague, and the 'un'- prefixes in both 
words double the ternIS' lack of specificity into a 
kind of negative infimty. § 

And yet, even this "broad range of animal 

parasites" still generalizes Ungeziefer, for as 

Stanley Comgold notes, " Ungeziefer, is a word 

that cannot be expressed by the English words 

'bug' or 'vermin'. Ungeziefer derives (as Kafka 

probably knew) from the late Middle High 

German word originally meaning 1 the ,mclean 

animal not sllited for sacrifice' ."(e a)® 

§ Anderson, Kajka's Clothes: Ornament and Aestheticis11l 
in the Hapsbllrg Fin de Siècle, Oxford University Press, 
NY, 1992, p.124. 

® "SacrIfice" and its kindred associations to monstros
ity and metamorphosis might best be summarized as 
a mutual engagement in the principle of 'exchange'. 
As Donald Kunze notes, "The two metaphors associated 
with exchange are metamorphosis and the monster. ln meta
morpllosis, one fornl is exchanged for another, as in the hu
man to animal transfornlations recorded by Ovid. The mon
ster is, however, not the result of exchange but rather the 
symbol of exchange ... The children of prostitutes in Repub
lican Rome were condemned to death as monsters because 
they were, in the most literai sense, the products of illicit 
unions." «rom an unpublished article entitled 
"Teratology of Civic Space", p.lO) Similarly, an ex
change of one form of Iife for another was the under
lymg principle In ritualistic animal sacrifice. With the 
mtroductlOn of "pure" Forms came the necessity for 
"pure", or "vlrgin" forrns of sacrifice, an exchange of 
purity for purification. AnimaIs such as pigs and asses, 
which were percelved as unc1ean and unsultable sac-

Cau sally speaking, this appears 'unnatural'. 

The god's must be maliciously joking - unless 

something more shrewd than such gods is at 

work in ovid' s program. Skulsk}', in tact 

defines OVid as an "embittered theologian", 

for be finds the gods, fi rstly, although neithe.r 

cruel nor comic, incompassionate; and secondly 

- obviously inseparable - is the belief in 

"an essentially irrefonnable human nature" 

(something of which Homer was not in the 

position to conceive since tbere l'las no "gap" 

through which he could envision man by himselfl. 

Ovid' s gods are essentially benevolent 

"tyrants", wanting to instill not feal" but 

reverence. And yet there is an essential 

continuity between the mythological world ot 

the gods and humans. For Ovid, most 

importantly, the gods are not the unjust 

oppressors of humanity. They do not sit in 

judgment over man. In the tables of Myrrha, 

Baucis, Glaucus, Dryope, etc., there is no 

intentional act of a deity which initiates 

these metamorphoses, it is their "fortune", 

"fate" (moîraJ, "necessi ty". The dei ties are 

"the carnival mirroring of a cosmic absurdity 

that, for the poet, is all too real". C 

e Ibid., p52. As a slightly relevant aside, ln {J note 
trom Henry T. Riley, the translator of the edition of 
OVid's Metamorphœis consulted here, an i1lwninati~ 

editorial opinion is given regarding the "re/1lity' of 
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The more specifie the reference, the more 

ambiguous "Gregor" becomes. And yet, the 

reference leads the reader into even further 

dimensions of reading what identity might be 

attributed to the hero of the tale. 

The "Ungeheure", or "monstrous" side of the 

term, is infinitely enigmatie because the 

monster is lia body in the act ofbecoming. It 

is never finished, never completed; it is con

tinually built, continually created; and if;5 the 

principle of ollter bodies" .(e a)â Hence, itis never 

simply formally depicted, for it is never for

maUy distinct. This inability to definitively 

depiet or represent the monster is suggested 

in Many of Kafka's short stories, but most 

decisively in "The Metamorphosis"il. 

nfiee!>, were understood as such greatly in light of their 
antttheticai and 'pure' saerificial counterparts. Kafka 
reverses the rules of sacrifice with his Ungehere 
lingez/l'fer and provides the reader with an apparently 
ironie sacrifice. 

â Frascari., M01lsters of Architecture, p.32. 
n Durin~ Kafka's lifettme, thirty-nine of hlS short sto-

"'!he anger of the gods', says Proclus "is not 
an irrlication of any passion in them, but 
demonstrates our inaptitude to participa te of 
their illuminations'. = 

"Guilt* and "innocence'" are dissolved in the 

recognition of that which can never be known. 

Dryope's "innocent" suffering comes from forces 

other than acts of the deities, and yet, is 

absurdly and precisely equivalent to them. v 

Within the dissolution of this dialectical 

framework lies precisely OVid's polemic. 

Tagging OVid as an "ernbittered theologian" 

does not full},' capture the significance and 

aptitude cf bis rhetoric, for, in Book 15 a 

so far implici t orientation becomes explidt 

when Ovid shifts from the fables of 

metamorphoses to the teachings of Pythagoras. 

Pythagoras' "all things are in flux" resounds 

not just through Ovid's historical and 

transient "individual'" metamorphoses, as the 

previous fourteen books so assiduously nar

rated, but such "fluxN extends its implica-

nes were published. He rarely had a conflict with his OVid's poem and bis pbilosophical cohort, Pythagoras: 
pubhsher, except when it came to publishing "The "!'he principle of Pythagoras, that evexything is con-
Metamorphosis". In two specifie instances, we see the tinually changing am that nothing perishes, is true 
absolu te importance for Kafka of the appropriate rep- to a certain extent; but in his times, arxl even those 
resentatio" of the story in published form. (1.) In a let- of OVid, philosophy was not sufficiently advanced to 
ter to Kurt Wolff Verlag, on October 25, 1915, at the speak with precision on the subject, and to discover 
ttmewhen"TheMetamorphosis"wasabouttobepub- the true boundary between truth and fiction." p.536. 
hshed in a separate volume, Kafka wrote, uYou mm- " From the Selecttrl Worksof Porphyry, in a footnote by the 
tlmlcd tlrat Ottomar Starke is going to do a drawingfor the translator on p.199. 
t itlc l'age (if Metamorphosis. In 50 far as 1 know the art- r The Neoplatonic:, as well as Christian, conception of 
ist's style, from Napoleon, this prospect has given me a "Divine Providence" is qui te another issue. In the 
mlnar alld l'erlUlps Itntlecessary fright. lt struck me that pMl1digmatic Christian example of Job in the Old 
5tarke, as an iIlllstrator, might want to draw the insect it- Testament, "guilt' and "innocence" are capable of 
self Nottlrat,pleasenotthat! Idonotwanttore5tricthim, being "Jcnown" by virtue of an unalterableTnath, God. 
but only to ",ilke tllls plea out (If my deeper knowledge of the Job's anxiety, and the bltt of the irony, canes precisely 
story rire insect itself cannot be depicted. lt cannot even from the fact that bis punishment is unjust because 
lie s',oUl"from a distallCl'. Perlraps there is no such intm- he has lived thetruth. 

"{'» 
~ 



Similarly in 'The Village Schoolmaster", the 

desire to not only visual1y apprehend but to 

prove the existence of a "giant mole" becomes 

the lifelong ambition of a village schoolmas

ter and a curious scientist. The prernise, how

ever, is that it is not c1ear as to who has actu

ally seen this llgiant mole", only l'that a few 

years back it was observed in the 

neighborhood of one of our sm aIl villages". 

It is, however, described as being so repu!

sive that if anyone saw it, they "would prob-

tion and my plea can be dismissed with a smile - 50 much 
the better. ... 1f 1 were ta affer suggestions for an illustration, 
1 would choose su ch scenes as the following: the parents and 
the head c1erk in Iron t of the locked door, or even better, the 
parents and the sister in the lighted room, with tlle door 
open upon the adjoining room that lies in darkness."(L. 
p.114-115) Starke's design for the cover of the pub
lished version shows a man in a moming coat, hands 
cJasped to his face in fright as he peeks through a door 
which lS slightlyajar. The definitive expression of fright 
on the man's face trlVializes I<afka's indifferent images 
of the family and their dwelling. The fact that the "in
sect itself cannot be depicted" is the essential qualifi
cation. I<afka's "abstraction" does not deal with a "de
piction" of something intelligible and human. It con
fronts the facile dualitiesand relationships convention
ally understood between the image or form and its 
constituted substance or meaning. Starke's frightened 
man already describes "the in sect", and consequently 
gives it form. Comgold's interpretation ofthe vermin 
not as a visual cipher but as a rhetorical one in his chap
ter "The Metamorphosis of Metaphor", is more per
ceptive. (2.) On August 19, 1916, Kafka attempted to 
cJear up sorne confusion over his suggestion to pub
lish a book entitled Punishments, within which would 
appear, "The ]udgment", "The Metamorphosis", and 
"In the Penal Colony" together. Verlag had slighted 
the relevance of the three stories together and sug
gested publishing only "The Judgment" and "In the 
Penal Colony" together. Kafka stemly clarifies that, 
"'The Judgment' and 'ln the Penal Colony' would make a 
dreadful combination; 'Metamorphosis' might still mediate 
between them, but without that story, you would have two 
alien heads knocking violently a t each other. "( L. P 126) Even 
outside the story itself, "The Metamorphosis" is iden
tified as a mOllstrous device of mediation which, al
though unrepresentable is still wholly necessary. 

tions for 01rid into any conception of human 

space and time. OVidian metamorphosis commu

nicates 'time' as "a discrete series of sud-

den moments", (/1 and hence, histozy as well. 

Given Ovid's sociopolitical and phi 1 osophical 

context, Book 15 ingeniously and subtly 

articulates the importance of such a claim. 

The ~thagorean device of "flux" allows Ovid 

to place the tantasy of metamorphosis in a 

context in ",bich bis implicit theme ot hurnan 

nature, as being "stripped of the least 

suggestion of causal order N
, 1C becomes cri ti

cally strengthened. 

~Thou, Time, the consumer of all things, and 
thou, hateful Old Age (Slrulsky translates as 
~malign Antiquity'), together destroy a11 
thingsi and, by degrees ye consume each thing, 
decayed by the teeth of old age, with a slow 
death. (p.525, 15.229-64, Pythagoras is speaking 
through OVidl 

~So in lapse of time, we see nations change, 
and these gaining strength, while those are 
falli~. So Troy was great, both in her 
riches and her men, and for ten years could 
afford so much bloodi whereas, now laid low, 
she only shows her ancient ruins, and, instead 
of her wealth , she points at the tombs of her 
ancestors. Sparta was famedi great MycelliJ' 
flourishedi so, too, the citadel of Cecrops, 
and that of Amphion. Now Sparta is a 
contemptible spoti loft y Mycellil! is laid low. 
What now is Thebes, the city of Oedipus, but 
a mere story? What remains of Athens, the 
city of pandion, butltsname? (p.533, 15.414-
44) 

1 

And yet given the previous verbose descrip

tions at the beginning of Book 15 ot all 

(/1 SkulsJcy, Metamorphosis:TheMindinExile, p.53. 
1t Ibid., p.59. 



ably have died of disgust".(CS, p.167) It be

cornes clear very early on in the story, how

ever, that what is unbearable is not the crea

ture's formai appearance (its soft, furry coat, 

tiny feet, and delicately tapered nase actually 

appear to be quite endearing features), but 

rather its incomprehensible source of exist

ence.™ 

tbings trom rivers that petrified tbose wbo 

drank of tbem; to fountains tbat kind1ed wood; 

others tbat caused a ~bange of sexi tbat 

created an aversion to wine; tbat transfomed 

men into birdsi to frogs, si 1 kwonns , bees, 

hyena, chameleons, and tbe pboenix which is 

not birthed into one static fom but continu

ally changing - this of course coming after 

fourteen books in which virtuallyall trans

As a "principle of other bodies", the mans ter formations which antiquity could provide to 

is caught between the boundaries of identifi- tbe poet, were exhausted - Ilhat are we to 

able beings; make of a Pytbagoras speaking througb a con

scious Ovid of the unique and illustrious 

lM As we will flnd wlth most of Kafka's animal/he
mes, a mythologteal precedent suspiciously lurks in 
c!o!>e proxlmity Emrich mentions a study which ap
peared ln Prague in 1872 on the mythological on gins 
of the mole by Josef Virgil Grohmann, entitled Apollo 
Smmtllells IInd die Bedeutung der Miluse zn der MythologIe 
der Indogenluml'l1, in which he notes, "That moles were 
gmCllerally cOllsidered to Ile mysterious beings is l'vident 
Ir0'" Hie jact tlJat II/oies were believed to be capable of un
dt'rst(l/Iding lU/man speec11 and would flee on hearing them
sdvcs talked a/Jollt (Pliny, X, 88). ln Gernum and Slavic 
l'ol'lIlar llelief, flle mole is likl"wise a prophetie animal; it 
foretells dcntlr a/Id 11irt/l, its Ileart, if eaten or carried on one's 
l'erscm, lIestows ",iraculous powers (p.50) "(Emrich, Franz 
Kafka, p 532) As a daemonic being, the monstrous mole 
was a medIum of dIvine power, ie. impossible to be 
vlsually apprehended, hence its capacity to flee, un
seen, upon the presence of human voices. This was ItS 
",tenllcdiary 1,ost, which in the context of Kafka's short 
story, conveys the more complex absurdity of the sei
entlst's deslre to "pnwe" itsexistence. Primarily, how
ever, "The Village Schoolmaster" reads less as a critique 
of the mherent contradictions in modem science than 
as a portrayal of the profundity of the mediating mon
stcr in modern Iife. Kafka frequents thp. prodigious 
type of the mole ln his other short stories, "The Bur
mw", and "Josephine the Smger, orThe Mouse Folk". 
ln fact, even Gregor's mole-like mannerisms are dis
tinctive in that he would bury himself completely un
dt'r il couch when his sister or mother would enter his 
room, sinct:' the very sight of him would be too repul
~ive for them to bear The point is simply that Kafka's 
monsters are nnt arbitrary animal types, but carefully 
consldered ones. 

natüre of tbe rising Rome? 

Now, too, there is a report that Dardanian 
Rome is rising; which, close to the waters of 
Tiber that rises in the Apennines 1 is laying 
the foundations of her greatness heneath a 
vast structure. She then, in her growth, is 
changing her fom, and will one day he the 
mistress of the boundless earth. (p.533, 
15.414-44) 

And to furtber the authority, as well tbe 

ambiguity of the autbority, Ovid's Pytbagoras 

recollects what Helenus said to Aeneas as 

Troy was sinking: 

Even now so l see that our Phrygian posterity 
is destined to roild a ci ty, so great as 
neither now exists, nor will exist, nor has 
been seen in former times. Through a long 
lapse of ages, ether distinguished men shaH 
make it powerful, /::ut one born of the blood of 
IulusC shall malte it the mistress of the world. '1; 

C OVid's Pythagoras is referring to the adopted son to 
came of Julius Caesar, Augustus, the first emperor of 
Rome. 
~ OVid, Mtt4"."."mses, 15.444-75, p.533-34. Again, Helenus 
is speaking through lY'thagoras ~o is speaking through 
OVid. 



Should we not also see in this "Rome" the 

... Q body in a continuous metamorphosis, a inevitability of Just a "name"'? We are left 
body freed from the mirrorof itself -freedfrom 
similar resemblQnce.(e.a.~ wi th the same enigma as we encountered in all 

"Monstrosity" and "metamorphosis" as 

chiastic practices of hum an representation, are 

both testaments toman's "inability to abstract 

forms and properties from subjects"3, and as 

a consequence, subjects, properties (essences) 

and forms are never the issue, and yet, criti

cally speaking, al ways the issue. Within the 

monster is held the crossing of aIl dialectical 

constructions, and any definition of selfin this 

crossing can only provisionally and simply 

be considered a monstrous self. 

What are the implications of such a non-de

finitive "self"? This is the question that "The 

Metamorphosis" primarily poses, and by con

centrating on Gregor's relations (literally, his 

family), these implications begin to take on 

etlzical ramifications·. Through Gregor's flesh 

and blood, as it were, we come to find first, the 

'judges' of Gregor's humanity, and second, the 

terms by which their last judgements are 

made, 

r Frascari, Monsters of Architecture, p.35. 

a Ibid.,p.14. 

• Unlike Walter Sokel's psychological readings of "The 
Metamorphosis", in which he concentrates on the ir
responsible Gregor (He is "guilty" of his own tragic 
state of metamorphosls because he has failed his du
ties to his family, essentially confirming sister Grete's 
final daIm), the questions begging to be asked involve 
rather the ethical constructs of the family members 
Refer to Sokel, Walter, "Education for Tragedy", 
from Stanley Corngold's translation of The Meta
morphosis, Bantam Books, New York, 1972. 

the metamorphoses of the poem: the inevi table 

dissolution - or more appropriately, "flll"'''

of aIl other great societies, and yet we al'e 

gi ven a prophesized solidi ty of the Roman 

world. In the apparent rnutual exclusivity of 

these claims, "the butt of the irony is as 

rnuch the ironist as i t is the Emperor". 1 It 

is a precarious rhetoric in which avid en

gages, for i t both affirms and denies his 

overall premise (not to mention the poten

tially hazardous political implications for 

himself, as a Roman) . And yet, the Pythago

rean "flux" is what triumphs in the end, as 

is only fitting in Ovid's human world of 

inconstancies. In the metarnorphoses of na

tions, as paradigmatically displayed in Book 

14 in the fall of the Ritulian capitol of 

Ardea and the birth of the phoenix, as weIl 

as in the "individual H metamorphoses which 

are given substance only by virtue ot Py

thagoras' transmigration of souls, the im

plicit critique of a cosmology devoid of cau

salit y remains essential. Considering the 

philosophical context of OVid's world, the 

cri tique appears even more appropriate. The 

Stoics, for instance, who "insist on the ab

sence of logos ... trom beasts on whose f 1 esh 

man must live", must be irrevocably discounted 

in ovid's human cosmology, The presence of 

'Il SJculsky, Mttamorp/vsis: The Mmd in f.xl1e, p.54 

e 



Gregor's family initially clings to the beHef logos in any degree for the Stoics t1would en

that beneath the form of this creature lies the tail that injustice is practically unavoid

substance of their Gregor. His mother remains able, that moral perception is ei ther mean

most adamant about this until the end - at ingless or nonexistent. The slightest ges-

least in principle if not in practice, since she 

was forbidden by her husband and daughter 

to enter Gregor's room. Grete, too, appears 

to be concerned for her brother's weIl being. 

Her first glimpse of Gregor, however, as she 

peers anxiously into his room, belies a differ

ent impression: 

Sire did not sec hi", right away, but when she 
caught slght of hi", under the couch - God, he had 
to Ile somewllere, Ile couldn' t just fly away - she 
Ilccame so friglltened that she lost control of her
self and sire slalllmed the door shut aga in. But, as 
if shc felt sorry for 11er behavior, she immediately 
openl'd tlle door agam and came in on tiptoe, as if 
she werl' visitmg someone seriously i11 or perhaps 
evetl a stranger. t 

Grete, at first, intimates that the beast - al

though unclear as to what relationship it has 

with her brother (questioned by the fact that 

she had just secn Itim under the couch yet 

wondered, "God, he had to be somewhere, he 

couldn't just fly away.") - is still in need of 

care. She appoints herself the duties of feed

ing and cleaning up after him, hence, initi

ates what Gregor interprets to be the first step 

toward a restoration of their familial bonds 

of compassion. These are, however, precisely 

the bonds which come to be questioned later, 

as Grete is the first one to set forth a "tlteory 
-- ------------------------
t Kafka, Franz, Till' MetamorpllOsis, translated by 
Stanley Corngold, Bantam Books, Ine., N.Y., 
1972, p.23. 

ture in a world ot imponderables is liable to 

result in an atrocity [i.e., cannibalismJ",~ 

and yet for Ovid, the atrocity is the same 

although the issue is not with the logos, but 

the psycœ. 

Ovid's work is an epic story which begins 

with the torming of the earth and cosmos, and 

ends with his own time, that of Augustus 

Ceasar. In the last paragraph of the last 

book, avid projects himself irnmortally into 

the stars, next to Julius Ceasar, as a result 

of his "work ... which shall be read by the 

lips ot nations, and (if the passages ot 

Poets have aught of truth) throughout all 

ages shall l survive in tame" (p. 553, 15.877-

79). Some critics have tormulated this last 

explici tintent of OVid' s as conveying near 

preMachiavellian aspirations to be EmPeror

that is, Augustus - and support such aspira

tions by relating this last statement with 

Ovid' s story of Cipus. Such aspirations would, 

however, be highly inconsistent with his lit

erary constitution. Ovid 'lias first a poet, 

nonethe1ess a politically conscious poet, yet 

if his relation to ~thagoras - who is said 

to have been selt-exiled trom the tyranny of 

... Ibid. 1 p. 60. SJrulsky refers to OVid' s Pythagoras as 
a ·polemical weapon against the Stoics·. 



of what it is to be a person, a tlreory that exclu des 

not only Gregor - if we slrare the bias of the narra

tive - but the rest of us as welI."§ "Compas

sion" is as burlesqued and impoverished a 

concept as Grete's conception of her brother, 

for if the story was meant to be a moral les

son in the recognition of lia person's" rights 

to human compassion, than a character with 

Cerebral PaIsy would have been adequate. 

Grete puts forward her definitive theory at 

the end of the story, after Gregor had fright

ened off the boarders, a theory which had 

been implicitly present with her first glimpse 

of the creature: 

"My dear parents," said his sister and by way of 
an introduction pounded her hand on the table, 
"tllings can't go on liIœ this Maybe you don't 
reaUze if but 1 do. 1 won't pronounce the name 
of tny brother in front of this monster, and so 
ail 1 say is; we have to try to get rid of it . .. It has 
got to go .... that' 5 the only answer fatller. You just 
have to try to get rid of the idea that il is our Gregor. 
Believing it for so long, that is our real misfor
tune. (e a.)® 

What are the precise grounds for Grete's 

daim? Indeed, Gregor's despicable form is 

intolerable to her, but it is his "behavior" that 

she finds most objectionabIe, " .. this animal per-

secutes liS, drives the roomers away, obviously 

wants to occupy the whole apartment and for us 

to sleep in the gutter. "(p.52) H this beast was 

truly Gregor, he would have rid the family of 

Polycrates, king of Samos - is any indication 

of Ovid's om aversion to self projection, 

then bis parting words seem to carry a mucll 

less adorned e.xplanation: 

... the target of his reproach ... is far broader: 
the inevitabilities of hurnan nature and hlstory 
as ovid has taken a whole poem to display 
them,O 

Ovidian man appears to skirt past the dialectic 

and yet it is only in so far as the dialectic 

is in place that any such maneuvering is 

possible. Ovid's metaphysical skepticislll is 

appropriately positioned at a time in which 

Middle Platonists began gearing up for a 

systematic exegesis of Platonic doctrines -

the outcome being the Neoplatonism of Plotinus, 

and further, that of St. Augustine - neatly 

named.by a definitive temporal marker to denote 

the appearance of the Christian era (Anno 

Domini). If there is a hint of nostalgia in 

Ovid, it comes from a conscious glimpse of 

that threshold, and a suspense of that which 

is already in place (the metaphysical con

struct of man) and yet still in its embryonic 

stages. His Metamorphoses, however, cannot 

help but tend toward the forInS of metaphysics, 

just as Pythagoras' couldn 't, gi ven the 

ubiquitous presence of the psyche. And yet, 

i t is both the eternal construct of this soul 

as well as the still essentially impartial 

and inconceivable acts of the gods which al-

§ Skulsky, Metamorphosis: The Mind in Exile, p.187. ----- ------

® The Metamorphosis, trans. by Corngold, pp.51-
52 0 Ibid., p.56. 



his burden long before. In effect, via Grete's lows Ovid to keep the dialectic in abeyance, 

logie, Gregor could have been a human rec- and with it, a definitive human identity - a 

ognizable form, and depending on his constitutive self. 

behavior could have been treated the same. 

It is solely through appearance (which connotes wi tbin the li terature and pervading conscious

both "behavior" and "fOl'm"), that Grete fails ness of 'metamorphosis' in the centuries to1-

to discover a consciousness, which if found lowing Of/id, it is this vezy 'self' which ac

would have definitively established for her quires new fom, or rather, 'aform' at all. 

in this beast something hum an. A Sim ply stated, man takes 'shape', with re-

spect to himselt, and hence, an other (with 

Grete holds the reigns of Gregor's identity as both an '0' and an '0'). This shape becomes 

an interpreter of appearance and nothing more. 

The only conflicting interpretation cornes 

from Gregor's mother who refuses to judge 

the beast from ils appearance, and subse-

discernib1e most distinct1y through the si

mu1taneous and uniform positioning of the 

'psyche' at the center of a comprehensive per

sonal human identity. Mlat was mere1y inti-

quently relies on the faith that the essence of mated through the ear1y Greeks, most signiti

the beast is still her Gregor. cant1y P1ato - i.e. the concept of an a-

temporal psychic who1e with respect to a tern
Let me go to Gregor, he IS my unfortunate boy! pora1 torm _ takes considerable 'fonn' in the 
Don't you understand, 1 have to go to him? 
(p 31) "metamorphoses" fo1lowing Ovid. "Metamor-

------------- --------------

â Within many studies in behavlorism, a similar de
bate ensues. Skulsky cites one such debate over 
"Koko", an ape who was trained to communicate 
through human sign language. Two interpretations 
are mentioned which comment on the issue of this 
aOlmal raised to "personhood". One, which eûmes 
from a "juridical theorist", believps, "lfit MS never been 
one bl'jore, it is an individu al now. ft has the apparatus for 
tI,t' begi"ning of a historieal sense, for the contemplation of 
sri!,' The other view cornes from a "positivist" who 
beheves that, "animais [that have 11een taught to speakl 
arc st.1I Plot huma", and the laws [the juristl would bring 
to llt'ar are human rig"ts, are they not?" (quo tes from 
"The Pursuit of Reason", New York Times Magazine) 
Skulsky, MetamorphosÎS, The Mind in Exile, pp.6-7. The 
members of Gregor's family appear to be such "posi
hVlsts" and "jurists" (both are appropriate since 
nalveté takes no sides), who sit in judgment over him. 
The verdict for Gregor, however, (unlike Koko) is a 
matter of Iife and death. 

phosis" remains, however, primari1y engaged 

in the same thing, "changes in tom", a1-

though it, like 'man', is a1so engaged in a 

process ot further discernment. 

SOIIB ASININB 'l'BOUQH'l'S: 

1( 



Grete is the judge of appearance, the mother, 

the judge of essence (the father is indifferent), 

and in the clash of these polarities, no recog

nition of Gregor's monstrous self is possible. a 

However, since Gregor is himselj and yet 0t11-

erwise, and since recognition cornes from "the 

joints", he alone is capable of comprehending 

something essential about his own alterity. He 

is in the position of experiencing his identity, 

his self as a relation. He is uniquely capable of 

an "authentic", ethical experience. Kafka's fan

tasy of transformation is a testing ground not 

only for the dialectical theories of "self', "iden

tity", and "alterity" put forth through the 

members of the family, it is also the place 

where the monster ecstatically reveals a 

theory of self-hood which crosses these dia

lectical constructions. 

The significant moment for Gregor occurs 

when Grete suggests that aU of the furniture 

in her brother's room be removed so that the 

beast may crawl freely over aU the room's 

surfaces. The mother vehemently objects, and 

suggests that the room be preserved exactly 

(J Merleau-Ponty articulately addresses the difflcul
ties inherent in such dialectical thinking: "The being of 
the essence is not primary, it does not rest on itself, it is not 
that it can teach us what Being is; the essence is not the 
answer to the philosophical question, the philosophical ques
tion is not posed in us bya pure spectator: it is first a ques
tion as to how, upon what ground, the pure spectator is 
established, from what more profound source he himself 
draws ... it would be naive to seek solidity in a heaven of 
ideas or in a ground (fond) of meaning - it is neither above 
nor beneath the appearances, but lit the;" joi,ds (e.a.); it 
is the tie that secretly connects an experience to its vari
ants." The Visible and the Invisible, pp. 109-116. 

There is no shortage of serious philosophical 

scholarship regarding a definitive human nature. 

"Lovers of knowledge' will be pezpetually en

trenched in essences of sorne sort. Litt:!I"ary 

"heroes' have equally treaded such ground his

torically, although they, more often than not, 

leave notably ditterent traces. In tact, one 1Il'ly 

generally find tbat the more a philosopher loves, 

the more scant his traces on the groWld becane (at 

least, that has been the hope). Mlat then are we 

to make of a self-proc1aimed quadra-ped philoso

pher? The second centuzy Apuleius of Madauros 

offers his readers, in his Metamorphœes, or later 

titled 1h! Golden Ass, an invitation to such an 

In the opening segments of the work, we find the 

"hero", Lucius, en route to Hypata in Thessaly, 

the home of his ancestzy, descending, as IVe are 

told, tran Plutarch. The narrator rnakes explicit 

the hero's sophist lineage tor reasons which are 

only later apparent. And yet, Lucius' inherited 

curiositas clearly comes though in his ini tial 

fascinations with 'l'hessaly, a region renOl'm for 

its metamor,phic capacities. 

Soon as, the night beil'YJ dispersed, a new sun 
had made the day emerging at the sarne time 
from sleep am my bed, being likewise !lIlXious 
am above measure desirous of knowil'YJ what lS 
rare and admirable, am recollectil'YJ that 1 
was in the midst of Thessaly, where the genuine 
incantations of the magical art are reported 
to have originated by the unanimous consent 
of the whole earth ... though l was otherwise 
in suspense fran the desire of seeing sorne
thing wonderful, and rrrj diligence in the in
vestigation of it. Nor \fias there anything in 
that city which, when l beheld, 1 could 00-



as her son left it. Through this nostalgie plea 

by his mother, Gregor is eathartically startled 

out of what he perceives to have been a list

less luIl of consciousness which the past few 

months of his existence had introdueed. 

Had he really wanted to have his room, com
fortably fltted with furniture that had always 
been ln the family, changed into a cave, in 
whlch of course, he would be able to crawl 
arollnd unhllmpered in ail directions, but at the 
cost of simultaneollsly, rapidly and totally for
getting his human pllst? Even now he had been 
on the verge of forgf'tting, and only his moth
er'~ voice, which he had not heard for 50 long, 
had shaken him up. Nothing should be re
movedi everything had to staYi he could not 
do without the beneficial influence of the fur
niture on his state of mindi and if the fllrni
ture prevented him from carrymg on this 
sense Jess crawling around, then that was no 
Jess but rather a great advantage.(e.a., pp.33-
34) 

In Gregor's earlier "almost happy absent

mindedness" of crawling along the ceiling, he 

did not grasp the significanee of this appar

ently harmless activity. Gregor is now aware 

that he can not lapse completely into such a 

state, for "absent-mindedness" is the absence 

of an y orienting consciousness or memory, 

and he could never allow himself that free

dom, since his consciousness and memories 

were aIl he had. "" 
- Gregor's most decisive act in the story comes as he 
realtzes that in his condition he could not overpower 
the two women if they insisted on removing his fur
niture and so, in a near masturbatory scene, he turned 
to a picture - which he had recently "eut out of a glossy 
1/Iagazine and lodged in Il pretty gilt frame" - hanging on 
his wall which "sllOU/ed a lady done up in afur hat and a 
fllr boa, sItting upr/gllt and raising up against the viewer a 
IJeavy fur 1/I/4ff in which her whole forearm 
disappeared"(p.3). This woman - effectively consumed 
within sorne form of furry creature - mirroring 

lieve to he that which it really was. But l 
was induced to thinlt that everything was trans
muted into another fOIm by magical incanta
tion so that the stones which l met with were 
hardened into that shape from men; the birds 
which l heard singing had once been in the 
human fOI1ll, rut were now invested with feath
ers, aIrl that this was also the case with the 
trees which were clothed with leaves, and 
surrounded the pomoerium or precinct of the 
town: am with the fountains of water, whieh 
devolved their streams fran the liquefiErl bodies 
of men. l now likewise expected to firrl that 
the statues and images would walk; that the 
walls would speak: that sheep am that kind of 
cattle would prophesYi am that an oracle 
would sudienly he given from heaven itself 
and the orb of the sun. Being thus aston
ished, or rather stupefied with tonnenting 
desire, finding no beginning, or even trace 
of the objects of rrry wish, l rapidly investi
gated every particular.0 

Apuleius promises in the beginning of his Meta

morphoses to provide "an admirable account of men 

changed into different forms, and by certain 

vicissitudes, again restored to themselves. n (1.1) 

Sunilar to OVid' s ini tial opening c1aim, Apuleius 

offers us an equally exciting propod tion, and 

yet, in bis suggestion that metamorphosed men 

will be "restored to themselves", something of a 

metamorphic distinction with OVid lurks beneath 

bis promise. Within the same descriptive pas

sage of 1bessaly, we are introduced to not only 

a 'hotbeà of magic', but Lucius' inquiring mind 

as weIl. ~e 1bessalian atmosphere of unreli

able forms will serve metonymically for the en

tire book, and yet, by virtue of those inconstan

cies, Lucius betrays a poignant orientation: he 

is on a quest. He is in search of all the "objects 

~ Apuleius, The Metamorphœ!s of Apuleius (1' the Golden~, 
translated frem the original Latin by ~omas Taylor, 
Universal Press, Birmingham, 1822, 2.17-18 . 

. ~ 



The persistent dilemma of the story - that of [his] wish"; which is nothing 1ess than the 

which is most "tragic" for the reader as weIl hope of a connection or illumination with the 

as Gregor - is that no conscious recognition of divine power behind the magical Thessalian aura. 

Gregor's "humanity" (and by this point it 

should be c1ear that we mean, the "enigma" of In Lucius' first attenpt to receive directly 

his -and our - humanity) is provided through this illumination, by illicitly spying on the 

his family. This is precisely why his self-con- magician Pamphile as she changes herself into 

sciousness is so important to him, why this an ow1, he meets with his OM1 metamorphic 

li1trinsic recognition of an-other's cons cio us- fortune, as Fotis, Pamphile's maid - as weIl 

nt.'SS within himselfmust not be lost now at any as another object of Lucius' desire - mistak

prke.™ Without the conscious recognition of enly chooses the wrong ointment trom her mas

this other, he would be set free, and it is this ter's alchemical stash and changes Lucius 

freedom, "unhampered in aH directions", which into an ass instead of the desired ow1. In 

is most terrifying for Gregor. It would signal 

his complete and total disappearance. K. 

could not help but disappear since he had 

most effectively lost his "conscious homeland", 

never to be regained. The more mature Gregor 

order for this greatly desired divine illumina

tion to OCCUI', it appears that Luciusmustfustœ 

transfonned into an ass, and the same metamorphic 

enigllla arises: the secret of a human con

sciousness consumed in animal fOrIn, and Lucius 

realizes that this "consciousness" - which is his only and most essential connection to his "human past" -
~f:-

can never be relinquished. K. was "always for- -; must be retained if this asinine fortune i5 

getting". Gregor is perched al the boundary, to be understood. 

always "on the verge of forgetting", and the dis-

tinction is essential.Y 

Gregor's own kindred fa te, would not be removed, as 
he "hurriedly crawled up on it and pressed hinlSeif against 
the glass, which gave a good surface to stick to and soothed 
his hot belly."(p.35) 
™ The issue which, again was similarly most crucial 
for Merleau-Ponty and his notion of "flesh" was that 
one experiences oneself as already 'socia!', as having 
a "proto-social" body within the "flesh" trom which 
any notion of 'individual' activity must be considered. 

Lucius' oqyssey begins as a tour-Iegged asi-

nine sophist. It could also be said that his 

sophist fortune is directly connected wi th 

hip asinine fortune. "Why?H is slightly more 

complicated. The more immediate question 

pertains to "What?H we are now faced with: 

the timeless en.igma of a monstrous identity 

y "Freedom" has complex connotations for Kafka. An and how to come-to-terms wi th i t . Immediately 
experience of "freedom" which cornes from "forget
ting", from a "loss of consciousness", is an experience 
which many of Kafka's characters face.lt is a concep
tion of "freedom" which sleeps weil with "Truth", and 
as Kafka once put it, "Truth is itldivisible, therefore can
nat know itself; the man who desires to know it must be 

following the transfonnation, we are introduced 

to the conscious and resultant d.istinction in 

identity which is made between the character 

false" (GWC, p.l77). The enigma of "freedom" which who was "Lucius tt and the character who was 
""'-, 
~ ..'/\ 



It is fuis very resistance to a freedom "unham- named "Lucius" . This is indicated in several 

pered in aH directions" whlch orients Kafka in places, as when Fotis reveals the antidote 

literature, whichenableshim toremaininper- wbich will return "Lucius" to bis former state. 

petual tension as a "writer in a body". Unlike 

many of Kafka's Expressionist contemporar

ies, literature could never be conceived of as 

a technique of self-transcendence, or means 

of escape. On the contrary, as seen through 

"It is weIl, however, that a remedy for this 
transformation may he easily obtained; for by 
only chewing roses, you will put off the fonn 
of an ass, and will invnediately become again 
my Lucius. "(e.a., 3.47) 

the character of Gregor, the writer must re- Later, while being placeà in a stable with 

main forever bound to the world. The "iden- bis "companions", "Lucius" links bis fonner 

tity" of a "writer in a body" articulates both state to bis name, yearning for the next day 

the ecstasy and tragedy of this very "human when" ... r should become Lucius again by the 

condition". The task (or ethos), therefore, in assistance of roses. H (e.a. 3.48}1r The nar-
-- - -----------"-----------
Kafka's monsters continually put forth is one which 
must be slmultaneously "bound" to a "human past". 
Kafka'!. later short story "A Report to an Academy" 
emphaslzes this point most persistently. It narrates 
what might be described as a "reverse metamorpho
~is" of a wlld ape, captured along the "Gold Coast", 
mto a talking, philosophlzing, smoking, schnapps
drmking, fornicating "human" named Red Peter. Un
Iike Gregor, Red Peter's "original" form (a furry ape) 
remains unchanged. Red tells the story of his "achieve
ment" of transformation to the "Honored Members of 
the Academy", as essentially a metamorphosis of "con
sciousness" ln hls process of "becoming hum an", Red 
articulates "human freedom" as he began to under
stand It whlle locked in a cage, searching for a "way 
out"; Ifear litai perhnps you don't understandwhat 1 mean 
by "way Ollt". 1 use the expression in ils fullest and most 
pOJllllar sense. 1 deliberately do not use the ward freedom. 
1 do not mearl the spacious feeling of freedom on ail sides. 
As an ape, l'erlmps, 1 knew that, and 1 have met men who 
yeam for it. But for l1Iy part 1 desired suchfreedom neither 
tllen nor nol!'. In passing: may 1 say that ail tao often men 
are bet rayed /ly tlle wurd freedom. And as freedom is counted 
among the most sublime feelings, so the corresponding dis
IlIlIsionment can be also sublime. In variety theaters 1 have 
often watched, lIe/ore Illy tum came on, a couple of acrobats 
l't'rfomung Dtl trapezes Itigh in the j'oof They swung them
selves, they rocked ta and fro, they sprang in ta the air, they 
floated into eaell others arms, one hung by tlle hair from the 
teetll of tlle otller "And that too is human freedom," 1 
tIIOIIS1lt, "self-controlled movement." What a mockery of 
Iloly Mother Nature! Were the apes to see such a spectacle, 
Il(} tl,eater walls couM stand the shock of their laughter. 
<CS., 1'.253) 

rator establishes the complexi ty of such a 

pers on - Lucius l, the beast of burden, and 

Lucius II, the narrator "1". 

But 1/ though l was a complete ass; and, 
instead of Lucius, a labouring beast, yet 
retained human sense. (111. 48) 

The question of whether the beast is a person 

or not is moot, for the issue concems the 

identi ty of a monster. 

1r The con cern for Lucius' name is pervasive throughout 
the tale, and i t is a con cern which struggles wi th the 
connections and discrepancies of identity in ail 
metamozphoses. ~t is the essential ground of identity 
that we are forced to seek hy the disappearance of 
such accidentaI grounds as determine the reference of 
a name?· Skillsky, p. 69. It should also be noted that 
our author's very authorship is considered by most 
historians to be dubious. Apul ei us ' Metamorphœes 
comes from an adaptation of a work of the Greek satirist 
Lucian of Patras' (AD. 165) entitled Ludan<l' TheA$ 
(trans. by Paul Turner, Indiana Univ. Press, 
Bloomington, 1974). This Greek precedent narrates 
essentia11y the same tale as Apuleius, albeit in a 
shorter version. 



writing is not simply to maintain a precari

ous balance between "one self" and the 

"world", but rather it is to initially recognize 

that given the self evident "Truth" of these 

very conceptions of "self" and "world", a 

writer must write from the joints of these 

truthS.™ This is where responsibility, where 

an "ethical experience" is initiated. Contem

porary interest in redefinitions of "self", "au

thorship" and "identity" have greatly concen

trated on "deconstructing" the historical truths 

which have given these concepts solidity. In 

the process, any form of orienting conscious

ness, any definitive point of authoritative ref-

For thus l shaH at the same Urne rnake tl ial 
of rny own genius. and enable the readel te> 
perceive clearly. whether l was also an ass in 
unders tanding and sense. ( e . a., 4. 54 ) 

Mlat is this "I" that survives, that persists 

through metamorphosis in this second centuly 

comic/tragic character? It is certainl}' not 

"a person - and not as a participant of humanity 

even in the figurative {honorificJ sense of 

the tenn",C and yet, as noted above, a "human 

sense remains H
• still, "Lucius" is linked ta 

a "sense ll which is beastly as well, as he can

tinually speaks of his "asinine thoughts" 

or an "ass's judgment", and it is c1ear bath 

howone "sense H is inseparable from the other, 

erence is destroyed. "Je suis un autre", and as well, how crucial these "senses", and 

Rimbaud's famous dictum,contains and sug

gests two very different readings of identity 

and alterity. One focuses on the metamorplto

sis which takes place at the crossing, or chiasm 

of "suis" (etre); for it is there that the "iden

tity" of a monstroliS selfis revealed. The other 

focuses on the subject (Je) and direct object (un 

autre), and reads the metamorphosis of "etre" 

as the destruction (or deconstuction) of any de

finitive sllbject to the position of the object (in 

this context, remember "the man who is a 

bat"). Gregor's sister Grete is entirely sympa

thetic to this second reading. She is the arch

deconstructionist. She lies contented with the 

theory of "getting rid of" that which has be

come most despicable, and as an ironic con-

the metamorphosis, is to Lucius' "quest". 

Continually throughout the narrative, we find 

further the kinship which connects "Lucius" 

with his human and beastly companions. As 

"Lucius" eyes the workings of a mi 11 , we see 

the monstrous kinship. 

Good Gods! [Dii Boni! J What abject fellowh 
were the men that were there l The whole of 
their skin was marked with lived spots, and 
their scarred backs were rather shaded than 
covered with tom gannents, cOlllpJsed of shreds 
Sorne had only their prlvate parts concealed 
by a srnall coveringj am all of them were so 
clothed, that their skin rnight he seen through 
the intervals of the patches. 'l'heir foreheads 
were rnarked wi th letters, their hair was half
shaved off and their feel were hound with 
fetters. They were also defonned, through 
paleness, and their eyelids were corroded with 
the smoky darkness of black vapour; and on 

T' And, for the last time, as one critic so blatantly states 
in relation to Kafka, "T'ruth and self are identical. The self 
Îs the inexplicable, pure and simple. 1t is beyond aIl our 
conceptIOns of the self .. " Emrich, Franz KAfka, p.121. C Skulsky 1 Metamorpfms, TIr Mmd zn ExIle, p. 69. 

t!\.,. 
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sequence onJy strengthens the polarity of a 

"self" Oe) and a "world" (un autre). With the 

construction of the monstrous Gregor, Kafka 

de-monstrates as yet his most profound grasp 

of the implications, complexities and subtle

ties of not onJy "Je suis un autre", but equally 

"a writer in a body". 

Some of Kafka's earliest stories show the ef

forts of a writer coming to terms with these 

complexi ties. In the early, unfinished novel, 

"Wedding Preparations in the Country", writ

ten when Kafka was twenty years old (four 

or five years before "The Metamorphosis"), 

the later figure of Gregor is suggested in the 

character of Edward Raban. In the opening 

moments of the story, Raban stands at his door 

in the rain watching the bustle of activity in 

the street while contemplating how he might 

overcome his reluctance to (literally) engage 

himself in this societal traffie and proceed to 

initiate his trip to the country. We have yet to 

be informed of any "wedding preparations", 

only Raban's anxiety over the excursion itself. 

Raban muses over his possibilities: 

.. ca,,' t 1 do Il tlze way 1 a/ways used ta as a child 
ln matters tluu were dangerow:. 1 1 don 't roen need 
to go to tlle country myself, it isn 't necessary. l'II 
send my clollled body If it slaggers out of the 
.100r of Illy roo"" tlle staggering will indicate not 
fellr 1/111 IIotllingness. Nor is it a sign of excite
mnll if it stumbles on tlle stairs, if it travels into 
tllc coimtry, sobbmg as it goes, and there eats its 
sUI'I,er i'l tears For 1 myseIf am meanwllile Iying 
in my "l'd, smootlr1y covered over with the yel
low-llrowtl Manket, exposed 10 the breeze that is 
wafted tllrouglr tllal seldom aired room The car
nages a"d "eo"le in tlle street move and walk hesi-

this account they hAd bad eyes. They were 
likewise filthy white through the flour of 
the mill. like those pugilists, who fight 
sprinkled with fine dust. But what, am after 
what manner, shall l speak of the labouring 
beasts, my associa tes [de mec imentario contu
bernio] ? What of these old mules and infirm 
horses? With their heads inclined downwards 
about the manger, they diminished the heaps 
of chaff. Their necks were putrid with wounds; 
their nostrils, which laboured in breathing, 
were languid, and wide through the continuaI 
pulsation of coughing; their breasts were 
ulcerated through the constant friction of 
the ropes by which they were tied; their sides 
were bared even to their bones, by perpetuaI 
castigation; their hoofs were extended to an 
enormous size by manifold circumduction; and 
the whole of their hide was rough with 
inveterate and scabby leanness. Fearing that 
the sarne baneful mi sery with which this family 
[talis familiael was affected, would happen 
to me, recollecting also the fortune of the 
pristine Lucius (e.a.), and perceiving myself 
thrust down to the last goal of safety, l 
lamented my condition with dependent head. 
(9.149) 

In tbis segment, the overlapping complexities 

and ironies of Lucius' condition become 

explicit. Although his kinship is clearly 

dratm to the beasts of rurden, bis "associates", 

they are perceived and articulated most clearly 

only in "the discovery of sometbing monstrous : 

the spectacle of kindred beings turned into 

travesties of themselves,. ,without the sense 

c. ç kinship, surely there would be no such 

acute sense of monstrosity" . .1 But the re

verse reads more clearly: without such an acute 

sense of monstrosity, surely there would be no 

sense of kinship. It is through this mon

strous kinship that "Lucius" finds a height

ened dimension of bis humanitas, as he notes 

~ Skulsky, noLe #4, p.229. 



tantlyon shining ground,for 1 am still dreaming. 
Coachmen and pedestrians are shy, and every step 
they want to advance they ask as a Javor from me, 
by looking at me. 1 encourage them and encoun
ter no obstacle. 

"As 1 lie in bed 1 assume the shape of a big beetle 
or a cockclulfer, 1 thmk .... 

"The form of a large beetle, yeso Then J would 
pretend it was Il matter of hibernating, and 1 would 
press my little legs to my bulging belly. And 1 
would whisper Il few words, instructions to my 
sad body, which stands close beside me, bent. Saon 
1 shall have done - it bows, it goes swiftly, and it 
will manage everything efficiently white 1 rest " 
(CS., pp.55-56) 

directly after this scene: 

For l confess that l owe great thanks to my 
asinine fom, becètuse, concealing me by its 
covering, and exerclsing me thx-ough various 
fort\Ules, it certainly rendered me, if not 
more wise, yet knowing in many things. (9 .1501 

'Ihis Jnmuita., however, bas the danger ot being 

misconstrued, if considered in OVidian tenns, 

and with it Apuleius' distinct notion Dt "meta-

morphosis" . Lucius travels wough a plethora 

As an early story of Kafka's, we see the intro- of metamorphic encoWlters with impious homose.xual 

duction of a creature, as weIl as a condition, priests, murderous roadside thieves, deceitfully 

which prefaces Kafka's lifelong investigations adulterous wives, vengeful husbands, and blood 

into the complexities of a monstrous self. In thirsty merchants whose animalistic transfonna

Raban there is an early attempt at articulat- tions can be seen as one cri tic notes, as "the 

ing this condition, which is given by the de- developnent of many Luciuses in tropistic adàp

finitive separation of an empty human shell tation to the world they must inhabit".7 The 

(which goes out into the world), and an ani

mal substance (which "rests" in solitude with 

the comfort that its "sad body ... will manage 

everything [in the world] efficientlytl). 

Raban's metamorphosis differs from Gregor's 

in a number of significant ways. First, Raban 

imagines himself as split, a dual (or duel) self. 

Both have independent forms and both can 

be depicted. Unlike Gregor, their dual exist

ences have not yet crossed. 

Secondly, the condition of the self of Raban 

takes place while dreaming only. It occurs 

while he imagines how he might divest him

self of his responsibilities in the country. With 

Gregor, the narrator specifically notes that "it 

was not a dream" 1 hence the metamorphosis 

Metamotphosesot Lucius are exactly that, rus rneta

morphos es. 1he reader who gets swept awcly in the 

all encompassing, and figuratively Ovidian, meta

mo!1)hoses, will have a rude awakening upon reaching 

Book XI, when the narrative takes a sudden shift 

in erphasis, and we tind Ovid's rhetorical and 

ubiquitous construct ot rnutability abruptly fun

nelled and centered on the projectedmetarnorphosis 

of one individual, our hero, Lucius. 

The opening of Book XI f inds our hero on the 

shores of the Aegean after escatÎing his last 

captors and the threat of being made the asinine 

countezpart in a public display of bestial forni-

._----- ------ -
~ Ebel, Hemy, Alter Dton~: An Essay on Whfre We are Now . 
Associated University Presses, Inc., Cranbury. Nf!\tI 
Jersey, 1972, p.28. 



"cannot he simply driven away as an apparition and as cation with a condf!ll1led wcman. Lucius resolves, 

a dream fabrication. This 5eemingly jantastic unreal- after being illuminated through Sleep, to finally 

ity of this vermin is that which i5 actually supreme re- rid himself of his most unfortunate circumstanc:e, 

ality from which no one can escape .. "l:. For Raban, and to petition the ''primaly Goddess*. For Lucius, 

it is through "dreaming" that the an.swers to his present anxieties are given an appearanc:e. By virtue of 
~' 

this daydream, the fantasy of metamorpho- : suc:h divine guidance, Lucius sees through the obscu-

sis relates a desire to remain in the world, but 

only in a limited understanding ofjorm, only 

out of an impoverished, formalized conception 

of duty. Kafka's later Gregor did not engage 

in such daydreams, could not conceive of 

himself as being removed from his formaI 

existence. Gregor accepts himself in his new 

form, merely llndergoes rus metamorphosis. 

Raban consciously wills rus. He revels in it, 

sees it as beneficial, as aiding in his anxiety 

toward and "freedom" from the world. 

Gregor is indifferent, horrifyingl y indifferent. 

In the bizarre transformation, Raban actually 

identifies himself with the beetle. The more 

rit y of bis given condition. 

"Availing rnyself, therefore, of the silent 
secrets of opaque Night, as l was also weIl 
assured that the primary Goddess possessed a 
transcendent majesty, and that aIl human af
fairs are entirely governed by her Provi
dence; and that not only the cattle and wild 
beasts, but likewise things inaniJnate, were 
invigorated by the divine power of her light 
and her deity; that the bodies likewise which 
are in the earth, in the heavens, and in the 
sea, are at one time increased as she in
creases, and at another time, conformably to 
her decrements, are diminished; being well 
assured of this, l determmed to implore the 
august image of the Goddess then present, 
Fate being now satiated with my calamities so 
many and 50 great, and adrninistering to me the 
hope of safety, though late." (11.192) 

sophisticated Gregor cannot make that split, The last chapter is the culmination of Lucius' 

cannot be identified, is both and neither. The quest. He petitions the goddess Isis to aid in 

mie that "metamorphosis" plays in Kafka's bis reverse metamorphosis to human forro, and 

tater works questions not only his own "his- in a dream she answers him by describing the 

torical development" as a "writer in a body", festival witbin which bis prayers would be 

but the very premises upon which "metamor- answered the following day. n During the ec

phosis" had "developed" into the tv..-entieth static: ceremony, Lucius is fed the long awaited 

cent ury. roses by a priest whic:h initiates his enter-

"Metamorphosis" in the late nineteenth and 

early twentieth century appears in forms pre

viously and literally imagined only in dreams. 

l. Emrich, Frat/z Kafka, p.121. 

ing into the "themostpureœligion"(11.206J. 

n Isis is the Egyptian Goddess of Nature. She is the 
wife and sister of Osiris, the Egyptian god of the 
Underworld, and father of the gods. Osiris is asso
ciated with fertility and its sources, the Nile and 
the sun. Isi s' cul t spread to Greece and Rome in the 
3rd centUl}' B. C. She became widely worshipped in the 
Greco-Ranan world. 

~~ 
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"BeneficiaI" precepts of metamorphosis per

petuate the modem consciousness. Human/ 

animal narratives take on demythologized 

relevance. TIte appearance of man (more dari

fied by the epoch) has no need for Il fictitious" 

and cumbersome processes of signification in 

order to identify itself. Man had definitively 

Lucius then proceeds into further initia

tions Dt the sacred rites of Isis, and on the 

night ot bis other "natal day·, his tl'an

scendence is made even more complete, while 

in a dream he is infonned that he will be 

further deified by being initiated inCo the 

sacred mysteries of Isis' husband, "the fa-

foundhisorigins-throughDarwin-inother ther of the gods, the invincible 

species. His descent from the kingdom of the 

beasts with which he had for so long in myth 

and ritual come to terms with himself is 

reified. The enigma of the monster is seen to 

be expendable, since Il aIl life forms were un

derstood to be united in a great chain of being 

stretclting from single-ce lied plasma to the high

est primates."d The comfort and soli dit Y of the 

origin! Darwin's evolutionary monism gives 

"metamorphosis" the status of ail natural" 

process in the definition of man as a "natural" 

being. 

The implications of Darwin's teachings (most 

explicitly in, On the Origin of Species) were 

quickly dispersed into numerous disciplines 

at the tum of the century. Ernst Haeckel, a 

German scientist who popularized Darwin's 

work, held an important lecture in 1882 (one 

year before Kafka's birth) on the evolution

ary theories of Goethe, Lamark and Darwin. 

Kafka read Haeckel's Kunstformen der Nature 

é) Anderson, Mark M., l<iljka's Clothes: Ornament and 
Aestheticism in the Hapsburg Fin de Siècle, Oxford Uni-

Osiris· (11.210). " .. . All the darkness Dt 

ambiguity theretore was removed atter such a 

manifest declaration ot the will ot the 

gods" (ll.211) . The metaphor ot darkness in 

the metamorphosed ass i5 aboli shed by the 

resplendent light of Isis and Osiris. Through 

a series of the most occult rituals, Lucius 

is transcended into the center Dt "the most 

pure religion", and at the c1i.Jnax Dt his 

mYstic union with Isis, Lucius ~eriences a 

fOIm of volunta~ death. 

l awroached the confines of death, and having 
trod on the threshold of Prosperine, l returned 
from it, being carried through aIl the ele
ments. At midnight l saw the sun shining wi th 
a splendid light: and l manifestly drew near 
to the Gods beneath, and the Gods above, and 
proximately adored them. (11.207-8) 

Lucius' guest, trom the beginning, ws a quest 

for transœndenœ, and it is this very tran

scendence which distinguishes Apuleius' "meta

morphose5'" from antiquity's, for "metamor

phosis" is understood with Lucius as a berefi

cial "discipline" of self-construction and self

transcendence. 

versity Press, NY, 1992, p.127. Apuleius intimates the appearance of a self-

.~'f.~ 
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(Art-Forms of Nat ure, 1899-1903) and Weltriitsel seme through metamorphosis which ovid inten

(The Riddle of the Universe, 1899) when he was tionally suppressed. We see this most clearly 

young with "unusual enthusiasm".· at the logistical, thematic, and philosophi-

cal center of Apuleius' tale: the myth of 

The implications which make Oarwin's work Cupid and Psyche, which spans the forth, fifth 

50 potent are hinted at by Haeckel's title, and sixth books of the narrative." There is 

Art-Forms in Nature. For as Anderson notes, no trace of this myth in Greek or Latin lit-

On the theoretical lroel, Haeckel promoted the 
notion of an originary Kunsttrieb or artistic im
pulse lhat could be found zn nature ... ht posited a 
'sout' within each cell that constantly struggled 
for 'plastIc' definition and self-realization ... the 
wIll to art not merelyas a democratic possibility, 
but as a bi%gical necessity arising from the 
depths of (!Very livmg organism.· 

We seem to have come full circle from a Ho

meric understanding of "metamorphosis" as 

man with Haeckel's theory. One is now seen 

to be imbued with an a priori biological "artis

tic impulse" which not only assures and de

fines one's Irumanity, but is also dispersed and 

diluted throughout aIl living beings. A "cor

respondence" is assumed between plant and 

animal exotica and the human soul, 

radicalizing even Ovidian traru,migration of 

souls from hum ans to animaIs. Rather than 

one's "identity" being understood through the 

"joints", one must now look through the mi

croscope to find traces of one's "humanity" 
t 

everywhere. The world becomes "a work of 

• As quoted by Klaus Wagenbach, Franz Kafka: Eine 
Biograpll/t' Seiner lugend, p.34. 
.. Anderson, p128. 
1 Some modern conceptions of "vegetariamsm" con
vey the explicit consequences of this contemporary 
"natural" human being. Although it is practised in 

erature before Apuleius ' Metamorph:>ses, and in 

reference to the last book, the neœssity for 

this myth becomes obvious. The mythical Psy

che is Lucius' double. Their plights con

stme the same c1early Platoruc and desirous 

end: the progress of the soul toward a mysti

cal union.§ 

Both Lucius and Psyche are gui 1 ty of the same 

crime, "curiositas". Psyche attempts to 

possess "impiously" that which she has been 

forbidden: CUpid's identity. Lucius analo

gously strives to attain the magician's al-

OOWe will assume that the reader has a familiarity with 
the myth. 
§Apuleius was well versed in Platonic philosophy. His 
strictly pbilosophical writings included his De Deo 
Socratis, De Platoneetei~ Dogmate, a fairly loose transla
tion of the Pseudo-Aristotelian work DeMundo, and a 
collection of extracts from personal orations deliv
ered wbile in Carthage called Rcrida. Without going 
into Apuleius' Neoplatonic detail, it should be noted 
tbdt bis understanding of the "psyche", best conveyed 
in De Deo Socrtatis and De Platooe, borrows essentially 
from Plato's early dialogues. In Plato's Gorgias, for 
instance, we find a distinction held between body and 
soul in the belief that "body aOO soul are served by 
utterly clifferent therapies, not by a CaTIllOn, or nearly 
common, therapy addressed to a psychosomatic mixture 
of body am soul. -(Claus, ToWcUd theSoul , p.178) Cook
e.z}', for instance, is understood to be a matter of 
"experience·, and not an "art·, for i t deals with the 
gratification and therapy of the body. Medicine, on 



art". Haeckel, in fact, suggests in the forw ard chemical art. Apul ei us is consci DUS of such 

to his book, the relevance of these theories for acts of hubris as he notes in ms Aorida, 

contemporary artists, in that Il his book will "~ere are those intermediate forces of the 

bring these hidden treasures to light, therefore pro- gods, powers that one is allowed to sense but 

viding them with a 'rich supply ofnew and beall- which are not given te us te see, such as the 

tiful motifs."'© class of Love and other gods: their forro is 

One critie, Mark Anderson, provides a fasci

nating study of turn of the century Prague, 

the Hapsburg Empire and its relation to 

many forms, a most pervasive form of vegetarianism 
relies on the belief that animais are similar to humans 
in that they similarly have a natural right to life. Greatly 
differing from either traditional eastem philosophies 
on the subject oreven western on es initiated with Py
thagoras's "transmigration of souls", the natural right 
assumed in modern forms of vegetarianism implies a 
perverted origin of truth from which rights of any kind 
are assumed a priori; something which was inconceiv
able in traditional philosophies. Kafka seems to 
radicalize that assumed "similar to" for two reasons: 
1. to display the naive absurdity of such a relation be
tween man and animal, and 2. to display its profound 
absurdity, that is, a man/animal politic only makes the 
issue of the self, and hence what it is to be human, 
more explicit (its interesting to note that Kafka was a 
vegetarian, but for reasons of health and preference, 
not as a dlsplay of his philosophical or political be
liefs). This radicalized picture makes ironically appar
ent the reality of our substantially subjective experi
ence, that is, contemporary conceptions of "human 
rights" are enforced or subjected upon the animal world. 
One example of this can be found in Margot Norris' 
book entitled Beasts of the Modern Imagination (Johns 
Hopkins University Press, Baltimore, Maryland, 1985), 
in whieh she discusses the changing conceptions of 
man's relation to animaIs through figures such as 
Nietzsche, Darwin, and Kafka. Her politieal and aca
demie orientation toward issues of metamorphosis and 
monstrosity, however, are made c1ear by a declaration, 
which prefaces the book, that a percentage of the pro
ceeds from her book will go to the Prevention of Cru
elty to AnimaIs Society. The irony is outstanding. 

<0 Ibid. And as Anderson notes further, "Not infre
quently, Jugenstil artists drew inspiration from contem
porary scientific representations, which increasinglyem
philsized unusual, unknown, exotic, or otherwise bizarre 
forms ofthenatural worl4.", p.127 

unseen, their ferce is perceived.'· Lucius 

and Psyche were equally imPious and yet, in 

the end equally illurrrinated. ù 

-----------------------
the other hand, is considered an "art", for one must 

be knowing in the health of the soul. It i5 the soul'5 
job to self-regulate. Essentially, the soul takes on a 
·separate arder of existence". In chap t el' 9 of lÀ' 
Platone, Apuleius addresses the subject ot the "soul", 
and speaJcs of a ·World Soul" heing the source of a11 
indïvidual souls - Plato's Demiurge. ~uleius, how
ever, is combining Mind and Soul, noos and psyche
sanething which remains tenuous in Plata - into the 
entity of the World Soul. He is thinking of a rational 
World Soul, and consequently, a rational indl vi dual 
soul whieh is "incorporeal, imperishable, is prior to 
aIl things, and therefore mIes over them and is their 
source of motion," (Dillon, TheMiddJePlatmisb" p.315). 
The traditional understanding of pSjthe as an anima
tor, or "lite-force", translates to s)ul as "self', a 
self as center or mierocosm of its whol!? being whic:h 
as David Claus notes "isabletogroundhumanlifemknowledgl' 
of a non-phen<menal reality ... Il (p. 163 . ) 
• RŒida, p.10, as translated by Tatwn, Apulell .... , p.56. 
iJ The reason for this apparently "undeserved" illumina
tIon makes more sense when one addresses the complexrty 
of "forces" that are at work. In Plato's causal fraJœ
work, a hierarchical order of these forces 15 estab· 
lished. "Pruvidtnœ" is the primary orienting force; it in 
very sillply the god of divine care and gl.'idMIce (and for 
Apuleius, is therefore associated with Isis). As Lucius 
notes, "a11 human affairs are entire1y governed by (her] 
Providence" (XI, p.192.) Other forces such as 

"Fortuna" (chance), "Fa te " (moira), and "human will", 1.11-
though understood as autonomous forces, are 1.111 ulti
mately I.Icconmodated within the OOIl'lipotenee o[ "IWuidtnœ". 
Henee, the relation between "FortlJ1ld" mi "PrmJidtra" in 
Lucius' lœt41OOrphosis should be SE<en not 50 IIIJch as a 

"work o[ chance interrupted at 1ength by 'Pmvidtnœ', but 
the work of 'Pruuidmœ' on the lœre stuff of chance.· 
(SJeulsky, p.87) As far as LUClUS' Olt'n "will" is con
cemed, bis only elear1y "[ree aet" CI.l1l be [ourxi in his 
petition to Isis. In tact, Isis is "mved by thy prayer" (XI, 
p.194). Lucius', as well as Psyche' s lœtiJ1OOrphosis iJ1OOlJ1Its 
to a virtue erx10rsed through PrmIidtna by Isis. 



Kafka's work./\ His thesis primarily empha

sizes the intimate link between the prevalent 

literary styles and agendas of poets and writ

ers from this period and Kafka's own literary 

intentions n. He connects Kafka's early works 

with the preoccupations of the Viennese "JWlg 

Wien" group of poets which included 

Hofmannsthal, Schnitzler, and Altenberg, that 

is, with the preoccupations of "the observing 

poet, dandy, flan ell r, or dilettante - ail terms from 

the ,{Jocabulary of the European fin de siécle - who 

find themselves located at the margin of this spec

tacle."Y In so doing, Kafka is defined as the 

eminent fin de siécle decadent aesthete whose 

fictions expound upon the inherent social and 

" Anderson, Mark, Kafka's Clothes: Ornament and Aes
tI,etiL'lsm ln tlte HapslJUrg Fin de Siec1e, Oxford Univer
sIty Press, N.Y., 1992 
n For mstance, in relation to Darwin's theories of evo
lutlOn, Anderson notes that "the idea of 'metamorpho
SIS' was in the air", and refers to Goethe's Metamorpho
sis of Plants and Animais. Kafka's preoccupation with 
"metamorphosis" m his animal narratives, as far as 
Anderson IS concerned, is a result of an explicit cri
tIque of Darwin. Dy "critique", he means that "meta
morphosls" was for Kafka a reactionary technique 
used to mtentionally subvert Darwin 's natural proc
esses of human evolution. We emphasize, on the con
trary, that Kafka was not interested in this form of 
overt and ultimately ephemeral criticism (as are ail 
subversive intentiuns). Kafka rarely concerned him
self with the current tapies of the day. When he did, it 
was with ind ifference: "Gennany Iras declared war on 
RUSSIn. - Swi",ming in theafternoon." (D11, p.75.) Kafka's 
critIque should be understood more as a re-writing 
(similar to Joyce's critique of Homer in his Ullysses). 
Hence, Kafka's engagement with "metamorphosis" 
may certamly be discussed in relation ta Darwin, but 
must effectively if one realizes that he merely 
radicalizes the implications of Darwm's monism. 
Since the is!>ue of "metamorphosis" and "monstrosity" 
15 a much older one for Kafka, one might say that in 
tlU' llroCt'ss, Kafka unwittingly subverts Darwin. In that 
hght, Darwin IS almost humorous. 
w IbId, p.23. 

AlI the natural and hence rightly ordered 
events are controlled by the guardianship of 
Providence, and no evil will he attributed to 
God. Accordingly, aIl things in Plato's judg
ment are to i"·a referred to the lot of fate ... but 
sanething inheres in us [human will], and 
sanething inheres in Fortune.·= 

Apuleius' theology is a deceivingly delicate 

one, for although bis psyche construes a con

sti tuting self, and hence intimates a con

scious willing subject, the psyche still re

mains subjecl to Providence. There are no willed 

acts, on the part of Lucius or Psyche, be

sides prayer, which aid in their transcend

ence. Neither, in fact, seemed to 'learn' any

thing through their "trials". Psyche botches 

her final task by peeking into the forbidden 

box from the underworld and repeats her original 

mistake. It was only through Cupid's doings 

tbat she was saved once again. Lucius as 

well bas learned notbing, but then, Lucius is 

only a stubborn mule. It seems tbat the 

initiates. most poignantly, "are not required 

to learn but only to undergo". ~ And yet, in 

another work, Apuleius suggests an alternate 

view on the nature and significance of human 

acts. 

... Divine favor bas to he earned ~in proportion 
to the merit of a life passed more purely and 
chastely [than the cOOIIIon run]" (fran 1qWeius' 
De Platone, 2.20); the whole point of limit
irg Isis' providence so as to accol!lllodate 

., Apuleius, ~Platone, as tratlSlated by S1rulsky, p.85. 

~ Kenney is quoting Aristotle, footnote #61, p.14, 
trom CupidandPsyche, edited by E.J. Ke1llley, Cambridge 
University Press, Cambridge, 1990 (Annotated version 
of the myth ~th a substantial introduction to the 
myth, Apuleius and MetammphœesJ . 



political implications perceived between the 

dialectics of "reality" (that is, the "social real

ity" of a modem, mechanized and alienated 

existence) versus "appearance" (or the mere 

"surface" of reality, the habitat of the dandy). 

He cites Kafka's early story, "Description of a 

Struggle", in which "the urban world appears as 

a mere surface - without any deeper foundation, 

without any further (metaphysical) truth that 

would grollnd it as a permanent reality."~ The 

implications of this life experienced as an "aes

the tic phenomenon" for Anderson show 

themselves in Kafka 's work and describes the 

slow yet consistent removal of the artist from 

the world and into his art. 

To SIJin the silk ofone's soul in writi~g, tO.nlllsk 
oneself in the cocoon of a self-created Identlty, to 
remove oneself from soclety's "trafflc" - these ~re 
the necessary preparations for the redemptlVe 
metamorphosis of the self into the literary text. E 

le: metamorphosis as an aesthetic and "re

demptive" technique of "self-created identity" 

which first requires the artist to spin himself 

into a literary "cocoon". The complementary 

trope of metamorphosis," monstrosity", sig

nifies, therefore, a "volition to display" one

self (connected by Anderson etymologically, 

"t h ") yet not rigorously, to monstrare - 0 s ow . 

The monster, rather than a de-monstration of 

what is other to oneself (as a rigorous investi

gation of the Latin root suggests: see Frascari's 

Monsters of Architecture) is now seen to dis-

• Ibid, p.43. 
l Ibid, p.48. 

free will is to lay the ground for a theory of 
divine reward and punishment and not of un
merited grace. 1l 

Is Apuleius caught in a theological contra

diction with ms unmerited characters, or is 

tms merely a tell tale sign of a world in 

metaphysical transition - the simultaneous 

existence of a mythical order in which human 

actions are appropriated within the omnipo

tence of the god's and their agencies, in 

coexistence with the "ground work" (an ironie 

term indeedJ set for the elevation of an cthical 

human will and psycœ to the virtuous offices 

of self-initiated salvation?~ 

Lucius' metamorphosis is a substantial one in 

any case ... bodyandsoul. It is only in so far 

as we can place that "and" that we can speak 

of something substantial, for i t denotes a 

tenuous separation and dual order of human 

existence; a psycho-somatic identity in the 

shape of man. 

Lucius' asinine for.m appears more monstrous 

than ever. He is not simply a consciousness 

in the for.m of an ass, but a paradigmatic de-

TC Skulsky, p.87. 

~ As one critic notes only half the issue, "Wilhl~yche':, 
entrance mlo the mnpmy of the OIympian gcrls, a bond is er,~Jillhoo 
between Sou! and god through the agency of Lo~e, and SoU/.11> tœn ad
mitted to what P1ato urge<! Wil) the higOOit goaIlt could attaiJ'l- knowl
edgeofthedivine(Sympœium2tOE). ThrourJ1tœbirthofachildnamed 
Voluptas (pmrure, !Y pemaps Joy), we ÎnIe' ~I true ha~ cannut 
COOle into being until such lime ~ Soul élCqwre; knowIedge of tœ d,
vine .• , Tatum, Apu~ p. 61. 7lIe other ~lt of the 
issue is the qualifying agency of ProVldence under 
which no "Soul· "attains· dnything save the gods deem 
it 50. 

Q, 
d~" .\ .. 



play a '''melancholic disposition' and thereby 

linked to the melancholy of the fin-de-siécle deca

dent aesthete".a 

monstration of the "darkness of arnbigui ty", the 

darkntssof an unidentifiable identity, the dark

ntSS of me tamorphosis . The desire is not so 

much to 'make sense' of the enigma as it is to 

The implications of Anderson's thesis summa- put a value on i t. The creatures of metamor-

rize (by negative ex ample) one crucial issue phosis are seen nowas sacrificial, yet soiled 

regarding Kafka's relation to his work and lambs in the service of the most valuable: 

world put for th in this chapter: the context of clarity, unit y and the pure fonn. C 

that work. Unlike Walter Benjamin, who sees 

Kafka's work in the mirror of a "prehistoric 

world"", as a testament to a "present" which is 

experienced through the past; unlike Hannah 

Arendt, who speaks of "the present" in Kafka 's 

works as "the gap" between the past and fu

ture, a chiastic "thought landscape" within 

which the pa st continually metamorphoses; 

unlike those few crities who recognize that the 

"world" (context) of Kafka's work unwitfingly 

addresses the timely concems of a "modem con

dition" while fundamentally engaged in the 

timeless concerns of a "human condition", Mark 

Anderson's reading of Kafka, while fascinat

ing in its timely scope, represents the most fre

quented theme in Kafka scholarship: Kafka, the 

paradigmatic modem writer, whoseworks and 

intentions are primarily linked to the alienated 

condition of contemporary man. Although 

such themes are undeniably at the surface of 

Kafka's work, these cri tics do not take such 

themes to their more encompassing limits, do 

not address the timeless human inquiry into 

~ IbId, p.142. 
• Benjamin, Walter, "Franz Kafka", Illuminations, 
ed. by Hannah Arendt, Schocken Books, N.Y., 
1969/ p.128. 

And yet, that 'clarity and unit y' is not 

complete if not in bodyandsoul. The corporeal 

fonn is indispensable to the Apuleian psycœ. 

Apuleius' kin describes the "tenuous" rela-

C There is, as we have noted in previous examples, an 
intima te connection between the beasts of metamorphosis and 
those of sacrifice. 71:Ie "ass' is no exception, and llIcius 
is not transformed into an arbitrary other, but diametri
cally considered one: "In the (œtiv~ olm, Plutarm i\fonns us, the ass 
is rituaUy hurlai fnxn a cliff because like ISeth-JTyphoo he is red-hairOO and 
unDnabIe,.,dMausesacrificial(l'i~urebeUsarelhœeanimal8lbywickOO 
lJII!1 who have Bldured transfunnatim' (SJrulsky, p. 99, Also reter 
to Apuleius' blood relation, Plutarch, in his De Iside et 
Osiride.) In the cult of Isis and Osiris, Seth-7YPhon is the 
daemonic beast said to have killed Osiris. He is displayed 
as a man with the head of an ass. In the festivals of Isis, 
suwlications ~re made to her through acts of humiliation 
performed on the ass, as well as even "men with ruddy {i.e. 
ass-likeJ conJllexions'. This cult then is "distitguN1ai by a 
dualistic !WŒÏtim d dernœic, magicaJ powers. Seth exisIs as a divine creator 
dM, indtpt!ldentdls~, a creatad good.' (Tatum, Apuleius, p.45) 
The "impure beast' [KafJea's "rJngeheure Cklgeziefer" suspi
ciously cœes to mind] is animated by the wicked Seth, and 
the sacrifice of such a beast is a sacrifice in negation. 
The figure of the ass, and especially Apuleius' ass, con
tinually resurfaces through the Middle Ages and the Renais
sance. In the early 16th cent ury, for instance, HJchiavelli 
w.rote a poem (which remained unfinished) titled the GoIdm 
Ass. A Florentine hero with a similar fate as Lucius' and 
a similar odyssey in search of salvation. Giorœno Bruno, 
in various writings, refers with ironic praise to l'asinita. 
For an exegesis of the "ass' figure through the Renais
sance, consul t, Elizabeth Hazelton Haight's ApuleiUSaldHis 
1nIIuenœ, Longmans, Green and Co., New York, 1927. Also see 
M1ccio Oraine 's work on the significance of the ass figure 
in the work of Giordano Bruno entitled, le Mystere de L'Ane, 
trans. by F. Liffran, Les Belles Lettres, Paris, 1993. 



concepts of "identity" and "aIterity" (fundamen

taI terms of alienation), do not ask of Kafka (as 

he perpetually asked of himself) what it would 

mean to comprehend "aU forms of alienation". 

As Benjamin so articulately puts it, "Kafka lis

tened to tradition, and he who listens hard does 

not see." t What Kafka does not see is a present 

which is limited to his own biological exist

ence, and hence what he is blind to is the im

portance of metamorphosis and literature as 

a technique of self initiated change in that 

present. For Kafka, the present itself, is meta

morphic, something which cannot be held by 

the reigns and directed into a more desirable 

future. Any movement one makes, any ethi

caUy oriented hurnan acts within the chiastic 

space of this present must first come to terms 

with the limits, the boundaries of onels alterity. 

A monstrollS self suggests that the bounda

ries of onels "identity" encompass any notion 

of an "1" and an "other, simultaneously. A 

monstrous present suggests that those boundaries 

reach into the past. Ovid's veil, perceived at the 

end of his Metamorphosis, masked his critique of 

any Roman pretensions of world conquest. Kaf-

tionship: 

The Stoics hold that bodily seemliness an:} 

vigor contribute nothing of use or benefit to 
Mppiness. B.lt this does not prevent them 
from buying health at the price of intelli
gence. For even Heraclitus and Pherecydes 
think it would he fitting if indeed they could, 
to give up virtue and intelligence in order to 
get rid of dropsy and fleas. Indeed if Ciree 
poured out two drugs, the one making fools out 
of wise men, the other [wise asses out of 
h\Dllan beings], Odysseus should drink the drug 
of folly rather than change into the shape of 
a beast while retaining his wisdom - and with 
wisdom presumahly the essence of hawiness. 
~s is tantamount to their claiming that the 
precept of Wisdom herself is: "Discard me, 
Ilcorn me if l am destroyed and corrut-ted into 
t.he face of an ass,·t 

Form and substance (Wisdom) are anything but 

1irutuallyexc1usive, indeed, for in the 10ss of 

the former, the latter is viewed with repug

nance. Rather a foo1 in human form than a 

l\'Îse ass! In the duality of their inclusivity, 

form main tains an essentia1 position in the 

identity of a tru1y human being, and yet it 

is form in negation. The pristine Forms of 

Neop1atonism are ce1ebrated by negative ex

~~le in the abominations of metamo~hosis, 

The monster is a most essentia1 trope of 

bUlIJan identity to Apu1eius, a1tbough most 

dE!finitive1y as the antitbesis of Form, as a 

kals veil, perceived at the end of his Metamorpho- sélcrificia1 de·formation of man. Apuleius 

sis, is both less apparent and more substantial. It rE'ifies and deifies P1ato 1 s metapbysics, and 

conceals any overt critique of modem man within in tbe service ot tbe puri ty of self, sacrifices 

the infinitely more revealing human enigma of a monstrous self. 

t Ibid, p.143 

~IC' 
! 

'~ 

~ 

t PlutlJIcb, De CommunibusNootiis, 1 o 64AB, as translated 
by Skulsky, p.l 02, 



chapter3 

READING THE BACHELOR 

fIg. 3 

THE DOUBLE 

"Examples of the way this writing, which is on the whole trivial, strengthens 
me after ail: ..... Yesterday evening 1 simultaneously held out both hands to my 
sisters-in-Iaw on Mariengasse with a degree of adroitness as if they were two 
right hands and 1 a double person."(DI, p.104)42 

This is an image which one frequently finds in Kafka's diaries, letters 

and stories. In fact, if this experience was not qualified by the first 

42 Compare this experience of Kafka's with an image which has come to represent the 
later work of Maurice Merleau-Ponty: "My left hand is always on the verge of touching 
my right hand touching the things, but 1 never reach coincidence; the coincidence 
eclipses itself at the moment of producing itself, and one of two things always occurs: 
either my nght hand really passes over to the rank of touched, but then its hold on the 
world is interrupted; or it retains its hold on the world, but then 1 do not really touch it 
- my right hand touching, 1 palpate with my left hand only ils extenor envelope ... But 
this incessant withdrawal or concealment, this impotence to superpose exactly upon one 
another the touching of the things by my right hand and the touching of this same 
right hand by my left hand ... is not a failure ... This hiatus between my right hand 
touched and my right hand touching .. .is not an ontological void, a non-being spanned by 
the total bemg of my body, and by that of the world; it is the zero of pressure between 
two solids that make them adhere to one another."(The Visible and the Invisible [VI], 
p.147-48) Certainly both w"iters communicate a kindred condition, one which offers an 
image of a body in similar forms of "hiatus". With both, this "hiatus" is a lived mode 
of existence, an experience of "selfness" which reveals and conceals "this double 
relationship from itself, by dehiscence or fission of ils own mass."(VI, p.146) For 
Merleau-Ponty, the question of this "dehlscence" or "chiasm", as the title of the section 
suggests, is the space within which the "visibility" and "tangibility" of things reverse 
into each other: "There is a double and crossed situating of the visible in the tangible 
and of the tangible in the visible; the two maps are complete, and yet they do not merge 
into one. The two parts are total parts and yet are not superposable."(VI, p.134) For 
Kafka, the "double person" that he is provides him with a distinctive "strength" in 
writing. The intriguing issue which arises for both centers upon the experience within 
that very "dehiscence". Kafka and Merleau-Ponty indeed arrive at this literary and 
philosophical crossing from different paths, but, for the moment it will be stressed 
simply that both writers speak of the same monstrous body. 
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sentence, it would be difficult to immediately distinguish from which 
source this image cornes. With this instance, however, what is 
particularly intriguing concems the experience of a "double person" in 
relation to a writing which "strengthens" Kafka. From an apparently 
simple encounter on a street in Prague, Kafka discloses the image of a 
mode of being which would serve as a source of his own anxiety and 
"strength" in literature throughout his life. The "anxiety" is made 
abundantly clear in his letters and diaries through innumerable and 
scathing self-reproaches of this "insubstantial" existence, since, "such a 
figure [of a writer] has no base, no substance, is less than dust."(L, p.334) 
The "strength" which cornes from this "double" existence is, however, 
less obvious. In rnany of Kafka's short stories and unfinished novels, 
the figure of the "double" consistently traverses the narrative. 
Moreover, this double is always placed in relation to a "bachelor" 
character. This is made blatantly apparent through one of Kafka's least 
discussed, most humorous and unfinished short stories, "Blumfeld, an 
Elderly Bachelor". (CS, p.183-205) 

The story revolves around an absurd encounter between Blumfeld, an 
elderly bachelor, and "two small white celluloid balls with blue stripes" 
which simply "appear" one evening as he enters his apartment longing 
to be rid of the nuisances at the office and pondering over the idea of 
sorne form of companion requiring no form of responsibility - more 
indifferent than even a dog. As he opens his door, the narrator 
exclaims, "this is magic", and the balls excitedly bounce in servile 
cadence at Blumfeld's feet "reporting to him for dut y". As submissive 
pets subjected to an existence only in the light of the master's presence, 
the balls take up their essentially shadowed positions, " ... they try to 

avoid appearing in front of Blumfeld". As equally meaningless and 
absurd as they appear at first to Blumfeld, he finds something 
intriguing in them when they are at hi::i heels, "that is part Qi him ... that 
somehow had to be involved also in any judgment of him a:; a 
person" . 

... to hear the sound of the jumps coincidmg wlth that of his own steps almost 
hurts him.(CS, 187) 

How these bouncing balls are involved in any judgment of Blumfeld 
as a person is of course the perplexing and intriguing question. The 
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perverse descriptions which evolve as to the purpose of the balls' 

existence are revealing: 

If one looks at the whole thing with an unprejudiced eye, the balls behave 
modestly enough. From time to time, for instance, th~y could jump into the 
foreground, show themselves, and then retum again to their positions, or they 
could jump higher so as to beat against the table top in order to compensate 
themselves for the muffling effect on the rug. But this they don't do, they don't 
want to irritate Blumfeld unduly, they are evidently confining themselves to 
what is absolutely necessary.(e.a., CS, 189) 

The absurdity of this "absolute necessity" is that these bouncing balls 
are simply bound to bouncing in the service of Blumfeld. It is the "law 
which governs" these balls that makes their existence necessary, and 
this "law" puts forth that they act most intentionally as witnesses over 
"any judgment of him as a person". What is suggested is that 
Blumfeld is not quite "real" without the presence of these balls, 
without the guarantee of presence through its double's, or "other's" 

recognition (and moreover, what a preposterous "other"!). The 
bachelor, who by his own definition, lives a solitary existence, must 
confront the terms of that existence once in the presence of the 
double's conscious gaze. These two spherical and ocular witnesses, in 

fact, eye Blumfeld wherever he goe&. They follow him to his wardrobe, 
reading table and bed, where they remain bound to their posts, 
bouncing behind - or in the case of the bed, 'beneath' - him. It is only 
through the witness that the crime of the bachelor's existence in the 
world is reconsidered. Kafka constructs a theoretical landscape in 
which the identity of a "bachelor self" is presented as a fragmented 
figure of both subject and witness - i.e. the actual "figure" appears only 
as the coincidence between Blumfeld and the balls. This very "figure" 
is the indescribable center of this and most of Kafka's necessarily 
"incomplete" short stories - incomplete not primarily because the 
narrative is left open, but because this "figure" of self presented cannot 
be "depicted ... even from a distance", but must be perpetually 
"completed". Without its double, the bachelor lives without a shadow, 
is temporally and spatially fiat, imperceptible to the human eye. 

The pure "being" of these two inanimate yet animated balls, which 

proclaim judgment over Blumfeld's identity, only radicalize the 
deceivingly more "human" appearances of the double in Kafka's work. 
The actions of the balls actually convey the essence of all the double 
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figures which pervade his fictions. At the office, the double structure 
continues for Blumfeld as his two appointed assistants mirror the 
obtrusive and thing-like nature of the balls. The insufferably childish 
nature of these assistants was nothing but a hindrance to Blul'nfeld: 
"according to their credentials, they had already passed school age, but 

in reality this was difficult to believe. In fact their rightful place was so 
clearly at their mother's .knee that one would hardly have dared ta 
entrust them to a teacher."(CS, p.200)43 Similarly in The Trial and TIlt' 

Castle, the omnipresent twin assistants might easily have been 
portrayed as inanimate bouncing balls and the narrative would not 
have changed. Like Blumfeld, K.'s identity is forever held in 

suspension through the existence of his double assistants: 

They pressed their shoulders fIrmly against his from behind, they dld nnt bt'nd 
their arms but used them to entwine the fuH length of K.'s arms, belnw tlwy 
held his hands with a well-practiced, irresistlble, standard grip. K wcllkt'd 
stiffly stretched between them and now the three of them formed such fi unIt y 
that if one of them had been shattered by a blow, the other's would have bepn 
shattered with him. It was the kind of a unit y which perhaps only a lifelc!'ts 
thmg can form.(T, p 218) 

The "double" reveals the self as vulnerable, and as Corngold notes, 
"objectif[ies] the terror of the experience of the déjà vu which threatens 
the individual identity."H This "threatening" of the individuell 

identity is a common concern in twentieth century literature. It is a 

concern which echoes the anxiety experienced through an essentially 
fragmented "modern" self, a self which, in all its physical and 

43 Refer to Adorno's Prisms on this subject where he notes that "the sam~!Oe!>!> or 
intriguing similarity [of things] ranks among 1<afka's most stubborn motifs; ail po!t!tlblt' 
creatures step up in pairs, frequently with the stamp of the childish nr !>llIy, 
oscillating between good and cruelty Iike savages in chlldren's books. IndIVIduation 
has become such a burden for men, and has remained 50 precartou!'t up to the pre!>ent, 
that they are frightened to death whenever its veil lifts a Iittle "(p.315, Corngold, 
The Metamorphosis, translated and edited by Corngold, Bantam Books, NY, 1972, P 97) 
44Ibid. For a detailed study into the historical and philosophieal construction of thb 
modern "identity", refer to Nicholas Lobkowicz's work, Theory and Practice: History of 
a Concept from Aristotle to Marx (Univ. of Notre Dame Press, LondC'n, 1()67). Whlle 
succinctly tracing the transforming reJationship between the concepts of "theory" and 
"praxis" in Western history, Lobkowicz also addresses the increasing !>ignlficance and 
soliloquy of man's constitutive "ldentlty" in the makmg of hls world, a "world" whlch 
had come to be defined through the progressive dissolutIOn of the gods presence from 
man's thoughts, judgments and actions. Although Lobkowicz provides an hi!)torical 
frame of reference and 'critique' for this modern self, his criticism does not offer other 
possibilities for considering this self. Any contemporary forms of "theory", "praxis" 
and "ethics" must inevitably address these intrinsic possibilities of the !)elf. 
"Responsibility" begins with how these possibilities of selfness are apprehended 
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metaphysical connotations, must 'fend for itself'. And yet, the "threat" 
that the double implies toward the "individual identity" does not 
remain purely a "modern critique" of the self for Kafka (as it had for 
many Expressionist poets and writers of his time), that is, it is not 
primaril y for Kafka a reactive and subversive attempt to eradicate the 
historical foundations of this "self". This understanding of "criticism" 
is the rightful property of the naive cynic. Through the figure of the 
double, and it's relation to the bachelor, Kafka offers the reader the 
possibility of irnagining the "self" otherwise.45 Again, where the "self" 
reveals itself in these bachelor narratives is in the unidentifiable gap 
between the bachelor and its double - a proposai of "self" as related to 
both subject and witness, and yet, definitively neither. 

Most of Kafka's characters perform primarily as experiments in 
"character", as trials of identity. They frequently appear as particularly 
obscure in Kafka's "character sketches" found intermittently 
throughout his diaries. In one such sketch from 1910, Kafka begins a 
dialogue between two characters with "'You', 1 said, and gave him a 
little shove with my knee (at this sudden utterance sorne saliva flew 
from my mouth as an evil omen), 'don't faU asleep!"'(DI, p.22) The 

setting for this encounter occurs on the street, at the foot of a set of 
steps leading to an apartment and undefined celebration 
simultaneously taking place above the characters. The conversation 
ensues and its tone is antagonistic and reproving,46 The narrator, who 
is defiraed as having "literary inclinations", and only revealed as "1", is 
kept from joining the celebration through a strange bond with the 
other character who is simply named "this bachelor"(DI, p.24). The 
nature of this bond is suggested immediately as the bachelor responds 
to the narrator's scolding: 

''l'm not falling aslE'ep," he answered, and shook his head while opening his 
eyes. "If 1 were to (4tH ,;~Ieep, how could 1 guard you then?"(DI, p.22) 

4_ Certainly, one may begin to see the intimate connections between Kafka's Iiterary 
obsessions with the figures of the bache/or, the double and those of the monster. 
4b A similar setting and narrative can be found in a section of a 1904 sketch entitled 
"Conversation with a Supplicant" from the wildly fragmented and more chimeric short 
stnry "Description of a Struggle".(CS, p.29). Kafka returned to these two characters 
and thelr relationship over and over again and traces of it are found in a short 1911 
sketch entitled "Unmasking a Confidence Trickster".(CS, p.395) 

-42 



The purpose of this guardian bachelor is never explained, but 
understood by both characters as self-evident. The narrator, however, 

appears insecure in their relationship, while the bachelor is self
consciously aware d his own position to the narrator as weil as the 
festivities above them. 

Look, if you thmk that it will be better for you up there than down here, Hwn 
just go up there at once without thinking of me .. True it IS, and 1 can repeat th,lt 
in front of anyone you Iike, that it goes badly with us here below; yes, ifs CVl'n 

a dog's life, but there's no help for me now; whether 1 lie here ln the gutter and 
stow away the rain water or drink champagne with the same Iips up th~'rl' 
under the chandelier makes no difference to me Besides, 1 don't even have :'0 

much as a choice between the two things ... Try it anyhow, what do you havt' to 
lose, after ail - often you can already recognize yourself, if you pay attention, in 
the face of the servant at the door.(DI, p.23) 

The bachelor willfully taunts the narrator with the ruse that he is 

capable of his own independent acts. The narrator sheepishly 
questions if the bachelor is not being completely honest with him, at 

which point the devilish snicker of the bachelor confirms the 
narrator's anxiety, "You are "'ght, 1 am not sincere with you." The 

narrator is appalled by his companion's trickery and launches into a 

monologue in which he expounds upon the bachelor's "shabby 
physique", his lack of a "center", his "patched-up existence". He 
caustically attacks the bachelor's despicable condition in the world, 

which while apparently opposed to his own, is inescapably linked to 
him. 

...There is at this moment scarcely any difference between me and the bachelor, 
only that 1 can still think of my youth in the village and perhap~, If 1 want to, 
perhaps ev en if my situation alone demands H, can throw myself back there 
The bachelor, however, has nothing before him and therefore nothing bchind 
hirn. At the moment there is no difference, but the bachelor liaS only Ille 
mometlt.. .. We others, we mdeed are held in our past and future Wc pa:.~ 
alrnost ail our leisure and how much of our work in letting them bob up and down 
in the balance. Whatever advantage the future hall in size, the pa~t 
compensa tes for in weight, and at their end, the two are indeed no longl'r 
distinguishable, earliest youth later becomes distinct, and the future Îb, and 
the end of the future is really already experienced in ail our sighs, and thu~ 
bec ornes pa st. 50 this circle along whose rirn we move almost closes. Weil, thl!> 
cirde indeed belongs to us, but belongs to U!I only so long as we keep to it, If wc 
move to the side just once, in any chance forgetting of self, in sorne dilltraction, 
sorne fright, some astonishment, sorne fatigue, we have already lost It Into 
space, until now we had our noses stuck into the hde of the times, now we ~tcp 
back, former SWlmmers, present walkers, and are IOllt. We are outllide the law, 
no one knows it and yet everyone treats us accordtngly.(e.a ,DI , p.25-27) 
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The complexity of these two discordant characters' relationship is both 
clarified and at the same time expanded through the narrator's 
monologue.47 The narrator, who is 50 tenuously bound to "the tide of 
the times", bound to a present in which the "size" of the future is 
precariously balanced through the "weight" of the past, a "present" 
which is situated at the gap where the circle "almost closes", is 

apparently diametrically opposed to the bachelor who "has nothing 
before him and therefore nothing behind him", who has "only the 
moment". The narrator is engaged in all that is "humanly" possible in 
time. The bachelor is "once and for ail outside our people, outside our 
humanity."(DI, p.26) He is a prisoner of both "the everlasting moment 
of torment, which is followed by no glimpse of a moment of recovery", 
and at the same time completely free, one who "knows himself 
thoroughly ... knows who he has before him and that he may therefore 
allow himself anything"; moreover, he is indifferent to both his 
torment and freedom: 

Now It perhaps seems to you as though 1 wanted to complain about it? But no, 
why complain about it, after ail neither the one nor the other is permitted me. 
1 must just take my walks and that must be sufficient, but in compensation there 
IS no place ln ail the world where 1 could not take my walks.(DI, p.28) 

The narrator remarks after this confession from the bachelor that "1 
have it easy, then. 1 shouldn't have stopped here in front of the 
house." In 50 doing, he suggests that he should not have questioned 
himself (as weIl as his "literary inclinations") in relation to the 
bachelor. He ultimately denounces the bachelor's existence and the 
sketch ends with the narrator's triumph over him, suggested by the 
disappearance of the quotation marks - indicating a "conversation" -
from his conc1uding remarks.(DI, pp.28-29) The narrative closes in the 
diametrically opposed spaces of the narrator ("1") and bachelor. And 
yet, the irony which remains is precisely in relation to the narrator's 
original obsession, as the bachelor sagaciously remarks, "And how can 
you want to compare yourself to me?"(DI, p.27) The relation of this "1" 

47 And this "monologue" is significant, for as Fickert notes in relation to "Conversation 
wlth the Supplicant", "Sin ce the relatIonship between the two men in both instances 
consists solely of the mutuality of their interests, the conclusion must be drawn that 
they are two aspects of one person and that the conversations, which, peculiarly, serve 
the function of describing the association between the characters, are a 
monologue ... "(Kajka's Doubles, p.27) Certainly the intimacy between the characters of 
the present sketch and those of "Conversation with the Supplicant" are ("rident. 
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to its "guardian bachelor" has onIy been temporarily resolved, for we 
must keep in mind that there is one consciousness which is always one 
step ahead of the characters' - Kafka's. That a relationship could be 
considered between the "timely" existence of a narrative "1" and the 
"timeless" condition of a bachelor figure will require further 
investigation on Kafk.a's part, more than this early character sketch 
would indicate. In fact, as we will see, the "bachelor figure" transforms 

in Kafka's later life and works from its antagonistic and dialectic 
position to a figure which characterizes the very gap in which he found 
hirnself as "a writer in a body". 

WRITING AND THE BACHELOR 

In a letter to Felice Bauer, on August 14, 1913, Kafka responds to an 
earlier letter in which she tells him of a "graphologist" she had met on 
her vacation who had made sorne very specifie comments about 
Kafka's character based solely on an interpretation of his handwriting. 
The graphologist unwittingly provides us with a revealing image of 
Kafka, as Kafka writes, 

The man in your pension should leave graphology alone. 1 am certainly nol 
"very determined in my behavior" (unless you have had this experience); 
furthermore, 1 am by no means "extremely sensuaJ", but have a magni(ICt'nl 
inborn capacity for asceticism; 1 am not good-natured; ifs true that 1 am thnfty, 
but "{rom necessity" - never; as for being generous - no certainly not; and 
whatever else the man said, the things you couldn't remember, will have bl'en 
very much the same Even "artistic interests" is not true; in fact of aIl Ihl' 
erroneous statements, this is the most erroneous. 1 have no literary interests, IlUt 
am made of literature, 1 am nothing else, and cannat be anything else ... 
To your graphologist, 1 now add a cri tic. The other day a review of MeditatlOt/ 
appeared in the Literary Echo. It is very friendly, but in ilself nol olherwi1.c 
noteworthy. Only one remark is striking; in the course of the discussion, the 
reviewer mentions: "Kafka's bachelor art..... What do you think of that 
Felice? (e.a., LF, p304) 

The extent to which Kafka's 'literary constitution', presented here as 
being "made of literature", is informed through the "striking" 
recognition of Kafka's explicit "bachelor art", may arguably be the 
question which Kafka most relentlessly addressed himselfi primarily 
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because the bachelor not only conveys something of Kafka's "literary 
constitution", but something of his "bodily" one as well.411 The bachelor 
has an inherent allegiance to art and 'literary space'; for the bachelor, by 
its own definition, is a figure which is specifically not engaged in the 
"timely", human, and procreative activities of its corporeal existence, 
hence, is implicated within the illicit space of art and literature. And 
yet, this allegiance is by no means complete. Indeed, the bachelor is as 
equally disengaged from this space as it is engaged, since it is 
simultaneous bound to its 'corporeal space' of mortality. While for 
Kafka, "the point of view of art and tha t of life are different even in the 
artist himself"(DF, p.86), the position of the bachelor indicates the point 
at which the duality of these dual experiences of 'existence' (or 
'doubled duality', as the above quote suggests) most ecstatically cross; 
where literary and bodily flesh coincide; and where the construction of 
the bachelor stands as the mediating figure of that coincidence.49 It is 
within Kafka's simultaneous engagement within both forms of 
existence that the paradigmatic bachelor is born. And so, Kafka's 
rhetorical question to Felice at the end of the above letter, reads as 
particularly complex since it was written to the woman with whom he 
had "offtcially" engaged himself two months previously. The 

complexity arises out of how this form of engagement is understood. It 

is precisely where this "engaged bachelor" is placed in-relation-to his 
bride-to-be, which is in need of discernment. 

Kafka's relationship with Felice must always be seen in the perspective 
of a simultaneous engagement with literature. The impossibility of 
these contradictory "reiationships" co-existing was the source of 
Kafka's greatest despair. He often emphasized their apparently 
irreconcilable differences. Marriage, was, "the Most social act", where a 

relationship with the world is explicitly forge d, and where the power of 
this progenitive union persistently reconstitutes a human world. 
Literature's "essential solitude" pro duces it's own form of progeny, 

although sterile and "incapable of becoming history", incapable of 
socialization. We say "apparent" because their coincidence would 

48 This may give sorne indication as ta the appropriateness of speaking specifically 
about Kafka's "body ofwork". 
4q "A formative medium of the object and subject, it lflesh] is not the atom of being, the 
hard in itself that resides in a unique place and moment: one can indeed say of my body 
that it is not elsewhere, but one cannot say that it is here or now ... "(Vl, p.147) 
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require an engagement which would always remain in tension, one 
which could relinquish neither and yet never completely engage 
either. This apparently impossible space of existence is inhabited by the 
apparently impossible figure of the bachelor. At the point when one 
si de of this dialectic is jeopardized through a union with the other, the 
"tension" is dispersed, the bachelor is debilitated and the "dread" is 
intense.SO 

After Kafka's first meeting with Felice, he described rus encounter and 
'attraction' to her in his diaries in this paradoxical manner, 

MISS F.B. When 1 arrived at Brod's on August 13th, she was sitting at the table 
1 was not at aH curious about who she was, but rather took her for grantt'd at 
once. Bony, empty face that wore its emptiness openly. Bare throat A bloultC 
thrown on. Looked very domestic in her dress although, as it later turned out, 
she by no means was ..... Almost broken nose. Blond, somewhat straight, 
unattractive hair, strong chin. As) was taking my seat ) looked al her closely 
for the first time, by the time ) was seated 1 already had an unshakablc 
judgment [unershutterliches Urteil).(e.a., DI, pp.268-9) 

One month after this entry, Kafka writes his first letter to Felice. ln this 
letter, he reintroduces himself and his interest in organizing the trip to 
Palestine which he, Brod and Felice discussed at their first meeting 
(which they incidentally never took). He ends the letter with a desirc 
to begin a correspondence with her to see if "doubts were raised, 
practical doubts 1 mean, about choosing me as a traveling companion, 
guide, encumbrance, tyran t, or whatever else 1 might turn into, there 
shouldn't be any prior objections to me as a corespondent - and for the 
time being this is the only thing at issue - and as such, you miglJl weil 
give me a trial." (e.a., LE', p.5) Neither Felice nor Kafka would 

50 Kafka wrote to Felice in July of 1913, one month after his proposai of marriage (a 
month fiJled with letters to Felice which attempt to communicate to her the despicable 
terms under which such a union could only occur. The self abasing tone of thls letter b 
indicative of the others) "To be quite {rank (as 1 have been with you as far as my self
knowledge at the moment allow) and at long last to be recognized by you as the madman 
that I am, it is my dre,," of union t'ven with the most beloved woman, above ail with 
her ... I have a definite feeling that through marriage, through the un;o", through the 
dissolutio", of this nothingness that ) am, 1 shall perish, and not alone but with my 
wife, and that the more 1 love her the swifter and more terriblr it will be."(Ka(kù 
emphasis, LF, p289) One month after this leUer, Kafka's first "official" engagement to 
Felice would be "officially" broken. And in a parallel entry in his diaries eleven day~ 
later, Kafka gives a "Summary of ail the arguments for and against marri age", the 
most telling of which is, "S. The fear of the connection, of passing into the other Then 
l'Il never be alone again."(DI, p.292) 
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recognize the appropriateness of this metaphor of "a trial" until much 
later. 

Three days after this letter, Kafka writes "The Judgment" [Das Urteil], a 
short story which initiates Kafka's most potent articulation to date of 
his enigmatic "literary /bodily" constitution. The relevance of this 
short story in relation to Kafka's 'oeuvre' is unparalleled. He had just 
recently been given approval for the publishing of his first book 
Meditation, and yet Kafka never referred to it with the same 
exuberance in his diaries as he did with "The Judgment". Preceded by 
a full transcription of "The Judgment" on September 23, 1912, Kafka 
writes in rus diaries: 

This story, "The Judgment", 1 wrote at one sitting during the night of the 22nd-
23rd, from ten o'clock at night to six o'c1ock in the morning. 1 was hardly able to 
pull my legs from under the desk, they had got so stiff from sitting. The fearful 
strain and joy, how the story developed before me, as if 1 were advancing over 
water. Several times du ring the night 1 heaved my own weight on my back. 
How everything can be said, how for everything, for the strangest fancies, 
there waits a great fire in which they perish and rise up again. How it turned 
blue outside the window. A wagon rolled by. Two men walked across the 
bridge. At two 1 looked at the clock for the last time. As the maid walked 
through the anteroom for the lirst time 1 wrote the last sentence. Turning out 
the Iight and the Iight of day. The slight pains around my heart. The 
weariness that disappeared in the middle of the night. The trembling entrance 
into my sisters' room. Reading aloud. Before that, stretching in the presence of 
the maid and saying, ''l've been writing untiI now." The appearance of the 
undisturbed bed, as though it had been brought in ... Only in this W4y [Kafka's 
emphasis] can writing be done, only with such coherence, with such a complete 
opening of the body and the soul. (Dl, pp.275-6) 

"The Stoker" and "The Metamorphosis" were written within three 
months of "The Judgment". These are the only "works", properly 
speaking, which Kafka would produce between September of 1912 to 
September of 1913. We have already discussed the centrality of "The 
Metamorphosis" in Kafka's work. Likewise, "The Stoker" would 
remain one of the only stories throughout Kafka's life with which he 
would distinctly speak of with pleasure, "In high spirits because 1 
consider 'The Stoker' 50 good." (Dl, p.287) In these three months Kafka 
wrote the three works which most articulately defined what he called, 
his "being [as) a writer".~lAnd in a letter to his publisher, Kurt Wolff, in 

51 This "being [as] a writer" is translated from Kafka's own term Schriftstellersein, by 
Stanley Corngold (The Necessity of Form, p.xv.). It can be found in a letter to Brod (L, 
p.333), where Kafka writes, "Last night as 1 lay sleepless and let everything 
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April 1913, Kafka requests that a formaI bond be established between 
the stories in accordance with their content: 

1 have one request, which 1 have already mentioned in my last letter. "The 
Stoker", "The.Metamorphosis" (which is one and a half times as long as "The 
Stoker"), and "The Judgment" belong together, both inwardly and outwardly 
There is an obvious connection among the three and, even more important, a 
secret one, for which 1 would be reluctant to forgo the chance of having them 
published together in a book, which might be called The Sons .... you see, 1 am 
just as much concerned about the unity of the three stories as 1 am about the 
unity of any one of them. (L, pp.96-7) 

Kafka's choice of the title The Sons, as representative of the "unit y" of 
these 'relatives', conveys a distinctive interpretation of this period as 
one of not only a consummation, but also a birth, from which would 
come the only form of offspring that Kafka could produce. In Kafka's 
first diary entry in five months, he picks up where the diaries left off 
with a resumed exegesis of "The Judgment": 

While reading the proofs of "The Judgment", l'II write down ail tIlt' 
relationships which have become c1ear to me in the story as far as 1 now 
remember them. This is necessary because the story came out of me like il reill 
birth, covered with filth and slime, and only 1 have the hand that can re.lch tu 
the body itself and the strength of desire to do so ... (DI, p.278)S2 

Kafka would continue to articulate his writing through the metaphor 
of "birthing" and progeny. In a later diary entry he says, 

"The beginning of every story is ridieulous at first. There seems no hope that 
this newborn thing, still ineomplete and tender in every joint, will bl' able to 
keep alive in the eompleted organization of the world, which, like every 
eompleted organization, st rives to close itself off. However, one should no! 
Forget that the story, if it has any justification to exist, bears its comple!e 

continually veer back and forth between my aching temples, what J had almos! 
forgotten during the last relatively quiet lime became clear to me: namely, on what 
frail ground or rather altogether nonexistent ground 1 live, over darkness (rom which 
the dark power emerges wh en it wills and, heedless or my stammering, destroys my 
lite. Writing sustains me, but is it not more aecurate to say that it sustain~ this kind of 
Iife? By this 1 don't mean, of course, that my life is better when 1 don't write. Rather it 
is much worse th en and wholly unbearable and has to end in madness. Dut that, 
granted,only follows from the postulate that 1 am a writer, whieh is actually true even 
when 1 am not writing, and a nonwriting writer is a monster invitmg madne~s. But what 
about being a writer [SchriftstelierseinJ itself ?" 
521ncidentally, "The Judgment" is the only work with which Kafka would perform such 
exegesis. Often, in his diaries and letters, we find very brief and specifie references to 
other short stories, but they are mostly referred to with disgust and reproach; nev..:r 
does Kafka engage in a story with such hermeneutical fervor as he did with "The 
Judgment". 

-35 



organization wlthin itself even before it has been fully formed; for this reason 
despair over the beginning of a story is unwarranted; in a like case parents 
should have to despair of their suckling infant, for they had no intention of 
bringing this pathetic and ridiculous being into the world. Of course, one never 
knows whether the despair one feels is warranted or unwarranted. But 
reflecting on it can give one a certain support; in the past 1 have suffered from 
the lack of this knowledge." (011, p.104) 

In these ecstatic moments of "real birth", Kafka relates himself as being 
no more than the vehicle through which this 'birth" takes place, as he 
describes in a later letter to Felice, uSince that evening [of 'The 
Judgment'], 1 have felt as though 1 had an opening in my chest through 
which there was an unrestrained drawing-in and drawing-out." (LF, 

pp.20-21)53 And yet, this "real birth" suspiciously occurs at the time 
when, in Kafka's first letter to Felice on September 20, 1912 (three days 
before writing "The Judgment"), their relationship (the only form of 
which would be - letier writing) was initiated, or more precisely, 
consummated. Indeed, this does not go unnoticed by Kafka, as he 
informs Felice in a subsequent letter that he has dedicated "The 
Judgment" to her. It is crucial that Kafka and Felice's relationship be 
perceived as a 'literary correspondencet

• In light of the discussion 
initiated in the first chapter regarding I<afka's abhorrence toward the 
use of literature as a space of unmediated expression, and language as a 
tool for the im-mediate transcription of an author's phenomenal 
reality f we must address this 'literary correspondence' within the same 
distinctive "reality" as his fictions proper.S4 Significantly, it is through 
the medium of letter writing that Kafka and Felice not only fall in love, 
but give birth. The cogency of this activity of writing for Kafka, 
however, speaks for itself, for between September of 1912 and 
September of 1913, Kafka wrote, virtually without fail, to Felice at least 
once a day, and frequently two or three times. If one addresses the 

~1 This suggests a relation to writing , to language, in which Kafka, himsel/, is not the 
source. For Merleau-Ponty, this is an apprehension of language which "is a Iife, is our 
Iife and the life of the things ... .lt would be a language of which he would not be the 
organizer, words he would not assemble, that of their meaning, through the oceuit 
trading of the metaphor - where what counts is no longer the manifest meaning of each 
word and of each image, but the lateral relations, the kinships that are implicated in 
their transfers and their exchanges."(e.a.,VI, p.125) 
S4 Kafka says it most c1early, "For everything outside the phenomenal world, language 
ca" only be used allusive/y, but never ev!!n approximately in a comparative way, since, 
corresponding as it does to the phenomenal world, it is concerned only with property 
and its relations. "(e.a., D F, pAO) It is the "allusive" dimension to this 'literary 
correspondence' with Felice which gives the se letters their notably "fictive" strength. 
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sheer quantity of this commitment, this one year of correspondence 
accounts for more than half of their four year epistolary relationship. 
In fact, if one keeps in mind tbe absence of any other "works", properly 
speaking (besides the three mentioned in the first three months), in 
this one year period, Kafka's letters to Felice might, "properly 
speaking", fill that distinctly prolific and "fictive" gap. 

Kafka's letter writing radicalizes the very intermediary nature of 
epistolary communication. The proximity of cl distance necessitated 
through this form of engagement maintains the space of this bachelor's 
literary /bodily existence. LE!tter writing becomes his most pristinc 
"bachelor machine".S5 The "function" of the bachelor machine appears 
only through its production of pure intensities. Its nature is necessarily 
fictive and ironie. And with Kafka, it is a machine which is primarily 

literary. In an early letter to Felice on December 7, 1912, Kafka tells her 
of a dream he had which he connected with ht~r remark about being 
able to send a telegram directly from her office. He dreamt that he had 
such a telegram apparatus attached to his bed and IIthe apparatus was 
built in such a way that one had only to press a button, and at once the 
reply from Berlin appeared on the paper tape" (LF p.93). On the one 
hand Kafka described the experience with tremendous joy, but at the 
same time, the machine u was a particularly spiky apparatus and, just as 
1 am afraid of making a telephone cali, 1 was afraid of sending this 
telegram". And yet, "on account of sorne immense worry about you, 
and a wild desire of immediate news about you that was about to drive 
me out of bed," Kafka had to send the message. What is significant, 

however, is that he is never actually involved in the telegraphic 
consummation which in fact does take place. As he notes, "luckily my 
sis ter was there at once, and started sending the telegram for me". As a 
machine of communication which intentionally hinders the 
precipitous closure of an essential discontinuity necessitated through 

letter writing by its l'particularly spiky" nature, it likewise stresses that 
discontinuity by refusing the bachelor any experience of the machine's 
more immediate form of consummation through the introduction a 

55 "Eros and language mesh: intercourse and discourse, copula and copulation .... , the 
seminal and the semantic functions." (George Steiner, After Babel. Aspects of Langua~e 
and Translation, Oxford University Press, New York, 1975, p.39, also see Corngold, 
p.25) 
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third party (his sister, the witness). Felice, however, experiences that 
consummation, albeit vicariously, through the sister. An ecstatic 
device of intercourse is set in motion by the bachelor's "wild desire of 
immediate news" and the presence of the disinterested witness.S6 

These extremely articulate devices of translation and communication 

execute - which, while certainly suggesting an intent to initiate, set in 
motion, or consummate, also remains simultaneously akin to its 
double: to sever, disengage, or put to death - through writing the 
ecstatic crossing of a literary and bodily flesh. They perform 
metonymically the task of the paradigmatic epistolary bachelor 
machine. With the workings of this machine set in motion by Felice 
and Kafka's initial exchange, we see the first product of their "illicit 

union": "The Judgment". Through this short story we find the 
bachelor's machine of writing in its most active state. 

The greatest difficulty in reading "The Judgment" arises when trying to 

come to terms with the intricately constructed relationships between 
the four characters: the father, Georg the son, the bride, and the son's 
bachelor-friend. It is intricate because as we will see, the definition of 
each character continually transforms throughout the story. 

Georg is a young merchant working for his father's company which has 
steadil y yet unexpectedly grown within the past two years since his 
mother's death. On a lazy Sunday morning, he sits by his window, 

after finishing a letter to his friend "who had actually run off to Russia 

~6 ln letter to Milena Jesenskâ, more than seven years later, a similar "machine" is 
described, "Sometimes 1 have the feeling that we're in one room with two opposite 
doors and each of us holds the handle of one door, one of us flicks an eyelash and the 
other is dlready behind his door, and now the first one has but to utter a word and 
immed iately the second one has c10sed his door behind him and can no longer be seen. 
H",'s sure to open the door again for ils a room which perhaps one cannot leave. If only 
the first one were not precisely like the second, if he were calm, if he would only 
pretend not to look at the other, if he would slowly set the room in order as though it 
was a room Iike any other; but instead he does exactly the same as the other at his 
door, sometimes ev en both are behind the doors and the beautiful room is empty." (LM 
p.46) ln hlS Les Machines Célibataires, (Paris: Editions Arcanes, 1954, pp.23-38) 
Michel Carrouges lists several literary bachelor machines, one of which is Kafka's 
torture machine from "In the Penal Colony". It is by no chance that this machine is 
similarly a "literary" one, that is, it literally writes and re-writes, through a bed of 
surgical needles, the "sentence" of the condemned man into his back, slowly descending 
with each written pass of the sentence until the last ecstatic moment when the man is 
finally able to read it, as the written word pierces through his chest, and the man dies. 
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sorne years before, being dissatisfied with his prospects at home"(CS. 
p.77). Georg's relation to rus friend for the past three years was through 
epistolary communication only. And yet, "what could one write to 
such a man, who had obviously run off the rails, a man one could be 
sorry for but could not help", since, 

By hls own account he had no regular connection with the rolony of his fello\\' 
countrymen out there and almost no social intercourse with Russian familles, ~o 
that he was resigning himself to becoming a permanent bachelor. (CS, p.77)~7 

What could one write to such a man? Georg cou Id not tell him of his 
personal successes at home, which for two years since his mother's 
death, had taken an unexpected turn of "good fortune", while knowing 
that rus friend's business abroad had "long been going downhill". His 
friend, who was "wearing himself out to no pur pose in a foreign 
country, the unfamiliar beard he wore did not quite conceal the face 
Georg had known so weIl since childhood, and rus skin was growing so 
yellow as to indicate som~ latent diseaEe", would not be capable of 
bearing such an insult. Was one to urge him to come home, or would 
that just be throwing salt on his friends wounds, so he could "be gaped 
at by everyone as a returned prodigal"? Was he, most importantly, thlS 

time to tell his friend of his recent engagement to "a Fraulein Frieda 
Bradenfeld, a girl from a weIl-to-do family"? No, the nature of Georg's 
writing was ta be clear: 

.. supposing one wanted to keep up correspondence with him, one could not !'>end 
him any real news such as could frankly be told to the mo!>t dl!:>tant 
acquaintance ... (he) confined himself to giving his friend ummportant Item::. uf 
gossip such as rise at random in the memory when one IS idly thinkmg thmg1> 
over on a quiet Sunday. (CS, pp.78-79) 

In this vein of "unimportant items of gossip", Georg had actually on 
three separate occasions "in three fairly widely separated letter? ... told 
rus friend about the engagement of an unimportant man ta an equally 

S7 Kafka's fascination with "Russia" immediately offers an insight into the nature of 
this "friend's" inexplicable identity. Kafka writes in his dlaries, "The mfinlt(! 
attraction to Russia. It is best represented not by a troika but by the Image of a va!>t 
Tlver of yellowish water on which waves - but not high one!> - are everywhere lo!>smg. 
Wild, desolate heaths upon its banks, blighted grass. But nothing can represenl It, 
everything mther effaces it." (e.a., 011, p.llS) We are reminded of ail of Kafka'!, 
creatures which "cannot be depicted ... not even shown from a distance". Although thb 
"permanent bachelor" is given a clearly identified positIOn in this story, that identlty, 
as Kafka would later define it, was "hardly real" (LF, p.267). 
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unimportant girl, until indeed, quite contrary to his intentions, his 
friend began to show sorne interest in this notable event." Georg 
"preferred to write about these kinds of things", and yet, after a 
discussion with his bride-to-be, who remained upset over the 
possibility of not meeting this often discussed friend, Georg thought it 
"could not really involve him in trouble were he to send the news to 
his friend". Hence, even when Georg resigns to tell the "truth", the 
essence of his correspondence, is ironically born of deceit and must end 
in lies.s8 An apparently insignificant and minor form of deception, 
and yet (as we have seen before through other trivial modes of 
deception with Kafka's characters), as the narrative continues, Georg's 
"innocent" form of writing becomes precisely the tool which defines 
his "guilt". 

On his way to mail the letter, Georg stops by his father's room to 
inform hirn of his intention to tell his friend of his engagement. 

HIS father is sitting by the window in a corner hung with various momentoes of 
Georg's dead mother, reading a newspaper which he held to one side before his 
eyes in an attempt to overcome a defect of vision. (CS, p.81) 

The father appears to greet his son virily as "his heavy dressing gown 
sWW1g open as he walked and the skirts of it fluttered around him", as 
Georg exclaims to himself, "My father is still a giant of a man". Georg 
tells his father that he is sending news of his engagement to his friend 
in St. Petersburg. "'Oh yeso To your friend,' said his father, with 
peculiar emphasis." The "peculiarity" continues as the father suddenly 
shouts: 

Georg, ... listen to me! You've come to me about this business to talk it over with 
me. No doubt that does you honor. But it's nothing, its worse th an nothing if 
you don't tell me the whole truth ... about this letter, 1 beg you, Georg, don't 
deceive me. Its a trivial affair, its hardly worth mentioning, so don't deceive 
me. Do you really have this friend in St. Petersburg? (5 p.82) 

58 As Stanley Corngold so aptly describes it, "[Georg'sJ concem is not the truth of what 
one could say but the shrewdness of what one ought to say. For him, the impossibility 
of communication is a question of social tact. Yet it is precisely Georg who, ln the course 
of writing his meaning to his friend and then stating his meaning to himself, tells lies." 
(The Necessity of Form, p.27) 
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Georg passes off rus father's abrupt comment by talking to him about 
his health and condition at length, and how there must be a "radical 
rhange" in his living habits, as a slow and incomprehensible 
metamorphosis momentarily takes over this "giant of a man": "He 

carried rus father to bed in his arms. It gave him a dreadful feeling to 
notice that while he took the few steps toward the bed the old man on 
his breast was playing with his watch chain. He could not lay him 
down on the bed for a moment, so firmly did he hang on to the watch 
chain." (CS, p.84) Presently, somewhere between an infant and a child, 
the father is tucked tightly into bed by Georg, as the father intently asks 
him twice if he is "weIl covered up". Georg affirms the question and 
with that the father suddenly cries, "No!", and springs to his feet on the 
bed with "only one hand lightly touching the ceiling", 

You wanted to cover me up, 1 know, my young sprig, but l'm far From bem~ 
covered up yet. And even if this is the last strength 1 have, It's enough for you, 
too much for you. Of course 1 know your friend. He wCluld have been a ~on "fter 
my own heart. That's why you've been playmg him (aise ail thesl' ye\\r!'> 
Whyelse? Do you think 1 haven't been sorry for him? And that's why you had 
to lock yourself up in your office - the Chief is busy, mustn't be disturbed - just su 
that you could write your Iying !ittle letters to Russia. But thank goodnl'~1> cl 

father doesn't need to be taught how to see through his son. And now thill yOll 

thought you'd got him down, so far down that you could set your hllttom on IHm 
and sit on hlm and he wouldn't move, then my fme son make~ up hls mmd 10 gl't 
married. (CS, p.84 ) 

The tool of deception is now explicit although in such an exaggerated 
space that our discomfort subsides to the point of believing the 
appropriateness of such a space. The father reveals as weil, the 
important condition of Georg's marriage : the bachelor (in Russia) 
must be debilitated. In order for a conjugal union to oceur, Georg must 
relinquish himself from the bachelor through his deceit. Everything 
which was deceptively close to rus son is systematically stripped away 
by the father, including the bride and bachelor, 

Just take your bride on your arm and try getting in my way' 1'11 sweep her from 
your side, you don't kne'" how! (e.a., CS, p.86) 

How you amused me today, coming to ask me If you should tell your fnend about 
your engagement. He knows it already, you stupld boy, he know~ Il ail' l've 
been writing to him, for you forgot to take my writing thmgs away from me 
That's why he hasn't been here for years, he knows everythmg a hundred lime!) 
better than you do yourself, in his left hand he crumples your letter~ unopened 
white in his right hand he holds up my letters to read through!(e.a , CS, p.H7) 
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The father is by now a giant figure again standing" quite unsupported 

and he kicked his legs out. His insight made him radiant"; Georg 

daydreams momentarily; he shrinks "mto a corner" by a distance from 

his father which is immeasurable; the father gesture.:; strangely to his 

nightshirt to inform Georg thdt I/! have al! your customers here m my 
pocket"; in astonishment, Georg briefly ponders hls father as Il an 

impossible figure for a11 the world", but Il only fo,. Il 11l0me"t dlll lie 

tllink 50, since he kept on jorgetti11g t''l'crytlung (Remember K and tilt.' 

difference with Gregor). Within this pristine KajktlPl space, devOld ot 

any material or temporal dimension, Georg is not permitted any form 

of reflection. He is stripped barer than bare by the father, stripped ot 

any remaining emaciated concepts of his humamty, compo"".'d 

ironically and justly of innocent decelt. Hence the Judgment. 

An Innocent ChI/d, yes that you were, truly, but still more truly h,\VP you hl'l'Il d 
devillsh human bemg' - And therefore take note J ~entenct' you now tn dl'dth by 
drownmg' (f! a, CS, p R7) 

Georg IS expelled from the room and in a fur y, as the distinctly cynical 

and mocking last word issues forth from th(> house, 

he rushed down (the stalrcase) as If Ils slep~ wert' an IIlclllll'd plane, hl' r,1Il 
mto the charwoman on her way up 10 do the mornlllg c1eanmg of thl' room 
1/ Jesus'" she cned, and covered her face wlth her apron, but Iw wa~ aln'cldy 
gone (e a, CS, p R7) 

As the ironie and sacrificial lamb of humanity, Georg utters his fmal 

words while dangling from the railings of a bridge: 

"Dear parents, 1 have always loved you <111 the ~ame" and let hlm~elf drop 
(CS, p 88) SQ 

The transformations which unfold before the reader in "The 

Judgment" are expanded further by Kafka himself in a most 

unexpected and detaHed interpretation of his own story, flve month~ 

later in rus dairies: 

SQ A dlshnctly dlfferent emphasis than in the la~t word~ of the paréldlgméltlC Chmtlcln 
sacnfJcial lamb, "Father, why have you forsaken me?" Georg'~ .,aCriflCl' 1'> 

meanmgless, m fact, hls "sentence" (Urtell) beflts hl~ cnme Chn~t'~ la~t word~ r .. flcct 
his "human" incomprehenslbihty of such a !>entence Georg'~ la~t w()fd~ Indlfferently 
confirm hls guilt wlth hlS fmal weak attempt at the "truth" 
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The fnend IS the 1 mk between father and son, he IS thelr strongest common 
bond Slttmg alone at hls wmdow Georg rummages voluptuously m thls 
con!>clOu~ness of what they have in common, belJeves he has hls father wlthm 
hlm, and would be at peace wlth everythmg If It were not for a fleetmg, sad 
thoughtfulness In the course of the story the father, wlth the strengthened 
posItIon that the other, lesser thmgs they share m common glve hlm - love, 
devotlOn to the mother, loyalty to her memory, the chentele that he (the 
(ather) had been the (Irst to acqulre for the busmess - uses the common bond of 
the fnend to set hlmself up as Georg's antagonist Georg IS left with nothmg, 
the bnde, who lIves in the story only In relatIOn to the fnend, that IS, to what 
the father and soJ" have In common, IS easIly drIven away by the father since no 
marnage has yet taken place, and so she cannot penetrate the Clrcle of blood 
relahonshlp that IS drawn around father and son What they have In common 
I!> bullt up entlrely around the father, Georg can feel It only as somethmg 
forelgn, somethmg that has become Independent, that he has never gl\'en 
enough protectIon, that IS exposed to Russlan revolutions, and only because he 
hlmself has lost everythmg except hl!> awareness of the father does the 
judgment, whlch closes off the father from hlm completely, h,we so strong an 
effect on hlm (Dl, pp 278-79) 

What is revealed most significantly through this entry, beside the fact 

that Kafka IS simply trying to come to terms for himself with the source 
from which this story came and what "unforeseen possibllities" of this 

difficult "birth" it might hold, is that the friend, who is specifically 

defmed as a "permanent bachelor", is a construction which, although 

never present, is situated as the hinge, joint, or more appropriately ;lg, 

which stands between aIl other characters and events in the story.60 

The centrality and al the same time marginality of this friend is 

articulated further in a letter to Felice: 

The "Judgment" cannot be explamed Perhaps one day l'Il show you some 
entne!> ln my dlary about ~t The story IS full of abstractIOns, though they are 
never admltted The fr/end IS hardly a real person, perhaps he IS more 
whatever the father and Georg have in common, The story may be a journey 
around the father and the son, and the frlend's changing shape may be a change 
In perspectIve m the relatlonshlp between father and son 1 am not quite sure of 
thls elther (e a )61 

NI We make thls more precIse dIstinction between jig and joint or hinge, because the "jlg" 
and thls "permanent bachelor" are both speClflCéll1y understood as construct/Onal 
dL'vlces of medlatlOn, I.e, hermeneutical devlces consciously constructed for the sole 
purpllse of trans-Iatmg the space between polar Identltles, devlces whlch, at the end of 
a process of mdkmg or narratIOn, remain suggestIvely absent and dlsturbmgly ~I1ent A 
more detaIled dISCUSSIOn of the jzg in Itself, as a mediatmg concept between Kafka's 
work and the archItecturaI work, IS provlded in the conclusion 
bl Th!!> was wntten on June 10,1913, (Lr, p.267) nme months after hls initIai exegesis m 
hl!> dlary, and four months after the detalled exegeslS above of the characters and 
thelr relatIons 
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Different from psychological readings which concentratt' thclr 
interpretive efforts on the "father and son" figures and how they rd,ltl' 

im-medzately to Kafka's own life, we find that the issue lies preclsdy 

in-between these figures with the medzatzns construct of the bache1or. 
The complexity of these "relations" surmount, howe\'cr, when Wt' 

consider that there are l1vo bachelors to contend with; and most 

importantly, when we ask what distinguishes them. Stanley Corngold 

provides an intriguing image of Georg Bendemann 

ThIS wnter IS, as "Bendemann", mescapably a "Bmdt'mann", Iht' man who 
forms hes Accordmg to Max Brod, Kafka knew a greal dedl of etymolo~y, ,\I1d 
the old Indo-GermaOlc root l11rendll yleld::. the modern Bifide - or "bmdm~" 
Indeed the reflexlve form slcll bmden yleld~ the preCl~t' meanJn~ of "10 lwcol1ll' 
engaged". 62 

Georg's character is built from and revealed through his actlvlty of 

writing. Its general orientation for Georg is aimed at mastering the 

contrary forces of marriage, an essentially productive and progemhve 

existence, with an affirmation from - and yet ultImate debilitatlon ot -

the purely ascetic, "foreign", and withering existence of "permanent 

bachelorhood". News of this engagement must be controllcd and 

manipulated through corridors of temporal and spatial deccphon mo,>t 

advantageous to his "binding" pro)ect. Wntmg for Georg deceptively 

attempts to connect him to the world, through "the most social act" 

The father becomes the primary antagonist to this form of "strong 

ego".61 He condemns his son because he cannot stand for hls "Iie~", 

"lies" which for Kafka are the marks one IS branded wlth when one 

attempts to complete the infinite "allusive" dimenSIOns to wrihng. 

Contrary to this form of writing, the father reveals, through the friend, 

the kind of correspondence which, as the narrator notes "touched 

[Georg's] imagination as never before. Lost in the vastness of Rus'Iia he 

saw him. At the door of an empty, plundered warehouse he saw him. 

Among the wreckage of rus showcases, the slashed remnants of hb 

wares, the falling gas brackets, he was just standing up."(CS, p.BS) The 

image of the friend, for the first time bec:omes momentarIly 

62 Corngold makes the case that Georg be conSldered pnmanly ln relatIOn 10 hl'> 
actlvity of wntmg, that 15, letter wr.tmg The friend IS simllarly percelved ln h~ht of 
this activity Where they d Iffer as "writer!>" IS where they dlffcr rssent lally d!> 
"bachelors" The Necesslty of Form, p.36 
63 Ibid, p.38 
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transparent to Georg, as the father asserts that "/'ve been representmg 
him here on the spotf"(e.a.) Georg's writings reify him, that is, 

transform mm mto a static and impossible figure stopped dead In his 
tracks of literary deception, as the horrifymg image of the bachelor 

crumpling Georg's letters unopened confirms. The bride IS 

immediately severed from this impossible forrn of existence, and yet 

"lives only in relation to the friend". It is signifIcantly through the 

fflend, the fIgure who is transfixed through his writing, through thlS 
bachelor machine, that any relation to the bride may occur. 

Within this most potent and obscure "thought laJ1dscape" of "The 

Judgrnent", characters rnetamorphose into derr,aterialized conceptual 
bodies of Interpretation, "which, without losing in precision, harbors 

aU the riches, varieties, and dramatic elements characteristic of 'real 

life"'.M Kafka constructs thec;e interpretive bodies in order to test 

conceptions of the "writing self" which had and would continue ta 

plague him. Georg understands writing as a tool to connect himself 

with the world, "by having the world serve it". His writing is directly 

hnked ta his engagement. The crucial relationship between writing 
and engagement, however, ironically takes place between the friend 

and the bride. The "permanent bachelor" is an ally of the writing self 

which maintains a "proxirnity of a distance" with the bride, holds the 

bride equally transfixed, and consummates a parallel engagement with 
the "writer" and the "body". 6~ 

M Arendt, Bl'tween Past and Future, p.l3. 
b' " the fnend IS the only mode in whlch Kafka has so far known the IIfe of 
hterature " The Necesslty of Form, p.39 It IS Important to note that when Kafka refers 
to the "bachelor" figure m hls dianes and letters, he does so wlth dlsgust, opposmg It 
to "t/'le mo~t social act" of marnage. Wlth "The Judgment", we see, however, 
unwlttmgly the only form of "bachelor", capable of living in-relatlon-to the bnde 
"Unwlttmgly" because pnor to "The Judgment", Kafka, In hls dianes and letters, had 
occilslOnally pondered over whether the parad igmatlc "human" contmUlty ImplIed 
through marnage might In fact ald hlm m hls dlscontmuous expenence wlth the world 
ln the ~pace of hterature The 110re profound Implications whlch are suggested 
through these relatlonal characters, however, do not connect directly as a form of "self 
help" to Kafka's IIfc Rather, through an essentIal "proxlmlty of a distance", Kafka 
l'crCClVcs or rntuzts a form of selfness with which he had not come to terms prevlOusly 
(Wt' should keep m mmd that "The Metamorphosls" - and ail the ImplicatIOns 
m\'olwd ln a "monstrous self' whlch are Îmulted here - IS written dlrectly ;tfter ''The 
Jud~ment") And It IS preCISely through this 'commg to terms', this 'commg to 
lan~ua~e', "wlth such a complete opemng of body and soul", that thls sense of self IS 
reveilled, and yet slmultaneously "forelgn" through the figure of th,s bachelor It IS 
exphCltly not a self whlch IS concewed as an object of Kafka's subjective reflectlOn, but 
l'ercclVed through the "mean" of the umtmg body, "the milieu ln whlch opposltes hke 
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The specificity of a "coincidence" in Kafka's life and literature appear~ 

most poignant at this stage, since in Kafka's life, any engagement with 

Felice could only be understood in relation to this being who was 

"made of literature". The essential debate for Kafka was not between "a 

projection of Kafka's social personality on the one hand, and hi~ hope~ 
as a writer on the other",bb for, as one "made of literature", never d,d ht.' 

see himself as even momentarily separated from that eXlstenCl' 

"Marriage or literature" was never the issue. For Kafka to be l'ngllgt'd 

to be married primarily meant to be enKaKcd in a prolifIc literary 

correspondence with his brtde - " ... the one mode of [Fehce'sl 

absence/presence issued into letters ... "b7 A "coincidence" of hft: and 

literature will always remain tenuous for Kafka, can nevcr bt.' 

completed. His "life" with Felice issues from the sa me fi cl 111(' 

possibilities of writing as does the "life" of his hterature.h~ Kafka's 

"body" is effectively re-constituted and re-quahfIed through language, 

through his epistolary bachelor machine. 

mtenonty and extenonty, as weil as sublectlvlty and oblectlvlty, tnterwct "(Taylor, 
Altarzty, p 69) The "proxlmlty of a dIstance" which Kafka'~ I(ln~ua~e (wntll1g) 
matntams wlth the phenomenal world, through It~ "allu~lve" dlmen~lOn~, I!'> thl' ... anw 
"proxlmlty" wlth the "bachelor" IS placed ln relatIOn the bnde "DI~tance I~ nol 11lt' 
contrary of proxlmlty [but]ls m profound accord wlth It 1 expenence - dnd a!'> oftl'n cl'" 

1 wlsh - the transItion and the metamorpho~ls of the one expenence mtn th .. , otl1l.'r, atltl 
It IS only as t/zough the hmge between them, solJd, unshakabll' remalnt'd Irremedlclbly 
hldden from me "(e a VI, p 135) 
66 The Necesszty of Form, p 39 
67 IbId A~ Kafka would artlculate It to Felice, "It doe~ seem 10 ml:' ~ometlmp~ Ihrll thl ... 
commUnicatIon by letter, beyond whlch 1 have an almn~t con~tant longtng for rt'dhly, 1 ... 

the only kmd of commUnicatIOn ln keepmg wlth my wretcheJne~~ (my wretchedn(> ...... 
whlch of course 1 do not always feel as wretchedne~s), and that thl' tr(ln~gre~"lOn (If thl., 
hmit Imposed on me would lead us both to dlsaster" (tr, p197) 
68 Merleau-Ponty's words at thls "crossmg" are partlcularly pOIgnant, for wllhtn hl~ 
notion of a "hyperdlalectic", a complete comcidence or fU~J(m of opP"!)lh' ... I~ 

ImpossIble (VI, p.94) In Merleau-Ponty's attempt~ to recon~lder modern mterpreldtlon .. 
of subJectlvlty, he resltuates "the body" as a crossmg, or c/llasmus, of Identlty and 
altenty, "neltl'ler subJect nor obJec!", neither "In Itself" nor "for It~elf"(fJhenomenoloNIJ 
of PerceptIOn, [PP], p 198-212) He addresse~ thl~ condItIOn pnmanly through a 
vanety of metaphoncal image~ such as a "hmge", ")omt", "artlculatu)Jl", "the Zl'ro of 
pressure between two sohds", "hIatus" and most artlcuJately a~ "fIes/!" Ail rd/'r 10 

and form "a body" whlch he had earller related a~ "the plVOI of the world "((IP, r H2) 
The Issue of "comcldence" IS cruCIal ln relatIOn to these Image~, for 10 cl 

"hyperdlalectlc", a "structure of ImplIcatIOn" fold~ Opp()~ltes mto each othl'f m ~uch cl 

way that poles are Imphcated JO a "reverslbJllty" whlch dne~n't allow for th(' 
dommatlOn of one over the other (PP, p 149) Simllar to the hand .. whlch are alway~ 
"on the verge" of touchmg, thls ehlastle structure affect~ "a cOJOCldencp alway" pa~t or 
always future, an expertence that remembers an Impos~lble pa~t, antlClpdle~ an 
ImpossIble future. "(VI, p.122-23) 
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When we question, therefore, what kind of "body" Kafka offers Felice, 

we appropria tel y find one with little weight, even less physical strength 

- a generally atrophled, translucent, appearance: 

1 am the thlOnest persan 1 know (and that IS saymg somethmg, for 1 am no 
stranger ta sanatona) (LF, P 21) 

Kafka's obsession with his own body is frequently referred to in his 

letters and diaries. bQ Each description articulates one facet of KaEka's 

essentially insubstantial body and " .. .frail ground or rather altogether 

non-existent ground on which 1 live"(L, p.333). Often, Kafka links the 

dlstorted and emaciated appearance of his body to an insubstantiality 

encountered In other parts of rus liie. 

It I~ certam that a major obstacle ta my progress is my physlcal condItIOn 
Nothlng can be accomphshed wlth such a body My body IS too long for Its 
weakne~~, lt hasn't the least bit of fat to engender a blessed warmth, to 
preserve an IOner flre, no fat on WhICh the SpIrIt could occa~\Onally nounsh 
It~elf beyond Its dally need wlthout damage tO the whole How shall the 
weak heart that lately has troubled me ~o often be able ta pound blood through 
ail the length of tne~e legs 1t wouJd be Jabor enough to the knees, and from 
there Il can nnly splll wlth a seOlle strength lOto the lower parts of my legs 
But now It I~ already needed up above agam, It IS bemg wc.lted for, while It IS 
wastmg It~elf down belnw Everythmg IS pulled apart through the length of 
my body What could It accomplrsh then, when It perhaps wouldn't have 
enough strength for what 1 want to achleve l'ven If It were shorter and more 
compact (DI, p 160) 

Kafka's "literary constitution" appears to necessitate a body which is 
1'lrt lia Ily presl'11 t. 70 

b" An early reference to the appearance of Kafka's body can be found ln a letter to Max 
Brod on Oct 26, 1907 where Kafka mentIOns a doctor's VISit at which they will be 
"Ionkmg at my body merely for the fun of it "(L, P 36) The edltors mform us that th!s 
\'1~lt wa~ "10 connectlOn wlth his new Job [at Asslcurazloni Generait] Kafka had 
undergone a detalled medlcal exammatlOn on Oct 1, 1907 He was found 'healthy' but 
'fra~lIe', almo~t 6 feet tall and welghmg 134 lbs Apparently a second exammatlOn was 
reqUired "(L, p 431) ln another letter to Brod, wh Ile vacahomng JO Jungborn, Kafka 
~ay~, "1 have the SIlly Idea of wantlOg to make myself fat, and from there on curmg 
my~elf In general As If the latter, or even the former, were pOSSIble at all'''(L, p 80) 
711 The contemporary context and use nf the term "vlrtual" m relatIOn to computer 
"~pace", IS precl~ely not the sense m whlch we employ It. The concept of a "vlrtual 
reallty" unnecessanly and unfortunately confuses the Issue of "vlrtuahty", for It places 
the "VIf tuai" m competItIOn wlth "reahty" It is perceIVed either as a second 
dem'dtl"e of the "real", or ultlmately as an eventual real, that IS, at some point 10 

tmw, Its "spatlality" wlll be, not vlrtually but Ilterally IndistingUlshable from "real 
~pdce" The :rony wlth su ch flagrantly nalve dlalectlcs (besldes the immense chasm 
llpened and at.'andoned ln the word "reahty") IS that If It i .. "only a matter of time", 
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When lt becarîe clear HI my or~amsm that wnttn~ WilS tht' nHl~t prndudl\'t' 
dIrectIOn for rny bemg to take, everythm~ ru~hed m thélt (ilrecllon élnd Il'II 

empty ail those abilltles whlch were dlrected toward thl' 10ys ot "t'" l'.lttn~, 
dnnkmg, phJiosophlcal reflectlOn, and abovt' ail mll~IC 1 éltropllll'd III .111 
these dIrectIOn!! This wa~ necessary becallst' tlll' totallty of nw ~trt'n~th, \\'.l~ ~11 
shght that only co\!ectlwly could they even half-way ~l'n'l' thl' purpo~t) ot n1\' 

wntmg (DI, p 211) 

Kafka offers Felice the only form of "body" he knows, one which IS 

transfzxed through writing/ I HIS corporeality is that of the "permanent 

bachelor's" - which, while "hardly real", substanhates itself mo~t 

definitively as mtel'mediary flesh. 72 Kafka's "atrophJed" physical 

images are the signs of a body in perpetuaI transition, on the verge of 

ephemerality, weightless and translucent 7' Such ephemcrahty 1" 

then It already eXIsts On the contrary, when we speak (lf the "vlrtuill pn'M:~nl'l'" of 
Kafka's body, we me an Il a~. an approac1l1ng or proxmzate pre~encc For Merleélu-Ponty, 
thls \Tlrtual or "proxlmate" pre~ence IS "the approach of the rl'motp a~ remotp "(VI, 
p 102) 
71 The relatlOnal slgnlflcance of Kafka'~ "body" to hl~ "wntmg" !:, echot'd ln tilt' 
repeated mSlstence:, of Mer/ean-Ponty that lan~uage and the body Ml' not ~Imrly 
tntlmately related "concepts", but are two aspect~ of the ~anw "pIvot of the world" (1'/', 
p 82) Both reveal a "corporeal1ty" whlCh "If we were to make completcly t'xpllClt thl' 
archltectonics of the human b\ldy, It!> ontological framework, and how It ~l'l'~ It'>l'It .lIld 
hears Itself, we woulè see that the :,tructure of It~ mute world I~ ~uch thélt cll1 ttH' 
pos:'lbllltle~ of language are glven ln It "(VI, P 155) 
72 The term whlch encompa:,ses ail of Merleau-P()nty'~ liminal Imél~l'~ of thl' body III 

hls later thought IS "fieslz" In il general ~en~e, "f1e~h" I~ nn le~~ than thl' "cl Iclbt,1 for 
that mo~t baSIC problem runntng throu~hout the hl:,tory of phtlo~ophy the problt'm of 
sameness and otherness, ldentlty and d Ifference "(Madl!!on, "Fle~h and Otht·rnt·.,,,", 
Onl%gy and Altenty tri Merleau-Ponty, p 29) But even more generally, "f\l'~h" ... tclnd ... 
for Intermedwcy, per se ft IS, as Merleau-Ponty de!!crlbed, "cln ('Iement" ln tIlt' 
c\asslcal ~ense of the term, "an '{'I{'mert' of Belng mlliway between thl' concept clnd 
the expenence "(VI, p 139) As thn; "mldway", the "fle~h" I~ preCl~ply not il tllmx, but 
rather a relation, the relatIOn Slmllarly, the body, a~ "fle!>h", ln the "f1l'!>h" of 
language, IS, m a slgmflCant sense, msubstal1tzal, "not a nothmg", él!> Merleau-Ponty 
cautions, but also not "somethmg" Our defmltlOn of "the bachelor" a!> "Intermedlclry 
f1esh" may therefore read as redundant 
73 ThIS "translucent" body can be contrasted to the "tran!!parency" of thl' sufljcct who, ln 
constltuting and constructmg hls world, appear!> clcarly reflned, <h'flned and sri! 
evident, as weil, the "opaClty" of the obJect under the :,ubJect'~ gaze Cdn offer no "lIght" 
of ItS own. The metaphor of hght traver:,es Merleau-Ponty'~ tex:~ pnmanly a~ cntlqu(' 
of the "c1anty" of thls subject and ltS "Ideas", and to provoke the!>€ "Id€a~" il!> alwclY" 
"velled III shadows" "At the mome'nt one ~ays 'hght', at the moment that thl' 
mUS1Clans reach the 'little phrase, there ;5 no lacuna ln me, Whdt 1 lIve I~ a., 
'substanttal', as 'exphclt', as a posItive thou~ht could be - l'ven mor(' '>0 él pO'>ltIV(' 
thought IS what It I!!, but, preClsely, IS or.ly what It I!! and accordmgly lannot hold 
us."(VI, p 151) And yet, thl~ 'T' whlCh cannot be held In It:, !>ub~tantlilhty and 
transparency, metamorphoses the moment It b released, "At the ~ame tlme thdt th(' 
body wlthdraws from the objectIVe world, and forms between the pur(' subJ€ct and th(' 
obJect a thtrd genre [or gender] of bemg, the :,ubJect lo~e:, It~ punty and 
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perplexing If we consider that "love is a matter of weight, bodies are 

involved; bodies have to be there, it ie; ridiculous if a nonbody asks for 

love. "74 And yet, Kafka's "body" is fundamentally mediated through 

writmg, which while stretching the limits of a thin existence, 

sImultaneously Jllls his appearance in literary Jorm. As CanettI notes 

10 relation to Felice, Kafka " ... comes forward with what is pecuharly hlS 

own: the fullness of what he has seen ... This fullness is his body."75 

Kafka's body was Irved as "a being of porosity"(VI, p.149), which, as 

Merleau-Ponty suggests through his notion of the 'body', "is to be 

compared not to a physical object, but rather to a work of art."(PP, 

p.150) As a "comparison", the status, or dlS-posltion of both the "body" 

and the work of art for Kafka (as weB as Merleau-Ponty) is revealed by 

virtue of an lmplicit mode of engagement in the world.76 For Kafka, 

"the most social act" of marriage was one possibility of existence -

executed only through writing - and yet impossible, because it involved 

a form of engagement which forged an explicit union between "self" 

and "world". The profound irony of this 'explicit union' rests in the 

presupposition of a "self" which is precisely not "always already" social, 

and must, in this lack, strive to complete itself by engaging, or bindmg 
itself to the "world"; hence, paradoxically reversing the initial 

assumption of the "most SOCIal act" of marriage, since the dialectical 

structure of "self" and "world" will forever maintain that not only is 

the "self" absolutely other to a "world", but it is opposed to a "world"; 

"1 remain the sole ipse".77 

transparency '(PP, P 350) And yet, equally, It does not gain a "furity" in 'opacity' 
elther ft becomes "transflxed" and "translucent" 
74 Canetti, ElIas, Kafka's Other TriaI, p.22 
7G Ibid, P 23 
710 Richard Kearney, ln hls detatled study of the slgmflcance ?pj demlse of the human 
ImaginatIOn In "post-modern" culture(The Wake of the Imagmation, University of 
Minnesota Press, Minneapolis, 1988) appropnately posItIons hls thesls of resituatIng 
"~omt' notion of a properly human Imagmation"(p.360), In relation and response to the 
IImumerable "deaths" pronounced In the last century (the author, the Imagination, 
hlstory, art ) While he recogmzes the Importance of a "de-centermg" of the 
constitutive self, there must also remain "sorne notion" of pOSition from whlch the 
'~elf" acts. mdeed, an unhkely pOSitIOn "In this light one rnlght argue that when the 
decon~tructlvist dsk~ 'who I~ thls l", It may weil - perhaps unbeknownst to itself -
serve the ethlcal purpo~e of decentering the eplstemologlcal subject as self-positIOn, 
thereby openIng it to an awareness of ItS debt and dut Y to the other-than-self. Here we 
ml~ht recall the orl~lOal sense of ethos as dis-posItion "(p.451) 
77 Merleau-Ponty has glven a rnost devastatIng critique of these fundarnental 
eXlstl'ntlahst assurnptlOns of the self in The Visible and the InVisible, and speciflcally 
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The central paradox of Kafk.a's proliftc Letters to FrI1Cl' is that through 

"marriage" their co-respondence would be destroyed; through tl-te 

union, Kafka's respo1Zse-ability would be debilitated It is the S,lnW 

paradox which appears through the "bachelor /writer" fIgure 111 "The 

Judgment", yet in reverse: a co-resl'ondence only occurs between bride 

and bachelor /writer when the "union" is sél(riftced. Contrary to a 

figure of "refuge" or "escape" Jrom the world, the "bachelor /writer" is 

ironically and most distinctly 111lpllcated wlthin a world, "alwél}s 

already" other, certamly a monstrous figure of self. 

ln his section regardmg Sartre. Sartre concelVes of the !>elf, Inltlally, as vOId, a::. 
emptiness. This IS necessary in order for the self to recelve "the plenrtude of th!' 
world"(VI, p 52) The self IS absolute negatlvlty, and the other I~ "ab!>olute plpnltud(' 
and entlre posltlvlty"(Sartre, Delng and Nothmgness, p 15), It I!>, at ba~e, notllmgnc,>~ 
"Action", therefore, is ln response to that whlch 1 lack, and wh Ich I~ compleh'ly 
outslde of me "1 will never live any but my own IIfe and the ()ther~ will never bp but 
other myselves "(Ibid, p 71) The con~equences whlch am.e out of a ~elf whllh 1'> 

nothtng are great at the level of the indlvldual Shame I~ born from thl' ~{'If, bt'Jng 
nothlng, under the gaze of another ln which 1 a111 completely opened up, nakl'd 10 hlm· 
" . mstead of my shame constitutmg the whole sense of the ()thl'r'~ eXlstl'nn', thl' 
other's eXistence IS the truth of my shame "(Ibid p 7J) But a~ Merleau-Ponty no!("" 
"From the moment that 1 conceive of my!>elf as negatlvlty and the world Cl~ p0.,ltlvlty, 
there IS no longer any IOteractlOn."(lbld) One see!> clearly the Importante of thl~ 
critique of Merleau-Por.ty's earher colleague glven Merleau-Ponty's more "(hla~tlc" 
self developed i .... further chapters. 
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CONCLUSION 

We !lad ~(lId prevlOusly thdt wnting for Kafka was hved as a "hmit condi

tlOn" As "lIved", that meant frequent bouts at the threshold of sanity (LF, 

p 156), Frequent deba~es a., tn whether he could even be considered "hu

nllm" (LI', p 2H7, 2~H); and occaslonally statements wluch punctuate the 

II ilglC and ('C..,t,1t,C bé<luty of it al! "Hesitation bcfore blrth ... My life IS a 

fH'c.,I!,ltH)n bdme llirth "({JIl, p.210) lt 15 throughhis work, however, that 

!lw-,e "thrl".;hllld", "lJrnll" and "delay" condItions appear most disturbingly_ 

TII('Y lue n.'fWcltedly transforrned and presenced through Kafka's ternpo

r,dly dl..,/lIIlCtiv(' narratives WhlCh 5cem to exactly hoid its heroes hostage 

within d ftctlonal ticlay before bll"th These "heroes", equally dlSJw1ctive, 

dl"P0..,It!OlWd ,md dlsflgurcd "mon"ter", "double" and "bachelor" figures, 

"'Pl r,ll al'OlInd tht' 1/l1llfc.. of cl hurnan existence, always approachmg some

tl/l/lX hlllllli/l tn tlle proccss This "something" IS essential, for "lirnits", 

whl'llll'f' \,-'llg,1ged philo.,ophically, poetlcally, or rnathematically, prirna

l'Ily lI11ply .111 l1ctlVIty of If'lld111g-tvward or apprvaching "values" and ques

tion", Whlcll ,1r(' preci~dy unknown and unknowable. 

Efforls 111 IhLt:> sllld)' have undoubtedly "prowled arow1d the queshon" of 

L\lCt.;(' 11I1IIb, wlth the mtention of (dis)positioning the mediating "techne" 

ut 1t1(}I1~t/,(I:-'lty perceived throughout a1l of Kafka's work. We say 

"{dl"')pOSltlOl1l1lg" bl'CliUSC what the "monster" reveals about hllman ex

I",tt'nec, It t'qutllly conce,1l.,. 
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The "monster" IS precisely I11-'Vlszble, i.e. m-tJzc-"lllswlc, and yet "nI1l' cannot 

see it there and every effort to see zt tlzere makes it dlsappear. but It 1" III tlzt' 

lme IJf the visible, it is its vlrtual focus"(VI, p.2IS) The "monster" trall";

lates the m-vIslble, does not simply declare It as ".lnother VIsIble", but 

stresses rather that It "15 at the honzon and must be thnught nf .1" .... uch; It 

is only by remaming at a distance that lt remc\lll" ItscH"(VI, p 122) Bnth 

hterature and archItecture are preclsely eng.1ged III thl" III-I'ISINt' Llkl' 

the mans ter, bath narra te upon the hyphcn, upon the "hnrtl:on-IIl1L''', nul 

ln arder to "make vIsible the mVIsible", to crc(t the l11\'blblc "mtn t1 '>el'

ond positivity"(VI, p.149), but rather, to engage III th/..' very IllllCIl (/IIrt'"II

old) of VISlbility, where poE:sLlnlzty IS ncither filllte nor ll1fll1ite, bllt l/ldt'Ii

nite, and human action, whcther in hterature or architecture, necessanly 

and always entails a nsk - th~ risk of the indcfilllte Ilf/I'rom h, tlw ri"k nt.lll 

indeftmte throwing, the flsk of the Indcf1111te self 

M01zStroslty, therefore, is not an histoflcal "concept" tn be overCOlTI1' or 

surpassed, but is the very hll1gc of an hlstoncal cxpcnence Th,lt "tl/O/l 

sters" do not hold the same measure of "reality" for c'mtemporary 111,111 

which they had prevlOusly held ln the Greco/Roman world IS no ~(.'crct, 

no more than lt is a secrct that thc "reai" ttse!f is not hcld 111 the S,l\1W 

measure. "Reality" IS by defimtion an historiecll and, as ,",urh, prccl"'l'ly 

metamorphtc human experience; Le., lt is (If we may rc-turn Ft\l ,",can'.., word .... 

on the "monster") the "principle of other freahtzcs]". 

Unmrorpltoto tU 
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il/IIi 11/11//1111 p/I/It' 

I,holo, Ilir III fil" "1'1111/11/ 

/", Il', ", 1//1' Ill'/I mt/" Il'', 

"lilI/if I/I,'rg/' ///Id 11//' ',/1[' 

11/1 ""///I,\//I',}/I'" 1/ l', 

IIXIII/I, o/lllf 1I1r11f1'\/t /lit 
"11I/lXlIlg" II/ 11/1, "1"'11 

111111 0111' l'. II/Il/' III "1 '1/1" 

wlr/'rt' '1'1'/'/ /t " 1/111 '11 ,,, 
[1/" 

'll1rrr'f [i/mln 1" 



The l',<,ue for contemporary thought and activity is not whether "mon-

e "tl!r<," have dLCd, tl3 If they were hmely bem~s or thmgs. "Monstèrs" have 

no more dnd no le"" tl) do wlth the "reahty" of bezngs than does the other. 

The f~"I1C 1" whether Iwm"tro.:;zly can offer any mSlght mto our readings 

DI the ",,(!l f", the "pre..,cnt" dlld c1 "work" WhICh mediates them. Monstros

lly, .1<' cl Illn~e of h,<,toncal expencncc, exphcttly reads "hlstory" as a plu

l'tlhty of narrcltlve fields WhICh are "hmged" to, enfolded wlthm, and re

d I..,covert:d ll1-tnnt' by the con~ClOUS "read(~r" and "writer". A debate as to 

tht' "lw,tOrIClly" or "a-hlslonclly" of the mOllslL'1" b IIke aIl dlalectical de

belle'" They unly "Jeter the qw.'stion and beguile our hunger"(VI, p.121). 

WI "" Il t"" k" 1 t 1 t " d'" lell wc n'{1(1 , WI'! C , nlU -(' , wc are a ways rans a mg, re-J'ca lng, 

"rl'-Writll1g", "r<.'-maklng", nevcr not tral1slatmg, ne ver not preclsely m or 

0111 (\~ tll11e - "0 tilt' tl/Ollstcr, IIke the ùtlzer, DCCUpIeS the very limlls of tem

poral ity 

Wh,lt \Nt' '>.ly of tIIollstroslty is given by virtue of metamorpllOsis. "Meta

nlOrpho,>i~", hkcWISC does not die with the gods, any more than 

!t1'/'I/WIII'/llle., doL''> "Dealh" is, in fact, the ruse of aU three. It IS prcclsely a 

}orlll of dL'llth whlch occurs tn the monster through metamorphosls. 

EqU,llly, Il,,> thl' 10/'111 of hermencutIcs wluch initlated Hus "scIence" of 

trall';;[,lIIIlg fi/(· Wonl of Cqd wluch dICS with the death of the defirutive 

101'111 of (;od l [f'l'mcncutIcs Itself must be translated otherwise. Meta

mOI flltos/~ 1"", 111 tad, precisely the fmle of hermeneutics. Its activity is 

pnm,Hllv 1/111I"'/i1fw1!(/I. 

• 
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From the "111Irror-pllO
tos", an artlculatwll of 
"/lOrlzon-lllle" cmcrged, 
and )Ir' ollce It /1II~ 

reachëd the wall vf ail 
abandvned buzldmg, that 
artlculatwll CflIl/lOt re
mali! !Jtatlc and WI! only 
rc-emerge througlz the 
speclficltzes of the wall, 
and 1/1 thl~ ca,e, through 
Il,, de-formations, that 
15, rCIlt5 zn the waJ/'& ,ur
[are becomes the SltC'> of 
thc "llOrl:::'OIl lllu'," 
~tructural suppurts 

'J 
, , 

. " ... ~. .. 

"hun:::'ll/l-lllle" de-tml 



Through a "change in form" lIes the gift of a secret, an offt:'nng \\'hlch 

invitesf in fact begs for an other rcading' ""Vhat is interestmg I~ nnt .111 

expedient to solve the 'problem of the othcr' ... .It is .1 transfOnn.1tllln l)! 

the problem"(VI, p.269). MetanLOrpllOsls hves m l.1ng-u.1g{\, de-ml)J) ... tt"lte~ 

the mtrinslc, transformatlve and translatlOnal .f1l'sh of langu,lge, 1\ It'fa 

morphosls and mOllstroslty arc as "real" rlS 15 the hUm.111 IJl1.1gll1l1tlnn 

When we speak, thereforc, of a nWl1strollS self, wc do not 111('.111 tll de

scnbe the being that one IS, or even becmllcs, but ratller, the 11111/1 ('ontl/flon 

through wlllch one mtrinsically expencnces the world As c1fT/1II1 ((IlIdl 

tlotl, :his mOl1strOIlS self caml0t be held objectIvEly, bu t IS appro,1Ched unly 

as a relatIOn. The cornplexity and pc1rc1dox of thlS ~c1f anse:, nol ollly tWIll 

commg to terms with the layers of lh hlstoncal welght, but From the very 

fact that m language, "self" rec1ds cb a constitutive and "sublecttve" gram

matical construct "used to name CI persol1, thmg, statc, ur qual:ty", wl1lch 

we stIll call1'otgrasp through language, "SI11CC what there is to Lw gl"ls~ll'd 

is a dispossesslOn"(VI, p.266). As we have Sàld, to addres ... th\<" 'iclf "ht'dd

on" is to run the risk of identtfying lt clS a generalized self-III/liS, lll'l1cc nul' 

insistence - followmg Merleau-Ponty - on the "veenng l1rollnd pt.'t'rtng 

timid, prowling around" the question of self whlch the fr,lmework ot t//Oll

stroslty allows to best llf1proach thlS expertence 

We read Merleau-Ponty's nohon of the fleslz - in relatinn to the body, \.111-

guage, time and the self - as addressing aIl thc1t is nIon!itrou<; in hUIll<ln 

perception, expenence, and thought. 

"llOn:OIl-IIIIC" de-tmls 

- 1 (j 

III,' tfl/,",IIOII """",,,,, 

{l'Iwlh,', IIIt 1'11,/,.,1 {, d 

tic 1I101l',IItIIWII 0/ ,1 .1'1111 

fil tl '!rOll fllI 1111" " 1', 
1111'1 /m I~ 11I1·,I"I/'/I/IX, /111 

III', Ihrttl/glt lit,' .1"/011111 

lit". of 1/ 11'111/ Ihl/llh ,III 
lit", 111/11//'/'101.1, 'I/Id 1It,II 
1/ 1//1', Il'"1/10/ "//fI11 1111 

11/1(''' 11111'1 l", ',/lI'I'OII,'r! 

1111.1 (It Il' 'III,'" "tlllIlt/! III 
/1". ·,tI/, /J/ lit,' "/111/1"1 

1,1t" 1"', ", tI Il,,1', 0111,/ 
IltYlltlgh tI", "/III/gl/Ig" "I 
Il ((1111/ 1/11/1 Il "/111/ 1 1111 

I/I//''' ',11"11111/ 'l't'U/'''' 



lhe fragment.<> collt-cted in The VIsible and the Invisible, are provoking in that their 

apparently "phJI< )',()phJcaJ" onentation borderson the "literary",especially regard

ing the' '>t.'ctlOll '1ne Intertwming -The Ouasm" where Merleau-Ponty portrays 

rno,>t tran..,llIcidly Ill'> Ilarranv{' of jlL>sh. Labyrinthian "characterizations" of jlesh 

are recolll1tl'd Um)ljgll the 'hmge", the "fold", the "JOmt", the "edge ofbeing", and 

rno..,t (·ncornpa..,<;lI1g, the "ChULW1" Analogous to the "monster", "double", and 

"bdlhelor" tOI" 1<.11"1-...1, the fiesh JS 1I1volvcd in a perpetually clnastic reversibility of 

hl 1 III cU lexpertellel', language and thought in whlch "every relation with being 15 

'>IIllUIt,lllellll..,ly.l tilkll1g and .1 bemg ta ken, the hold 15 held, it 15 inscribed and 

lI1'-.cnbl·'" III th!, "'.lITIe bClng that lt takes hold of'(VI, p.266). These characteriza

Illll b 01 "Il( ",h" ill"!.' .1'" I/li/.'d for Ml'rleau-Ponty as the "monster", "double" and 'bach

plnr" Me fpr Katk,l. 111ey arc noh 0I1œptuai dcvices from which to view the self "in 

It,,<.'If', but /unliCl/l'lI! uai dcvlces which "replélCC' the notions ofooncept, idea,mind, 

reprl''>l'nl,lhon wlth the \lotions of dimensIons, articulation, level, hinge, pivots, 

configuration .. "( VI, P 224). If taken ob]ectively, thesc "devices", for both wnters, 

ll1r1y rl'ad .1'> /cthlllLfIlCS of wnting, of self realization, means to the self. On the 

COnh\lry, they art' the means, or mtenncdtaries of self. The tec1mical risk of 

ObJÙ·tlfIC,lholl .llways looms heavily in language when te'11lS such as "devices" 

,1\'(, 11( lt ellgdged mmically, or analogollsly in a work, whether literary or architec

tur,ll 1\" notl'd III the last chapter, white these literary "devices", perceived as 

~lIch provide il form of 'narrabve hmging' between polar identities in the story, 

thl'Y .Ire éU~l "ch.lracters" themselves; artiClùate constructions composed of the 

very IIllTIClldc.., of their dual characters. As Kafka œfers to the intermediary "He", 

"For It IS Ilot only the two protagonists who are there, but he himself as weIl, and 

who really know~ hi.., mtentions?" (GWC, p.l60-61) MOle specifically than 'hing

!llg'. "H.''', hkl' tlll' other devices, articlllates, or rather, jlgS between characters. 

'.(": I JJ ! :",,' lctt~Jr' larl 

-15 

(ActW/l the participant 
opell!> a door, WlllCIz 1, 
o/lly a frame, at the street 
facade of the lnlzldlllg 
The door IS camlected by 
way of a hmge ta a senes 
of steel YOd, also COII

nected l,y IlInges, a/ld ail 
restmg at ClJe leve/ ln the 
apelll1lg of tlze door, what 
IS perceptible at eye level 
15 Ollly the mohon of the 
hl1lges passlIIg honzo/!
tally from rzght ta left 
and VIce versa, ~mce they 
are the only vertical ele
ments pro]ectmg above 
tlze hOrIZontal pla Ile of 
the rads.) 

"horz=oll-lllle", full Vlew 



The kinship which the literary "devices" of the "monster", "doubll''', "b.1Ch

elor" and "flesh", hold in relation to the constructional '\'il'''lcl''' nf the 

"jig" is pnmarily W1derstood through their analogons pnXl'S~l'" of /1.'\

gmg, medzatmg or crossmg, "characteristtcs" of a wllrk, or narrati \'l' P'l'

cisely what a "Jig" zs, is as dlfftcult to objechfy as the "nll1l1stt.'r", "dllUbll''', 

"bachelor" and "flesh". The Oxford Enghsh Diction.1ry COIl\'('\," th,lt tl1l' 

origin of the term "Jig" IS "zmkllown". And yet, "Iig"''', "pgg{'l'~", ,md "pg

ging" occurs throughout a surprising number of ChSP,H".lk d''''(,lplIlll'~ ln 

the discipline of engineering, for instance, it IS defllwd ,1" ",1 dt'\, Ice \\' 11lch 

maintams the proper positional relahonship betwel'Il the m.lkl'l.ll .1I1d 

the machine that is working on it". That may seem ,>0I11ewh.l1 d' .... UH1-

nected from an alternate use of the term as "Cl rapid, "pri ngy d,lI1Ct.''', bill 

by looking throughother definitions one finds that the gap bl't\'\'l'l'n tllt.'111 

quickly dlminishes. To dance a jlg is to "mOVl' wlth '''lp,d up-and-dllwn 

motions". Miners "jig" ore From denser mineraIs by "~hilkll1g It up-,lI1d

down in water in a large perforated container". 

r-------------------------------------------

• 

1 ol/,/~" {l, '"
'
ll,I"II:,, 

,l' ,/11,/, //,'//11 /, 'ti/hl//I, 

11101" .l'//h '1/,,\111..;', ,11/.1 
Il''/ tll,",' ,/l, '/lHI.- //11 

,/lit ,', ,"'1/, li ill/"II' /1' /f! 

'l" ,/" il' l'flili 1/1,1"1,,'11.1 
"lIl1tl ft III1X'// l,,' TIl"/' 

il/'," "/'11'/ t"~ /f! ','/11 tI/i/ / 

'iilIlI~" l', "", ,," II/ ,'1 
I/S";III,~' (.t/I,,~,' /t./, 

" .','11/ 11'<'11 ,f", 1111/' /llt'd 
./l'1i ,l' , 1',."1,,," III', /, '11/ "~, 
"J/ ltl/' .1 d'/ 1// // //1/ ',,,1 
/d.'\" ' l', ..; Il','111/ ,/II '/1 Il.' 
III, 1/',1/1, /t /"0,[1111'" ,1/ /1 

fi/( 1 Il. 'm/illlll', '1"//1' 
/,lIlstl'I,' /111,1111'/, Ih /11/,' 

f/lllll /If I/S~/lIg, h /"'/"11 
",,/lI/ 111'.1 "/11/1'1111'/,1111/ 
"illilld 10 tilt' ,11"/1/ /l1f11 t', 

/If tlrl//III h 

Ueva/IIIII /1/ O/ll' 'I/ory WI//1 ( Ill/Il'.:" 
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J\ Jig i<, abo il ".,mall container u<;ed to measure whlskey and other spir

Ih". in pottery It 1<; nothing Jess than the "lathe carrying a revolving 

mold, for c.,hapl/lg clay WIth a profIle", whtle in billiards it is simply "a 

c.,upport for il C1W" It carries a dIrectlOnal cOlU1otatlOn in both nauticaJ 

lllld )!,olflng Lerm<, Jt I~ both "a small ~ail stepped to a JIgger mast", and 

"fll1lron WI th il narrow, fal rlv well-lofted face, used for approaclles". What 

(,m be "',lId to be common between a11 of these dehI1lhons? The Jlg IS 

..,('{'Il tn h,lve "pqc.,ltlOnal", "gestural", "supportive", and "duedional" 

1 mplIc,ltlonc., ll..,..,OClcltcd wIth it. Yet m each case, there is elther a subtle or 

O\'l'rt degree of /llfan/l'duIL y at work. The ~all captures both the wmd and 

Ih dll'!!ctloll, Illl'dltltlllX betwcen the water and the air. The golfl11g lron's 

"w(.'II-lolled /cICC" house., both the anlLupatum of a speCifie swing and a 

"'pl'cdle dhtlllC<' and direction. Acue IS able to stand mediated by a holder. 

J\ cllcular motlOl1lS trallslllteJ-thnmgh a J1g to give clay forrn. Ajig dlstm

glll<;It(·~ ore trorn othl'l' mll1crals, and dance is man's primordial mediatzan 

wilh lhl' gocb ln cach ca:;e, the JIg remains a mediatùtg device. 

HI~! \lrIL'l1l1y ""gging" hilS al50 been under

... tood by tilt' craftsman, sculptor and ar

dlltecl a~ an IIllcrf1ledlilry activity which 

<tid" or ~llpporh a construction 111 the proc

(.,"s nt makl11g. The functioncll purpose of 

the Jig tor any crcltbman, sculptar or ar

chltect, is slich that it operatcs mast dis

tlllctly .lt tl1l' lew\ of il Irtlllslation betwcel, 

tilt' l11tltl'r1allty of .1 "work" and the proc- • 

The col/aglst percelves a 
world 111 flux Eacl! abJect 
whlch contrlbute~ ta the 
stuff of tlte world ensts at 
varlOus hmes, scale~ and 
form~ slnlllltalleoll~ly 
The ba/lall~ /lot elevated 
to hlgher value, becau<.C for 
tlze col/agl>t e'œrytllllig I~ 
ballûl, and /10 fllIlIg l' Tite 
cnllaglst doe, /lot Slt III 

Judgme/lt over tlie ,tuf! of 
tlze world, bu t lIIerely col
lect~ a/ld re-cards A/ld 
yet, Hu, collechng 15 slg
mficalltly llllder,<;tood as a 
sevenllg, a sIrCIIlg alld dlS
cl1gagl/lg from a cO/lte' f 

(PlzlC:h qSSl/me~ tao mu' 1 

Wltlz lite col/aglst's rn:or, 
a IVorlci ofr/mlter - w/wtller 
pmlted or /lot- le; coaxed 
IIlto be/levmg Itselj to be 
ot!lCrwlsc A "daor" Jor a 
cullagle;t 15 a four lettcl 
ward w/rrc/z IS qU/ckly per
celved as a/l "oor" Ali 
"/Jor" for a "door", ilr Il 
"door" becortllllg ail "00/ " 

arc Images w/ucl! /œcp lire 
collagJe;/perpetuaIly I!our
Ished. 

css thrllugh wll1ch it appcars (stone cut

ting, wood wnrkll1g, steel forging, concrete 

tOl'nllllg ) lt ~holiid be dlstingUished 

from (.1lthllUgh It'S kin) a rno/d - the least 

subtlt, tnemb(,'\' of the Jig family - for what 

1S nlllst ch,uactl'ristic of a l1101d 1S its purely 

tonnal rcl.1th)n~hip to tlw work, as weIl as 

i ts fllnl'tinn. Sect/pI!' takcll through One Story Wall Col/age 
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Molds are pedagogical jigs with nothing to hide - positive 1 nq~,lti\'t.' -

part of an overworked historical dialectic, The j Ig l'rol,er 15 i rnI1ll'.111 y .1 

device which, once asked to speak through its f<wrII, becol1ll's 11111ch kss 

didactic and vocal as to any ongin, or purpo5e Thl' fiS l'rn!ICI \-; pl'r

ceived as a jomt or Illnge within the process of m.1kmg, "Tlll)b", \\'l1lch ,1\'l' 

understood as expedicnt "means" to an t:!nd product, are cnl1lF'il'll'I~ 111-

different to the proccss of making, They aœ not pnmal'lly n1l'llt,lt mg 

"tools" of investIgatIon, but inanimate "machmes", IIICIlIl'l pllrl'Iy 101111 l'" 

indeed, the qualifying dimensiOn of the "jlg", for itt; fOrIn C.1nnot bl' ll'P

resented, but rather, de-monstmtes the aet and the wor", ()llCt.' It'lIll)\'('d 

from their purposeful contexts, "jigs" have no idcI111ly, n'malll dl..,turb

ingly silent, read as fundamentally motlstrollS 

"Jigging" merely points an intermediary fmger in the direction of ail forllls 

of architectural inquiry, The "jigger" is the most humble of artlsîlllS, IS 

incapable of expenencing subjects vs, objects, rec:llity vs, ftction, self vs, 

;\, ,Ill .ndllt",'tll/,ll ", .. 
.1111 111, ,,'l/,Igt' /II'/'n')'n 
,It..rl/ ,11'/"1' 1"111' ,'I 
'" .11t' <"III/.' \ l,lit' 
,1/1.1 /'r"~I,/l1I 1111 tll' ',/, t 
thll /- ,';,'I/'Ilh ,'1 ,,1111" 
ll'tl r ~ .... "'Ill, /'c' " {("t ,1 
Il''/11 t':,,,, ,,,"t/'\t- ,,/1,1 
lPI tltl' ld .... ·/'l'!t'lj·) Il III 

.... , rd' II ,JJI(lI, tIlt' 'II Il 

III' r,,,, ., 'If fi"~ l' {If ,Ill Jil t " 

I,/t/III ",II. d l'IIII,I/lig 

1 Il,, Il' \ t,li',"lt:"1/ " ," 
dl'l'l\I/" f.:lr' ,', It 1'. dl, 
,//ld 1;"'11"/1,,,./11,,'1111 
1 l ".l',' 0' t'l/' • ,'d",\, 
/lloIf''''/I, h 11:, l '",II,"'! 
tiI,' .11""'/11,, "',II'II/lil",,\ 
111/1,/ "",' 1't'r',,1 \ ;\ "d " 
" /I! "'/ "1" '" '" l,,', ,,1/ ',,' 
tll/,'II,," tlll' 1<'/1""1/, d',' 

,,'1' 11/'111:/', tll/'" 1/1,''/ l'fi' 
/1','1""1 01 1 1',/11.11/1,\ I/l'r 

1111' "'./1,'1,'" ",JI".;. l'lit 
,//tI" 1 tllI' ,'Ill, , ,/ Il''' "'" 
'1110/1'01 1011', ',If/" 0/ /II ft'! 

1',I'IIItIOI/ Ail ",d"'1 "" 
1/ ',j"11 l ' il'f/. 1/11 t ,'/1/1''''/ 
""," ", 111/, ( 1I1I'lglll" l'III' 
l",'., /111.1 'II/I'I"II/"/ltll, (1/11' 

1/11/,1.1,,( IIi"" (l'Ii' 

other; for the "jigger" is onented only by ...------- ----- - --- -----

way of relations, An "inter-subjective" 

world is not only self-evident to the "jig

ger", but also slightly misleading since it 

has been named as such, "Jlgging" is very 

simplya mode of perceiving, thinking 

and translating the "flEsh" of the world, 

It makes explicit the fact that "tooIs" (in 

relation to architecture: drawing, model

ling, fabricating .. ,) are most distinctly 

devices for translating, for the discovery 

and telling of a tale, "Tools", in this sense, 

are "jigs" which reveal the monstrous ap

proach of and to any "work", "Jiggmg" 

no more proJects a "concept" of a "work" 

into "reality", b.~an it proJects any concept 

of "self" into "reality", 

1 
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A "Jlg", él" one of It~ defiruhons reveals 50 articulately, is "used for ap

proa(.}li'~" The <,amc should be sald of aIl architectural media. Through 

the "Jlg" Oll(' tllld" not a pattern or prototype of either the work or the 

proce..,,,, but rather an approlldl to both. It is through this enigmatic 

(t1I'i)p(}')llllm ot Hl(' "Jlg" that \Ve analogously find the terms of one's own 

(t1h)fJthll {(In III "approdch" to Cl "work" Like the "Jig", this self (dlS)pOSlflOl1. 

1., Ililt cl 1l01l-r(J',1 tlOIl III w hich the "1" 15 dlsposed of f nor is it a constitutive 

'P0..,ltulIl' III whICh thl' ")" 1'> defil11tively pt)slled through the work. This 

v(!ry f r,lll1t'WOI k, 1"> tilt' "tlthng problcm, for wc arc left grapling in appar

('l1t cr'''''' wl1l'1l tl1l' work of ,ln I11dmidulll [archltect] is understood as both 

.1/1 /'\"1'1";.,/0/1 of ,) Irl'c thlllking, perCelV1l1g, and ImagmatIve self, and a 

,.1'1 l"cI IOll nf lllll"" (/71/1 rC~I'O/mlJllrty As such, the rift between expresslOll 

.md n·",'OIl.,i/lI!lllj entdngle,> [the c1I'chitect] in the perpetuaI struggle of 

1ll,1i,lt.lllllllg.1 dl-;tlllct "1" In face of a public, and vice versa. 

• 

• 

"Bemg a collaglst" lS IlOt 
smzply UIlder5talldmg 
Ozat collage destabzll:es mz 
obJect wlth 1 ts meall/Ilg, It 
15 also wuierstalldlllg tlmt 
collage dô tablil:es tlle po
Slholl of a self to a work 
A cnIlagelarnst IS Ilot the 
sorlle aç tlle creator/arhst 
rhe "artzçtlc-sel/, Cl/ters 
/Ilto a FrewrlOlIs Fos/holl 
wlth t/le collaglst, fiJr lus 
creahollç arc scella~ hl/nI

bllllg rC-Frôelltatwlls, rc
IIlserlFtwlls of (1/1 "always 
already" n/Calllllgjui or
der 111 (act, lIIemlllzg 15 lus 
gal/le, Ilot Ills proJe! 1 For 
the COlIllg15t, tlIC !Vor/d lS 

chok/llg 011 /leat uica~ (1Ild 

babblil/g 'T's tllat ba/lble 
oll/y becauçe they have Ille 
unqllcshollnble ngM to do 
ço, tlmt 1.\ tlle Zlilqllcsholl
able nght to say, n[ have 
sonzctlzmg to say" 

Plan tnkl'II through Dlle Ston) Wall Collage 
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What is distinctive about the (dis)posltlOn of the "jig", hke the "monster" lS 

that it crosses such rifts, and in the process, metamorphoses clpp,m.'ntly 

opposed terms like "self" and "public", "expresslOn" and "responsibihty" 

through each other, It is clear to the jigger thclt his/her !70Slt/OIl is tlll" 

very relationship, The difference which "jigging" unplH.'''' <1" llJ1 OI'll'nt,l

tion to the work and world is the difference betwecn.ln tll'l'roadz IO,lrchl

tecture and a project of architecture, It distinguishcs the position Whldl 

perceives and thinks the work as a crossmg, with the one wluch PNCl'I\'l'~ 

and thinks the work as an endless projection of the self through tlw \\'urld, 

A/1 ,lre/III,',llIr,,1 /'r(l 
gl'"11 'l' /fOrll/alI!" 0/1'111 

.. ,,'.1 10 h' " gellcl,IIIl" 
,Inh'/II'" TlIIII l', Il " 
1111.1 .. ',/"1'.1 ,l' Iii,' ,1/,/,,1/,1 
III' 11'///1'11.11'1,'/111111'" t/I/ 

1'1111.1111\ ' '/)'10" ,11,//11'11 
1"'11 ,', a l '"''t'IIII,''''' 
(,I/Id ,1 h..,I/1d,'d "II,' III 

tllllt), Il " ll'lt,/1 ,\11"" t/It 
1111 Jul" IlIrt' III/ 11/ IIlId '1 

1/l1I1t,11I",111,111 "'/111'11/ 
l'"lla,/' Ilt/' ,/ ",'111 .1,'1/1/0 
0/1,'1 ,", Il ,,1,,11/11.1,",''''11 
,11."I"It", tll" /'11 Il,' tlltllt't 
II,' '" 1[1/,/11/111111'1/11/1, 
''',111/, 1111/,'111, '"111'111 h' 
'1111'" Il J',/lI' /1I"/II/1P lit ,''/ 
111,' ,011ag l' / II~"II' 'Il' il 
"11111.1"/11" 11111'1/1' Il', 
"/01//1101/011'" fI/III 11011' l,. 
'Id"g ,II,I',IIIS Ih Itlll 

--------- . - -- - - - .. _._--

Kafka had once noted in reference to 

the act of writing, that the issue the 

writerfaces is "notshakingthe self, but 

consuming the self' (OF, p,87), White 

much has been said in fuis study re

garding relational narratives of self 

which Franz Kafka's work suggests, 

the above quote centers not on the in

tennediary "position" of the self, but 

on anactivity through which that "p0-

sition" is experienced, A "self-con

sumption" takes place in the process 

of writing, which forever holds a death 

of the self in suspension It involves a 

perpetuai process of ingestion and di

gestion in the actofwribngwhich pre

cisely nourishes rather than under

mines a "positioning" of self, For 

Kafka, a "shaking off' of the self is a 

"getting rid" of the self, a crime 'The 

Metamorphosis" 50 tragically demon

strates, 

ï 
,1 

1 , , 
.1 

lllllllll trr/ll~forntal/()// III 1'11111, ~ect/ll11 mllt l'/,'{!(/I/(I/I (Jf ()/If' ',fflrlf WIIII ( fll/aX" 
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If Wf: consider Kafka's reference to "consurnption" in its most corporeal 

sen C,(!, what is sugge<;ted is that in the "consumption" of oneselfthrough 

the ,let of wnting, one hterally and "rnetamorphically" celebrates in one's 

(the po""esive 1'> decclving) fleslz. Trus ;7esh, which is in effect "commu

Il.111y {'aten", metamorphoses the moment It is consumcd, Hence, the act 

of wnc;llInplwn J,> c,irnultaneou5ly an actof consumatlOn, a cOlnmunal and 

monstrou ... feast of the flcsh. If we can say anything 15, this is the "space 

of K.1fk,l." 

l '1 

When drawmgs are then 
"drawn-from" the col
lages, we do not find a 
'more-developed' do!'r, 
but raiher, the coIlage !Il 

metanlOrpllO~IS The col
lages and drawIllgs do IlOt 
proJect a concept of a door, 
'what It WIll be' once Sltu
ated III tlte onglllai sIte 
The processes are 110 t to be 
cOllsldered geHerators for 
actuallzatlOn, but "me
dza" Eadl medl!lnl 
stands ln a "lIlv/d" 
present, doe6 Ilot proJect 
a future reallty, rezlels II! 

tlle act/vIn} of l/Ietnn/IJr
phosls Tile 'door' IS 

drawlI-from the collage as 
nIL/ch as the collage 1 s 
drawn-fro11l the 'daur', 
mut ail "approach ta ar
elutecture" 1, alleady III 

practlce 

-,;-
-- ,zj. 

lllltllll tmns(ornratwllIIl 1'11111, !>L'cfl!J/land elevatlOn orOne Story Wall Collage 
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FIGURES 

Figure 1 ....................................................................................... p.ll 

A doodle from S0ren Kierkegaard's handwntten manuserlpts, reproduced ln 

Mark C. Taylor's Altarzty, p.310. Taylor notes that the doodle is, "A 

chlasmus: X's graphed onto an X that elther grows out of or eovers an 0 or a 

clrcle." 

Figure 2 ...................................................................... .. 
.' " :. 

.. ........ p.' 

Another Kierkegaard doodle. Taylor describes thls one as, "A grid for the 

game of X's and O's, tick-tack-toe, modjfjed to form four squares wlth an empty 

spaee ln the center and a hyphen on either side "(p.31O) 

Figure 3. ..... ..... .. .......... .... .................. ., .................................. p -46 

Kafka was aIso an tnvpterate doodler. ThiS image cornes from a Ietter tu 

MIIena Jesenska ln which Kafka deseribes the image in thls way ". l'm 

enclosing a drawmg There are 4 posts, with poles runnJng through the two 

mlddle ones to which the 'delinquent's' hand!> are fastened; poIes for the feet 

are run through the two posts on the outslde Once the man is thus secured, the 

poles are slowly pushed outward until the man IS torn apart in the mlddIe. The 

inventor IS leanmg against the column wlth hls arms and legs crossed, putting on 

airs as If the whole th mg were his original mventlon, whereas aH he really 

dld was watch the buteher m front of hls shop, drawmg out a disembowled 

pig." (LM, P 201) 
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