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SPECIFICS OF SCREENING THE LITERARY SPACE
OF F. KAFKA’S NOVEL “CASTLE”

Summary. The article is focused on the description of the film adaptation specifics of the
F. Kafka's novel “Castle” literary space. It considers how fully the meaning of a literary work
can be transferred and why an intermediate translation does not mean a literal reproduction
of the text of the original source. The path from the author’s idea to its embodiment in literary
texts and films is traced, the changes that occur during the recoding of a literary work by means
of another art form are identified and compared. It has been found that the author of the film
enters into a dialogue with the author of the original literary work, and the film itself enters
into a dialogue with this literary this literary source. The achievements of receptive poetics
focused on the reader s/viewer s perception of the text are taken into account. The interaction of
“languages” of different types of art (literature and cinema) is proved, the means and techniques
of artistic expression of literary works and their cinematic interpretations are determined
(methods of spatial organization of Kafka's novel: subjectivity, fragmentation, hierarchy in
cinema space). It has been discovered that the features of space in Kafka's texts are subjectivity,
fragmentation, hierarchy, which can be conveyed in the language of cinema. Thus, we can see
how the space depicted in a literary work is transmitted in film adaptations — that is, in acts of
transmedia translation from the verbal form of the media to the visual. Directors A. Balabanov
and M. Haneke do not convey everything that is depicted in Kafka, perfectly on the screen
(especially since this is impossible), but select the most significant elements of the literary text,
and sometimes come up with their own. In terms of literality, it is a departure from the text and
its distortion. However, from a semiotic point of view, such digressions are justified: in this way,
the directors fully convey the essence of the novel, its deep meanings, and depict the space not
as it is literally described, but as it must be to be Kafka's space.

Key words: literature, cinema, recoding, Franz Kafka, Alex Balabanov, Michael Haneke.
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CHEIIU®IKA EKPAHIBAI_[Ii JITEPATYPHOI'O TIPOCTOPY
POMAHRY ®. KA®KU «3AMOK»

Anomauyia. Cmamms 30pieHMOBAHA HA ONUC CneYuiKu ekpanizayii 1imepamypHo2o npo-
cmopy pomany @. Kagxu «3amoxy. Posenanymo me, HACKIIbKU NOBHO MOdice OYMU NepeHeceHo CeHC
JimepamypHo20 meopy ma 4omy iHmepmeoianrbHUull nepeKiao He 03Ha4ae OYK8AIbHO20 6I0MBOPEHHSA
mekcmy nepuioodicepend. IIpocmediceHo winiax 8i0 agmopcvKo2o 3a0ymy 00 1020 6MileHHs 8 Jime-
PamypHux mekcmax i KIHOCMpIuKax, 6usgleHo ma 3iCmasieHo 3MiHu, 5Ki 8i00yearomscsa nio dac
nepexkooy8aHHs 1imepamypHo20 meopy 3acobamu iHuo2o eudy mucmeymed. 3 'aco8aHo, wo agmop
eKpawnizayii cmynae 6 0ianoe 3 aemMopom JimepanmypHo2o meopy-opuziHany, a cama eKpaHizayisi
gcmynac 8 0ianoe i3 yum iimepamypHum nepuloodxicepenom. Bpaxosano 3006ymxu peyenmuenoi noe-
MUKU, OPIEHMOBAHOL HA CAPULIHAMMS MeKcmy yumadem/ensoavem. /[osedeHo 83aEmo0ito «Mo8y pi3-
HUX 8U0i8 Mucmeymea (1imepamypu ma KiHo), 8USHA4eHO 3aco0U U MEXHIKU XYOOHCHbOI 8UPA3HOCMI
JimepamypHux meopis i ix Kinemamozpagiunux inmepnpemayitl (Rputiomu nPoCcmoposoi opeaHizayii
pomany @. Kaghxu, a came cyo’exkmuicms, ppacmenmapHicms, iepapxiuHicms y KiHonpocmopi). 3 ’s-
cosano, o ocobrugocmamu npocmopy 6 mexkcmax @. Kagru € cyo ekmuicms, ppacmenmapHicmo,
iepapxiunicmo, AKi MOJCHA nepedamu Mo8oio Kino. Taxum YuHom, Mu MoxHcemMo bavumu, sik npocmip,
300padiceHutl y 1imepamypHomy meopi, nepedano 8 eKpauizayisx, moomo 6 akmax mpaHcmeoiaib-
HO20 nepekaady 3 6epbanbHo2o eudy meodia y gisyanrvHuil. Pesxcucepu O. banabanos ma M. Xanexe ne
nepernocamy yce, wo 30opasxceno y @. Kagxu, doxnaono na ekpan (mum nave wo ye HeMONMCIUBO),
a 8i0bUpaomsv HAUOLILWL BANCTUBL eleMeHmU 3 TIMepPamypHO20 MeKCmYy, YacoM HA8imb 000YMYI0mb
c60i. 3 noenady OykeanvHocmi ye giocmyn 6i0 mexkcmy ma 1oeo cnomeopenus. Ilpome 3 nocnsioy
cemMiomuKy maxi i0Cmynu 8UNpPAasoani: y maxkuii cnocio pesjcucepu no8HOW Mipoio NepeHoCsImsb Ha
eKpan camy cymv poMamy, o2o 2IuOOKi CMUCTU, 300paNCYIOmMb NPOCMIP He MAKUM, SAKUM 1020 ONu-

CanMo OYK8AIbHO, A MAKUM, AKUM 6IH nosuHeH Oymu, oo oymu npocmopom D. Kagpru.
Knrouosi cnoea: nimepamypa, xino, nepexooyeanns, ®@pany Kagra, Onexcit barabanos,

Mixaenv Xanexe.

Research analysis and problem state-
ment. The interaction of literature and cinema
is the subject of many discussions and research.
Literary works force directors to painstakingly
process the original in order to create their own
unique language through visualization. In our
opinion, the film adaptation of Frans Kafka’s
novel “Castle” of the same name (directed by
A. Balabanov and M. Haneke) continues the
artistic tradition of the German author’s text,
at the same time introduces its uniqueness into
images and creates its own new paradigm, inter-
penetrations and interspecific synthesis of the
novel and cinematic techniques, determining the
main results of recoding.

With the rapid pace of cinema development,
the problem of the interaction between literature
and visual aids has become a central research
topic for many foreign (J. Bluston, B. McFar-
lane, E. Murray, J. Fell), Soviet (Yu. Andreeva,
A. Vartanov, E. Dobin, N. Kryuchechnikov) and
Ukrainian scientists (L. Bryukhovetska, L. Gen-
eralyuk, N. Gornytska, G. Klocheka, O. Punina).
In the XXI century cinema becomes even more
technologically advanced, which causes a new

wave of interest in the synthesis of cinema and
literature. Modernized visual means of interpret-
ing the artistic word have renewed discussions
among scholars. Among modern researchers there
should be noted L. Gualdo, B. Humbert, S. Ercol-
ino, L. Zenobi, M. Lino, T. Litcha, M. Fusilo, in
whose works the analysis of literature and cin-
ema is conducted in two directions: literature in
cinema and cinema in literature. The direction of
“literature and cinema” concerns the film adapta-
tion of literary works. Theoretical understanding
of the phenomenon of filmmaking began much
later than the theory of cinema and in the first
half of the twentieth century through works of
J. Dyulak, L. Dellyuk, J. Epstein, S. Eisenstein,
L. Kuleshov, D. Vertov, R. Arnheim, B. Balash,
Z. Krakauer, V. Shklovsky, Yu. Tynyanov,
X. Masenberg.

The second direction, based on the formal
influence of cinema on literature, turns to the
semiotic analysis of narrative structures. In other
words, the focus of this area is the comparison of
narrative codes of literature and cinema, as well
as the history of the influence of “new art” on lit-
erary forms. Due to the fundamental research of
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K. Metz, R. Bart, U. Eco, Yu. Lotman in the field
of semiotics of cinema and literature, the semi-
otic approach acquires special importance in the
study of film adaptations.

In philological studies of the film adapta-
tion of domestic scholars, the theme of film adap-
tation is considered in the context of studying
world literature as a semiotic inter-artistic trans-
lation and a hermeneutic approach to the prob-
lem is proposed. The theoretically important and
relevant is the connection of the researched topic
with the general problems of Ukrainian cinema.

The aim of our paper is to identify the spe-
cifics of the film adaptation of the literary space
of F. Katka’s novel “Castle”.

Presentation of the main material. The
interaction of cinema and literature consists in
a kind of recoding of the message through the
development of equivalents available to each of
these types of creativity. In this case, we cannot
talk about the synonymy of these two systems,
which are not able to equally convey the same
message, image, picture. Identifying borrowed
methods is a rather complex process, as different
arts have constantly used the techniques of sto-
rytelling and demonstration, modifying them in
relation to a particular historical epoch, cultural
priorities of society and technical capabilities.

Jorgen Kobs calls the presented fictional
world of the novel “Castle” a “phenomenon of
K’s consciousness” (Kobs, 1970, p. 327). Devel-
oping this position, we can assume that the visual
perception, which occupies a central place in
the mind of the protagonist, is the most impor-
tant reference point in this space. Accordingly,
it seems appropriate to assume that the logic of
the “image” of this fictional world is based on the
“principle of cinema”. The title of the novel “Cas-
tle” is related to the spatial image. A surveyor is
a protagonist who, according to his professional
duty, must measure space and orient himself well
in it. And the whole collision of the work, its
whole plot — is the search for a way to the Castle,
approaching and moving away from it. It is obvi-
ous that the image of a special space is the pathos
of the whole work. Therefore, the idea of space
seems to be the most important and fundamental
for the film adaptation of this novel.

Many researchers of Kafka’s work believe
that the artistic space of his books has a certain
specificity. In this regard, the German researcher

Friedrich Beissner speaks of the principle of uni-
formity of image and unity of perspective in the
texts of the writer (Beissner, 1952). This principle
means that all the spaces that encompass the action
of the works of F. Kafka, are always perceived
from the position of the protagonist. As a result,
although the story is told in third person, the only
center of the story is the hero of the work. We see
only what he sees. The central character acts as the
only center of spatial orientation, with the actions
of which all spatial symbols are connected.

Felix Gress, analyzing Franz Katka’s novel
“Castle”, notes the main thematic line of the
novel, namely — the representation of the protag-
onist in the role of surveyor, for whom the main
tool in the process of learning, gaining knowl-
edge about the Castle, “due to his professional
habit, own eyes” (Gress, 1994, p. 169). The pro-
tagonist, acting in the “image” of the surveyor, is
a certain symbolic figure, the qualitative charac-
teristics of which are fixed by certain “skills” —
the greatest concentration on the visible. “Tenep
yBeCh 3aMOK SICHO BHMAJIbOBYBABCS NEpe] HUM
Ha CBDKOMY IIOBITPI, a CHIT, III0 TOHKUM IIapOM
BKpHUBAB yce JIOBKOJIa, poOUB mobayeHe Iie viT-
KIIIMM, OOBIBIIIM KOHTYPH yCiX MpeaMeTiB. 3na-
BAJIOCS, L0 HA TOpi CHITy 3HAYHO MEHINE, HIXK
y Ceni, ne K. nmoBomumocst mpoxsamata coOi
JIOPOTY TaK CaMO BaXKKO, SIK y4Opa Ha FOCTHHIII”
(Kadxka, https:// www.ukrlib.com.ua/world/prin-
tit.php?tid=3264). This example demonstrates
not only the “primacy” of visual perception, but
also the functionality of visual images as such.
Visual perception becomes the very way of think-
ing, and what is seen acquires a certain status.
Based on this, we can assume that this orientation
of the protagonist to the visual perception deter-
mines the logic of the story in the novel.

From the first paragraph of the novel there
is already an actualization of the situation of
observation and the focus of the protagonist’s
attention is on the visible: “K. npuOyB mi3Hboro
Beuopa. Celo 3arpy3so B NUOOKOMY CHITY. 3aM-
KOBOI ropu He OyJ10 BHJIHO, i1 MOIIMHYJIU TyMaH
1 TeMpsiBa, JKOJCH, HaBiTh CIAaOCHBKUI, MPOMiH-
YUK CBITJIa HE BHUKAa3yBaB ICHYBaHHS BEJIMKOTO
3amky. K. 1OBro cTosiB Ha 1epeB’STHOMY MICTKY,
AKUW 3’€aHyBaB roctuHens i3 Cenom, 1 BIUB-
JISIBCS B T€, 1110 37aBasiocs mopoxkuedero” (Kagka,
https://www.ukrlib.com.ua/world/printit.
php?tid=3264).
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The story begins with the presentation of
certain visual images, due to which the logic of
structuring the field of view is set at the level
of the reader’s perception, namely the logic of
building optically figurative series. This logic, in
turn, is directly related to both the protagonist’s
perspective and the theme of the observation pro-
cess: “looking into the emptiness that is seen”.

Thus, the elements that make up the space
(windows, doors, stairs, furniture, buildings,
courtyards) are specified only when the hero
begins to look around. And in many cases, the
space has only very approximate outlines and is
not detailed. As a result, the orientation of the
reader in the depicted space completely coincides
with the perception of the protagonist. Thus, the
first feature of the perception of the literary space
of F. Kafka — its subjectivity, or rather — subjec-
tiveness.

The second feature of the development of
space in Franz Kafka — fragmentation. For exam-
ple, K. always perceives the manor house not as
something unique, but in fragments, remember-
ing the most important details: stairs, windows,
fireplace. There is no high point of view in the
work, which allows to cover a large space, which
creates in readers a sense of chaos and incom-
prehensibility of the artistic world of Kafka: “Y
oMy OynuHouky anst K. He 3Haiinuiocs Hidoro,
KpiM KOMIpYMHHU Ha TOpHIIi, <...> KiIMHara Oysa
npubpaHa, HaBITh €JMHE JIKKO HE 3aCTENINIIU, Ha
HBOMY JIC)KAJIH JIMIIIE TIapa KOBJIP Ta MOIOHA, 10
3aJUIIMINCS 3 MUHYJ0i Hovi. Ha cTinax Buciio
KUTbKa PEJriiHUX KapTHHOK 1 (POTOKAPTOK COJI-
nat. Ane K. OyB Ha Bce rOTOBHIA, BiH 3aTOPHYBCS
B KOBJIPY, CiB JIO CTOJIy 1 IIPU CBIYIll CTaB Tepe-
yutyBatd Juct’, or “Kontopa Oynma 3aricHa,
KapKO HATOIUICHA. B3MOBXK By3bKOi CTIHH CTOSITH
MIOMITP 1 ceiid, B3AOBXK JOBIHX CTiH — rapaepoo i
orromaHka. [ ocnoguns Bkazana K. Ha 0TTOMaHKY,
a cama ciyia Ha TabyperT, 10 KPYTUThCS 011 KOH-
topku”  (Kadxa, https:// www.ukrlib.com.ua/
world/printit.php?tid=3264).

What is common in the presentation of these
interiors is both the description of the objects that
fill the space and the fact that the description of
the interior is then narrowed to list the actions per-
formed by the characters in this subject context.
The gaze is focused on each individual object —
it focuses on it, due to which the space is trans-
formed. The attic closet and the owner’s office

are nothing more than a set of visual objects. And
this very status of the space is a kind of “dupli-
cate”, in other words, themed by the direct nam-
ing of “objects” of visual art (“religious pictures
and photographs of soldiers”). Thus, the descrip-
tion of the visual series and interiors has the fea-
tures of cinematic visuality.

Finally, the third important feature of Kaf-
ka’s space is its hierarchy. The protagonist places
objects and objects that he perceives (both furni-
ture and people), usually vertically, on the scale
unten (under) — oben (above). The very perception
of space by the protagonist usually comes from
the position of unten (under). Land-surveyor K.
defines the position of the village where he stayed
inrelation to the Castle as “below”: “K. ciB, mompa-
BUB PYKOIO BOJIOCCS, TIOJMBUBCS HA JIOIEH 3HU3Y
JIOTOpH 1 CKazaB: — Y sKE CeJI0 MEHE 3aHecyo?
Xiba 1yt € 3amok?” (Kadxa, https://www.ukrlib.
com.ua/world/printit.php?tid=3264). He talks to
people who decide his fate, lying or sitting, that
is, being downstairs. The principle of hierarchi-
cal arrangement of objects and subjects helps to
convey the idea of humiliation, oppression of the
protagonist by relentless external forces.

The hierarchy of space is the easiest to con-
vey. Alex Balabanov has this idea clearly and
throughout the film. The point of view of the
Castle, high officials — is always a position from
above. K. is often forced to watch their world
from below. When K. tries to approach the Castle,
he is always filmed from above. The castle seems
to be watching him. When he or his assistants call
the Castle, they are shown from the point of view
of a person standing at their level. When we hear
the answer in the phone booth, the camera imme-
diately moves up. After waking Land-surveyor,
the castellan’s son asks him to leave the count’s
possession immediately, and as soon as he wakes
up and is still lying on the floor, K. is forced to
look up at him — this is the angle of the camera.
When K. met a school teacher who dropped a
folder with the inscription “Land-Surveyor”. K.
tries to lift it, squats down, studies the folder in
surprise, and thus also talks to a local official
from the bottom up.

In Michael Haneke’s film, the hierarchy
of space is visualized only in the first episodes.
When K. came to the tavern and went to bed,
falling asleep on the floor, he looked at the peo-
ple below — this is the position of the cell. And
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when Schwartzer woke him up and demanded
that he leave, K. was still looking at the world
from below, lying down. Then throughout the
film there is no angle of the camera from below
or above.

The subjective organization of Kafka’s
space is manifested in the construction of sym-
bolic thresholds-borders (windows, doors, stairs,
bars). In Alex Balabanov’s film, and especially
in Michael Haneke’s film, new characters appear
against the backdrop of the door. Even if they
do not enter the room through the door to meet
people, they appear for the first time against the
background of the door. Thus, the new character
seems to enter the symbolic door of the work and
get acquainted with the viewer.

The second important spatial object is the
window, as a symbol of the hero’s connection
with the outside world. The characters, looking at
the houses, try to look out the windows; being in
the room, look out the glass. But these windows
do not fulfill their main function because they
always remain closed.

Symbolic significance is such a spatial
attribute as the stairs, which, being designed
to indicate the path, determine the direction of
movement, perform a completely opposite func-
tion: they confuse the hero, confuse him, deprive
him of confidence.

It is also interesting to use gratings without
a special purpose as purely decorative elements.
Frieda lies on the floor in the arms of Land-Sur-
veyor, fenced off, on the one hand, by a stand from
visitors, and on the other hand, by a decorative
lattice on the wall, behind which sits Klamm —
her former lover. Thus, it is protected, on the one
hand, from people who live by the logic of the
Castle and do not understand it, and on the other
hand, from their former life.

In M. Haneke’s film, in the first scene, when
K. enters a tavern, he sees parts of people’s bodies
and food on tables through a decorative partition.
It is not functional in this room, but symbolically
contrasts it with the people in the pub and as the
people of the Castle world.

A. Balabanov created a world that lives
by its own logic, with distorted space, small and
large doors, a mysterious simultaneous approach
and distance from the Castle. During the film, K.
sleeps six times and sees the Castle in a dream.
At first, the Castle stands behind a snow-white

plain and invites Land-Surveyor to come to it,
but gradually the snow turns out to be the sur-
face of the water, which boils and creates a fun-
nel. In the last two dreams, the water is already
black, not white. And a giant black bird, behind
its beak resembles a crow trying to escape from
the vortex, to fly, but cannot. The world of
the village and the Castle is the realization of
Land-Surveyor’s terrible fantasies. He speaks
to Frieda, who felt he had come here for a long
time. And with each step, new visualizations of
nightmares and fantasies from Land-Surveyor’s
subconscious appear on the screen. The film
ends with a symbol of infinity — an oval, moving
in a closed circle.

There is no visual image of the Castle in
Haneke. Gradually, from the dialogues of the
film’s characters, the viewer begins to under-
stand that the Castle as a certain point does not
exist. The castle is a world of socialized people,
a certain type of consciousness. As K. walks
past the village and school buildings, the teacher
asks him: “Illo, 3amok posmspaere?” — “Tak.
S HeTyTemHiH, s TUIBKK 3 YYOpalTHLOTO BeYopa
B Bamux Micigx”. — “I mo, 3amok Bam He mogo-
0aeTpcs?” — “SK? — 31MBOBaHO BIJMNOBIB MUTaH-
HAM Ha nuTaHHsa K. 1 TOBTOpUB cloBa BUUTEIS,
3JIeTKa IIOM’ SKIIaBIIK. — Y MeHl moxo0aeTses
3amok? Yomy BM BUpPIIIWIK, 1[0 3aMOK MeEHi
He momobaerbes?” (Kadxka, https://www.ukrlib.
com.ua/world/printit.php?tid=3264). Thus, the
Land-Surveyor inspected and estimated not one
concrete architectural building, and all streets,
houses and various buildings of this district.

In another scene, Frieda tells K. about
Klamm, an official from the Castle, who symbol-
izes the whole Castle: “Ta TyT HaBKpyru onuH
Kmamm, Tak mo He mpomuxHyTH Bijg Kimamma”.
Castles and Clamps in the film adaptation of
M. Haneke exist only in the human mind and are
not visualized. The fact that the Castle does not
really exist is confirmed three times by a map
of the area hanging on the door of the tavern. In
this regard, you can see many houses, roads and
mountains, but no building resembling a castle.
And the subtitles for the film and the title of the
film appear against the background of this plan,
and therefore the title of the film can be consid-
ered as a caption to this picture. It turns out that
the space of the Castle in M. Haneke is a space
without a Castle.
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The fragmentary perception of Kafka’s
space by means of cinema is interestingly pre-
sented. A detailed description leads to the frag-
mentary nature of the image, and the latter in turn
creates a special type of spatial structure. In other
words, space arises at the moment of percep-
tion, is structured by sight. Lighting also plays
an important role in the process of perception of
space. We will remind, the main character pays
attention, first of all, to the subjects lighted by
“beautiful lantern”.

Lighting becomes both a condition and a
quality of perception. The degree of illumination
is seen by a certain quality of the image. Bright
light serves not only as a “condition” under which
the protagonist has the opportunity to “see” the
details, but, above all, the “quality” of perception.

In Alex Balabanov’s film, all the objects
of interest to the main character are lighted
and highlighted. The rest — disappears into the
darkness. A lantern hangs over the door, so K.
confidently hurries to them and enters. In the
room, he immediately sees a bright window — so
he approaches it, then an even brighter fireplace —
and K. finds himself by the fireplace. He always
chooses the brightest object. Schwartzer, having
aroused Land-Surveyor, holds a lantern and
stands with a whole group of friends, but during a
relatively long conversation K. looks only at the
man with the lantern, only at one point, and does
not seem to see other people. The hero’s behavior
resembles insects, which instinctively always fly
to the light and gather at light sources — windows
or lamps.

In Haneke’s film, lighting is opposed
to the principle of darkness. The darkness in
Haneke’s concept is very intimate. Before the
first love scene of the heroes, a voice-over
says: “He Bctur rocnogap BuidTH 3 OyderHoi,
sk Dpina, BAMKHYBIIH €JICKTPUKY, BKE OTIHHH-
maca ming criiikoro Oims K.”. In another scene,
K. runs out of a lighted inn into a night bliz-
zard into the street after Barnabas to talk, in his
words, about his “relationship with the Castle”.
Barnabas utters a very interesting phrase-ques-
tion: “Morke, MOBEpHEMOCS 110 UHKY, 1 TH JacH
MeHI TaM HOBe jaopydeHHs?” Barnabas cannot
talk about his work on the street, in the dark: he
needs a lighted pub. But for K. the relationship
with the Castle is personal. He explains that he
can’t talk about it in the pub. One can speak of
the personal only in the dark.

Conclusions and prospects for further
research. The analysis of the novel “Castle” by
F. Kafka and the analysis of film adaptations by
A. Balabanov and M. Haneke allowed us to con-
clude that the features of space in Kafka’s texts
are subjectivity, fragmentation, hierarchy, which
can be conveyed in the language of cinema. Thus,
we can see how the space depicted in a literary
work is transmitted in film adaptations — that is,
in acts of transmedia translation from the verbal
type of media to the visual. A. Balabanov and
M. Haneke do not transfer everything depicted in
F. Kafka, perfectly on the screen (especially since
this is impossible), but select the most significant
elements of the literary text, and sometimes come
up with their own.

BIBLIOGRAPHY
Benbsavun B. ®pann Kadxa / ep. ¢ uem. M. Pyanunxoro ; Berym. ct. M. Peikinnna. Mocksa : Ad marginem,

2000. 317 c.
Kapka @. 3amok.
12.05.2021).

URL: https://www.ukrlib.com.ua/world/printit.php?tid=3264 (nara

3BEPHCHHS:

Kopoab 3.A. CBoeoOpasue XylI0oKeCTBEHHOTO NMPOCTPAHCTBA U BpeMeHH B poMaHax ®pania Kadku : aBro-

ped. aucc. ...
PAH. Mocksa, 2010. 21 c.

kaH. Guion. Hayk : 10.01.03 ; MacTUTYT MUpOBOIi JuTeparypbl uM. A.M. T'opbkoro

Beissner F. Der Erzéhler Franz Kafka. Stuttgart, 1952. 51 S.
Gress F. Die gefdhrdete Freiheit: Franz Kafkas spite Texte. Wiirzburg : Konigshausen u. Neumann, 1994.

302 S.

Kobs J. Kafka. Untersuchungen zu BewuBtsein und Sprache seiner Gestalten. Bad Homburg, 1970.

559s.

REFERENCES
Ben’yamin, V. (2000). Frants Kafka [Franz Kafka], transl. from German M. Rudnitskiy, introductory article
by M. Ryklin. Moscow: Ad marginem [in Russian].
Kafka, F. Zamok [Castle]. URL: https://www.ukrlib.com.ua/world/printit.php?tid=3264 [in Ukrainian].



SPECIFICS OF SCREENING THE LITERARY SPACE F. KAFKA’S NOVEL “CASTLE” 57

Korol, Z.A. (2010). Svoyeobraziye khudozhestvennogo prostranstva i vremeni v romanakh Frantsa Kafki
[The originality of artistic space and time in the novels of Franz Kafka]. Extended abstract of candi-
date’s thesis. Moscow [in Russian].

Beissner, F. (1952). Der Erzédhler Franz Kafka [The narrator Franz Kafka]. Stuttgart [in German].

Gress, F. (1994). Die gefahrdete Freiheit: Franz Kafkas spéte Texte [Freedom Endangered: Franz Kafka’s
Late Texts]. Wurzburg: Konigshausen u. Neumann [in German].

Kobs, J. (1970). Kafka. Untersuchungen zu BewuBtsein und Sprache seiner Gestalten [Investigations into the
consciousness and language of his characters]. Bad Homburg [in German].



