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國立政治大學英國語文學系碩士班 

碩士論文提要 

論文名稱: 威斯坦·休·奧登的《焦慮年代》中的空間實踐 

指導教授: 楊麗敏 教授 

研究生: 涂善妮 

論文提要內容: 

 本論文旨在探討威斯坦·休·奧登的長詩《焦慮年代》中個人空間實踐。分別討論詩

中視覺、聽覺以及心靈空間。第一章檢視先前文章，認為之前的討論較偏重卡爾‧榮格

的心理分析並提出米歇爾‧德‧塞杜的《日常生活實踐》更能涉及詩中四位角色如何運

用個人空間抵制極權統治。第二章探討詩中的第三部分，<七段旅程>，透過行走以及不

同的交通工具創造多樣化空間。從不同的速度及高度，極權空間統一性將被翻轉。第三

章提出收音機為次要角色，它不僅僅是做為媒介的傳播工具，更是極權的化身。經由不

同聲音的展現並質疑極權的單一表象及論述。第四章，詩中角色運用故事創造另一空

間，然而，故事卻是現實空間的延伸及模擬。四位角色在日常生活裡徘徊在個人及社會

空間，極權的政策以及個人的對策互相拉扯。生活在變動裡，帶來的可以是更多的選擇

也可能是如影隨形的焦慮。第五章總結本文論述並期望此論文能提供未來探討個人及社

會空間關係的參考。 

 

關鍵字: 《焦慮年代》、《日常生活實踐》、空間、移動、個人、極權 
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Abstract 

 The thesis aims to explore multiple spaces in W. H. Auden’s The Age of Anxiety, 

focusing on three main spaces: the visual, the sound, and the mental space. This paper 

examines how the individual resists the totalitarianism and employs Michel de Certeau’s 

spatial practices in The Practice of Everyday Life to demonstrate the resistance within a 

subjugated society. Through spatial practices, the dominated space is distorted. The first 

chapter argues Jung’s psychoanalysis as an archetypal way and proposes that de Certeau’s 

space theory offers a new perspective to appreciate this work. This thesis focuses on personal 

spatial practices within the dominated space. Chapter two discusses about the diversity in 

personal practices through walking and various transportations and hypothesizes that the 

unity can be disintegrated through spatial practices. In the third part, there are fallacies in 

space. Through the radio announcement, space is imperceptibly manipulated by the invisible 

force. This paper claims that this ordered society is a delusion and covered by the 

appearances. In chapter four, space is a chaos. Both the physical and the mental space are 

inescapable from the simulacra. This paper concludes that the struggling between the 

totalitarianism and the individual is a continual oscillation and this between-ness evokes the 

sense of anxiety. This study offers a starting point for a further research on the individual and 

the society.  

 

 

Key words: The Age of Anxiety, Michel de Certeau, space, movement, between-ness, 

totalitarian, individual 
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Chapter One  

Introduction 

1.1. Literature Review 

W. H. Auden’s The Age of Anxiety: A Baroque Eclogue (1944-46)1 is a 

contemporary poetic drama that is challenging and ambivalent. It is challenging for 

the lengthy content; it is ambivalent for its equivocal meaning of the context. In his 

introduction of The Age of Anxiety, Alan Jacobs mentions that “The Age of Anxiety, 

then, is extraordinarily famous for a book so little read; or, extraordinarily little read 

for a book so famous” (xii). Its lengthiness and vagueness frustrate readers a lot. For 

instance, Tony Sharpe indicates that “[t]his was Auden’s longest poem, at over 130 

pages, and is probably the one that readers have found hardest to love” (59). Peter 

Porter even claims that “it does not reach to the heart of his [Auden’s] genius” (134). 

Nevertheless, Auden’s genius accomplished the poem the Pulitzer Prize of poetry in 

1948.  

The honor comes two years after Auden converts the citizenship from the Britain to 

American in 1946. Auden has a strong mobility and the theme of movement also 

appears constantly in his work. The movement alters Auden’s notion of space and 

time. Auden’s concept of time is different from the usual understanding. He presents 

time in a paradoxical way and pastiches various texts from different eras in The Age of 

Anxiety. For instance, this is a contemporary setting but he employs Anglo-Saxon 

                                                      
1  In this thesis, the citation of The Age of Anxiety is from Collected Poems, edited by Edward 

Mendelson in 1991. Another source of The Age of Anxiety: The Baroque of Eclogue comes from the new 

version, edited by Alan Jacobs in 2011. The citations are from Mendelson’s edition, and the textural 

explanations are from Jacob’s introduction. In order to distinguish the two works, I use the abbreviation 

CP for Collected Poems to distinguish the two versions. The subtitle, eclogue, has some features. In his 

“The Failure of Caliban and Ariel,” Herbert Greenberg quotes the extract from Monroe K. Spears’s 

definition of eclogue. The features of the eclogue are: “the slight dramatic form, with dialogue; the 

singing contest; an elegy; love-songs and laments, with courtship of a shepherdess; formal ‘artificial’ 

diction and meter” (168). Edward Callen also indicates that eclogue also appears in Swift’s A Town 

Eclogue (1710) (“The Age of Anxiety and The Rake’s Progress” 204). 
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alliteration to compose this poetic drama. Moreover, some short poems are inserted in 

the beginning of each section in the poem. The bizarre collage makes time disordered. 

The change of nationality brings about the issue of identity which is also discussed 

intensely by the critics. In his paper, “Auden’s New Citizenship,” Robert L. Caserio 

has discussed Auden’s concept of citizenship. Citizenship involves the sense of 

rootlessness, movement, and loneliness. Auden attempts to emphasize the citizenship 

without certain nationality, specifically, the concept of cosmopolitanism. This thought 

might be influenced by his witness of wars during his life. Auden was born in York, 

England, 1907, and died in Austria, 1973. He underwent the First World War 

(1914-18), the Second World War (1939-45), and other small-scale of wars. Therefore, 

his life is composed by the various movements without any definite destinations.  

The Age of Anxiety is composed during the postwar period. Many critics consider 

this work as a war poem in light of time relevance. For instance, Daniel Jean suggests 

that “The Age of Anxiety, very much a war and postwar text, finished in the morally 

confused years after the war, contains as a central concern the need for a redefinition 

of human experience” (83). Auden pounders about the meaning of war in The Age of 

Anxiety. In Arthur Kirsch’s “‘Our Grief is Not Greek’ Auden’s Poems on War,” he 

indicates the characters in The Age of Anxiety suffers “the actual human horrors of 

war” (47). For Auden, the essence of war is the same and war is the “irrational form 

of human behavior” (Kirsch 32). War does not confine in certain places or happens to 

certain people. It is everywhere. Kirsch, therefore, considers that Auden’s poem on 

war manifests “his transcendence of nationalism” (34). Auden shows the cruelty of 

war as a common phenomenon all over the world. For him, wars are the same.  

Wars will not be waged in certain nations; therefore, wars are beyond nations. 

The concept of citizenship also emphasizes its existence without any nationalities. 
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Citizenship is in movement, drift-ness, and between-ness. Caserio expounds that “the 

dignity of citizenship inheres in a concretely enacted state of being between or among 

nations, and not in or of one” (sic) (91). This idea of citizenship could be possibly 

implemented in America2. Auden tells E. R. Dodds that “America gives one the 

chance ‘to live deliberately without roots’” (Caserio 93), and he talks to Robert 

Fitzgerald that “‘America is the place because nationalities don’t mean anything here, 

there are only human beings, and how the future must be’” (Jenkins 43). The very 

essence of the citizenship is “the one without a country” (Caserio 95) and contains the 

sense of detachment. America turns out to be the place for Auden doing the 

experiment on the new meaning of citizenship. Although Auden was granted 

American citizenship after 1946, he would like to call himself a New Yorker rather 

than an American since a New Yorker has “a sense a citizen of the world” (Kirsch 34).  

 The idea of citizenship is depicted in The Age of Anxiety as well. According to 

Caserio, this work contains “a celebration of rootless refugees, of post-national 

wanders, motivates the intricate vagaries of the poet’s voices” (96). Three of the four 

are diaspora, and all of them assemble in a nameless bar in Manhattan. The setting of 

bar is one of Auden’s 1940’s features; in his “The American Auden: A Poet Reborn?” 

Peter Firchow suggests that “[t]he poems of the forties are set with suspicious 

frequency in speedy metropolitan bars where alienated people gather to lose 

themselves in dark” (454). Physically, the four move from the bar to Rosetta’s 

apartment; that is, most of them stay in domestic areas. However, the shifting 

spectacles change the concept of immobility. Auden presents a new perspective of 

                                                      
2Americanisation plays a significant role in Auden’s life. Numerous critics have illustrated in their 

criticisms. For instance, Stan Smith mentions that “Auden’s Americanisation was always a matter of 

playing at being what he had chosen to become” (The Cambridge Companion to W. H. Auden 8). 

America is the place for freedom as Auden says that “the ‘primary freedom conferred by America has 

little to do with democracy: it is the freedom to make experiments’” (Jenkins 42). America means a lot 

for Auden. It is his blueprint for his ideal cosmopolitanism, globalization, and the world citizenship.   
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movement. Although the physical experience is immobile, the change of spectacles 

can evoke the sense of movement. The mobility does not merely indicate the physical 

movement but also can be the visual change or the flow of consciousness. In other 

words, the mobility exists within the immobility; therefore, this paradoxical 

phenomenon influences the way people experience space. This movement makes the 

characters stay in-between-ness. Movement plays a significant role in the work. In his 

“Auden in America,” Nicholas Jenkins indicates the importance of movement: 

“modernity is movement and because movement is America . . . , America incarnates 

the real modern condition . . . ” (sic) (46). The Age of Anxiety, as a result, manifests 

Auden’s view on citizenship, on the existence of America, and on the modern 

condition in the twentieth century.  

During his life, Auden travels constantly. The travelling experiences become his 

ways to see the present era. He travels to Berlin (1929), Iceland (1936), Spain (1937), 

China (1938), the United State (1939), Italy (summers from 1949-57), and Austria 

(summers 1958-73) (Kirsch 34). War and traveling make Auden keep moving during 

his whole life, and also influence and cultivate his way of thinking. In The Age of 

Anxiety, the scenes of war and movement are constantly presented from the very 

beginning to the end.  

Movement is not only crucial in Auden’s life but also pivotal in this work. There 

are six sections: “Prologue,” “The Seven Ages,” “The Seven Stages,” “The Dirge,” 

“The Masque,” and “Epilogue” in The Age of Anxiety. The four protagonists are 

Quant, Malin, Rosetta, and Emble. They drink in a bar in the Third Avenue at All Soul 

Night.3 In “Prologue,” the unknown narrator introduces the setting of the poem and 

                                                      
3 According to Tony Shape, the All Soul’s Day is on 2 November. It is a “Roman Catholic rather than 

an Anglican observance” (60). 
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each character.4 Quant, who is an Irish immigrated to America when he was 

six-year-old and is obsessed with Mythology. Malin was once to be the Canadian 

Airforce and now becomes a Medical Intelligence officer. Rosetta5 is a Jewish 

department buyer and immerses herself into her meditations frequently in the poem. 

Emble is a Navy young man. At the outset, the four characters meditate on various 

subjects without any communications or interactions until they hear the radio news. In 

the second part, “The Seven Ages,” they have a discussion, which is similar to a 

symposium led by Malin. Malin summarizes each age and others will offer their 

personal experiences as the examples. In the third section, “The Seven Stages,” the 

four are drunken and fall into a dream that leads them into an unconscious journey. 

They call a cab to Rosetta’s apartment in “The Dirge,” and still feel confused about 

the bizarre dream. In “The Masque,” Rosetta and Emble are attracted with each other 

but Emble passes out after Quant and Malin leaves Rosetta’s house. In the last section, 

“Epilogue,” Quant and Malin go home separately at dawn.  

Besides the historical linkage, other critics also associate the poem with the 

psychology, especially the theory from Carl Gustav Jung, and the philosophy, 

specifically the idea from Søren Kierkegaard. Among these critics, Edward Callan’s 

“Allegory in Auden’s The Age of Anxiety” (1965), and John Fuller’s A Reader’s Guide 

to W. H. Auden (1970) grasp some key elements in the poem. Callen indicates that the 

four6 characters represent the four faculties in Jung’s psychoanalysis: Malin as 

                                                      
4 About each name of the character, see Edward Callen’s “The Age of Anxiety and The Rake’s Progress” 

(206). 
5 Many critics pay much attention to the relationship between Auden and Rosetta. Firchow implies that 

Rosetta “the character who in some ways most closely approximates his own self, given her British 

origins and her obsession with a fantasy British landscape” (“The American Auden: A Poet Reborn?” 

455). Beth Ellen Roberts demonstrates that Rosetta is Auden’s “female lover,” Rhoda Jaffe (91). As far 

as I am concerned, to discuss the real identity of Rosetta seems to be insignificant and trivial. 
6 John R. Boly connects the four characters with William Blake’s four Zoas: Malin as Urizen, Quant as 

Urthona, Rosetta as Luvah, and Emble as Tharmas (141). Susannah Young-ah-Gottlieb compares the 

four characters to the four in the Scholfs in “Time Tormented” (76): “the four in the Scholfs (castle in 

German) may, like those in the bar, be seeking to escape some generalized social or political anomie, 



‧
國

立
政 治

大

學
‧

N
a

t io
na l  Chengch i  U

niv

ers
i t

y

 
 

6 
 

Thought, Quant as Intuition, Rosetta as Feeling, and Emble as Sensation. The third 

section, “The Seven Stages,” is the most Jungian interpretation since every stage is 

seen as the Jungian allegory. Another philosopher who influences Auden immensely is 

Søren Kierkegaard7, who points out that “man’s anxiety in time” (Callen, “Allegory” 

155)8. Fuller also pinpoints other thinkers that have the similar ideas with Kierkegaard, 

such as Reinhold Neibuhr, and Franz Kafka. Neibuhr defines anxiety as “man, being 

both free and bound, both limited and limitless, is anxious” (190); Kierkegaard also 

calls anxiety as “dread” which is named “angst” by Kafka.  

Anxiety is a paradoxical existence, which stays in-between-ness. This sense of 

drifting might arise from the anxiety. In her “Faith, Fantasy, and Art: The 

Detective-Deliverer in W. H. Auden’s The Age of Anxiety” (1988)9, Barbara Patrick 

explains that Quant “is plagued by his various untruths,” Malin “by his lonely 

solipsism,” Emble “by his bitter fear,” and Rosetta “by her persistent longings” (92). 

The four characters are fallen men. They are in fear rather than in innocence.   

Fear is not only in the four characters’ minds but also in the whole society. In The 

Age of Anxiety, the war news is broadcasted by the radio continuously; hence, the 

milieu is brimming with injuries, victories, battles, death, and so on. Patrick argues 

                                                                                                                                                        
but this escape takes the form of planning a sanitized world, which results in the eruption of a global 

war” (76). 
7 Justin Replogle indicates that Auden’s thoughts are influenced by Kierkegaard’s philosophy: 

“Kierkegaard divides existence into two realms, the realm of God and the realm of man. Without the first, 

his philosophy is nearly identical to that of Marx-Engels. Both have an empirical epistemology. That is, 

both agree that all human perceptions, all human knowledge, are hypotheses. These hypotheses can 

never become certainties. They are never ‘objective’; they are always provisional affairs, subject to 

modification by subsequent experience. When Kierkegaard says ‘the certainty of sense perception, to say 

mothing of historical certainty . . . is only an approximation’ he is stating that ‘truth’ is not ‘objective’ or 

absolute, but an hypothesis” (sic) (50). I suggest that Kierkegaard’s idea of uncertainty is more relevant 

than Jungian allegory in The Age of Anxiety.  
8 Edward Callen explains that Auden categorizes anxiety into three types: “‘his present anxiety over 

himself in relation to his past and his parents (Freud), his present anxiety over himself in relation to his 

future and his neighbors (Marx), his present anxiety over himself in relation to eternity and God 

(Kierkegaard)’” (“The Age of Anxiety and The Rake’s Progress” 204).  
9 Alan Jacobs in his introduction of The Age of Anxiety mentions that Auden is enthusiastic about 

detective story. Auden once says that “if I has any work to do, I must be careful not to get hold of a 

detective story, for once I begin one, I cannot work or sleep till I have finished it” (xxiii)  
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that the murder is unknown; therefore, the society falls into a suspected situation. The 

function of detective is to find out the murderer in the society. Moreover, this 

detective must remove the crime from the society and return the justice back. Patrick 

relates the role of detective to the role of Christ as she suggests that “just as the 

detective must enter the community in order to solve the crime, so too does Christ 

become human—the Son of Man— in order to redeem Man from his sin” (89). The 

crime cannot be solved by the fallen man; metaphorically speaking, the grace has to 

be regained by a supra-human power. This unsolved situation evokes the sense of 

anxiety form the individual to the society.  

The issue of anxiety is widely discussed among the critics. According to 

Susannah Young-ah-Gottlieb, “dread is an unavoidable fact and constitutive element 

of human nature” (87). It is engraved within the very human nature. In the poem, the 

anxiety is the result of the alliteration. The alliteration brings about the sense of 

anxiety since the alliteration cannot be articulated clearly; therefore, it leads to 

speechlessness, repetition, and chattering (85, 103). Anxiety is presented in various 

aspects and forms. Another key element in the poem is Jungian psychoanalysis. 

However, the archetypal Jungian interpretation about the landscape as human body in 

“The Seven Stages” is questionable for Jacobs. In his introduction of The Age of 

Anxiety, he argues that “as the reader joins the characters in moving through this 

landscape, it is often impossible to understand how what [sic] they see relates to the 

features of any human body we are familiar with” (xxviii). Jungian interpretation 

about the landscape as the human body seems to be very irrelevant to each other for 

Jacobs.  

Although Jungian allegory is opposed by Jacobs, it still influences The Age of 

Anxiety immensely. Fuller also follows the Jungian pattern to read this poem. Fuller 
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gives a very clear summary of each section but his textual evidence is so little that he 

cannot prove his arguments firmly. One example of textual shortages is that he 

considers “The Dirge” as “an elegy for Franklin D. Roosevelt” (198); however, he 

does not explain the reasons and offer certain texts so that he cannot verify his 

argument. As a result, Firchow in his “The American Auden: A Poet Reborn?” feels 

confused about Fuller’s interpretation and criticizes that: “Fuller, however, does not 

explain why it is not identified as such . . . or quasi-mythical allusions intended to 

evoke Roosevelt’s heroic stature” (457). The Age of Anxiety is too obscure to 

understand; therefore, the textual evidences are significant in the thesis. Albeit Fuller 

provides a brief summary for each section, his arguments cannot convince his readers 

and confuse them sometimes.   

Landscape is significant in The Age of Anxiety. Auden puts the dedication to John 

Betjeman10 under his title. Jacobs in his introduction of The Age of Anxiety discloses 

that Betjeman is “a poet deeply sensitive to the Arcadian appeal of certain English 

places and landscapes, and, for one known as a ‘light’ poet, capable of deceptively 

powerful presentations of his ideal worlds and the emotions they prompted in him” 

(xxiv). Betjeman is attracted by topophilia, love of place. Moreover, topophilia is 

obsessed to certain degree of “visual imagination” (xxiv). Auden shows his respect to 

Betjeman and his passion toward space in The Age of Anxiety. Callan in his “The Age 

of Anxiety and The Rake’s Progress,” has pointed out that each character in The Age of 

Anxiety “has an affinity for a particular kind of topophile interest” (213). Auden 

portrays various landscapes from the land, the sea, to the sky in this poem.  

Topophilia is related to the visual sense. The importance of vision is also 

                                                      
10 Callen mentions that “Auden remarked on Betjeman’s genius for translating the surface appearance of 

cities –including the architectural detail of churches—into a topological poetry differing distinctively 

from the poetry of rural landscapes” (“The Age of Anxiety and The Rake’s Progress” 213).  
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emphasized by John R. Boly. In his “The Romantic Tradition in The Age of Anxiety” 

(1986), Boly discusses about the differences between the exterior reason and the 

interior subconscious. The gap between the two creates a displacement. Boly, 

therefore, concludes that The Age of Anxiety has “the latent power of displacement” 

(140). Romanticism repels the standardization of the categorization as Boly implies 

that romanticism rejects both the “split between outer and inner man and the 

rationalist faith in the sole privilege of reason to govern the external world” (136). 

The romanticism goes against the systematical form.  

Romanticism exists in the between-ness. The concept of between-ness is very 

similar to Kierkegaard’s idea about the anxiety that “arises from a simultaneous 

awareness and refusal of the unrealized” (Boly 140). The oscillation which evokes the 

sense of anxiety is a displacement. One example of displacements is the way of seeing. 

Auden depicts various ways of seeing in The Age of Anxiety, and the detailed 

discussions will be in the chapter two. The displacement or the state of being 

in-between-ness is the niche for resistance as Boly sees the displacement as “a 

revelatory and potentially evolutionary force” (140). Boly parallels romanticism and 

the displacement in his statement; however, he still follows Jung’s psychoanalysis to 

connect the landscape with human body and to focus on the consciousness.   

Anxiety is inescapable from the present moment. For Jacobs, one way to release 

the anxiety is to go backward to the past or forward to the future. Jacobs considers the 

past as an Arcadian and the future as a Utopian. These two worlds might be the ways 

of escaping from the present predicaments but they have different goals for existence. 

The Arcadian is nostalgic and innocent while the Utopian might create more social 

dangers than the Arcadian as Jacobs mentions that “. . . The Age of Anxiety is less 

concerned with the social dangers produced by the Utopian than with the personal 
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temptations facing the Arcadian” (xxii). Jacobs focuses on the past as he says that 

“Auden consistently identified himself with the Arcadians, and he could be withering 

about Utopianism” (xxi). The Arcadian turns out to be the perfection, the ideal one as 

Jacobs observes that “[t]he Arcadian wants to see his or her ideal society as having 

been perfect and innocent; and (still more) wants to believe that original state can be 

perfectly restored, can become again just what it was” (xxiii). However, this division 

between the past and the future is still nebulous in The Age of Anxiety.  

Albeit The Age of Anxiety is so little read, it has been discussed from many 

contemporary critics. Among them, I think Susannah Young-ah-Gottlieb’s “Time 

Tormented”: Auden’s Age of Anxiety” (2003) is the most detailed and complicated 

criticism about the poem. She gives not only a brief summary of the poem but also a 

deeper analysis for each section. She argues that “the condition of displacement 

cannot simply be assessed by an objective record of movement; displacement, rather, 

is a function of time” (72). She sees displacement is related to time, which depends on 

the situations. Gottlieb has a different viewpoint on the utopian from Jacobs. Gottlieb 

sees the utopian is “projected into both past and future” (73) but both of them cannot 

explain the function of time distinctly. Gottlieb provides the detailed discussions 

about the poem from the form to the religious aspect, especially in “The Seven 

Stages,” the third section of the poem. The purpose of the journey is to search for the 

Messiah. In her analysis, Gottlieb adds many relevant issues to the poem. It is an 

informative article but each section might be read separately as a distinct article.   

The phrase “the age of anxiety” widely appears in the twentieth century. In Clair 

Seiler’s “Auden and the Work of The Age of Anxiety” (2015), she expounds the works 

that are influenced by this poem and demonstrates how this poem impacts on the 

modern society. For instance, Leonard Bernstein’s symphony in 1949 and Jerome 
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Robbins’ ballet in 1950 are inspired by the poem. The works which are influenced by 

Auden are: Arthur Schlesinger, Jr. uses the age of anxiety in his book, The Vital 

Center: The Politics of Freedom (1949); Scott Stossel employs these words in his 

book title: My Age of Anxiety: Fear, Hope, Dread, and the Search for Peace of Mind 

(2014), Daniel Smith’s “It’s Still the Age of Anxiety.’ Or Is It?” (2012) and, so on 

(Seiler 250). Seiler examines this poem by comparing with other works, especially 

with James Stern’s The Hidden Damage (1947) and Auden’s “Metropolis” (1946). 

She provides the historical evidences and the literature relevance to read Auden’s The 

Age of Anxiety. Stern and Auden originally decide to write The Hidden Damage 

together but Auden loses the interesting of the project after he participates the United 

States Strategic Bombing Survey (USSBS) in Germany. Seiler gives an awkward 

conclusion that Auden gives up the project because “he was too busy” (252) and then 

Seiler says that “[w]e simply do not know for certain” (253). Her argument seems to 

be very unconvincing. Transportation is one of the main themes in Auden’s work. 

Seiler compares the transportation in “Metropolis” with The Age of Anxiety since the 

vehicles “keep the poem on track” (268).   

Movement is one of the features in Auden’s work. From the above discussions, 

The Age of Anxiety can be seen as a war poem, as a representation of metropolitan 

citizenship, and as a simulacrum of human body. Jungian allegorical interpretation is 

archetype among these critics from Edward Callen, John Fuller, and so on. However, 

it is hard to connect with the landscape and human body as Jacobs has already pointed 

out. Moreover, these landscapes do no equally correspond to the same human organs 

according to some critics. Auden presents the landscapes from different angles 

through various transportations. These transportations have their features and speeds 

to experience space. From the previous critics, they do not discuss the relationship 
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between seeing space from the transportations and reading space from various angles. 

Therefore, I would like to explore the visual power in the poem.   

Space is multilayered not only through the visual but also through the auditory 

sense. The radio can be seen as a minor but important role in the poem. Most critics 

consider the radio only as a tool for broadcasting or a way of propaganda. However, 

the radio is not merely a sound but also a representation of a totalitarian system, 

which is dominated by a certain invisible force. Space, as a result, is controlled 

gradually, intangibly, and purposely by an unseen power in everyday life. It is 

invisible but it exists.  

 In The Age of Anxiety, the multilayered spaces are presented through the physical 

sensation such as the visual and the sound, and the mental experience, that is, through 

the characters’ mind. The mental space juxtaposes the varieties and breaks the 

boundary of space and time. The mental space creates more possibilities and expands 

spaces into infinity. Hence, space is multi-facets and individual.  

 Space in The Age of Anxiety is not a neutral one but a paradoxical existence. It 

contains the coexistence of the totalitarian force and the personal resistance. Space is 

subjugated by the invisible totalitarianism through the very visibility. Simultaneously, 

it is also the place for the ordinary man to go against the force. In order to read space 

more specifically and prudently, I suppose that Michel de Certeau’s The Practice of 

Everyday Life (1984) will be a suitable choice since de Certeau analyzes space 

through many aspects, also including the visual, the auditory, and the mental space in 

this work. Significantly, in The Practice of Everyday Life, de Certeau demonstrates 

how an individual operates his own ways to resist the force of totalitarianism. He 

examines how space is dominated by an invisible policy and how the ordinary man 

rebels against the power within the subjugation.   
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1.2. Methodology  

In Michel de Certeau’s The Practice of Everyday Life (1984), space and place are 

defined differently. According to de Certeau, on the one hand, space contains 

movements and includes “vectors of direction, velocities, and time variables” (117). 

Space, as a result, is dynamic. The alteration occurs within the movement. Therefore, 

the mobility increases the possibilities in the process of dynamics. The leeway within 

space transforms and stimulates the immobility into something else.  

Immobility is the essence of place. Place, on another hand, is designed as an 

order. Things are located properly in their correspondent positions. De Certeau 

concludes briefly that “[a] place is thus an instantaneous configuration of positions” 

(117). The position is organized and designed appropriately. There is no overlapping 

in the same place as de Certeau demonstrates that place “excludes the possibility of 

two things being in the same location” (117). Things are located orderly without any 

chaos. In short, space includes the active movements while place is well-organized. 

Space allows the operations and the varieties within itself while place attempts to 

make an order that expels any disorders.  

 The relationship between space and place is similar to tour and map. A tour 

shows the movements and the directions while a map is “a plane projection totalizing 

observations (de Certeau 119). A tour indicates the ways of going through the 

itinerary while a map is designed to show the immovable objects and sings in certain 

locations. The relationship between space/ place and tour/ map are allied to each other. 

Their existences might be contrary but cannot be distinguished as binary oppositions. 

They are not the same but connect paradoxically together.  

 The paradoxical coexistence is one of the features that both Auden and de 

Certeau would like to present and emphasize. De Certeau takes an example of Spanish 
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colonization and the local Indian subjection; it shows the relation between subjecting 

and being subjected. Albeit the Indian is subjected to the Spanish government,  

they [the Indian] made something else out of them; they subverted them 

from within—not by rejecting them or by transforming them . . . but by 

many different ways of using them in the service of rules, customs or 

convictions foreign to the colonization which they could not escape. They 

metaphorized the dominant order: they made it function in another 

register. . . . They diverted it without leaving it. (32)    

The relationship between the strong and the weak connects subtly. The strong cannot 

oversee entirely while the weak is not subjugated passively in this correlation. In the 

cultural aspect, space can be divided into two parts: the strong and the weak. 

According to de Certeau, the strong is parallel to the strategy while the weak to the 

tactic. The strategy manipulates space by the visibility while the tactic operates space 

by the invisibility. The Indian as the subjugation of the Spanish cannot overthrow the 

powerful rule but they operate the rules by their distinctive ways. They create 

differences under the totalitarianism.  

In The Age of Anxiety, space is under the surveillance of the authority. This 

supervision is ubiquitous, including the visual, the auditory, and the mental 

controlling within the society. However, this is also the same space where the 

rebellions occur. Individualism creates more possibilities to go against the 

totalitarianism. One of the resistant examples is walking. Through walking, the 

walkers invent the individual perspectives through picking their own paths that are 

beyond the boundaries and the designed routes on the map. Space is practiced and it is 

enunciated by the walkers according to de Certeau. In The Age of Anxiety, I argue that 

transportations can be seen as spatial practices as well. Walkers practice space 
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physically while the transportations practice space technically. Both of them create 

movements and various angles to interpret space. Ways of seeing multiply space. 

Consequently, space is altered by the invisible force. The visual makes no marks on 

space but changes it secretly. Space, as a result, is diverse.  

Sounds exist in every day. Various recorded sounds such as the “radio,” the 

“television,” and “the phonograph record” are “cut” into pieces and repeat constantly 

(de Certeau 132). The sound creates “a sonic landscape” or “a site of sounds” which is 

manipulated and codified by an unknown system (de Certeau 132). Space, therefore, 

is subjugated not only by the visual domination but also by the invisible propaganda. 

Sound combines the far distance and the present site in the same space. It breaks the 

geographical limitation and juxtaposes the different locations together.  

The last spatial practice is in the mental space. The mental space is outside the 

daily repetition as de Certeau mentions that these mental spaces are “outside of and 

isolated from daily competition, that of the past, the marvelous, the original” (23). In 

the mental space, time is the key element to change the present space. Memories, 

dreams, fantasies, and stories disturb the current temporary and change it into a chaos. 

Space can be transformed physically and mentally. The sense of the past, the present, 

and the future becomes blurred in the mental space.  

1.3. Chapter Organization  

 This paper will focus on spatial practices in Auden’s The Age of Anxiety. This 

thesis is categorized into three discussions about space: the visual space, the auditory 

space, and the mental space. In the visual space, first of all, spatial practice is 

conducted by both the feet and the various transportations. At the very beginning, I 

will discuss how Auden creates space. Space is created by the spatial practitioners. 

According to de Certeau, the walkers are writing without seeing the space: “[t]hey 
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walk—an elementary form of this experience of the city; they are walkers, 

Wandersmänner, whose bodies follow the thicks and thins of an urban ‘text’ they 

write without being able to read it” (sic) (93). The walkers create the distinct 

spectacles through various paths. Space is filled with possibilities for taking 

adventures. Next, I suggest that the transportations are also the spatial practitioners. 

Besides walking, Auden also provides various transportations to experience space. 

They are: car, train, bicycle, airplane, and boat. Each of them has its certain speed to 

explore space. By different speeds, theses transportations offer unique spatial 

experiences. Moreover, the manifold perspectives offer peculiar angles to see space. 

The four characters create their spaces through the transportations. Space is multiple. 

Therefore, I will also discuss how space is altered by the transportations.  

The next chapter will discuss the auditory space, which include the sound of the 

radio and the listeners’ interpretations. The radio sound is an anonymous and 

impersonal voice which is controlled by an invisible power. As de Certeau has stated 

that there is “no such ‘pure’ voice, because it is always determined by a system . . . 

and codified by a way of receiving it” (132). In daily life, the mechanic voice haunts 

everywhere. However, the listeners can go against the authority through expressing 

their thoughts. In daily life, the totalitarianism dominates space to create a uniform 

surface through the designed codes but the listeners can disobey and decode it.   

In the last section, I will discuss about the mental space. There are stories and 

fantasies that allow the four characters break the boundary or the rules of the society 

in the mental space. The mental space creates a displacement of being here or 

over-there. These spatial practices resist the established regulations and invent 

opportunities beneath the dominated society. The confusion about time and space 

makes the four characters uncertain about the present. Consequently, the sense of 
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uncertainty also gives rise to the sense of anxiety.  

Space is full of possibilities and multi-facets. Instead of using the Jungian 

archetypal psychoanalysis, I apply de Certeau’s theory to analyze Auden’s The Age of 

Anxiety. Through this methodology, this poem has a new way to appreciate. By 

different spatial practices, the characters create their own spaces. Therefore, through 

the individual interpretations, the ordinary man can find ways to resist the dominated 

space.   
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Chapter Two 

 Visual Space 

2.1 Introduction  

The third section11 of The Age of Anxiety, “The Seven Stages,” is typically 

interpreted from Jung’s psychoanalysis. Each landscape corresponds to certain human 

body. For instance, in Jacobs’ note on The Age of Anxiety, he sorts out various 

landscapes into a table, that is, the “high heartland” as “heart,” “the hermetic garden ,” 

as “ears,” or “desert,” as “back” (131). The journey in “The Seven Stages,” according 

to Callen, is also an unconscious journey that penetrates every character’s psyche. 

Callen also considers that “the psychological and spiritual allegories converge” in the 

third section (“The Age of Anxiety and The Rake’s Progress” 209). The idea of 

landscape as human body is also discussed in Susannah Young-ah Gottlieb’s “Time 

Tormented.” For Gottlieb, the body is not merely the human body but also a divine 

body of God. She interprets this work from a religious perspective and sees the 

journey as a quest for Messiah.   

Besides the archetypal perspective to see body as a symbol, Auden’s poetry is 

full of images. In her article “Auden’s landscape,” Paola Marchetti points out that the 

landscape in Auden’s poetry is “both real and symbolic” (200). Most discussions tend 

to study the symbolic meaning in Auden’s work. Nevertheless, the real landscape 

images also play significant roles to present the kaleidoscope views in Auden’s work. 

Auden’s landscape writing is influenced by both Thomas Hardy and T. S. Eliot. 

                                                      
11 For Herbert Greenberg, the stages represent the essence of existence. He suggests that “. . . ‘Stages’ 

depict, not stages of spiritual progress or stages of a lifetime, so much as modes of being or, perhaps 

better, of knowing, that we experience and rely on moving from sleep through the course of a normal day, 

each representing a different level of human resource to be soberly examined and found inadequate as a 

guide to existence” (“The Failure of Caliban and Ariel” 163). For Beth Ellen Roberts, “The Seven 

Stages” has religious symbols: “The Age of Anxiety includes several kabbalistic references in addition to 

the breaking of the vessels. He [Auden] indicated to Ansen that the symbolism of “The Seven Stages” 

section of the poem has a kabbalistic origin, explaining, ‘It’s all done in the Zohar’” (“W. H. Auden and 

the Jews” 102).   
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Marchetti mentions that Hardy influences Auden to see reality “from a great 

distance,” and Eliot teaches Auden to see “reality close up, from a particular, and 

often squalid, urban viewpoint” (201). In The Age of Anxiety, especially, in “The 

Seven Stages,” Auden demonstrates the numerous angles to see space. Seeing makes 

the spectator connect with space without physical touching.  

One of the critics, John R. Boly, has pointed out that the purpose of seeing is to 

search for human inwardness: “all man ever has seen or ever will see is, his own 

projected inwardness” (145). Boly considers that this inwardness can “recreate the 

world” (145). However, Boly’s viewpoint is also based on the archetypal 

psychoanalysis that this vison corresponds to human unconsciousness and this 

inwardness represents the human body.  

Previous critics mainly discuss this poem from the psychoanalysis perspective. 

However, Auden portrays manifold landscapes in this section, including ponds, a 

messy inn, ports, country scenes, a city, forest, desert, and so on. These spectacles are 

demonstrated from the individual angles. Moreover, these individual perspectives are 

ways of resistance to the totalitarianism. In “The Seven Stages,” there are many 

spectacles that demonstrate how a space is planned by an unknown and invisible 

power. Therefore, the four characters create their own ways to escape from the 

totalitarian society.  

The four characters take the different transportations to see space. De Certeau 

expounds that “to read is to wander through an imposed system (that of the text, 

analogous to the constructed order of a city or of a supermarket)” (169). Seeing is not 

bound to a certain location or fixed by the limitation. It moves, links, and combines 

with varieties. De Certeau illustrates that the reader has no place:  

his place is not here or there, one or the other, but neither the one nor the 
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other, simultaneously inside and outside, dissolving both by mixing them 

together, associating texts like funerary statues that he awakens and hosts, 

but never owns. In that way, he also escapes from the law of each text in 

particular, and from that of the social milieu. (sic) (174) 

In “The Seven Stages,” the four characters keep moving toward various places and 

they see space via different angles. They are a group of outsiders and never belong to 

the local community. They float to elsewhere, especially through the visual changing. 

Space and the visual sense are closely connected since space has its meaning only 

through the readers’ interpretations. Different readers’ responses will invent multiple 

spaces, which mix the interpretations with the individual experiences. The 

relationship between space and the reader is not like the one between a subject and an 

object. The readers do not always focus on one point; they move. They see space but 

never possess it. Through seeing, they escape from the present circumstances.  

 Consequently, in this chapter, I would like to see how the four characters view 

space through walking and taking transportations and how these individual operations 

go against the totalitarian strategies. Space oscillates between the visible 

manipulations and the invisible tactics. The oscillation makes space uncertain and 

multiple.    

2.2 Reading through Walking 

Walking which is “a style of tactile apprehension and kinesthetic appropriation” 

(de Certeau 97) is the first way to create space. The walkers create their personal 

spaces by selecting different routes and link places together. They produce their 

personal trajectories in daily life and do not follow the directions of map, which is 

planned by the official. The personal trajectories include shortcuts, detours, or getting 

lost in space. Therefore, through these distinct ways of exploring space, walkers 
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invents their unique paths in space. Walking is not merely a physical linkage with the 

land but also a way to resist the systematically designed routes on map.   

Walking, moreover, is an enunciation of space. Walking enunciation is parallel to 

the utterance of language (de Certeau 98). De Certeau indicates three characteristics 

of walking speech act: the present, the discrete, and the phatic (98). Through the 

present, the walker can create more possibilities, that is, he crosses the roads, drifts 

way, or makes a stop. He increases the possibilities of the routes and has his will to 

make the choices instead of following the official map directly. Therefore, he 

developes the multiples spaces through choosing various routes. By selecting his own 

ways such as turning left or right and going straight, the walker invents discrete space 

that is individual. The walker employs some adverbs to show the directions such as 

here or there when he is walking. Theses walking indicators are phatic, which makes 

space into fragmentations. De Certeau has concluded that walking is not merely as a 

movement from one point to another but also as a spatial enunciation.  

One of the walking characteristics as de Certeau points out is that “[t]o walk is to 

lack a place. It is the indefinite process of being absent and in search of a proper” 

(103). Walking remains in uncertainty. The walker keeps himself aloof from the 

surroundings. He merely passes them or has a glance of them without involving in. 

The walker searches for his propriety through constantly moving. The desire of 

looking for the proper is similar to the condition in The Age of Anxiety that the four 

characters explore their quests. Walking includes variety, uncertainty, and being 

absent at the same time. The walker is always away from the present and lingers 

between leaving and arriving simultaneously.   

In the following sections, I would like to discuss the four characters as walkers to 

explore space, and to see how they interpret space when they are walking. In “The 
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Seven Stages,” the movements happen in the dream, that is, the four protagonists 

actually stay in the same place. However, Auden creates a movement that is within the 

immobility. At the same time, Auden presents the visibility within the invisibility. The 

images in the section are simulacra that are produced and re-produced by the 

kaleidoscope of spectacles; furthermore, the same spectacles will be metamorphosed 

into something different in light of individual interpretations and reflections. There 

are two main parts that I would like to focus on: the outside and the inside spectacles. 

Walking is the first way to explore space. The four characters walk separately and 

search for water in the dark, where they can hardly distinguish the surroundings. It 

takes a while for them to adapt the darkness so that they can see gradually. In the dark, 

their sights are poor; therefore, they tend to rely on other sensations to perceive space.  

Sight is the first sensation to explore space. Quant is the first person to notice the 

environment. He cannot see the surroundings clearly so he depends on his hearing: 

“Groping through fog, I begin to hear / A salt lake lapping: / Dotterels and dunlins on 

its dark shores / Scurry this way and that” (CP 485). His sight is half covered by the 

fog; therefore, he can only perceive space by half seeing. He hears the sound of water 

lapping and ducks stepping on the ground. Still, Quant can hardly tell the place 

exactly.  

Rosetta also explores space through sight. She starts to describe the scenes in 

front of her. There is a tarn which is “In the center of a sad plain” and surrounded by 

“rushes and moss” (CP 485). It is a desolate wilderness. Rosetta uses the word “tarn” 

which means “[a] small mountain pond” and “the term is used especially in northern 

England, in the Lake District and the Pennines” (Jacobs 132). Albeit the viewers stay 

in the same situation, they perceive and describe space by their own ways. The 

desolate spot, for Rosetta, is full of possibilities. She says: “Some oddling angler in 
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summer / May visit the spot, or a spy / Come here to catch a stolen / Map or meet a 

rival” (CP 485). With her fertile imagination, Rosetta turns the unknown place into a 

myth. “Oddling” means “[a]n odd person” and it is used especially in northern 

English (Jacobs 132). Since this spot is in a remote wilderness, it is a perfect location 

for a spy to deal with his business; he comes here to see a stolen map or to meet his 

alley.  

Space contains stories, which are mingled with personal affections and 

imaginations. Therefore, Emble puts his imagination on the earth: “The earth looks 

woeful and wet; / On the raw horizon regiments pass / Tense against twilight, tired 

beneath / Their corresponsive spears” (CP 486). Emble sees a damp scene which is 

personified as an emotional figure. The earth is sorrowful and it sheds tears. On the 

land, people hold spears with their hands and march sluggishly and exhaustedly. They 

are “Slogging on through slush / By broken bridges and burn hamlets / Where the 

starving stand, staring past them / At remote inedible hills” (CP 486). These unknown 

people trek through snow, broken bridge, and burnt hamlets. It is a damaged place, 

which is destroyed by an external violence. Emble does not give any explanations 

about the traumatic view. He portrays a spectacle that a group of people suffer from 

famine and stare those far away inedible mountains. Therefore, space is multiple in 

light of readers’ interpretations which make space meaningful as de Certeau argues.  

Space is created by vision. The third section of The Age of Anxiety is filled with 

images. Moreover, space involves multi-faceted aspects, including the nature and the 

culture, which coexist in the same space. Another example of exterior spectacle is the 

desert in the final stage. Desert in The Age of Anxiety is mostly seen as “human’s 

back” or “God’s back” (Gottlieb 110-11). Gottlieb explains that “Auden presents the 

wildness as [sic] the supernal back. The back is protective” (110). Boly argues that the 
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desert and the forest have the same meaning. Both of them are psycho repression: 

“[t]he desert as symbol is the companion of the forest, in that it shows the conscious 

displacements that emerge from the subconscious, both being offsprings of 

repression” (Boly 148). The desert is a wasteland for Boly since he claims that 

“[p]aradise is still the dry, sterile wasteland of untransformed phenomena, and the 

closest we get to vision is the mirages, the elusive displacements of the 

subconsciously obsessed mind” (148). The psychoanalysis is still a typical way to see 

space. The surface of the earth originally includes multiple climates and geography. 

Desert is one of the geographic surfaces on the earth. It is not necessary to claim that 

it is a repression or has any symbols.  

Walking half way of the seventh stage, the four characters travel to the desert 

zone. The desert area is also created by the readers. Quant says: “Giddy with the glare 

and ungoverned heat, / We stop astonished, / Interdicted by desert; its dryness edged / 

By a scanty scrub / Of Joshua trees and giant cacti” (CP 509). There is dizzy light and 

uncomfortable heat in the desert. It is dry. There is nothing but some durable plants on 

the ground, such as Joshua trees and cacti. The desert spectacle is the same. It is not 

necessary to distinguish the exact location on earth. The sand covers all the surface. 

The desert is a paradoxical spectacle. It seems to be the same but it moves, changes, 

and flows every moment. It is both movable and immovable. It is a “rainless region” 

and the best location for serpents. It is the crudest place for living but it is also the 

best place for some creatures. Malin also describes the desert view, which is empty 

and stillness. Walking in such a dull place, Malin claims that it “takes will to cross” 

(CP 509) the place. The climate is severe that challenges the physical limitation but it 

makes the walkers’ minds determined. The mind must be steadfast and brave to go 

through it. These exterior spectacles influence the interior mind. Space, therefore, 
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mixes the exterior and the interior division and makes it vague. Space blurs those 

dissents.  

The distinction between the reality and the fantasy is obscured in the mirage, in 

which the viewer could no longer see through. Therefore, the relationship between the 

reality and the fantasy is not a division but a coexistence. The four characters see “an 

image of humpbacked girls / Or plates of roasted rats / Can make the mouth water” 

(CP 509). They are both physically and mentally exhausted; hence, they are eager to 

find something familiar with. Nevertheless, these mirages are myths. The walkers 

cannot achieve those scenes at all. The distance between the walkers and the mirage 

always stays in “doubles any distance” (CP 509) wherever they move. Walking in the 

desert, the walkers could hardly believe whatever they see. When they see “Oases 

where acrobats dwell,” they even cannot tell if these acrobats “were not / Deceiving” 

(CP 510) them. Consequently, the visible spectacles turn out to be transparent. In the 

mirage, the visibility exists within the invisibility, which indicates that the authenticity 

of seeing is problematic. In the desert, the motionless scenery is movable and the 

spectacles before the viewers lose the sense of certainty. That is, the certainty is 

within the uncertainty, and vice versa. The visibility and the invisibility coexist 

paradoxically.  

The four characters lose all sense of direction in the desert. However, in spatial 

enunciation, there are many directions that can create the spatial text. Walking as de 

Certeau has mentioned is “a style of tactile apprehension and kinesthetic 

appropriation” (97). Through their physical exercise, the walkers merge themselves 

into space. They combine both their physical experiences and the mental affections 

into space in which more possibilities can be expanded and explored. 

Walking is a spatial enunciation as de Certeau has claimed. Walkers can make 
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their decisions to choose the directions they prefer. In The Age of Anxiety, Callen 

considers these directions as Jungian psyche: north as thought, south as feeling, east 

as intuition, and west as sensation. However, in spatial practice, these directions 

create spatial text. For instance, besides walking alone or all together, in the second 

and the sixth stage, four of them are divided into two pairs to travel by different ways 

and go opposite directions. In the second stage, Rosetta and Emble go left while 

Quant and Malin go right. In the sixth stage, Malin and Emble go westward while 

Rosetta and Quant go eastward. In “Epilogue,” Malin and Quant go home separately: 

“Malin was traveling southward by subway while Quant was walking eastward, each 

to his own place” (CP 531). The four characters choose their own ways to create 

space. Through various walking directions, the walkers multiply the facets of space. 

Space is no longer silent; it has its rhymes that are invented by the walkers. Through 

selecting various routes, they make space fragmented and cross the rule boundaries in 

the society. The systematical space cannot keep its grammatical structure in light of 

the discrete signals that is fragmented. The walkers do not follow the official map 

while they make their choices to explore space. They choose the directions and the 

ways, especially by taking different transportations. Walking is the spatial practitioner 

according to de Certeau but I suppose that the transportations can be considered as 

spatial practitioners as well and this argument will be discussed in latter part of this 

chapter.  

The four characters walk both outside and inside space. For instance, in the 

second stage, four of them assemble together in Mariners Tavern, where “everything 

seems somehow familiar” (CP 489). Malin describes the scene of the inn from an 

outsider: 

Every evening the oddest collection 
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Of characters crowd this inn: 

Here a face from a farm, its frankness yearning  

For corruption and riches; there 

A gaunt gospel whom grinning miners 

Will stone to death by a dolmen;  

Heroes confess to whores, detectives  

         Chat or play chess with thieves. (CP 489) 

The chaos and freedom coexist in the inn. Malin thinks that the inn has the “oddest 

collection” of the spectacle. People from different backgrounds such as farmer, miner, 

hero, whore, detective, thieve, and so on assemble in the inn, where the social status 

seems to be effaced. Heroes and whores stay together. Detectives do not carry out 

their mission to arrest the criminal while they chat and play chess with thieves. There 

is no social rule or order to bind people in the inn. Everything mixes and the chaos 

ensues. In the inn, people are merely the residents and they can talk freely without 

worrying about their positions or social titles. The inn space allows the residents to 

escape from the ordered system and to meet different others. The chaos in the inn 

makes them become displaced. 

The noises also make space chaostic. Quant observes that “it hard to fall asleep 

here. / Lying awake and listening / To the creak of new creeds on the kitchen stairs / 

Or the sob of a dream next door” (CP 490). The air is full of various sounds: the creak 

of the kitchen stairs or a sob from neighbor. Space is full of sounds that penetrate into 

every corner of the room and these sounds derive from everywhere. The locations of 

the sounds are vague; therefore, the vagueness makes space uncertain.  

Another example of interior space is in the fifth stage when the four characters 

come across a desolate mansion. When they arrive at the fifth stage, Rosetta is the 
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first person to speak. She says enthusiastically that “I shall go, out I shall look” (CP 

498). To see turns out to be the first instinct to explore space. The mansion is deserted 

for a long time. Quant describes the mansion that “The façade has a lifeless look” and 

“no one uses the enormous ballroom” (CP 498). After Rosetta comes back, Emble 

asks curiously that “Well, how was it? What did you see?” (CP 499) 

To see is the first step to explore. Rosetta describes specifically the scenes she 

sees in the mansion. She answers Emble that:  

Opera glasses on the ormolu table,  

Frock-coated father framed on the wall  

In a bath-chair facing a big bow-window,  

With valley and village invitingly spread,  

I got what is going on. (CP 499)  

Inside the mansion, every object is a past trajectory. Rosetta tries to trace the past 

through the decorative objects which are well placed in the room: a pair of opera 

glasses are put on an ormolu table; a piece of frock-coated is hanged on the wall and a 

bath-chair faces a window. Through Rosetta’s eyes, these objects are described in 

detail and even the material of the objects can be portrayed carefully. Through this 

detailed description, Rosetta presents the very realistic spectacles for her listeners as 

they could see those objects themselves. Nevertheless, this representation is only a 

phantasmagoria. Rosetta’s discourse is the reproduction of the domestic space. 

Through her telling, she rearranges the order of space and dismembers the wholeness 

into the fragmentations. The furniture and the objects exist in the correspondent 

position and each of them has its place. Rosetta enlarges the spectacles inside the 

room. The volume of each object is distorted and occupies the reader’s attention. The 

metamorphosis of the inanimate objects confuses the readers and makes them forget 
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the present surroundings. The spectacles in front of Rosetta become uncertain; 

therefore, this uncertainty evokes Rosetta’s curiosity, and lures her to go through 

deeply as she claims that “I got what is going on” after her exploration.    

Space is a subjective creation rather than an objective one. The objects in front of 

the spectators are the same but they will be rearranged and given different stories 

according to readers’ interpretations. The objects are the anchors that link the viewers’ 

imaginations with space. The background of the mansion is obscure; therefore, the 

viewers fabricate the story about it. Through watching the appearance of the mansion, 

Quant invents a story that:  

A scholarly old scoundrel,  

Whose fortune was founded on the follies of others,  

Built it for his young bride.  

She died in childbed; he died on the gallows,  

The property passed to the Crown. (CP 498) 

The owner of the mansion, according to Quant, made his fortune by chance and built 

it for his bride. However, she died in childbirth. Because of his ill-gotten wealth, he 

was punished to death by hanging on the gallows. After his death, this mansion 

transferred to the Crown. No matter this story is true or not, space contains myths. 

Theses myths offer more possibilities for exploring. Quant’s story is a phantasmagoria 

as well. To see is no longer to believe. The objects in the domestic space have no 

meanings; they are only the inanimate existences. Through the viewer, space has the 

sense of time and mysteriousness. The relationship between space and story will be 

further explored in chapter four.  

Walking makes the walkers link their sensations with their surroundings. They 

rely on their sense of the visual to explore space. Once the vision is not clear, they 
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will depend on other sensations such as hearing. Seeing can evoke the viewers’ 

imaginations. Space turns out to be a text and the objects are the notes that create the 

mythical movement.  

2.3 Reading through Taking Various Transportations12 

In “The Seven Stages,” the four characters see space from various angles by 

transportations. Through distinct heights or speeds, space constantly changes its 

spectacles. There are many transportations from the land, the sea, to the air. The 

transportations on the land include train, car, trolley car, and so on. Other two types of 

transportations are airplane and boat. Theses technical devices make space multiple. 

The spatial practitioner is no longer the walker. Furthermore, the transportations can 

also act the role of spatial practitioners to explore space.  

Train is the first transportation in “The Seven Stages,” and it first appears in front 

of the Mariners Tavern. Emble illustrates the scene of train: 

The railroads like the rivers run for the most part  

     East and west, and from here 

On a clear day both coasts are visible 

      And the long piers of their ports.  

To the south one sees the sawtooth range 

      Our nickel and copper come from,  

And beyond it the Barrens used for Army  

       Manœuvres; while to the north  

                                                      
12Auden pays attention to the relationship between human and technology. Nicholas Jenkins implies that 

“For Auden, the future was being determined not by collective loyalties but by the supra-national impact 

of technology, hypostasized as ‘The Machine’, which had created a quite new historical complex, ‘The 

Machine Age’. This idea becomes an obsession in Auden’s early years in America. His 1940 review 

‘Tradition and Value’ asserts that ‘men no longer have neighbors tied to them by geography, only a 

far-flung association of personal friends kept in touch with by machinery’, and argues that the ‘effect of 

the machine on life overshadows completely any political effects’” (“Auden in America” 45).  
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A brown blur of buildings marks 

      Some sacred or secular town. (CP 489) 

The land is clearly divided into four regions by the rail. The eastern and western 

regions are the coasts, where the long piers and ports appear. The southern part of the 

land is full of minerals that produce nickel and copper, and it is also a place for army 

manœuvres. The northern part is known for its crowded building accumulation in 

town. The land is separated due to its functions. This division is both functional and 

political. In light of its explicit purposes, the land can be manipulated and governed 

by the regime. The wholeness is represented by its fragmentation. The directions are 

replaced by the landscapes. The passengers can only discern the place by the changing 

spectacles from the outside scenery. The movement of the train makes the passengers 

lose the sense of time and directions. They can merely perceive space through these 

changing spectacles. Nevertheless, there is no more directions, only pieces of 

fragmentations along with and in front of them. They are floating above and lose the 

connection with land. They stay in the same position but they perceive the movement 

through the changing spectacles outside the windowpane. Paradoxically, they are 

between the immobility and the mobility.  

In de Certeau’s “Railway Navigation and Incarceration,” train has two significant 

features that influence the passengers’ travel experience; that is, the windowpane and 

the iron rail. De Certeau claims that “[t]he windowpane is what allow us to see, and 

the rail, what allow us to move through” (sic) (112). The windowpane “creates the 

spectator’s distance: You shall not touch; the more you see, the less you hold— the 

dispossession of the hand in favor of a greater trajectory for the eye” (112). The 

windowpane provides a medium for the spectators to see through it but keeps a certain 

distance between the spectators and the objects. The iron rail is “a single but endless 
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line: go, leave, this is not your country, and neither is that” and it continually moves to 

leave “behind any proper place,” and to lose “one’s footing” (112). The passengers 

cross land through the rail not on their feet and what they see at the moment will be 

left at the next. Therefore, the vision stays in an uncertainty; it is always fluctuating.  

Moreover, there are two types of immobility when taking the train: the 

immobility inside and the immobility of outside the train. De Certeau writes an 

interesting observation at very beginning of this article: “[i]mmobile inside the train, 

seeing immobile things slip by. What is happening? Nothing is moving inside or 

outside the train” (111). De Ceteau demonstrates that things are immobile and placed 

orderly inside the train. There is another type of immobility outside the train, such as 

mountains, field, forests, villages, buildings, and so on. The scenery outside the train 

is “[a]stonishment in abandonment” (112). Along with the movement, the spectacles 

change every moment. The spectacles of inside and outside become fragmented and 

these fragmentations make a collage that invent a kaleidoscope of bizarre space.    

 In “The Seven Stages,” there are also the spectacles of inside and outside of the 

train. In the third stage, Malin and Quant are taking train to the city. Train is 

motivated by the locomotive, which makes everything happen. Consequently, de 

Certeau claims that the machine is “the solitary god from which all the action 

proceeds” (113). At first, Quant tells the speed of the train: “Our train is traversing at 

top speed” (CP 494). Then, he sees the transient sceneries outside the window. They 

are “A pallid province of puddles and stumps / Where helpless objects, an orphaned 

quarry, / A waif of a works” (CP 494). Quant sees a desolate quarry outside the train. 

Objects scatter in all directions. The quarry is the immobile landscape outside the 

train. The spectacles are transient. The images outside the window keep altering. As 

the train moves, the scene of the desolate quarry is behind the train. Now, he hears the 
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sound of the locomotive as well as the sound of the rain tapping on the “rattling 

windows” (CP 494). The sound of the ring and the rattling window disturbs the 

atmosphere inside the train. De Certeau mentions that “[t]here is also an accidental 

element in it. Jolts, brakings, surprises arise from this motor of the system. This 

residue of events depend on an invisible and single actor, recognizable only by the 

regularity of rumbling or by the sudden miracles that disturb the order” (113). The 

spectacles change along with the rumbling windowpane. The vibration and the sound 

compose a certain rhyme as the train moves. These disturbances make the passengers 

aware of the movements and the sense of time. 

 There are immobile spectacles in the train. The train is packed and the seats are 

all taken. There are “Elegant old-school ex-lieutenants,” “blowhards,” and “Thwarted 

genius” (CP 494) inside the train. People from different backgrounds are head to the 

city13 looking for a better life since “Once well-to-do’s at their wits’ end, / And 

underpaid agents of underground powers, / The faded and failing in flight towards 

town” (CP 495). Train brings its passengers from the country to the city, where might 

give these people better jobs for living. Inside the limited carriage, space is crowded 

by the “parlor cars” and “Pullmans” (CP 495). Dining car is full of food: salad, milk, 

pumpkin, and so on. The food and the seats are placed orderly in the interior space. 

The passengers stay in an ordered space but their titles do not disturb the present 

moment. They seat equally together: “logicians with juvenile books, / Farmers, 

philistines, filles-de-joie” (sic) (CP 495) all stay in the same space. The city tolerates 

                                                      
13 Peter Firchow has expounded that Auden interests in various landscapes: “the English Auden . . . 

frequently depicts recognizably English or Scottish landscapes, and so for that matter does Italian Auden 

or the Austrian Auden with respect to the landscapes of those countries. But not so with the American 

Auden. Whenever the American Auden presents his readers with a recognizably American context it is 

always a cityscape rather than a landscape. . . . Auden’s favorite landscapes never did consist, even when 

they were located in Britain, Italy, or Austria, of straightforward scenes of quasi-Wordsworthian bliss. 

Though undoubtedly humanized, Auden’s landscapes are more often humanized by means of (antiquated) 

machinery rather than more traditional methods of cultivation” (“The American Auden: A Poet Reborn?” 

459).  
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the differences from every level of social background. The movement from the 

country to the city offers people the freedom to choose their future possibilities. In the 

process of train traveling, the passengers gradually take off their past burdens and 

look forward to the possible prospects.   

Leaving the familiar behind, logicians, farmers, philistines, and prostitutes 

proceed to the city looking for any possibilities that “the city can use” (CP 495). The 

speed of the changing spectacles makes the passengers feel dizzy and also presents 

the obscure frontiers. Theses borders vanish de Certeau has mentioned that “[t]hese 

frontiers are illegible; they can only be heard as a single stream of sounds, so 

continuous is the tearing off that annihilates the points through which it passes” (113). 

The passengers do not see any signs of destination until they hear the whistle of the 

train to inform them. The passenger lose the sense of distance since they are moving 

within the immobility. The movement relies on the changing spectacles outside the 

train rather than the physical movement. Therefore, the change of spectacle also 

invents a new frontier. The previous frontier will disappear in the next moment or will 

be replaced by the next spectacle. Simultaneously, both the present spectacle and the 

frontier will be replaced by the next movement. Uncannily, these spectacles will 

disappear and appear once again.  

Sitting inside the train, the passengers are numb about the change of time and 

space since they immerse themselves in the state of immobility within the mobility. It 

blurs the line of being here or there. The next example is car. Emble and Rosetta drive 

car after leaving the inn. Driving a long day and arriving at an unknown place, Emble 

sits inside the car and looks the outside scenery. He describes that:  

Nieces of millionaires 

Twitter on terraces, 
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Peasant wives are pounding 

Linen on stones by a stream, 

And a doctor’s silk hat dances  

On top of a hedge as he hurries 

Along a sunken lane. (CP 491) 

Emble sees the outside spectacles through the window which brings him the sense of 

distance.14 To see from a certain distance provides him a panoramic view. He feels 

that this “landscape is full of life” (CP 491). He sees every action from the local 

residents: people talk quickly with each other; some farmer wives are doing their 

work adjacent to a river and a doctor is looking for his hat. Staying inside the car, 

Emble does not interact with these local people but he connects those images together 

via the sight. Through seeing, Emble connects himself with others. He is impressed 

and attracted by these images that are enlarged in their sizes and portrayed in slow 

motions so that every detail is depicted delicately.    

The residents occupy themselves with chores; therefore, Emble sighs that “Only 

I have no work / But my endless journey” (CP 491). The residents who do the works 

routinely live in an ordered society. Emble, as an outsider, frees himself from the 

restrictions of the local rules. He keeps moving forward and hears the “whirr of 

wheels” (CP 491) for miles. The outside images continually change as the car moves. 

Emble is eager to preserve those spectacles but in vain: “Its grief the glimpse of a face 

/ Whose unique beauty cannot / Be asked to alter with me” (CP 491). Space is 

represented by the fluctuating spectacles. Interestingly, in light of the technical 

                                                      
14 Auden attempts to see America from a certain distance that is influenced by D. H. Lawrence. In the 

Studies in Classic American Literature (1923), Lawrence states that “writers about the United States ‘see 

what they want to see: especially if they look from a long distance, across the ocean, for example’,” and 

Nicholas Jenkins observes that “Auden at first viewed the United States through conceptual lenses” 

(“Auden in America” 45). Emble also sees from a certain distance from the window, which is like the 

lenses. I guess Auden presents the way of seeing from an American perspective via Emble’s eyes.  
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movement, both Emble and the spectacles change their locations. This movement 

relies on the locomotive. Emble and the outside objects are immobile; as a result, the 

scenes left behind can be replaced by the next ones but the replacements can never be 

the same. The new spectacles will overlap the previous ones and merely create a new 

phantasmagoria. He thinks himself as a “pilgrim prince / Whose life belongs to his 

quest / For the Truth” (CP 491). Those transient spectacles are like the truth, “Which 

is never here and now” (CP 491). Searching the truth in a phantasmagoria brings 

Emble an endless journey. This quest will never arrive at any destinations that are 

always postponed.      

Individual interpretations subvert the meaning of the present spectacles. What 

Rosetta sees inside the car first is the sparkling light and the rivers: “The light 

collaborates with a land of ease, / And rivers meander at random / Through 

meadowsweet massed on moist pastures” (CP 492). These rivers “Past decrepit 

palaces / Where, brim from belvederes, bred for riding / And graceful dancing” (CP 

492). There are several old palaces and belvederes that once belonged to the 

noblemen for dancing or riding. However, this place changes into a playground for 

visitors. Rosetta says: “But modern on the margin of marshy ground . . . Of more 

practical people with plainer minds, / And along the vacationer’s coast, / Distributed 

between its hotels and casinos” (CP 492). The land does not belong to those noble 

people any more. Its destiny turns out to be a place for hotels and casinos in order to 

attract more holidaymakers. Space is like the parchment that can be written over and 

over. Therefore, the past and the present coexist in space. The living “Ex-monarchs 

remember a past / Of wars and waltzes as they wait for death” (CP 492), and they see 

the modern spectacles with nostalgia. The past will possibly influence the way people 

perceive the present space. Consequently, they see the modern spectacles but cannot 
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changes their feelings into the modern ones. Space, therefore, is a chaos.  

In the fourth stage, the characters take the trolley car to explore the city. Before 

discussing what they see in the city, I would like to pick some ideas of the city from 

de Certeau’s viewpoints. De Certeau mentions that the concept of the city has three 

main characteristics. First of all, it is a “production of its own space” (sic) that 

“rational organization must thus repress all the physical, mental and political 

pollutions” (94). Second, the city is “a synchronic system” and full of “opacities of 

history everywhere” (94). Third, it is “a universal and anonymous subject” (sic) (94). 

The city which is manipulated by a totalitarianism aims to construct a coherent system 

and to subjugate those disobediences in a monitored place.  

 The urban space is subjugated by an unknown authority as de Certeau indicates 

that it is “a world bewitched by the invisible powers of the Other” (36). When arriving 

at the city, Malin observes the surroundings and says: “The scene has all the signs of a 

facetious culture, / Publishing houses, pawnshops and pay-toilets; / August and 

Graeco-Roman are the granite temples” (CP 496). The first impression of urban 

spectacle is the architecture. The urban space is divided into several sections based on 

their functions. For instance, the diseases need to be under control. Therefore, the city 

government will arrange those “medicine men whose magic keeps this body / Politic 

free from fevers, / Cancer and constipation” (CP 496) to guarantee the social order. 

The purpose of the division is to allow the ruler manipulating space easily. In the 

strategic space, every section manages its own power as de Certeau indicates that 

“[a]s in management, every ‘strategic’ rationalization seeks first of all to distinguish 

its ‘own’ place, that is, the place of its own power and will, from an ‘environment’” 

(36).   

 In the city, space is governed by the rules. Malin sees the urban spectacles:  
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The rooms near the railroad-station are rented mainly  

By the criminally inclined; the Castle is open on Sundays; 

There are parks for plump and playgrounds for pasty children;  

The police must be large, but little men are hired to  

Service the subterranean  

Miles of dendritic drainage. (CP 496) 

The totalitarianism attempts to build an ordered society. Space is divided into the 

railroad-station, the Castle, parks, playgrounds, and so on. In these planned places, 

people follow the rules in their daily life. Nevertheless, the orderlessness exists within 

the strategic ordered space. The railroad station is not merely a place for transition but 

also a place for the criminal inclination. The parks are offered for the children of rich 

while the playgrounds for the children of poor. On the ground, there are a lot of 

policemen to keep the city ordered. Under the ground, however, few people are hired 

to fix the drainage. Within the planned spaces, there will be something else staying in 

the dark. Although they cannot be seen obviously, they exist.  

 The invisibility in space will be revealed by the outsiders. Malin as an outsider 

stands on the street and sighs: “Well, here I am but how, how, asks the visitor, / 

Strolling through the strange streets, can I start to discover / The fashionable feminine 

fret, or the form of insult / Minded most by the men?” (CP 497). The citizens living in 

the city cannot see their surroundings clearly. As a visitor or an outsider, Malin stands 

in a certain distance to see those circumstances. Space is dominated by the authority; 

space is lived by the resident, and space is seen by the outsider. Therefore, space is 

not a neutral existence. The government dominates space by the very visibility. The 

residents hardly can tell the nuance in the visibility; hence, the visibility turns out to 

be the invisibility. The outsider, nevertheless, distinguishes the uniqueness within the 
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visibility and tells the differences within the sameness. As a result, there are dilemmas 

among seeing and being seen, the twists and turns of the visibility and the invisibility.     

 After arriving at the city, they take the trolley car to tour around. Emble says: 

“This tortuous route through town / Was planned, it seems, to serve / Its institutions” 

(CP 497). In the strategic space, the city is planned by its propriety. De Certeau 

indicates that this propriety “allows one to capitalize acquired advantages, to prepare 

future expansions, and thus to give oneself a certain independence with respect to the 

variability of circumstances” (36). The domination promises the future expansions 

and resists the time alteration. The urban space is occupied by the infrastructure, such 

as the planned streets and public constructions. The visibility of the spatial 

domination makes space predicable. The predictability turns out to be a force to 

penetrate the wholeness into the fragmentations as de Certeau points out that “[t]he 

division of space makes possible a panoptic practice [sic] proceeding from a place 

whence the eye can transform foreign forces into objects that can be observed and 

measured” (36). The institutions turn out to be merely the objects. When the four 

characters see these institutions, they transform these buildings into several pieces of 

images. The urban panoramic is replaced by the pieces of objects. The wholeness is 

substituted for the pictorial fragmentations. Consequently, the wholeness will be 

distorted by the individual’s perspectives. The consistent prospect in spatial 

arrangement is implausible since the wholeness is only a myth. As the trolley car 

stops at every station, the four characters see the institutions: “the Gothic gates / Of 

the Women’s Prison,” “the whitewashed / Hexagonal orphanage for / Doomed 

children,” and “the Orthopædic Hospital” (CP 497). Those problems or pollutions 

inside the city will be confined in a limited space that is under the panoptic control. 

Every institution is an “autonomous place” as the strategic space is “always been 
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inaugurated through the constitutions of their ‘own’ areas” (de Certeau 36).  

Transportations allow its passengers to see space from a certain distance. De 

Certeau has mentioned that “[t]o be able to see (far into the distance) is also to be able 

to predict, to run ahead of time by reading a space” (36). The buildings transform into 

pieces of images. The city is a text that is composed by the constructions. Emble sees 

the changing spectacles and says that  

Slums are replaced by suburbs,  

Suburbs by tennis-courts, tennis-courts 

By greenhouses and vegetable gardens. 

The penultimate stop is the State 

Asylum, a large Palladian  

Edifice in acres of grounds 

Surrounded by iron railings. . . . (CP 497-98) 

These constructions become the signs that compose the urban text. The visual force 

changes the institutions into the objects that “can be observed and measured” (de 

Certeau 36). The replacements of the sites make the viewers feel confused about the 

distance. These replacements bring not a consistent sequence but a messy disorder.  

In the third stage, Emble and Rosetta take the airplane to the city. Rosetta 

illustrates that: “Lulled by an engine’s hum, / Our insulted lives / Go floating freely 

through / Space in a metal spore” (CP 494). Rosetta, first of all, depicts the sound of 

the flight engine, which makes her feel drowsy. When looking outside the window, 

she sees the spectacles of the air: “White hangs the waning moon, / A scruple on the 

sky, / And constellations crowd / Our neighborhood the night” (CP 494). Flying above 

the air, she sees the moon and stars near to her. The technology subverts the order of 

the relative position, that is, the sky is no more above the viewer; it can be seen 
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horizontally. In the air, there is no clear sign of being here or there, only the stars that 

shine in the sky. There are no geographic borders. De Certeau indicates that the 

movements of the airplane are “the methods of speed reading” and the airplane 

“makes possible a growing independence with respect to the constraints imposed by 

geographical organization, the techniques of speed reading . . . an acceleration of its 

movements across the page . . .” (176). 

Rosetta overlooks the land in the air. When Rosetta looks down, she says: “Just 

visible but vague” (CP 495). Rosetta loses the sense of distance in the air since she 

sees the objects vaguely. The power of seeing “suspends the body’s complicities with 

the text; it unmoors it from the scriptural place . . . and it increases the reader’s 

possibilities of moving about” (de Certeau 176). The visual sense liberates the 

viewers from the geographical boundary. The four characters sees space from the 

airplane as a way of “Escaping by our skill / Its public prison, we / Could love 

ourselves and live / In just anarchic joy” (CP 495). The airplane is like an 

extraterritorial place that is away from the social rules. In light of the height of the 

airplane, the earth spectacle gets smaller. Moreover, the ground is covered by the dark 

so that the viewer scarcely can tell the differences at the night. Both the social and the 

geographical boundaries are excluded in the air. The sense of distance is blurred 

except the moon and the stars shining. There is only the hum of the flight along with 

the movement.  

 Besides the spectacles from the land and the sky, Auden also depicts the water 

spectacles. In the sixth stage, Quant and Rosetta take the boat to continue their 

journey. Quant says that: “Our canoe makes no noise; monotonous / Ramparts of 

reeds surround our navigation; / The waterway winds as it wants through the hush: / O 

fortunate fluid her fingers caress” (CP 503). Auden portrays space both from the 
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surroundings and the sound around them. The canoe makes no noise but only the 

slapping sound of the paddle. What Quant hears is the sound of hush. He can touch 

the reeds as he rows the boat. The water zone is full of lives and peacefulness. There 

are “sedge-warblers” that sings behind the groves and the “butterflies” are dancing 

above the eddy. Nature brings him the sense of wholeness and peacefulness; therefore, 

he says that “Let nature unite us whose needs belongs to / Separate systems that make 

no sense to each other” (CP 504). Staying in the nature, the spectacles are so graceful. 

This place is different from the port, which coexists of the nature and the technology.  

Harbor is more like a space that stays in-between-ness, that is, between the 

nature and the civilization, between the pureness and the destruction or the 

construction. Rosetta says that “These ancient harbors are hailed by the morning / 

Light that untidies / Warehouses and wharves and wilder rocks / Where intolerant 

lives / Fight and feed in the fucoid thickets / Of popular pools” (CP 493). The harbor 

mixes the nature and the civilization. The warehouses and the wharves are near the 

rocks. The pools are covered by the fucoid thickets. Emble observes that the fleets are 

standing on the land near the lagoons and “Derricks on theses docks” (CP 493). The 

harbor is also the “juncture / Of water and earth” and it is decorated by the lamps 

along “the long esplanade” (CP 493).  

Whether the coastline can be seen as the starting point of the land or the end 

point of the sea is ambiguous. Human beings build the huge tools for the purpose of 

peacefulness but this construction is only a fallacy. The technology tries to “Promise 

peace” but its “impatience shakes / Ephemeral flesh” (CP 493). The whale’s home is 

the ocean but its life ends on the sea due to human’s ambition and greedy. It is 

dragged back to the coast and cut into pieces. The harbor is the ambiguous line of life 

and death. Whether it is the frontier of the earth or the border of the sea is vague. 
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Auden portrays the coexistence of the nature and the culture in the same space. 

Through the different transportations, the viewers catch the pieces of images which 

are enlarged to replace the wholeness. These replacements make the entirety 

fragmented.   

2.4 Conclusion 

Through the individual’s perspectives, space is not neutral. It can be public and 

private, realistic and fantastic, or political and ordinary. The totalitarianism dominates 

space by the visible constructions and attempts to manipulate the institutions to keep 

the society ordered. For instance, the city is an agglomeration that includes varieties 

such as the poor, the rich, the criminal, the detective, and so on. In order to keep the 

city ordered, the government builds several constructions to rule and keeps space 

under monitoring. The ordinary man can subvert the authority in his everyday life, 

such as walking and taking transportations. Walking, first of all, breaks the boundary 

of the designed routes on the map. Walkers choose their ways: they turn right, turn left, 

go straight, or get lost when they are walking. Moreover, walking makes space 

dynamic. Space is no longer a flat sketch for the spatial planner; it contains 

movements. Every walking step is a rebellion since walking creates a possibility to 

resist the sameness. Walking invents the differences.  

The differences derive from every individual’s interpretations. Each individual 

connects places/ spaces together via the spectacles. Albeit the four characters stay in 

the same space, they see space in their own ways. The objects they see will be 

enlarged to replace the wholeness, that is, the fragmentations symbolize the entirety. 

As a result, the fragmentations make the differences possible within the same 

circumstance.  

Furthermore, due to the technological invention, the spatial spectacles increase. 
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The transportations offer the four characters the different spatial experiences. The 

varieties subvert the established relative positions on the earth, the sky, and the sea. 

Through seeing, the four characters blur the division of being here and over-there in 

the paradoxical circumstance, that is, the mobility within the immobility. The vague 

distance between here and there makes the four protagonists both inside and outside 

as the radio announces the news over-there in the present bar at All Soul Night.   
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Chapter Three 

Paradoxical Parallel in Auditory Space 

3.1 Introduction  

 In The Age of Anxiety, Malin, Quant, Rosetta, and Emble represent four faculties 

in Jung’s psychoanalysis, and are equal to four voices. Nevertheless, there is another 

voice that inserts among these people, that is, a machinery voice, the radio. I suppose 

that the technology can be seen as a minor character in this poem. Although it does 

not interact with the characters physically, it impacts on the present moment and 

changes the atmosphere. The voice of the radio is different from other characters’ 

voices. It is a designed code and edited by an unknown force. Sensation is widely 

portrayed in Auden’s work. In the introduction of The Age of Anxiety, Jacobs has 

mentioned that many critics “have lauded Auden for his acuity in naming the era in 

which we live” (xii). Albeit the machinery voice is invisible, it influences space more 

or less.  

 The break of the radio news is the first turning point that the four strangers start 

to communicate with each other. When the radio broadcasts the war news, it attracts 

all the listeners’ attention and it opens the discussion about the war. Fuller points out 

that “[t]he war itself plays an important part in the poem, through the radio 

announcements which continually break in upon the characters’ explored 

consciousnesses to remind them of the violence and frivolity of the material world” 

(188). The radio connects the exterior with the interior space. Fuller considers the 

radio as a tool for announcement and for providing the information outside the bar. 

The announcement changes the atmosphere of present space since what happens 

faraway distance turns out to be more realistic than the present moment. Therefore, 

the news obfuscates the sense of distance, that is, the war is both there and here. The 
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news brings about the displacement, the vagueness, and the ambiguity. 

Most of the critics will mention the radio briefly and see it as a reminder. In 

Arthur Kirsch’s “‘Our Grief is Not Greek’ Auden’s Poems on War,” he also indicates 

that “[t]o the impersonal and absurd jangle of broadcast ‘news’ . . . each of the 

characters responds by thinking of the actual human horrors of war” (47). The radio is 

merely as a reminder for the four characters and this new is “impersonal” and “absurd 

jangle” in the poem.   

Susannah Young-ah-Gottlieb develops more aspects about the radio in her article, 

“Time Tormented,” in Regions of Sorrow. She describes that “the radio’s speech 

comes from afar, is unidirectional insofar as it allows for no exchange of views, and 

pretends to do without rhetoric” (77). The source of the broadcast cannot be 

distinguished explicitly and the radio expects no responses. The information is 

composed by the several words and phrases like the slogans and “seeks to be purely 

descriptive” (77). Gottlieb suggests that there is no distinction between the description 

and the prescription in the poem. The radio not only announces the news but also 

broadcasts an advertisement about an unknown product which can eradicate the bad 

smell. Gottlieb draws the parallel between the advertisement and the religion: “the 

relation to evangelism is even closer insofar as the word of advertising, like that of the 

Gospels, has the magical power to create the reality of which it speaks” (78). The 

advertisement promises a new utopia, which excludes the abnormal objects such as 

the bad smell. Gottlieb also indicates that “[w]ithin the economy of The Age of 

Anxiety, the elimination of smell is not so different from the elimination of all spheres 

in which consent, dissent, opinions, and choices are possible” (80). The aims of the 

product are to diminish the discrepancy and to construct an ordered society.  

Furthermore, Gottlieb points out that the “advertising is still able to create 
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anxiety it describes” and “this anxiety is the advertising itself” (78). Advertisement 

for Auden is a “black magic” that manipulates “enchantment for the purposes of 

domination” (“Words and the Word” 314). The advertisement turns out to be one of 

the strategies to conquer and manipulate space. Gottlieb pinpoints Auden’s theory 

about propaganda, which is a black magic that does not require any responses. The 

enchantment evokes the sense of anxiety. For Auden, this black magic recites 

continually and it is only a verbal noise, “a mere sound,” and without any meanings 

(“Words and the Word” 314). The purposes of the meaningless verbal noises are to 

occupy space and to remind the listener of the invisible existence in the present 

absence. The meaningless noise exists in the present moment but its invisibility makes 

it absent simultaneously. The noises exist in the present moment and are recited 

continuously to remind the listeners of the authority somewhere else. Therefore, the 

repetition of the invisible existence arouses the sense of anxiety.  

The purpose of the propaganda matters to Auden. He expounds that “[m]ost 

commercial advertising . . . is comparatively harmless. . .” but “[p]olitical and 

religious propaganda are another matter, for politics and religion are spheres where 

personal choices is essential” (“Words and the Word” 314). However, the reason why 

the “personal choices” matter is not discussed in Gottlieb’s article. She draws the 

analogy between the ordered society and the order of the poem: “order among poetic 

elements is not identical with order among members of human society” (82). This 

analogy is incoherent for Auden: “a poem is an analogy to paradise, but this 

analogical relationship inheres in the ordered relation of words, not in anything these 

words represent” (Gottlieb 84). That is, there exists a gap between the reality and the 

words. The systematic structure of the poem does not correspond to the social 

coherence. Moreover, this poem is composed by the alliteration which is transformed 
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into “inarticulate stuttering” and “speechlessness” (85). Hence, Gottlieb implies that 

“the speechlessness of anxiety stands in an analogical relationship to hell” (85). This 

inarticulacy brings the sense of anxiety.     

The previous critics consider the radio as a tool to inform, announce, and 

interrupt. These words are meaningless and even unable to articulate. Nevertheless, I 

think that these words stand not only for the meaninglessness but also for an invisible 

power. These sounds cannot be seen but exist. In The Age of Anxiety, besides the four 

main characters’ voices, there exists an indiscernible authority, the sound behind the 

radio. I think that the radio can be seen as a hidden character, the invisible force that 

represents a totalitarianism, a ruler, or an unnamable sovereignty.  

Auden presents a contemporary setting. This modern background is not merely 

as a setting in the literature world but also an event that happens in daily life. What is 

the relationship between the radio and the listeners? How do the individuals make 

choice when they perceive those meaningless words? Does the radio influence the 

listeners and change space? If it is meaningless, why Auden puts it into this work? I 

suppose that the radio has some certain power to change the four characters and space 

at the same time. The radio is not just one-way-direction but also has impact on both 

the listeners and space.  

In Michel de Certeau’s The Practice of Everyday Life, he also questions the voice 

of the broadcast. He asks: “who is speaking? To whom” (157) and also doubts the role 

of the listeners: “what do they make of what they ‘absorb’, receive, and pay for? What 

do they do with it?” (31). The anonymous voice turns out to be a myth since “no one 

knows what it is” (179). The radio in The Age of Anxiety works as a media, as a 

schematic tool for an invisible force. The media transforms space into “a cybernetic 



‧
國

立
政 治

大

學
‧

N
a

t io
na l  Chengch i  U

niv

ers
i t

y

 
 

51 
 

society” (40)15 which is “no such ‘pure’ voice, because it is always determined by a 

system . . . and codified by a way of receiving it” (132). The society is subjugated by 

the totalitarianism through the auditory strategy. This voice is not merely a neutral 

word sequence but also a representative of a totalitarian system which attempts to 

persuade people and make them believe. De Certeau states that 

the techniques of ‘making people believe’ play a more decisive role when it 

is a matter of something that does not exist . . . every reformist power is 

tempted to acquire political advantages, to transform itself into an 

ecclesiastical administration in order to support its project, to thus lose its 

primitive ‘purity’ or change it into a mere decoration of the apparatus, and 

to transform its militants into officials or conquerors. (183-84) 

The propaganda aims at guaranteeing a prospect that “something does not exist” and 

it represents the power behind the surface that is absent but exists. It offers a 

promising future and convinces people to believe. The words become the medium for 

the administration to disseminate the certain goals. These messages relay and coax in 

daily life. There exists an invisible power behind the voice. 

 The words are hyped, reproduced, and symbolized as the “established powers” 

(de Certeau 184). As a result, the words not merely present the information but also 

act the role as the media. De Certeau suggests that “[t]he media transform the great 

                                                      
15The contemporary society becomes more homogeneous according to de Certeau. He indicates that the 

system begins “to wander everywhere in a space which is becoming at once more homogeneous and 

more extensive. Consumers are transformed into immigrants. The system in which they move about is 

too vast to be able to fix them in one place, but too constraining for them ever to be able to escape from it 

and go into exile elsewhere. There is no longer an elsewhere” (The Practice of Everyday Life 40). The 

cybernetic society creates the homogeneous milieu so that the habitants hardly can escape from the state 

of dictatorship, and so that the society is managed by an autocratic regime, a totalitarianism. The function 

of the radio announcement is also to create a homogeneous aura in the society. The radio breaks the 

geographical boundary so that it broadcasts the same information anywhere. Therefore, the authority 

manipulates the radio to create a cybernetic system so that everyone must receive the information 

whenever and wherever; as a result, the listeners are inescapable from the cybernetic tautology and are 

constantly aware of the very existence.   
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silence of things into its opposite” (185). It echoes constantly and breaks the sense of 

time in the present space. Moreover, it turns out to be an endless narrations as de 

Certeau demonstrates that “[n]arrations about what’s-going-on constitute our 

orthodoxy. Debates about figures are our theological wars. . . . They move forward 

camouflaged as facts, data, and events. They present themselves as messengers from a 

‘reality’” (185). These pieces of information diffuse everywhere and anytime in daily 

life. The reality is disguised by the artificial authenticity in order to establish its 

authority. The perpetual narration, according to de Certeau, “constantly tells us what 

must be believed and what must be done” (186) and it is transformed into a law that 

people must obey.  

 In The Age of Anxiety, the media represents an unknown authority which 

attempts to dominate space by its tautology. The radio which is the medium for the 

strategic purpose is manipulated by the invisible force. Therefore, the following 

discussions will focus on the role of the radio and examine how space is altered by the 

radio and how the four characters operate their own methods to resist the cybernetic 

controlling.  

3.2 News: Displacement 

Displacement is one of the characteristics in the poem. Critics have disclosed 

that Auden employs Anglo-Saxon alliteration to compose the modern setting. The 

poem juxtaposes assorted elements. At the outset of The Age of Anxiety, there is a 

short Victorian poem quoted from Sabine Barring-Gould. Auden employs the poem to 

demonstrate the time: “Now the day is over, / Night is drawing nigh, / Shadows of the 

evening / Steal across the sky” (CP 449). The time is at the dusk. It follows a 

contemporary prose after the short poem to introduce the background of the four 

characters. The anonymous narrator indicates the differences between peace and war. 
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In the peaceful period, the unknown narrator says that people will “wake up each 

morning excited by the prospect of another day of interesting and difficult work, or 

happily certain that the one with whom they shared their bed last night will be sharing 

it with them again the next” (CP 449). It seems that every day is a circle and a 

repetition. People do not need to worry since “[t]here will always be enough lonelies 

and enough failures . . . nothing particular ever happens . . .” (CP 449). Everything 

will return and remain the same the next day. There is nothing particular to expect for.  

However, everything changes during the war. It is a time that “necessity is 

associated with horror” and “freedom with boredom” (CP 449). In the war time, a bar 

is the place for people to escape from the real world. During this period, “everybody 

is reduced to the anxious status of a shady character or a displaced person,” and it is 

the time “when even the most prudent become worshippers of chance” (CP 449). War 

makes people anxious. It forces them to leave the familiar environment and friends 

behind, and become diaspora. People are no longer looking forward to another new 

day since it is the time when “the historical process breaks down” (CP 449).  

The four characters immerse themselves into their meditations. There is only 

silence that exists in the bar. Emble observes other three characters and thinks that 

“Estrange, aloof, / They brood over being till the bars close” (CP 453). These 

characters contemplate without any communications. They do not articulate until the 

sudden break of the radio announcement. This technical sound is the first voice that 

appears in The Age of Anxiety. The unknown narrator says:  

But now the radio, suddenly breaking in with its banal noises upon their 

separate senses of themselves, by compelling them to pay attention to a 

common world of great slaughter and much sorrow, began, without their 

knowledge, to draw these four strangers closer to each other. For in 
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response to its official doctored message. (CP 454)   

The source of the voice is unclear. The target audience of the radio is everyone and it 

also aims at no particular one simultaneously as de Certeau doubts that “who is 

speaking? To whom?” (157). Moreover, this sound is made purposely as de Certeau 

refers that “[t]he disappearance of the First Speaker creates the problem of 

communication, that is, of a language that has to be made and not just heard and 

understood” (sic) (138). The anonymous narrator calls the radio the banal noise which 

attempts to compel the listeners to believe things that happen somewhere else. The 

goal of the absent speaker is not to communicate with someone while it has other 

purposes. These announcements are “official” which mean that they are manipulated 

by a censorship before their declarations.  

 The radio information penetrates through the society. The announcements mix or 

blur the division of being here and over there; moreover, they represent the 

totalitarianism. Auden portrays a very contemporary situation that happens in daily 

life, that is, the popular technical sound. De Certeau claims that “[t]oday it is 

‘recorded’ in every imaginable way, normalized, audible everywhere, but only when it 

has been ‘cut’ . . . and thus mediated by radio, television, or the phonograph 

record . . .” (132). The radio disseminates the records repeatedly. Although it can be 

regarded as a noise, it brings the authority into the present moment. Paradoxically, it 

is both absent and present concurrently. The purpose of the information is to establish 

the authority but the wholeness relies on the fragmented pieces. As a result, the 

wholeness is founded within the fragmentation.   

 The first radio announcement is about the war news. Events occur by chance. 

The news report collects those events in short phrases; therefore, events are replaced 

by the fragmentations. A piece of news contains various elements, that is, this 
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information is delivered by the minimum descriptions to achieve the maximum 

quality. The news report attempts to enlarge its effects within the least words. 

Moreover, behind the fragmented phrases are several events which are the 

representations of the entire events. The goal of the news report is to present the 

immediacy. The distance lives in the presence: 

Now the news. Night raids on  

  Five cities. Fires started. 

  Pressure applied by pincer movement 

  In threatening thrust. Third Division 

  Enlarges beachhead. Lucky charm  

  Saves sniper. Sabotage hinted 

  In steel-mill stoppage. Strong point held  

By fanatical Nazis. (CP 454)  

The radio broadcasts the latest news by saying “Now” to create the sense of 

emergency. However, there is always questionable about the meaning of now. The 

unknown speaker attempts to establish the sense of instance; nevertheless, the report 

cannot be parallel to any instant. Hence, this is a displacement in space. Space is 

dominated by these messages. The news is the simulacrum of the unidentified war. It 

is waged again through the announcement. This piece of information is censored by 

an authority. The composed words aim at making people believe and attract their 

attentions to the distant events. The victory of the unknown war is built by raiding 

five cities at night, by fires, by the pincer movement, by enlarging the beachhead, by 

the strong snipers, by the crazy Nazis,16 by the “heroic marines,” by the “tanks,” by 

                                                      
16 Both Auden’s life and works are influenced by the Nazi and the Jews a lot. Beth Ellen Roberts points 

out that Auden’s “most personal statement against Nazi persecution of the Jews came in 1935 when he 

married Thomas Mann’s daughter Erika, who was part Jewish, solely in order to provide her with a 
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the sacrifices of the “Cruiser,” by killing those reporters, and so on (CP 455). In order 

to achieve the victory, human beings are numb about the death of others. This voice, 

ironically, is the most powerful ruler that is one of the community but is indifferent 

about the human calamity.  

 The invisible force intends to establish a totalitarian society. According to de 

Certeau, this is a way of strategy. The strategic approach “is an effort to delimit one’s 

own place in a world bewitched by the invisible powers of the Other” and this 

methodology is the very “typical attitude of modern science, politics, and military 

strategy” (36). The news casts a spell on the public and interrupts people’s life 

abruptly. Nevertheless, there is another way to go against the strategy, that is, the 

tactic. The circumstance of the tactic is in “a calculated action determined by the 

absence of a proper locus” (de Certeau 37). The existence of the tactic cannot be 

separated with the strategy. De Certeau implies the tactic “must play on and with a 

terrain imposed on it and organized by the law of a foreign power” (37). Consequently, 

there are two types of forces that struggle with each other in one situation. The 

strategy attempts to control the wholeness while the tactic tries to resist the 

overwhelming power.  

 The tactic is the strength of the individual as de Certeau mentions that “a tactic is 

an art of the weak” and it is “a maneuver ‘within the enemy’s field of vision,’ . . . 

within enemy territory” (37). Under the auditory strategic propaganda, the four 

characters have their interpretations to resist the totalitarianism. The national victory 

is not equal to the individual success. The historical victory is a myth since there are 

                                                                                                                                                        
British passport. Throughout the 1930s and into the early 1940s, Auden’s poetry and prose demonstrate a 

one-dimensional understanding of Jews as victims of persecution, as an oppressed race” (“W. H. Auden 

and the Jews” 88). In The Age of Anxiety, one of the characters, Rosetta, is a Jew, and also experiences the 

diaspora. Gottlieb has already discussed about Rosetta’s religious confession in her article (“Time 

Tormented” 68-134). 
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private stories beneath the surface. Malin recalls the time when he was in Canadian 

air force: “Untalkative and tense, we took off / Anxious into air; our instruments 

glowed, / Dials in darkness, for down was not yet; / Pulses pounded; we approached 

our target, Conscious in common of our closed Here / And of Them out There” (CP 

455). Malin describes the battle scenes in the air. War includes both the national pride 

and the human’s sacrifices. For some people, the victory is the honor but the process 

of gaining the triumph brings much pain for others.  

For Malin, war is the battle between “they” and “we” and between being here 

and over there. Flying in the air, Malin describes that “Death and damage darted at 

our will, / . . . we laid our eggs / Neatly in their nest, a nice deposit, / Hatched in an 

instant; houses flamed in / Shuddering sheets as we shed our big / Tears on their 

town . . .” (CP 455). As a military member, Malin obeys the command of the superior 

to strafe the bullet to the enemy’s land, to blow out the common people’s house, and 

to kill the innocent. Malin laments that “We fought them off / But paid a price; there 

was pain for some;” moreover, he is numb about the death of others: “We watched 

others / Drop into death; dully we mourned each” (CP 455). There is no hero, no 

victory, and no honor as the radio announces. The authority does not establish the 

sameness in the auditory space. Malin’s reminiscence is a crack within the 

totalitarianism. Different situations increase the diversities in space.  

The audience is the target for the strategic policy. Paradoxically, they are 

included and excluded in the auditory milieu at the same time. They receive the 

message as the audience but they do not participate in the events that they are told. 

The news presents the events by the fragmentations but the receivers expand and 

explore more details within the minimum. Consequently, the audiences proliferate the 

single into the multiplicities. The tactic space implied by de Certeau is “the space of 
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the other” (37). Tactic space crumbles the totalitarianism. Besides Malin’s perspective 

about war, Emble also mentions his navy experience. The voice of the radio aims to 

create the world of wholeness while the story of each character invents the world of 

diversity.  

The individual story can be seen as the personal or the concealed history within 

the totalitarianism as de Certeau suggests that “stories are becoming private and sink 

into the secluded places in neighborhoods, families, or individuals” (108). Both Malin 

and Emble provide their personal perspectives to explain war. Death is the synonym 

of victory. Emble recollects:  

A torpedo struck on the port bow;  

The blast killed many; the burning oil   

Suffocated some; some in lifebelts  

Floated upright till they froze to death;   

The younger swam but the yielding waves   

Denied help; they were not supported,  

They swallows and sank . . . . (CP 457)  

The news report only simplifies the situation of marine war with one sentence: 

“Cruiser sunk / In Valdivian Deep” (CP 455). The personal experiences or stories are 

the representations of the war. Both the radio announcements and the personal stories 

are the representations of the events. The radio announcements establish the sense of 

sameness and try to simplify the process. The totalitarianism concentrates on the 

minimum within the maximum while the individual stories explore the maximum 

within the minimum. The representations oscillate between the reduction and the 

enlargement. War remains the same whenever it occurs. The cruelty of war never 

reveals in the propaganda that emphasizes the efficiency, the data, and the information 
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in time. The wholeness will never complete since there are always something missing, 

the hidden ones.  

3.3 Commercial: A Fallacy   

 The media is censored by an unknown authority. In The Age of Anxiety, another 

example of the media is an advertisement about an obscure cleaner. The goal of the 

product is to eliminate the bad smell. Gottlieb indicates that the odorlessness is the 

“goal of totalitarian organization as it uses the instruments of terror to desensitize the 

world” (77). The goal of the advertisement is similar to the news; both of them 

establish the sense of sameness. The undisclosed product persuades the audience to 

believe the efficacy of the magic prescription it offers.  

 The commercial consumption is also the totalitarian strategy. The media creates a 

myth of a commercial utopia and makes the potential consumers believe it. The 

products are all “the less visible because the networks framing them are becoming 

more tightly woven, flexible, and totalitarian” (de Certeau 31). The merchandise is 

“quasi-invisibility” and “shows itself not in its own products . . . but in an art of using 

those imposed on it” (de Certeau 31). The commercial advertisement disseminates the 

product all the time but the customers cannot see the concrete commodity. They 

perceive the value of the object, not the product itself. As a strategy, the advertisement 

concentrates on the function of the goods.  

The quasi-invisibility is the marketing strategy. The commercial strategy, 

according to de Certeau, is that “[w]hat is counted is what is used, not the ways of 

using. . . . Only the effects . . . of these waves that flow in everywhere remain 

perceptible” (sic) (35). The benefits of the product are more important than the ways 

to use it and the product itself. Therefore, the values of the product become the selling 

points and the niches to be promoted. The credibility is built on the quasi-invisibility.   
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 The atmosphere of the present space will be changed by the radio broadcasting. 

The first interruption is the news report which reminds the audiences of the outbreak 

of war. They are disturbed by the radio announcement: “Buy a bond. Blood saves lives. 

/ Donate now. Name this station” (CP 458). The radio broadcasts the assorted 

information and creates the sense of awkwardness. After this short interruption of the 

advertisement, the four characters start to talk about their thoughts. Rosetta points out 

the key elements of the news, that is, “Numbers and nightmares have news value” 

(CP 459). This is the first time that the character speaks out in the poem. Before this 

short interruption, all of them keep their thoughts silently.  

They fall into quietness once again. The bar remains voiced and voiceless. The 

radio interrupts again:  

Definitely different. Has that democratic 

Extra elegance. Easy to clean.  

Will gladden-dad and your girl friend. 

Lasts a lifetime. Leaves no odor. 

American made. A modern product 

Of nerve and know-how with a new thrill. (CP 462) 

Albeit the four characters stay in the same bar, the current milieu is altered by the 

radio announcement. The radio introduces an indiscernible object. The totalitarianism 

manipulates the advertisement to occupy space as de Certeau claims that “the growing 

mobility of the media as they conquer space. The consumers settle down, the media 

keep on the move” (165). The anonymous ruler possesses space by broadcasting 

continuously. This is a strategy that uses the quantity to conquer space. Therefore, the 

media is flowing back and forth and the values of the unknown object are praised 

intensely. These commercial words are “classifying, calculating and tabulating,” and 
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these “‘lexical’ units, advertising words, television images, manufactured products . . . 

conform to those of industrial or administrative production” (de Certeau 34). The 

radio keeps on emphasizing the benefits without revealing the concrete products; 

therefore, “no one knows what it is” (de Certeau 179). Citation is the strategy for the 

totalitarianism to dominate space. According to de Certeau, “[t]o cite is thus to give 

reality to the simulacrum produced by a power, by making people believe that others 

believe in it, but without providing any believable object” (189). The censorship 

endeavors to found the authority but it loses the credibility. What people can rely on is 

only the citation and they cannot perceive any believable objects over there.   

The credibility becomes dubious and tottering. As a result, the society brims with 

suspicions. In her article, “Faith, Fantasy, and Art: The Detective-Deliverer in W. H. 

Auden’s The Age of Anxiety,” Barbara Patrick has pointed out that “all the members of 

the community necessarily become suspects” (89) without knowing the reality behind 

the artificial surface. The world needs to be “clean,” and “Leaves no odor” in behalf 

of “democratic,” “American made,” “modern product,” and “Patriotic to own” (CP 

462). The credibility and the suspicion struggle with each other. Therefore, in order to 

counteract the suspicion, the values of the unknown product must be certificated by 

the “profession” as de Certeau implies that “[i]t is as if belief could no longer be 

expressed in direct convictions, but only through the detour of what others are thought 

to believe” (188). These commodities have to be endorsed by the certain groups, such 

as “science,” “skilled Scotchmen,” “Exclusively used / By upper classmen and Uncle 

Sam,” and “Tops in tests by teenagers” (CP 462). The object is separated from its 

values. The attraction is not the merchandise but the aura of it. The benefits are 

manifested by certain groups in the society. Ironically, with the name of “democratic” 

world, there still exists the hierarchy.   
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Consequently, the promise of the commercial advertisement is a fallacy since no 

one knows what the product is. The product is a myth that is manipulated by an 

unknown system. Malin, as a result, questions about the “hidden worlds of alien sizes 

/ Which lenses elicit?” (CP 463). For Quant, the illusions are the “blind heavens” (CP 

463), which is distorted. The distorted illusions cause anxiety. After hearing the 

advertisement, Malin implies that the gap between the product and its values is similar 

to the split between the mind and the body. Malin suggests that the mind and the body 

are isolated from each other nowadays and this divergence perplexes him: “. . . his 

tired mind / Biased towards bigness since his body must / Exaggerate to exist” (CP 

463). The mind produces an illusion that the physical body is distorted so that it is 

hard to believe. The issue of mind will be discussed at greater length in the next 

chapter.   

The inconsistency between the mind and the body influences the sense of 

self-identity. Malin describes the split between the mind and the body: “His pure I / 

Must give account of and greet his Me, / That field of force where he feels he thinks, / 

His past present . . .” (CP 463). The self-identity disunites into two pronounces, that is, 

he and I. Even the sense of time is distorted and displaced. Man tries “to explain every 

/ What in his world” but in vain since things are “insoluble” (CP 463). This inability 

to figure out the possible solutions compels him to face the “Incomprehensible 

comprehensive dread” (CP 464). The surface of the world is only a fallacy and it is 

impossible to know the wholeness. The gap between the reality and the imagination 

makes him feel anxious about the present since the contemporary situation is not what 

he expects before.  

Man’s fallacy about the world is similar to the values of the unknown product. 

Both of them are unable to be identified with their essences. The “incomprehensible 
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comprehensive dread” of man can be compared with the guileless customer since he 

“cannot be identified or qualified by the newspapers or commercial products he 

assimilates . . ., there is a gap of varying proportions opened by the use that he makes 

of them” (de Certeau 32). The inaccessible reality is wrapped by the appearance since 

it is “the claim to be speaking in the name of a reality” (sic) (de Certeau 185). The 

inability to tell the differences between the fallacy and the reality brings about the 

anxiety. Everything becomes the phantasmagoria that makes the milieu ambiguous. 

Every person is inescapable from the hallucinatory as de Certeau suggests “since there 

are therefore no separate groups of false interpretations and true interpretations, but 

only illusory interpretations, since in short there is no way out, the fact remains that 

we are foreigners on the inside— but there is no outside (sic) (13-14)”. This 

phantasmagoria is both real and fantasy. The reality and the fantasy coexist in the 

same circumstance.  

 The totalitarianism persuades people to believe what they hear rather than what 

they see. The value relies on the invisibility instead of the visibility. The 

totalitarianism manipulates the advertisement as the marketing strategy. The more the 

listener hears, the less he knows about the commodity. To see or to hear cannot prove 

anything for the listeners. The words which the authority presents become 

meaningless; therefore, the authority gradually loses the credibility. To hear is not to 

believe. Space is inescapable from the auditory citation which is manipulated by the 

fallacies and the simulacra. 

3.4 Unnamable Articulation: Detour  

 Auden differentiates the radio sound with italics as it appears unexpectedly in 

part one, “Prologue,” and part five, “The Masque” in the poem. The last radio 

interruption is obscure. Human beings are divided into the sane and the mad as the 
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anonymous narrator says that “[h]uman beings . . . can be divided, not into the 

hypocritical and the sincere, but into the sane who know they are acting and the mad 

who do not” (CP 518). As a medium for the totalitarianism, the radio broadcast 

follows the directions and describes the information without any credibilities. 

Therefore, the radio content is incomprehensible. It does not broadcast the news or 

promote a certain product. It is similar to a delirium. Auden has once said in his 

“Words and the Word” that “[w]e can, for instance, speak, not because we have 

anything we believe is important to say, but because we are afraid of silence or of not 

being noticed” (313). The radio keeps the sound loudly but the purpose of it is not to 

inform the listeners to know something important but to remind them of the very 

existence.   

The modern media, as a result, loses credibility and turns out to be a 

derangement. No one knows what it says. The message of the broadcast is not 

important as long as it has its volume over there. The speech of the radio turns out to 

be the shelter of the loneliness since human beings cannot bear the sense of silence. 

Therefore, the radio announces a series of strange names that the listeners can hardly 

figure out what they are: The Quaraquorams and the Quaromanlics, / The Arsocids 

and the Alonites, / The Ghuzz, the Guptas, the gloomy Kirmchaks, / The Timurids and 

Torguts” (CP 518). It is too obscure to understand these unrecognizable names. The 

listeners can only know these tribes’ names but they are ignorant about the locations 

or the meanings of these names. Auden indicates that the significance of the name is 

to distinguish itself from other (“Words and the Word” 310). However, these names, 

paradoxically, are equal to the babblings. The modern society does not care about 

what the names are or what they represent. The names are enigmatically unnamable.    

The contemporary language loses its meaning for the very existence. 
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Communication is scarcely successful and there is always a gap between the speech 

and the interpretations. Therefore, it is possible that every interpretation is a 

misunderstanding and a misinterpretation as Auden indicates that:  

This kind of corruption of language has been enormously encouraged by 

mass education and the mass media. . . . Today, I would guess that 

nine-tenths of the population do not know what thirty per cent of the words 

they use actually mean. Thus, it is possible to hear someone who is feeling 

sick say I am nauseous, for a reviewer of a spy-thriller to describe it as 

enervating, and for a television start to say of an investment agency which 

was sponsoring his programme They are integrity-ridden (sic). (“Words and    

the Word” 313)  

The mass media keeps chanting the unrecognizable words. They lose their meanings 

and float themselves above a void space. Each interpretation or paraphrase is a 

simulacrum. The radio broadcaster tries to present the so-called reality but in vain. 

Words vary. Interpretations alter. Everything is in chaos and misconstrues one another. 

Language, as a result, is always changing. Whatever the radio attempts to present, 

there is always a simulacrum, a myth. The myth is derived from the individual 

translation. According to Auden, “[p]ersonal speech presents much more difficult 

problems. Even when two persons share the same mother-tongue, neither speaks it in 

exactly the same way. . . . Every dialogue is a feat of translation” (“Words and the 

Word” 311-12). Every translation is the other, a foreigner as de Certeua has mentioned 

that “. . . it is rather the position which consists in being a foreigner at home, a 

‘savage’ in the midst of ordinary culture, lost in the complexity of the common 

agreement and what goes without saying” (sic) (13). Both Auden and de Certeau have 

recognized the problem of language and indicate the illusion in the linguistic system. 
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There is always an elsewhere within the systematical space.  

The system dominates the society in vain because the language detours variously 

rather being accepted and absorbed totally by the listeners. The auditory record can be 

repeated but it is hardly to be memorized by the listeners. The listeners not only 

misinterpret it but also forget it quickly. The radio says that “Music past midnight” 

and follows the war news:  

. . . For men in the armed 

Forces on furlough and their feminine consorts,  

For war-workers and women in labor, 

For Bohemian artists and owls of the night, 

We present a series of savage selections  

By brutal bands from bestial tribes . . . . (CP 518)  

The broadcast shifts the atmosphere in a moment. The listeners hear only the noises. 

The inability to absorb the information turns out to be a consumption as Auden states 

that: “[w]e are all of us tempted to read more books, look at more pictures, listen to 

more music, than we can possibly absorb; and the result of such gluttony is not a 

cultured mind but a consuming one; what it reads, looks at, listens to, is immediately 

forgotten . . .” (“Words and the Word” 313-14). Language is transformed into the 

madness or the meaninglessness. The modern people are used to listening to the 

broadcast and seem to become numb about what happening over there. The diversity 

is always in space but ignored by most of people. Space can be divided into the strong 

and the poor called “a socio-economic space” where “the strong always win and 

words always deceive” and the two are constantly struggling with each other (de 

Certeau 16). The radio describes that there are “savage selections / By brutal bands 

from bestial tribes” that reveals the existence of discrimination or a hierarchical 



‧
國

立
政 治

大

學
‧

N
a

t io
na l  Chengch i  U

niv

ers
i t

y

 
 

67 
 

prejudice. The word “We” and the word “savage” suggest that the society is filled 

with the hierarchies. The “bestial tribes” are voiceless and framed by the powerful 

“We”.  

Space, therefore, is dominated by the powerful authority. The ruler considers that 

“the public is passive, ‘informed,’ processed, marked, and has no historical role” (de 

Certeau 167). Auden has once claimed that “the relation between words and the truth 

is problematical” (“Words and the Word” 319). The authority tries to take away or 

control people’s will and endeavors to establish a totalitarian society. Words are 

dominated; therefore, they are artificial in some aspects. Moreover, de Certeau also 

expounds that  

As far as the actual power relationships were concerned, we can say that a 

lucid discourse cunningly turned up fake words and prohibitions on 

speaking in order to reveal an ubiquitous injustice— not simply the injustice 

of the established powers, but, more profoundly, that of history. (16)  

The auditory voice constructs a mirage that is full of fallacies. It is obscure to 

distinguish itself as a voice or a sound since both them lose credibility to the listeners. 

The reality is concealed by the endless and the meaningless words as de Certeau 

mentions that “[t]hey articulate our existences by teaching us what they must be. They 

‘cover the event,’ that is to say, they make our legends (legenda, what is to be read 

and said) out of it” (sic) (186). Paradoxically, the original intention of the ruler is to 

control space and make people believe through the radio broadcast but in vain since 

whether the event is a reality or a legend has no distinguish for the listeners. Space 

contains the possibility of uncertainty. This uncertainty is also one opportunity as a 

niche for the common people to create their own spaces within the totalitarian 

domination.  
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 The opportunity in the auditory filed is also song. It is obvious to notice that the 

four characters manifest their opinions or ideas through thinking, talking, and singing. 

Thinking keeps its word without speaking out. Both talking and singing are ways of 

articulation. Precisely speaking, the two articulations play different roles in certain 

aspects. In “The World of Opera,” Auden indicates that we have the urgency to speak 

out and cannot just keep words in silence (290). The primary difference of speaking 

and singing is that “singing is a form of public outcry: it is on the voluntary level” 

(290).  

Singing can create an elsewhere within space. From de Certeau’s perspective, the 

song is both an elsewhere and a nowhere. These songs “provide the possible with a 

site that is impregnable, because it is a nowhere, a utopia” and “create another space, 

which coexists with that of an experience deprived of illusions” (17). The radio 

broadcast dominates space through the auditory chanting while the four characters 

create other spaces through singing. Space, consequently, can never be monopolized 

by one voice. The four characters use their physical voice to counter against the 

technical voice in space. In “The Masque,” Auden presents a theatrical or an opera 

scene in the poem. What the four characters create is another story but the form 

matters. Singing is different from statement as de Certeau pointed that: “the opera 

allows an enunciation to speak that in its most elevated moments detaches itself from 

statements . . .” (162). The articulation is not merely considered as a statement but 

also offers a kind of “secondary world” as Auden states in “The World of Opera” 

(290).  

Moreover, a song is the way to battle the hierarchical statement from the radio 

since “one can recognize the particular emotional state, love, rage, grief or joy, which 

the singer is expressing at any given moment, but one cannot tell whether the singer is 
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a duchess or a chambermaid. . . song . . . abolishes all social and age differences” 

(“The World of Opera” 291). The totalitarian manipulates technology to control space 

while the four characters sing songs to create other spaces. Space always contains the 

paradoxical elements as de Certeau mentions that “we are foreigners on the inside— 

but there is no outside” (sic) (13-14). In space, people are both bound and free as 

Malin describes that “Here we sit / Our bodies bound to these bar-room lights, / . . . 

but our thoughts are free . . .” (CP 462).  

3.5 Conclusion  

Albeit the radio broadcast is invisible, it is the representation of the 

totalitarianism. The authority infiltrates the society to create a cybernetic system 

through the auditory device. The events are presented by the minimum information. 

Therefore, the representation of the reality can only be partial. If the goal of auditory 

announcement is to offer the immediacy, it is impossible; if the aim is to make people 

believe, it is doubtful; and if the motivation is to construct a utopia, it is mythical. The 

goal to create the same circumstance is a myth since the identical phenomenon is only 

a simulacrum. The ordinary man interprets the simulacrum variously; therefore, there 

is always a misinterpretation which can be expanded and explored further. The 

interpretations or misinterpretations make space multiplied. The multiplicity invents 

more possibilities. Consequently, space is full of ways that will detour to elsewhere. 
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Chapter Four 

Mental Space 

4.1 Introduction 

The four characters mainly stay in the interior place, such as the bar and 

Rosetta’s apartment. The exterior areas appear shortly in the fourth and the final 

section. However, the four protagonists multiply spaces through their meditations. 

They create multiplicities in the present circumstance by the imaginations, the 

memories, and the fantasies. The social milieu is brimful of anxiety since the outside 

world is dominated by an unknown force. Living under the invisible supreme power, 

the ordinary man tolerates the stress. Therefore, the bar might possibly become the 

place for the four characters escaping from the totalitarianism. Besides the bar as an 

escaping zone from the reality, the mental space alters the inflexible surroundings as 

well.   

The imagination makes things different. For example, Malin argues that “his 

tired mind / Biased towards bigness since his body must / Exaggerate to exist” (CP 

463). The physical appearance will be distorted by the imagination. Therefore, seeing 

is not the only way to interpret and to believe. The physical world can be modified 

through the mental interpretation. The division of being here or there is blurred and 

the relationship between the reality and the imagination is no longer opposite. In the 

mental space, the concrete division of the reality and the fiction is obscure. What 

makes this vague phenomenon is time. Time makes space ambiguous and multiple. 

The four characters all bear their past to the present moment. The ambiguous division 

is not necessary a suffering but it could be a way to alter the established social system 

as Malin says that “Here we sit / Our bodies bound to these bar-room lights, / The 

night’s odors, the noise of the El on / Third Avenue, but our thoughts are free . . .” (CP 
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462). Malin specifies the essence of thinking, that is, the mental is not bound to 

limitation; it is liberal.  

 Time makes space multiple. Time, according to de Certeau, is the tactic for the 

weak. Time is presented through the forms of memory, imagination, fantasy, and so 

on in The Age of Anxiety. Therefore, there will be various juxtapositions in the mental 

space. These mental activities influence the way of seeing in the present conditions. 

Some characters see the past as a pain while some see it as a wonderful land. The 

images could be diminished or enlarged in the mental space. The transformations in 

the mental space influence the present situation. Mental space contains the 

ambiguousness which is “occupied with memories of a distant or recent, a real or 

imaginary past” (CP 481). The present, as Malin claims, is “the incessant Now of / 

The traveler through time” (CP 463). Time allows fluctuations in the ordered society.  

The most impressive idea of The Age of Anxiety is that “man’s anxiety in time” 

(Callen, “Allegory” 155). Callen also questions about the existence of time and space 

as he points out that Malin has “the problems of time and eternity and relationship of 

flesh and spirit” (“Allegory” 162). Auden gives numerous examples about the 

oppositions which are not necessarily contrary but actually interchangeable. In The 

Age of Anxiety, the physical and the mental world are possible to interact with each 

other. In “The Age of Anxiety in W. H. Auden,” Tony Sharpe also demonstrates that 

there are two types of time in the work: “as measured by clocks and calendars” and 

“as measured sub specie aeternitatis” (sic) (60), that is, the physical time and the 

mental time. The juxtaposition of the death and the living is also one of the features in 

the work as Sharpe implies that Auden keeps “incorporating the community of the 

death into the experience of the living” (60). The Ag of Anxiety is like collage that 

collects the oppositions in the same circumstance. It seems that the differences 
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between these oppositions are no longer opposite to each other. These collages are the 

temporal trajectories that transform the ordered society.  

 The displacement of time is notable for many critics. In John Boly’s “The 

Romantic Tradition in The Age of Anxiety,” he asserts that the dream is also a 

displacement: “the dream itself, the means of repression, subverts the censor by 

revealing the truth through those displacements” (139). Boly suggests that through the 

displacement of repression can reveal the truth; nevertheless, I doubt the meaning of 

truth that Boly mentions about. Dream is not merely a repression but also a 

duplication of the reality at the same time. Therefore, I suppose that the mental space 

can be both a repression and a reproduction. Furthermore, Boly considers the 

displacement as a method to cure as a “potentially evolutionary force” (140) which is 

possible to go across the boundary of space and time. Time makes the mental space 

multiple; therefore, it alters the unity and the coherence on the surface of the 

totalitarianism. This alteration transforms the ordered society into a fallacy and brings 

the evolutionary power. 

The physical time or the calendar time is decided by the events which are called 

history. History is a nightmare for Auden as Stan Smith indicates in The Cambridge 

Companion to W. H. Auden (11). Human beings are inescapable from history. 

Therefore, Smith demonstrates that “[t]rying to live ‘the natural, unhistorical life’ is 

simply foolish, for there is no ‘natural man’ to find” (11). The society is full of 

histories, both public and private. The public history will be manifested as a series of 

chronologies. The historical events are the anchors that mark the physical time. The 

public will be memorized by and be memorable for most people. Public cannot 

represent the whole; as a result, Smith suggests that “[a] man is only someone acting 

the part of a man” (11). A man lives in both the public history and the private stories. 
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Furthermore, Smith argues that “[i]f ‘Man’ has a nature, it lies (a recurrent 

Audenesque pun) in this very capacity to make himself up, in a ‘lying nature’, 

inhabiting a universe of ‘tall tales’ and ‘verbal playing’” (11). Both of the history and 

the story are created by human beings and contain the vagueness at the same time. 

The vagueness is the mixture of the reality and the fantasy. The Age of Anxiety is 

exactly the example of the storytelling as a part of history.  

 Storytelling is both subjective and objective. It contains parts of the reality and 

the fiction. The dilemma between being here and over there, and among the past, the 

present, and the future, mixes all together in space through various memories, 

imaginations, or legends. Susannah Young-ah-Gottlieb’s “‘Time Tormented’: Auden’s 

Age of Anxiety” emphasizes the importance of time in the work. She claims that “[t]he 

narrating voice of The Age of Anxiety emphasizes, however, that the condition of 

displacement cannot simply be assessed by an objective record of movement; 

displacement, rather, is a function of time” (72). What makes the four characters 

anxious are not only their physical displacements such as the immigration, the 

diaspora, or the movements but also their mental displacements with the different 

periods of time. Gottlieb also argues that “[t]ime may be oppositional by nature, 

which is to say, it places itself against everything that appears ‘in’ time. . .” (93). The 

essence of time is filled with the movements and the possibilities to resist the stability.  

Time produces the cracks within space. It explodes and expands within itself. 

The history for Auden is only one of events as Gottlieb expounds that “[t]he historical 

world, which. . . is defined by singularity of occurrence, becomes indistinguishable 

from the world of logical and mathematical principles” (95). Besides the memorable 

big events, there are other private, personal, and invisible histories that exist within 

time. These visible and invisible histories are discordant as Gottlieb argues. One 
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instance of discordances is Rosetta’s personal religious confession and the Jewish 

history. Gottlieb asserts that “Rosetta does not place her childhood within the context 

of Jewish history” (125). Therefore, Rosetta’s meditation and the social history are 

separated from each other.   

From above discussions, time plays a significant role in the poem. Time can be 

divided into two categories: the clock time and the mental time. Because of the 

discordance, human beings suffer from the anxiety within time. Most of them 

emphasize the traumatic consciousness. They oscillate between the yearning for 

regaining the lost paradise and the desire of pursuing the futuristic utopia. It seems 

that time is still categorized by the past, the present, and the future. Furthermore, time 

has its advantages to challenge and alter space. The previous critics focus on how the 

displacement of time impacts on the four characters’ psychology. Time, especially in 

the mental space, connects with diversity. Time is essential to spatial practice.  

In Michel de Certeau’s The Practice of Everyday Life, he has indicated the 

spatial practice is related to narration. De Certeau has pointed out that spatial practice 

“is inseparable from the dreamed place” (103). Therefore, those memories, 

imaginations, or storytelling are significant in the text. They make a place “habitable” 

and “believable.” Through storytelling, “they create in the place itself that erosion or 

nowhere that the law of the other carves out within it” (105). They establish a place 

that excludes from the exterior history. In The Age of Anxiety, space can be divided 

into the strategy and the tactic. Strategic space focuses on “spatial relationships” (38) 

that interprets via the sight. The aim of the strategy is to go against time: “strategies 

pin their hopes on the resistance that the establishment of a place offers to the erosion 

of time” (sic) (38). Strategy conquers space by the very visibility. On the other hand, 

the tactic is invisible. It offers the weak some ways to counter against the strategy. 
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The tactic is altered along with the circumstances; therefore, it contains movements. It 

is an intervention that “transforms into a favorable situation, to the rapidity of the 

movements that change the organization of a space . . .” (38). Therefore, a tactic is 

dynamic and full of vivacity. It contains the potential possibility to resist the stability.  

If the public history is established by the totalitarianism while the private history 

goes with the ordinary man who is “to be duped, frustrated, forced to labor, and who 

are thus subject to the law of deceit and to the pain of death” (3). The narration of the 

ordinary man is “the law of the other” (2) that is different from the law of the public 

history. Narration, as a result, creates a space that detaches from the physical world. It 

can escape from the present reality. Memory is one of the ways that can escape from 

the reality. De Certeau mentions that “[m]emory mediates spatial transformations” (85) 

and it is “the means of transforming places” (86). Space is established by the visibility 

but it can be altered via the invisible time. Time offers the niche to resist the 

totalitarian stability and moves itself toward other places. 

The Age of Anxiety always has the dilemma between the visibility and the 

invisibility or the strategy and the tactic. The physical world tries to establish an order 

and attempts to dominate space by the repetition and the duplication while the mental 

space will discover differences. Therefore, I would like to discuss how Auden 

presents the strategic world and how the four characters employ their tactics to rebel 

against the totalitarian power.  

4.2 Split between the Physical and the Mental Space 

The public condition and the private circumstance separate from each other in 

The Age of Anxiety. The four characters are unable to connect their social titles with 

their private minds. This split makes them feel the sense of displacement and anxiety. 

The anonymous narrator says that Quant is suffering since “there was no one-to-one 
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correspondence between his social or economic position and his private mental life” 

(CP 450). It troubles Quant that he is confused about the public and the private life; 

therefore, he can neither remember nor forget about his past. He stays in an uncertain 

displacement. He laments that there are “some highly-colored,” and “some violent” 

scattering images that he has no impression will enter his dream “unexpectedly” and 

“incomprehensibly” (CP 450). In his dream, things are both familiar and unfamiliar 

since he cannot remember the life that he once had. Quant’s déjà vu reminiscence is 

similar to his knowledge of mythology that is “lain oddly around in a corner of his 

mind,” and is “never reclaimed” by the acquaintance (CP 450). There is always 

something in his mind but he is unwilling to face it. The reasons are unclear so far but 

other characters also have the same condition.  

Quant cannot remember while Malin is glad to “forget” his day in the Canadian 

Air Force. His present life is “disjointed” and “mechanical” so that he feels 

“exhausting and idle” (CP 450). He expects to “recapture the old atmosphere of 

laboratory and lecture hall,” and to return “with pleasure to his real interests” (CP 450) 

in medicine. Quant and Malin struggle between to remember or to forget the past. 

Either to remember or to forget is uncertain toward the present circumstance. The 

present moment is ignored by Rosetta, who is used to indulging herself into her 

fascination and is unsatisfied with her present life. Rosetta earns a lot of money but 

she feels lonely. What drives her to make a great amount of fortune is not her interest 

but her anxiety; she is afraid of “being poor” (CP 450). This experience haunts her 

wherever and whenever she goes. Her horror of being poor makes her feel bound at 

the same time. For Rosetta, America is the place for making money but it is also 

“empty,” “noisy,” and “messy” simultaneously (CP 450). The appearance and the 

inner life cannot correspond to each other. The more Rosetta earns, the less 
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satisfaction she has. After graduating from the Navy, Emble is puzzled about his 

future which is full of illusions. As the youngest among the four protagonists, he has 

little memory to lament. He observes others’ lives to envisage his possible future.  

The present circumstance is in uncertainty. There is no correspondence between 

the public appearance and the inner life. Living in a community, the four characters 

have their jobs or duties to fulfill. As ordinary people, they are inescapable from the 

social rules. The ordinary man as de Certeau indicates is destined “to be duped, 

frustrated, forced to labor, and who are thus subject to the law of deceit and to the 

pain of death” (3). Therefore, in order to live in the social community, the ordinary 

man learns how to pretend to be someone else as performing. In part five, “The 

Masque,” the anonymous narrator implies that the four characters are used to 

pretending to be somebody else. They are actors who try to make people believe. 

After staying late at night, they are exhausted but they claim they are vigorous. They 

are unwilling to confess their tiredness due to their “vanity” (CP 517). The unknown 

narrator concludes that the four protagonists “can be divided” (CP 518).  

The society attempts to build an ordered consistency and to exclude the 

differences. The ordinary man will be categorized into several types based on the job 

values. The purpose of the division is to make the society manageable for the 

totalitarianism. One way for categorization in The Age of Anxiety is the market 

evaluation. The value of the ordinary man is determined by his working ability instead 

of his personalities as Quant explains that “Well, you will soon / Not bother but 

acknowledge yourself / As market-made, a commodity / Whose value varies, a vendor 

who has / To obey his buyer” (CP 474). A man’s value is traded and estimated as the 

goods that are able to be calculated and classified. Quant laments that the personal 

value is limited and the ordinary man “will no longer / Expect more pattern, more 
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purpose than / Your finite fate” (CP 475). The society exterminates those 

unpredictable differences and manipulates them through the classifications. The 

totalitarian power constructs a predicable space that expels the distinctions as de 

Certeau has indicated that “the effect of the social law that divests the individual of 

his competence in order to establish (or re-establish) the capital of a collective 

competence, that is, of a common verisimilitude” (8). The society does not allow the 

individual differences and it emphasizes the “collective” and “common” tendency to 

construct the totalitarian system. The personal distinction is excluded and “a common 

verisimilitude” is the target to achieve. The very reality is also questionable since it is 

only an appearance that is designed by the totalitarianism.  

The strategy focuses on tabulation. Therefore, the totalitarianism manipulates the 

numbers to calculate, predict, and collect the information. The society is hierarchical. 

Statistics is the criterion for the classification and makes the society into a predictable 

and readable space. De Certeau suggests that “[t]o be able to see (far into the distance) 

is also to be able to predict, to run ahead of time by reading a space” (36). Human 

value is invisible and potential; however, in order to make the society manageable, the 

totalitarianism draws the analogy between the human value and the commodity. The 

more a person gains from his work, the more satisfactions he might receive; then, he 

should feel that he is worth of something, such as freedom, happiness, success, and so 

on.  

The categorization assists the totalitarianism to manipulate the society but it is 

impossible to fulfill the spirit satisfaction for the ordinary man. The market value 

deprives the real freedom of human nature. Rosetta indicates how thriving but empty 

America is, and she also suggests how successful a person looks like but the mind is 

enervated. Rosetta observes that “this tawdry age” is “away from freedom” as people 
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“ply well-paid repetitive tasks . . . / In cosy crowds. . . .” (CP 475). The ordinary man 

is well trained to work repeatedly and gets used to the easy and dull trifles. He is paid 

well but his mental freedom is sacrificed. The market value and the inner satisfaction 

are always negotiating with each other. The market benefits do not promise the 

personal freedom and satisfaction. Number becomes the belief in the system. 

Consequently, Rosetta grumbles that  

. . . vile civilities vouched for by  

Statisticians, this stupid world where  

Gadgets are gods and we go on talking,  

Many about much, but remain alone,  

Alive but alone, belonging— where? — (CP 475-76) 

The statistic stands for the speaker of the society. The ordinary man becomes dumb 

and believes what the number says. He talks a lot but he cannot feel contented since 

his mental life is vacant. He believes those concrete objects and the precise numbers. 

The totalitarianism persuades the ordinary man to believe the numbers rather than his 

individual voice. This statistic study, according to de Certeau, conforms to the 

“industrial or administrative production” (34). The force represses the diversity and 

constructs a unity. The ordinary man is unable to perceive the sense of belonging; 

therefore, he laments that he is “Alive but alone” and belonging nowhere as the 

“tumbleweed” (CP 476) floats across the sky.  

 The result of the totalitarianism is not a perfect community while it makes the 

ordinary man suffer from the madness. The more fames he gains, the less satisfaction 

he perceives. Malin notices a common phenomenon for everyone in the modern 

society: “He looks far from well; he has fattened on / His public perch; takes pills for 

vigor / And sound sleep, and sees in his mirror / The jawing genius of a jackass age, / 
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A rich bore” (CP 477). The ordinary man has his public reputation but he cannot live 

well. He needs to take medicine to regain his energy and to fall asleep. He is addicted 

to medicine. He feels depressed about the world and distains himself as a “rich bore” 

in a ridiculous age. The community is only a simulacrum like a mirage. The ordinary 

man is forced to cope with problems in the society. It seems that this society makes 

everyone competent; however, it gives nothing but the chaos. Malin marks that “. . . 

When he recollects his / Designed life, the presented pomp is / A case of chaos, a 

constituted / Famine of effect” (CP 477). This life is “designed” and this fame is not 

so worth praising. The totalitarianism designs the tabulations for the ordinary man to 

apply. What the ordinary man needs to do is to follow the plan. Nevertheless, the 

repetitive pattern brings not the satisfaction but the famine in the society.  

 The physical appearance and the mental condition are split. The totalitarianism 

attempts to pursue a united community but it brings the mental repression for the 

residents. Malin indicates that the ordinary man is wounded by the very strategic 

system: “. . . his brain cells keep / Their hectic still, but his heart transfixed / By the 

ice-splinter of an ingrown tear, / Comatose in her cave, cares little / What the senses 

say” (CP 477). The ordinary man works hard and pays much attention to his career 

but his mental life is drooping. His reputation grows but his heart is “transfixed” and 

is numb about his sense. This numbness hurts and tears the mind. Hence, the ordinary 

man becomes delicate.  

 In The Age of Anxiety, Auden depicts the totalitarian strategy as a fallacy and a 

failure. The ordinary man is always suffering from this policy, especially the mental 

distress. He has various responsibilities to fulfill; therefore, he cannot escape or 

relieve from his pressure but keeps looking for more possibilities in daily life.   

4.3 Living in Between-ness: A Dilemma or A Possibility 
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It is almost impossible to free one’s responsibilities from the community or 

abandon the duties to leave alone. In The Age of Anxiety, the four characters are 

always struggling with the authority. Auden does not give any solutions to solve the 

problems but he offers some ways that can resist the totalitarianism. The unity of the 

totalitarianism is only an illusion. There is a gap between the exteriority and the 

interiority. The strong manipulates the strategy to dominate and classify space while 

the weak uses the tactic to transform space. De Certeau demonstrates that the strategy 

is for the strong while the tactic is for the weak.  

The totalitarianism constructs a panoptic blueprint that can tabulate space 

through the visibility. The residents are under the surveillance of the invisible force. 

One of the possibilities to resist the force is story. Through narrating the stories, the 

ordinary man can create another space. Story, according to de Certeau, “moves away 

from the ‘real’— or rather it pretends to escape present circumstances” (79). Story has 

the potentiality to rebel against the totalitarianism. It does not overthrow the policy 

but finds ways to direct its own operations. Stories are unique and distinct as de 

Certeau implies that “stories are becoming private and sink into the secluded places in 

neighborhoods, families, or individuals” (108). Story splits the unity by its 

individuality. It collects all the differences and makes distinctions.   

Story deciphers the totalitarianism through its uniqueness. Story has three 

features that operate variously. First of all, story is “fragmented;” it contains 

“heterogeneity” that is outside the social milieu. Second, story is “miniaturized” 

which is made by the individual stories that make space multiple. Third, story is 

“polyvalent” which mixes “many micro-stories” together to transform the current 

circumstance (sic) (de Certeau 125). In short, story is diverse and contains the 

possibilities to alter the fixed system.  
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In Rosetta’s imagination, she gives a story that shows how ambitious a person 

might be and this vanity brings merely the emptiness. The public appearance and the 

inner longing keeps struggling from time to time. Rosetta fantasizes her future vision 

that she expects she has a mansion17 one day. She depicts a mansion which is on the 

headland, and where she can see the ocean through her long window. There will be a 

“corkscrew staircase / From a green gate in the garden wall / Descended the cliff” (CP 

468) and this staircase is the entrance to her beach. The magnificent imagination 

presents a perfect vision in the future but it is only an appearance. As the unknown 

narrator has mentioned that Rosetta makes a lot of money but she has the horror of 

being poor. Story is “the permanent repression” (de Certeau 17). Being poor is 

Rosetta’s repression, and being rich turns out to be her mask to complement her 

unconfident past. Story stays in the middle. The exterior environment influences one’s 

mental reaction. Therefore, Rosetta creates a story that connects the outside and the 

inside world. The between-ness can compensate for the lack and defense the trauma 

deepening further. Story is another space as de Certeau implies that story creates 

“another space, which coexists with that of an experience deprived of illusions” (17). 

The function of story is not to annihilate but to coexist with the possibilities.  

 Rosetta depicts a magnificent mansion but she does not gain any sense of 

freedom or belonging. What matters to Rosetta is not seeing but not being seen. A 

secret place is her longing. She says that  

. . . safe in my purse 

I kept the key to the closet where  

A sliding panel concealed the lift, 

Known to none . . . 

                                                      
17 Herbert Greenberg argues that the house for Rosetta symbolizes the sense of “station and security” 

(“The Failure of Caliban and Ariel” 159). 



‧
國

立
政 治

大

學
‧

N
a

t io
na l  Chengch i  U

niv

ers
i t

y

 
 

84 
 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 

Private and perfect; thence, putting forth  

Alone in my launch through a low tunnel 

Out to the ocean, while all others slept,  

Smiling and singing I sailed till dawn, 

Happy, hatless. (CP 468)  

The secret place makes her feel free and independent. She can relieve the care from 

others. “Hatless” might indicate the titles in the work place or any responsibilities in 

the society. In the secret place, Rosetta might relieve from the pressure of the certain 

burdens temporarily. This is the place that she feels happy and perfect without any 

disturbances. In Rosetta’s fantasy, first of all, she imagines a magnificent mansion as a 

gateway that might avoid her sense of being poor; however, she creates another story 

that pushes her to escape from the burden of the splendid imagination.  

In her stories, Rosetta is constantly creating something and then escaping from it 

once more. She oscillates between her fantasy and the reality; at the same time, her 

fantasy also vacillates between her imagination and her horror. She creates a story that 

allows her to escape from the reality but she cannot avoid her fantasy since this 

imagination is only the duplication of the appearance. De Certeau once suggests that 

“[t]his space [story] protects the weapons of the weak against the reality of the 

established order. It also hides them from the social categories which ‘make history’ 

because they dominate it” (23); nevertheless, Rosetta does not escape from the horror 

in her story. The grand mansion is merely the representation of America, which is so 

vast but desolate.  

Story functions as a frontier or a bridge that remains “between a (legitimate) 

space and its (alien) exteriority” (de Certeau 126). When the two fields interact, they 
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create a “region” that invents the interactions and the movements. There will be many 

regions within the interaction. Therefore, story multiplies the region. Like a bridge, 

story is “created by contacts” (de Certeau 127). Story cannot happen without the 

exterior stimulations. It occurs in the moment of contact. It hardly can be alone itself.  

Story will be taken place by the exterior stimulations. When the four characters 

hear the news from the radio, they provide their own opinions to illustrate it. Some 

offer their experiences and some present their imaginations about war. Malin’s and 

Emble’s experiences have already discussed in the chapter three; therefore, they will 

not be examined here. Quant offers his imagination about the war. He goes through 

the war which he has never experienced. He states that “All war’s woes I can well 

imagine” (CP 456). The cruelty of war makes people numb. He laments that 

Apathetic to all this. Thousands lie in  

Ruins by roads, irrational in woods,  

Insensitive upon snow-bound plains,  

Or littered lifeless along low coasts . . . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .   

With bloated bodies, beached among groynes, 

Male no longer, unmotivated. (CP 456) 

Although sitting in the bar, Quant brings the war scenes into the present moment via 

his imagination. The war is waged again through the narration. Story collects the 

trajectories. The news report is designed and manipulated by the authority. A piece of 

story resists the unity of the totalitarianism. A story is similar to the idea of 

synecdoche that uses “a word in a sense which is part of another meaning of the same 

word,” such as a sail representing a ship, and “replaces totalities by fragments” (de 

Certeau 101). Every story is a fragmentation that invents the diversity. Quant’s 
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narration about the war makes the disturbance out of the coherent appearance.  

The news announces the victory only. However, Quant sees the victory as an 

appearance. He sees the post-traumatic phenomenon in the human civilization. The 

triumph of war is unworthy of celebration. Quant contemplates that both the nature 

and the culture are forced to tolerate the human ambition. He mourns that “Earth takes 

charge of, / Soil accepts for a serious purpose / The jettisoned blood of jokes and 

dreams, / Making buds from bone, from brains the good / Vague vegetable” (CP 456). 

The mute landscape bears the brutalities of the wars and absorbs the pain. The success 

is built on the sacrifice of lives. In Quant’s imagination, he presents the coexistence of 

life and death. Life is not merely the nature circle but also the sacrifice of humanity. 

The triumph overlaps the death. There is nothing particular to celebrate the triumph of 

the brutality.  

The victory brings the ordinary man not the glory but the numbness. The 

ordinary man becomes alienated about the social milieu as Quant says that “survivors 

play / Cards in kitchens while candles flicker / And in blood-spattered barns bandaged 

men, / Their poor hands in a panic of need / Groping weakly . . .” (CP 456). The 

post-war survivors do not gain any pleasures but they become insensible and 

indifferent. They sit and play the cards in the kitchen and do not care those injuries 

around them. Seeing this phenomenon, Quant describes it and offers a space for 

examination. Therefore, story provides a space for the reflection. It depicts more 

details under the appearance of the unity like a synecdoche, which “makes more dense; 

it amplifies the detail and miniaturizes the whole” (de Certeau 101). In Quant’s 

imagination, the war is not the glory but the ferocity. Story diversifies the artificial 

victory into the savageness and the cold-bloody.  

 The totalitarianism celebrates the triumph of the war but the story tells other 
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concealed facets. Story reflects the rebellion of the ordinary man. Living in a 

community, an individual can reveal the concealments by stories. Therefore, story is 

the tactic for the ordinary man. De Certeau compares a story to a bridge that “[a]s a 

transgression of the limit, a disobedience of the law of the place, it represents a 

departure, an attack on a state, the ambition of a conquering power, or the flight of an 

exile, in any case, the ‘betrayal’ of an order” (128). These stories provide spaces for 

the four characters to fight against the totalitarianism. They operate their stories to 

break up the appearance of unity. Rosetta comprehends that the reality is full of lies 

and human beings are fooled and controlled by these deceits. She claims that  

Lies and lethargies police the world  

In its periods of peace. What pain taught  

Is soon forgotten; we celebrate 

What ought to happen as if it were done,  

Are blinded by our boasts. Then back they come,  

The fears that we fear. (CP 461) 

The stories can reveal other possibilities beneath the façade of triumph, and require 

the ordinary man to think about the surroundings. From de Certeau’s opinion, he 

asserts that “[t]he storyteller falls in step with the lively pace of his fables. He follows 

them in all their turns and detours, thus exercising an art of thinking” (81). Rosetta 

realizes that the world is decorated by the lies and indicates that human beings are 

forgetful about the happenings. Through the storytelling, she recognizes how blinded 

human beings are. Various stories are the trajectories that allow the ordinary man to 

explore and create more spaces that are outside the totalitarian society. Rosetta rejects 

the deceits and disobeys the law that is established by the authority. She explains that 

“We are warm, our active / Universe is young; yet we shiver” (CP 461). The social 



‧
國

立
政 治

大

學
‧

N
a

t io
na l  Chengch i  U

niv

ers
i t

y

 
 

88 
 

milieu is constructed by the vanity so that the habitant who lives in the society can 

find nothing to trust. The ordinary man lives with the fear; as a result, no matter how 

magnificent and wonderful the world is, the habitant cannot reside freely.  

 The ordinary man operates his story to discern those hidden facets under the 

deceptive façade. Malin realizes that the world is decorated by the symbols and these 

are only the deceptions. He indicates that the ordinary man “finds out / Where his 

world lies” and the society is a “dual kingdom” that is decorated by “Signs and 

insignia” (CP 472). The totalitarianism manipulates the visible symbols to construct 

the creeds and the strategies. However, the visibility cannot allow the ordinary man to 

perceive the world comprehensibly but opaquely. To overthrow the totalitarianism is 

almost impossible. The ordinary man is repressed under the supreme control. Living 

in the middle of the subjection and the rebellion, the ordinary man lingers in 

between-ness. Story happens in between-ness since its meaning occurs in the middle 

of it. The two opposite fields are not always divided into contradictory. Story blurs the 

separations and creates the regions within the confrontation.  

4.4 Inescapable Chaos  

The between-ness frequently shows up in The Age of Anxiety. Story connects the 

object world and the inner repression; moreover, it makes the totalitarianism into the 

fragmentations. The four characters are disturbed by the present condition and 

keeping questioning the relationship between the physical limitation and the mental 

freedom. Whether the freedom can be found in the physical or mental space runs 

through the poem and this question also impacts on the way the four characters 

perceiving space. Malin, especially, ponders the relationship between the physical and 

the mental space. The mental space is invisible but it diverts the united appearance. 

The very characteristic of mind is the subconscious movement. Movement tolerates 
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the diversity that is excluded in the totalitarian society. The mental space is where the 

tactic operates its rebellions to go against the totalitarianism.  

The totalitarianism dominates space through the visibility while the weak 

transforms space through the invisibility as de Certeau claims that “[p]ower is bound 

by its very visibility. In contract, trickery is possible for the weak” (37). The mental 

space permits various possibilities occurring in its area. Therefore, the tactic contains 

motions. The mobility dismisses the inflexibility, and it exists in the middle of the 

fluctuation. De Certeau expresses that “[w]hat it wins it cannot keep. This nowhere 

gives a tactic mobility, to be sure, but a mobility that must accept the chance offerings 

of the movement, and seize on the wing the possibilities that offer themselves at any 

given moment” (37) that can “change the organization of a space” (38). As a result, 

the tactic operates its mobility to go against the totalitarianism and increases the 

possibilities within the unity. Thoughts are mobile as Malin states that “Here we sit / 

Our bodies bound to these bar-room lights, / . . . but our thoughts are free . . . / Where 

should they wander?” (CP 462). Malin, at first, suggests that “thought are free” while 

bodies are fastened. The mind deforms the consistency and elicits “Those hidden 

worlds of alien sizes” (CP 463). In the mental space, things alter their shapes and 

metamorphose into something else.  

Mental space is a kaleidoscope of forms, patterns, and sizes. Inside the mental 

zone, the ordinary becomes bizarre. Malin observes that the ordinary man’s “tired 

mind / Biased towards bigness since his body must / Exaggerate to exist, possessed by 

hope, / Acquisitive, in quest of his own / Absconded self yet scared to find it” (CP 

463). There are no established rules to comply with any regulations in the mental 

space. The shape of the outside environment might be influenced by the mentality. 

With hope, the appearance of body might be exaggerated. With acquisitive sense, the 



‧
國

立
政 治

大

學
‧

N
a

t io
na l  Chengch i  U

niv

ers
i t

y

 
 

90 
 

ordinary man can find nothing particular in fear. The fear turns out to be a guilt which 

is “insoluble” (CP 463) and becomes the “Incomprehensible comprehensive dread” 

(CP 464). This dread is invisible but haunts everywhere. Because of the dread, 

freedom is “lost” and the inner mind is a “zig-zag” (CP 465). The connection between 

the body and the mind is estranged. To see becomes not to believe but to doubt. The 

mind is occupied by the chaos.  

This chaos makes the sense of existence ambivalent. As a result, Malin discloses 

that “We’re quiet in the dark: we do not / Know the connection between / The clock 

we are bound to obey / And the miracle we must not despair of” (CP 533). The 

ordinary man feels puzzled about the physical world and the inner life. Simulacrum is 

in every nook and cranny. Both the physical and the mental spaces are occupied by 

the illusions. The very dread is insolvable, and it evokes the anxiety. Wherever he 

goes, the ordinary man is always struggling between the visibility and the invisibility. 

Malin indicates that the ordinary man would rather evade the dread than face it: “We 

would rather be ruined than changed, / We would rather die in our dread / Than climb 

the cross of the movement / And let our illusions die” (CP 533). The ordinary man 

strives in the between-ness. Every character attempts to find a way out but each of 

them is always struggling without any solutions. The illusions constantly appear in 

both the physical and the mental space; hence, everywhere is nowhere. Nowhere is 

the way out.  

4.5 Conclusion: Moving on 

The four characters attempt to escape from the reality through their imaginations 

or memories. They invent other spaces in the mental area. These spaces offers the 

possibilities to split the artificial surface. The characters are detouring around the 

reality since their imaginations are the reproduction of the reality. Through constantly 
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producing and reproducing, the division between the reality and the imagination 

becomes nebulous. It is impossible to distinguish the differences between them. 

Realizing that there is no way out from the delusions, Malin suggests that the 

possibilities will be “postponed” (CP 536). The ordinary man is still lingering in the 

between-ness. Puzzles occur everywhere as Malin discloses that “all species of space 

respond in our own / Contradictory dialect, the double talk / Of ambiguous bodies . . . 

is the same at all times, / That Always-Opposite which is the whole subject / Of our 

not-knowing” (CP 535). Both the physical and the mental spaces are filled with 

ambiguities. There is nowhere in this opacity. Therefore, the vagueness is 

“Always-Opposite” and it is the not knowing. Auden does not provide any solutions 

in the poem. Therefore, the four characters can only move on their journeys as sun 

rises for a whole new day.    
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Chapter Five 

Conclusion  

 This thesis offers a new perspective to appreciate W. H. Auden’s The Age of 

Anxiety through applying Michel de Certeau’s spatial practice to rethink about the 

meaning of space. The previous critical studies primarily follow the Jungian 

allegorical psychoanalysis to discuss the work; however, this interpretation makes 

some critics feel puzzled. Space is not neutral but full of negotiations, especially 

between the authority and the ordinary man. The essence of space is paradoxical. The 

meanings of space are not determined and constantly change. The spatial practices are 

discussed mainly from three areas: the visual space, the auditory space, and the 

mental space.   

Visual is the first instinct to explore space as the characters are curious about the 

spectacles so that some say that “I shall look” (CP 498) or ask “What did you see?” 

(CP 499), and so on. De Certeau indicates that walking is one way to invent the 

individual spaces since the walkers can choose their own paths that are beyond the 

designed boundary on the map. Besides walking, I argue that the transportations can 

be seen as the ways that can create spaces. The totalitarianism occupies space by the 

visible existence such as the institutions. These spatial dominations manipulate the 

visibility to go against time elapsing. The transportations multiply spaces. Various 

perspectives are the rebellions to go against the sameness on the map. Auden presents 

the paradoxical phenomenon in the relationship between the passengers and the 

machines. The transportation moves but the passengers do not. The sense of 

movement relies on the change of spectacles rather than the physical movements. 

Interestingly, the visual alterations give the characters the sense of movement, that is, 

the mobility is within the immobility. The movements are the alterations of the 
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spectacles. Moreover, various spectacles alter the fixed images in space. The 

spectacles are selected by the viewer so that each spectacle might be enlarged or 

distorted during the interpretations. As a result, in the process of interpretation, the 

wholeness will be twisted into numerous fragmentations. The ways of seeing and 

being seen are the process of production and reproduction. The individual 

interpretations reveal the invisibility within the visibility, that is, space will be 

changed and given different meanings based on the viewers.  

 The totalitarianism occupies space by the radio announcement. There are three 

types of information: the news report, the unknown product advertisement, and the 

babblings. The announcement is censored before broadcasting. Therefore, the voice 

behind the radio broadcasting represents a certain authority. The news should present 

the current situations but it is almost impossible to present the reality since the reality 

is only a reproduction. The announcement is a phantasmagoria. The totalitarianism 

depicts a triumph and powerful scene in the war. However, the cruelty of the war is 

ignored by the authority. After hearing the victory of the war, the four characters do 

not feel honor but distressed. They share their experiences and imaginations to reveal 

those concealments. Their interpretations multiply spaces. These multiplicities are 

also the reproduction of the war. The radio news presents the maximum within the 

minimum.  

The advertisement makes the audience confused since no one knows what the 

product is. The more the advertisement promotes, the less the audiences understand 

about it. The object itself crumbles into several pieces: the functions, the provenance 

of the goods, the ways to uses it, and so on. The product disappears in the descriptive 

information. Consequently, the advertisement gets distorted. The last announcement is 

equal to a delirium, which keeps reminding the audience of its existence through its 
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volume. The delirium is meaningless but a sound. This sound has its volume but it is 

feeble. This sound is equal to voiceless. Therefore, the delirium is the voiceless within 

the voice. The three announcements fail to conquer space. The more they occupy, the 

less they achieve.  

The characters multiply space in their minds, especially through the story. They 

think that the mental space might be a way to escape from the reality but they find out 

that it is only a simulacrum of the reality. The division between the outside and the 

inside becomes nebulous. In the mental space, they stay in a chaotic situation which is 

constructed by their stream of consciousness. They lose the sense of chronological 

time of the physical world. There is a juxtaposition of the past, the present, and the 

future. Moreover, the reality and the fantasy are impossible to determine. They are 

inescapable from the cycle of production and reproduction since they live in 

phantasmagoria. There is no way out because they are inside a world with no outside.  

This thesis presents the dilemma between the totalitarianism and the ordinary 

man in space. However, I think the issue about time may be a potential study for the 

future research. I consider the forms of time in legends, stories, or fantasies which are 

related to space but I do not offer a specific definition of time in this thesis. 

Furthermore, the issue about the eclogue may possibly be another interesting topic to 

develop in the future. Last but not the least, the negotiations between the authority and 

the individual are endless; therefore, both of the authority and the individual live in a 

phantasmagoria which is the age of anxiety.  
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