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ABSTRACT

THE FUNCTION OF THE DEATH MOTIF IN THE
WORKS OF HEINRICH VON KLEIST

By

Eltjen John Flikkema

Evidence of the prominent position occupied by the
idea or thought of death in Kleist's thinking can be found
in his biography, in his letters, and also in his works.
The topic of death has been and continues to be a subject
of discussion in the continually expanding volumes of
Kleist literature. The intent of this study is to investi-
gate the integration of the death motif into his works.

The first chapter examines the central elements in
Kleist's conception of death from the perspective of his
personal development during the Kant crisis. After his
confrontation with Kantian philosophy, he became acutely
aware of the need for meaningful accomplishments for this
life and also sought to establish a purposeful basis for
death. He felt that willingness to sacrifice one's life
for a higher, nobler purpose is an essential ingredient
for a meaningful existence. In his final letters, a

related dimension of his conception of death is manifested.
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Having experienced frustration and defeat throughout his
mature years, he came to regard a self-chosen death as

a legitimate conclusion for the life of an individual who
had committed himself totally toward the fulfillment of
his destiny in this life.

The second chapter deals specifically with the
occurrences of death in his works. On the most basic
level, death occurs as a result of unsatisfactory circum-
stances in the infirm world. The death of an individual
who becomes an innocent victim of these circumstances
functions primarily as a catalyst. It not only provides
the impetus for the ensuing action, but it also evokes
responses from the individuals responsible for or affected
by this death which are indicative of the nature of their
respective modes of thinking.

The majority of the instances of death in Kleist's
works occur in conjunction with either the expression and
acceptance or the denial of basic human rights and values.
In certain works, the leading protagonists are made aware
of either their own inadequacies or of the inadequacies
and inequities of a social institution in the face of
death. They experience either their own death or the
death of another individual; it is a period of extreme
anguish and inner turmoil, and the individual can no longer
perceive clearly the meaning of life or his role in life.

As a result of this experience, however, their rational,
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cognitive facilities having been purged of all egocentric
and external influences, they begin to gain an awareness
of their actual role and obligations in life. There are
also individuals who willfully sacrifice their lives for
others as a selfless expression of their awareness of the
need to preserve and uphold those rights and values which
are essential for human existence. Others are compelled
to offer their lives as an atonement after they have come
to the recognition that they in their willful actions have
violated the inalienable human rights and values of their
fellow man. Those individuals who are unwilling or unable
to perceive the need to atone for the offenses which they

have committed against mankind must suffer death by judgment.

The final section treats those individuals who are forced
to succumb because they have asserted themselves against

a predominant force or against the prevailing mode of
thinking in their immediate environment. The author lends
meaning and stature to the death of these individuals,
however, in that they, in accordance with the conditions
which he established for his own death, have either

experienced fulfillment in life or have committed themselves

totally toward the attainment of a meaningful goal in this

life.
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I. INTRODUCTION

The meaning and significance of the role of death
in the life and works of Heinrich von Kleist is a topic
which has long attracted the attention of German literary

historians and, more specifically, Kleist scholars. Reasons

for this interest are readily apparent even to those only
casually acquainted with the details of Kleist's biography
and with his letters and works.

Not only did Kleist suffer an untimely and tragic
death by his own hand at Wannsee on November 21, 1811,
but his biographers and critics have also recorded the
reports of his attempts at various times to commit suicide
and also the numerous instances at which he actually or
reportedly attempted to persuade those (both male and
female) with whom he had established an intimate relation-
ship to commit themselves to a joint suicide venture with
him.1 He reportedly placed such great store in the
willingness to enter into such an agreement that he
considered refusal or reluctance to do so to be a just
basis for the dissolution of the relationship.2

In his letters also one can find numerous references
to death. The exact nature and content of such passages

is, however, often dependent upon the psychological state




of his mind at any particular time. Consequently these
utterances may assume various forms. They may express
the fear of an imminent death,3 a longing for death,4 or
the anticipation of death.5 There are, moreover, instances
when he reflects on the metaphysical implications of death.6
The true significance of this personal fascination
with death becomes somewhat more apparent when it is
considered that in the majority of his works, both
dramatic and prose, the leading figure or figures either
experience an actual, physical death, or they quite
literally "suffer through" a death-like experience. At
the very least they overtly exhibit their willingness or
preparedness to submit, if necessary, to death. Further-
more, there are strong and, indeed, very valid parallels
which can be drawn between the death experience of the
author Kleist and that of several of his characters. Not
only are there striking similarities in some external
factors which motivate the anticipation of death,7 but
also in the manner of death8 as well as in the thoughts
expressed in the face of death.9
The idea of death obviously represents an essential
component of Kleist's total world view and of his experience
in this world. Commentators who deal with his life, with

his works, or with both can scarcely avoid discussing, in

some form or another, the phenomenon of death.




In 1922 Rudolf Unger published what is often con-
sidered to be the most thorough, the most authoritative
analysis of the topic.lO Although his primary intent is,
as the full title of the book indicates, to investigate

the development and changes in man's conception of death

from the Sturm und Drang period to the Age of Romanticism,

he does deal at great length with the meaning of death in
Kleist's dramatic productions. After having discussed

the "Todesproblem" in Kleist from the standpoint of his
life, his theoretical views, and his works, Unger concludes
that death represents an all-pervading basic theme in
Kleist's personal experience, in his religious and
philosophical speculations, and especially in his dramatic
works. The detection of a consistent parallel development
of this basic theme in Kleist's life and works attests to,
Unger believes, a hitherto largely unrecognized deep inner
unity existing between his life and works. For Kleist's
personal life Unger presents this development as having been
a progressive ethical sublimation of this basic theme which
occurred in three distinct stages. He designates these

stages as: . « . todgeweiht (fur das eigene Bewusstsein)--
todesreif (in ethischer Bedeutung)--todiberwindend (durch
freien Liebes-und Opfertod, wie er ihn verstanden hat)"

(p. 142). The dramas which correspond to these stages are,

respectively, Robert Guiskard as well as certain scenes from




Die Familie Schroffenstein and Die Hermannsschlacht,

Penthesilea, and Prinz Friedrich von Homburg (p. 142).

Josef Collinll maintains that the thought of
annihilation, the thought of death and destruction, weighed
so heavily upon Kleist that it became the ". . . Tridger
seiner ganzen Dichtung . . ." (p. 71). He regards this
as having been the consequence primarily of the Kant
crisis, during which, in his opinion, Kleist lost his
trust in the certainty of being able to acquire knowledge
not only of the nature of the life after death, but also
of the meaning of life in this world. The harmonious
cosmos, which seemingly had been under the guidance of a
wise, all-knowing creator, revealed itself to him as
" . ein garendes Chaos, das menschliche Dasein wird
ihm zu einem bald lacherlichen, bald traurigen Schauspiel
der Irrungen" (p. 73). In addition, however, it was the
Kant crisis which unleashed the creative impulses in
Kleist (p. 73f.). Collin regards Kleist's presentation
of death, violence, and deception in his works to be both
a logical outgrowth of the developments initiated by the
Kant crisis and also a means by which he was enabled to
soothe his inner wounds, to compensate for or to take
revenge on an unsatisfactory, threatening reality (p. 75).

Anneliese Bodensohn12 considers death in Kleist's
works first of all as a release from or an alternative to

an existence in which all human values and relations have




become distorted. The individual finds himself entangled

in the intricate mesh of the snares inherent in a harsh,
distorted reality, and the forces operative in his environ-
ment force him to act, often contrary to his will. Under
the circumstances, his only recourse is death (p. 10).
Man is, however, not only threatened by forces within
himself, within his environment, but he may also be acted
upon, manipulated by an incomprehensible force outside of
himself. This force may appear as an elemental force of
nature, it may appear in the guise of a person who is
already dead, or it may be God himself (p. 33f.). As
a result of his confrontation with this inscrutable outside
force, however, the individual becomes aware of the possi-
bility of a higher level of existence after death (p. 62).
He thus actively seeks death both as a release from the
turmoil and confusion of life and also as a means to attain
that higher existence. On the basis of the above, Bodensohn
concludes that Kleist's relationship to the phenomenon of
death becomes the determining form of his life and, more
significantly, of his works (p. 63). It is in death that
man is able to break through, to transcend the confusion
of life and to experience the blissful freedom of the
"marionette" in the new existence (p. 93).

Martin Lintzel13 approaches death in Kleist's
works from the perspective of its relationship to love.

He attempts to show that love and death are closely






associated in Kleist's works as well as in his personal

experience. Although not every instance of death in the
works can be regarded as the result of a love relationship,
Lintzel maintains that it can be said ". . . dass zur
Liebe bei Kleist immer der Tod gehdrt: in vielen Fiallen
ist die Liebe geradezu mit dem Tode identisch, und immer
steht sie zu ihm in irgendeiner Beziehung" (p. 533). If
the individual does not actually die for or because of his
love, then he is either confronted directly with the perils
of death or he is willing to or is forced to suffer greatly
in order to attain the fulfillment of love. Lintzel
considers the source of this unusual relationship between
love and death to have been, first of all, Kleist's con-
ception of love as being a mysterious, divine, yet fateful
force (pp. 568-570). A second and more decisive source of
this association is to be found in Kleist's personal
encounters with love. He too experienced love as ". . .
Wehetun und Toten, Leiden und Sterben" (p. 579).

Benno von Wiese discusses death in Kleist's works
in developing the author's concept of the tragic.14 As
an initial reaction to the Kant crisis, which destroyed
completely his aspiration of being able to acquire in
this life truth and knowledge which would accompany him
into the next life, death became for Kleist ". . . zur
negativen Folie des Lebens, mit ihm werden Willkilir und

Zufall zum endgliltigen Schicksal des Menschenloses; das



Dasein bricht ab, ehe das Ich seine heilige Aufgabe

gefunden hat, ehe es seiner eignen Wahrheit inne geworden
ist" (p. 328). The artistic expression of this notion

is to be found in the fragment Robert Guiskard. A modifi-
cation of this can be seen in Penthesilea. Here death is
no longer perceived as an outside, threatening force, but
the individual has rather come to an inner recognition

of the fact that it is only in death that he will be

able to comprehend fully the meaning of life (p. 329f.).

A third and final interpretation is presented in Prinz

Friedrich von Homburg. Homburg's acceptance of the

Kurfirst's challenge to decide for himself whether he had
been justly condemned, his acceptance of the death sentence,
and the Kurflirst's subsequent pardon are seen by von Wiese
as being a reflection of Kleist's personal resolution of

an inner conflict: the question of how ". . . sich die

vom Dichter erlebte Freiheit des Ich und das dem Gewissen
aufgebene Gesetz des Staates zueinander verhalten, sich
tragisch widerstreiten und dann doch ibertragisch versdhnen
lassen . . ." (p. 334).

It is apparent from the above that the question of
death in the works of Kleist has been discussed extensively
from several different perspectives. Generally speaking,
scholars have based their conclusions upon one of two

separate but distinctly interrelated premises. On the

one hand there has been the tendency to regard the facts




of the author's biography as a basis for the interpretation

of his works, thereby emphasizing the correspondences
existing between the author's confrontation with death
and the circumstances surrounding the death of the characters
he has created in his works. On the other hand there is the
tendency to attribute the preponderance of death scenes in
Kleist's works to a tragic conception of existence, to a
life filled with tragic experiences. The point of departure
for the latter approach is generally the Kant crisis. As
a result of his confrontation with Kantian philosophy,
Kleist despaired completely of man's cognitive capabilities
and felt himself and mankind to be under the dominance of
the blind, irrational, often destructive forces in the
universe. This recognition, coupled with the several other
frustrations and crises which he experienced in the course
of his life, contributed toward the development of a
totally negative, pessimistic view of life and toward the
conviction that the destiny of mankind is in the hands of
the irrational forces in the universe. Death thus represents
not only a form of release from these pressures, but, more
significantly, it also represents the medium through which
the individual is relieved of the necessity of succumbing
to these forces.

This present study is not intended as a refutation
of prior criticism, nor is it intended to be the definitive

study on the topic. In the opening section we have




acknowledged that there are very definite parallels which
can be established between the fate and experiences of
the author Kleist and that of several of his characters.
Likewise, there can be no question that throughout his
lifetime Kleist continually wrestled with the problem of
death and that the idea of suicide held a very definite
fascination for him.

One must question, however, the validity of using

the personal experience of the author as the basis for

the attempt to come to an objective understanding of his
works, and, conversely, the validity of attempting to
interpret the author's personal experiences on the basis

of similar experiences on the part of his characters.

While examining a work of art in the light of the author's
personal experiences, one must be aware, as Wellek and Warren
point out, that there are several alternatives which must
be considered. "A work of art may rather embody the 'dream'
of an author than his actual life, or it may be the 'mask,'
the 'anti-self' behind which the real person is hiding, or
it may be the picture of the life from which the author

wants to escape."15

This is not to deny, of course, that
an author's personal experiences are often incorporated
into the work of art. Before any final conclusions can
be made, however, one must be aware that ". . . the author

may 'experience' life differently in terms of his art:

actual experiences are seen with a view to their use in
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literature and come to him already partially shaped by

artistic tradition and preconceptions."16

In this present
study we shall attempt to determine the manner in which
Kleist has incorporated his personal experiences into his
literary productions.

The same objections can be made to those interpre-
tations which focus on Kleist's "tragic experiences" in
life and the resultant tragic, pessimistic view of life
which is allegedly expressed in his works. There are
here, too, other factors which must be taken into con-
sideration. The view that the Kant crisis had a decidedly
negative, depressing effect upon Kleist's Weltanschauung
is, I believe, subject to debate. The intensity, the
significance of this crisis cannot, to be sure, be
questioned but must be acknowledged. Later, however, in
the course of our discussion we shall attempt to identify
the more positive aspects and results of the Kant crisis,
emphasizing especially, of course, those elements which
are related to our theme. Another related, but often
overlooked, factor which must obviously be kept in mind
is the observation made by Miller-Seidel who, while
reminding us that there are only two tragedies among
Kleist's seven completed dramas, also cautions ". . . dass
man sich . . . den Dichter einer Tragddie nicht in einem

Zustand der permanenten Verzweiflung vorstellen darf."17
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A statement of the procedures to be followed in
this investigation still remains to be given. While
acknowledging that Kleist may in fact have had a "lifelong

affinity with death,”l8

that indeed at times he may have
been obsessed with the thought of his own death, we can,
I believe, come to a better understanding of the role of
death in his works if we concentrate less on his personal
experiences and focus rather on the manner in which he
has incorporated death into his works as a motif, not as
a predominant theme. The treatment of death as a motif
is justified, I feel, within the context of Wolfgang
Kayser's definition of the motif as ". . . eine sich
wiederholende, typische und das heisst also menschlich

w19 In his works we find the

bedeutungsvolle Situation.
individual confronted time and again with either an actual
physical death, the very real prospect of death, or he is
subjected to an experience which is in some way similar
to death. The resolution of this confrontation, or indeed
the confrontation itself, is not in and of itself thematic,
but it rather serves often as one medium for the expression
of his major themes, a medium for the concrete expression
of abstract principles.20
Muller-Seidel has recognized the functional relation-
ship between death and the process of recognition in
Kleist's tragedies: "Tod und Erkennen bilden einen

unldsbaren Strukturzusammenhang im Trauerspiel Kleists."21
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Kleist himself has also given us an indication of the
manner in which our topic is to be approached. In the
short essay, "Brief eines Dichters an einen anderen,"
(II, 347-9) the author explains that he does not strive
for clarity of expression, meaningful verse structure,
euphbny, etc., merely for their own sake, but rather in
order that ". . . der Gedanke, den sie einschliessen,

erscheine" (II, 348). The poetic devices employed and

the techniques applied are subordinate to the thought
which he, in the work of art, is attempting to project.
Their significance lies in the extent to which they
contribute toward the amplification of that thought.
Thus also the various motifs which Kleist incorporates
into his works are to be considered in terms of their
relation to and their contribution toward the projection
of his artistic intent.

If we are to approach our topic from this perspective,
it will be necessary, first, to examine Kleist's personal
statements concerning death as they are to be found in his
letters. This will not be done with the intent of
discerning or establishing a rationale for Kleist's
suicide. Neither will the attempt be made to restate, to
redefine or reevaluate the parallels and similarities
existing between Kleist's personal experience and that
of his characters. 1If, however, the transformation of

this intense personal experience into a literary motif
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is to be studied, if we wish to determine the function of
this motif in its relation to the major themes in his works,
we must establish and identify those elements which are
central to his conception of death. For, although his
works do not necessarily reproduce or anticipate his
personal experience, his personal conception of death

will serve as the conceptual basis for his employment

of the death motif as one of those elements which affects
the thematic structure of his works.

It will be shown that his presentation of death

is consistent both with his personal conception of death
and with the artistic intent of his works. In the final
analysis, the death motif is inextricably linked with
either the expression of basic, inalienable human values,
the denial of these values, or the need on the part of
an individual or a community to come to an acceptance

of these values.






II. CENTRAL ELEMENTS IN KLEIST'S

CONCEPTION OF DEATH

While dealing with a topic as complex as Kleist's
conception of death, one must recognize that it is but
one, nevertheless essential component of his total world
view. His understanding of the meaning of death to a
certain extent determines and is in turn determined by
his understanding of himself and of his role in life,
his awareness of both his relationship and responsibilities
to his fellow man, his understanding of the meaning or
purpose of life, and also his concept of God.

This chapter treats matters of a conceptual
nature. The individual's grasp of any of the various
phenomena present within the realm of his conscious
experience is, however, dependent upon premises which
he has accepted to account for those phenomena, such as
immortality or the nature or existence of God, which 1lie
outside of the realm of his conscious experience and would
otherwise be beyond the reach of his cognitive capabilities.
The acceptance or rejection of such premises, be they
religious or purely philosophical in origin, determines
the manner in which the individual perceives the various

phenomena of life; it establishes the frame of reference

14
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which serves as the basis for his interpretation or
evaluation of things, and it determines the course and
direction which he will follow in his actions.

It is for this reason that the Kant crisis of the
spring and summer 1801 was of such profound significance
for Kleist. During this time the poet became convinced
that the manner in which he perceived the meaning and
purpose of his existence in this life was based upon
invalid premises. This recognition did not culminate
in, as has been maintained, a rejection of the validity

22

of reason in and of itself; it was not an absolute denial

of man's cognitive capabilities, but it rather awakened in

Kleist the realization of the need for a shift of emphasis,
a change of direction in his mode of thinking, his manner
of perception, and, consequently, a re-orientation in his

system of values.

A. Pre-Kant Crisis

It is not, of course, within the scope of this
investigation to treat in great detail all the intricacies
of the Kant crisis. We shall rather concentrate upon
identifying those insights gained during this crucial
period of time which have a specific bearing upon his
conception of death. An analysis of the results of the
Kant crisis is essential for an understanding of Kleist's

conception of death, for it was as a result of the insights
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gained during this time that the foundations upon which he
had built his aspirations both for this life and the next
were destroyed. With the invalidation of the basic premises
which determined the manner in which he perceived all things,
Kleist was compelled to consider the meaning and purpose of
both 1life ana death from a new perspective.

An analysis of Kleist's earlier letters will reveal
that in the period prior to the Kant crisis the idea of
death played a minor role in his thinking. 1In his earlier
years he subscribed to the rationalistic mode of thinking
typical of the 1late Enlighﬁgent period. The manner in which
he perceived all things was teleological: his awareness or
consciousness of all things was predetermined by his
acceptance of the premise that there is an ultimate design
or purpose in the universe. Characteristic of this mode
of thinking is also the conviction that it is possible for
man to acquire knowledge of this ultimate design or purpose.
An inevitable consequence of such a mode of thinking is the
emergence of a perspective on life in which the individual
perceives of the meaning of life in terms of a hope for
fulfillment in a future level of existence. As a result,
one must establish both immediate and ultimate goals for
his life. Although his immediate goals are always
subordinate to his ultimate goals, the attainment of
his ultimate goals is contingent upon the degree of

success he has in attaining his immediate goals.23
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In the letter of March, 1799, to his former teacher,
Christian Ernst Martini, Kleist identifies his desire to
find happiness in this life as being a primary cause of
his decision to abandon his military career: "Ohne die
entfernteren Grunde meines Entschlusses aufzusuchen,
konnen wir sogleich bei dem verweilen, aus welchem er
zunachst fliesst: bei dem Wunsche, gliicklich zu sein.
Dieser Grund ist natirlich und einfach und zugleich in
gewisser Ricksicht der einzige, weil er im richtigen Sinn
alle meine andere Grinde in sich fasst" (II, 474). Although
the concept "Glick" is not defined in concrete terms, it
is apparent that, on the one hand, Kleist conceives of it

24 "Ich nenne

in terms of an inner, subjective experience:
namlich Gluck nur die vollen und uberschwenglichen Genisse,
die--um es Ihnen mit einem Zuge darzustellen--in dem
erfreulichen Anschauen der moralischen Schonheit unseres
eigenen Wesens liegen" (II, 476). His conception of "Gluck"
is thus drawn into close relation to his conception of
virtue: "So Ube ich mich unaufhorlich darin, das wahre
Gluck von allen &dusseren Umstdnden zu trennen und es nur
als Belohnung und Ermunterung an die Tugend zu kniupfen"
(IT, 474).

The larger context of these passages, however,
reveals that Kleist's wish to find happiness in this life

is ultimately linked with his desire to establish or

determine his "Bestimmung," his destiny or calling in
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life. The term "Bestimmung" must be understood, as
Kreutzer cautions, within the context of Kleist's tele-

ological mode of thinking.25

When Kleist speaks of his
destiny, he is not speaking primarily in terms of a vocation
or profession, but he is rather concerned with determining
the meaning, the purpose of his existence in this 1life.
At one point he defines it as follows: "Bestimmung unseres
irdischen Lebens heisst Zweck desselben, oder die Absicht
zu welcher uns Gott auf diese Erde gesetzt hat" (II, 318).
Because, however, he perceives of the meaning of existence
from the perspective of the prospect of its fulfillment in
the future, in the life after death, the determination of
his "Bestimmung" in this life is ultimately dependent upon
his perception of his eternal destiny. The vocation one
selects for this life, then, becomes the concrete means
by which the individual attempts to find his place within
the established order. It is in his vocation that the
individual is provided with the opportunity of attaining
the goal of fulfillment in his earthly calling and,
consequently, with the prospect of progressing toward the
attainment of his ultimate goals. In the early stages of
his development, Kleist attempted to find his place in
the established order within the confines of such
"socially acceptable" professions as the military service,
the civil service, the teaching profession.

Essential for the determination of one's destiny

or calling in this life is, according to Kleist, a
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thoughtful, rationally composed "Lebensplan." The term
"Lebensplan" is not to be construed as having reference
to one specific plan which is valid for all men.26 It

is rather to be considered as a prerequisite, a condition
for a meaningful existence and ultimately, of course, for
the determination of his "Bestimmung": "Ja, es ist mir
unbegreiflich, wie ein Mensch ohne Lebensplan leben kdnne,
und ich fuhle, an der Sicherheit, mit welcher ich die
Gegenwart benutze, an der Ruhe, mit welcher ich in die
Zukunft blicke, so innig, welch ein unschatzbares Gluck
mir mein Lebensplan gewdhrt, und der Zustand, ohne
Lebensplan, ohne feste Bestimmung, immer schwankend
zwischen unsicheren Wunschen, immer im Widerspruch mit
meinen Pflichten, ein Spiel des Zufalls, eine Puppe am
Drahte des Schicksals--dieser unwlirdige Zustand scheint
mir so verachtlich, und wirde mich so unglicklich machen,
dass mir der Tod bei weitem wunschenswerter ware" (II, 490).
This passage has often been cited as evidence of the fact
that Kleist, from his early years, was haunted by a fear
of death and that he believed that his life was in the
hands of an unknown, capricious fate which was driving
him to his annihilation.27 While this may have been true,
to a certain extent, for times when Kleist was in a state
of extreme depression (for example, at the time of the
failure of his plans for the "Guiskard" tragedy), what

is expressed here is neither a vaguely concealed longing
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for or fear of an imminent death, nor is it an affirmation

of his belief in the existence of an unknown, capricious
fate. Kleist is rather establishing the conditions which
he considers to be essential for a meaningful, purposeful
existence. It is the absence of these conditions which
creates the illusion that one is "ein Spiel des Zufalls,
eine Puppe am Drahte des Schicksals," and it is to this
28

state of existence that Kleist would prefer death.

Throughout the period preceding the Kant crisis,

the idea of death does not occupy a prominent position in
Kleist's thinking. The emphasis in his thinking seems to
be placed almost exclusively upon the need to meet one's
responsibilities in this 1life, in the present, for even
speculations concerning the nature of one's destiny after
death, concerning the future, are made at the expense of
his immediate responsibilities. To Wilhelmine von Zenge
he writes: "Kummere Dich nicht um Deine Bestimmung nach
dem Tode, weil Du dariber leicht Deine Bestimmung auf
dieser Erde vernachlassigen konntest" (II, 565).

There is a threefold reason for the apparently
distinct "this-worldliness" of his thinking. We have
already mentioned that a teleological mode of thinking
fosters an understanding of life in which the individual
perceives of the meaning of life from the perspective of
interrelated, interdependent immediate and ultimate goals.

Although one's immediate goals must be subordinate to his
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ultimate goals, the attainment of his ultimate goals is
contingent upon the level of achievement which he has
attained in his pursuit of his immediate goals. Also to
be taken into consideration at this point is another
notion which was also an integral component of the popular
philosophy of the late Enligh%;;nt period: the belief
that man, because of the inherent limitations of his
reasoning faculties, is restricted to knowledge of his
role in this life. Kleist clearly expresses his adherence
to this principle in the following passage: "Also wage
Dich mit Deinem Verstand nie iber die Grenzen Deines
Lebens hinaus. Sei ruhig Uber die Zukunft. Was Du fir
dieses Erdenleben tun sollst, das kannst Du begreifen,

was Du flir die Ewigkeit tun sollst, nicht; und so kann
auch keine Gottheit mehr von Dir verlangen, als die
Erfillung Deiner Bestimmung auf dieser Erde" (II, 565).

A third factor to be considered in this connection is,

as Muth asserts, the fact that speculations concerning
one's eternal destiny, that attempts to define or determine

22 The

the design or purpose in the universe are futile.
teleological world view, while recognizing the limitations
of man's reasoning abilities, is nevertheless, as has been
stated previously, based upon the premise that there is

an ultimate design or purpose in the universe. Within the

teleological framework, this premise is regarded as being

an absolute truth. It must therefore be accepted as a
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matter of faith. It cannot be, nor does it need to be
subjected to a process of rational, empirical verification.
The full extent of Kleist's adherence to the
rationalistic philosophy of the late Enlightenment period
and also the exact nature and direction of his teleological
mode of thinking is revealed in the well-known letter of
March, 1801, to Wilhelmine von Zenge. It must be borne
in mind, of course, that this letter was written while he
was already in the midst of the throes of the Kant crisis
and hence he is speaking here retrospectively: "Ich hatte
schon als Knabe . . . mir den Gedanken angeeignet, dass
die Vervollkommnung der Zweck der Schopfung ware. 1Ich
glaubte, dass wir einst nach dem Tode von der Stufe der
Vervollkommnung, die wir auf diesem Stern erreichten, auf
einem andern fortschreiten wirden, und dass wir den Schatz
von Wahrheiten, den wir hier sammelten, auch dort einst
brauchen konnten" (II, 633).30 Of interest, first of all,
is that life is viewed as being in a state of continual
upward progression and, second, that its meaning is derived
from its being preparatory for continually higher levels
of existence in the life after death. In the second portion
of the passage, he states more concisely the manner in which
these goals were to be attained: "Aus diesem Gedanken
bildete sich so nach und nach eine eigne Religion, und das
Bestreben, nie auf einen Augenblick hienieden still zu

stehen, und immer unaufhorlich einem hohern Grade von
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Bildung entgegenzuschreiten, ward bald das einzige Prinzip

meiner Tatigkeit. BNildung schien mir das einzige Ziel,

das des Bestrebens, Wahrheit der einzige Reichtum, der
des Besitzes wirdig ist" (II, 633).3l

Besides giving expression to Kleist's early
conviction that it is possible for man, by continually
striving to improve himself through education and the quest
for truth, to attain an ever closer approximation of
perfection in this life, the above statements also clarify

considerably the role of the idea of death within the

context of the teleological mode of thinking. Because

of the emphasis placed, first of all, upon the necessity
of achieving as high a level of perfection as possible

in this life and, second, upon the belief that this
progression toward perfectibility will continue into

the life after death, the idea of death occupies, as

we have stated previously, a relatively minor position

in his thinking. 1Its significance, however, lies therein,
that it is only possible for man to attain complete ful-
fillment, to gain a full knowledge of truth in the life
after death.32 On the other hand, death is but one event
within the context of a much grander sequence of events:
it represents a stage or condition through which one must
pass as he is on the eternal path of progression from the

realization of his immediate goals in this life to the

expectation of continually higher levels of existence in
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the life after death. The ultimate goal of all his
endeavors, both in this life and the next, had been, as

he states at another juncture: . . . mich selbst auf

eine Stufe naher der Gottheit zu stellen" (II, 586).

B. The Kant Crisis

During the Kant crisis, the security which Kleist
had found in his "eigne Religion" was disrupted. As a
result of his confrontation with certain tenets of
Kantian philosophy, he came to the realization that the
system of thought in which he had placed his trust was
based upon an abstract conception of truth. It was based
upon the false premise that, by continually striving to
reach an ever higher level of perfectibility, one can gain
an increasingly deeper insight into the nature and intent
of the creator, the epitome of perfection. The recognition
of the invalidity of this premise caused Kleist to lose
sight temporarily of his role and goals in life: "Der
Gedanke, dass wir hienieden von der Wahrheit nichts, gar
nichts wissen, dass das, was wir hier Wahrheit nennen, nach
dem Tode ganz anders heisst, und dass folglich das Bestreben,
sich ein Eigentum zu erwerben, das uns auch in das Grab
folgt, ganz vergeblich und fruchtlos ist, dieser Gedanke
hat mich in den Heiligtum meiner Seele erschiittert--Mein

einziges und hdchstes Ziel ist gesunken, ich habe keines

mehr" (II, 636).
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Upon close examination it becomes evident, however,
that Kleist does not completely reject the idea of truth
itself, neither does he reject the idea of an ordered,
purposeful universe.33 He is rather rejecting the notion
that man is able to rationally determine, to comprehend
truth. This is of crucial significance for Kleist, for
the solution to the problem is already indicated in the
nature of the problem itself. It is centered, first and
foremost, about the question of man's cognitive capabilities,
and it thereby identifies the source of his inner turmoil
as being his faculty of reason: "Aber der Irrtum liegt
nicht im Herzen, er liegt im Verstande, und nur der
Verstand kann ihn heben" (II, 638). Second, he is aware
that it is a personal problem which he himself has caused
and which only he himself can solve: ". . . ich bin durch
mich selbst in einen Irrtum gefallen, ich kann mich auch
nur durch mich selbst wieder heben" (II, 638). Third, and
perhaps most important of all, he is aware that the solution
to his distress lies in a re-direction, a shift of emphasis
in his mode of thinking. Thus he writes as he is making
preparations to travel to Paris: "Aber ich werde das Wort,
welches das Riatsel loset, schon finden. . . . Im Freien
werde ich freier denken kdnnen" (II, 638). The above
statements again clearly indicate that Kleist is fully
aware that the cause of his current dilemma was his

perception of things from teleological perspective. He
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now realizes that, in order for him to be able to re-
establish his role and goals in life, he must not place
his trust in the premises of any religious or philosophical
systems of thought. He must rather approach the question
of the meaning of life with an open mind, unencumbered by
any preconceived notions.

While considering the various ramifications of the
Kant crisis, one must bear in mind that there were also
pressing external circumstances which contributed
considerably to the emotional intensity of his reactions
to the teachings of Kant.34 On the one hand he was
intensely dissatisfied with his position in the civil
service. In the letter of April 9, 1801, to Wilhelmine
von Zenge he identifies this dissatisfaction as the
primary cause of his decision to travel to Paris: "Du
kennst die erste Veranlassung zu meiner bevorstehenden
Reise. Es war im Grunde nichts, als ein innerlicher Ekel
vor aller wissenschaftlichen Arbeit" (II, 641). 1In relation
to this there is the realization that he himself had
knowingly aroused his acquaintances' expectations for
him by having first accepted a position to which he was
already ill-disposed before he accepted it and, second,
by having undertaken the trip to Paris under the false
pretense of intending to continue his education there:
"Habe ich nicht selbst die Erwartung der Menschen

gereizt? Werde ich nun nicht in Paris im Ernste etwas
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lernen mussen? Ach, Wilhelmine, in meiner Seele ziehen
die Gedanken durcheinander, wie Wolken im Ungewitter. Ich

weéiss nicht, was ich tun und lassen soll--alles, was die

Menschen von meinem Verstande erwarten, ich kann es nicht

leisten. Die Mathematiker glauben, ich werde dort

Mathematik studieren, die Chemiker, ich werde von Paris
grosse chemische Kenntnisse zuruckbringen--und doch wollte
ich eigentlich nichts, als allem Wissen entfliehen" (II,

642-643).

If we accept that the intensity of the Kant crisis
was due, at least in part, to these extenuating circum-
stances, then it becomes clear that, in its deepest
significance, the Kant crisis represented for Kleist a
crisis of consciousness. Earlier, as we have seen, his
consciousness of all things, of his role and goals in life,
was determined by his conception of their relation to the
ultimate design or purpose in the universe. Having come
to a recognition of the invélidity of the premises which
served as a basis for this manner of perception, this
mode of thinking, and having consequently lost sight of
his role and goals in life, Kleist initially finds himself
in a predicament which he describes as a labyrinth: "O
Gott, wenn mir ein einziger Wunsch erfillt wirde, mich aus
diesem Labyrinthe zu retten--" (II, 648). At the moment
his most pressing need, as he himself recognizes, is to

regain clarity of thought, to regain an awareness of
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purpose, of meaning in life: "Ach, liebe Wilhelmine,
leicht ist das, wenn alles in der Seele klar und hell ist,
wenn man nur in sich selbst zu blicken braucht, um deutlich
darin zu lesen. BAber wo Gedanken mit Gedanken, Gefiihle
mit Gefllhlen kampfen, da ist es schwer zu nennen, was in
der Seele herrscht, weil noch der Sieg unentschieden ist"
(II, 654).

As the letters reveal, Kleist fluctuated between
hope and despair. On the one hand we can observe a longing
for the release from the turmoils of life: "Denn nichts

als Schmerzen gewdhrt mir dieses ewig bewegte Herz, das

wie ein Planet unaufhdrlich in seiner Bahn zur Rechten

und zur Linken wankt, und von ganzer Seele sehne ich mich,
wonach die ganze Schdpfung und alle immer langsamer und
langsamer rollenden Weltkdrper streben, nach Ruhe!" (II,
643). On the other hand there is the confidence that the
redetermination of his role in life will lead him out of
his dilemma: "Alles was mich beunruhigt ist die Unmog-
lichkeit, mir ein Ziel des Bestrebens zu setzen. . . . Aber
sei ruhig, ich werde das rechte schon finden. Falsch ist
jedes Ziel, das nicht die reine Natur dem Menschen steckt"
(II, 654). The contrast between the above statement and
the statement in which he expressed the ultimate end of
his earlier goals, ". . . mich selbst auf eine Stufe ndher
der Gottheit zu stellen" (II, 586), is indicative of the

change of direction, the shift of emphasis which Kleist has
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undertaken in his mode of thinking as a result of the

insights gained during the time of the Kant crisis.

C. Post-Kant Crisis

Before the Kant crisis, Kleist had directed his
entire being toward the attainment of an essentially self-
serving, egocentric goal: his life was directed toward
the attainment of an ever closer approximation of perfection,

of divinity. All his other goals in life were subordinated

to this desire. Now, realizing the futility of such efforts,
he has shifted the emphasis away from his personal ambitions
and has focused upon the attainment of a goal which will

be of benefit to mankind in general.

This development, this change of direction in his
mode of thinking, must be seen as a direct consequence of
Kleist's awareness of the futility of all attempts by man
to come to an understanding of the nature as well as the
intent of the creator. Earlier he had presumed to be able
to know God, to be able to determine rationally the will
of God.35 The Kant crisis did not, as some would suggest,
result in the denial of the existence of a benevolent

36 It did not result in the conviction that

divine being.
the destiny of mankind is in the hands of the irrational,
destructive forces in the universe.37 The statement

. . . O wie unbegreiflich ist der Wille, der uber uns

waltet!" (II, 670) must be regarded as a positive
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declaration on Kleist's part. It is, in the first place,
an acknowledgment of, a statement of belief in the existence
of a divine will in the universe. Second, this statement
expresses clearly the new, uncommitted stance which Kleist
has assumed with respect to the divine being. He has not
denied its existence, but he has stated his conviction
that man is incapable of comprehending it. This same
conviction is restated, again with positive connotations,
in the letter of August 4, 1806: "Es kann kein bdser
Geist sein, der an der Spitze der Welt steht: es ist ein
bloss unbegriffener" (LI, 766).

Because of this new, uncommitted stance, Kleist
has come to a deeper understanding of and respect for
one's responsibilities in this life. Accompanying this
recognition is an added significance in the meaning of
death. Prior to the Kant crisis, as we have seen, he
had perceived of death as somewhat of an intermediate
stage between life in this world and the life after death.
Now death becomes the point at which all human activity
ceases; at one point he refers to death as "das ewige Refrain
des Lebens" (II, 783).

As a result, the thought of death may pose a threat
to the individual. Because of the emphasis placed upon
the notion of the necessity of meaningful accomplishments
for this life, the individual may fear that he will die

before he has accomplished anything worthwhile in this
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life. To be sure, we can find this fear expressed in
certain of Kleist's letters, for example: "So habe ich
zum Beispiel\}etzt eine seltsame Furcht, ich m6chte
sterben, ehe ich meine Arbeit vollendet habe" (II, 724).
To be borne in mind is, however, the fact that the above
statement is a reflection of the anxiety which Kleist
experienced as a result of his desperate attempts to

write the tragedy of all tragedies, Robert Guiskard. An

investigation of the circumstances surrounding other

instances at which Kleist expresses either the fear of

an imminent death or an explicit longing for death will

reveal that such sentiments can be attributed to specific

conditions or events which weighed heavily on him.38
In this respect it is interesting to note that

there are times when a seemingly direct expression of

fear of an imminent death is countered with a positive,

cautiously optimistic expression of hope for the future.

A prime example of the latter is the well-known "Eselsgeschrei"

episode. After relating the details of the incident, he,

recalling the thoughts which passed through his mind at

the time, states: "Und an einem Eselsgeschrei hing ein

Menschenleben? Und wenn es nun in dieser Minute geschlossen

gewesen ware, darum also hatte ich gelebt? Darum? Das

hatte der Himmel mit diesem dunkeln, ratselhaften irdischen

Leben gewollt, und weiter nichts--? Doch fir diesmal war

es noch nicht geschlossen,--wofur er uns das Leben gefristet
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hat, wer kann es wissen?" (II, 666-667). At the time of

the incident, he, reacting instinctively, indeed experienced
an acute fear of death. This instinctive reaction caused
him to question the motive, the intent of the creator.

Now, while reflecting upon it, his life having been spared,

he realizes that he must have been given a new lease on
life for a definite, albeit undetermined reason.
More important for an understanding of Kleist's

conception of death is, however, the recognition that, as

a result of his new understanding of the "Geist der an

der Spitze der Welt steht," the idea of death must be
considered in relation to his perception of his role,

his responsibilities, in life. This becomes evident in
the following passage: "Ach, es ist nichts ekelhafter als
diese Furcht vor dem Tode. Das Leben ist das einzige
Eigentum, das nur dann etwas wert ist, wenn wir es nicht
achten. Verachtlich ist es, wenn wir es nicht leicht
fallen lassen kénnen, und nur der kann e€s zu grossen
Zwecken nutzen, der es leicht und freudig wegwerfen konnte.
Wer es mit Sorgfalt liebt, moralisch tot ist er schon, denn
seine hochste Lebenskraft, namlich es opfern zu konnen,
modert indessen er es pflegt" (II, 670). Perhaps the most
striking feature of this passage is the notion that one
must be prepared to give up his life easily and without
regret. To be noted in this connection, however, is that

Kleist is by no means degrading the value of life. Already
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at an early point in his life he had a deep respect for
the sanctity of life: "Aber das Leben, welches wir von
unsern Eltern empfingen, ist ein heiliges Unterpfand, das
wir unsern Kindern wieder mitteilen sollen. Das ist ein
ewiges Gesetz der Natur, auf welches sich ihre Erhaltung
grindet" (II, 492). The fact that he now views life from
a different perspective has done nothing to alter this
conviction.39 The former passage does contain two other
notions which are essential for an understanding of his
conception of death and are completely consistent with
his newly established goals in life. First, it must be

a purposeful death. Second, he expresses the conviction
that being ever prepared to sacrifice one's life is an
ingredient which is necessary for a meaningful, purposeful
existence.

After the resolution of the conflicts which arose
during the Kant crisis, Kleist's perception of the meaning
of death is inextricably linked both with his acceptance
of his responsibilities for this life and with his growing
awareness of his calling in this life. When he resumes
his studies in Paris, he does so, no longer in pursuit
of an abstract truth, but rather for what he calls his
"menschenfreundlicheren Zweck" (II, 684). This shift of
emphasis in his thinking and change of direction in his
course of action away from the expectation of the

attainment of purely selfserving, egocentric goals toward
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the attainment of a more broadly conceived humanitarian
goal is indicative of a reorientation in his system of
valueé; it represents a new awareness on his part of his
responsibility toward his fellow human beings.40 He
becomes increasingly more aware of an urgent inner need,

. + . etwas Gutes zu tun" (II, 692). He perceives of

this need as a personal obligation to his fellow man which
he must satisfy: "Besonders seitdem mich die Wissenschaften
gar nicht mehr befriedigen, ist dieses Bedirfnis in mir
rege geworden. Kurz, es steht fest beschlossen in meiner
Seele: ich will diese Schuld abtragen" (II, 692). The
attainment of his newly established goal in life and the
realization of his urgent inner need become possible for
Kleist in his writings. If we consider the essay "Gebet
des Zoroaster" (II, 325-326) as a statement of his artistic
intent, then it becomes apparent that he, speaking through
the person of Zoroaster, considers it his function, his
responsibility, to make man aware of his current pitiable
state and to show him how he can overcome it and attain
his true potential by changing his mode of thinking and
effecting a reorientation in his mode of thinking.41
Although it cannot be said that Kleist's subsequent
activities were all executed in a manner consistent with
this goal, the will to satisfy this need does nevertheless
serve as a frame of reference which will largely determine

the direction of his future course of action. Since he had
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already attempted to find his place within the established

order in the military service, as a civil servant, and as

a scholar, Kleist realizes that, in order for him to be
able to satisfy his obligation to do good, he must step

outside of the established order: "Eine Reihe von Jahren,

in welchen ich Uber die Welt im grossen frei denken konnte,
hat mich dem, was die Menschen Welt nennen, sehr unahnlich
gemacht. . . . Daher fihle ich mich ganz unfahig, mich in

irgend ein konventionelles Verhaltnis der Welt zu passen"

(IT, 692). This recognition was an instrumental factor in
his decision to openly pursue a literary career.

The drive to satisfy this need to accomplish some-
thing good in this life also has implications which are
of considerable significance in the determination of
Kleist's conception of death. If we consider that the
determination to satisfy this obligation has become, so to
speak, the guiding star of his life, then the full import
of the statements concerning death which are to be found
in his final letters comes to light. Again in this
instance there are external circumstances which must
be taken into consideration. The emotional impact caused
by the current political situation, the sudden, unexpected
death of his patroness, the disapproval of his manner of
life by his family, the collapse of the "Abendblatter"
venture, as well as the timely appearance of his partner

in suicide, Henriette Vogel, cannot be discounted. The
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greatest net effect of all these factors was, however,
first, to give Kleist the occasion to actively seek death
as a release from the pressures, disappointments, and
frustrations inherent in existence. Second, by affording
him this occasion, the awareness of the imminent release
from these pressing matters served to contribute to the
festive, almost Dionysian atmosphere surrounding his

death.42 Thus, though standing in the presence of death,

Kleist can say: ". . . ich kann ihm (Gott) mein Leben,

das allerqualvollste, das je ein Mensch gefithrt hat, jetzo
danken, weil er es mir durch den herrlichsten und wollustigsten
aller Tode vergitigt" (II, 887).

In his last letters we can also detect the deeper,
internal reasons for his death. 1In his final letter to
Marie von Kleist, he states concerning his sister Ulrike:
"Sie hat, dunkt mich, die Kunst nicht verstanden sich
aufzuopfern, ganz filir das, was man liebt, in Grund und
Boden zu gehen: das seligste, was sich auf Erden denken
ldsst, ja worin der Himmel bestehen muss, wenn es wahr
ist, dass man darin vergniigt und gliicklich ist" (II, 885).
These statements reflect the essence of Kleist's conception
of death. Underlying the more obvious feature of the self-
chosen, sacrificial death is the notion of willfully
submitting to death in the knowledge of having totally
committed oneself to the attainment of his goals and the

fulfillment of his destiny in this life. If we consider
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the above quotation in relation to Kleist's awareness of
the necessity of directing his activities toward the
attainment of his "menschenfreundlicheren Zweck," and also
to the urgency with which he perceived of his obligation,

"etwas Gutes zu tun," then we can gain insight into the

meaning of the following statement: ". . . ich sterbe,
weil mir auf Erden nichts mehr zu lernen und zu erwerben
Ubrig bleibt" (II, 885). Although he was not able to
find happiness in this life, although he met with little
success in the profession of his choosing, he can face
death without remorse in the belief that he has totally
committed himself to the fulfillment of his calling in
this life. Since the occasion to sacrifice his 1life has
presented itself, since he no longer perceives of the
nature of the life after death as being dependent upon
the degree of perfectibility attained in this life, he
may die. Feeling that he, by virtue of his artistic

creations, had met his obligations for this life, life

no longer has any meaning for him.







ITI. FUNCTIONAL DIMENSIONS OF DEATH

IN KLEIST'S WORKS

A. Innocent Victims of Circumstances

Kleist not only presents several different modes

of death, but he also utilizes the death motif to serve

various functions at various stages within the thematic
structure to enhance his artistic intent. On the most
basic level, the death of an individual can serve as an
indication of the current evil state of affairs in an
imperfect world. Within the individual works themselves,
Kleist employs this kind of death essentially as a
catalyst, i.e., the needless, at times apparently
unmotivated demise of an individual evokes reactions

from the surviving characters. These provide the dramatic
impetus for the ensuing action and are concurrently
indicative of and dependent upon the state of consciousness
of each of these characters.

1. Die Familie Schroffenstein:
Peter and Aldobern

Nowhere in all of Kleist's completed works does
the presence of the spectre of death appear to pose a
more ominous, foreboding threat than in his first drama,

Die Familie Schroffenstein. The opening lines of the play

38
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are a litany of hatred and of the revenge about to be
undertaken by the House of Rossitz against the House of
Warwand under the pretense of compliance with the will

of God. The conversation between Jeronimus and the
Kirchenvogt in the first scene reveals both the immediate
as well as the ultimate cause of the macabre ceremony of
the opening scene. The immediate cause was the alleged
murder of Peter, Rupert's youngest son, by two emissaries
of the House of Warwand who had been apprehended holding

drawn, bloody knives at the scene of the alleged crime.

Although one of the men was slain immediately, the

suspicions and preconceived notions of Rupert and his
followers were apparently confirmed by the confession

of the surviving emissary just prior to his execution.
Pressed by Jeronimus for the exact content of the confession.
the Kirchenvogt concedes that, because of the tumult of

the crowd, only one word of the "confession" was audible:
"Das eine Wort, Herr, war: Sylvester" (I, 59). It was,
however, this one word which provided Rupert with the
justification for his plotted course of revenge.

The ultimate cause was, as the Kirchenvogt reveals,
the existence of a document of succession: an agreement
between the House of Warwand and the House of Rossitz
whereby, in the event of the complete extermination of
one of the households, the possessions and the sovereignty

of the one would automatically pass over to the other.
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This document, originally drafted, no doubt, in good faith
at a point in the distant past as a testimony to the har-
monious, mutually trusting relationship between the two
branches of the Familie Schroffenstein, soon precipitated
the birth of‘feelings of mistrust and suspicion which grew
in intensity with the passage of time. Instead of
strengthening the relationship between the two branches,
it drove them apart, each group living in the constant
fear of being exterminated by the other.

Although it is established in subsequent develop-
ments that Peter was in fact not killed by Sylvester's
men but was rather the victim of an accidental drowning,
Rupert's desire to avenge his son's alleged murder is the
primary driving force in the dramatic action until the
point at which all the protagonists are confronted with
the truth. Rupert's hastily drawn conclusions at the
scene of the accident, his acceptance of the one word of
the confession at face value, and his instinctively violent,
unpremeditated decision to pursue a course of murder and
revenge are truly indicative of the extent to which his
state of consciousness and his mode of thinking have been
molded by the fears and suspicions inherent in the document
of succession.

It is not to be assumed, however, that the out-
break of overt accusations was triggered by the apparently

incriminating circumstances surrounding Peter's death
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alone. Unconfirmed rumors and suspicions had long under-

mined the relationship between the two families.

In the second scene of the first act we learn that
rumors and suspicions abound in the House of Warwand as

well. The sudden, inexplicable death of Sylvester's young

son Phillip has given rise to accusations against Rupert
and his followers. Agnes, responding to her grandfather's

statements concerning the bond of friendship existing

between the two families, states: "Wie du nur sprichst!
Sie haben dir den Enkel,/ Den Bruder mir vergiftet, und
das sollen/ Nicht Feinde seini!" (I, 67). In the following
lines it becomes apparent that Agnes' suspicions have been
aroused by the suggestion implicit in remarks made by her
mother, Gertrude, who states: "Was hatt ich dffentlich
gesagt? Dir hab/ Ich heimlich anvertraut, es konnte
sein,/ War moglich, hab den Anschein fast--" (I, 67).
Again in this instance, the precipitous allegations
made in response to an unfortunate tragedy in the very
recent past are the ultimate result of both the mistrust
engendered by the age-o0ld family agreement and unconfirmed
suspicions which were awakened in connection with certain
events in the more distant past. Hostilities are not,
however, initiated by the House of Warwand. This is due
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