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Ghost stories, the Sublime and Fantastic Thirds
in Kant and Kleist

THOMAS DUTOIT
H,tnveno uNtvrnstTY

Both eighteenth cenrury philosophy and twentieth century theory have ad-

dr.sr.ith. question oi ghorrr,-ghost stories, and parapsychological phe-

nomena i' oà.. to ,"ir"-" similai question: how is it possible to rhink that

which is beyond reason) beyond .,pttit"ce, that which cannot be grasped? In

the eighteenth cenrury it i, throrgh the nodon of. negative presentation rbat

Immanuel Kant conceptualized ihe possibiliry of presenting the fact that

there .arer, ,.rp..r..rr"Èles, that 'something" is beyond presentation' "Sub-

lime, is th. ,r"à. of this negative presentation within the realm of philosop-

hical aesthetics (in the "Analytik Jes Erhabenen" [1793]); Geisr is its name in

the realm of *par"psy"hological phenomena' (in the Triiurne eines Geister-

sebersllT66)).t-The sublime and Geist are both names for the negative Presen-

t"tion of .something, beyond experience' A third term, the schema' which

Kant developed berween rh.r. *t orhers (in the l{ritih der reinen Vemunft

1iZSf11 and explicitly called a *third,, names the mode of presentation that

*.di"i., b.r*..., *'h"t i, within and what is beyond experience. It serves as

relay berween Kant',s early analysis of thesupernatural realm of Geist and his

late analysis of the natural realm of the sublime'

In the rwentieth cenrury Tzvetan Todorov's study of the fantastic as a literary

geore (Tbe Fantastic),which describes late eighteenth and nineteenth century

ioprrl"t culture ficdon, is an attempt to name with the term *fantastic» an ex-

i..i.rr.. of fundamental uncertainry relative to an e'ent that can be neither

i.rrp.d according to a law, natural or suPernatural, nor to a genre' uncanny

I. *"*"lorr. Thl fantastic would be the name for the limit between rational

and irrational ways of knowing, a limit rhat is neither the one nor the other.

Insofar 
", 

th" proÉl.matic of ths*fantastic, fu 1[2s ef «a feeling" of indecision or

*hesitation, 
"Lort 

th. status of an event which can neither be grasped as suPer-

narural nor as narural, and which cannor be explained either marvelously or ra-

tionally, then fundamental to it is a negative manner of perception' Presentâ-

tio.r, ol as Todorov puts it, negative reading.2 As negative presentadon' the

fantastic functions analogouslyio Kanr's sublime and Geist. As middle term

and *third genre» b.m.À the narural, i.e., uncanny, and the supernatural, i.e.,

marveloüs, the fantastic shares the key feature of Kant's mediaiing s"hema'3
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Among such parallelisms as sublime/Geist, natural/supernatural, where

mediation imposes itself as "third" in terms of the schema or the fantastic,

Heinrich von Kleist may be read, as "third," between the philosopher (KanQ

and the literary theorist (Todorov). Indeed, "Das Bettelweib von Locarno,,

can be read in terms of both the sublime/Gezsr and natural/supernatural

pairs, in a way that dramatizes the fantastic as well as the schema. It is a story

relying on a seemingly supernatural phenomenon. Diegetically, a marquise

acts as hostess, receiving into her castle a beggarwoman, as guest, whom she

lodges in one of its rooms. The owner of the castle, the host, a marquis, later

enters the room, and orders the beggarwoman to get up from her bed in the

corner of the room and to go across the room behind the oven. The beggar-
'woman obeys, but collapses and dies upon reaching her destination. The mar-

quis is witness to the death of the guest. Thereafter, what seems to be a ghost

in the castle leads to the destruction of the host and his castle. In terms of the

stnrcture of this short four paragraph text, "Das Bettelweib von Locarno" can

be read as the story of a line that, in the first paragraph, is traced by the beg-

garwoman who walks across a room and dies, and then, in the remaining

three paragraphs, of the four repetitions of this linear movement by an un-

graspable noise.4

The present paper is a reading of Kant, Todorov, and Kleist that aims

at analyzing the notion of negative presentation as it is developed under

the terms of *sublime, u Geist (Kant), fantastic (Todorov), and "unbegreif-
liches Gerâusch" (Kleist) in order to establish the links among them.

Kleist has already been read in terms of Kant's sublime and in terms of the

fantastic genre. As '§7'erner Hamacher has convincingly demonstrated

around the topos of the earthquake in Kleist's "Erdbeben in Chiliu and

in Kant's sublime, Kleist's work echoes what Immanuel Kant, in the sub-

lime, calls negative presentation.5 I., li.r. with Hamacher's argument, this

essay develops the smtus of negative presentation in Kleist and in Kant. How-
ever, focusing on Kleist's only «ghost story» I am not simply shifting

the topos of Hamacher's analysis. Rather, I want to stress the relation be-

tqreen the analysis of the sublime and the thinking of Geist (ghosts, spirits) -
both in Kleist and Kant. Furthermore, while Petra Perry has already es-

tablished Kleistt stories as particular «examples» of the "fantastic genre,»

my purpose here will not be to typologize uDas Bemelweib" as one

more «example., Instead, it is the relation between Kant's negative Presenta-
tion and Todorov's negative perception that I hope to elucidate by read-

ing them together with Kleist's story. Rather than applying Todorov's no-

tion of the fantastic to Kleist's story for the sake of rypology, I want to stress

that Kleist's text is about an unclassifiable liminal moment - of which
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the *fanrastic» is one name among orhers - structured by negative Presenta-

tion.
Indeed, .Das Bettelweib von Locarno» foregrounds negative Presentation

".rd 
,r.g".i't . perception in a number of ways' First, vision is negated when the

.stranier, ..,r.rr, hàpp.ns: *dieser Vorfall, der ausserordendiches Aufsehen

*r.h,l, (9).6 The i.p."t.d sounds of falling are associated with a gesture

qAufsebà)'rhat is obviously a lack of vision since nobody sees anything, des-

pir. ,t i, g.r,,rr. b.ing .*[l"d an Auf-s.eben' The prolap se (Vodall) of that

which .kein Mensch ,.rit Arg.r, sehen kann' (16) indicates an «âusserorden-

tliches Aufsehen, precisely É."""" the seeing (Seben) is beyond the order

(ausserord.entl;cb) àf ,..it!, beyond vision ('jemand, den kein Mensch mit

Lg.., sehen ka.rn,).Thelorfallremains a case before the characters, befall-

irrgi.for" th.* *i|hout however belonging to the order of the visual. §ÿhen

.,riiio. i, negated, only sound is left. As Hermann Davidts writes, the noise

made by thà *olr.r.r.rrt is "unsichtbar, 
nur gehôrt' and *wirkt nîcht optisch'

,orrd.ri ah,ustiscb, (83). Davidts even hears the story as a «wortmusikalische

lio.rrpori.io.,, 1., *hi.h Kleist attempted, .poetischen Gedanken in Bach-

,"h.àr, zu fugieren, (85).7Indeed, the Marquis's command'hi:-tht beggar-

'woman go b"h;rd th. or.r, (*sich hinter den Ofen "' verftigen' [2]) unleashes

a fugue Ëf ,orrdr, rurning ih. ""'tlt 
room into an echo-chamber: when the

b.gir.*o*"r, dis"ppe"rJrom the story after the first paragraph' what re-

pl""ci, h., i., th. ,tory is noise, the four times repeated-"Gerâusch" (6' 11' 13'

i61. S..orrd, rhe *content, of the noise is negated and it only functions as a

sigoal tbatsomething happens. There is clearly a noise and for_many readers

itî.s b""n readily 
"rro.i"t.d 

with the guest/beggarsv'oman whom the Mar-

quise hospitably welcomed in the first paragraph, rurning the story into a

"ghost story.» However, such a reading, which might stem from the desire to

f"il U".t onto classified categories (and thar ef gls 
"ghost story» is one), re-

duces the indeterminacy *hi"h is the crux of the story. I shall argue that what

is presented in .Das Béttelweib, is less the supernatural as such (less a ghost

stâry) than the interval berween the supernatural and the natural, berween the

inteiligibl. and sensible, between the concept @',"ff) and the image (BiId)'

These pairs srruc[ure'ÿestern thought. They also structure the "inconceiv-
able, and *invisible, noise. As we shall see, these "ghostly" noises are

presented negarively (no ghost is ever-seen), in terms of the sublime (lexically

"rrd 
,rrr..,rÀlly), and err-.n medi"ted by what is explicitly called a "third"

("etwas Drittes").

1ÿhile for Kant the sublime is a phil0sophical term, he explicitly excludes

from philosophical debates proper rhe question of whether it is possible to
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conceive and represent the dead, the spiritual, or ghosts. Indeed, the possi-
biliry of conceiving and representing the dead, the spiritual, in the form of
ghost stories occasioned Kant, some thirry-four years prior to his "Analytik
des Erhabenen» xnd three years after his Beobacbtungen über das Gefühl des

Scbiinen und Erbabenez, to write a short book, which is in part a review, on
Immanuel Swedenborg, Tràurne eines Geistersebers, erlàutert durcb die
Tràume der Metapby.si,ê (IG).8 Here, Kant sees metaphysics as a science

devoted to exploring the limit of human reason. Philosophical investigation is

especially aware of its own limiu "§üenn diese Nachforschung aber in Philo-
sophie ausschlâgt ..., so ziehen sich die Grenzen enger zusammen, und die
Marksteine werden gelegq welche die Nachforschung aus eigentümlichen
Bezirke niemals mehr ausschweifen lassen,, (7G 985). This limit is that be-
tween the physical and the spiritual, or ghostly, world: rhere is a fundamental
and unbreachable difference between the world of Geist (the world of spiri-
tual beings that are not part of the natural, physical world and its laws) and

the realm of reason which is a product, an effect, of the natural world. Al-
though the concept of Geist is commonly treared everyday, philosophy un-
masks these common insights as illusory further emphasizing the limits to
what can be known: <<erwas mehr Philosophie endernet dieses Schattenbild
der Einsicht noch mehr, und überzeugt uns, da8 es gânzlich au8er dem Ge-
sichtshreise der Menschen liege" (fG 985). lVhen discussing rhe concept of
ghosts, philosophy must work uithin its own limits, within the limit of
human reason. On the question of ghosts, "das Geschâfte der Philosophie hat
ein Ende" for it is impossible for reason to say how somerhing that would not
be part of the natural world could be a pure cause or force without having
been itself an effect, that is, already a part, of the narural world.

New foundations of cause and effect would have to be assumed in order to
conceive of Geist within the realm of reason. Yet since there is no way ro
determine the condition of possibiliry of such new foundations, one can only
discuss Gersr outside the realm of reason and philosophy, rhat rs, as fiaion:
"alle solche Urteile, wie diejenige von der Art, wie meine Seele den Kôrper
bewegt, oder mit andern '§ÿ'esen ihrer Arr jetzt oder künftig in Verhâlmis
steht, kônnen niemals erwas mehr als Erdichtungen seinu (fG 986). One can

only poeticize (dichten), either "schôpferisch oder chimârisch,, about .neue
Fundamentalverhâltnisse von lJrsache und §üirkung" (fG 987). Philosophy
can describe the difficulties inherent in thinking of a world of spirits or
ghosts, but the description of such a world belongs to the realm of supposi-
tion and fiction. Kant, as philosopher, bans spirits/ghosts from rhe philo-
sophy. They "§gl6n". to Erdicbtî,tng,to "fiction" (Erdichtung translates the

^- . -o
Lat:lrlJlctto).'
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However, Tiâunze eines Geistersehers is not only a response to what Kant
considers to be Swedenborg's fictions abour ghosts, but it is also a response to
what was happening in what Kant calls rhe «2çxdsrnies,, nxmsly the fact that
philosophers acted as if they knew what Geisr means. Kant names Christian
August Crusius in particular inTràume eines Geistersehers:he is one of those
philosophers in the academy who make Geist parr of reason (TG 925).
Against Crusius and the «nev/er philosophers'" definition of the word Geisr
as simply a being that has reason, that thinks and wanrs, Kant points our thar
such a definition of Geist is a "self-deceprion» because under the guise of
answering what Gez'sr is, it simply conflates Geisr with reason (TG 925).10 For
Kant, Geist has nothing to do with reason; insread, ir is a fictional product
(but this does not make ir uninteresring, impossible, or simply a curiosiry).
Yet Geist is the principle of life, "das Principium dieses Lebens, d.i., die geis-
tige Natur.» Since Geesr or the «principium of life," is a product of fiction (Er-
dicbtung), this makes the "principle of life" (spirit) secondary to fiction, and
ficdon the pincipiutn of the "principium" (TG 963). Therefore, the «prin-
ciple of life" is first and ultimarely formulared in ficdon. This inversion con-
fers upon ficdon a sratus thar is not simply secondary and derivative, neither
to Geiste nor to reason. Fiction (Erdicbtung) for Kant is ultimately very im-
Portant because it is the .best, evidence of Geist,even rhough it is ar the same
time part and parcel with "gossip" (allgemeine[mJ Gerüchte, TG 967) and
other base forms of nonsensical, ungrounded discourses ('Wabrsagerei, Mâr-
cb en, Sp ie larcrhe h irnlo s er Verniinftler, P b anusterei and Traamd.e utun g).

By being excluded from philosophical, academic, high discourse and rele-
gated to fictional, popular, Iow discours e, Geist allows philosophy to define
itself. Put beneath philosophy, Gerit nevenheless supports it. Kanr's Trâume
eines Geisterseberslocates itself berween «spirit» as it is discussed among rhe
.academics" and "ghost" as it is narrated by story-ællers and yarn spinners
(accordinglS during the composition of his rext, Kanr was *enly, a sublibra-
rian at the Royal Palace Library having himself refused to be considered for
the chair of poetry at the Universiry of Berlin i r,1764).The first, «spirit,» con-
stitutes the ..academic, sçsn. of philosophy; the second, .ghosr,, does not
belong to it. This is why, despite Frank Sewall's claim, in the preface ro rhe
English translation of Kant's texr, Gerst cannor be translated either only by

"spirit" or only by "ghost," although it can be translated by both rerms.
Kant's own «understanding" of Geist is therefore in an ambivalent posi-

tion, a position thar Kant explicitly calls "undecided., Indeed, Kanr's "Schlu8
der Theorie von Geistern" (TG 963) is: *Unwissenheit macht auch, da8 ich
mich nicht unterstehe, so gânzlich alle \ÿahrheit an den mancherlei Geister-
erzâhlungen abzuleugnen " (TG 962). Hence, even rhough udem Leser bleibt
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das Urteil frei," (?"G 963), Kant, as rigorous philosopher, keeps himself "bei
Anhôrung der mancherlei befremdlichen Erzâhlungen dieser Art ernsthaft

und unentschieden, (TG 963). Kant links this indecisiveness of the status of
Geist to the complicated logic of possibiliry opened up by supposition and

Erdicbtung. '§ÿ'hereas the Crusiusian definition links Gerir and Vernunft, ac-

cording to Kant Gezie would be that which is produced precisely notby Ver-

,urft,Luinstead by Vermutung (supposition) and ErdicbtungLl: Gelsr is not

known but ..vermutet" (7G 963). This «vermutete Art \[esen,r, i.e., Geist, can

only be thought through .Verneinungen.,, Even the possibiliry of such nega-

tions originates, so to speak, in fiction (TG 963-64). Supposition (through

negation) opens up what Kant refers to as the "Môglichkeit der geistigen

\(elt,, a possibiliry which lies precisely in Erdicbtung.

Moreover, when Kant responded to Moses Mendelssohn's review of
Triiume eines Geistersebers, he addressed specifically the question of this

enigmatic "possibiliry": it was precisely what he had tried to grasp in Sweden-

borg's .Trâumereien.r, The point behind his Tràume eines Geistersebers,Kant

wrote Mendelssohn, was actually to discern the "Krâfte geistiger Substan-

zen, but onlyinanaprioiway and through judgments of reason. Such an in-

vestigation, he added, dissolved into figuring out whether one could invent

such energies through rational means: *ob man nâmlich eirre primitioe Kraft

d.i. die erste Grundverhâltnis der Ursache zur'§ÿirkung durch Vernunft-

schlüsse erfinden kônne,, (B 72). Yet this possibiliry of invention of the primi-

tive energy is impossible in the order of reason and can only exist in another

order which is the order of fiction: "da ich gewifl bin da8 dieses [the invention

of the primitive energy by reason] unmôglich sey so folget, .w'enn mir diese

Krâfte nicht in der Erfahrung gegeben seyn, da8 sie nur erdichtet werden

kônnen" (872).
Fiction thus testifies b rhe imPossibility of conceiving the powers of Geist

through rational means and of presenting any proof of possibility of. Geist.

However, at the same time, fiction oPens uP a possibiliry for thinking which

comes from the impossibiliry to Present any proof of the impossibiliry of
thinking Geist. As Kant puts iu "diese Erdichrung aber (fictio heuristica, by-
potbesis) kann niemals auch nur einen Beweis der Môglichkeit zulassen und

die Denklichkeit (deren Schein daher kommt dafl sich auch keine Unmôg-
lichkeit davon darthun lâBt) ist ein blo8es Blendwerk wie ich denn die Trâu-

mereyen des Schwedenbergs selbst, wenn jemand ihre Môglichkeit angriffe,

mir zu vertheidigen getrauete» (B 72). A complicated logic of (im)possibiliry

is at play here. There is no possibiliry of conceiving these energies of Geistby
means of reason or experience. They belong to ficdon, which, albeit a Scbein,

is nonetheless an appearance of thinkability. For Kanqfictio is not the ePPear-
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ance of rhe thought itself, i.e., it is not the possibiliry of the thought, because

the appearance admits «not one proof" of possibiliry. However, such thinka-
biliry also testifies to a lack of impossibility: the impossibility of an ability of
thinking of spirits or ghosts can therefore not be demonstrated. Thus, Erdicb-
tung, the only way of thinking Gelst, is neither a possible nor an impossible

way: it is not a possibiliry of possibility (it does not make possible the possi-
bility of a pioi rhought o{ Geist), but it is also not a possibility of impossi-

biliry (it does not make possible the impossibiliry of presentations, appear-

ances, of Geist).

The ghost story - fioio, Erdicbtung, and Verrnatung - caflnot be destroyed

by philosophy, for philosophy would overstep im bounds were it to try to do

so; it cannot, however, serve as the basis for the constnrction of a pioi, ra-
tional judgments about a spiritual/ghostly subject, since the story corre-
sponds to nothing in experience, and is therefore not «vermuteft] ... nach der

Regel der Analogie" (TG 946). Nonetheless, the ghost-stories are a fearure of
experience. They are told and they embarass philosophers badly: "Die Philo-
sophie ... siehet sich oft bei dem Anlasse gewisser Erzâhlungen, in schlimmer
Verlegenheit,, (fG 965). By calling them ..negations," philosophy rids itself
of such embarassing stories, yet gradually incorporates them as «negative

presentation.»12

Although it precedes by thirry-four years the "Analytic of the Sublime,"
where Kant elaborates the notion of "negative presentation,, Tràume eines

Geistersebers thus already sets the concept of negative presentation in place

through the notion of fiæio. Not only, as we have seen, can Geist onlybe
thought through negations: f'aio or Erdicbtung founds this "negative Ver-
stand, or uVerneinung" (7G 963), that is, this impossible possibiliqy in which
Kant recognizes the <<most unknown and at the same time most important
task of metaphysics,, (TG 983). As Hamacher has shown, rhe sublime consists

precisely in a fundamentally negative sensation. Imagination fails to present

ra'w nature, but imagination also interprets this failed presentation, this nega-

tive presentation, as the failure of presentation of an ldea, the Idea being al-

ways, in Kant, unpresentable. Indeed, for Kant the presentation that accom-

panies the feeling of the sublime is "blof| negdtiv» because the inscrutabiliry
of the ldea of the unbounded itself blocks all positive presentation: it
..schneidet aller positiven Darstellung gânzlich den lVeg ab" (Kritik der Ur-
teikkraft lKdU1122-23). The presentation that is incommensurable with raw
nature becomes a presentarion of the incommensurabiliry of every presenta-
don of an ldea. In this rurn, imagination refers to itself negatively: a presenta-
tion of a negâtive refers to a negated presentation. This split or difference
within imagination between incommensurable presentation and presentation
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of incommensurabiliry is the difference of presentation with itself; it is at the

limit, deferring and differing negative presentation from the presentation of
negative presentation. The sublime feeling consists in an oscillation in imagin-
adon between, on the one hand, interpreting its failure to present adequately

the radically .other, (*raw nature» or the "Idea") as a fact of human n'dture

and, on the other, transforming such failure into a negative awareness of a

supersensible faculry. Both GeÀt xnd «the sublime,, are thus structurally con-
sdmted through negative presentation.

Furthermore, just as I have argued that Gelsr constitutes philosophy from
which Kant nonetheless bans it, it has been shown that the sublime represents

a breakdown of philosophy of which Kant's oeuvre is explicitly a part. The
Kitih der Urteilskraft, in which the first, *aesthetic,, part includes the "Ana-
lytik des Erhabenen,, represents Kant's effort to reconcile nature and liberty,
that is, to unify philosophy. However, the sublime feeling does not belong to

the aesthetic traditionally understood (art, the beautiful, form); it is a .mere

appendix." For Derrida, the interest of the sublime consists in how it proble-
matizes presentation through the notion of the limit of presentation: <<the

presence of a limit is what gives form to the beautiful. The sublime is to be

found ... in an.object without form, and the .q/ithout-limio is .represengsd, in
it, 1"par.rto» 127). As Jean-Luc Nancy statês, «fs1p or contour is limita-
don. Such form, contour or limitation is an issue of the beautiful: the un-
limited, on the contrary is an issue of the sublime. ... The unlimited as such

[however] takes off from the border of the limit" (Du sublime 51). To under-

stand the sublime as a presentation of the unlimited, of the infinite presented

as sach, is to misunderstand the "Analytik des Erhabenen,,, for the sublime

would be the extreme border berween the limited and the unlimited. In the

"Analytik des Erhabenen, what Kant calls a *blotle negatiae Darstellung is ar'
ticulated precisely in terms of limits: it guards against "über alle Grenzen der

Sinnlichkeit hinaus erwas seben ... zu wollen,, (KdU 123).lean-François Lyotard

argues that the sublime, the experience of the limit engendered through "ne-
gative presentation,» represents a breakdown in Kant's philosophy: "the
.,Analytic of the Sublime, is negative because ... it contains within itself the

promise of the disappearance of aesthetics. ... The violence of the sublime is

like lightning. It short-circuits thinkingwith itself. ...The teleological machine

explodes" (Leçons 73 -7 4). Ghost stories and parapsychological phenomena

are both excluded from philosophy and constirutive of it because they testify to

negative presentation; similarly, the sublime, characterized by "neg"tire P.es-
entation,» is both constitutive of philosophy and represents its breakdown.

Kant's position onfiaio and ghost stories (as complex impossible possi-

biliry) is echoed by Todorov's on literature-as-fantastic. Although Todorov as
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a literary critic uses the term .fantastic, to describe a specific literary genre ln

a typology of genres (Tbe Fanastlc), he is rapidly led to nore that the fantastic

"rrrrrot 
be conceived as a stable genre, such as the genres of the "uncanny>> or

the .marvelous., Rather, he argues, as the middle, third (non)genre, the fan-

tastic is what never becomes a genre, what never can be grouped under a

general rule, but, at the same time, the fantastic is the law of gerire insofar as it
is rhe moment of indecision ("negative reading") necessary and prior to any

decision as to the generic stanrs of â text. In fact, Todorov sees the status of all

literature after Kafka and Blanchot as .fantastic,, insofar as this «status» con-

sists in a destruction of the opposition between realiry and non-realiry the

real and the imaginary: «By the hesitation thar it engenders, the fanrastic

questions precisely the existence of an irreducible opposition berween the real

and unreal., The fantastic "is that which, within language, destroys the meta-

physics inherent in all languag e" (167). Thus, after remarking that the essence

of literarure is fantastic, Todorov concludes Tbe Fantastic:

Literarure can be possible only insofar as it makes itself impossible. Either what we

say is actually here, in which case there is no room for literarure; or else there is

room for literature, in which case there is no longer anything to say. As Blanchot

writes in La Part du feu: "If language, and in particular lirerary language, were not

consrantly advancing towards its death, it would not be possible, for it is this move-

ment towards its impossibiliry which is its condition and im basis." The oPeration

which consists of reconciling the possible with the impossible accurately illustrates

the word impossible itself. And yet literarure errrs; that is its greatesr paradox. (175)

Literature is thus the paradoxical possibility of its impossibiliry.

The fantastic (hence literature), for Todorov, is the principle of a limit; ne-

gative perception, the fantastic, constitutes a liminal moment:

The fantastic ... seems located on the frontier of two genres' the marvelous and the

uncanny, rarher rhan being an âutonomous genre. ... The fantastic in its pure state is

represented here by the median line separating the fantastic-uncanny from the fan-

tastic-marvelous. This line corresponds perfectly to the nature of the fantastic, a

frontier berq/een two adjacent realms. (44)

§hile what is stake in Kanr's banning rhe «parapsychological" from philo-

sophy is precisely the negative presentation of a liminal exPerience constitu-

tive of the sublime, Todorov's fantastic raises the question of an experience of

the limit in terms of negative percePtion or reading.

This experience of the limit is relevant to the line traced by the nolse rn

Kleisr's ..Das Bettelweib von Locarno,r, not only because the noise is, as I
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shall develop, an event that is fundamentally ungraspable and undecidable

within the story (which links it to the fântastic) and because the noise is lexi-

cally and structurally associated with the sublime (..es erhob sich,,), but also

because what constitutes the story is a liminal experience (the return of some-

thing that had been .banned, and that comes back as a «gespenstartiç Ge-

râusch, [12]) in which the limit consists in the line traced by the noise. Such a

line can be read, I will argue, as that between the sensible and the supersen-

sible worlds, between the finite world and the infinite world, between the

bodily and spiritual worlds, the living and .dead" world, and ultimately be-

tween the sublime and the parapsychological. This line can be called .fantas-

ricr: ..this line corresponds perfectly to the nature of the fantastic, a frontier
between rwo adjacent realmsr, (Todorov 44).

If the fact tbat something happened is certain to the Marquis for whom the
<<event» is an uunbegreifliche[s] Gerâusch,, (17),what happens is not. Indeed,

the Marquis is terrified vrhen the Florentine knighq a potential buyer of the

casde rÂ/ho comes to visit it, assures him, "daf! es in dem Zimmer spuke" (6).

He feels horror but without knowing why: "Der Marchese erschrocken, er

wu8te selbst nicht recht warum" (7). The feeling testifies to the Marquis'
awareness that something has happened but the reason for the feeling, the ex-

planation of utbat happened, remains unknown, "invisible" and heard only in
a ..noise., The .event, of the four times repeated noise is neoer diegedcally

linked to the beggarwoman: in the second part of the text, the Marquis never

refers to the beggarwoman of the first part or ascribes the noise to her; more-

over, unlike the beggarwoman, the noise seems to have a grammatically mas-

culine agent: ..das entsetzliche Gerâusch lâflt sich wieder hôren; jernand, ...

hebr sich... empor; man hôrt das Stroh, das unter ibm rausch:o (1e).13 The in-
decisiveness concerning the noise is reinforced by the fact that none of the

characters links it to the beggarwoman or to any other cause. They all feel the

need to invesdgate it ("s1 ..' beschlo8, die Sache in der nâchsten Nacht selbst

zu untersuchen ... um der Sache auf den Grund zu kommen» [14]), although

their investigation is not successful. Insofar as they remain incapable of find-
ing an explanation or a cause for this event ("dsrn Vorfall irgendeine gleich-

gültige und zufâllige lJrsache ... unterzuschieben" [13]), the undecidability
remains. However, while at the diegetic level (that o{ the characters) there is

no explicit link made between the noise as effect and the beggerwoman as

.rur., 
", 

the textual level (that of the narrator) the tink is strongly s,rggerted'14

In the second paragraph the narrator stresses the relation berween what hap-

pened in the first paragraph and what follows: .in dem oberwàbnten ... Zim'
mer" (5); and the text's last phrase, "in dem \[inkel des Zimmers, von wel-

chem er das Bettelweib von Locarno hatte aufstehen hei8en" (20), explicitly
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names the beggarwoman of the first paragraph, who had disappeared from

the diegesis and from the characters'discourse after the opening paragraph.

There is a rupture between the diegesis and text, between the characters'

memory and the textual memory.

The problematic status of the genre of the story (its not so evidént status as

ghosr story) srems precisely from this ruprure.l5 Indeed, for Todorov, what

Ih".".t.rir., f"rrtrsli" literarure is a fundamental indeterminacy in reading:

the fantastic is defined "by the ambiguous PercePtion which the readerhas of

the narrated events>> (32, my emphasis). The reader in question, Todorov

adds, is not any empirical, .,real,r, s1 *particular' reader but a t'function' of

reading implicit in the rext, (32). The ambiguous perception of the reader-

function is .inscribed in the text with the same precision as are the move-

ments of the characters" (32). In .Das Bettelweib," the reader-function in-

scribed in the text includes two readings. On the one hand, the narrator's

reading suggests the supernatural and leans towards the «marvelous'" On the

other, in the presence of their servant the married couple suPPress such a

reading of the noise as supernamral, or indeed as anything nnsettling in any

*ry, b1."r.e they \Manr sdll to be able to sell the castle: "der dringende
.wunsch, das schlo8, es kosre.was es wolle, los zu werden, vermochte sie, das

Enrsetzen, das sie ergriff, in Gegenwart ihres Dieners zu unterdrüçlçsn»; they

therefore rationalize the noise with an indifferent explanation: "und demVor-

fall irgend eine gleichgültige und zufâllige lJrsache, die sich entdecken lassen

mürr., unterzuschieben" (13). The reader-funcrion is thus strucrured as a

hesitation, an indeterminacy, characteristic of the fantastic, berween these rwo
r16

Poles.
Furthermore, according to Todorov, the fantastic stems from a PercePtion

which produces the sensation tbat something happens but also the sensation

of a raJical uncertainty about the status of wbar is perceived. The fantastic re-

action implies a <<strange» event but the strange event is not in itself what

makes the fantastic. \7hat characterizes the fantastic is the reaction to the

event, which is one of inconclusion and hesitation which renders the event

ungraspable: .the reaction makes it impossible to grasP the action. ... If the in-

,irt.r,". on the perception is too strong, the object is no longer perceived"

(Todorov 103). In .Das Bettelweib von Locarno, the initial element of the

.fantastic, development - the beggarwoman's body - disappears. Its 're-
rurns>) in rhe formtf noises are inconceivable or ungraspable (unbegreiflicb).

The first <<strange event)> can no longer be grasped, even the repeated sub-

sequenr noises can no longer be grasped: .der Marquis, der den Degen ergif-

fri,*e, da? ruft, und da ihm niemand an!.worrer... nach allen Richtungen die

Luft durchhaut" (17); noises of movemenr evoke a body but there is not one:
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.das entsetzliche Gerâusch lâfh sich wieder hôren ... gtad als ob ein Mensch

auf ihn eingeschritten kâme, (16). Insread, the perception grasps the couple:

.das Entsetzen, das sie ergriff" (13).

As wirh Todorov's f"ri"rti., in *Bettelweib von Locarno, what happened

is uncertain, but not uncertain is the fact tbat the event, .it,, happened be-

cause when .it, happens, .it, produces a reaction' As Emil Staiger wrote: «es

wird meist ,richt g.iragt: \flas geschieht jetzt? sondern: 1üenn das geschieht,

wes tut oder ftihli eine-r dann?, (117). Like Todorov, Staiger emphasizes the

reaction and not the event itself because before one can ask what happens, it

is necessary that something indererminant have happened. The ungraspa-

bility of 
"., 

.,r..r, lies in the f""t th"t an event occurs prior ro asking what that

.r.rrt ir. once what the event is has been determined, the event as event no

longer is. Although the event can be analyzed and expressed by 
1 

content'

.h.r".by ,.rr*.rirr! the question 'what happen5|», the occurence of the event

", 
,,r.É i, ,rot gr"lp"ble and it is this ungraspabiliry to which one bears wit-

ness in the occurence of an event. The feeling rhat this entails, Lyotard notes,

*has been baptized or re-baptized, berween the seventeenth and eighteenth

European cenrury by th. name sublime, (Inbumain 105). Indeed, the percep-

tion àf the repeated, inconceivable noise in «Das Bettelweib von Locarno"

gives rise to 
"?."[.rg 

of shock akin to the sublime feeling: .Aber wie erschüt-

L. *", .r, als er in àer Tat, mit dem Schlage der Geisterstunde, das unbegreif-

liche Geràus.h *"1rtt "[6" 
(11).

The noise (Geràuscb)is not the only ungraspable thing in *Das Bettelweib

von Locarno»; a rumor (Geriicbt) rose uP @rhob sicb) under the Marquis'

own house-seryants: .dergestalt, da sich unter seinem eigenen Hausgesinde'

befremdend und unbegreiflich, das Genicht erhob, da8 es in dem zimmer,

zur Mitternachtssrunde, umgehe, er, um es mit einem entscheidenen ver-

fahren niederzuschlagen, beschlofl, die Sache ... zu untersuchen" (9). "Be-
fremdend, 

"nd 
.urrb.greiflich" clearly modify "das [sich erhebende] Ge-

rücht, since .be{remdÀd und unbegreiflich, are situated in the subordinate

.lxu5s «da sich unter seinem eigenen Hausgesinde, befremdend und unbe-

greiflich, das Gerücht erhob., In this sense, the fact of the rising up of the Ge-

îi.;rh, i, that which is ..befremdend und unbegreiflich.,, However "befrem-
dend,, and *unbegreiflich, implicitly also modify the 'it' (es) in "da8 es in

dem Zimmer, ,r, Mi,r.rrrr.hsstunde, umgehe'' This "it" refers to the noise'

whereby uit, is the .unbegreifliche und gespenstartige Gerâusch., In this

case, it *ould be rhe ,pooÈy noise (es gehe um) which is "befremdend 
und

unbegreiflich,, 
".rd 

.oi th. ru*or. The point, therefore, is that .befremdend

,rrd,i.,b.gr.ihi.h, h", a double reference: *das fsich erhebende] 6..iiç[t» as

well as the rising uGerâusch., The Marquis v/ants, .es ... niederzuschlagen,'
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I

I

i.e., the rumor and rhe noise. The rumor (Gerüchd and .it' ("das Gerâusch")

are syntactically connected because their uprising is "befremdend und unbe-
.rt, r 17

grerlllcn.»
.Gerücht, and *Gerâusçfi» are not only connected syntactically by "bt-

fremdend, and .unbegreiflich" and by the third Person neuter Pronotin *es,'

they are also both linked by the verb sich erheben, erymologically linked to

the sublime.ls This rrerb âppears three times in the text: *Die Frau, da sie sich

erhob, (3); "das Gerücht erbob sîch,, (9); and .aber wie erschüttert war er, als

er in der Tat, mit dem Schlage der Geistersrunde, das unbegreifliche Gerâusch

wahrnahm; es war, als ob ein Mensch sich von stroh, das unter ihm knistene,

erhob ... und ... unter Geseufz und Gerôchel niedersank, (11). Through the

verb .sich erheben,» the woman, the rumor and the noise are connected - and

linked to the sublime. Not only is there an etymological connection berween

the rising up of the woman, rumor' noise ("sich erheben") and the sublime

(d.as Erblbine), but moreover rhe event of the rising up - as "befremdend"
2nd *unbegreiflich, - approaches the basic srructure of the srrblime. Their

happeningl"sich erheben,) is what is strange and inconceivable. 1ühen the

u"rb ,icb irbeben appears in connection with the Geràuscb, the noise is po-

sited (..unter ihm knistertçr) but the presence of what makes rhe noise - the

person, the straw - is purely hyporhetical (they are .rhere, only by the "als
lU ...r). The .unbegt.ifli.h. Gerâusch, (the noise "ef" rustling straw) only

indicates the rising up of a *Mensch' that is not there. Just as the sublime is

the anxiery provoked by negative presentarion, i.e., by an uncertainry in-

volved in the taking place of an occurence, both the Geriicbt and the Ge-

ràuscb are presented", .r.rr,, linked to the sublime - i.e., as the arising of that

which imagination cannot grasP'

In K"nrt analysis, the feeling of the sublime coincides with a collapse of the

subject, stemming from imaginarion's simultaneous abiliry to «hear» and in-

abiiiry to urd.rst".rd the voice of reason (KdU 98).In Das Bettelzoeib von

Locamo the result of an inconceivable noise is the collapse of a subject, the

Marquis, and of its castle. Both are shattered: the Marquis - .wie erscbüttett

*., .r, (11); the house - uin Schutt und Trümmern" (1). Just as the woman,

the noise and the ntmor v/ere linked through the signifier .erhob' in the verb

sich erheben, the breakdown of the Marquis is linked to that of the castle

through the punning stem schutt - .Stroh, das man îhr wterschürtete" (1) -
that shakes Jo*n both. The collapse of the subject is that of his position of

authoriry as one who gives orders. \Thereas in the storyt opening paragraph

the Marquis orders the old woman to cross over the room' a command which

she obeys before dying, in the rest of the text it is the noise that commands the

Marquis,s arrenrion. The story begins vrith the Marquis' arbitrary yet seem-
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ingly absolute, order: *Der Marchese, der ..' zufâllig in das Zimmer trart ... be-

fahl der Frau unwillig ... aufzustehen, und sich hinter den Ofen zv oer-

fiigen.... tD]i. Frau... ging...wie es zorgescbrieben war, über das Zimmeo
(2-3). The verb prescribing the w'oman's movement (sicb zu tterfiigen) refers

at the same rime to a spatial move and to a position of authority. Sicb tterfügen

means <<to move» and tterfilgen über means «to have authority over.' Orde-

ring the woman to go behind the stove, the Marquis assumes absolute auth-

ority over her. Commanding ("§sfxhl") is a so-rt of prescribing («vorge-

schiiebenr;. Prescription is not, however, I"*.le Th.t.after, however, the

Marquis' command and the w'oman's obedience are inverted chiasmatically;

respectively, they become the "law" of that noise associated with the woman's

rerurn and the obligation of the Marquis. The Gesetz of the noise, we shall

see, stems from the fact that it is an "entsetzliches Gerâusch" (16), that it pro-

vokes *Entsetzen, (13, 19). Both.law, and "obligation" are more fundamen-

tal than .commands,, or .obedience." tWhat changes in this inversion is not

only who is in what position, but also, the terms at stake: obedience is not ob-

ligation; a command, not a law. More than just inverted, the terms are re-in-

scribed.20

Furthermore, the structure of this inversion and re-inscription coincides

with that of the relation berween rising and falling in Kleist's Das Bettelweib

ÿon Locarno as well as in Kantt "Analytik des Erhabenen., In "Das Bettel-

weib von Locarno, the line drawn by the "alte kranke Frau" is constiruæd by

her repeated rising and falling: oDie Frau, da sie sich erhob, glitschte mit der

Knicke auf dem glamen Boden aus ...; dergestalt, da8 sie zwar noch mit unsâg-

licher Mühe aufstand und ... niedersank" (3). Her movemenr is one across,

i)ber, atthe same time as it ends in her sinking down. Her getting up alternates

with her falling down. This alternation echoes how Kant describes the feeling

of. rhe Erbabenen.TnKant, the subject is caught in an oscillation between ris-

ing and falling and also between trying to forge a passage from the sensible to

the supersensible and not being able to. Imagination moves simultaneously in

rwo directions: *Das Überschwengliche für die Einbildungskraft... ist gleich-

sam ein Abgrund" (KdU 103). This rising (iiber) and falling (ab) of imagin-

ation in the sublime feeling is akin to that impossible passage the subject

nonetheless tries to forge. No Passage across the gulf (Kltuft) seParating the

sensible from the supersensible is possible ("kein Üb.tgr.,g ist môglich"

[1 1 ]).
Similarly, in..pas Bettelweib von Locarno, the rising and falling motion of

the beggarwoman passing across the room and retraced by the noise etches

rhe fauhline that produces the breakdown of the house and of the Marquis.

However, while Kant maintains the dead-end nature of the crossover from
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the sensible to the supersensible ("kein Übe.g"ttg ist môglich"), in "Das Bet-

telweib von Locarno, the old w'oman does go across the room: tdergestalq

da8 sie ... aufstand und quer ... iiber dasZimmer ging (3). Vhat is the nature

of 1[i5 "going over,? It is akin ro thar death which Kleist bespoke in his letter

to Rühle von Lilienstern: .la8 uns etwas Gutes run, und dabei sterben! Einen

der Millionen Tode, die wir schon gestorben sind, und noch sterben werden.

Es ist, ak ob oir aus einem Zirnmer in das and.ere gehen» (768). \while cross-

ing the room the s/oman goes 'beyond" life' *niedersank und verschied'"

ml.king the movemenr from this room ro one of another order. The old

*o-..r.rorsing over the room would pass an absolute border, that between

.life, and .de"th., Thus, the .vernehmliche schritten, of the noise after her

death resonaæ as Pds au-delà.zr

For rhe ,rror.*1rr, *beyond, the room situates repeatedly the "beyond" iz

the room: the noise/ghosr remains iz rhe room. Although something goes

..over there,, something yet stays ..[s1s,» in the corner of the room' Drawing

the abstract line across rhe room, the old woman rises up (erhob sicà), stands

up (aufstand), and goes across rhe room <<mir unsâglicher Mühe" (3), an effort

*hirt-*rr.rrryably, bespeaks the impossibiliry or the inadequacy of the sub-

ject at «going over» th; abyss berween .,here, and "beyond,, between the

,e.,ribl. 
"rrd 

ih. ,.'.rp..r"nsible. The verbs describing her movement tell of an

alternation between aufsteben and niedersinhen (that continues when the

Marquis, «um es ... niederzuschlagen,, "liefl sein Bett ... aufschlagen" [9, 10]).

The ueffort, of rhe beggar.w.oman going across the room is that of an im-

possible passage, or as Kanr puts ir, oein Bestreben zum Foruchitte ins un-
endliche" (Kdu 94, my emphases). Thus, of both Kant and Kleistt text, one

can say rhat the Übrrgong is at the §ame rime the [Jntergan§, rhat is, Auf-

stand. or Erhebung into a beyond is at the same time sinking down into the

Abgrund,.
ù f".r, rising movem enrs (sicb etbeben, iibergeheu,, aufstehen, aufgehen)

remain 
".rchor.d 

in the text by the sixteen-times repeated verbal prefix or

preposition ,4'nter" <lJrfierschüttete» (1), tun1s1" (3)' "unterzubringen" (5)'

.h.rrrrr.r,, «unter» (6), tunter,' «untersuchen" (9), "unter,» 
«unter» (11)'

.herunterrr, .IJntersuchung,» «unterv/erfen, (12), uunterdrücken,' «unter-

zuschieben» (13), .un1s1halgsn" (15) and ..unter" (16). The "Sache ..' zu un-

rersuchen» is never to touch ground, never ..der Sache auf den Grund zu

kommen,, (14). Moreover, ..das entsetzlicbe Gerâusch" (16) unseats and up-

se$ the couple who were said to <<setzen sich" and r)r' "sich "' zu unterhal-

ten, (15). TÈus, the effort, the .Entsetzen, das sie ergriff, ..- zu unterdticken,»

is merely to end with the..Marchese, von Entsetzeniibeneizt" (19). This

noise therefo re entsetzt,indeed absetzt,by atAbsetzung or deposition that is
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retribution for the Marquis's initial injustice toward the old woman while he

"seine Büchs e abzusetzen pflegte" (2). From "Büchse abzusetzen,, the Mar-
quis, .(s12s, in hand, will "in Flammenÿaufgehen^

This deposing and dispossessing of the Marquis i3 ihe Entsatz, so to Épeak,

produced by that noise which entsetzt.zz Telling of a removal of status and an

anti-position, .entsetzliches Gerâusch" or .,Entsetzen>> operates as the story's

Gesetz or moral by which the Marquis is repeatedly arraigned to a hearing

(.hôrten,, *hôrt, [13, 16]) in the tribunal-like "eîngeicbtet[en] Zimmer" of
fiis "gehôrig[en] Schlo8." Here, he presumes to be judge, and .es ... nieder-

zuschlagenr; he concedes to this haunting or *entsetzliches" law, to this
*Spuk,, some "Ricbtigh,eit," yet ends vainly slashing at it «nach allen Ricb-
tungen.» This haunted room as tribunal recalls Kant's dramatization of con-

science as courtroom when he questions whether man can seen as an «ange-

borenefr] Richter über sich selbstrr: "Das Bewufltsein eines inneren Gerichts-
hofes im Menschen ... ist das Gewissen, (MdS 438). Such conscience "folgt
ihm wie sein Schattenr; it is a voice that cannot be muted, for man can "nicht
vermeiden, dann und \ilann zu sich selbst zu kommen oder zu erwachen, wo
er alsbald die furchtbare Stimme desselben oernimmt.... Sie zu hôren,kann er

doch nichtvermeiden, (MdS 438,Kant's emphasis). Elsewhere, the moral law

associated with this hearing repeatedly knocks down him who would place

himself as maker of the law: ..die reine Vernunft,, "schlàgt den Eigendünkel

larrogantia) gar nieder";..also schlâgt das moralische Gesetz den Eigendün-
kel nieder"; "dieses Gesetz,, which ..ihn sogar niederscblàgt,» occasions

uAcbtungu (KpV l3O, Kant's emphasis). In Kant as in Kleist, whoever would
usurp the enunciating position of the law is fundamentally displaced by the

hearing of a law whose property it is to deÿ being placed, deduced or re-

duced.

Such an *entsetzliches Gerâusch, even upsets the notion of opposition, of
rhesis and antithesis, of. Satz and Gegensarz, which seems to structure the

noise (and text) as either uncanny or marvelous. For of the four times that the

noise is mentioned, the second and third time set up the ruro «opposed" read-

ings of is odas unbegreifliche Gerâusch" stresses its uncanny asPect, whereas

.dasselbe unbegreifliche, gespenstartige Gerâusch" shifts the stress toward

the marvelous. If the first mention is without adjective, ..mit einem Ge-

râusch, (6), the final mention, ..das entsetzliche Gerâusch,, unsemles the bi-
narily-opposed second and third readings insofar as, lexically and themati-
cally, this "entsetzliche,, noise functions as a negation of (op)position, as anti-

position.23

That Kleist's text works off binary thinking, i.e., thinking structured by bi-
nary pairings or oppositions (sensible/supersensible, falling/rising, mor-
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raliry/spirirualiry), becomes absolutely clear when one Pays attention to the

high number of couplings or doublings thar funcdon in the text. There are

ninereen pairings in this three-page text: "Schum und TrüIrllnern» (1); "hohen
und weitlâufigen, (1); "Stôhnen und Àchzen" (3); "niedersank und ver-

schied, (3); "Krieg und Mifiwachs" (4); "obenerwâhnten, leerstehenden" (5);

.schôn und prâchtig» (5); "verstôrt und bleich" (6); "hoch und teuer" (6);

*langsam und gebrechlich" (6); "Stôhnen und Àchzen, (6); "befremdend und

unbegreiflich" (9); "Geseufz und Gerôchel" (11); "5çhsusn und ungewissen"

(12); "verriegelt, versichglss" (12); "unbegreifliche, gespenstardge, (13);

"gleichgtiltige und zufâllige" (13); "Kopf und Beine" (15); "fu1ss6nd und bel-

Iend" (16). There are also many strucrural doublings à distance where charac-

ters other than the beggarwoman-noise pair are described doing the same

things with the same words at different momenls, e.g': "als der Riner ... ber-

unter ham .,. oersicbernd, da$ e5 ..." (6) and *da [der Marquis) herunter kam

... [und] ',tersicbèrte, da$ es..." (12); or, berween the knight, "... lief er *n§Pan'

nen, empf^hl sich und reixe ab" (8), and the Marquis e, *làfit sie anspannen,

ezrschlossen ... abzufahren (17).24 On the one hand, these pairings dramatize

the doubleness of a world consisting of the physical and metaphysical, sen-

sible and intelligible, etc.; indeed, in such a one as "dasselbe unbegreifliche,

gespenstartige Gerâusch, the decisive opposidon of the uncannily rationalis-

tic versus marvelously supernanrral appears. Yet, on the otheç most of the

pairs entail coupling in the sense not of opposed thesis and antithesis but of
doubling by supplementariry and contiguiry.25

Placed within a text which so readily gives itself to rq/o opposed readings

(uncanny or marvelous), these systemâtic pairings call into quesdon whether

binary oppositions (physical vs memphysical) are in fact seParate and differ-
enq not themselves related in the same supplemental, contiguous way that,

say, «§ç§hnsn und Àchzen, or *Geseufz und Gerôchel" are. Even "dasselbe
unbegreifliche, gespenstartige Gerâusch,, while referring to the.previous

times the noise was heard, may also ironically suggest that the pair comes to
dasselbe. The fact that nineteen pairings (sixteen joined by "und") and

numerous other doublings appear in a rwenry sentence text tesdfies lo an in-
sistence upon doubleness yet also to rwo ways of thinking opposition: i) there

are really different poles; andlor, ii) such poles are mere stntcilral, equival-

ent, effecrc of some doubling caesurâ. The notion of binary opposirion, such

as supernarural/narural is an effect of the third, where the third term is' gram-

matically and rhetoricallp the caesura, i.e., the und in sixteen of them, the

comma in the other three. Even the beggarwoman and the noise which
doubles her syntactically lexically and thematically form a couple, a couple

that may, on the one hand, be seen as composed by a pairing whose principle
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is sameness or neutraliry insofar as odas Bettelweib" and "das Çsçâu5çh» are

both neuter. On the other, however' this .pair» may be seen as organized by

a principle of gender opposition insofar as "die sich bettelnd[e]," "xhs,
kranke Fr"u, is feminine whereas the general *iemand, associated with the

noise by the Marquis is grammatically masculine. These tq/o resPective pair-

ings (one of a kind of repetitive doubling, the other of a sort of difference)

themselves form a pair whose narure one hesitates to name,.yet whose func-

rional caesur", in tÈis story is death (of the beggarworrr"rr).26

The couple of the Marquis and the Marquise, the Ehepaar itself, can be seen

as the paradigmatic figure of all these binary pairs' The ærm Ehepaar is used

§Mice in the story (6, 15); the couple ends in seParation, the end of the "Ehe-
paar,, being rypographically introduced by the split berween "Ehe" and

<<paar» through the use of the punning conjunction oeher: "Aber ehe sie" (18)

has dme to flee the castle, the Marquise sees it go up in flames that consume

her husband, thus separating the couple or Pddr joined in Ebe, and pariry in

general.zT

\ühat comes berween rhe EbEaar so as to PrePare this separation? It
would seem to be the *noise,» yet a closer *look, shows that ir is rhe dog.

Prior to the fifth and final wimessing of the sound crossing the room, the

couple takes the dog with them into the room: *dergestalq da{l beide, ohne

sich bestimmr zu erklâren, vielleicht in der unwilikürlichen Absichq au(er

sich selbst noch erwas Drittes, Lebendiges, bei sich zu haben, den Hund mit

sich in das Zimmer nahmen, (1a). At the previous witnessing of the sound,

the couple had taken a servant ('samt einem treuen Bedienten, den sie mitge-

nommen hatten, [13]), whose presence, together with the couple's trish to sell

the castle, modvated the couple to rationalize the noise and assign it a narural

cause.

The dog which the couple *nahmen, the fifth time links and severs. As ob-
ject of the verb *nahmen, (14), it joins with the previous three percepdons of

the noise: "vernehmliche" (6), .wahrnahm, (11), and omitgenommen" (13)'

Yet the dog represents a break in this chain of perceptions; it is even *von der

Kette losgelasien" (14). The dog disjoins the couple; indeed, the sighting of

rhe dog ot the one hand makes the Marquise flee the room and have herself

driven madly out of the castle, although she does take the time to pack some

things, and, on the other, the Marquis torch his castle and himself with it:

Drauf, in dem Augenblick der Mitternachg làBt sich das entsetzliche Gerâusch wie-

der hôren; jemand, den hein Mensch mit Augen sehen kann, hebt sich, auf Krücken,

im Zimmerç'inkel empor; man hôrt das Stroh, das unter ihm rauschg und mit dem

ersten Schritt: tapp! tapp! erwacht der Hund, hebt sich plôtzlich, die Ohren spit-

zend, vom Boden empor, und knurrend und bellend, grad als ob ein Mensch auf ihn
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eingeschrinen kâme, rüclrwârrs gegen den ofen s,eicht er aus. Bei diesem Anblicksrürzt die Marquise ... aus dem Zlni_... (f S_f q
The presenr rense (sentences 14 through 1g in the rq,enry-senrence text) maygive the illusion of the ghostry p*r;;;;;ut rhe caaryst for the seppration ofthe couple rs ez'identrylh, a""a.rirJ"g;, rexicalry the visuar doubre of thenon-visual 

"entsetzliche,, noise: ir *hsbr's;.h .;;;;; ;rrrlrlf* invisiblenoise/"jemand, otssg sich ... empo.., 
- - -

since the *jemand' (noise/"ghosr,) cannot by definition be seen but canonly be heard, what is 
-ieen 

fr*<"g.i âlr.- Arrbli.k,l ;, ,t .r.for. only rhedog' The Anbtick of the dog '.;;;;;;; married coupre, for ir makes theMarquise leave the room (o... stirzt die l,Iarquise ... *, a.*iimmer, [1{)so as ro leave the castle (.2u5 d.* Tor. h.;"rg;"r;;; ürD whereas itmakes the Marquis sray, go uazy and,torch his ."r-,1. 1**ahr:;;r;.. Marquis"' gleich einem Rasenal"-... ai. i.f. dr;;hr"ut. ... Der Marchese ... hare eineKerze genommen, und das [Schlo*] ... 
""g1rr..L, , LlT,lgl).The sight of thedog thus disjoins the Ehep)ar(herrc., *li. rr"- femare, supernarurar fromnarural, marvelous fi

rr,, ih.Ii.g; #TJi,L",iüfl';,:[:::î;ï:Ï?:, 
s,a,ed ,o be anaccident ("Am Abend des dritres frg.r,'... r." d sich zuf;iriigder Haushund,den man von der Kene losgela"* h;:;;;;. d., T,i.... ein, [4]), srrucrurallythe presence of the dog is irot acciden,"i. n.,rr.., appearing the'evening *desdrirten Tages,, the do[ functions ;;;-;;;r".y *third,, as «erwes Drittes,(1a). The *Hund,Kopi undBe;.r. ,rr"_,i_r-.r» is rhus poetically in rune withthe caesura-like thirô- i.e., the *r.,a, _ *r,]1. i, "k.::;;.;;;:;.. *rhird,»a Kantian *rhird,, ,ri,.t:, 

"lr3 
.,..1or".f,'"N,r'ist *lar, da* es ein Drittes

5:ii,ffï:.ffi,J.:,i.r,,"d **;;i:,.r., *. ro'il .il i", r" Kanrr
The example of the dog introduces rhe definirion of schematism:

' Der Begriff vom Hunde bedeurer eine Regel, nach wercher meine Einbirdungst<raftdie Gestalt eines vierfiif3ig*.nï3, ,f f.g.i.l" i**;"hr,"r, L"n r, "ir. ""f ;g.ra-eine einzige besondere G.s*lq die mir àr. r*rrr*"g darbieteg .;;;; ein jedesmôgliche Bild, was ich in concret" arrr,.rr.rîana, eingeschrânht zu sein. DieserSchematismus unseres.vers*ndes, in A;-h;; der Erscheinungen und ihrer bro-Ben Form, ist eine verborgene rri.r,ï'aï'r"fen der menschlichen seete, derenwahre Handgriffe wir 
i-er, !.a,"r r.rr*.rr;.i1.Ti, .u."r.r,, und sie unverdecrçr vorAugen Iegen werden. (KrVB 1gO_gl)

How exactly the schemaworks is secret, hidden from the eyes, yer it is than'sto it that any understanding wharso;;;trehung, of appearances (con_tent) and mere form i' possible. Thanrcs ,r ri- *trof the dog, the concept of
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the dog matches up with any real dog rhat I happen to perceive. The rule

allows the Bild rcbe subsumed under the Begiff.This rule is rhe schema. The

*Schema ... bedeuret eine Regel"; .das Schema der Einbildungskraft [ist] eine

Regel der Bestimmung unserer Anschauung, gemâ[3 einem gewissen allge-

,r,.in.r, Begriffe, (KrV B 180). To condense: the schema is a rule, a "Regel der

Bestimmung,, which makes something sensed (Kant's German privileges the

visual, *Anschauung,) accord (bestimmen) with the concept of it.

If the dog in *Das Benelweib von Locarno" functions as a rhird beween

the inconceivable and the invisible, and by extension betq'een all the other

pairings in Kleist,s story it is because Kleist's dog has the funcrion which

k"rrt's dog exemplifies, namely the *schema., For the dog would be that

through which the Marquise and Marquis see, "[b]ei diesem Anblick," the

"erwas, das dem Blick unsichtbar gewesen [isd" (6). They thus §ee rhar rhey

cannot see this «erqlas,» the *what, that nonetheless is heard. Such is how the

text emphasizes sighn The first lines, ',{rr1 Fufle der Alpen "' befand sich ein

altes, einem Marchese gehôriges schlo8, das man jetzt ... in schun und Trüm-

mern liegen siehu (i), introduce sighr and, subtll hearing and what produces

sound: .gehôriges, f.rom hôren (Duden 225); "FuBe» prepares shs «ver-

nehmliche Schrinen, (6). The noise of the something "dem Blick unsichtbar,"

occurs in the .Augenblick" (16) of midnight, produces «unge§/issen Blicken'
(12) about th"t *hi.h okein Mensch mit Augen sehen kann, (16). It is only

*[b]ei dem Anblick" of rhe dog that rhe Marquise attains a mediated vision,

"r,J,h.r 
decides oaugenblicklich" (17) to leave. Thus, the dog and the Anblich'

of it are decisive in the text. In this regard, the "Absicht" suggested as not ar-

bitrary for why the couple takes the dog into the room begins to make sense.

For tÀ. narrator inrervenes to suPPose that they take the dog, "vielleicht in

der unwillkürlichen Absicht, au8er sich selbst noch erwas Drittes ... bei sich

zu haben, (14). If not arbitrary - "vielleicht, leaves unceruinry - then per-

haps rhe .Absicht, recognizes a need. If this "Absicht" - to have «efq/as

Dritte., - is necessary it is because this mediating *Drittes, makes sight

possible; thus, only mediated sight is possible.

For sight only matches understanding if an image accords with its concePt

by means of the schema. Indeed, rhis is why the couple in *Das Benelweib

von Locarno» take the dog .ohne sich bestimrnr zu erklâren" (14): as pair,

*beide, are without the Bestimmazg bespoken by Kant as the result of the

schema. Lacking accord, they therefore must take the dog in the "vielleicht
unwillkürlichen Absicht, because the dog - the object seen .bei diesem An-

blick" - makes the invisible accord with the inconceivable, the «unsichtbare

e[§/as» with the .unbegreiflichen Gerâusch., A spatial seParation berween

the couple is emphasized by the fact that the husband and wife «setzen sich...
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jeder auf sein Betto (15). The text leaves us guessing as to where these two

beds are in the room, yet each oBett, ircelf is synecdochally charged with its
haunting double, the "Bettelweib" in the title and final sentence; for given

Kleist's tonal poetics, v/e cannot be deaf, in the signifier *Bett,, to the text's

earlier play with "betteltd" lnl «gebettet" (1). The text does however pre-

cisely locate the dog as mediadng figure in the room, for "der Hund legt sich

... in der Mitte des Zimmers nieder, (15). Midway on the path travelled first
by the beggarwoman and then by rhe noise, figuratively berween this world

and the world hereafter (hence, between the various pairings), rhe dog thus

introduces the schema-function (mediational third) between the inconceiv-

able and invisible noise, and by extension iorhe EbEaar, berween the mar-

quis and the marquise; and it does so in terms of vision (their Absicbt).

Just as the dog functions as a mediating "Drittes" in Kleist, so does the

*Schema, work as "ein Drittes" in Kant:

Nun ist klar, dafl es ein Drittes geben müsse, was einerseits mit der Kategorie [i.e.,

Begriffl, andererseits mit der Erscheinung in Gleichanigkeit stehen muû, und die

Anwendung der ersreren auf die letzte môglich macht. Diese vermirtelnde Vorstel-

lung mu8 ... einerseits. tn tellektuell, andererseits sinnlich sein. Eine solche ist das

ttanszendentale Schema. (KrV B 177)

As Vorstelluzg, this third mediates betq'een the intelligible and the sensible,

Begiff ûd Bild: "DieseVorstellung nun von einem allgemeinen Verfahren

der Einbildungskraft, einem Begriff sein Bild zu verschaffen, nenne ich das

Schema zu diesem Begriffe" (B 180). No picture accords with a concePq no

signifier with a signified, unless there is a schema. "In der Tat," writes Kanq

*liegen unseren reinen sinnlichen Begriffen nichr Bilder der Gegenstânde,

sondern Schemate zum Grunde., For, Kant continues, an object in experi-

ence or image of the object never reaches the empirical concept, *sondern

dieser [Begriff] bezieht sich jederzeit unmimelbar auf das Schema der Einbil-
dungskraft, als eine Regel ..." (KrVB 180). In a way that echoes Kant's de-

scription of the split berween the concept and the image, the tension in

Kleist's text stems from a similar splir there is indeed somerhing in Kleist's

story that refers to the conceprual, as suggested by the "unbegreifliche, noise,

and echoed by .ergriff, (13) and «ergriffen» (17)28; and something referring

to the pictural (the "dem Blick unsichtban something). By the prefix *un'
each has a negative relation to its stem.'§ÿhat creates tension in the story is this

split betvreen the concept (*behind" the noise) and the image presenting it
Just as in Kant the schema (exemplified by the dog) is the reason or Grund

that a concept corresponds to its picrure, in Kleisr's text, the Ehepaar, 'u1n
der Sache auf den Grund zu kommen,, lets in the .Haushund,' the «erqra§

Drittes." The dog that rurns up "zufâllig" is not "unwillkürlich' forAb-
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sicht., It mediates bersveen the couple, between the supernatural and the

narural, rhe intelligible and the sensible. In Kleist as in Kant, to come to the

.Grund, of what one is trying to gresp, the schema is needed, a schema that

in Kant as in Kleist is exemplified by the .Hund,, by the figure of «erq/as

Drittes.r29
In the "Anblick, of the dog is the view of the difference - or medium - be-

ween Begriff nd Bild,or berween what in Kleist is "unbegreiflich" and what

is .unsichrbar., §fhat Kleist ..represents» is not e pure intelligible conceprual,

nor is it a pure picrure (u'hat critics call a spub,erscbeinung). Rather, he more

modestly represents the limit which is the condition of the possibiliry of these

metaphysical-physical opposirions, their rule. The schema is rhat without

which there is neither concept nor picrure, neither memphysical nor physical,

neirher marvelous nor uncanny. Kleist or Kant's dog - in short, the schema -
is fantastic inthe sense bespoken by Todorov, namely that moment before the

formation of oppositions that rhemseh'es are the after effects of it.'"
In this s..rse, th. schema shares the essendal fearure which Erdicbtunghad.

Àlrhough the schema belongs to high philosophical discourse whereas Er-

dbhtungis relegated to the low subgenres such as wives'tales, the schema and

Erdbhtingboth are the only \*'ey ro mediare berween the non-presentable

.spirirual, realm of conceptual intelligibiliry and the representetional "liv-
ini, *orld of apparent sensarions. Such is the link between the pre-critical

"rr-d 
th. cridcal K"rr, b.m,..n [i6 «who was interested in swedenborg, [and]

the thinker of the transcendental imagination and thus of all the conceprual

rhirds s'hich the fantasric introduces berween the sensible and the intelligible,

so mâny places favorable to spectraliry" (Derri da Spedres 227).

Given the relation I have analyzed between Geist in Kant's Triiurne eines

Geistersebers and the sublime in his "Analytik des Erhabenen,» it should not

be surprising that the noises linked to the sublime in .Das Bettelweib von Lo-

.rrr,o, are c;nnected to ghosts. §ilhile Kant bans Geist from philosophy only

ro have its strucrural characteristic of negative Presentation *rerurn, in the

aesrheric philosophy of the .Analytic of rhe sublime,, Kleist apparently

.pr.r.rr.r, in ficiion ghosts and ghostly sounds, rising up (sich erheben)

through negative presentarion in *Das Beaelq'eib von Locarno,' but what

rises up, rhe Erbabene, is something akin to the sublime. Just as Gerst haunts

the sublime in Kanq the sublime seems to be the ghost in Kleist's story. Just as

negarive presentation in Kant's articulation of. Geist and of the sublime

pràbl..n"iires the opposirion(Geistlsublime, fiction/philosophy, low/high)

and jusr as negative percepdon in Todorov disrurbs genre distincdons (the

fantastic, a popular culrure phenomenon, comes to characterize all literarure),
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in a parallel way Kleisr's .Das Betrelq,eib von Locarno, partakes In «popu-

lar» culrure (as "ghost storyr,) and at the same rime in aesthetic philosophy (as

the sublimej. "Sàging' hypothetical ghosts and ghostly sounds' Kleist's text

uncovers (in rhe figul of ihe "third") the condition of possibiliry of binary

thinking, à"r ii, th-e condition of possibiliry of the oppositions that it, like the

fantastic, ,pra,r.31

Notes

t M"ny nineteenth cenrury Karitians saw Kant's Tràume eines Geistersebers (1766) as what

mrde possible his critical writings, sraning with his inaugural dissertation-von det Form der

Sinne)- und verstander-rb ,i,l ibrrn ériirden h 1770 and continued id rhe Kitib der

reinen \ternunft schopenhauer calted Kantt Triiume eines Geistersebers erhutert durch diz

l?âr*e der Metapbysikthe *vorhergerâumte' of the Knt ib der reinen vernunft.vihtnger

saw Kantt ouanscendental subject, is unmistakably linked to Swedenborg's *spirirual Ego'

(Vaihinger 512-13). Other., rrr"h as von Lind, ÉIeinze, Schurman, Du Prel' Halüer' Güttler'

"od 
Edirrnds, 

"dà"d 
rc this interpret"tion (see Frank Sewall's Introduction to Dreams of a

Spiit+eer and paul Carus's on YJ*t's ProlegomenalCasus 188-921). Monique Devid'Mé-

n"rd, in La Folie dans hraisottpure. Kant-lecten de Sa:edenborg (1991), confirms these

views.
2 .Thc fantastic implies ... a kind of reading u,hich we may ... define negati'r'el1o(Todorov 32)'

I The *third g.rrr"', ,.l.t 
"rr, 

ro 
"ny 

discussion of genre is that, broached by Plato in thc 7i:

m*ur, of kùrro; it belongs to a .tlird geore" (ai ton genos) which is neither 'intelligible' nor

"sensible, (52a, a8e). On rhis, seeJacques Detrida's Kbora'
a 

"Das Bertels,eibo exemplifies ho*, 
"ccording 

to Deleuze and Guattar! Kleist's "forms and

persons are only appearances produced by t!," dirpl"..m.rrt of a center of graÿiry on an ab-

stract line" (268).
u Al,hough .i" ,rrUti^" received many formularions in the eighteenrh century not only by

--y dlff.r.n,.urhors, bur also by Kant alone throughout his oeu'rg it has been Kant's ar-

ticulation in his "Analytic of rhe srbli^", of 
" 

ncgative presentation that has been associated

with Kleisr,s aesthetic In Hamacher's .Das Beben der Darstellungr» sêc the section entitled

*Kleisr mit Kant - negative Darstellung" for tfrc best reading of Kleist in terms.of the sub-

lime. Orher excellent readings of th. ,rtli-c in Kleist are Bernhard Greiner's oDie \ÿende in

der Kunst - Kleist mit Karrql and Christian Begemann's *Brentano und KIeist vor Friedrichs

Mônch am Meer., Ludwig Muth links Kant anà Kleisr in terms of.rhe Kitik der Urteilshtaft,

but in terms of its 2nd pa-ri, the *Kritik der teleologischen Uneilskr,lk" Kleistmit Kant:ÿer'

sach einer neuen InterPretation.
6 I cite *Das Bettelweib ,ron Locarno,, arguably a prose poem' by sentence number, in accord-

ance s,ith the precedent established by Emil staiger. Àll emphases are mine.
7 After Daridtsi 

"rr"lysir, 
Helmuth Himmcl argued that in "Das Bettelweib," .Kleist ... bc-

nutzr die mchrfache §ÿiederkeh"r einer spukerscheinung dazu, eine Technik dcr sprachüctren

'Wiederholung anzuwcnden, wie *ir siein ausgeftihner Form in neuerer Zeit an Paul Cclans

.Todesfuge, blobachten koonten' (Himmel 191). Given how "Das Bettelweib von Locarnot

insists up"on rhe invisibiliry of th" 
"on".pt, 

on how thc 8/ic,Ë fails to see, one could concludc
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that it is tones, noises and a distonion of rhe verb zery'ügez (2) that orchestrate Kleist's Bil-

derstürmerei (216), h'Is destruction of the visible order of representation. That Kleist put thc

accenr on tone and nor image is in keeping with his poetics. In the well known letter to Marie

von Kleist from rhe summei of 1811, Kleist rooted all an in music ("ich betrachte [die Musik]

als die §gurzel ... aller übrigen [Künsren]o) contrasting explicitly s'ith Goethet Iarbenlebre

(*einen Dichter ... der all seine Gedanken über die Kunst, die er übt, auf Farben bezogen

hat,). AII of Kleistt "Dichtkunst" is *auf Tône bezogen, (875). Many critics have analyzed

tonality in Kleist. see Kluckholn (812) and Hermino Schmidt's chapter "KJeist und Musik,"

not to mention Deleuze and Guattari who note: "All of Kleistt work is traversed by a ... mu-

sical machine invoked against painting or the .Picrure,, (268). The recent work on noise in

I(eist by Benine Menke is indispensable.
t Frank de*all, in his note on thc translation, Dreams of a Spirit-seer, Illustated by the

Dreams of Metapbyia (D§), maintains thar Kant was delving in spin* and not ghosts. He

posir th"t Geisierseber in Kantt title should be translared as "spirit-seer,, t161 15 'ghost-
,..r'r .Th".o*on rirlg .Drcams of a Ghost-Seen, is not retained because it is a manifestly

falsc rendering of the tcrm .Geisterseher r This means simply a seer of .spirits,, not of

.ghosts,, (DS i». yct Kant did not excludc anything from being a Geist, certainly not

*!hor,..' Kant cven writes, "ich s'ei8 nicht einmal, ç'as das'Ùü'on Ger'sr bedeute' (TG 926)'

' K"nr', sweeping of the philosophical stage and institutionalization of the fictional is, in 1766'

not irrelevant to th. 
"ootcrrrpore$eous 

aPPeâtance of "Gothic, narrarives, and ghost-stories

in panicular. \[hen Schopenhauer cxplicitly complemented Kant's Tïàume eines Geister-

selers §/irh his own Versicb iiber Geistersehen vnd roas d.amit zvsammenltàngt (1850), thc

philosophical stagê wxr not only cluttered with but defined by the supernarural- He rc-

"ord"d 
i flrrry ofiexts in English, French, and German on the general issue of.parapsycho-

logyr 1[1j h.l 
"orrtr.ry 

.o K"o,, held to belong squarely at the center of r\c idealist phi-

loJàphic.l strgq which includes: Kieser's "Archiv für thier. Magn., (263); physiological texts

by ir"n'ir"r,r,f Pcirquin, v' Helmont (263); "Çs5ç[1"5te der hellsehenden Auguste Müllep

lZSl;; Dupotct Traité ampht du À[agnetisme (270); Szaparl', "Ein Won über anirn Magn''

(282); Deicuze, Hrs c oit. d* nagn. (1813) (282);J.C. Hennings .Von Geistern und Geisterse-

hcrn' 0780) (302); \üalter Scon On Demonohglt and Witchoaft (1S12) (302); J' §Ierlzel's Un'

terhaliungen über dic a0ffallendetten neuen Geistererscheinrzzgen (1800) (307); and a iournal

out of Àmericâ, spiitnalTelegraph (1854) (315). Titles arc as Schopcnhaucr lists them.
,o Crusius defines ôer'sc *cin Gcist ist also cine Substanz, welche denken und wollen kann,

oder ein Geist ist einc ldeen{ihigc Substanz.' Moreover, Crusius argues, against those who

take .das Von Geist in einer engern Bedcutung,, *da8 man die Bedetttung àes lï/orres Geist

erweitere, und alle Idcenfâhige Substanzen mit diesem Naà-",55gru1e' (841)'
rr Kant gires Erdicbtungmoreconsideration in Tràume eines Geistersehers rhan elsewherg yet

hc cr.i.ri-"r,ted *ith it in the notcs o his Anthropohgie (Reflzxbnen zur Antbropologie),

and ii rerurns in thc Krirr"Ë der reinen Vernunft.In the notes, erdichten is one of ten terns

that begins a scction cntitlod 'Neuc Vorstellungen,» i'e', a"1ys of inventing new images' such

", 
poory, phantasy, dreamin6 insanitl,, premonition, and madness for writing (Sclifttoll).

Erdichtinis thc ninth among ten subspecies that includc "Entdccken'' "Erfinden'» 
*Ersin-

nen,, .Erdeaken,' "Dichtcn,' and .LüBen.' Placed berween dichten anà liigen, erdicbten is

whar docs not diffcrentiatc the poeticizld from the trus "the poeticized, not differentiated

from rhc truc, (das Gedichtete nkht oom Wahren unterscbeiden) (RzA 700).

In thc Knt* der reinen Vernunft, Kant returned o Erdichtungto namc that possibiliry

consisting both of crossing bcyond the limit (Kreù) of experiencc, and remaining in that act

in a delusion of crossingluch a limit. 'Whcn onc is beyood this limit, contradictions in
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thought may .r,ermieden werden, wcnn man seinc Erdichtungen behutsam macht, ohne da8

,i" d!.*.g"i weniger Erdichtungen bleibcn' (KrV À a). The rcscarch of rcason into thc bc-

yorrd 
".o 

b. carcfu! consistent and coherent, yet preciscly that is mcrcly a fcarure of what

,.-"in, nonetheless ao Erdichttng,i.c. what conccals the distinction bcrween a fiction and

rhe truc. "Die Vernunft' t*'ould "unter Erdichrungen ..- ersâufen' if the fiction of *hat Kant

calls the «rranszendentale Hlpothcsc, is taken for tmc (KrV A782). The .transcendental

hypothcsis, (KrV A 780) is an exact resumé of Swedenborgt positions that wcrc analyzed in

Tràame eine s G eisterseh ers.
12 Does this embarassrnent persist when thc .gegenwânige Kritik der Uneilskraft," identifying

irs occupation as finding an *cigentümliches Princip der [Uneilskraft],' admits to finding it-
self in.ïerlegenheit,: *in denjenigcn Beuneilungen, die man âsthetisch nennt" .findet sich'

*diese Verl egenheit wegen eines Princips " (K d U, \torre d e viri)?

n 
Jemandisgrammarically masculine although the gender of thc h1'pothetical invisiblc person

is nor marked; it is proof that the Marquis does not ascribe the noisc to thc bcggafwomân.

Thc first time he hears it, he refers thc noise to a grammatically masculinc pcrson ('Mcnsch,'

.ihm, u1]). For the Florentinc knight, who, unlike thc Marguis, kaows nothing of thc beg-

garwomant eriistence, rhc noisc rcmains more indetcrminatg seeming to stem from a grem-

marically neutcl .st§/a5, (6).
lt Srrictly spe.king, in this text rhcre is no narrator, but only what Kirc Hamburger calls nar-

rative function (Hamburger 113)'
15 It is p.ecisely because of ihis rrptur" that ùc criticism on thc story is diüdcd on rhis gues-

,io1 of *h",ir., the Marquis cver links his {ccling of horror to his arbirarily rough treatmcnt

of the beggarwoman in the first paragraph. Petcr Horn states that .Entschcidcnd ist' da8 dcr

Mrr.h"sJLis ,,rm SchluB der Erzâhlung scinc Schuld nicht greift - das hat tVcdich gcgcn dic

Âuffassung conradys und staigers ... zu rechr geltend gemacht' (Horn 159; cf. vcrlich 2+1).
t' If "D., Beitelweib' plays with such an opposition in order to undcrminc it by pointing to

its "in-betwecn,' it may nor bc a coincidencc ü the rich criticism on «Das Bettelweib von

Locarno' throughout rhe rwentieth cenilry is itself divided along thc lines of a similar bi-

nary opposition. The criticism is divided berween forma[su - e.g., staiger, Himmd, Mchi-

g"", *-hà always stare their disdain for the shallow, popular and rrivial content of thc story

Ërt'.*.lt the fÀrmal excellencc of Kteist (Staigcr 116, 129) - and critics who focus precisdy

on this popular contcnt - c.g., lVerlich, Horn, Fischer, *'ho always smte the nced to refcr

rh.i, -iiuie "nalyses 
to the popular, to cxtemal social reaiities, such as rcvolutions and class

struggles. Sraigei prepares his formalist analysis by dismissing thc contenu *Man braucht

d"r, irrt rlt nur... zusarnmenzufassen, um zu erkennen, da8 von Ïefsinn hier nicht wohl die

Rcde sein kann" (116). He concludes: .wîr kommen zum Ergebnis: §üas uns an 'Bcttelweib
von Locarno,erschüuerr, ist die unerbinlich durchgeftihne dramatischclorm an sich- --.Dcr

Stoff ist weiter nichts als cine Schauermir' (129). Forry years latcr, Mehigan's conclusions on

pure form are similan "thc ghost's Presencc ... stands for üc pure form of the tcxt in which
-rtru"ru."l 

form is at once to*tual substancc or subjcct-mxlsgr' (lvlehigao 197). Similar rypes

of quotes bur from the opposing point of view arc in \ùflerlich, Horn and Fischcr. Rathcr tl:an

,yrrrhoir" these views, I want to draw atteotion to how Kleist's tcxt dramatizcs what makcs

tire form-content opposition possible. Neither the supernarural (the .mervelos5,) nor thc

narural (thc .uncalnyr) are affirmed in the tort; rather, the text points at somcthing bæwccn

the rwo, betwecn intelligible and sensible, meuphysical and physical supernarural aod natu-

ral, form and contenr' etc.
t' Tlrc *-or of thc noisc calls rhc Marquis to thc room. Âs Lawrencc Rickels rcc alls: .Gerücbt

(rumor)islinkedetymologicallytoÀr/(call),;.Gerücht,asacollccdvcnoua,signifiesa
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trear many, if not too many, calls, (288). From an economic perspectivg Bernd Fischer sees

the uprising rumor/noise, in terms of class uprising (89). For insight into how .syntactical

conrLruity camouflages cognitive discontinuity, in "Das Bettelweib von Locarno,' see Li-
lian Furst (392); in thc same context' Katherine Arens (453).

lt Sucharel"tionbetweensicà erbebenaoderhaben,ortheErbabene,mayseemimplausibleto
e narive German speaker. It was, nonetheless, Kant rvho used the motif of the rising up of the

soul (srcà erheben) in conrrasr with the {railry of its nature to oremplify how the sacrcd law

appears sublime (erhaben): "die Seelc glaubt sich in dem }{a8e selbst zu erheben, als sie das

heilige Gesetz über sich und ihre gebrechllche Narur erhaben sieht" (Kpv 91-92). The con-

trasr consisrs in the recognirion of the frailry of the soul's nature set against the idea of thc

sacraliry of the law. A fragile soul is the precondition and prohibition of a conception of the

unpresentable.

'e In K*dan terms: .Die Imperativen selber aber, s'enn sie bedingt sind, d.i. nicht den \iÿillen

schlechrhin als \ÿillen, sondcrn nur in Ansehung einer begehnen Mrkung bestimmen' ...

sind zwar prakrischc Vorschriften aber keine Gesetzeo (KpV 37). The moral law for Kant,

L),ot"rd resumes, "remains undeducedr; hence, o5smsene who decides the law instead of
being iu addressee cannot be a iudge but is necessarily a criminal. And someonc who submim

to a law decided in this way can only be a victim" (Differend 122,107). Usurping t1r. l1s', the

torgeschriebene Befebl mekes its addressor, rhe Marquis, a criminal, and the beggarwoman

:r'ho submits to it, a victim.
20 Thcreforq rhe rclation is more complicatcd than is suggested by Margarete Landwehr's ana-

lysis of the symmetry and "parallels berween crime aod punishment, (263). AlthoughJürgen

Schrôder and cspecially Peter Horrq like Landwehr, providc readings of the talc to which I
am indcbted in many ways, it would be misleading to say' as Landwehr implies they and

other "critics, do, that they see a simple juncrurc berween thc initial scene and thc sub-

sequent scenes. Cf. Hom's cssay for the ghost story as parable of the moral law-

" Cf. Ma,r.ic" Blanchot's Le pas au-delà,which could be rrarslated both as 7àe.§tq Beyond

or The Not Beyond.
2 The prefix en, in «Ensetzen, or *enrschls55sno (17) denotes reversal, negation or remo"al.

Thus, when the Marquise is said to be "enrschlossen, nach der Stadt abzufahren," being "enr-
schhssen, ironically aûnounces an un-closing for.entschlossen, is roughly simultaneous to

seeing rhe "SchloB" go up in flames (18). This opening of the *Schlo8" ("Schutt und Trüm-

661sr) rwcrses thc effon to preserlie the castle's market value, i.e', srhcn the Marquis "be-
scblol3" rc dispd thc rumor of the haunted castle (9).

D In the te:(t now most associared with the uncanny, Hoffmannt *Der Sandmann» (1816), to

resrify ro *das Entsetzliche, ("Etwas Entsetzliches ist in mein Leben getretenl,) is also to

fear being seen as a "Geisterseher" (3).

" B"fore rhe letter .f,, the prefix ent becomes em?.T\e intcnsifying prefix in empfehlen

comes, however, from "in" and not from the negating ez!, its homonym (Duden 156)-
5 Staigert commentary on these "pairings, (he counts ten of them), though interesting does

not go far enough into whar srnrcrures them: oDer Dichter bcvorzugt den paarweisen Aus-

druck. Doch die beiden Glieder ergânzen cinander in der Regel nicht, sondern im zs'eiten

wird nur der Inhalt des ersten wiederholt oder leicht variiert. Dies legt die Vermurung nahe,

das Sinnlich-Intensivc sci nicht so wichtig. Kleist wàhle das erste beste liüorq spürc danrl es

reiche nicht aus, und füge rasch ein zq,eites hinzu" (117). Staiger asrutely sces that the pair-

iags arc not oppositional in the sense of positive and negativg but he valucs them solely in

formal terms, retaining a form (high erd and content (low an) opposition, and misses in the

toc what makes pairings possiblc in the first place.
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'u Kleistt texts dramatize such pairings made by death, for e.g., Colino/Nicolo in.Der Find-
ling" 61 LisbetUthe Zigeunerin in .lr{ichael Kohlhaas." Elsewhere I explorc how the

"death' of Graf F. ... in "Dic Marquise von O. ..., separates him into the one who zeugt eûà

the one who is ûberzeugt (Dutoit 56).
:7 The only other usate of the word Ehepaarin Kleist's prose is in *Der neuerc (glücklichere)

\üerther." This anecdote is about onc s'ho, like the Marquis "müde seines ls§sn5;' (19) in

"Das Bettelweib,, tries to kill himself because hc is .seines Lebens müde, (276). \Mhereas in

"Das Bettelweib" the couple is separated seemingly by some inexplicable noise rhat drives
the Marquis, "den Unglücklichen, (20), to self-destruction, in .Der neuerc (glüclclichere)
'§ÿenhep it is Charles C..., discovered in the bed of his boss's wife by the *Ehepaar» rerurn-
ing home earlier than expected, who comes between t.he couple and separates them because

his arrempted suicide provokes the death by stroke of rhe husband.
2t Thus else*here Kleist foresces the Gersr that awaits us at the end our life "es kann kein bôser

Geisr sein, der aa der Spitze dcr'§7elt stehq es ist ein blo8 unbegiffenerl, (768).
2e On *.tw"s Dritteso as analogy forwhat is "unbetreiflich,, cç.r5"^nrrropologic (A B 84, and

Rostock ms.); on it in terms of .Dichunt,, cf. Nancy's Le Discours de h syncope (108). In

"The Family Pet; or, The Human and the Animal," Marc Sheü shows how pcts arc media-
tional figures (1 48-75).

The *full-circle , ending of "Das Bettelweib von Locarno,, the number of cvents (5), thc
rriangular room-corners (Zimmenr:inheIl, and the dog correspond, oddly cnough, to the
four examples which Kant uses to demonstrate his notion of the schema as the mediation be-

rween Begiff and BiA:1) a "Zirkel"; 2) "fünf Punktc hintereinander .....» or the "Bild von
der Zahl fünf,; 3) a .recht- oder schiefwinklige, "Tiiangel"; 4) a *Hund, (KrV B 176, 179,

180, 180, respectively). The fivc crossings of the room that are the story's constitutive events

recall Kantt ......' Like Kant's circle, the story's title "Das Bettelweib von Locarno, is

rounded out, as Himmel obsen'es (192), by the last words of the tort, "von welchem [\Win-
kel), er d.as Bettel'oeib aon Locarno hatte aufstehen hei(en, (20). The Marquis's end also

comes full circlc with that of the beggarwoman because, .auf die elendigste lI/e:ie bereits
umgehommen,, his bones lie in that same 1Ï/in Èel just mentioned: "noch ietzt liegen, von den

Landleuten zusarnmengerragen, seine weil3en Gebeine in dem Vinkel des Zimmers' (20).

The corner is insisted upon, «W!nlç61» (2,20), "Zimmerwinl<el, (6, 16). Out of this samc

corner, «aus dem \ilinhel" (2), rhe beggarwoman's deathmarch began at the command of the

Marquis; during it she, "xgf gefâhrliche lVerse,o "ls5çlidigte ... das Kreuz' (3). His death,

s'hich is obviously also a «coming around, (umleommen), and his final resting placc not only
testify to a circle, but also, thc "\üeise" cornmon to both is ünked by the double reference to

. bones. His sacrum,his Kreuz, ends up in thc corner for the 05 sacam or hicron osteonisttscà
to corunemorate sacrifices. ]r{eletius tells us: "the outermost bone of the lower back toward
the fundament, is called the sacred bone; it is called this either because it is large, and the

sacred bone is large; or because it potent, since it takes away suffering; or becausc the
Hellenes customarily used it in the performaoce of sacred rites ro their gods" (111, I would
like to thank Dcrek Coliins for this translation; cf. also Daden1387) and van Straten). Such

blanched bones gathered by the "Landleuten, after the buming of the body and razing of his
home alludc to many literary/social traditions, from Telemachus's fear about Odysseus's
whites bones unburied, to the Greek notion of ostologia or the gathering of bones after thc
burning of a body (The Bonegatherers is the title of a lost tragedy by Aeschylus), and ro
those noted by Frazier among "primitive" peoples for whom superstidon is morc important
than economic considerations: burning a homc in which someone died is the villagers' dury
so as to ward off rerurning ghosm, and a body not receiving burial ceremonies is sure to bc a
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restless ghost (6ff.). In this story of a Kreuzhaus or afflictb domestica, the signifier Krezz is

travcrsed by its many homonyms: "lseuz und quen refers to criss-crossing «Bewetunten,

die sich wiederholen' (Grimm 2185) while the beggarwoman and noise's movements âre

.quer' (3,6, 1l) across the spot where shc hurt her "Krcuz' (3); .Kreuz' can mcai an.un-
tcrschrift, (Sanders 1028), and the Marquis's bones are the counter-signaturc to the beggar-

woman's .Krcuz., Kresz can also mean thc sign placed on a house afrcr its "gerichtlichen
Verkauf" (Hoffmann 530), reminding us of the irony of the couplct wish to sell "das SchloB,

cs koste was cs v/o[c» (13).
r0 Thi. f.rrt"rtic as differencc would precedc what Staigcr in his cssay on thc story called the

.purc forrn,: .Dic reine Form bezwinç uns, dcrart, da8 wir übernehmcn, was ursprüng-
licher ist ab allc Gcgensrândc der Erfahrung nârrüich dic Struktur der Ph a*asic, die a piori
jeden môglichen Gegenstand bestimmt, (U9). Thc «stn crure of fantasS' however, implies

a third bcr,wecn and prior to form-content. Kleist givcs a radical rcading of such "fantasy" in
rhe story his reading of Kantt schema, that is echoed by Heideggcrt analysis of thc .Sche-

matism» chapter. Hcidegger acccots thc schema as sign of permanent disjunction betwecn

Begriff and BiLd (.diese lJnangemessenheit gehôn ... gcradc zum Schema Bild'; .Dieses

Nichterreichcn hci8t zunâchsr .nicht adaequat, darstellen' lKant98,97l). All representation

- as schema - only reiterates the fact that there is no non-fictional, true link berween thc con-

cept and imagg signified and signifier.
rt I *ould lilce to thank Theodore Fiedlcr and Margarete Landwehr for their critical and sti-

mulating readings of this cssay, readings which funhered my ârgument on numerous ocql-

sions.
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