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ON STANCE, AGENCY, AND EMOTIONS IN BRECHf

0. Preliminary
Brecht focussed on a thinking capable of intenamtiinto relationships among people
(eingreifendes Denkgnhrough the condensed and displaced guise ofypaat art. In order to do
this he needed a mediation which would be suffityemcisive without being simply doctrinal
ideology.

| have a twofold thesis in this paper: First, thd thread or central insight which unites all the
periods and all the genres of his work and life Wesconcept oHaltung That Brecht thought of
Haltung as supremely important may be suggested by twmpbes, about literature and theatre. In
an earlyMe-ti story Brecht claimed "to have renewed the languzfdéerature... by putting only
stances into sentences and letting the stanceyalagpear through the sentences” [GKA 18: 78-
79]; and in his sketches for "dialectical dramayirghe stage should be composed of groupings "in
which or toward which the single person assumesicpgar stances” while the audience groups
change their stances and grow into productive cakars by studying and judging the stage stances
[GKA 21: 440-42]. Haltung, a posture-cum-attitude, is therefore translaketter, if imperfectly, s
stance or bearingl shall discuss Brecht's overarching views abguand two principal ways he
sought to particularize this general, so to speakastic, concept by finding pertinent macro-
stances within a sociohistorical semantics. Asaf 1928 on, he formulated it as a semantic cluster
around the concept of a redefingedagogybut after his emigration this concept was drapbged
replaced by meanings clustering around a redefinetion of production productivity or
productive critique.

My second thesis is thdtis bearing is (as any interest) not to be disjdifi®m certain kinds
of emotion In fact, | would assume that for Brecht atglitungimplied an emotion, and viceversa.

A few other key overarching rubrics could perhapsfdund. | shall here mention only, in
order to get it out of the way, the term\Wissenschaffscience). It seems to have been first used
by Brecht in 1929 (GKA 21: 270-75), at the conflaerof his enthusiasm for flying -- evident in
The Flight of the Lindberghs and for the first Soviet Five-year plan; anavdas foregrounded in
his most finished and deservedly famous but -usasl for Brecht -- open-ended and not final
theoretical tractate, thBhort Organum for the Theatrg/issenschaftis in German, first of all,
much wider than the English term of "science" Saein "On Two Notions" and "'Utopian™), since
it denotes any systematically organized body ofvwkedge, e.g. theology or literary studies.
Second, Brecht finally recognized its inadequacyskrious theorizing, based on abuse of science
by the "Western" and of Marxism by the "Easterrdssl societies: "the term [scientific age] by
itself, as it is usually used, is too polluted" (&KR3: 289, ca. 1954). What Brecht permanently
retained from this semantic field was his insiseermn the necessarily experimental, Baconian
character of genuinely modern art. At any rate,whiger of theLife of Galileocould scarcely be
suspected of an uncritical scientism, just as ifieéohg proponent of self-management should not
be supposed to have had any illusions about tecaop¢or bureaucracy).

1. OnHaltung

Gegen Abend fand mich Brecht im Garten bei der duektdes
Kapital. Brecht: "Ich finde das sehr gut, dass Sie jetatdstudieren -
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- wo man immer weniger auf ihn stosst und besondersig bei
unsern Leuten." Ich erwiderte, ich ndhme die vigthechnen Blicher
am liebsten vor, wenn sie aus der Mode seien.

Benjamin,Gespiche mit Brecht25/7/1938

[Toward evening, Brecht found me in his garden isgCapital.
Brecht: 'l find it very good that you are now stimyMarx -- when
he's met with ever less frequently, and especatipng our people.’ |
answered that | preferred to take up the frequemintioned books
when they were not in fashion."”

Benjamin,Talks With Brechtdiary note of 25/7/1938]

1.1. TheHaltung of Pedagogy (Teaching and Learning)

| begin with the storyTu Wishes to Learn Fighting and Learns Sittingm Brecht'sMe-ti: The
Book of Turns

Tu came to Me-ti and said, | wish to take parthia struggle between classes. Teach me.
Me-ti said, Sit down. Tu sat down and asked, Hoausdh | fight? Me-ti laughed and said,
Do you sit well? | don't know, said Tu surpriseagwhshould 1 sit differently? Me-ti
explained that to him. But, said Tu impatienthditin't come to learn how to sit. | know,
you want to learn how to fight, said Me-ti patigntbut for that you must sit well, for we
are just now sitting and we want to learn whiléirsit Tu said, If one always strives to take
up the most comfortable posture and get the besifauhat there is, in brief if one strives
after enjoymentGenusg, how can one then fight? Me-ti said, If one does strive after
enjoyment, does not want to get the best out oft wWiexe is nor take up the best posture,
why then should one fight? (GKA 18: 176-77)

What is here translated as posturage, how or where a body lies; also situation, positio
location), Brecht usually calls, more activelaltung, which is in German -- as most other key
Brechtian terms -- a fruitful polysemy or pun cetifr involving dynamicsand full bodily
involvement (Genussis stronger, much likpuissance,and | have argued in the essayldie of
Galileo how central it is to Brecht's Epicurean horizofijis may be seen developed in a poem
about Weigel preparing for the role of sefiora Garra

Thus my body is relaxed, my limbs are

Light and on their own, all the prescribed bearings

Will provide them pleasure.

[So ist mein Kérper gelockert, meine Glieder sind

Leicht und einzeln, alle Haltungen, die vorgesdeiesind

Werden ihnen angenehm sein.]

("Lockerer Korper" [Relaxed Body], ca. 1937, GHA: 376)

In our epoch, the pragmatic orientation toward cete situations of human relationships
(Situationsbezogenhejt and the need to present them as alterable entatstexts should be
experimental, and that they preselaitungen that unite the subject's body-orientation ircefiene
with that body's insertion into major societal Wi of things:"

The preoccupation witkhlaltung, present from early on (cf. GKA 19: 285-91), umwient a
first crystallization during the great economic gpalitical crisis of 1929 to 1933, when Brecht
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focussed on a vanguard which should teach otherptbper ways of such a union of personal
orientation and collective location. While paradleb the Leninist concept of a political vanguard
are clear, and may indeed help to explain Breclrslitional adhering to Lenin's central notion of
the Party -- alongside with Brecht's lifelong adbesto Rosa Luxemburg's notion of worker's
councils -- , Brecht gave it a characteristicalBtdrodox twist by positing a theattand radio)
vanguard. This meant, first, allotting theatreaarthe time totally new (though historically well-
known) function, that of a teaching-cum-learningp@am@tus orPadagogium a term denoting
"educational institution” but to which Brecht prded a new connotation on the model of
Planetarium or Laboratorium . Obversely, it also meant planning "a chain ofekpents which
used theatrical means but did not need theatrggeprdGKA 22.1: 167), so that it might perhaps
be better to categorize it within the superordidatategory of spectacle or public show.

Brecht envisaged a wide spectrum of educationaitises in such a radically new institution.
However, for reasons both of practical organizaaod of self-clarification, Brecht began writing
fictional performance texts for these "pedagogegberiments” which he called Lehrstiicke. His
term was somewhat misguided in its kinshig_&hre (doctrine) orlehren (instructing), concepts
which were not at all central for Brecht, so thmaflD36 he insisted to have it translated into Ehgli
as "learning plays" (GKA 22.2: 941, Steinweghrstiick48).

At the height of such work, expecting a civil wandarevolution in Germany, Brecht
envisaged two different forms, the Great Pedagaglythe Small (or Initial?) Pedagogy. A note in
the Brecht-Archiv (further BBA with file/leaf numbs) reads:

The Great Pedagogy utterly changes the role ofiqgjayt abrogates the system of player
and spectator. It knows only players who are atsdmme time students.... The mimetic
playing becomes a principal part of pedagogy. ThelEPedagogy in the transitional
period of the first revolution, on the contrary, nelg democratizes theatre: the division
still fundamentally exists, but the players shoifildossible be amateurs (the roles should
be such that amateurs have to remain amateursprdfiessional actors and the existing
theatre apparatus should be used to weaken bosrgdeological positions in the
bourgeois theatre itself, and the spectators shieldctivised. Plays and way of playing
should turn the spectator into a statesmahhe actors must estrange figures and events
for the spectator, so that he finds them remarkabte spectator has to take sides instead
of identifying himself [with the figures and eveht@BA 521/996, ca. 1940, in Steinweg
Lehrstick23-24)

As is made clear from a number of passages, thatG?edagogy presupposes a post-
revolutionary state of democratic socialism basea dialectics between the vanguard and the self-
organizing masses, the lineaments of which BreaWtia the Soviet 1920s on the model of Lenin's
program inThe State and Revolutiqof. GKA 21: 398 and Steinwdgehrstiick207-10). In such a
state of permanent dynamics or cultural revolupeople's acts would no longer be constricted by
overridingNot (necessity and misery) but they would be educattiybugh learning new bearings
(cf. GKA 18: 34; BBA 112/54, ca. 1929, in Steinwkghrstiick18). All this should have been
developed in an extensive theory of pedagogy waidhat point Brecht was planning (cf. GKA 24:
90 and both the Steinweg titles). One is titlededity of Pedagogies":

Bourgeois philosophers make out a huge distindtiemveen those who act and those who
reflect. The thinker does not make this distinctiohere is no distinction between true
philosophy and true politics. A result of this uratanding is the thinker's proposal to
educate young people through theatre playing, ithatto make of them simultaneously
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those who act and reflect, as it is proposed ingthidelines for the pedagogies.... (GKA
21: 398)

A defining and fundamental characteristic of thariéng process Brecht envisaged was his
enmity to a closed "world view" or systematized tdioe. For one thing, knowing is necessarily
dynamic: "in the teaching, the learning must bespireed. The Lehrstlicke are not simply parables
that provide an aphoristic moral with emblems, thksp investigate." (BBA 827/13-15, ca. 1930, in
SteinwegLehrstick23) As Benjamin formulated it, the traditional,h8lerian statement that the
stage is an ethical institution is justified onfyaitheatre does not only communicate cognitiorts bu
also_produceshem (18); Benjamin went on to perspicaciouslyrabgerize Brecht's whole theatre
by connecting investigation with the gestual atks.2/

Even more important, however, Brecht diametricalbunterposed two kinds of learning.
One, using theatrical means, engages the whole Wwilgut splitting the sensorium from the brain
and unites emotion and reason as the obverse bfather precisely under the concept of bearing
or behavior Yerhalten, cf., e.g., GKA 21: 421-22); this makes it possilib fruitfully use
contradictions. The other kind is a learning thtoggstematized notional constructs, which tend to
false harmony and univocity, for Brecht necessaphgsent in any doctrine. Therefore, "the
teaching should not spread a specific cognition darty out a specific bearingdéltung) of
people....When taking up a proper bearing, truth, the right cognition of circumstances, will
manifest itself." (BBA 827/07, ca. 1930, in Steirghgrechts101) Brecht is astonishingly modern
in such considerations, pitting the juggler-philplser as educator against the priest, and again best
exemplified through someéVie-ti stories. One of them, "Vorsicht bei der Verwahrungn
Erfahrungen,” distinguishes between experiencegudgkments, and calls for great caution not to
take the latter for the former: "A proper technigsi@ecessary to keep the experiences fresh so that
they can remain a permanent source of new judgement Me-ti called that kind of experiences
best which resembled snowballs. They can serveoad geapons but they do not keep too long.
For example they cannot be held ready in the poickdbng.” (GKA 18: 90-91) Another, crucial
Me-ti story warns forthrightly, Make No Image of the Wortd

Me-ti said: The judgements which are won by dinéxperiences usually do not correlate
with each other as the events which led to the mampees. The unification of the
judgements does not give an exact imdg| of the events lying beneath them. When
too many judgements are tied to one another, ngetiack to the events is often very
difficult. 1t is the entire world which generatese image, but the image does not include
the entire world. It is better to associate judgeta with experiences than with other
judgements -- if the judgements should serve thipgae of governing things. Me-ti was
against constructing overly comprehensive imagethefworld Weltbilder]. (GKA 18:

60)

Across a quarter century, very little had changdeenvthe director Brecht in the 1950s
carefully grounded the believability of each stayent on analogous events possible in everyday
life, i.e., "vertically" athwart and against anyepgstablished harmony of the syntagmatic horizontal
(cf. Bunge 332 and passim).

Of course, Brecht's goal was to influence peoplke society as a whole. Furthermore, the
determining context of all of his "pedagogical” gi@s was the clear realization that the education
he wanted was only feasible if favoured by the gangrift of society: "Thus the lack of bread in
the shack educates to stealing, or the Bible edadathungering. He who has to have a potato must
bow down, because the ground demands it or the I$assh is the education to bowing down."
(GKA 22.1: 55) Brecht's pedagogy is one for stobmy favourable winds. A provisional summing
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up, provided in a short note called "On the Thedfrthe Lehrstick” (GKA 22.1: 351-52, did not at
all aim at a transmission of judgements, even ofega or parabolical ones, but at a critical
appropriation of a way of thinking, of a method¢camated in the players' bearitgf. Steinweg
Lehrstiick102). The goal of this learning is to learn the moet of learning. For Brecht, "The
concept of the right way is less good than thdhefright walking" (GKA 22.1: 569).

Brecht's project could be articulated by discuss$irsgconcept of experiment, and even more
interestingly his even more sophisticated concépt scientific (or epistemological) model. More
briefly, it may be illustrated by his stance towgadz. Though that stance was complex, since he
found jazz mostly used in brutal and stupid waygcBt wanted his kind of playing to follow the
technical method of jazz, "namely the montage wéyckv makes the musician into a technical
specialist. Here possibilities were shown of amyiat a new union of personal freedom and
ensemble discipline (improvising with a fixed goal) (GKA 24: 99-100, cf. GKA 21: 188)
Another analogy was that to team sports: "Thesgeptashould play so that...all attempt to work
out the few basic ideas, like a football team™” (BBA1/95, ca. 1930, in Steinwdyechts105).
Brecht hated one-way transmission so much thatds at the same time as he planned a theory of
pedagogies, also planning a radio theory whose plaitk was the demand for a two-way teaching
communication between the radio performers andlifteners (GW 18: 117 ff., esp. 127-34).
AnotherMe-ti story goes so far as to say, "If anybody affirht ©x2 = 4 because 8 minus 5 equals
7, 1 shall immediately say that twice two is nouifo.. | cannot stand it when truth is believed or
spoken like a lie, without proof or out of calcudet.” (GKA 18: 110-11) The clear polemical point
goes here against official Marxism in Stalin's tintas paralleled somewhat more tactfully in the
Messingkaufspeech on the useful "judgments, forecasts, andtgps’ of Marxism's engaged
thinking as opposed to the harmonious "world viemsthany "sentences/propositior$3afzd by
the Marxists" (GKA 22.2: 717).

In practice, this meant that Brecht wanted the giayf his "plays for learning” to radically
distinguish those of his guidelines that contaimiesivs abouperformingfrom those abouteaning
and application. The former were to be tested thinomimesis (and Brecht frequently expatiated,
both theoretically and practically, on such mimetiiticism), the latter were personally untestable
and thus at best temporary scaffolding (“workingpdtheses,” GKA 21: 415) and at worst
disembodied doctrine:

The study of the guidelines about meaning is noesgary for the study of the guidelines
about performing, and thus neither for the perfognwhile the study of those guidelines
about meaning without the study of the others damel playing is even dangerous.
Therefore the guidelines for playing should be réest, and only after the student has
performed the document [i.e., the play text], thedg of meaning and application should
follow.... The guidelines are full of mistakes a& fas our times and its virtues are
concerned, they are unusable for other times.

(BBA 112/57 and 66, ca. 1930, in Steinweghrstick21)

A final but omnipresent aspect, which too can tarky be suggested, is Brecht's dialectical
stress not simply on critique but on outright nagigt such as would be usually considered "bad"
or indeed dangerous and horrifying. Any "positieetion is meaningful (rather than automatic and
unfree) only as a choice out of a spread of stifiqpossibilities: e.g., "To consent means also: not
to consent"”; or, faced with a teaching, one canedmr despise it (BBA 529/14 and BBA 112/69,
both ca. 1930, in Steinwdgehrstiick24 and 19). But more than logic is at stake h&testake is,
first, the Verbesserung (another pun meaning both correction and advanite), dialectical
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sublation of the social elementFrom the figure of Baal on, Brecht was obsesseddmsual and
other values inherent in thgraxis of anti-social behaviour. In the already cited &oly of
Pedagogies” he allots it a central role in the bigpraent of the post-revolutionary state or
community: "The state can best correct human aksowséncts, since they arise out of fear and
ignorance, by extorting them from each in an asafapossible perfect form, almost impossible to
attain for the individualThis is the basis of the idea of using theatridalymg in pedagogies.
(GKA 21: 398, underlined by DS) And further, in thehrstiick "an educational effect may be
expected from an (as magnificent as possible) cemtion of asocial acts and bearings” (GKA
22.1: 351). While it is possible that Brecht waseheuilding on the Soviet experiences in educating
the huge numbers dfesprizornye, the post-Civil-War nomadic orphaned children stmes
treated by playing out a kind of psychodrama, aimilevhe was -- more far off -- perhaps also
trying to socialize Freud's return of the repres®@dSteinwed_ehrstiick138 and 142), the central
impulse at work here is not clear though obviouslgupreme importance for Brecht's thought and
work.

What is finally at stake in Brecht's "pedagogy"the full socialization of the community.
Using his frequent image of a roaring river, onaldspeculate that what should happen is not only
a channelling of the deviant energies but alsadeaxeing of the rationalistic norms for channels or
riverbeds. To anticipate my next section on progtugt "Not all human productivity is included in
the always limited present production....Very sheaps for the productive element are needed. It is
a masterpiece to keep it from destruction, thataskeep it from destroying ane keep it from
being destroyed.” (GKA 22.1: 132) In fact, Bredhtafly concluded that there was no such thing as
asocial people or instincts in themselves, onlycasaoles or functions, such as that of the pevat
possessors of the means of production (AJ, GKA32&).

1.2. The Haltung of Producing (Productivity, Crei&y)

The Nazi victory deprived Brecht of any chancestéaching with help of an organized societal
network. Furthermore, it interacted with Stalinissmtake off the historical agenda Lenin's and
Luxemburg's ideas about, and Soviet experiments, wélf-management and a gradual elimination
of State apparatus. In the new situation Brechhdbaed the project d?adagogiumbut not the
underlying impulse at organized learning of a rodtthat centers on bearing. The method and
bearing to be learned, it turned out, was onepbductive critique, or of aritical productivity.

My thesis in this section is that in the Marxisdition, beginning with Marx himself, there
are two largely incompatible but intimately asstaiiameanings of "production”: the economistic
one, taken from Adam Smith and other bourgeoistipalieconomists, and the anti-alienating or
creative meaning which is part of Marx's centralpiein critique, taken from a revolutionary fusion
of Enlightenment and Romanticism; and furthermtrat Brecht largely and very originally moved
from the first to the second meaning. These twommgg may be associated with Marx's central
opposition between exchange-value and use-valugyhich the inherent limit of capitalism is
precisely restriction of production of use-valugsexchange-value and, as its obverse, the growth
of productive forces at the expense of thmih force of production, the human being itséWarx,
Grundrisse cited and discussed further in Suvin "Transuligtion" 104-05; cf. Harvey 2, 105,
and passim). In these circumstances, as alreadyotlieg Hegel had noted, "The value of labour
decreases in the same proportion as the prodyctivlabour increases" (239). Marx's examples for
production in the first sense are all quantifiapteductions founded on capital and produced for
profit. In this case, "our production is not a protion of man for man as man, i.e. it is not a&loci
production. As person, none among us has a redtiprof pleasure to the other's product.” (Marx
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459) Most interestingly, his examples for qualitatproduction in the second sense, not reducible
to profit, are actors producing a play, piano ptaygroducing not only music but also "our musical
ear,” and the madman producing delusions (ibide®).1Artistic production is indeed (together
with scientific production) taken as a paradigmdoch non-alienated production of use-values.

Brecht has his share of "vulgar economist" refeeento production (and of course this
economism is not so vulgar when applied to situstiof poverty and low productivity). His
defence of Stalin was, for all strong reservatidmssed on the great surge of production in the
USSR (cf. GKA 18: 108, 139, and passim), just asdiijections to capitalism were based on its
being "no more able to further the production &'$ necessities in the form of free competition”
but of having to resort to "production of instrurtef destruction" (GKA 18: 146-47) -- of, in
effect, making for death rather than life. Howevame usages from the 1930s already show an
ambiguity or passage between this meaning and ptiotduin the wider sense of productivity
meaning any creativity. This turning seems markgdcbmpromise terms such as "productive
behaviour" (GKA 18: 152, and cf. thde-ti story On the Productivity of IndividualSGKA 18:
138).

While the term "pedagogy"” is abandoned by Breghtthe mid-1930s, references to
creative production become especially frequent fi®@#0 on, as testified by Brecht's journal. Non-
Aristotelian theatre, always tied to an "evaluatialtung” (GKA 21: 440-42), is now defined as
"simply [one with] a spectator who produces theldibrand as using for the basis of its emotions,
alongside curiosity and helpfulness, "human praditgt the noblest of them all* (AJ, GKA 26:
439 and 441-42). "Learning" is now equivalent toefital producing” (GKA 22.1: 63). The key
passage, which explicitly identifies production rasn-economistic productivity, seems to be a
notation from March 7, 1941:

The great error which has prevented me from makigglittle Lehrstick ofThe Evil,
Asocial Baalwas my definition of socialism asgaeat order It is, on the contrary, much
more practical to define it asggeat productionProduction is, of course, to be taken in the
widest sense, and the struggle goes for the fdidttering of everybody's productivity. The
products may be bread, lamps, hats, pieces of mtiséss moves, irrigation, complexion,
character, plays, etc.

(AJ, GKA 26: 468)

The concept of an all-sided deployment of produtgtiis amplified in a note of 1949. In a
characteristic move, this begins with a counterpsap to (or, ambiguously, amplification of -- at
any rate in a supersession of) Lenin's famous wlidhat communists deduce their morality from
their struggle (adopted by Brecht as late as 183lhe Measures Takgand ends by punning on
the theatrical sense sich produzieren "showing off" and/or "producing itself":

If one wishes to deduce all morality from produityivand one sees the highest thing in a
huge exfoliation of everybody's productivity, on@ishtake care to lift the interdict from
mere existence, indeed from the resistance aga@isy used. | love: | make the beloved
productive; | repair a car: | make the drivers driVv sing: | ennoble the hearing of the
hearer, etc. etc. But then society has to havealiilgy to use everything, it must possess
such a "capital" of what has already been produsedh a plenty of offers, that the
individual's production becomes as if a superflycas to speak unexpected thing. If
productivity is the highest thing, then strikes mgsll be honoured. (In the esthetic
domain it is already so. The asocial element alsases; it is taken as sufficient that it
"produces itself.") (AJ, GKA 27: 305)
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Obversely, to produce oneself is also to showasffin the conclusion of tighort Organum"The
spectator should produce himself in this theath@easiest way: for the easiest mode of existence
is in art" (GKA 23: 97).

Possibly around 1954, planning a series of songa fday on the Chinese God of Happiness,
Brecht noted: "The highest happiness is called yctidty" (BBA 204/71, in Tatlow 546). When
first thinking of this cycle of songs, he had alsated it should be an entirely materialist work,
"praising 'the good life' (in both senses). Eatidgnking, dwelling, sleeping, loving, working,
thinking, the great pleasures.” (AJ, GKA 27: 15Bhough he probably didn't know the works of
young Marx, the parallel to Marx's "Seeing, hearisgelling, tasting, feeling, thinking, opining,
perceiving, willing, being active, lovingWerke -- Erganzungsband £39), is striking.

A whole Brechtian theory of personality could becamstructed around the axis of
productivity; e.g., "indignation, this socially ity productive affect” (AJ, GKA 27: 140). | shall
therefore insert a discussion of some main poibtsuaBrecht's notion of agency and character
before | get to emotionser se

As can be seen in the above diary note, in a Eressof exceptions to the interdict he had put
on himself in the mid-1920s against writing abotdties (which he never observed in poems),
Brecht identified loveas a paradigm of productivity: "Love is the artppbducing something with
the capacities of another person. To this purpose reeds regard and affection from the other
person.” (GKA 18: 40 -- see on this theme Haff&tBre are some furthde-ti andKeunerstories
with this horizon (the first story was probablynstilated by the anecdote about Picasso's portrait of
Gertrude Stein):

When Mr K. Loved Somebody

"What do you do," Mr K. was asked, "when you loeengbody?" "I make a design of that
person,” said Mr K., "and | take care that it tuog similar.” "What? The design?" "No,"
said Mr K., "the person." (GKA 18: 24)

Kin-jeh on Love

| speak not of carnal joys, although there woularheh to say about them, nor of being in
love, of which there is less to say. With these phenomena the world would get along,
but love must be examined separately, as it isodymtion. It changes the lover and the
beloved, whether in good or bad ways. Already frtme outside, lovers appear as
producers, and of a high order at that. They shassipn and unstoppability, they are soft
without being weak, they are always looking foeffridly deeds which they may do (in the
end accomplished not only for the beloved). Theydbtheir love and bestow upon it

something historical, as if they reckoned upon whréing of a history. For them the

difference between no mistake and only one mistakdifference which the world can

safely ignore, is immense. If their love makesh#n something out of the ordinary, they
have only themselves to thank; if they fail, thagy excuse themselves almost as little
with the faults of the beloved as the leader ofgheple with the faults of the people. The
obligations which they take on are obligations agaihemselves; no-one could muster up
the severity in relation to the violations of olalitpn which they muster up. It is the nature
of love, as of other huge productions, that thestte take much earnestly which others
would treat lightly, the smallest touches, the moanhoticeable half-tones. The best
succeed in bringing their love into full harmonythviother productions; then their
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friendliness becomes universal, their inventivengfssse to many, and they support all
that is productive. (GKA 18: 175-76)

What is immediately noteworthy in these texts &$o the "Lai-tu" stories, GW 12: 583-85,
and the textsovers Make Images of One AnotlaadOn the Drawing Up of EffigiesGKA 18: 61
and 20: 168-70) is how love, critical productivignd the making of images intertwine in them.
The dynamic and personalized images here, verifgdintegral bodily contacts, are the
symmetrical obverse of those systematically andagynatically semiotized, all-encompassing
"images of the world" forbidden by Brecht's pedagag unproductive.

This approach may also throw a new light on Brecell-known predilection for female,
and especially for maternal figures. The matermaisoflie Mutterlichen) -- to adapt the apellation
educed from Grushe at the endltie Caucasian Chalk Circle love the children productively: not
simply (nor even primarily) with the bearing of thdiological producers but of their social
enablers and nurturers. This is largely why ShetoVes Sun, inThe Good Person of Setzuahe
sees in him the potential aviator furthering hunsammunication. A truly productive love is not
privatizing: the lovers who "are always looking foendly deeds which they may do" in the end
accomplish them "not only for the beloved." Lovel anotherhood are equally revolutionary within
an unjust society, just as they converge in thefoala utopian future of friendliness when people
will be helpers to people. Grushe takes up littlelMel because she had just avowed her love to
Simon; Shen Te's necessity (and misery) in regpttirher alter ego Shui Ta to defend her unborn
child is the strongest intrinsic critique and comdation of capitalism a la Setzuan, and so is
Mother Courage's necessity to deny her dead stimeitong war of Germany (there is little or no
fathering in Brecht's work). Erotics in a wider,ffdse and sublimated sense, is strong and
omnipresent in Brecht's plays, but in the sexuasseather rare. The male relationships in hig/earl
plays cannot in my opinion be interpreted as seyara thus neither as homosexual. However, after
an initial tinkering with the whore as businesswamlis plays somewhat shamefacedly slighted
erotics. Still, female figures are clearly privigghin them. They stand for the ultimate alienatbn
the subject under capitalism, "precisely becausenfen] can be physically reduced to a
commodity,” as well as for "what [Brecht] saw aguctive' or 'unproductive' responses to socio-
political situations” (Nussbaum 229 and 231) --. ésgushe or Kattrin vs. Natella or Courage.
Negative critique and positive production thus esskrin theHaltung of love as "a micro-model”
of the great productivity (cf. Haffad 212-13 and24

Another emblem of nurturing, parallel and subsigiarlove, iscultivation of a garden or of a
fruit-tree, one of Brecht's favourite ancidonpoi, present in many of his poems and notes. It is
perhaps best explicated by contraries, in the poeirhe Plum Tre€Der Pflaumenbaum-- GKA
12: 21) rendered justly famous by Benjamin's commentar$ ((2: 566-67). The plum tree, railed
round in a city courtyard, can't grow for lack ohs "The plum tree never bears a plum/ So it's not
easy to believe./ It is a plum tree all the samee @IIs it by the leaf.” (transl. ed. by J. Willahd
R. Manheim).

Mothering, irrigated cultivation, and good car-dny are bundled together in the farewell
words ofThe Caucasian Chalk Circlsince they all bear fruit:

And you
Who have heard the story of the chalk circle, tade of
The wisdom of our fathers, that what there is stidagllong
To those who do well by them, and thus:
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Children to the Motherly, that they thrive,
Cars to good drivers, that they be driven well,
And the valley to the waterers, that it bear frlatdapted from Mannheim-Willett]

Again, coincidences with some of the best in copi@ary feminist thought could, probably
to the dismay of both sides, easily be found hefeNussbaum 241-42 and passim). In this play,
his supreme achievement, "Brecht created the metthecator of the future in which all traditions
are revised or replaced by new, more productiedationships between people" (Nussbaum 238-
39). It is a frontal clash between, on the one hati# self-management of productive cultivation
and of engaged art together with social motherhenadi -- discreetly -- love against, on the other
hand, the society of class injustice and civil adlvas ethnic warfare. The constellation of the
producing cooperatives and the Singer of the fraomkewplus Grusha and Azdak inside it, versus
the upper class is one of productivity against pssivity (cf. SuvirBrecht ch. 6).

At some points, thus in tighort Organum Brecht inclined to call the basic societal beguri
of this productivity simplyKritik . Such a criticaHaltung (GKA 22.1: 226) or_productive critique
is "the grandest characteristic of a human beinlgas created most of the goods of happiness, best
improved life" (GKA 22.1: 569). Therefore, "if gnit is left unhindered, [productivity] may prove
the greatest pleasure of them all":

21.

If we want now to give ourselves to this great masdgor producing, what ought our
representations of people living together to loéke? What is that productive bearing in
face of nature and of society which we...would li@¢ake up pleasurably in our theatre?

22.

The bearing is a critical one. Faced with a rivegonsists in regulating the river; faced
with a fruit tree, in grafting upon the fruit treggced with locomotion, in constructing
vehicles and airplanes; faced with society, in bwaing society.... (GKA 23: 73, transl. J.
Willett)

Such a bearing entailed a lifelong mistrust of ethiwhich Brecht saw as a set of idealist
notions that had little in common with the necéssiin and of life. Nonetheless, just as he had in
the MessingkauandShort Organunfinally adapted rather than abandoned theateleatitetics, he
finally also found a way to refunction rather thafuse the categorical imperative in favour of a
"productive mode" of imagination, creating whatnist present to sense (Kant 164). Here is a
testimonial of the revocation:

Me-ti and Ethics

Me-ti said: | haven't found many "You must" senewhich | would desire to pronounce.
I mean now sentences of a general nature, sentaddesssed to the generality. But one
such sentence is: "You must produce.” (GKA 18: 179)

Two consequences following on this stance shouldriefly invoked at the end. First, the
lovers' friendliness and the producers' good huraoel conducive to a "joyous criticism" (GW 16:
637) which is not too far from Nietzsche's joyousowledge and quite near to Bakhtin's gay
plebeian truth. An autonomous creative force ofazed humanity, it is its own measure. At best,
a kind of qualitative felicific calculus may be diggl to it, as in: "The propositio® man's goal is
to have pleasurés bad for the reason that it boxes the ear ofgthed propositionHumankind's
goal is to have pleasure(GKA 23: 361) Second, the presupposition for @llch constructive
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production is the destruction of destructivity. 8mes analysis of his best transposition of oursage
contradictionsThe Caucasian Chalk Cirglshines as a lighthouse to our present:

The more Grushe furthers the child's life, the nsbre endangers her owrer productivity
works for her own destructiofunderlined DS). This is so under the conditiohsvar, of
the existing jurisprudence, of her isolation angeyty. (GKA 24: 346)

1.3. How did Brecht arrive at this central tool of hidaltung? As usual, by productively
refunctioning the Germaxolksmund, language as the concrete consciousness of bethpier
and the plebeian classes. Also as usual, he wekttbaand built on the meanings stemming from
before the caesura of the bourgeois or Romanticagbeople into an "inner" and an "outer" image
and life. He took from it the full bodily involvemeand changed it by a melding with his peculiar
variant of dynamics from below.

| shall proceed in this subsection by an abbrediawerview of the material from the great
historical dictionary of German semantics by thén@n Brothers (see a fuller account in Suvin
"Haltung"). It shows thaHaltung becomes a frequent term only in and after the Rbimaeriod.
Like the termVerhaltnis, which becomes frequent only beginning with C1® Kant, Goethe,
etc.),Haltung is also a sign of two fundamental changes: fasgrowing demographic density in
the budding capitalist economy and city life; seoof aristocratic need to insist on "proper"”
behaviour in all social classes and of German benisgfear of failing to do so. The main meaning
of Haltung may be identified as "orientation toward a preeigg of somebody's behaving," which
always involves the body and a bearing toward otieaple. It is only beginning with ca. 1848 is
Haltung also applied to "inner" mental activity (this iasély to be proved in the Heyne ed. 1877
edition of the GrimmdDictionary, and even more so in the Duden dictionary of 1993

In particular, within the meaning dflaltung as precise bodily bearing in a hierarchical
interpersonal relation, the Grimms show it as pody evaluated in the meaning of strong,
determined, worthy behavioufegtes, energisches, wirdiges Verhaltgnfor ex. "eine Frau von
Haltung"; it also borrows connotations from phgsiand moral solidity: "Gesimse, die wenig
Haltung haben," "eine Neigung die ohne Haltungst".(both from Kant).

What is most important here: the dominant semamasa discourse originating in the ruling
class, whos®wn stance is from above downward and requires sabordinates the stance from
below upwards -- in both cases formalized as fh w#irtical: "[er] blieb Bedienter in Wort,
Gebérde, Haltung" (ImmermanMinchhause)) Brecht too uses "servile bearingaKaienhafte
Haltung) for subaltern intellectuals and for clerics (GKA: 428). This is often found when
Haltung is taken absolutely (and thus without adjecti\as, strong, determined, dignified -- or
obversely servile -- self-discipline; it is thengoate to two significant lexemeBassungand
Beherrschtheit, taking hold or controlling as a vector unitingcsb pressure and personal
acquiescence (which is echoed in Max Weber's ard¢HBsEinverstandniss consenting). Most
suggestive for these clearly moral and politicaleations iseine militarisch stramme Haltung,

"a military upright bearing” (a metonymy for rigiehaviour -- see Nagele 141-57, who pioneered
the idea thaGestusis "the smallest element ofHaltung,” 152). It inserted the body personal into
the body politic, just as did widely used stockgs®s such as "die Haltung verlieren, oder sich
Haltung zu geben", "etwas mit Haltung aufnehmen.'Bfecht knew this all-pervasive original
meaning very well before refunctioning it, and ugdirst in a Strindbergian movie scenario of his
from 1921 ("[Der Leutnant] gibt sich Haltung,” GKF9: 106) and also at the end of 1926, in the
sense of "taking hold of oneself" in poem 7 frora thesebuch fur Stadtebewohner": "Sie brauchen
jetzt keine Haltung mehr zu bewahren/ Es ist niedmaehr da, der lhnen zusieht" (GKA 11: 1963).
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From Aristotle'sheksis and Ciceroshabitus on, Haltung always “stands” or mediates
between potentiality and action (as well as betwesre and nurture, necessity and choice, thus
malleability and teachability). This diachronic ditgon is in Brecht synchronically renewed by
means of materials and insights from the earlyings of Marx (alone or with Engels) with their
orientation onpraxis. The classical formulations are in thbeses on FeuerbachPraxis is a
sensual human activityuniting subject and object (#1) and mediatingwssn the "changing of
conditions and people changing themselves" (#3);hihman subject "is the ensemble of social
relationships” and not "an abstract iselated -- human individual" (#6); last not least for the
participation of the observer in the observed, "gtendpoint” of the "practico-critical” materialism
is "social humanity" (#1 & 10) (MEW 3: 5-7). And ihe first section offhe German Ideology
"Consciousness can only be conscious being, anddiing of people is their real life process” (26).
To the contrary, in the later Engels "praxis" iseha used or substituted by references to applied
science and technology (e.g. in Bi&lectics of Nature MEW 20: 393). Furthermore, in Engels's
influential formulations, people are supposed tawdtheir moral views in the final instance" from
the economic relationships in which they liven{i-Duhring MEW 20: 87).

The Marxian orientation on practice is quite conipatwith possibly secondary but not
unimportant confluences of Brecht with US pragmmatesnd behaviorism, primarily Watson (and
US movies); with translations of Chinese philosgptrymarily of Mo Ti, Lao Tse, and Confucius
(and the impact of Chinese and Japanese dramaiurggyl with early bourgeois philosophy,
primarily of Descartes and Bacon. All the aboveevassiduously studied by Brecht from the end
of the 1920s on, with much reliance on Korsch andranslations of Lenin (Brecht praised the
Haltungen of Ford, Einstein, and Lenin and planned to wtb@e Haltungen Lenins,” GKA 21:
383 and 26: 319). One could perhaps illustrate lBle@osition as being in the middle of a square
on whose angles were the German semantic tradMarx, Lenin, and pragmatism.

1.4.1f one is now to inquire into the reason and megrof Brecht's redefining the semantics of
Haltung and allotting to this "bearing” a central rolehis work and approach to the world, my
thesis would be the followingdaltung is Brecht's semantic micro-unit of praxis foe tactive
subject In conscious opposition to several important @oasagesHaltung has simultaneously
three functions: 1/ a refusal of the bourgeois amtividualistic concepts of an internalized and
atomic characterGharakterkopf, Seelenkdsg 2/ a revaluation of the Right-wing and militdigs
cum-servile stress ddtrammhalten, that is, statics and hierarchy; 3/ an altermatovthe faceless
"economics as last instance of all behaviour” ith@dox "Historical Materialism" (HistMat) from
Engels through Kautsky to Stalin. As such a wittgraative,Haltung mediates between two uses
of "intervening thinking": in practical relationgis of people to each other and in systematic
cognition about peoplélenschenkundg.

The anti-individualistic function oHaltung is of a piece with the dismantling of the
"individual” or the monolithic Self as center ofiwerse. This is a central theme of Brecht's,
foregrounded in his work froriMan is Manand Mahagonnyto The Good Person of Setzudthe
destruction, explosion, atomisation of the indiatpsyche is a fact." What remains is, however,
not at all a Nothing -- "lack of nucleus does nmtan lack of substance, we have thus a new
structure in front of us, which has to be determdimenew ways" (GKA 26: 476) -- but subjects
capable of action or agency as Marxian "ensemdflescial relationships." All of Brecht's figures
are confronted with situations of choice, all argpolar agents (saying yes and no),
Charaktermasken from Marx's 18th Brumaire with flexibly allegorical behaviours and
orientations. Possibly the two most important tyges the true intellectual or the "Thinker":
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Keuner, Me-ti, Azdak, and the ambiguously pervektadant of Johanna Dark and Galileo; and the
motherly one: Wlassowa, Kattrin, Courage (fullyyeted case), Shen Te, Grusche.

Thus, Brecht was constantly preoccupied wdtdtung as a practical and cognitive tool that
ensures the naming -- and bestowal of meaning a- afbject's body-orientation. As could be seen
also from the littleMe-Ti story cited at the beginning, the foregrounded emity of the
movements and postures is not only a dmgnthe orientation of the thinking but also itsnast
magical _induction and guarantde other words: the sensual Being-Th@®-Seir) in a given
changeable situation is the guarantee that thegastibject in an always already concrete existence
will avoid, by means of her enjoyment and criti@laluating, being sacrificed to fetishized
abstractions -- for ex., "the future,” "the struggl- but will instead assume a fertile, sensuad a
therefore unshakable orientation toward them. Tdst presentation of this stance may be found in
Brecht's probably most optimistic text, ti@aucasian Chalk Circlewhere a brief Saturnalian
interregnum suspending class power allows Azddietp himself -- for ex. to drink and sex -- and
to help as well the concrete seeds of the futu@rusche and the Noble Child (cf. SuVia Brecht
chap. 6). Brecht's fascination with helpers -- thetherly" women, but also Azdak or the sage
teacher figures -- who take practical measuresotabine the difficult today with a productive
tomorrow, gives a face to and embodies this prgueation.

For these reasonblaltung proved similar to some other attempts on the teefuse theory
and everyday practice. Most similar to Brecht arenjBmin's use of the same term, first
independent of and then in dialogue with Brech&r@sci's notion of "philosophy of practice," and
Bloch's notions of "upright posture'affrechter Gang) combined with orientation toward a
horizon. Lukéacs's use of standpoirBtgndpunkt) in Geschichte und Klassenbewusstsen
characteristically more abstract but has even kmwad highly interesting reinterpretations by
materialist feminists (cf. Jagg&eministand Hartsock) and "theologians of liberation" adse"t
privileged standpoint of the women" respectively tlee poor" (cf. on both Jameson). There are
also parallels to Bakhtin, Sartre, and Merleau-,ced well to Bourdieu's "habitus.”

2. Approaching Brecht and Agency

2.0. Here would be the place for a theory about agdaog dramaturgic agents) in Brecht. This
would test what light the "stance hypothesis" coticbw on some crucial practicés Brecht's
opus, understandable also as epistemological ctsyageh as personality. | cannot develop it at all
adequately in this essay, but | shall put forwarte main thesis and a few sub-theses as corollaries

Thesis:Brecht's understanding of agency strongly priviegersonality (Subject) as opposed
to character (the Cartesian Selfrom this follow some corollaries, such as:

1/ The downgrading of heroism and upgrading of aiyne

2/ While character is disembodied (a laicizatiohsoul), personality is indivisible from
body. HERE BARTHES TABLE??

3/ While character is a dogmatic or ideological apr, a mononuclear interiority, and only
rational (or better, only conceptually establishedgrsonality is a bipolar spread of possibilities
permeated by an ensemble of relationships and negas a union of reason and emotion, senses
and sensorium.

My stark opposition character-personality may benaperfect instrument, as all Manichean
or "digital" dichotomies. As my final table in 4/8ay also indicate, Brechtian productivity is a
strange mixture of ostracism and cannibalism,demnegation as cutting off and supersession by
subsumption. However, for all its limitations, lliege this approach is here mandatory precisely in
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order to clearly refuse fruitless (dogmatic, unekical) dichotomies between emotion and reason,
character and type, distance and nearness, et.thié individualist Self brings and that Brecht's
whole work rebels against.

2.1. Defining Terms

| am here simplifying, streamlining, and sometingestaminating Jean-Pierre Vernant's and Paul
Ricoeur's approaches to individuation (Colloque Rilgyaumont "Sur lindividu,” 1985). They
distinguish three notions, which can in French legantly called "l'individustricto sensy" "le
sujet,” and "le soi" (or "le moi"). The first isreot further divisible physical token of any logical
type, and especially of a biological species; lehtailed to find for it a better term than the Fren
individual, though perhaps we could call_it a particulat any rate, this sense must be sharply
distinguished from the ideologized bourgeois sesfsmdividual as Self (the third notion here --
which is in fact reached by a deliberate confusbthis first and third notion). It designates any
Something (this cat, piece of bread or province)thimge principal means: definite description,
proper name or indicator (pronoun, adverb, etdie $econd is a human -- and | would argue often
an animal -- "individual" communicating in her owmame, expressing himself "in the first person”
with traits that differentiate her from others betsame logical type-token and biological species-
variety-race (etc.) -- most importantly, from ahret, class or gender group. To the individuation
of the first term this adds identification, anchif call it the SubjectFor a Subject, the pronoun "I"
is no longer a shifter, an itinerant marker apfilieato any speaker, bittis anchored in a fixed
stance or bearingthis makes dialogue possible, where -- howevtre-anchoring is reversible, "I"
can be understood as "thou" and viceversa (cf. dRic®2). Finally, the Selfipse, Selbst is
constituted by the practices and stances "whicliecarpon the subject a dimension of interiority...,
which constitute him from within as...a singuladividual whose authentic nature resides wholly in
the secret of his inner life, at the heart of atimacy to which nobody, outside of herself, can
accede..." (Vernant 24; cf. Suvin, "Polity").

To ground this a bit in terms of agential theory déiterary genres: the biography and the epic
would correspond to a particular human (usuallyuaaPchian, i.e. famous, type the warrior, the
statesman, the Amazon). The autobiography or teébpurgeois lyric correspond to the Subject,
which can perhaps be deciphered as a type seenwitbrim (e.g., the poet, the lover, the hermit).
Vernant remarks that in Hellenic lyrics the firgrpon subject gives his own sensibility the status
of "a model, a literaryopos.. [so that] what is felt individually as interiemotion...acquires a kind
of objective reality” (30-31). Only the genres ohfession, beginning with Augustine of Hippo, the
intimate memoir, and the profoundly changed postdissance lyric and prose epic (i.e. novel)
would correspond to the Self, the interiorized eloter seen simultaneously from inside and
outside, as public and private, therefore sterenoadly or "in the round.” No doubt, all kinds of
grey zones, precursors, and anachronisms must beeded to this scheme if it is to work.
Nonetheless, it seems to be at least getting aryasignificant, perhaps central set of distincsion
In this optic the best Modernist practice, mosadiein Brecht, is playing off against individuatis
and its agential interiority the medieval, Antiquitr Asian featuring of Subjects as types rather
than a Self as character.

2.2. The Downgrading of Heroism and Upgrading oimédy

The Cartesian character is a Thing-in-itself, a tkannoumenal interiority understandable only

through its phenomenal outer manifestations. Ipgesne attempt to become a Thing-for-us, indeed

a Thing-and-Image-for-the-Community, is _heroisinis well known that Brecht hated heroism
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deeply. The community must be extremely bad, haedtgepeatedly in his plays, if it asks for the
Subject's sacrifice unto death. Obversely, thecathVertrostung that this ispost mortem
idealistically compensated by tragic glory (or asption into Paradise) looked to him as wedded to
the concept of individualist character and therefas hopelessly unrealistic. Notoriously, Brecht
preferred the materialist comedy, which he assurfnech the depths of repressed and often
alienated short semiotic forms -- see the nextyegsaJameson and Brecht -- as a great subversive
form. As the fulminations of Sloterdijk against myetysical subjectivity (the "Self") have it,

"[in] the confrontation between the mega-thinkerat®l and the gutter mime

Diogenes....[tlhe clown as philosopher shows thgbpher that there is an alternative to
the spiritually heroic ascent into the life of idea[A]t the time of the breakdown of

metaphysics, the voices of [such] wisdom are bengn@udible again. These are the
voices of the oldest dissidence, they belong to mmnchildren, ecstatics, rogues, plain
people...." (209-10)

Brecht put it pithily as the title and upshot ofis lseminal 1930 Herr Keuner story: "Weise am
Weisen ist die Haltung"Haltung Is the Wisdom of the Wise, GKA 18: 13); this caodence too
testifies to Brecht's pertinence for our times. AaxliBenjamin found out on the material of the
"plays for learning,” the Brechtian protagonistrist a traditional hero, the athlete of fixed
certainties, but a quick and changeable, i.e. wessner -- including teachers who can still learn
(776). As the learning teacher Tine Naysayerremarks of the Boy's refusal to die unless upon a
extremely good and defensible cause: "What theslagg is reasonable, even if it is not heroic" (cf.
Suvin, "Use-Value"). Obversely, when such causstexivhen it is the salvation of the Mother and
the res publica as inThe Yeasayeor of the children of Halle as iNother Courage and Her
Children then the Boy's or Kattrin's death are, their lsnas, -- exceptionally! -- necessary. But
even then, it testifies to the contrary rule thaglut to prevail on a habitable planet.

2.3. Body -- >Death -- >Politics
Sub-thesis: Character is disembodied (a laicimatiosoul), personality is indivisible from body:

Dialectically, the affirmation (or with Spinoza,etdetermination) can best be gauged from
the negation, as convex from concave. Does tiharetion of Self, of individualist character -- as
in theummontierbar Galy Gay -- also necessarily mean the eliminatibSubject or personality?
This may be a central theme in Brecht's plays,ganended fromBaal andMan Is Manthrough
Mahagonnyand all thelehrstiicke to the large post-Hitler plays. Descartes taupht tthis 'me,’
that is to say, the soul by which I am what | asremtirely distinct from the body"; "I am a thingin
thing,” proclaim theMeditations whereas "lpossessa body with which | am very intimately
conjoined” (1: 101 and 190). Thus, if Self disappethe Subject'®odydoes not. It remains the
Subject's anchorage and validation for saying "herénow," for inscribing the Subject's time and
space into the socially recognized time and spahis holds not only for location and dating but
also for the name (cf. Ricoeur 64-65) and what Breften -- especially in thieehrstlcke -- calls
"the face." The body, phenomenologically pinpoigtend validating the "inscription" of its here,
now, and name/face into the central collective gates of space, time, and agency, grows in a
devaluation of Self not less but much more impdrtiilow does it relate to other bodies, how does
it perceive the natural and social universe? We call the perception question (even
etymologically)_estheticsand the relationship questi@olitics. Clearly, there is no wall between
them, since (e.g.) sexual relations belong to bHthwever, though in my opinion these relations
subtend and suffuse much of Brecht's work, he didchoose to foreground them in his plays. On
the other hand, however, both the aesthetics ditlyigperceiving the world of bodies and their
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stances, and the politics of collective bodies #adr interplay with, including shaping of, singula
bodies (cf. Suvin, "Subject" and "Polity"), becafe Brecht necessarily foregrounded discourses
and domains.

Furthermore, most of Brecht's plays (with a few amgant exceptions) end with an actual or a
living death, and the Lehrsticke usually with dikg. The immensely significafBaden Lehrstiick
on Consentinge.g., turns on the question of who is able to died Brecht noted that from the
answer "Nobody" there follows the necessity of igneverything upside down, of a radical all-
sided revolution (BBA 827/25, ca. 1930, in Steinwegnrstiick24). That people should become
able to die properly -- presumably with a wise @mdo a proper community which will go on --
seems therefore one of the main anthropologicaloresafor personal and political radicalism. Once
more the surprising modernity of Brecht's horizamste comparable to Bakhtin's account of the
people's immortal body and its breakup under therdemisie in hisRabelaisbook, becomes
apparent.

| do not have spacetime here to discuss at apptepliength even the third corollary of my
general thesis about Brecht's agen@haracter is a dogmatic or ideologically apriolist
mononuclear interiority, only rational (as opposgrsenses and emotion); while personality is a
bipolar spread of possibilities permeated by aneemsle of relationships, and reposing on a union
of reason and emotion, senses and sensoridowever, | shall take from this cluster some
epistemological implications of an integrated emotiThis will be followed by a consideration on
how Brecht may help us to understand emotion. Aegdrapproach to emotion useful today will be
proposed, and followed by what may be a possibéellfack between emotion and a gestural
critique of ideology.

3. Emotions Are Not Split from Cognition
...auch diesen begriff werden wir als einen alteel wnd von vielen
und zu vielen zwecken gebrauchten begriff vor damendung erst
reinigen massen.

[This concept too, an old one, much used by margpleeand for
many purposes, we shall have to cleanse beforeBrseht, GKA
22.1: 408]

Wenige ausspruche Uber die kunst haben mich ebgssackt wie
Meier-Graefes satz tuber Delacroix: Bei ihm schlugheisses herz in
einem kalten menschen.

[Few sayings about art have hit me so hard as M&iaefe's sentence
about Delacroix: "He had a hot heart in a cold persBrecht, GKA
26: 270]

3.0. The 1998 Suhrkamp six-volume "JubilaumsausgabeBreficht, Ausgewahlte Werke in 6
Banden(4000 pages, 128 DM) was announced in a flyer aoheertised as "Bertolt Brecht - Der
'Klassiker der Vernunft'." I'm not sure of the smuof their "Classic of Reason” quote4/ (could it
perhaps be Deconstructive irony and Post-Modertigh®®), but its hype at any rate wondrously
encapsulates the red herring which has made a vgeoleration of German schoolkids hate Brecht
like the plague. Howeveder Schein trugt, the apellation is either false -- if reason ipaged to
emotion -- or quite unclear -- if it is not arguetiat "Vernunft" may mean for and in Brecht, and
what hisHaltung or stance toward and use of emotions really wieran attempt to find out this
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stance and use, | have collected ca. 50 propositieentioning feeling or emotion to be found in
the 33 volumes of Brecht's latest giant collectdiian, the GKA (this does not take into account
all the innumerable passages where his emotioaaicst may reasonably be inferred from his
poems, plays, and stories). Among these, | haveddwo or three which indeed oppose "emotio”
to "ratio,” culminating in the "Notes" ("Anmerkungg to the operaRise and Fall of the City of
Mahagonny published by Brecht together with Peter Suhrkampall 1930 (GKA 24: 74-84).
Since this one example has been cited again and, ggabably because these notes were not only
provocatively brought to a point and thus very cleat also because they were the only proof that
COULD be found for Brecht as "the classic of redsanthe narrow sense, | shall examine them
somewhat more closely.

3.1. Though written together with Peter Suhrkamp, titike -- epically disjointed but rather
ambitious -- tractate in form of notes has rigltgen taken as overwhelmingly by Brecht. It begins
by discussing the state of opera at the time angdoskible innovations in it. It semi-ironically
defines theGrundhaltung or central stance of Brecht's and WeiMahagonnyas identical with
that of the existing operas, "that is, a digesfkudinarische) stance,” "an enjoying stance,” "an
‘experience’Erlebnis).” However, since the opera's subjectalso enjoyment, the usual operatic
stance can here at least be subjected to exammnatiach reveals that "the present historical form
[of enjoyment is] that of commodity.” You will renmder that Brecht's City of Mahagonny is the
place where all of life enjoyments are availabléoag as you have money, the loss of which entails
death. Therefore, the Notes confess that this stibjatter is "provocative": "When for example in
Section 13 the Glutton eats himself to death, hesdm because hunger dominates” (GKA 24: 76-
77).

As to the innovations, they consist in a changstmdss consubstantial with the new "epic”
theatre, and presented in a memorable Kantian wthetwo opposed columns, which then became
the bone of all future contentions. To select sa@®s from this table of oppositions: The stress
will now be on a theatre that does not projectabdience member into the action on the stage and
thus paralyzes his activity, but rather makes of &h onlooker and thus stimulates his activityt tha
does not "give him the possibility for emotiorGefuhle)" but rather "forces him into decisions";
that does not "preserve his sensatidmgfindungen)” but rather "heightens them into cognitions
(Erkenntnisse)"; that does not "presuppose people as knowntdiber "makes people subjects for
examination.Finally, the table ends with two opfioas. The first is taken from a brief summary in
Marx's 'Prefaceto For a Critique of Political Econom¢gMEW 13: 8), and the second is what | am
leading up to in this particular discussion:

Thought determines being Social being deteesithought
Emotion Gefiihl) ReasorRatio)

The tabulated little scheme was then several tipsnted by itself, outside of the "Notes to
Mahagonny' which made it easy to forget Brecht's initialpontant qualification that it marked a
"different distribution of stresses” rather tharrigid metaphysical opposition. The perceived
opposition was then subjected to strong attacksonbt by the bourgeois conservatives but most
importantly by Lukacs and his followers within aiffl, increasingly Stalinist pseudo-Marxism. In
1938, reacting against oversimplifying provocatiemsvhich he was prone in the activist Weimar
epoch, Brecht clarified and partly modified his ijfiogs by rewriting this table. Together with minor
cuts and modifications (which however retainedball one of the items cited by me above), two
changes seem to me important: first, he added pasijoon between "what people ought to do" and
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"what people have to do," i.e. between ethical @rpgon and economical-cum-physical necessity;
and second, he suppresskd final opposition between emotion and reasdf¥@4: 85).

Furthermore, in an important letter from SwedenJily 1939 to a "comrade M," Brecht
commented:

[These] are notes to theatre performances and Wmigen in a more or less
polemical vein. They do not contain full definit®and therefore often lead their student
to misunderstandings which prevent him from workwgh them in a theoretically
productive way. In particular, th@pera articleaboutMahagonnyneeds some additions in
order for the discussion to become fruitful. Pedpee read out of it that | take the party
"against the emotional and for the rational.” Tisisof course, not so. | would not know
how thoughts could be separated from emotions. éNein that part of contemporary
literature which seems to be written without intghce Yerstand) really separates
intelligence from emotion. In it, the emotionajust as rotten as the rational. . . .

| would not write you all this had my works notfact contained formulations which
may push the debate toward a direction from whiothing follows. For, a discussion
about "emotion or reason" obscures the main re¢bkalt can be found in my works (or
better attempts}hat a phenomenon so far held as esthetically dotise, the EMPATHY,
has lately been more or less dispensed with in seamks of art.(This obviously does not
at all mean that emotion has been dispensed W&EHKA 29: 149-50)

This is a crucial clarification. Any further disaign of Brecht's stance toward emotions can
only be fruitful if it begins by taking this lettseriously.

3.2. Slighting many other testimonies from Brecht's gnation years, | shall take from his major
theoretical writingsThe Messingkauf Dialogueend A Short Organum for the Theatanly one
passage from the former, Definition of Art," whighites production, theatricality, and emotion in a
characteristic pun osich produzieren,to show off and to produce oneself (see sectiar):1
THE PHILOSOPHER: ..We might perhaps say that artskill in preparing
reproductions Abbilder) of people's life together such as lead people particular kind
of feeling, thought, and action that would not bmalated in the same way or to the same
extent by seeing or experiencing the reality repoed....
THE DRAMATURG: There's a good phrase for that inrf@an: der Kunstler
produziert sich.
THE PHILOSOPHER: It is an excellent phrase if yaket it to mean that in the artist
man is producing himself, that it's art when maodpices himself/shows off.
(GKA 22.2:760; see also BBA 448/122, in SteinviBrgchts104)

I shall conclude this section with two diary notés their brevity, they seem to me to
constitute the two parts of his final, balancedwia a general approach to the frontal opposition
between reason and emotion ("Kampfstellung 'hie rathie emotio™). The first part deals with the
art of theatre, and the second with the art oh@vi

In the famous diary note from Finland of Nov. 1940, Brecht defined his theatre -- "for a
change" from the usual "bad definitions [as esplgcimtellectualistic]" -- "in emotional
categories™:

This is possible without any problems, since in ¢pe& theatre the emotional line and the
intellectual line remain identical in the actor andthe spectator. It would be necessary
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[for such a defining] to build on the basis of asity and helpfulness a set of emotions
which balances the set based on terror and pitycddise, there are other bases for
emotions too. There is above all human productivite noblest of them all. (GKA 26:
441)

| tried to indicate above how a whole Brechtiaedity of personality, including emotionality,
could be reconstructed around such a stance.vlrisusly associated not only with curiosity and
productivity but also with happiness, friendlinessye, and "indignation, this socially highly
productive affect” (GKA 27: 140).

Finally, Brecht could quite consistently annountkat one must get out of the militant
position of 'emotion vs. reason'." Reading MordeGarelik's pioneering (and undeservedly

slighted) chapter on his theatre, he noted on M4rd 941.:

The relationship ofratio to emotio in all its contradictoriness should be exactly
researched, and one should not allow our opponentzesent epic theater as simply
rational and anti-emotional. [On the one hand,stijrcts” which, automatized reactions to
experiences, have become opposed to our intergstddied, one-track emotions, no
longer controlled by reason. On the other hancethancipatedatio of the physicists with
their mechanical formalism. . . . The epic prinegplguarantee a critical stance in the
audience, but this stance is eminently emotionkis €ritique is not to be confused with a
critique in an exclusive scientific sense, it isamumore inclusive, not at all professionally
limited (fachbegrenz), much more practical and elementary. (GKA 26:)467

As Knopf's immensely usefldrecht-Handbuclconcludes (though in an unguarded moment
he spoke differently), for Brecht "the antithesmotion-reason was false; yet, no doubt, he wishes
to awaken other emotions than the Aristotelian ttieewith its vague moods, absence of reason,
and spellbinding" (Knopf 454-55).

3.3. There is no use pretending Brecht did noBésgerschreck indulge in provocatively one-
sided exaggerations, and then change his mind uhdepressure of experience. He confessed to
Benjamin in 1934 that his thinking had at timesrdfammatory or provocative stanceefzerische
Haltung, GS 6: 531). And in 1938 he said to Benjaminis'lgyood when one who has taken up an
extreme position is overtaken by a reactionarygaerone gets then to a location in the middle" (GS
6: 535). Brecht was uncommonly aware of the pressaf bloody politics in our century: "Fascism,
with its grotesque stress on the emotional, antigps no less a certain decadence of the rational
moment in the Marxist doctrine stimulated me totrargyer stress on the rational. Nonetheless,
precisely the most rational form, the 'play forrfeag' (Lehrstiick) shows the most emotional
effects."” (GKA 22.1: 500)

| think a constant tenor of Brecht's may be foumdhis defense of a certain type of flexible
but critical reason, refusal of uncritical submenrsin both stupidity and corrupt emotions, and
attempt atcontradictory reconciliations of emotion and reasim a properHaltung (cf. for ex.
GKA 26: 324-25 and 28: 564-65). This leaves us wittwofold necessity if we want not only to
understand Brecht, but also to decide what insightbe found in him may contribute to our
urgently necessary orientation in the collective always also personal human catastrophes of
today.

First, we should attempt to find out at least agpnately what are the emotions within "the
set based on" curiosity, helpfulness, and indigmati- indeed, sometimes based on "a mixture of
pleasure and horror (which should not exist, n@?)dn "pioneering adventurousness" (GKA 22.1:
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418 and 559). | would speculate that a centralepiaould be taken by a carefully weighted spread
(Skala) of emotionalHaltungen between sympathy and antipathy (see his notedgirgam 1921

in GKA 21: 99) -- but never indifference. Possilthe central, coolly emotionaHaltung of
Brecht's late period, friendliness, testifies tee grivot of such a spread. | would also think that
Brecht's not so often discursively stressed butoatrmalways practiced category of grace or
lightness would be proximate to a pivot uniting Span and reason"”; as in his proposed anthem
("Kinderhymne," GKA 12: 303), for which one muchgrets it isn't the German national anthem
today -- as it wasn't in the GDR...

Second, we should attempt to find out how in Braecptactice of performances (but also of
poetry and prose writings) these differing emotioneract in precise places and precise dosages of
strength. As he stressed in the 1939 letter alBrex;ht's main intent was from the mid-1930s on
clarified as the dethroning of illusionistic, senéintal, uncritical, pseudo-compassionate empathy
(Einfuhlung -- cf. for ex. GKA 22.1: 169-76, 321-22, 500-B55-69; GKA 22.2: 642, 657-59,
681; GKA 26: 438, 454ff; GKA 27: 191). This is Haltung brought about by "suggestion” in
which "the spectator is. . . prevented from takipga critical position toward the represented in
proportion to the artistic efficacy of the represgion” (GKA 26: 437). However, Brecht also
powerfully used and eventually began to theorizeaasitory empathetic identification with some
actionswhere they include emotions activating the spectat- say, an indignation against the
waste of human lives in oppressive situations of wa unemployment. Such an emotional
identification may be found, he allowed, in manytted figures who reluctantly and sometimes only
partially learn the right bearing, if and when thiake up such a bearing. This would for ex. hold fo
a Pelagea Wlassowa, Joan Dark, 8emCarrar (GKA 22.1: 161-62, 26: 455, 22.2: 677alileo,
as well as for Kattrin's anger and pity when shdrismnming to save the city and its children, in
Mother Courage and Her Childrerthis type of presentation,” he notes a propo3ted Mother
"does [not] renounce emotional effect: in fact,ataotions are only clarified. . . and have nothing
to do with intoxication Rausch" (GKA 22.1: 162); or in 1940, "non-aristotelianeftre uses also
an emotional defihlsmassigg critiqgue" (GKA 26: 438). This obviously holds fenany other
passages and figures of his plays and poems ayalalearly delimited and de-automatized, which
means wrested away from philistine sentimentalttyemains to be seen how far are these poetic,
scenic, and other artistic bearings transferrablentpirical behaviour -- and especially in this our
Post-Fordist dispensation?

4. A Conclusion: Emotions Intertwining withaltung as Basis for Acting

How and why do, then, emotion and bearing fit tbge? | shall here attempt to sketch only three
matters. First, what approach to emotion may badado validate Brecht's epistemology? Second,
what general stance toward the cognitive value reffagsal of the emotion-reason split may we read
out of Brecht (and some feminist theoreticians)®dltwhat are some innovations directly readable
in Brecht as regards a possible feedback betweesti@mand stanceHaltung) as a gestural
critique of ideology?

4.1.First, the hegemonic notion about emotions is ti@y must be largely involuntary and private:

but in fact they are never only such. At leasthi@ most significant cases (including the exemplary

case of art), they are active engagements of thelewpersonality, psychophysical stances

(Haltungen). The emotions are so intimately interfused inkospnality that only to a rather limited

degree are we entitled to disclaim responsibilitythem. They are necessary concomitants of any
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horizon of action, including fear of and horroraations. This is particularly true for long-term
emotions, which are obviously not simply point-lifeelings (cf. Mother Courage's discussion of
"long anger" with the Young Soldier in Scene 4lddttplay). It is thus not very useful to apply the
hackneyed "action/passion” dichotomy to emotionscéOwe have refused the pernicious Cartesian
split between theogito and the sensual body, it is possible to see timatiens are neither fully
intentional or conscious nor fully non-intentiomalirrational; "[rlather, they are ways in which we
engage actively and even construct the world" (@gdgiove” 152-53 and passim).

Second, as Brecht quite correctly realized, amdreg mhost fundamental categories when
discussing any psychology geared toward consideratdf action are evaluation, observatiand
finally intention Not only are they not to be sundered from eatlerptout all of them are closely
related to emotions. This seems clear for valugegutents, which are in constant feedback with
emotion. In complex ways, this holds for observattoo, which is also deeply enmeshed with
intentions (interests)from the primary choices what to focus on andifage, to the interpretive
frames chosen: "Observation is an activity of dedacand interpretation.” In it, the Humean chasm
between value and fact is not possible. What wikk igiven situation be, by given agents, taken for
facts depends on "intersubjective agreements thasist partly in shared assumptions about
'normal’ or appropriate emotional responses tasdos" (Jaggar 154). Brecht himself wanted to
wean people from "feeling alongm{tzuempfinden) by incarnating oneself in the hero, in favour
of "a higher kind of interest: the one in similesthe other, the incalculable, the surprising” @K
26: 271; cf. GKA 21: 534).

Third, if the above points are correct, at leashaodetermining factors of any emotion
participate also in some engagement that is afihature of social history possible to sketch @ut
imagine -- however imperfectly, or perhaps mordgmtly. While probably sharing other factors
with "long duration” (though not eternal and "insically human") emotional stances, a particular
and personal emotion is in that sense also alwayistarical and sociaGestalt, a construct not
fully or even decisively determined by genes orrabiology. This is particularly clear in
connection with the value-judgements, intentiord arterests just discussed (cf. GKA 22.2: 657-
59). In that sense, it is possible to go alondhvidtecht's preliminary claim that "the emotions
always have a quite definite, class-bound basi&A@G2.1: 500).

Last but not least, our lives are largely shapea lopmplex societal hegemqrtiiat includes
(alas) the determinations by political economy &l was direct political control and social group
control, but also -- in the argument of Raymondli&ms -- all

the relations of domination and subordination hieirt forms as practical consciousness, as
in effect a saturation of the whole process ofhlivi. . . It [negemony] is a whole body of
practices and expectations, over the whole of giviur senses and assignments of energy
our shaping perceptions of ourselves and our wdirlid. a lived system of meanings and
values. .. (109-10, emphasis added)

It is within such a hegemony that people's emotioasessarily tend towardaltungen --
say, when "all feelings are dominated by unemplayh@sKA 19: 668). But fortunately, within it
many people possess a rangesubversiveand potentially productive emotions incompatiblighw
the dominant perceptions and evaluations. A goaangke is Brecht's 1938 reflection on his exile:

When | reflect what has enthusiastic participafibtitgehen -- fellow travelling, falling
into step, with a pun oMitfihlen, empathizing] led me to and in what has repeated
examining helped me, | must counsel the latter. Hattcumbed to the formeéfaltung, |
would still be living in my homeland, but had | naken up the lattédaltung, | would

not be an honest person. (GKA 26: 308)
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To put it technically, while emotion may be ontogically and phylogenetically prior to
conceptuality, it is axiologically a necessarynmie component of all reasoning or cognition. In
our personal lives, emotions may follow on our @ptaalized convictions or they may precede
them. In any event, the feedback between emotindscanscious reflecting on them is necessary
for any efficient intervening into societal real{gnd particularly for societal groups struggling &
"perspective on reality available from the standpoof the oppressed,” which we might
optimistically take as "a perspective that offertess partial and distorted and therefore a more
reliable view" -- Jaggar 162). This "plebeian" moof view from below is therefore to be
epistemologically privileged (cf. also Hartsock,gdar Feminist, Jameson, Lukcs, and Suvin
"Polity,” "Subject,” andlo Brecht chap. 4). But this means, in turn, that the "teongc potential of
emotion” (Jaggar 163) has to be taken seriousinyfstance is to be stable. An epistemic potential
does not confer any magical efficacy on either éonst or systematized concepts, simply a
possibility for use or misuse. Here too, | cannot p better than Brecht®le-Ti "fragment”On
Examining Emotions

In our youth, said Me-ti, we were taught not tostreeason, and that was good. But we
were also taught to trust our feelings, and thet ted. The source of our emotions is just
as contaminated as the source of our judgmentsit fier just as accessible to people's
designs and therefore continually polluted by oweseand others. . . .

To assume there are emotions without reason meamglerstand reason wrongly.
("Uber die Prufung der Geflihlsbewegungen,” GKA 1138-39; cf. GKA 22.2: 724-25)

Yet after all,Haltung is akin toHalten, "to stand" in the sense @¥as ist haltbar?, what
may withstand or stand up (to pressure etc.). Briscimuch exercised with flexibility and a Daoist
softness winning over rigidity; this is perhaps tmoagmorably encapsulated in his poeegend on
the Coming About of the "Tao-te-king" Boddut understanding leads to withstanding (to @in
phrasedas Verstehen ist ein Bestehgnthe insistence on durability is also of supremportance
to Brecht, one of whose favourite slogans was €i3od," taken from an ad for a skyscraper that
withstood the 1923 Tokyd earthquake (GKA 22.2: 80Hus, emotion is an integral part of any
action; in any consideration of agency, such astie meshing or intervening thinking, emotion
cannot be split from cognition, from thought in thiglest sense.

Finally, when characterizing his supreme goal, lderning process, Brecht diametrically
opposed an engagement of the whole body -- withplitting the sensorium from the brain, and
uniting redefined emotion and reason precisely utite concept of bearing or stance -- to learning
through systematized ideas. On the one hand, "patipimuch that is reasonable yet does not pass
through their reasorverstand). We cannot well do without this." (GKA 22.2: 826n the other
hand, for Brecht the systematized notional conttruend to false harmony and ideological
univocity necessarily present in any closed doeton "world view" Weltanschauung see e.g.
GKA 21: 414-17): "The learner is more importantrthbe doctrine" (GKA 21: 531) was his central
orientation. | would claim Brecht was an emineinger in the application of the young Marx's
Epicurean assumption that the development of thesese is the central criterion for both
hominization and alienation. This was in mid-20tten@ry rephrased by Merleau-Ponty
(Phenomenologyalso Structurg, in whose termgmbodiments both a lived experience of being
body and a realization that the body is the sitecagnition or understanding, which is itself
inextricably tied to embodied action as preparatgnrogate, response or feedback validator for it.
Brecht pioneered a reintegration of the body irite practice and theory of our knowledge: the
body is for him (as already in the initial Me-Tbsf) the co-determining anchorage for stance or
bearing This would include, | think, all personal and passive pronouns, afleixis, and all
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metaphors of vision and orientation. In his actimgory, it allowed him finally to conclude: "Such a
thinking. . . does not oppose feeling. . . . It)sed¢o me now simply a kind of behaviour, namely a
societal behaviour. The whole body with all thess=nparticipates in it." (GKA 22.2: 753).

You will have noticed that | have in this whole cbrding section dovetailed insights taken
from Brecht and from feminist-materialist argumeiata (primarily of Alison Jaggar It seems to
me important_equallyo show some serious -- though not central --dplisnd sometimes black,
spots in Brecht's treatment of the female genddifenor in effigy, andto show that he had an
understanding of subjecthood or personality thiatsesl the patriarchal or militaristic downgrading
as well as the Hollywoodian or philistine misusesafotion. This understanding crystallized out of
Brecht's own cognitive emotions and insights adritage and concept éfaltung.5/

4.2. The powerfully hegemonic division of reason vsoéon, where reason is seen as: masculine,
analytic, proper to the mind, cold, objective amdvarsal, public, etc., while emotion would be:
feminine, synthetic, proper to the body, warm, eatiye and particular, private, and so on is,
obviously, both intellectually and politically scdalous:

it is necessary to rethink the relation betweenvwkdadge and emotion and construct
conceptual models that demonstrate the mutuallystdative rather than oppositional
relation between reason and emotion. Far from pdiny the possibility of reliable

knowledge, emotion as well as value must be shosvmexessary to such knowledge.
(Jaggar, "Love" 156-57)

This does not confer any magical efficacy on enm#ti@s compared to concepts. Like
concepts, emotions have an epistemic potential.oBtit may be erroneous; both need subsequent
validation, though possibly in incommensurable wdgsy., asymmetrically, by each other).
"Although our emotions are epistemologically indigpable, they are not epistemologically
indisputable. Like all our faculties, they may ba&sleading, and their data, like all data, are akvay
subject to reinterpretation and revision." (163)

In order to begin such a rethinking, | propose twaverging directions. First, to ground the
relation of emotion to reason in Raymond William'sgucture of feeling," a crucial site of social
knowledge and conflict, which he defines as:

not feeling against thought, but thought as feld deeling as thought: practical

consciousness of a present kind,...as a set, vpétifecal internal relations, at once

interlocking and in tension.... [S]tructures oflfieg can be defined as social experiences in
solution...[Yet this solution] is a structured formatioat. the very edge of semantic

availability.... (132-34)

Second, even more radically, | propose queryingténes of debate (as | did at length in
Suvin, "On Cognitive"). Rather than speak about tesnovs. reason, it might be useful to say that
the class of "not conceptually expressibles" isaumnitively emptye.g., that a quartet, a sculptural
frieze, a theater or video performance, a metaphsystem or indeed a personal emotional
configuration Gestal) may be no less cognitive than a conceptual sygteough, no doubt, in
different ways). Obviously there may and will begoaively empty or banal symphonies, paintings,
metaphors, and emotions galore, just as therecareepts and conceptual systems galore to which
almost all of us would deny a cognitive status: neis movies or 20th-Century Great Man
charismatics are cognitively neither better nor seothan -- say -- sociobiology or "Creation
theory,” since all zeros tend to be equal. Obvgrdsth the conceptual and the non-conceptual
ways of understanding, when they are actualizedt@pic potentials and not institutionalized
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mimicries, mayallow people to deal with alternativese. with not merely or fully present objects,
aspects, and relationships. The entities whiclewet present to people's perception and reflection
now become available for evaluative inspectionjacand subsequent intervention by means of a
cognitive organon: conceptual, emotional or whigrev

What can, in this hypothesis, count as understandiagnition or knowledge? Anything, |
would maintain, that satisfies two conditions aetter, two aspects of one condition: that it calp he
us in coping with our personal and collective eqise; and that it can be validated by feedback
with its application, modifying existence and beingpdified by it. | see no permanent or
"anthropological” reason to allot (or withdraw) @esial privilege to any human activity or faculty
here, e.g. to words, numbers, geometrical figur@sanged sounds, concepts, metaphors,
movements or what have you; though it might alngstwithout saying that particular social
groups in particular historical chronotopes willays have specially privileged activities and sign
systems.

4.3. As to feedback between emotion and a gestuitaduwei of ideology, | would like to summarize
my views in the following table. Since theatre as activity (performing) is for Brecht
simultaneously an experimental laboratory for armbadensation of everyday life, the table holds
for behaviour-patterns in both theatre and life:

BOURGEOIS CHARACTER BRECHTIAN SUBJECT
Gesturer, hidden under the character's Gesture may be emotional, gesturer is not
emotion, induces the same emotion in Stage role may induce same or different
him/herself emotion in spectator.

Gesture always depends on emotion Gesturetsnagecauses emotion
Conflation, fusion of elements/media on st  Separation of elements/media on stage,

to infect spectator addition in spectator

Emotion continuous and contagious, Emotion fluctuating, depends on active traffic

submerges passive spectator identifying with spectator/ characters
central character/s/

No psychic distance to undisputed central Fluctuations of distance to disputable values
value

Empathy only Sympathy/antipathy

Necessarily ideological Critique of ideology po$sib

Montre&8D - Berlin 1998
Notes

1/ This paper would have been difficult to write @ren conceive without the stimulating
surveys by Haffad on love as productivity and bgii8tveg on pedagogy and learning in Brecht.
Except where otherwise noted, all translationsnairee, with thanks to my students Andrew Wood
and Caroline Schitze who helped to translate sdnigedKeunerandMe-Ti stories. | have added

hmaster 02



- Suvin 25 -

punctuation and caps when translating the notem fre Brecht Archive, and made some changes
in other translations. My thanks also go to Mare@onrad, Joachim Fiebach, Dorothea Haffad,
Walter Hinck, Ishida Hiromi, Franz Norbert Menneereiand Cornelia Thiels.

2/ Benjamin was the first and remains the best centator on Brecht'Blaltungen; another
full study would be needed to do justice to hismtiscussion of Brecht's plays and poems (cf. also
SteinwegBrechts403 and 491).

3/ The "military connotations” and "conservativadition" of Haltung are discussed in
Nagele 141-51. Very usefully, he connects its nsBrecht both witlHalt! (Stop!) andverhalten
(behaviour), as well as with the usage in Benjamho stressed more the stop or caesura, and
concludes thaHaltung represents "an intricate economy of movement agidity." Further
important investigations are to be found in Steigwespecially 134-39. Benjamin, Steinweg, and
Nagele pioneered the idea tlastusis "the smallest element oftéaltung” (Nagele 152, and see
152-57).

| should also mention three interesting thouglsgliary clusters of meaning, possibly of
special interest to a playwright and the authoiSbfJoan of the StockyardBirst, an old one
pertaining to the "holding" of festivities: "Haltgreines Spils mit grosser Versammlung des Volks,
celebratio ludorum” (vgl. "Verhalten" in "das V., gestus, motus caipo. ." -- Kasp. StieleDer
teutschen sprache stammbaum. . Nirnberg 1691: 746, cit. in Grimms 25: 514). Bitéch
important though somewhat opaque concepBes$tuscould to my mind only be clarified within
this semantic field. Second, a newer semantic elustlicating the momentary stand of affairs and
of prices on the market, including the stock-markK&piritus in steigender, festen, flauer,
weichender, sinkender HaltungNéserzeitund 853); in Meyer'sKonversations-Lexikoof 1908
(671), this is the onlentry s.v.Haltung: "it means the course of affairssaviel wie Verlauf der
Geschéftg, for ex. "matte, feste, abwartende Haltung." @ha tradition within mime which used
".attitude" as its basic theoretical term, inttetg connected with arrested emotion, cf. Wylig.es
48-52.

4/ Mr. Gunter Berg of the Suhrkamp Verlag answengdqueries about the source as follows:
"ich bin sicher, dass Herr Dr. Unseld, Chef diesasises, den 'Klassiker der Vernunft' erfunden
hat; es gibt einfach keine andere Quelle, keineeR&nn, kein Zs.-Beitrag..." (e-mail to me of
30/10/1998). | found later on the inner dust-jackeHans Mayer'8recht in der Geschicht@ibl.
Suhrkamp Bd. 284, 1971) a quote from a certain Héstter, which may be Dr. Unseld's source:
"Im Buch der Literatur des Jahrhunderts gebuhrtBiréer Titel des Klassikers der Vernunft."

5/ 1 find with pleasure that this conclusion ha®rearlier arrived at by Dumling (626),
whose excellent book is most useful for discus8reght's bearings -- not only as concerns music.

6/ Brecht cherished the Chinese cultural sphereigely because of its rich culture of clear
stances (he planned to write a play on Confucks).ex. in Japanedeamae means physical-cum-
psychological "assuming an attitude" or "attitudstaned" both in formal arts such as judo, flower
arranging or tea ceremony and in everyday life, iangl defined as "action in [the] reduced form
[of]...a single moment." The parallel between "Tuski¢s To Learn Fighting..." and the famous
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swordsman Musashi's instruction to a novice -dfiiseall probability heavily indebted to Chinese
models -- is so close that it amounts to an ovgdap Lee 55 and 57).
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