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Abstract
Performative Affects: Bhava in South Asian Aesthetics and Religions\

by

Jeremy Jonathon Hanes

This study focuses on the ways in which various forms of embodied performances—
dramatic, devotional, ritual, and dancing—engender bAava in South Asia. Bhava is variously
understood as a mode of being, an emotional change, a disposition, a mode of distributed
experience in relationship, a processural transformation or becoming, and a substance that
can be shared and that emerges in performance. In its various manifestations bhava involves
affective changes, embodied practices, and heightened awareness of lived experiences,
sociality, and relationships, and it thus serves as a means of reshaping the world. The range
of bodies that temporarily hold and are shaped by bAavas include human and divine,
organism and landscape, material and virtual in form. This study attempts to chart how
bhavas function as affective forms in performances, modulating the bodies and relationships
that emerge in the process of enactment across thresholds that separate domains and worlds
normally seen as distinct. | refer to performances therefore as affective ecologies.

My methodology examines key text in South Asian theories of rasa, including
Bharata’s Natya-sastra, Bhoja’s formal work on literary analysis (Srngdra-prakasa),
Abhinavagupta’s “new dramatic art” (Abhinava-bharati) that utilizes an audience-response
stance, and Rupa Gosvamin’s aesthetic theological text on developing devotion to Krsna,
(Bhaktirasamrtasindhu). | examine these framings of biava show performance is a medium

of modulating affects toward culturally-recognizable forms as dispositions (sattvas). Next |

Vi



examine one dramatist and poet, the seventeenth-century Bengali Gaudiya devotee
Kavikarnaptra and his works on Caitanya, the Caitanya-candrodaya. In this hagiography,
the author imbues his devotional affect into its creation alongside his techniques from
aesthetics. In particular | examine how /ila functions as a semblance to allow for variation in
the stable forms of the tradition. Next | turn to an inset play within the Caitanya-candrodaya
to examine audience and performer relationships. As mutually-implicated in a larger
constellation of embodied forces, both sets of performative roles have to engage persons
affectively in a shared habit or style (vrtti). In particular | examine costuming, economic
theories of affectivity, and how we are shaped by social forces in performance. Lastly, | turn
to the performed works of the famed twentieth-century Bharatanatyam dancer, Thanjavure
Balasaraswati to examine the way a single person could master these strategies of personal,
social, and national affectivity to carve out a space for living in the modernizing world
around the time of Indian Independence. In particular, | focus on how her mastery of
abhinaya (“gesture”) allowed her to consciously adapt her subaltern position as a devadasi
banned from her traditional way of life into one of the most recognized subaltern performers
in the world. In the conclusion, | extend these findings to suggest how illness and other forms
of non-aesthetic affectivity are combined with performance traditions in the worship of the
regional goddess Sitala, the “Cooling Lady.” As pandemics and epidemics are becoming a
common concern for the entire world, I suggest this goddess’s textual and performed
embodiments suggest ways of radically reorienting social values and norms following a more

interconnected, ecological view of the world we find ourselves in today.
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Introduction: Religious Studies, Performance Studies, and Affect Theories

The day of the conquest of Lanka is vijaya-dasami (tenth day of the autumn Dirga-

puja); Prabhu with his bhaktas became the army of apes. Prabhu, in the bhava of

Hanuman, took a branch of a tree and climbed up on the fort of Lanka to break it down.

“Where are you, Ravana?” Prabhu cried in a rage, “The evil one has stolen away the

Mother of the World! I shall kill him with all his kin!” Seeing the possession of

Gosvami, the people were astonished. And all the people said again and again, “Jaya

jaya! (Victory!)”

-Krsnadasa Kaviraja, Caitanya-caritamrta 2.15.32-361

There used to be a beggar, a sort of maniac, who would jump up and dance like a

monkey while singing ‘tat tarigappa tei ta, tat tarigappa tei ta.” Bala would imitate

him, both dancing like monkeys...That was the real starting point for Bala’s dancing

mania.

-Thanjavure Shankara?
What makes a person want to dance? To feel like the rhythm tapped out or sung (tat tarigappa
tei ta, tat tarigappa tei ta) compels the body to move? How can emotions or personalities from
stories seemingly “possess” (a@vesa) us? And how might the study of religion, performance,
and culture gain from understanding these categories outside of Western epistemes? As a
scholar of theater history and religion in South Asia, | have always sought out key categories
to elucidate the shifting terrains of explicit theories on dancing, acting, costuming, and
embodied performance that are used in texts, interviews, and gleaned from events themselves
as implicit theories as well. Something about festivals (melas), dramas (ratakas, lilas), and
dancing (nrtta) in particular seemed to have powerful connections with religious figures,
rituals, and traditions in the sources | had examined. This dissertation is one attempt to map
out the shifting terrain of understanding a term called biava, which appears in the earliest strata
of texts on theater and dance and is still used as a category among contemporary performers.

Let me turn back to my epigraphs which span the late medieval to modern periods of

South Asian history. What do the sixteenth-century Bengali devotional leader Krsna-Caitanya

(c. 1486-1533) and the twentieth-century Bharatanatyam dancer Thanjavure Balasaraswati



(1918-1984) have in common?® First, the two accounts are both caritas, “courses” of a
religious or artistic figure in a lineage that recognizes these leaders as inspirations. While
Caitanya’s hagiographies multiplied in the decades after his passing, Balasaraswati’s life was
passed down in oral form among the holders of her bani, “dance style” (Tamil, from Sanskrit
vant, “voice”).* The early recollections of the Gaudiya Vaisnavas—Caitanya’s followers who
advocated for the supremacy of the god Krsna and the textual emphasis on the tenth-century
Bhagavata-purana—most likely were orally collected until becoming compiled in Krsnadasa
Kaviraja’s 1581 magisterial hagiography, “The Ambrosial Course of Consciousness”
(Caitanya-carita-amrta).®> As the translators and editors Edward C. Dimock and Tony Stewart
describe the community’s view on Caitanya in the text, his life blurred the identities between
human and divine figures.® Krsna and Caitanya become articulated for the community as “the
foremost container of rasa, our master, and in him is the rising of all bhavas.”” The devotional
community of bhaktas therefore adapted strategies of understanding Caitanya’s charismatic
persona as an extension of a diffusive, permeating power of aesthetics known as rasa.
Alongside this more erudite term, bhava seems to function as a counterpart grounded in
materiality as well as the role, mood, or persona itself such as Caitanya’s assumption of
Hanuman’s ferocity. At the same time, Caitanya was affected by the celebration of Krsna’s
birthday (janma) pervading the festival. When he reached out and grabbed a branch, he linked
and extended his body in that gesture to a larger ecology of forces: the carnival floats,
costumes, and music celebration Rama’s victory over the demon Ravana. Caitanya became
possessed (avesra) by the force of this other personality that invested itself in his body. This

presents a very different image than the controlled, stilled body of a yogin or guru.
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This moment also connects well with the initial moment of Balasraswati’s devotion to
dancing. She herself on multiple occasions described her dedication as bhakti within a frame
of reference to Tamil culture and music.® As the New York Times dance critic Anna Kisselgoff
described after the South Indian dancer’s death, Balasaraswati was “A tall, well-rounded
woman who could move with both grace and forcefulness...a dancer of great concentration
and radiance. She was able to move her audiences to what many considered a spiritual
experience.”® As the Tamil critic S.V. Shesadri commented in his Shankar’s Weekly review of
an August 18, 1963 performance she danced during the Edinburgh Festival in Scotland:

In Balasaraswati, her satvika [sic] abhinaya takes over complete command from the

beginning...In the white heat of her feelings, Bala has no need for the external trappings

of movement and mudras to convey those feelings. She becomes the vehicle of these

feelings completely.©
Shesadri and Kisselgoft’s reviews both link Balasaraswati’s technical expertise in dancing with
arange of affects. Moreover, the intensity of her performances held a “forcefulness” and “white
heat” that arose from her sattva or “disposition.” This infused the “gestures” (abhinaya) to
override the audience’s expectations and leave them speechless. Without even moving her
hands in mudras or her body (arngika-abhinaya), she could fully convey the affectivity of a
character or persona in her dancing. While Shesadri also links this to a kind of possession in
that “She becomes the vehicle of these feelings completely,” Balasaraswati herself would claim
this was always within her own control. As she noted to her translator and friend S. Guhan, “It
is the music that is deceiving you.”** While she linked her love of dancing to a childhood
encounter with a beggar—as her brother and fellow musician Shankara recounted—she also
framed it as a kind of madness transmitted via affect.’?> Through Balasaraswati’s capacity to

hide her agency within the music, she could improvise and utterly transfix an audience moving

only her face. The animal bhava she assumed with the beggar immediately suggested that this

xii



term was more than a mere emotion and held similar capacities to that of the term affect gaining
traction in critical studies.®

At a personal level, | have been involved with theater since high school when our
director staged an adaption of S. Ansky’s famous Yiddish play The Dybbuk: or Between Two
Worlds. The protagonist’s passionate love and longing allowed their love to continue after one
dies and proceeds to possess his beloved. After studying Sanskrit farces such as
Mahendravarman’s seventh-century Bhagavadajjuka when a religious mendicant
inadvertently swaps bodies with a courtesan to great hilarity, | began to realize that theater
traditions around the world had recognized the permeability of our self-contained boundaries.'*
My experiences working with actors and dancers from around the world and exploring novel
formulations of audience and performer relationships such as in the “Theater of the Oppressed’
advocated by Brazilian director Augoto Boal suggested that the conventions of realistic and
Aristotelian drama should not always be privileged. Local contexts always matter, and | began
to attend to emic perspectives on performance when | could find theorists who had explored
them in more detail.

At other times, my experiences with theater afforded me a perspective on the religious
and cultural scripts we use to grapple with and cope with feelings before they become
consciously known. One day when | was waiting to get a blood test done at a local hospital, |
sat beside a middle-age woman. She began a conversation with me that | thought at first was
an attempt at proselytizing—she gave me a card for a local Christian radio station. After this
obligatory evangelizing gesture though, she began to ask me questions. | told her | was the
oldest of three children and had been missing my parents while | dealt with the affer-effects of

a stomach illness. She in turn told me about the Biblical saying that “To the first born shall
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inherit double,” and explained my siblings should be thankful I was setting a good example.
During our conversation, | began to notice her hands shifting from her lap to hold one another.
| realized at last that she had a red armband—the sign that she was having elective surgery.
She was also sitting alone. | reached my own hand to her and thanked her, realizing she had
been reassuring me while unaware of her own need for reassurance and human connection at
a time of uncertainty. My dramaturgical training in locating the perceived intentions and
affective states behind a character’s choice of actions led me to a personal insight in that
moment. Rather than reading the evangelizing script throughout our conversation, | attended
intercorporeally to the “cues” she was giving me and responded in a mode of empathy.

The common feature that begins this exploration is bhava which | shall argue requires
a more general term than the individualistic feeling of “emotion” in post-Enlightenment
Western thinking. I counter, tentatively, with an alternative translation: “affect.” Bhava is a
polysemic referent but primarily entails “becoming” (from Sanskrit root \bhii, “to be,” in a
causative nominal form). Definitions link it to both actions and identities such as this traditional
gloss in the sixth-century Sanskrit thesaurus Amarakosa: “Bhava is found to be self-produced
from one’s real nature, (svabhava), intention (abhipraya), and behavior (cestd).”*® Affects
therefore appear to be linked to a substratum of the personality beyond control (svabhava),
within a person’s control (cesza), and in an intermediate zone blurring the lines between the
two (abhipraya, also referring to “meaning”). Bhavas therefore seem to implicate humans in a
intersubjective milieu with others and to a shifting set of intrapersonal forces beyond conscious
deliberation. Religious specialists in particular refer to bhava to explain rapid transitions in
temperament, action, and relation to others. In the Bengali cultural area of South Asia (what is

today West Bengal, Bangladesh, Assam, and nearby areas), hhava has become a principle
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category to understand aesthetic, emotional, and interpersonal domains of human flourishing
in “ecstatic” experiences of religious figures.'® As such, this study falls into the emerging field
of the study of religion and emotion as pioneered by recent scholars such as John Corrigan.
The scholarly study of emotions and affects shows similarities between the two terms as feeling
and socio-cultural forms.’

Affects as a category in the study of religion are also connected to cultural
performances in recent works by Donovan Schaefer. In this material and historical analysis,
bhava aligns with affect in that both expand a sense of pride or self-satisfaction even when
there is no rational reason for doing so. Affective force seems to extend beyond the individual
to encompass relations with people, to events such as movies or plays, and to phenomenon
such as the awe experienced in seeing a waterfall. As a feeling that traverses boundaries, that
spills into the air with the force to wear away stone, affect and bhava therefore cannot be
contained in separate forms or categories. Schaefer’s account therefore opens up the possibility
that this also cannot function as merely emotion, but instead must be a more elemental force
that mutually unites animals and humans into the “divine fabric of the cosmos” with its material
aspects as well. Feminist and intersectional accounts on affectivity therefore have shaped the
form of my study.'® Recent work on affect suggests that it has the breadth needed to translate
the Sanskrit term while also resonating with specific areas of performance, embodiment, and
relationality it delineates. This study therefore attempts to chart a series of intertextual and
interperformative strains of affect theory using emic terms and concepts integral to the
episteme of the philosophical traditions that explore them.® Each chapter charts out a specific
modulation of bhava, while the conclusion will return to the question of the performative

implications for embodiment of them together.
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This process requires a project not only of philological, anthropological, and textual
examination of concepts within aesthetics in South Asia. These terms have specific meanings
within the ecology of practices that generate and shape emotion. Personality and mental
substratum are interconnected as a function of the corporeal side of reality in Sanskrit
theories.?® To find common ground with theories of affectivity, | attempt to diagram a
conceptual synthesis and translation of key terms involved in performances and in recent
critical discourses on affectivity. The first step in this process is to find similar affordances
within existing terminology and the assemblages at play.?* | turn to Thanjavure Balasaraswati’s
work to exemplify a danced historical intervention into South Asian theories of affect that
ground the body in corporeal terms.

Let me attend to the particular sources | shall engage now. South Asian theories of art
begin with the Natya-sastra, a text attributed to the sage Bharata which most likely reached its
present form sometime around 300 CE.?? Chapter One explores more about the specifics of the
dramaturgy involved in this process, but the text itself presents its mission as an
accommodation of all forms of art, involving music, dance, architecture, costuming and
makeup, model building, singing, recitation, declamation, and attendant rituals to establish the
space.?® While Bharata’s declaration that he is composing a prayoga-sastra would seem to put
theory (sastra) or “injunction, rule, command” into a dominating position to “practice,
application, performance” (prayoga), the two are actually much more mutually imbricated.?
In the system that Bharata envisions, the “rules” of performance are internal to the affective
dynamics of a given event. While certain parameters are set out, with a specific goal in mind,

these leave an unimaginably complex terrain of potential outcomes.
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The stated goal of the text is to develop rasa through an aesthetic ecology.?® This term
denotes a large set of possibilities, including the six recognizable “tastes” of South Asian
cuisine, “essence” as a substance that is pressed, extracted, or distilled, as well as the primary
fluid in Ayurvedic medical systems produced when food is consumed and prior to being
transformed via digestion into blood.?® In Bharata’s system, it comes to be the “goal” (artha)
of all art.?” In fact, rasa emerges from an assemblage (sam-yoga) of aesthetic features that |
call an “ecology” as part of the ways affects can “dwell” (Greek oikos, “home, dwelling”) in
corporeal forms and relations. Affects enter the scene as a set of interlocking and mutually
supportive bhavas, which precede and follow along with an experience of the aesthetic force
of a moment, a scene, or even an entire performance. However, Sanskrit theories do not seem
to equate these aesthetic conditions to the terms for everyday feelings and emotions in many
cases. For instance, while the most popular rasa srrigara is usually translated as the “erotic”
mode, it is used to describe the high couture of elites as “splendid attire.”?® The relationship
between rasa and bhavas is refined over time, but a consensus emerged in aesthetics that both
function on different register than normal emotions. The affects include involuntary phases:
paralysis, illness, swooning, and even death.?®

While some critical theories of artistic emotion have emerged from Western academic
sources, the assumptions and terminology that they use do not match the South Asian examples
in theoretical discourses nor in embodied performances. For instance, Charles Altieri offers a
definition of affect that places it as embodied judgments.*® Bhava, on the other hand, is
specifically argued to be cognized outside of the critical faculties of the self. Cognitivist
theories of affect have relied on establishing a link between reason and emotion which

subsumes the latter as a modulation of the former, as seen in thinkers like Martha Nussbaum’s
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work.3! South Asian theorists use elaborate schemas but always place bhava and rasa as
features of unique sensory experiences alongside rational cognition. Features of aesthetic
performances, such as the way we do something, are full of affective potentials rather than
emotional judgments though.®? Sanskrit theories on the other hand privilege sensations in
larger aesthetic structures of intercorporeality. Protagonists are affected by landscapes,
animals, and other people while audiences embody implicit social cues to judge whether this
process of relishing is appropriate. Second, there is a difference in how affects are not only
active but also potentialities which can lie dormant or manifest in various modes. Hence this
study will argue for a more “elemental” approach to bhavas rather than assume they are
“natural states” to emphasize the process of affectivity.3® While latent, they can activate the
“fleshy” sides of our natures, which in turn become part of recognizable performances and
gestures of art-making.

While emotions function to process beliefs or views on the world, affects are just as
involved in the enactment of how a drama or dance is performed and hence appears in linguistic
form as adverbial tendencies.3* The manner of a performance is just as important in some cases
as the content of its language. We are affected, in normal usage, rather than caused to do
something. Aurtists and performers commonly feel both implicated in their process as well as
directed or guided in some manner by the limitations of its material features.3® Art offers
potentials we do not normally experience, including ways to fashion our selves.3® Our self-
understanding is a function of the ways we are shaped by actions, relationships, and other
immaterial forms of affectivity.3” If our sense of self is made up as much by “line, shape,
composition, and color” as by personal history, this would seem to bely the claim that

performed affects are in a separate domain from everyday experience. Affects would seem to
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live in their own world, one full of potentials waiting to be realized which philosophers call
the virtual-not to be mistaken for the discrete worlds created as simulations or games.
Artists frequently claim to have special access to forces that work alongside their
normal sense of agency as part of the creative process.>® While South Asian theories match
this distributed sense of agency and co-embodiment for affective forces, this study does not
attempt to reduce the phenomena under question to etic frameworks from psychology.*
Damien Freeman’s analysis of event states and dispositions that give rise to them, however, is
valuable for showcasing tendencies in analyzing artistic emotions. We view both the “reaction”
to a situation and our propensity to experience them in similar ways. Someone can be an “angry
person”—prone to anger—while any one can “feel angry” in a given context. For Freeman,
dispositions undergird a variety of affective phenomena which can be replicated figurally as
formal characteristics while also manifesting in genuinely powerful expressions of one’s
being-in-relation to the world, to others, and one’s self. Emotion occurs in the relation between
disposition and occurrence, as a kind of script that becomes part of our ongoing lifeworld. This
forms our “emotional economy,” with various moving parts. As an assemblage, a form appears
to the sense faculties starting with riipa, the “forms” that differentiate into visibility, tactility,
aurality, olfaction, and savor among others like proprioception. Activity and passivity are
modulations of particular emotional economies at varies times and places. Emotions and
affects can become “charged” in the way we experience them as promoting our own flourishing
or destruction.** Varieties of experience give rise to emotions, and their forms dictate the
affective contours of the experience. In this way, we can see that there are multiple modalities
of affects that can shape experiences of the self along with the world as we affect others and

in turn are affected by them.*?
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Affects can work simultaneously in multiple guises, as a surplus or “plenary”
experience of power. Art can offer us both direct emotional stimulation or affective changes
(we are “moved” by a play), can respond to the projective potential of a landscape (it “speaks
to us”), and can reflect on our response to it (I search back for why a scene “touched me,” and
find a depth of feeling relating to a previous aspect of myself | had no other way of reaching).
Likewise, the plenary experience dissolves notions of active and passive responses to affect:
art can both “move us” and facilitate novel ways of acting which empower us as agents
simultaneously.*® Affects embrace the body from a distributive location in landscapes and
features of the natural world in equal measure to other human beings. Our self-control and
embodiment as corporeal beings becomes felt, tied into a network of natural and composed
forms. A house or a temple can become a “body” in this way as we become affectively linked
in performances.** Art is portrayed frequently in Sanskrit dramas, for instance, as standing out
against the world or “jumping out” from the material plane. Artists capture these elements that
require specialized knowledge or insight to detect.*® Any theory that attempts to navigate this
dense space of concepts will therefore have to reconcile the specific cultural features of bhava
with larger structures of human embodiment.

My own terminology therefore combines key terms from rasa theory as well as
performance tradition such as Balasaraswati’s Bharatanatyam with critical discourses. Key
terms from theories of affect are deployed in this study to aid in this process of translation. By
recognizing distinct links between various systems that impinge upon the body, we can
recognize the overlapping affordances that cross Western conceptual domains that appear
discrete.*® We are more likely to be affected by a disease than by watching a play, for example,

yet something about religion seems to have a “special” power of affectability.*’ By attending
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to the ecological function of our experience of affectivity, we can see how the depths of our
feelings implicate us in larger networks of embodied beings.*® While | have relied upon
theories of affectivity from the school of Giles Deleuze, most notably in the works of Brian
Massumi, | attempt to put the more abstract processes of this line of affectivity into
conversation with corporeality and embodiment in historical moments in which bhava erupts
onto the scene. I use the Deleuzian terminology of the “virtual” to suggest a latent, hidden
dimension to reality that remains in material form. While abstracted as a reservoir of potential
within bodies—which can include human, animal, and inorganic forms—the virtual at times
will “jump out” of material forms to startle us with an awareness of its hidden presence. At
times I refer to this as a “well of possibilities” in that the actions and motivations of human
agents also contribute to what can become possible. While 1 refer at times to the affective
ecology as an assemblage, this is to recognize the historically-contingent nature of these forms
rather than associate them with organic or “natural” processes. Assemblages are always
partially the result of human choices and agentive motivation.*® As contingent, accidental, and
intransigent, these forms tend to shift registers to the temporality and changing status of the
self or body in performances. Since forms are abstracted constellations of qualities, they share
an affordance: portability at each iteration.>°

Similarly, James Gibson’s term affordance also situates visual perception as a
relationship between the human body and the environment. In line with Maurice Merleau-
Ponty’s phenomenology, this relationship is ecological as the material properties of both align
to allow for a novel process (“sight”) to emerge.>* Gibson is the first theorist to attempts to
bridge the divide between the perceiver and the world. Affordances function as this bridge: a

concrete road affords durability, hardness, and speed in relation to wheels while also

XXi



encouraging grisly collisions. This “complementarity” between body and environment is
performative in that it allows for the emergence of novel configurations.>? Historical context
also shapes our experience with these environments by rendering certain features more salient.
A tree might appear ordinary to a secular individual while a pilgrim might see it as “touched”
by a divine figure in the past. These embodied articulations between perception and
environment therefore open up space and time to affectivity.>® Affect as “the flow of forces
through bodies outside of, prior to, or underneath language” carries these embodied meanings
in our relationships to the environment.>

Relationality or relation also functions in a conceptual domain of its own. Embodiment
does not just involve our relationship to ourselves and other human beings, but to lasting
impressions, enduring forces, and unseen conditions that gently nudge us into new situations
or sweep us along with gale-force winds to entirely new perspectives. These forces develop,
shape, and inform our decision making, which leads to another set of considerations: how do
affects form the body itself? Caroline Levine argues in her work that formal and social analysis
should be complementary aspects of the same discussion rather than entirely separate domains
of knowledge.® This study aligns with her assessment for form’s heterogeneity and cross-
disciplinary affordances, since the Sanskrit term most used for form (ripa) has various strata
ranging from aesthetics to sensory perception in epistemology.® Various forms of bhdva
emerge and differentiate from it, all having their own constituent elements.>” The relation of
each form therefore becomes paramount as the bhava takes on separate affordances in the local
ecology in which it finds itself articulated. Relationality as a key term also reveals the vital
performative features of forms. They constrain, differ, overlap and intersect, travel across

cultural and spatio-temporal distances as well as crossing modalities of use (think Foucault’s
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monastic cell becoming a quarantine procedure, before expanding the repertoire of other
European apparatuses of power), and work in historical-political contexts.>®

Levine uses the concept of affordances to show how the material aspect of forms
differentiates their use. The potential within an object as it is seen for instrumental development
differs, for instance, between glass and wood.*®. Someone can make a chair out of glass, for
instance, but it won’t be as durable due to the silica’s brittle “nature.” While this affordance
reveal innate qualities within materials, it also suggests a relation.®® Colors working together
can bring together affordances that alone would not be seen; musical notes played
simultaneously in chords create harmonic forms that in succession they would not sonically
reveal. This abstract set of qualities therefore seems to be less of a “natural” feature but instead
a function of a relational field effect, which allows certain common movements to contour the
larger pattern of emergence.5!

I use the general term “form” to translate bhava into multiple phases for analysis. While
Sanskrit terms such as ripa and prakrti are used in dramaturgical analysis to suggest the body’s
permeability, bhavas also seem to adhere to the latent and potential side of embodiment. This
theory of social and artistic forms working in tandem also offers potential for their relation to
come into question, since constraints placed on individuals and groups from multiple forms
can’t be simultaneously enacted. This “collision” of forms reveals the ways forms are deployed
together creates resonances that we can’t anticipate.®? The discussions around formal collisions
can therefore open up possibilities for change, as well as analyzing the deeper intricacies of
beliefs and practices as they are brought into performances where formal structures are put into
play: “Things take forms, and forms organize things.”®® This makes forms particularly

powerful, since they open up ways of analysis for oscillation: “Forms emerge from this
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perspective as transhistorical, portable, and abstract, on the one hand, and material, situated,
and political, on the other.”®* The two sides of this polarity suggest oscillation between the
virtual and the actualized domains of reality.®> Forms are not merely abstract nor only able to
be understood within a particular historical context.%® While artistic forms are recognizable,
social and political forms have these same features. They do not occur in a vacuum: “no form,
however seemingly powerful, causes, dominates, or organizes all others.”®’

One particular instance of affective forms arises in each of my following chapters.
Susan Langer’s term “commanding form” is central to the arguments made for certain clusters
of affects which center around a single matrix. What makes this essential form of an artwork
special, rather than put together as a Frankenstein-like monstrosity from disparate pieces, is
that it exists as a seed for the artist, composer, or writer to develop. The form comes to the
composer intact, whole, as an already-existing reality in some ways, and is “illuminated” or
“shines forth” due to their sensitivity to these ephemeral dispositions. As an affective
transformation governing the whole, the commanding form is the “measure of right and wrong,
too much and too little, strong and weak” by which it is assessed. It lies implicit, latent, inside
the inspiration or idea.®® These forms are not static essences: instead, they are the fundamental
movement” around which all themes, motifs, and counterpoints serve. Langer’s category are
not static entities but reservoirs, oceanic containers that can give and take without diminishing
their contents. When the artist recognizes this as “an Idea,” it becomes impersonalized, “a deep
mine of musical resource. For the commanding form is not essentially restrictive, but fecund.”
The form provides essential limits, tendencies, from which it can develop.®® Certain key
affective clusters become the commanding forms in the theories I shall elaborate in the

following chapters; at times certain social practices serve the same function; and finally key
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works of art can also encompass a unique matrix that empowers related pieces with its latent
power.

Furthermore, these forms are vital to the art-making process. Artists and religious
practitioners do not consider their creativity to be self-derived. Instead, outside agencies and
sovereign influences affect them. Langer’s concept of the commanding form can help scholars
in religious studies, dance history, and performance studies to analyze alternative theories of
agency in art as an affective process. Considering artistic creation as a continuum, Langer
argues—and to which I am calling an affective economy, transmuting performance modalities
of composing to playing—real performance is as creative an act as composition.” This
attention to the commanding form moves a step further in the flow of the affective event, from
conception to utterance. It is this dedication to the commanding form, and not a sincerity-based
paradigm of “self-expression,” which matters in terms of performing a piece. However, this
does not mean emotion is left out of the work, but merely that the performer does not locate
the affect force as a “pressing-out” (ex-pression) of their feelings; instead, it is an investment,
a giving room for the piece to emerge. In this way, the work requires a kind of taking center-
stage, a descent from ideal or virtual space (or time in the semblance appropriate to music),
and into mundane, experienced space-time. Feeling infuses the piece from not only the
performer but from the matrix acting as the reservoir of potential for it to manifest.’® Listening
to the influences of these forms suggests that the self is more permeable than the subject-object
dichotomy of practical experience assumes.’*

Lastly, I also shift registers to the idea of economies of affect. In this sense | wish to
highlight the social and infrapersonal levels that affects can take simultaneously. By attending

to the circulation of forms and how affects function to generate, shape, and intersperse
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themselves into them, we see movement playing a vital role in understanding how a
performance can carry political weight. As affects afford change and stability, we can say that
their movement creates an economy of relation.”> To use a set of forms drawn from texts on
the affective power of performances in South Asia, the Natya-sastra, we can see how affects
transform and carry their values in various ways through four key forms: as sattva,
“disposition;” as /ila, “semblance;” as vrtti, “way of life” or “style;” and as abhinaya, “gesture”
that leads. These forms all suggest mode, conduct, and becoming as forms of biava within the
affective matrix of interrelated terminologies and verbal roots. They allow for bodies to
become nodes along their paths as well as matrices from which new forms can emerge as their
discrete elements are joined together in an aesthetic assemblage of circulation.”® When
stabilized, they create potential scripts which can reinforce hierarchies in aesthetic regimes.”
We shall return to these key categories in each chapter to follow, but first we need to understand
why affect has become a critical tool in understanding religions, performances, rituals, and
how they influence bodies.

In Chapter One | examine the affective ecology of Bharata’s theory in more detail, as
well as its transformations in several key theorists. Falling into a hierarchy, bhavas are
frequently seen as the material counterpart to the transmundane experience of rasa.” This
affective ecology includes “pervading affects” (vibhavas) which link the performative moment
to the larger context of the immediate past, “embracing affects” (anubhavas) which delimit
and force recognized social behavior of human agents into recognizable gestures and feelings,
and “fluctuating affects” (vyabhicari-bhavas) which heighten and diversify the principle
“stabilizing affect” (sthayi-bhava) of a performance. However, bhavas do not possess bodies

or corporeal forms themselves. Instead, they appear most often in latent potentials or
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“dispositions” (sattva). As the qualities of certain emotions are transferred into the larger
aesthetic assemblage of Bharata’s theories, the material affordances become abstract qualities
(gunas) within a larger psycho-physical matrix (prakrti). Sattva in Bharata’s usage functions
appears in a unique dramaturgical mode to be the principle adding intensity to a performance.
It can transform into both a set of gestures which revolve around socially-sanctioned roles
(bhumikas) as well as affects (sattvika-bhavas) that require intense concentration to evoke in
the body of a performer.

Next, [ build off Bharata’s aesthetic ecology to analyze the key disposition or “matrix”
(prakrti) undergirding affectivity in later Sanskrit theorists. | turn first to the eleventh-century
Mewari king Bhoja’s two major: the Sarasvati-kanthabharana (“Necklace for the Goddess of
Language”) finalized around 1025 and the Syrgara-prakasa (“Illumination of Passion”) about
1050 CE.”® Bhoja’s formal theory places the rasas into a hierarchy emerging from an
expansion of the self (ahamkara) in “passion” (srrgara). Next | explore the reception school
of rasa aesthetics. In “The Ten Dramatic Forms” (Dasa-riipaka) of Dhanamjaya (c. 975) and
Dhanika’s commentary, Avaloka dramaturgy adopted this novel hermeneutics.”” | examine in
detail the Kashmiri Saiva theologian Abhinavagupta’s theory in his “New Dramatic Art,”
Abhinava-bharatt (c. 1000).8 In this reconceptualization of Bharata, Abhinava analyzes the
steps in which a performance event disengages normal affective habits in an audience to
prepare them for a universalizing experience of rasa.

Finally, I examine a devotional aesthetics from the Gaudiya community. In Ripa
Gosvamin’s “Immortal Ocean of Devotional Rasa,” (Bhaktirasamrtasindhu, 1541) rasa theory
IS used as a “practice” (sadhana) to inculcate a personal devotional relationship with Krsna as

the supreme deity.”® Riipa’s theory also assumes a singular matrix of “pleasure” (rati)

XXVii



undergirding all others in the affective ecology as it develops for Krsna. From Bharata’s
aesthetic ecology of rasa onward, South Asian theories of affects therefore destabilizes
individual autonomy, expands agency into a set of relationships in the context of action (via
costumes, gestures, speech, and involuntary bodily changes). Performance itself becomes less
a representational form and a more a vehicle for evoking, sustaining, and eliding certain
constellations of affective forces. Authorship and inspiration also become part of the larger
intersection of affectivity when linked to these larger networks of distributing agency,
embodied feeling, and meaning.

In Chapter Two | build off these insights to introduce another theorist and playwright,
the sixteenth-century Bengali devotee Kavikarnapira. In his aesthetic treatise, Alamkara-
kaustubha (“Crown Jewel of Poetic Ornaments”, ¢. 1572), he elaborates a theory of creativity
from the poet’s (kavi) position in the performance process. Affectivity is infused into an entire
work due to this matrix within the mediating influence of the creator between a universal
disposition and what I call a semblance. Two key Sanskrit terms are interrelated in my theory
herein. The aesthetic term abhasa is usually used by the theorists in Chapter One to suggest a
“dissemblance” from the normative ecologies given in the tradition. I revisit the main theorists
on this term before examining the Andhran king Singhabhiipala’s Rasarpava-sudhakara (C.
1400).8° Singha presents the first theory that abhasa can create novel configurations of rasas,
engendering emergent forms in the process. Using his insights, | turn to Kavikarnapiira play
Caitanya-candrodaya, “The Arising of the Moon of Caitanya” (1572) and his aesthetics to
situate another Gaudiya term: /i/@.8! Lila functions more like a “resemblance” to suggest the
mirroring process of mimesis in acting as well as a term denoting the episodes of a particular

deity in a given environment and context. In this way, /ila embodies a relation which can also
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translate bhava. This term functions in theology to explain the unmotivated movement of a
deity outside karmic causality. | argue that the two terms share affordances which allowed
Gaudiyas to develop elaborate visualization practices equating the landscapes of Caitanya’s
life with those of Krsna. Semblances therefore allow for a conflation of worlds as the material
and the hidden overlap, while Kavikarnapira’s affective theories conjoin worldly and
otherworldly affects via the medium of “adoration.” Hence even artistic genius, our
relationship to the world around us, and even our very identities become affected when
intertwined with these textured encounters with the divine.

In Chapter Three | continue my examination of Kavikarnapiira’s play in relation to the
perceived audience who might be participating in its dramatic actions. | start with the
assumption that way audiences perceive a drama or dance renders them active members of the
performative event. In the Caitanya-candrodaya, Kavikarnapiira also stages a play within the
play called an uparkha in the third act. This interior play allows him to formulate the dramatic
experience for potential audiences using his characters. | turn to the idea of habit or style (vrtti)
to explain this intersubjective sharing of the performance. Using examples of rasa-lila
performances in North India among Gaudiya audiences, | suggest that a style allows for a
distribution of agency across a shared embodiment in the play. In particular I examine the role
of costumes and cosmetic gestures (akarya-abhinaya) to facilitate possession-like features of
acting. Possession (a@vesa) | argue is one mode of “investing” the body with novel features and
dispositions against the contours of its normal habits. Like an actor entering the stage costume,
outside entities can possess and “weigh down” the body in performance like a heavy garment.
Vrtti also functions to link the body to larger social forces that hide the labor of performance.

As a mode of living, it suggests an economy of affect shared between audience and performers
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that becomes modulated by social, juridical, and material norms. Historical experiences can
become weighted into the body via habits as the remainder of affectivity permeates material
forms. | analyze how this process in the play-within-the-play of the Caitanya-candrodaya
affects Caitanya and convinces him to modify his own mode of living.

Finally I turn to the dances and life of T. Balasaraswati to suggest how personal agency
functions alongside these historically intransigent sets of affects. Balasaraswati’s name itself
has become Anglicized into a form that suggests she was divined as the “Force of Creativity”
itself. In particular I focus on her prowess as a Bharatanatyam dancer in abhinaya, the gestures
which “induce” change and feeling in an audience. I describe one of her most famous dances,
Krsna Ni Bégane Baro, “Krsna Come Soon,” to showcase the improvisational flexibility of her
creativity in dance. I then turn to the conflict with labelling her style “classical” versus the
impingements of modernity on South Asian lifeworlds during the colonial period. | argue that
Balasaraswati’s survival became a way to protect the subaltern history of her community’s
dance practices as well as a feature that allowed the new Indian state to export her as a form of
“soft-power” during the Cold War after 1947. However, Balasaraswati’s radical style also
resonated across linguistic, regional, and ethnic boundaries with modern dancers around the
world as she travelled to Europe and the United States. | therefore argue that her dancing
presented a formal critique to the supposedly secular Indian state by creating visions of
alternative sovereignties for her audiences.

The reader might find my translations unique in that they diverge from a certain
consensus among scholars. However, any deviations | have made from convention is due to
the philosophical and epistemological weight of the terms in emic sources (Sanskrit, Bengali,

Tamil). When | have attempted to argue for certain key terms such as bhava to mean affect,
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for instance, it is to help scholars understand the larger categories that can fall under its domain.
While emotions are certainly one form of affect, other physiological stimuli such as paralysis,
fainting, stuttering, or even disease can be presented onstage and actually felt at times by
performers in rituals. In the conclusion I briefly turn to folk dramas in Bengal centered on the
regional goddess Sitala, “The Cooling Lady,” to suggest how aesthetic and medical affectivity
can be read together in the same performances. In lieu of a glossary, | offer Figure 0.1 as a
guide to help map the upcoming arguments and suggest potential ways that affects can phase

into one another, overlap or even diverge in performances onstage or in the imagination.

VIRTUAL - AVESA NIVRTTI MATERIAL -
LATENT INVESTMENT DIVESTMENT LATENT.
SATTVA VRTTI

AFFORDANCES: STYLE, MODE,
TRANSFORMATION, HABIT,
TEXTUREs, SEDIMENTATION,
WAVE, ECOLOGY, SATURATION,
BEARING. VITALIZING. DEPTH,

AFFORDANCES: DISPOSITION,
UNIVERSAL, MATRIX, MOOD,
ABSTRACTION, ATMOSPHERE,
COMMANDING FORM,

WELL OF POSSIBILITIES B H A V A

AVATARA AFFORDANCES: DISTRIBUTIVE, PRAVRTTI

CROSSING DOWN EMBODIED, INTERCORPOREAL, PROGRESS
CAUSING /BEING CAUSED,

VIHARA ARTICULATING BODIES TO OTHERS BHUMIKA

SURRENDER AND ENVIRONMENTS, BLURRING OF STAGING

SUBJECT/OBJECT, ACTIVE/PASSIVE
DICHOTOMIES

AFFORDANCES: GESTURE,
INDUCTION, INCLINATION,
EXTENSION, SINGULARITY,,
IMPROVISATION, RESISTANCE
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PLAY, RELATION, ENSEMBLE,
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—— - = SR
LTLA MAYA SMARANA

MERULEALS FASHIONING MEMORIALIZING ABHINAYA MATERIAL -

MANIFEST MANIFEST.

Figure 0.1: Affective Forms and Phases
Affective forms are modulations of bhava along two axes: virtual-material and latent-manifest.
Affordances can be carried over between forms as they change phase BUT must transition between intermediate
forms (e.g. sattvas must become either Zilas or vrttis before abhinayas).
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Chapter 1.1 Embodied Dispositions in Rasa Theory

“The ancient seers discovered in their hearts the articulation (bandhu) of the manifest
(sat) and the unmanifest (asat).” Rg-Veda 1.129

“Therefore, the falling out of rasa is due to the conjunction of affects: pervading,

embracing, and fluctuating.” tatra vibhava-anubhava-vyabhicari-samyogad rasa-

nispattiz. Natya-sastra 6.84
How do I know when someone is experiencing a feeling? Sitting in an audience at a theater, |
experience a movie, play, or concert in unique ways. One person might love the event, while
others claim it was lacking “something.” In India, that something is called rasa. Yet these
implicit assessments are not carried out dialogically or inductively. Instead, | have to work
backward from my response to understand these implicit assessments. Feelings can appear
natural and self-evident, yet historical studies of emotion show they are culturally conditioned,
inflected by language, class, gender, and embodied logic of actions.! Moreover, | can feel
things for invisible presences: fictional characters, mythological heroes, futures yet to come,
and deities that show no signs of listening. How do | connect with things, people, and events
that are not a part of our normal worlds? My starting assumptions as a scholar of religion and
performance therefore have to show the materiality of affects as a part of the world (prakrti),
even when they are directed toward transcendent virtues, objects, or ideas.? Even personal,
internalized concepts in the study of religion such as belief are attempts to affect the self via
the intervention of physical movements, poses, and “scripts” even to an audience of one.> At
times we believe through the affective force of a pivotal moment or event: rituals and
performances therefore facilitate belief.

This chapter primarily attempts to answer the question: what are affects? | argue that

the dramaturgical method of analyzing actions found in Sanskritic theories of rasa is a mode



of analyzing affects (bhavas) which presuppose their own agendas. | therefore view textual
theories of performance as implicit theories of affect that describe sets of embodied
orientations engaging with dis-positions of self.* Each key theorist | discuss in this chapter
brought features of ritual to light while attempting to find a dispositional matrix undergirding
the body-in-performance. While the self in these texts is assumed to be an ideal masculine one—
whether a connoisseur, actor, spectator, or devotee—certain features appear to present the self
as constituted by its relations to material reality (praksti) and others living beings.®> This
contrasts affect theories from dharma-sastra or philosophical systems (darsanas) that suggest
its transcendence from materiality. These approaches are bridged by a common mode of
understanding personality across the Sanskrit episteme: “disposition” (sattva).® This chapter
interrogates how this is possible. What role does disposition play in each theory as a reservoir
of hidden potentials for performance? Is it possible to reconcile sattva as both a thing and a
relation (bhava) or form of belonging when rasa is transcendent?

It is easy to assume emotions emerge in a spontaneous, “‘sincere” manner without
attending to their external manifestations in actions. Like the Vedic seers, however, audiences
too must look into their heart to scrutinize where invisible and visible forces come into play.
This will help us make sense of the aesthetic ecology developed in Bharata’s Natya-sastra.
Rasa, the goal of performance, fluidly appears in the intertwining of affective forms. The
primary forms that emerge in performance | argue are affective: vibhavas (“pervading
affects”), anubhavas (“embracing affects”) with a subset called sartvika-bhavas (“dispositional
affects”), and lastly vyabhicari-bhavas (“fluctuating affects”). These forms continue to
influence rasa theory after Bharata’s treatise on drama. In my discussion of this principal text,

I will introduce some brief theorizations on ritual in the work of Adam Seligman and his group.



Since Bharata’s system privileges ritual conditioning over sincere emotion expression, |
examine how we can reconcile affects apart from our modern paradigm of emotionality. | then
examine three major divergences and elaborations on affect in Sanskrit discourses of
aesthetics. The first is the eleventh-century Mewari king Bhoja’s “Light on Passion” (Syrigara-
prakasa). In this pinnacle of the formalist tradition, Bhoja extols a dispositional matrix of the
character as the centerpiece of affective engagement in a work of literature. The expansion of
the character’s self is at the heart of affectivity which eventually transcends the bounds of
materiality. Next, the eleventh-century Kashmiri Tantric synthesizer Abhinavagupta inherited
the vast knowledge of previous affect theorists up to that time, on the basis of which he created
his own commentary on the Natya-sastra. In his “New Dramaturgy” (Abhinava-bharati),
Abhinava offers the most detailed exploration of how bhavas become abstracted and
universalized, in order to affect the greatest number of people in the audience. His examination
of the performance process argues that ritual conditions can allow anyone to access the heart
of the aesthetic experience.” Lastly, Bhoja’s theory would become adapted in the work of the
sixteenth-century Gaudiya Vaisnava theologian Riipa Gosvamin’s “The Immortal Ocean of
Devotional Rasa” (Bhaktirasamrtasindhu). This treatise on devotional (bhakti) rasa links
Bhoja’s dispositional framework to Krsna as the Bhagavan—the supreme form of the divine as
a personal figure—with his own “pure disposition.” Devotees therefore used ritual actions to
manifest these dispositional relations in order to become a part of his aesthetic entourage.
Briefly, | argue bhava must be treated in aesthetic texts as affects rather than emotions.
Bhavas have been taken to correspond with hidden thoughts or feelings in modern psychology,
as historical passions in philological studies, or a universal set of basic response networks in

theories of affect.® This chapter will explore emic perspectives in South Asian affect theories



through the lens of literary and dramatic criticism, as well as how these theories were adapted
into devotional practices to be used to develop particular dispositions. Objects, embedded
memories, and hidden dimensions of materiality can bring out this hidden “sap” (rasa) that
can feel like “some alien body” inhabiting our own when affects well up. This signals our first
affective form as a well of possibilities remaining latent within the material assemblage of
artistic performances.® Affects are involuntarily felt as a shudder, an excitement that elicits an
uncontrollable response.!? Straining between thinking and feeling, these shudders ooze from
material bodies and forms uncontrollably. This affective form is called a “dispositional affect”
(sattvika-bhava) in Sanskrit theories of drama and features to showcase how affects appear as
“second-nature” to us. | shall return to this idea of sattva as a disposition which does not ground
the self but instead changes over time, dis-positioning us in the process of ritual activity and
performance.

To understand bhava, | first map its relation to rasa, the poetic “flavor” of an art
experience. Since the first disciplinary work in South Asia on dramaturgy,*! the fourth-century
Natya-sastra attributed to the sage Bharata, these two components of aesthetics have been
intertwined. Each of the individual eight rasas mentioned in the text is said to be “empowered”
(prabhava) or have its body/soul (atmaka) founded in a stabilizing affect (sthayi-bhava).*?
Bhava has been translated as “emotional state” or “emotion,”*® and is usually involved in the
arising of rasa, “flavor, sap, essence.” Sheldon Pollock suggests it emerged in a context of
discourses synthesizing an ecology of performative techniques with the symbolic form of the
Vedas. The prestige of this ritual language led Bharata to refer to his text as the fifth or Natya-
Veda,® and later theorists developed alternative theories of yoga, Mimamsa, Samkhya, and

bhakti to explain how performance functions. Each theory assumes connections between ritual



and performance, which shapes how the relationship of rasa and bhava emerges in their
respective systems. First then, this chapter attempts to lay out these assemblages from primary
sources on their aesthetic components, and the different affordances each type of ritual adds to
a performance’s dispositional matrix.'® What is the relation between rasa and bhava in each
theory? How do aesthetic experiences shape or reform our experience of self? How might the
dispositions generated by performances bridge this gap which sets their aesthetics off from
other types of ritual performances? And how do divine and non-human realities and beings
experience or fit into this larger assemblage of affective forces?*’

The dramaturgical tradition first encapsulated in Natya-sastra is the first affective
theory in South Asian texts to make bhavas a central feature. The affective body assumes
different phases of this term, but principally bhava is foremost “some-thing,” an existing thing
or sattva. In dramaturgy, bhava contains “action words,” whose “purpose is making
(bhava).”*® Affect therefore is processual as it actualizes something into material form. The
range of this term aligns it to affect as a “real-ity” (sat-tva, Sanskrit \as, “to be”). However,
this “something” is not easy to define, as its force is felt in almost every other form used in
performance: from costumes to makeup to vocal styles and movements, the sattva of a play
appears to be invisibly present as a mood or atmosphere that couches itself in other forms. Like
amood, sattva “takes place, happens, or dwells” in the performance invisibly but present, never
quite coming into visible form. Instead, it is suggested, enacted, and infused into every moment
of the performance (prayoga). This reality is unmanifest (aprakara) yet still real: critical
theorists refer to this side of reality as the virtual.*® To understand the heart of a theatrical
event, therefore, | search out the conditions that shape it from this latent side. Rather than

acting as a center in a character, it infuses the entire performance as its component parts are



brought together, and hence “belongs” inherently to each event. Sattva, therefore, exhibits the
tendencies of affects to reach beyond and create affective bodies.

| use bhava as a key term similar to the usage of bandhu in hermeneutics.?® The
“relation” of the affective body emerges in the process of performance from a material matrix
that constantly shifts from the component bodies that constitute its foundations: performers,
audience members, along with living and non-living material forms.?! Rather than a “place” to
begin, there is a constant dis-positioning of the performative matrix of an event as it shifts
forms constantly. There can be no heart of the event without its relationality, planting seeds in
bodies that will grow into future forms. This vitality is the central aspect of sattva’s force, as
it distributes forms with distinct traits or “characteristics” (guznas) between the characters, who
make up its matrix (prakrti) or to other forms that ground the aesthetic process.?? Hence while
| will translate sattva at times as “character,” due to its connection with separate personalities,
it functions as a shifting “dispositional matrix” waiting to permeate and inflect performances
with the unique traits bundled together with it.* A disposition acts as a matrix to encompass a
variety of aesthetic concepts, strategies, and qualities—ranging from the early centuries of the
common era to the early modern period—within a stable framework. For instance, “love” can
be seen in a variety of features due to its durability in genetic history (matrix) while the
particularities of its cultural history around a given word add to it, enhance, contradict, or even
diverge completely from previous versions. It is still recognized as a disposition even when
embodied in seemingly shifting, fleeting sensations. This durability allows such affects to be
described in a stable manner by theologians and thinkers across centuries.?* These are not
necessarily essences but instead showcase a dynamic range of embodied forces at play within

performance. While terms such as rasa, sara, or atman can be translated as “essence” in some



cases, bhava’s causative form derived from the verbal root \/bhﬁ, “to be, become,” suggests
change as its primary tendency. Affects cause change, incite becoming while the matrices
elaborated by theorists remain latent and invisibly powerful within the ecology of affects.?®

If change rather than fixity is assumed over the longue dureé of South Asia
performances traditions, how did a single set of theoretical terms come to encompass all the
embodied techniques of dance, drama, and music??® How does drama itself retain something
unchanging over such a long period of social change? Rather than assuming a “core” definition
shared by all theorists, what would happen instead if each thinker was an artist, dancer, or
innovator in his or her own right, playing with a hidden reservoir for potential in its key
elements? Each uses particular religious imagery and hence historical techniques to access
affects and empower our everyday lives with its potential for change. For instance, a
disposition is not an unfixed “nature” (prakrti) but a vital, transformative matrix unique to
characters, persons, and the material bodies embodied beings carry.?” A fictional persona
played by an actor, a psycho-social set of characteristics, and the underlying latent form of
materiality are all encompassed by prakrti. Religious rituals show how affects can bind, relate,
and embody these multiple, material forms.?® Likewise, a delimited number of affects or
modulations of this matrix are present, with specific movements, contours, and textures of
feeling present in each assemblage of feeling.?® Affects can have processual elements, rather
than being fixed entities,* as well becoming some-thing that can be experienced as separate
from ourselves yet which retains an amount of animate potency.3' This hidden matrix from
which change emerges as the foundation is not directly accessible to most forms of perception.

Instead, it manifests in affective forms that reveal its latent presence.



Rasa arises from modifications of this latent stratum of the self, existing on a subtle
level of bodies which can be brought to light by affects. It cannot be located solely within an
individual nor is it seen outside of dramatic events. Performance study scholars such as Richard
Schechner argue the body during special events can undergo a feeling of communitas® as well
as a bifurcation of self into multiple roles.®® If it were an individual’s heart, it would not
“belong” to an individual: instead an audience finds itself in the heart of an event such as a
play, transfixed but moved. Likewise, beings find at their own affective center an undulating
wave of potentials waiting to flow outward, not a fixed point.>* These forces of potential
(saktis) can manifest from the deep residue of past experiences, embodying cultural norms
about gender presentation (what it means to be a hero or a lover, for instance). Potentials also
carry personal resonance that manifests at times as audiences are moved from this matrix. |
am not moved from a fixed place or center but instead due to a relation in which | have already
found myself. This is the shared core of the event.

By analyzing actions in performance, | hope to elide the paradox of essentializing and
reifying the self while attending to the straightforwardness of affective feelings. A tension
immediately emerges from the terms “heart” and “emotion” which resonate with us in terms
of sincerity. Emotions can be “heartfelt” without generating a positionality that establishes a
fixed identity. Theater, for instance, allows us to play with our given or culturally imposed
personas and temporarily expand the range of who we can be. Actors therefore do not need to
“sincerely” feel the things they act out as characters. Nonetheless, the characters’ affects are
real and could be considered “heartfelt” when they emerge from a shared disposition in the
bodies of performers, audience members. This framework has developed powerfully in

Protestant countries that have less connections to ritual practices, as Adam Seligman, Robert



Weller, Michael Puett, and Bennet Simon argue in their theorization on ritual. They describe
the “sincere” framework as locating emotion within the person while ritual would make
performance an external factor to the self.3® Meaning, however, is not the only gauge for ritual
efficacy: “Most of the meanings read into ritual, after all, come into play outside the frame of
the ritual itself. Ritual, | argue, is about doing more than about saying something.”®’ Ritual
gestures in fact “in-duce” (abhinaya, abhi+\nr, “to lead into”™) certain affective contours which
are “framed” as culturally-sanctioned and immutable in most South Asian theories of affect.®®
Bharata’s system is a theory of performative modulation of these specific affects that form a

dense ecology of forces when enacted.

1.2 Bharata’s Aesthetic Ecology: Affective Forms

To start, what is an affect? In standard definitions, bAiava is a noun, which in turn
“signifies being,” (sattva).3® Affects are some-thing: even if they cannot quite appear without
the mediation of a form, they are partially words in regular use. Mel Chen’s discussion of
linguistic forms of affect showcase implicit grammatical and hierarchical principles for the
wholes seen as individuals with agency. For instance, substantives (nouns, adjectives) function
as the agents of verbs.*® Affects fall into the lower end of the linguistic animacy hierarchies
below humans, animals, mobile, and corporeal objects.*! This means that any affect delineated
in language will fall into a category of language, while in reverse language itself will have
affective forces at play.

Chen states that hierarchies in linguistics have “affective ontologies” of what can and
cannot affect other things.*> Positioning seems to be the key to understanding these
relationships. “Subjects” in the higher registers tend to have affective force that the lower end

“objects” receive. For instance, men tend to be seen as agents compared to women, Who are



desired as socially-constructed “objects”; able-bodied individuals are seen to affect dis-abled
persons in ways that deny the subject-potential of the latter (people in long-term comas or with
reduced ability to communicate are called “vegetables).”*® What makes affects (bhavas)
fascinating in this account is that they cut across the registers of this hierarchy, which Chen
studies in terms of “leakages.” Residues are left by affects crossing over bodies and
environmental forces defined by the borders of individuality.** The “residues” therefore found
between bodies will often take on affective weight, while affects in-form themselves into the
residues to create manifest forms. | argue Bharata has a similar process at work. Since the
“manifest” (bhava) appears as a “residue” of a hidden reality, therefore the visible forms should
reveal something of the unmanifest aspects. Hence Bharata’s theory studies the ecology of
affects as they take form and modulate the appearance of rasa. His system attempts to find the
articulations between manifest and unmanifest forms.

If bhavas articulate latent with visible realities, they cannot be located within a singular
body as they reside in relation (bandhu).*® Literary theorist Kapil Kapoor makes the blunt
statement that bhava cannot be translated as “emotion,” since it would lose its connection to
“being” (sat) in the process. In his theorization, affects are primarily subtle material
phenomena on the mental plane as “persons and events constitute experience.” These
experiences in turn take the form of “turns” (vrtti), which activate the mental assemblage.*®
Using Abhinavagupta’s definition in the Abhinava-bharati, Kapoor argues that bhavas can also
be facilitators: “Bhava is that which brings about a condition or which gets established (through
what happens)...bhava means an instrument of being.”*’ For Kapoor, affects act instrumentally

to bring about rasas.*®
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Turning to the fourth-century text of the Narya-sastra, its purported author Bharata
would agree with Chen’s assessment of affectability that guides this theory of rasa. The
linguistic terms he uses are obscure but present a series of conditioning forms. All contain the
root bhava within them to signify the performative, interactive aspects of these techniques for
analyzing dramas. Likewise, Kapoor’s statement that bhava involves various features of
“being” and becoming will reveal why the techniques used to create dramas are not “emotions”
per se but instead modulations of larger affective forms in play. Bharata’s sixth chapter opens
with a discussion of rasa, which also entails the necessary qualities of affects (bhavas). The
opening frame of each chapter involves the sages questioning the expert dramatist; they inquire
why rasa belongs to dramas, and what the affects bring about or cause (bhavayanti).*® Patrick
Olivelle makes a similar point about this causative form of \bhi in Aiteraya Upanisad 2.2,
claiming it can mean “to nourish” as well as “to take care of.”® In this sense, affects are
nourishing to the end goal of the play (rasa).®* Bhavas, therefore, are able to nourish something
that either leads or reveals rasa. Bhavas are “affects” as they bring about, nourish, and

condition the outcomes of theatrical events.

1.2.1 Aesthetic Matrix: Rasas, Sthayi-bhavas, Nigpatti
The first major sitra of South Asian aesthetics (and hence affect theory) is in Narya-
sastra 6.84: “Therefore, the falling out of rasa is due to the conjunction of affects: pervading,
embracing, and fluctuating.” Bharata’s system describes a unique phenomenon (rasa) that
gives rise to or “falls out” from an ecology of affective forms conjoined in performance. Before
his audience learns about the necessary qualities of these forms, Bharata immediately shifts
into a discussion of the individual rasas themselves. By chapter seven, he examines the other

three varieties of affects in more detail. In the digest at the start of chapter six, however, Bharata
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adds a term that is missing from the rasa-sutra: the stabilizing affects. (sthayi-bhavas) These
are listed immediately after the rasas and continue into the thirty-three fluctuating affects
(vyabhicari-bhavas, Natya-sastra 6.16-21). Bharata’s list therefore leaves us with an
unmentioned or implicit concept at its center, hidden within the ecological niche of forms.>?
Why is there an unlisted category that Bharata suggests are paramount to this theory. By
placing these stabilizing affects immediately after the rasas, the two lists both number eight
and seem to be articulated together. Hence the rasas and sthayi-bhavas act as matrices, open
systems by which their component parts can be interrelated and combined while retaining a
degree of structural flexibility. This will allow later theorists to augment their total counts while
retaining the basic affective structure.>® Likewise, as a matrix, certain forms will be latently
present without drawing attention to their ongoing workings.

Most people who study aesthetics learn of this set of correlations before reading the
Natya-sastra. | start my affective orientation to this theory in a similar hermeneutic movement.
This implicit link is important since the text itself was only recovered as a major theory of
performance in the late nineteenth century before becoming pivotal to the nationalist
construction of Indian history.>* These lists were therefore most likely the distilled essence of
Bharata’s theorem as taken up by later commentators in the tradition. Bharata enumerates all
the rasas and their component bhavas before describing how they interrelate from NS 6.15-
22. The rasas are not given any direct or unambiguous relationship to their stabilizing affects
(sthayi-bhavas). Bharata provides his famous rasa-sitra at the start of this chapter yet does not
even mention the stabilizing affects. Before Bharata, no other texts provide this correlation

between the two sets of matrices. Instead, a form of collocation or ecology between the two is
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in chapter Six (rasa)

RASAS

DECOROUS (SRNGARA)
COMIC (HASYA)
COMPASSION (KARUNA)
FURIOUS (RAUDRA)
HEROIC (VIRYA)
TERRIFYING (BHAYANAKA)
LOATHSOME (BIBHATSA)
WONDROUS (ADBHUTA)

NS 6.15

and chapter seven

STHAYI-BHAVAS

PLEASURE (RATI)
LAUGHTER (HASA)
GRIEF (SOKA

ANGER (KRODHA)
ENERGETIC (UTSAHA)
FEAR (BHAYA)

DISGUST (JUGUPSA)
AMAZEMENT (VISMAYA)

NS 6.17

(bhavas):>®

Figure 1.1 Bharata’s list of Rasas and Sthayi-bhavas
The succession of terms is linked for each as their equivalent emotional contours match. For
example, the “decorous” rasa and the stabilizing affect of pleasure are given similar contexts
(pleasurable seasons, garments, accessories, a nice house, and loved ones or “desired
objects”).%® Others have linguistic parallels, such as the comic rasa (hdsya, “causing to laugh”),
and the stabilizing affect laughter (hasa). Immediately after these lists, the text shifts to
discussing several other key affective forms, including the four gestural regimes (abhinaya),
which act as assemblages for drama (narya-samsraya, 6.23). Dramatic conventions and styles

(vrtti) are next brought to bear, (6.24), then local styles (pravrtti) as well (6.25). Only after
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going through this list does Bharata return to the topic at hand, which he begins by stating “If
there is no rasa, the performance has no point in continuing.”®’ By elevating rasa to the center
of his affect theory, Bharata’s next verse (sitra) becomes the central argument for dramaturgy,
poetics, and literature quoted by every author afterwards: tatra vibhava-anubhava-vyabhicari-
samyogad rasanispattih. The apparent subject (rasa-nispatti) arises from an assemblage
(samyoga) of affective forms. Before investigating the complexities of the three specific forms
that are identified here, let me bracket the translation so far: “Therefore, the falling (Npat) out
(nis+) of rasa is due to the conjunction (samyoga) of vibhavas, anubhavas, and vyabhicari-
bhavas.”

Now, setting aside for the moment the technical names for affective forms, the strangest
word in this satra is “falling out,” nispatti, which seems to mean either a process of becoming
itself or arising. However, normally this would take the form of utpatti, “coming up.” Instead,
the prefix nis- adds a directional quality or enhances the verbal form itself, meaning this
“outwardness” is an affordance built into the larger assemblage (samyoga) or intensifies the
process of manifesting affects for the performance. The Sanskrit scholar of rasa theory C.M.
Chaturvedi defines nispatti as “a modification (parizati) of something into another form on
account of its association with some other favourable thing (sahdyaka).”*® Mimamsa uses of
the term also suggest it is a “fulfillment” or completed phase of something that has already
been “established,” “arisen” (utpatti).>® This matches the aesthetic usage: Bharata deploys the
term again in an example (upama) to show how the affects combine to create a larger whole.
Just as condiments and spices (vyafijana and osadhi) work in tandem to produce the six flavors
of food, using certain substances (dravya) with their affordances of sweetness, etc., the various

affects work together to obtain larger affective forms called the “stabilizing affects” (sthayin,
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sthayi-bhavas).®® In this way, Bharata draws the parallel that affects sustain the life of the
performance. The affects offer their affordances to “nourish” (bhavayanti) and cause new
“flavors” (rasas) to emerge as a feature of their coming together. This kind of “fall-out”
(nispatti) therefore creates larger sets of basic flavors, through which the stabilizing affects
function to aggregate the individual aesthetic components into their sphere of influence.
The sthayi-bhavas likewise appear in a strange relationship to rasa. Bharata’s text does
not make it clear whether one causes the other to arise, but instead are the “ingredients”
(vyafijana) or basic templates to which the other affects add “spice.”®? The stabilizing affects
therefore seem to function most like a rice or grain, to hold the entire meal that is the aesthetic
event together. As its material condition, the stabilizing affects appear more directly or visibly
than rasas. Bharata explains that three ways they might be related (sthayi-bhavas cause the
rasas, rasas cause the sthayi-bhavas, or the two are co-implicated) while seeming to favor
rasas as the root of the bhavas. This gesture places the invisible as the foundation for the
materiality of the performance.%® Bharata, however, offers the idea that the two are mutually
constitutive since they both emerge when performed in affective gestures (abhinaya).®
Bharata has an interlocutor ask why only the stabilizing affects become rasas, if the
other forms are necessary as well? In fact, he asks why do they “obtain a virtual form”
(rasatvam apnuvanti?). Here Bharata offers the first of several examples of a commanding
form. While kings appear as normal humans, they are recognized by their deportment, wisdom,
skill in the arts and rituals, endowing them with authority over others less skilled. In this way,
the other affects become “subservient” to the stabilizing affects that become “masters” or “self-
possessed.” The diminutive affects therefore “take shelter” (asraya) with the commanding

forms. The other affects become secondary (gunibhiita), since the dominant affects possess a
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certain “quality” (Qunavattayd).®® As | have already noted, the list of stabilizing affects is keyed
to the list of the rasas, starting with srigara (“decorous™) rasa that emerges alongside or from
the stabilizing affect of rati, “pleasure.”® Similar theories of aesthetics claim that there is a
“commanding form” that remains virtual, acting to give rise to its expression from the
potentials contained within the artist.5” When my analysis turns to a consideration of ritual,
this theory will come to the fore in indicating whence the affective force of the “command”
issues, and how thinkers can understand something that is not the subject as containing a force
to will things into being.

Here the sthayi-bhava is given preeminence on the analogy of a king, not because the
king is essentially different from his fellow humans but because they defer to his authority. He
exerts a gravitas, which the verse intimates since it also compares kings to “teachers among
students.” The guru has a “weightiness” in the form of spiritual potency.%® This social parallel
would externally fit the actors learning to depict royal characters to regal patrons. Internally,
from a formal perspective, this relationship of dominion exerts a force from within the event
as well. A dominant affect projects a will of its own into the event, taking shape as a principle
that manifests an end (artha) that leads the event to fruition. The rasa of an event therefore is
one of the “fruits” of this process as the stabilizing affect becomes the commanding form in its
emergence. Like a tree carrying the sap (rasa) to its branches, which bloom into buds, leaves,
and flowers, the sthayi-bhavas are the form of the tree from the range of its potential phases—
from seedling to fully-grown trunk. They carry forward the ecology as a nested set of
relationships even when still dormant and underground, waiting for a chance to take shape.

This ecology appears from its latent matrix.

1.2.2 Ecological Conditions: Vibhavas, Anubhavas, Vyabhicari-bhavas
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Why are affects so important to this process for Bharata? In chapter seven he links
bhava to the ongoing causal stem of \bhii, bhavati. Affect is “the perfection of means”
(karapa-sadhana), since the word in a participle form as bhavita can mean “produced”
alongside synonyms like “infused” (vdsita), and “cultivated” (krta).®® In common usage,
Bharata claims, one can say “Ah, everything is entirely infused (bhavita) by the smell or flavor
of something else,” which he offers glosses with the synonym of vyapti, “pervasion.”’® He
follows this prose passage with three verses:

“What is manifested by the vibhavas, and understood by the anubhavas is the goal

(artha); that, and along with the vocal, bodily, and dispositional gestures, should be

known as “affect.” // Speech, body, face, and passion, along with gestures of the

disposition, are called “affects” as they manifest the hidden disposition (antargata
bhava) of the poet. // Those who perform drama recognize affects as manifesting these
rasas connecting with various gestures.”
This set of claims by Bharata therefore links the affordances of affects to pervade into the
aesthetic forms used in performance, including the gestures here as well as styles, conventions,
and other features of dramaturgy and design. These all work in tandem (sambandha) to assist
in bringing rasa outward from a latent form from within the “inner disposition” of the
playwright/poet.

For this reason, bhava also seems to instill itself into the first member of its list in the
rasa-siitra. Vibhavas stems from the root vi-Vbhii. Related terms such as vibhiiti contain divine
powers within corporeal form as food or ash once it is offered to a deity. Theorists such as
Sheldon Pollock and Manomohan Ghosh translate vibhava as “factor” and “determinant”
respectively.’? These translations ignore the term’s affective resonance as well as its difference

from linear causes. The conjunction (samyoga) of the various affects includes a range of key

features. In drama they are embodied while in poetry they are visualized imaginatively.
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Characters, settings, accompanying features such as objects, sound effects, the time of year,
and weather all play into the pervasive atmosphere that creates the location where affects
become a form of dwelling (bhavana). These vibhavas are “pervasive affects” because they
imbue the atmosphere with these details, elaborating the germ (bija) of each matrix out into a
wider array of forms.” This pluriformity engenders a sense of diffusion outward into the
setting that then permeates or “infuses” the characters into a mood. Mood seems to fit this
recognition, as the world itself changes when we are affected deeply. Lovers seeing a river
notice a secret place for late-night trysts, while a mother in grief views a goddess overflowing
with tears for her own lost child. We not only dwell within the landscape but are dwelled in by
our affects that pervade out and blur the membrane between ourselves and our environments.
This makes pervading affects recognized in retrospect mostly, as the mood of the characters
gradually builds but does not cause them to feel one affective matrix. Instead, the matrix (e.g.,
the “decorous” rasa) changes a familiar locale into a new place wherein the person not only
dwells but is felt to have the world shaped differently. They are affected.

This mood then becomes enacted through gesturing (abhinaya) in various ways, which
can be considered a form of meditation as well (bhavana). This literally is an “actualization”
of the virtual load of sattva into a semblance,’* which them permeates and diffuses into the
individual’s core (hrdaya, citta). While vibhavas are equated to “discernment” (vijiiana) in
Bharata’s gloss, he also links them to similar words such as karana, “motive force,” nimitta,
“efficient cause,” and hetu, “origin.”” The emphasis is on the vi- prefix for this form, which
can have two meanings. “Division, discrimination” vi-jiana, the knowledge that separates by
recognizing distinctions fits the first. Vi- also functions to intensify the stem, seen in the use of

the vibhati for divine powers, “effective, to make something change”, referring to kingly

18



power, pervading and omnipresent.”® Vibhava hence contains forces that intensify before
diverging into material elements of the action. These include different plot structures,
characters, and settings, which allow for the vibhavas to flow through them with the innate
force of the disposition within that moment of the performance or as a whole.”” Hence
pervading affects are seen to have retroactively predisposed us as the affective matrix is felt
reaching into the past.

Next, the anubhavas function in a complimentary manner as a causative form of
“experience” (anu-Vbhi, anubhava). Pollock calls these “reactions”’® and Ghosh gives them
the term “consequents.”’® While it is true that they follow after (anu-gachanti) the
manifestation of the pervading affects, they do not merely attend on them as results or effects.
They function proximately, “embracing” the larger forces that ran out from the disposition of
an event and drawing them “toward” (anu-) one another. In this way, they act, according to
Bharata, to “incline” the audience “to the gesture performed with vocal, bodily, and
dispositional modes.”® As inclinations, the anubhavas reach out to us and shape experience
into a more human form than the materially diffuse set of pervading affects. In this way, we
become “wrapped up” into a play’s actions. Bharata’s verses present this angle on the event as
a whole: “Since the meaning in the play is embraced by means of vocal and bodily gestures
conjoined with the vocal, major and minor limbs: for that reason it is called an “embracing
affect.”®! The meaning of an emotional reaction can be embraced only after the activity itself
has changed us. At times we have to see the reactions of others to understand our own
emotional situation. The anubhavas afford futurity, looking forward to the expression of the
matrix. Similarly, they delimit the possible matrices from the many potential emotions that can

be felt. Returning to our example of the river, we know that a woman separated from her lover
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(a “decorous” mode) and a grieving widow (karunra) can both shed tears at the riverbed. Only
the widow can show fear though as she is left permanently alone while the lover still holds out
a measure of hope for an eventual return of her beloved.?

A question came to mind as | read these terms of art in the Narya-sastra: why does the
text not refer to them simply as conditions and effects? Bharata seems to disagree with his own
scholarly apparatus in describing these two affective forms. While he argues they are
straightforward comparisons, he never says that the embracing affects align with results (phala,
karya) as it would with pervading affects and causal terms. This would leave him with only
causes and no effects. Likewise, Bharata’s choice of affective terms makes their construction
seem deliberately obfuscating. Kapoor, however, proffers the best way to read Bharata’s idea
that vibhavas and anubhavas function as affective forms for normal experiential conditions.
Rather than being a cause, the pervading affects “take the form of instruments” (karana-ripa),
while embracing affects “take the form of outcomes” (karya-ripa).8 This suggests that they
are not in fact normally causes and effects, but instead work together with the other affects to
modulate the total environment of a performance. In this way, they function as an assemblage
(sarnyoga) with its contingent set of conditions rather than a linear form of causality.3* Since
performances are not governed by the same laws of everyday life, they are able to bypass the
karmic theory of causality—specifically regarding acting and the way characters are to be
portrayed. Rasas are “to be fleshed out,” (ni-ripya) in an ecology of factors. While the
vibhavas pervade out into an environment, carrying the affective matrix in various ways, the
anubhavas delimit and humanely embrace the possible outcomes. Crying out of joy or humor
can be felt to be different from crying over grief or terror. Bharata’s theory therefore suggests

the possibility of grasping the ecology as a whole: unlike in normal life, affective assessments
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of an event are possible due the audience’s distance from their everyday thoughts and feelings.
The affective ecology functions analogously to normal emotional assessments but evokes
novel reactions from involved parties as they share this eventful heart.®®

Bharata’s system sets up an ecology of forces without a linear set of causal factors.
Instead, these two bhavas function to take the commanding form of the sthayi-bhava as its
hidden matrix and relate it to the temporal and spatial dimensions of a play. For instance, the
pervading affects, which assume the “form of a cause,” arise prior to the characters’ awareness
of an emotional change. Instead, the context, scenery, and non-human material beings all
contribute to the latent seed of the stabilizing affect. The matrix becomes stabilized when the
vibhavas pervade out into the ecological network as well as dispersing the dominant mood into
the duration before it congeals (as rasa) for the characters themselves. On the future-looking
side of this process, the embracing affects work in a complimentary manner to delimit and
filter the stabilizing affect into a particular set of human occurrences in their psychophysical

form.8¢

While laughter could technically follow several different sthayi-bhavas, the
appropriateness of the situation narrows the potential fit. A character in love could laugh with
anticipation and wonderment at their beloved’s return while a character who has lost a loved
one can laugh with grief-inspired madness. These are the actions which cause us to recognize
how we are affected by a given event. Likewise, a unique class of anubhavas | shall discuss
below can appear in conjunction with several matrices of affectivity. These human responses
to the stabilizing affect therefore allow audiences to register and relate to the events onstage
and allows other characters to respond. Figure 1.2 maps out this eventful progression with the

audience’s common perception starting at the central point. This latent seed is the sthayi-bhava

of the event, which remains dormant until activated by pervading outward into the environment
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(through the vibhavas) and becoming embodied in human gestures (abhinaya) when the
characters are affected by its commanding force (through the anubhavas). Our awareness of
these affective forms extends both backwards and forwards, elongating the hidden atmosphere
and delimiting the mood of the play as the human characters are swept up into its current. |
have chosen to call this set of mutually-conditioning forms the play’s ecology of affects as
there is no guarantee the matrix will take hold. At times, it will revert to a more dormant phase
and become overshadowed by another matrix, subordinated to its stronger contours. At times
it can also become balanced between two different matrices, in which case a homeostatic
tension is achieved. Chapter two will explore what happens when dispositional matrices

become manifested against their own contours into novel forms in performance.

AWARENESS OF
PERFORMANCE

- | -
«—VIBHAVAS ANUBHAVAS —

STHAYI-BHAVA

PERVADING EMBRACING

AFFECTS: AFFECTS: HUMAN
CONDITIONS (E.G. EMBODIED
SCENERY, NON- RESPONSES TO

HUMAN BEINGS, EVENTS (E.G.
LAUGHING, CRYING)
UL 2 STABILIZING AFFECT:

COMMANDING FORM, LATENT
UNTIL MANIFESTED THROUGH
OTHER AFFECTS

PAST PRESENT FUTURE
|

EVENT TIME

Figure 1.2: Bharata’s Ecology of Affects

How does an audience recognize the various nodes in this affective ecology? Bharata’s
text for actors suggests all participants need to remove themselves from normal emotional

patterns. In chapter seven the pervading and embracing affects are said to be recognized as
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fully perfected by worldly self-dispositions (svabhava). These are recognized through gestures
“following the ways of the world.”®” Most Sanskrit scholars translate this term as “natural,
self-nature, innate,” which would suggest a prolixity of definition.® However, these terms only
apply to drama, and hence seem to function as affective forms for creating the intended moods
and characters for the event. Instead of being “natural” in themselves, as if performers would
know what these terms mean innately, audiences recognize pervading and embracing affects
through people’s gestures—just as they would in everyday life. These emerge from a hidden
side to our character, a “self-disposition” that is invisible in itself but which manifests in how
we act. This is why Bharata—after explaining that there are additional stabilizing, fluctuating,
and dispositional affects to make a total of forty-nine—suggests that they are imbued with a
quality of universality (samanya-gupa-yogena) when they lead to the falling out of rasa.?® The
verse also restates this position: “The affect is the arising (udbhava) of rasa which has a
meaning that harmonizes with the heart. Affect pervades the body, like fire pervades dry
wood.”® In this way, the body becomes a receptacle, a deep well for affects to become stored
in and remain latent, waiting to appear from its dispositional matrix through the affordances of
its materiality. In this same way, fire remains latent in dry wood, as a function of its dis-position
to burst into flames.

Turning back to the stabilizing affects, they are not always located within a person.
Sthayi-bhavas were last mentioned in passing reference to rasas, as a larger phenomenon
arising from the ecology of aesthetic factors. Pollock seems to think that Bharata offers these
three alternatives as part of the lineage of dramaturgy, without favoring one over the other.
However, the stabilizing affects have similar affordances to the rasas, since each has a set of

interrelated pervading and embracing affects. Each matrix seems to be linked to the other
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through this universal quality that develops from a latent disposition and is manifested in
gestures. Yet these stabilizing matrices are also affects, which means they have less of this
latent potential, remaining dormant until they can be activated by the conjunction (samyoga)
of the aesthetic attendants upon their commanding form. These matrices are able to enter
multiple bodies and temporarily displace one’s svabiava or self-disposition through training.
Bharata equates this to other forms of controlled possession:

Just as a man renounces embodiment (daihika) in his self-disposition and flows into

another body by producing another disposition (para-bhava), so the wise actor,

mentally recalling “I am he!” should perform the foreign affect with movements,

garments, speech, gestures, and semblances.®
Compared to the previous injunction, now Bharata has shifted the terms to playing against the
self’s innate tendencies and accepted a separate affective matrix. This set of stabilizing features
is similar in that the movements and particular qualities of the character overwrite the
embodied disposition of the performer. In fact, both the tendency of one’s normal personality
and the character one plays are known as prakrtis. The novel disposition is in fact materially
produced (pra-Vkr) and allows a set of foreign contours to “flow into” (sam-a-Vcar) the
affective body.

The fleeting nature of this takeover also leads to the final set of affects. The ruling
sthayi-bhavas have their followers and retinue, according to Bharata, in the figures of the
“fluctuating affects” (vyabhicari-bhavas). These have two prefixes, vi- and abhi-, attached to
the verbal root Vcar, meaning “to go, to course, to conduct.” Hence the term “fluctuating”
means “they course towards (abhimukhyena) the rasas in various ways (vividha).”®® These
affects afford “carrying” (nayanti) in Ghosh’s translation, which functions like carati as “con-

ducting” similar to how gesture (abhinaya) is a combination of abhi- and V7, the root used

here. As glosses, these forms seem to “lead” in the way the sun is said to “lead the day.” While
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not “carried on the shoulders or arms,” according to the text, these affects are commonly said
to “carry” in this way.** This implies labor as well as a combination of movements or a
constellation of forces. While minor, these affects modulate the overall key of the play.

The “fluctuating” affects work directly on the mood of the scene, subtly altering it in
“various ways” to “face” a different direction than was possible before. Bharata’s list moreover
shows how these forces cannot fit into the normal list of “emotions” enumerated for bhava by
other theorists. Thirty-three vyabhicaris are given, which include such affects as disease
(vyadhi), epilepsy (apasmara) and dying (marara). These processual affects are not emotions
in our normal classification of feelings but still affect the self in various ways. For example,
diseases are modification of the body’s natural humors (tridosa), according to Bharata usage
of Ayurvedic theories.®® Disease is no more of an emotion than sneezing can be an intentional
gesture. Furthermore, if these are “states,” this definition ignores the change present in “dying”
(marana, a present participle). A state like death would have a name of a god such as Yama or
Mrtyu if it were permanent and fixed. The fluctuating affects therefore reveal a processual
affordance at the heart of Bharata’s theory, which can modulate the stabilizing affects in novel
ways from their dispositional matrices.

The different aspects of Bharata’s performance ecology therefore involves the
stabilizing affect temporally expanding into two directions. A matrix reaches back into the past
as the pervading affects (vibhavas) condition the event as material elements and beings.
Simultaneously, it pushes forward as the embracing affects (anubhavas) by delimiting
emotional responses through the bodies of characters. Alongside this process, fluctuating
affects (vyabhicari-bhavas) go through a similar process at a micro-level of the performance

to add saturation and color to the stabilizing affects’ dominant form. One additional class of
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affects functions in a unique manner in this process. These bhavas stand out for their
simultaneous simplicity and the difficulty in translating them since they involve the
dispositions themselves (sattvas). While the other affective forms are revealed in gestures,
dispositions appear also in the Natya-sastra as the latent potential within the play that can
manifest itself in performance alone. Affects function to reveal a meaning that can’t be
divorced from its performance: In order to understand how this can be so, | turn to theories of
ritual. As Seligman claims, “The meaning of ritual is the meaning produced through the ritual
action itself.”% There is a tension in dramaturgy between assuming another’s disposition and

“staying true” to one’s own in disposition that becomes apparent in this theory.

1.3 The Broken World of Theater: Sacrifice, Ritual, and the Self

Theater and ritual are simultaneously similar and yet treated in vastly different ways.
Actors have been some of the most famous celebrities of the premodern and modern eras.
Possessing characteristics by proximity to power and prestige, they seem to project something
inexplicable that draws others close while inspiring feelings of revulsion and intense envy.®’
Their remove from everyday life suggests a specialness to celebrity that borders on the
religious.®® Various religious traditions aspire to ultimate truths or descriptions of realities
unmoored from everyday life while theater ostensibly works its magic by the imitation of
everyday feelings, relationships, and characterizations of heroic figures. This unmanifest
reality at the heart of religious theorizing would appear divorced from the daily concerns and
preoccupations that drive theatrical narrative. Yet artists frequently feel compelled, as if a
commanding force were enjoining them to become actors, dancers, or painters. For artists, the
appearance of reality is not enough; nor is their usual way of acting in the world. They radically

alter their lifestyle in response to their artistic calling—a theme I will return to in Chapter
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Three. In this chapter, | take the position that art involves a worldview shared by ancient
ritualists who see a world constantly in need of maintenance, repair, and human technical
intervention. The world is broken, and it calls out to be recognized by artists.

South Asian theorists of “sacrifice” (yajfia) inform most depictions of ritual activity by
changing the world and keeping it from ending prematurely. Drama in the work of Bharata
builds off these ideal traits and contours to shape an ephemeral world in performance (prayoga)
that lasts only for the event of the drama. Different aspects of the material and divine worlds
are linked through the “joints” (bandhus) interconnecting them in performance, while the
original creation (pra-krti) by this process requires “perfecting” (sam-skrti) in rituals.®® The
affective links between the worlds are “articulations” that can be activated with the proper
knowledge (veda) and application (prayoga) of this knowledge by ritual specialists. The
bandhus are etymologically “religious” relations since they create “affective ligatures”
between levels of reality. They function as “accretions of form” in a dance between hidden and
material layers of reality.'® These linkages enabled sacrifice to be a “constructive activity,
creating the human being (ontology), the afterlife (soteriology), and the cosmos as a whole
(cosmology).”*®* The connections are not arbitrary nor are they premised on exact identity.
Instead, they assume an overriding principle of “resemblance” (samanya) that becomes the
leitmotif characterizing an ideal religious practice.!®? Bharata will adapt this framework to
show the resonance between ideal affective traits and characters who embody them. This
suggests acting is a method of finding similarities between the hidden side of a performer and
the character without one becoming the other. Instead, they are articulated by these links

connecting hidden to manifest.
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These ligatures are affective since they work outside of structures but in-form them,
shaping the emergent forces into material bodies “as an accretion of forms tied together by the
ligatures of affect.”%® Performative actions link historical bodies and material forces in a
movement of affects.’% The performance of religion is emphasized in this account as the
eventfulness of its affects can only occur when these relations are activated. Faith or belief is
a secondary phenomenon after the event has fixed forms into new configurations. Religion
seems more like an ecology or economy of affective forms in constellation in this framework
than a creedal position.® Dance is an embodied manifestation of these affective links between
bodies as much as it shapes the bodies that emerge in moving. This might be why ritual is
valued so highly to help in-form and continue to shape cultures that value continuity, social
cohesion, and which have accompanying developments in character that are conditioned by
the repetition of these rituals. | am not the person | am born as, but the results of my ritual
actions (karman) in this light.

The self I normally experience is also only one part of this unfinished or broken world.
For Seligman, ritual is needed to create order through a “repertoire of patterns” but is always
overwhelmed by the “constantly changing” ecology of forces.'% The relations and behavior
fostered in ritual settings develops over time into habits, which in turn shape the self toward a
particular disposition.®” Some of the most easily missed everyday practices fall into what
Seligman and his fellow ritual scholars call the “as if” or subjunctive world of ritual, which
enacts or performs its ideal world rather than assumes it exists. For instance, saying “Please”
and “Thank you” creates a well-mannered, social disposition through repeated use. This world
would not exist without these “niceties” creating a courteous disposition.'% In fact, one doesn’t

need to believe that these gestures are true; you don’t have to want or need to say “Please” or
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“Thank you” since they hold no truth content on their own. They are utterly performative,
creating a world that does not exist before their enactment.

Every culture recognizes that the natural order is not always the case, and not even the
tenable: instead maintaining a world requires work, toil, rehearsal—in the original sense of a
harrowing, blood-and-sweat-dripping exertion that gives life by piercing the boundaries of
solid surfaces, keenly distressing our normal expectations by approaching death and disturbing
expectations. Affectivity is key to this process as our gestures in performance shape the world
by our choices, and likewise shape the self.2%® As we perform ritual gestures, our habits are
shaped by them in both physical and mental directions. These become the habituated styles
(vrttis) of our everyday life. In turn, after shaping our movements over a long period, these
styles are the dominant material conditions that form our character. Disposition, while
somewhat inherited, is still enacted when our habits shape it in the public space of social life.

These dispositions are neither static nor entirely fickle, however, but can shift—or,
indeed, dis-position—old habits by using certain tendencies within the person or culture called
forth to shape future activity. Ritualists therefore suggest a fundamental connection between
sattvas and performances. 1% One can train dispositions to increase responsibility to others. In
this way, ritual, following Robert Orsi’s study of Italian Catholics interactions with saints, is
not about meanings but “a set of relationships.”*** Ritual assumes a fragmented, painful world
but can rehearse an ordered one, enacting it with others as-if it could be true by mobilizing
possibility. Seligman calls this the subjunctive mode of ritual, rather than the subjective focus
of sincerity as variations on approaching sociality, emotions, and our sense of self. Why would
sincerity not function this way? The problem with sincerity is that | cannot know for sure: the

quest for sincerity requires an interrogation of each and every gesture. Descartes’ logical
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progression of distrust for the world is one variety of this search yet without any hope for an
originating foundation to the self. If emotions are locked in the black box of the self, and |
cannot even fathom my own depths, how would | know the gestures of others were real
expressions of their sincere feelings? Gesture in a ritual manner can elide this dilemma through
bypassing the cause-and-effect logic of sincerity and revealing dispositional potential in its
fullest sense.!*? Seligman and associates describe how ritual can somewhat circumvent this
epistemological paradox by instead approaching by means of verisimilitude in shared
feeling.!*

Ritual therefore functions as a way to access the virtual share of the potential, the edge
of the material where it is closest to the unknown, the emerging, and the chaotic matrix at the
heart of experience. For Seligman and his contributors, ritual provides a “third space” between
creativity and tradition wherein the back-and-forth movement between these poles allows for
play to emerge.!** Drama functions to establish a sense of self while allowing for a more
pervasive sense of one’s role(s) in society as we “play” the roles we are given, adopt, and seek
out.**® Play allows us to modulate our identities in relationship to others and our social roles
rather than assuming they are merely opaque and inauthentic.*® We phase into and out of
certain relationships and roles all the time which shapes our character in the world. This focus
on the phase changes of play helps us see how affects can change form and engender different
behaviors. South Asian theorists for the most part all agree with this focus on grounding the
self, with the caveat that this “Self” is a larger matrix than the individual’s self-awareness is
initially capable of experiencing.

In performance studies accounts using South Asian texts, these definitions of the self

are embedded in a range of ritual forms. Art historian Kapila Vatsyayan’s discussion of the
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implicit assemblage of concepts in the Natya-sastra includes ritual (yajfia) in the guise of the
purusa, the cosmic “Person” that emanates from its members the material, divine, and human
worlds.!t’ As a figure that is “three quarters in heaven and one quarter on earth,” he affords a
play between the virtual and the actual.}*® Later theories of yoga assume the self and its
relationship with the cosmos manifests in layers to these affordances, which in turn modulate
the previous ritualization.!*® This process brings out the Upanisadic notion of nama-ripa,
“name and form,” or “identity and specificity of form” in Vatsyayan’s words, which become
affordances to revealing “what is beyond form or without form.” The instruments used for this
purpose become the senses and feelings themselves rather than the mental apparatus alone.*?
Ritual tension also permeates the text in its focus. Bharata concludes that performers must
efface themselves in order to generate the “unseen but real center and point” which the text
circles around in its discourse.'?* The virtual share of this process therefore overrides the
material aspects that make it appear sensuous: “Exactly as in poetry, music, dance and the
visual arts, the “unsaid” silence is almost more important than the “said” and “sung.” Here also
it is the most important implicit level, which is not explicated,” in the virtual form of rasa.'??

While Bharata’s declaration that he is composing a prayoga-sastra would seem to put
theory (sastra) as a set of “injunctions, rules, commands” (codanas)'? in a dominant position
over “practice, application, performance” (prayoga), the two are more mutually
coassembled.!?* In the system that Bharata envisions, the “rules” of performance are internal
to the affective dynamics of a given event. While certain parameters are set out, with a specific
goal in mind, these leave an unimaginably complex terrain of potential outcomes.*?> Moreover,
a drama or concert’s success is due to the bodily capacities they activate for performers and

audience members alike. We don’t find ourselves to be performers or audience members until
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our mutual experience of rasas and bhavas affords a crossing of identity boundaries in the
event. We have to find ourselves in a processual phase as affects transit across bodies in
performances. Sreenath Nair describes the embodied impact and historical depth of the Narya-
$astra in South Asia history as the first study of the transitive process of the body.'?® These
transitive, embodied practices are ritually ephemeral but become configured and assembled
with discursive repertoires to stabilize and endow them with longevity. As such, certain rituals
appear to build up particular clusters of affects.

Ritual holds a certain tension in the affects it uses and develops, creating a lasting
character (as virtue, power, and efficacy, sattva) in the process, dis-positioning our
assumptions about ourselves and others in eventful encounters. Bharata’s tradition lays out
techniques for developing this kind of character in dramaturgy. The Narya-sastra offers the
primary set of forces that congeal into the performance process, finding ways of activating the
event’s potential (sakti) while also opening the performer and audience members up to aspects
of themselves that would not be possible without the “as-if” world of the play. In a yogic
metaphor, Nair argues that the performers make their bodies into instruments, simultaneously
dis-positioning the self’s habits while becoming more deeply embedded in the process.*?” This
ritualized depersonalization envelopes them in “process” like a fluid form that washes
surrounds the affective self. This is a “transitive” manner of embodied encounter. Since each
of these fluid forms in “the succession of transitions” acts to manifest different matrices of
identity, they tentatively hold the bodies of all participants together in the event. This “whole
relationship” envelops the body in a larger ensemble than its usual self-defined boundaries. In

this reciprocal relationship, affects can move across bodies starting from techniques and habits.
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These allow for ongoing gestures to emerge or can reverse course to their latent materiality as
a style of performance when put into playful ensembles.?®

Affects therefore function to dis-position the self and our normal experiences of the
world. The time created in a performance is an expression of the event as well. We find
ourselves watching a play or movie we enjoy and time passes by in the blink of an eye.
Likewise, the event modulates space as bodies, persons, and landscapes are related in fluid
ways. Only after the performance can the participants demarcate fixed identities: actors and
audience members are poles of this process. The starting point of each participant will vary,
with the corresponding affective form generating a different engagement from the variety of
perspectives on the process. Each positioning allows for a constant affective flow to modulate
the forms. Having one person at a comedy who laughs hard enough can make the entire
audience laugh, for example. However, as part of an ensemble, each person involved also
requires the other’s position; every modulation is only affectively charged when its other poles
resonate with it.1?® This involves a constant fluctuation of movement from manifest to
unmanifest.’®® As the invisible form itself, rasa functions as a non-material dispositional
matrix involved in the process of performance by linking spectators to characters/performers.
Certain affects will also function in this way, forming a material matrix (prakti) at a latent
level from which other bhavas will be induced. Therefore spectators are moved within this
matrix, through the differentiated body of the performance itself as it manifests potential
(Sakti).*®! The faculties (indriyas) are similarly empowered as audience members when the self

becomes the stage for the divine to manifest playfully (/zZa). For the audience, they must in

turn become “potential artists: the artistic creation re-stimulates and energizes dormant
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states.”**2 In this way, a shared matrix involves all the participants and affects their bodily

presence, with the lasting “residue” of experience felt as rasa.'®

1.4 Dispositional Affects and Gestures: Sattva, Sattivka-Bhavas

Bharata’s text has a peculiar absence when it comes to discussing affects. Rather than
show a direct way of manifesting the rasas or stabilizing affects, he elaborates a scenario
wherein their dispositions can pervade an entire scene (with the vibhavas) while likewise
delimiting them by embracing or inclining the characters toward specific affective contours
(anubhavas). This strategy leaves out spontaneous emotion from the centers of analyzing
performances. Emotions never appear solely as the property of a singular character or ideal
audience member but instead manifest in relationships and desires to other persons and objects.
Hence there is no central position but instead a relation or dis-position at the matrix of every
affective event that mediates its latent and material properties.® Likewise, the abstractive
tendencies of Bharata’s manual also enables the process of turning the living world into a
virtualized latent form as “types.” In the same way, affects become abstracted, their “emotive
particularity” crystallized and the individual reduced to its “characteristic” qualities (sattvika)
from what | call a dispositional matrix (prakrti). These abstract forms act as “carriers of art”
in the form of stabilizing affects (sartvika-bhavas) and dispositional gestures (sattvika-
abhinaya). By combining this dispositional matrix (potential) with an apparatus to manifest
the stabilizing affects in gestural regimes (abhinaya), Bharata allows for performance
(prayoga) to become the process of the eventful expression of the invisible.®

The Natya-sastra does mention a dispositional core to each performer (svabhava) that
is taken over by that of the character’s “other disposition” (para-bhava). How does Bharata’s

notion of self-disposition (svabhava) link to the hidden matrix of the performance as a sthayi-
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bhava or rasa? Drama can only function through gestures when the actor’s innate dispositional
matrix is contracted (samhytya) or renounced (samtyajya).**® After all, an actor cannot have an
impenetrable self-image if they wish to play a character. It must change somehow to fit the
contours of a different personality within their embodied form. However, I’d argue the shifting
boundaries of the self in ritual allow for a deeper disposition, a “full” or “pure” one to manifest
(parna-/suddha-sattva). The actor ceases re-acting (in the cycle of samsaric karman) and
instead gestures (through abhinaya) from a place that can infinitely create forms (ananta) and
produce them in novel fashions (navina).'®” Various theorists claim that a process of ritual
purification is required to remove certain traces of the everyday self so a performer can
manifest this deeper level of reality. The everyday self is not erased, only temporarily made
dormant. To activate a new nature (prakrti) for the performer, Bharata requires “character”
(sattva) to be the foundation for the play.'*

While Bharata’s original definition in chapter seven renders sattva invisible, it remains
the most powerful quality in a play as its affects reach directly into the heart of embodied life.
“Dispositional affects” (sattvika-bhavas) are not the only forms to be imbued with affective
force from one’s “character” (sattva), but instead, require a concentration (samahita) and a
“power of the mind” (manas-prabhava). A separate dispositional matrix (para-bhava) is
impossible to imitate without this concentration by the performer, since they tap into the virtual
imitation (anukarapatva) of the world’s self-dispositions. When the affects of pleasure and
pain which appear in dramatic stage conventions turn out to be purely in line with their
disposition (sattva-visuddha), they properly assume their own forms (yathasvaripa). Since a
person who isn’t sad can’t cry, the actor needs to tap into a deeper disposition from what they

normally experience to perform the gesture of crying onstage. A dispositional matrix is a well
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of possibilities that allow performers to go beyond the ongoing feelings (pravrtti) that make
up their normal everyday lives.’*® The eight dispositional affects, according to Bharata, are
paralysis, sweating, goosebumps, stammering, trembling, changing color, weeping, and
fainting.4° Certain dispositional affects go with each rasa, but Bharata claims that they only
appear in gestures among all of the rasas, making them a potent way to manifest certain
powerful forms in each.**! The stabilizing affect can be identified due to an exuberance of its
disposition (sattva-atirekepa) while the secondary affects should be “merely figures” (a@kara-
matrena) in performance.’*? In this way, dispositional affects mark out which characters,
plotlines, and scenes will be invested with the most affective weight, carried in the gestures in
various modalities.

Most definitions of sattva consider it a part of the Samkhya trigura aspects of material
reality (prakrti).1*® | argue Bharata instead taps into an alternative dramaturgical lineage of
sattva with antecedents found in epic literature (itihasa). The Mahabharata episode of the
female ascetic Sulabha and King Janaka of Mithila in the Santiparvan (book twelve) recounts
one such alternate account. The aspect of the story in which I’m interested focuses on how the
female ascetic begins her engagement in debate with the king. She assumes a glorious form
and makes her way into his court. Chakravarthi Ram-Prasad translates this section as a form
of yogic performance, which | have modified to accent the affective forms:

Doubting whether he had really gained freedom in the midst of all his dharmic duties,

Sulabha used her knowledge of yoga and entered his disposition (sattva) with her

disposition (sattvam sattvena yogajiia pravivesa). Just as he was about to address her,

she fused the rays of his eyes to the rays of her own two eyes, and bound him with the
bonds of her yoga power (yogabandhair babandha). Janaka, the highest of kings,

merely smiled, and, keeping his affect distinct from hers (ra@ja bhavam asya visesayan),
he received her affect with his affect (pratijagraha bhavena bhavam asya).***
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In this section, the dispositions and their affective matrix are separated for each person,
although they can be bound by yogic techniques as well as transferred between the bodies of
performers. This is most definitely a physical penetration of corporeal boundaries. The self
which subsists in the body can be interrogated and overcome at times through this affective
layer. Likewise, the distinctions between sattva and bhava suggest a parallel but separate
mingling of the two selves in a shared matrix. While their sattvas are separate, this did not
prevent their identities from merging. Indeed, they shared a dispositional matrix for their
encounter while the separate strains of affectivity remained in potential and differentiated.*°
In other dramaturgical accounts of sattva and prakrtis, these characteristics are
inflected with more active “virtues.” The actions a person takes, their continued habits, and
eventual temperament are all inclined by the presence of different sattvas alongside their own.
In this sense, dispositions also demonstrate “character” with similar resonances to English. It
contains a “virtual” potency due to the strength of its “virtues” (gupas) such as desire toward
a longed-for object.'*® Sattva therefore is a latent storehouse of these subtle material traces and
can be affected by the actions and conditions in which the body takes part. A dense network
of bodies, artifacts, material and cosmetic features of the landscape—as well as other nodes in
the flows of the event, including the king’s desires, Sulabha’s goal, and the presence of
witnesses—all assist in modulating this text into a highly affective ecology between the two
gazes of the speakers.*” Through the gesture of looking, a powerful affective matrix engages
to link them together at the level of their dispositions.!*® Sulabha’s desire to teach Janaka the
error of his ways generates the drama of the scene and necessitates its action, as well as the
fulfilling sense of its denouement. If anything, her sattva here is endowed with the virtual

potential to not only up-end the gendered relation between female and male figures but
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showcases the commanding force of her character. Her qualities therefore are not subservient
but instead magisterial and override the Kking’s feelings and socictal expectations
simultaneously.

This connection of character and quality is a key feature of Bharata’s ecology of forms.
Chapter twenty-four deals with samanya-abhinaya, “harmonious” (Ghosh) or “universal”
gestures as the larger term of art including sattva in performance. This form of gesture is “born
from speech, the body, and character” (vag-anga-sattva-ja), where “dedication should be taken
toward character.”'*® Character in excess (sattva-atireka) is said to be best, with an average
amount middling and only a small amount to be the worst.*>® Here Bharata remarks on the
nature of sattva is similar to Sulabha’s definition: it has an unmanifest form (avyakta-ripa),
can be recognized by qualities (guras) such as goosebumps (in its form as dispositional
affects), is endowed with rasas in their proper stages (yatha-avasthana-rasa-upeta), and
functions as common refuge of affects (bhava-samsraya).*>* The higher degrees of sattva
therefore afford a play with affective intensity, exhibited by an indexical amount of
dispositional affects.

This final point is key: character is a latent assemblage of various affects, which can be
filled with rasa at particular moments or places. At that moment, the audience recognize the
dispositional matrix from its signs through the qualities it displays. These qualities will
contour, shape, and texture each rasa differently, despite the actual physicality of each
appearing similar. Crying in fear and crying while separated from a lover do look similar, after
all, but audiences can understand from the larger aesthetic ecology that each contributes to the

ecology in a novel fashion. These forms are all said to “vitalize the affects” (bhava-
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upavrmhitah).®? In this way affects become linked to particular cultural norms as “types” of
characters, both called prakrtis in drama.

The latency of sattva is not disembodied but remains attached to the “nature of the
body” as “affect springs forth from character.” In the differentiation Bharata presents between
affect, which gives rise to “allure” (hava), which in turn leads to “sport” (hela), all are said to
be all determined by the various aspects of character.’>> However, each emerges from a
position “situated in the primordial matrix/character (prakrti-sthita) within the body
(Sarire).™* In this way, the dispositional gestures manifest themselves from the body’s matrix
(prakrti) or “type,” which itself functions as a shorthand for “character” as the person an actor
means to embody in the play. By linking prakrti and sattva, Bharata draws similarities between
one’s disposition and “character” in the sense of an energy that develops into one’s relationship
with others, self-command, and also an exuberance of latent being (sat-tva). Affects emerge in
the play through the registers of gesture, as they infuse the hidden disposition (antargatam
bhava) of the poet.'>® The poet’s disposition can manifest into various affects and scenarios,
since it functions to suppress the ordinary personality and release a primordial matrix (prakrti)
hidden within the body. Authors suggest this sentiment when they claim, “the character just
appeared to me.” Each scenario or event in performance demands certain kinds of characters
(heroes, villains, sidekicks, messengers, etc.)

These character types therefore are dictated by cultural context, genre expectations, and
social roles. For example, Bharata’s chapter on universal gestures borrows from the Kama-
sutra primarily to describe the varieties of “comportment” (si/a) used to categories women into
types.® However, male characters are likewise categorized in chapter thirty-four, on the

“varieties of character” (prakrti-vicara).>” While these roles might seem to be the main focus
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of the chapter, they are meant to help delineate a set of features and contours for different
persons, showing how they might respond within given tropes of the culture known at the time.
While these seem to remain as dormant and unexamined, they are also potentially able to be
modified, since these self-dispositions are recognized as coming from the world. While the
gestures themselves might be stylized, they also involve a total fusion of the body, as the actor
moves the hand, face, feet, thighs, sides, belly, and waist to achieve the intended effect.*>® The
techniques of performance are what matters for this idea, however, since disposition cannot
manifest itself without gestures (abhinaya) of verbal registers, bodily movement, as well as in
its inimitable way in sattivka forms.*>®

Sattva is a key concept that helps reveal the ritual and religious priorities of each
aesthetic theorist. It is something latently real (sat-tva) that grounds the mimetic, fictitious
circumstances of the play. As a theory of affect, Bharata’s system allows other disciplines to
influence into its ecology: literary theory, psychology, ontology, and even theology will greatly
shape its reception through Sanskrit commentators and adaptors through the early modern
period. The aestheticians who take up Bharata’s mantle will likewise attempt to chart these
performative techniques to various ends, with their own ritual framings to give them new
Meaning in various modes of performance. For Bharata’s text, the individual rasas have a
corresponding stabilizing affect, which seems to emerge from a dispositional matrix that the
performer cannot access until they force aside their dominant personality traits. This gives
them access to a well of possibilities that can be manifested in gestures, vocal expressions, and
even more fixed forms such as costumes, properties, and stage designs. The dispositional
affects, however, allow the audience to see that the performers are drawing on this matrix to

play the characters, showing a link between prakrti as both “character” and the “characteristic”
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way we see, feel, and move through the world. Sattva in this sense allows us to become part of
the “as-if” world of ritual performance, taking on new characters, while also empowering us

with a force, strength, or virtue of disposition.

1.5 Affective Dis-Positions: Bhoja, Abhinavagupta, and Riapa Gosvamin

While the history of rasa in Sanskrit theories of dramaturgy could be said to date back
to Bharata’s seminal text, the manuscript tradition for the Natya-sastra disappeared until
Orientalist interest in the nineteenth century.'® Sheldon Pollock’s recent intellectual history of
rasa discourse makes clear that aesthetics suffered more textual loses than any other classical
tradition. His emphasis on two key eleventh-century figures in the intellectual trajectory of
rasa theories highlights the knotted problems of adapting dramaturgy to poetics (Bhoja) as
well as synthesizing a novel dramaturgy (Abhinavagupta).’®® Bhoja’s theories were
anachronistic as his approach was the culmination of formalist techniques of analysis that were
quickly supplanted by the time of Mammata’s Kavya-Prakdasa (1050). Mammata’s text would
have thousands of manuscript copies while Bharata and Bhoja’s seminal works lasted in only
a handful of copies.'®? Abhinavagupta’s work, meanwhile, built off the commentarial tradition
of dramaturgy and therefore merits attention to the audience experience of performance. After
this period of time, additional theorists would adapt rasa aesthetics to devotional literature as
well.*®® In this chapter, I turn to Riipa Gosvamin’s devotional theory of cultivating affects. This
Gaudiya Vaisnava playwright and ritual theorist used Bharata’s formulation to adapt and
subsume dramaturgy in order to generate divine love (preman) for Krsna as the Godhead.

In this final section of my chapter, | rely on the translation and hermeneutic labor of
Sanskritists and translators Neil Delmonico, David Haberman, and Pollock on these three key

theorists. Each presents a unique node within the ongoing flow of rasa discourse, while also
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accenting salient features of the aesthetic ecology. They are remarkably similar on how the
ecology functions, keeping a latent matrix at the center of each affective event. Lastly, each
theory retains a dispositional matrix—first suggested in the Natya-sastra—as a dramaturgical
feature of the ecology of practices. The peculiar interests and theoretical systems of the
aesthetic thinkers, along intervening centuries of commentaries, drew each of them to identity
a particularly salient matrix (ahamkara, pratibhana, suddha-sattva) as the central focus of the
dramatic or meditative events. The ecology of affects therefore continue to manifest this
invisible, latent matrix through the qualities it affords all other feelings and actions.'6

| need to point out one of the pitfalls of reception history for aesthetic texts. Bhoja and
Abhinavagupta were writing at the same time but formulating radically different positions due
to the school of interpretation they assumed. These positions both drew inspiration from the
Natya-sastra and commentaries utilizing the rasa-sitra in literary analysis but diverged in
fundamental assumptions. Formalists texts locate rasa as a feature of the text or performance,
and hence become linked to creating the proper affects for characters. The reception school
shifted the analytic focus to the audience’s affective response, which required reinterpreting
aesthetics from a different vantage. Many of the major theorists up until the late eleventh
century were described in the great synthesizer Abhinavagupta’s commentary on the Natya-
sastra, enabling Bharata’s text to emerge mostly in networked form within citations. Other
lineages of interpretation, however, came into prominence before his “New Dramatic Art”
(Abhinava-bharati) was written. Abhinava’s theory of the text came after this watershed
moment in hermeneutic history.'®® Bhatta Nayaka repurposed hermeneutics in a new
assemblage with aesthetic language as “the mechanism for experiencing literary emotions.”

All former theorists before this point, including Anandavardhana’s “Light on Resonance”
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(Dhvanyaloka), were reinterpreted after this point within reception theory. Abhinava’s most
prominent work is his commentary (Locana) on this text, which involved a major project of
translating formalist to reception terminology. Anandavardhana does not even have a term for
audience in his work.*® This presents a problem since most of our understanding of the history
of Sanskrit aesthetics is a study of the formal characteristics of how affects are created in
literature.®® If the way those emotions are created, established, and in whom they manifest
changes, then the paradigm for how affectivity functions will shift as well.

Returning briefly to Bharata’s rasa-sitra, the rasas arise alongside or even cause the
eight stabilizing affects. Only eight are delimited so as to make performing them possible: to
facilitate “making emotion” comprehensible for a wide variety of audience members from
every strata of society, Bharata claims these affective assemblages are the only ones easily
shown onstage. An “invisible emotion” such as motherly love would require an enlarged scope
beyond “literature meant to be seen,” since it requires levels of nuance that couldn’t be
communicated in a direct, culturally sanctioned manner.'®® Here performance acts as the
location for rasa, the event and analysis of its key characters taking precedence over a
subjective experience of the audience in discussions until almost a millennium later.*"

The transitions to other fields of literature, poetry, and only eventually back to theater
change the trajectory of theorizing. Pollock shows that three major formal transformations
occurred when rasa theory moved beyond dramaturgy to the larger domain of literary analysis.
A discursive transformation occurred when rhetoric attempted to absorb rasa, creating
problems. Next, a conceptual shift occurred since literature required a new “linguistic mode”
(sabda-vrtti) of analysis to discern rasa in narrative. Lastly, a categorical shift occurred as new

emotions not directly visible in a performance medium could be described and hinted at in
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literary language.’’* Two types of readings for rasa are possible. The first works under the
assumption of a character’s viewpoint in the story-world. The second premises the audience
experiences rasa. Pollock points out the admixture of perspectives assumes a breakdown of
the subject/object distinction much as the idea of “taste” does in the first example of rasa in
Bharata’s treatise.'’? An affective quality appears when rasa manifests, requiring a category
of potency, potential, and characteristic force to analyze. This is the purpose of sattva, an
assemblage of guzas, or dis-positioning of affects in an audience that aligns and articulates

their feelings to those of the characters.!’”®

1.6 Formalist Strain: Bhoja on The Pluriform Disposition of the Protagonist

The first major theorist, Bhoja, stands at the end of the formalist period, analyzing
characters as the central focus of rasas and their particular affects. As an eleventh-century
king, Bhoja’s ceuvre appears in the period when the reception theory started by Bhatta Nayaka
had already taken hold, but he seems strangely unaffected by this development. Through
commentaries on Samkhya texts, his philosophical framework derives much of its impetus
from the dualistic system between primordial matter (prakrti), which contains all the aspects
of the subtle mind and body complex, versus the “Self” (purusa) which stands outside
materiality in a position of observation and inactivity.!”* As the culminating theorist of the
formalist school, Bhoja’s conceptual acumen and novelty made his theory hard to comment
upon. Only two extant commentaries exist in a single manuscript.1” Pollock dates his two
major texts about twenty-five years apart, with the Sarasvati-kanthabharapa (“Necklace for
the Goddess of Language”) finalized around 1025 and the Syrgdra-prakasa (“Illumination of
Passion”) about 1050 CE.'"® Both texts take a similar approach to describing rasa involving

its dispositional matrix.
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For Bhoja, the underlying ground of all aesthetic experience is the self-creative
principle (ahamkara) rather than what is negatively termed “egotism” (asmita) in Sanskrit. At
times he calls it syagara as well, although he will differentiate this latent stage of rasa as
separate from the partially manifested form known in Bharata’s system. Bhoja will see similar
aspects of disposition emerge in his theory, but which draw on the larger material matrix for
affects to emerge. This principle from Samkhya metaphysics is the first emergent form within
the material matrix of prakrti, and it manifests in various degrees the three qualities (guza). In
most people, these are mixed, while an abundance of sattva or “sensitivity” predominates in
those who feel deeply this principle of self. The “fathoming” of self-creativity here engenders
a deeper affective experience, “a transformation borne of a special kind of untainted property”
which not everyone possesses.!’” Bhoja takes Bharata’s notion of sattvikas and makes them
more exclusive to those who can become connoisseurs (rasikas) of literature. For Bhoja,
bhavas are affects because they are “produced” through a process of “production” (bhavana).
They are secondary to this primordial affective ground: “what underlies them and hence exist
beyond the “plane of production” is the true (and singular) rasa, the core nature of
personality.”2’® In a similar fashion, Bhoja’s aesthetic theories are formalist: the main rasika
is the protagonist of the drama or literary work (nayaka).t™

Bhoja modulates affect theory toward a psychophysical interpretation of the character.
The nayaka grounds the ecology of affects seen in desire (sriigara) as foundational to all other
rasas. In this way, “people are said to ‘love sex,’ to ‘love quarreling,” or anger, or joking.”*°
Bhoja equates this primordial level to the sense of self (ahasmkara) from ontology, quoting his
own commentary on the subject.'® He likewise links this sense of passion to the triguza theory,

claiming that certain people with a high preponderance of sattva, “in whom sensitivity
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predominates,” can awaken a particular strong variety of aesthetic self-consciousness: “a
transformation born of a special kind of untainted property.”*® This is seen in Bhoja as “the
core nature of personality,” since the rasa experience invokes this deepest self through “things
produced” (bhavas) of aesthetic discernment. Affects themselves work at a secondary or more
immediately conscious level than the primordial level of the self-experienced as srrgara. %
Rasa manifests in a pluriform manner from this ecology of forces without being
“produced” like the affects since it remains virtually latent in the self. In this way, Bhoja agrees
with Bharata’s second theory of the relationship between rasas and sthayi-bhavas: the former
becomes the root for the flourishing and manifestation of the latter.'3* For Bhoja, rasa arises
for specific characters as a heightening of their sense of pride (abhimana), which itself is a
modulation of ahamkara. In the dramatic context, the protagonist alone has this quality, which
can only be actualized given a specific set of conditions:
It is a transformation (vikara) consisting of pride that awakens in the heart of those who
have bodies/selves (atmanam) in sattva, which is born from a special spotless quality
(amala-dharma-visesa-janma), and which arises from the karmic propensities (vasana)
formed by experiences in past lives.1®
In this first stage, rasa is merely the “potential of tasting” (atma-sakti-rasaniyataya) and hence
exists in its latent form (rasatva).' The second stage transforms this virtual aspect of the self,
where form is latent, into a manifest transformation by modulating it with the pervading affects
and others in an aesthetic assemblage (vibhava). Through the affective ecology, the mind
causes affects to arise and is affected by the senses into a delimited shape (akara-parinata). In
this manner, the embracing affects (anubhavas) enfold the character into an aesthetic event and
give it a concrete form as they become embodied in his gestures and uncontrollable bodily

affects (sattvika-bhavas). While Bhoja claims the embracing affects “overflow” (palavante)

after the pervading affects modulate the stabilizing affect (sthdyi-bhava),*®’ the pervading
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affects seem to jump into material forms (trees, water). The latent matrix only takes a defined
form we can recognize as emotion with the gestures or growth into the embracing affects.'%

However, at this stage the eight rasas are still affects since they remain within the
material domain of contemplation or manifestation (bhavana). As latent matrices (prakrtis),
they are still tinged with the color of affectivity rather than the pure reflective consciousness
of purusa. Rasas can progress to a third level more in line with this transcendent dimension.
When a rasa reaches its highest intensity, it “steps beyond the path of manifestation (bhavana-
patha), becomes transformed (vivartamana), and is fully relished in the heart endowed with
the I-maker” (sahamkrtau hydi param svadate rasa asau).*®® At this stage, rasa goes beyond
the materiality indexed by bhava and shifts to a transcendent dimension of reality. The
modulations manifested in the stabilizing affects wash back into the latent reservoir and fill it
completely with their “unique flavors” as a “homogenous” experience.'®® In order to make
sense of this idea, Bhoja returns to the idea of sattva as a meditating principle between
materiality (prakrti) and consciousness (purusa), affectivity and passivity.

Going back to Bhoja’s original definition of rasa, he claims it is an “indescribable
transformation” of prakrti that is awakened by the predominance of sattva. As it awakens, it
manifests the entire range of the self’s qualities.!®® By making these qualities appear, the
elemental form of the self (ahamkara) is not produced but instead revealed like a latent form
fire hidden within flammable matter. Fire hence is not created ex nihilo but brought to light
when “a mass of flames” augments it.}% Rasa appears in a transfigured form (siddha-riipa) as
the self.1%3 While it is unclear exactly how this process was experienced, Bhoja makes it clear
that not everyone can attain this transfiguration. In this set of transformations, the dispositional

matrix of the protagonist manifests itself as a fondness toward specific affects as potentials.
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These predispositions in turn become triggered by pervading affects that expand it into the
scene and with other characters (vibhavas) then becomes shaped and defined by the embracing
affects (anubhavas). At this second phase, the eight rasas in Bharata appear as unique and
separate, hiding their common origin from a singular matrix. Lastly, however, they can become
extremely heightened and reach a point where they again become reabsorbed into the
dispositional matrix, now infused with the active contours of these affects. In other words, the
protagonist uses the ecology of affects (including other people) to reach a transfigured phase
of self-experience, thereby rendering all other characters in the drama to a subsidiary status.
This final stage renders the entire play the experience of a singular character manifesting due
to the predominance of his sattva.

Rasa therefore is only transcendent when it is fully relished by the protagonist. This
was first argued by Neil Delmonico in his analysis of the Syrgara-prakasa. For Bhoja, poetry
is “indivisible” (viyoga) from rasa, suggesting the virtual latency of the term in any poem
rather than as an ornament to further embellish its structure.’®* Delmonico is also one of the
first to point out that the foundational sense of syrigara to Bhoja’s threefold modulation of the
dispositional matrix (ahamkara) develops in its final stage into a “peak-being,” according to
one commentator.'®® Delmonico agrees that the affects and rasas are all emanations of the
dispositional matrix as the unified rasa of the self-creative principle (ahamkara): “The forty-
nine bhavas, rati, etc., appear separately out of srrigara, the source of the various bhavas.
Surrounding it, they expand it like the rays of sunlight do the sun.” These rasas function on
the level of actualization (bhavand), which Delmonico argues is a mental process for Bhoja.%
He points out a divergence in Bhoja’s theory that other scholars seemed to have skipped over:

“As preman, [rasa’s] basic characteristic is the ability to conceive (abhimana) things as
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favorable to oneself. In this way, even misery can be seen as happiness.”*®’ The magnanimity
of this process allows the protagonist to feel a sense of reflective joy even when the affects are
tinged with pain or sorrow, which can only take place when he has accrued a surpluss of sattva.
Since Bhoja’s formalist theory assumes rasa is present primarily in the characters, this means
their dispositions swell and allow for a magnanimity toward experiences that would normally
be negatively felt. In this case, suffering can be felt as positive once abhimana transforms it
into a form capable of delectation even while the character experiences it. This final
transformation of ahamkara/srigara therefore has an affordance of magnanimity (mahat) that
expansively encompasses affects within its zone of pleasure.'® This “special” latent
impression (vasana) therefore seems to function as a seed in Bhoja that can expand since its
affordance is inherently “great.”'%® How then are the affects linked to this larger set of material
forces, and how does rasa differ from them?

In Bhoja’s theory, affects arise from rasa since the latter acts as the dispositional matrix
for their “becoming” manifest, while the bhavas in turn reach a culmination (prakarsa) that
becomes actualized as the final phase of rasa: preman.?® Bharata’s ecology of affects therefore
becomes relegated to the manifested yet material elements of self-expansion that bookend the
eight.?%! Bhoja argues that not only are the stabilizing affects merely the manifestation of the
“special capacity of a person’s ego” (ahamkara),?%? they also express the latent affective forces
of passion (srrgara). For example, just as Silvan Tomkins argues affects can combine with
others,2%® Bhoja claims “given such expression as ‘to love sex’ or ‘to love quarreling,” all
affects when fully developed turn out to be passion.”?%

As passion, sragara likewise is polymorphically able to assume any affordances as a

stabilizing affect in its own right. Past lives leave latent impression (vasanda, samskaras) that
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help this sense of self to arise, while sattva also needs to predominate as a kind of “virtue” in
the character that transforms its matrix (prakrti). This transformation is “born of a special
untainted property,” which generates all the attributes and range of the self.?% In this sense,
the different stabilizing affects are products of the dispositional matrix that becomes
transformed when infused with sattva, which leads to the full ecology affects: “The forty-nine
affects, desire and the rest, that arise from the various causal factors, encompass the element
of passion and augment it so as to make it manifest, as a mass of flames augments the elemental
form of fire to make it manifest.”2% In this way, the aesthetic assemblage in toto functions as
encompassing affects to manifest the latent dispositional matrix at the transcendent level. Rasa
is not produced, therefore, but expressed or manifested, since srrigara “transcends the plane of
production and, in a transfigured state, is what is really savored in a heart with developed
ego.”?"” The aesthetic ecology functions to create an opening, a crossing place, for this
transcendent plane to manifest.

Bhoja redirects Bharata’s aesthetic ecology to the second phase of this process of
manifesting passion. During an intricate performance, Bhoja claims that the mind of a character
with a deeply sattvika disposition is most disposed to achieve the desired affects. A stabilizing
affect activates the sense of self (abhimana) of said person and is shaped by the “limiting
factor” of the alambana-vibhava or the foundational pervading affect. He argues that “the
intellect and senses” (buddhi, indriyas) take on the shape of the foundational factor he has
encountered.” Bhoja here relates the subtle materiality of the psychophysical organism to
sattva as the central thread of the narrative. Not only is the mind of the protagonist inherently
pliable but itself is formally constituted by the senses. The pervading affects link mind-body-

environment-other into a larger conjunction (samyoga) which causes the “culmination”
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(nispatti) of the aesthetic experience as a rasa. 2°® The vibhavas, for instance, include two sets
of affective forms: the main character or “foundational factor” (alambana), and the
“stimulating” factors such as the scenery, time of year, and other factors (uddipana).

Alongside this direct shaping of the mind, stimulating pervading affects (uddipana-
vibhavas) activate latent memories (vasanas, samskaras) which enhance the stabilizing mood:
“This happens in the same way that the ocean is agitated when the moon rises, or disease
increases as a result of unhealthy behavior, or a good man is deeply pained by the presence of
the wicked.”?®® Here affects function as involuntary reminders of the process of manifesting
rasa, which parallel the set of embodied metaphors that shape the body of the person
experiencing them. The latent impressions in the psychophysical organism can no more be
controlled than the moon told to redirect the tides, or a disease organism commanded to cease
afflicting the body. The foundational factors include the sight of someone engendering pain or
pleasure in the viewer, the experience of which “activates a latent impression.” The vasanas
lead to recollection whereas stimulating pervading affects such as flower garlands, scented
creams, and environment activate the innate disposition directly.?'% In Bhoja’s system, since
these predispositions do not function to suggest a separate stabilizing affect, but instead the
entire dispositional matrix becomes delimited by these pervading forces, any affect can
potentially become a stabilizing affect. Since the entire ecology manifests in the second stage
of rasa, they are all equally empowered to become manifestations.?

Fluctuating affects (vyabhicari-bhavas) can likewise become the commanding forms
of a work of art, for the “temperament” of the protagonist is the dispositional matrix from
which they all emerge. The only common property of all biavas for Bhoja is their flexibility:

they can be modulated, changed, and fit into different roles from the ones put forward by
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standard interpretations of aesthetics. Bhoja even hints that any of the bhavas can become
sattvikas since “they all derive from the mind, and sensitivity [sattva] is nothing but an
unobscured mind.”?*? Recall that sattva in particular is associated with reshaping the buddhi
into the objects it greatly desires.?*® While later theorists would reject this set of propositions,
it showcases how disposition functions as the centerpiece of Bhoja’s theory. Where Bharata
compares the stabilizing affect to a king with his entourage of attendants, Bhoja makes the
central character of rasa the protagonist, who is the only rasika or person who can “savor” the
experience as the expansion of his own ahamkara. All bhavas therefore become secondary.
Each niche of affects functions differently in the ecology but can shift positions in a fluid
network of latent potentialities in assemblage.

Bhoja goes on to describe the fluctuating affects and dispositional affects as having
both internal and external aspects and function primarily as the route for performance: “Both
categories, when they are imitated, receive the technical name “acting,” [abhinaya, gesturing
in my translation] whether psychophysical, physical, verbal, or costuming.”?'4 Expression still
takes precedence over imagination, although for him expression functions best in literature
rather than in drama. Bhoja goes on to argue that the singularity of rasa becomes pluriform in
order to be “tasted by the mind.”?!® This sense of delectation returns rasa to its experiential
quality, but it is materially embedded in the formal structure of reality (prakti). It both
manifests through material affects (biavas) in the expanding self-conception of the protagonist
and since the protagonist is the primary focus of the experience as its matrix (prakrti). Bhoja
uses sattva as the articulating form between disposition in Bharata and the “clarity” and
reflective quality linking materiality and consciousness in Samkhya (prakrti-purusa). While

aware of its dramaturgical usage, Bhoja as a Samkhya commentator has to reconcile it with the
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normative tradition. The focus on individualist tendencies positions sattva as a quality of only
the protagonist. It cannot be shared among the cast, since secondary characters only ever
experience affects as an “undeveloped form of rasa” according to his theory.?!® The exponents
of reception theory will reject this singular intensity of sattva for a more ecumenical

distribution of the dispositional matrix.

1.7 Reception Strain: Abhinavagupta on the Dramaturgy of Audience Dispositions

While Bhoja’s theory presents rasa as a manifestation of a disposition within the formal
characteristics of a work of art, his contemporary—the eleventh-century Kashmiri Saiva
synthesizer and aesthetician Abhinavagupta—took an alternative hermeneutical route to
dramaturgy. His commentary is the only extant record of many literary theorists in Sanskrit.
Subsequently, scholars are shaped his vision of the long dureé of aesthetic history. The tenth-
century Bhatta Nayaka’s theory of rasa, which Abhinava recounts in his commentary the
Abhinava-bharati, changed the face of aesthetics in South Asia from formal analysis of texts
and their features (tropes, language usage, style, and characterization) to reception theory. |
turn briefly to how this change altered dramaturgy before remaking on Abhinavagupta’s
contributions to analyzing performances from the audience’s perspective. While his focus is
on the movement of the audience member from everyday to performative time and space, he
implicitly makes clear that there is a shared disposition with features of luminosity
underpinning the reception theories of affectivity.

Bhatta Nayaka’s audience-oriented aesthetics in the Hrdaya-darpanra (“Mirror of the
Heart,” c¢. 900) was Copernican in its radicalness. He effectively terminated the formalist
lineage of rasa theory and realigned the field toward a new vocabulary of psychological

mechanisms. Novel discursive questions emerged: how could one subject feel something like
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another’s emotions? This process was called “communization,” (sadharaniya-karapa) and
drew heavily on scriptural hermeneutics based on the performative (bhavana, “actualization™)
function of language to command. 2!’ This verbal force has three aspects: “every statement can
be analyzed as indicating some thing to be produced by the action, by means of some
instrument, and in some manner.”?®® To take literary writing as an example,
“experientialization” (bhogi-krttva) creates a state of absorption into the “thing” (vastu) of the
text; the “instrument” (karapa) is the “capacity for actualization” (bhavana) (which differs
from the performative nature of language since it “makes common” [sadharani-bhavana] the
literary emotions in the text to the reader’s feelings); and lastly “literary language” (kavya) or
“expression” (abhidhaiva) is the manner in which this absorption is made possible.?*®
Audience members are actively brought into the creative process in a way that no previous
theorists had examined, in order to render the invisible visible.??

Pollock points out that the earlier formalist theories of rasa were all questioning
epistemological nuances of aesthetics. However, they all agreed that rasa was the internal,
ontological foundation of art. After discarding this assumption, all the epistemologies that were
founded on it were superseded. Hence it should not be assumed that terms held in common by
the exponents of the formalist and reception-theories schools function similarly. While
reception in literary language functioned across disciplines, the “Ten Dramatic Forms” (Dasa-
riipaka) of Dhanamjaya (c. 975) and Dhanika’s commentary, Avaloka from the same period
brought this focus of Bhatta Nayaka’s theory to dramaturgy.??* These dramaturgs argue, contra
Bhoja, that audience members (samajikas) are the only true rasikas since their stabilizing
affects become rasas.??? The audience’s matrix therefore is manifested through the characters

as the ecology draws forth the rasas from their own virtual shares. Dhanamjaya and Dhanika’s
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positions on the aesthetic ecology aligns with the Natya-sastra, with an added distinction in
Dhanika’s commentary that “real-world” rasa (that of the story-world) and “dramatic rasa”
(naryarasa) have to be distinguished.??® Unlike Bhoja’s theorization that emphasizes the
particularity of a character, Dhanika’s commentary makes it clear that the process of
“commonization” renders characters into abstract virtues or qualities (guras) that can be
accessed by anyone, rather than the royal pedigree required for the protagonist. For instance,
the main characters do not even need to be real but must be “embodied in language (sabda-
upadhana) for those “actualizing the affects” (bhavaka). In this way, the virtues become latent
(virtual) while still being real.??* Since the textual forms are not actual people but characteristic
dispositions, they can pervade the body of an actor and reach the audience through the
articulation of these latent forms in language. Affects for Dhanamjaya are glossed as providing
for “the permeating of one’s feelings [tadbhava] by things such as pleasure or pain.”??®
Dhanika likewise uses Bharata’s language to argue that the affects pervade into the minds of
the audience members.??

The two dramaturges also convey aspects of Bharata’s theory on sattva, while passing
over the Samkhya framework of Bhoja. Dhanika’s commentary on Dasa-riipaka 4.4cd-5ab
explains the dispositional affects (sattivka-bhavas in the reception assemblage similar to the
act of “taking on another’s disposition (para-bhava) from the Natya-sastra:

“Sensitivity” [sattva] is when one’s heart is completely amenable to “actualizing”

another’s sorrow and joy. As Bharata says, “Psychic sensitivity as defined here is

something that arises from the heart; it is said to be the heart in a state of heightened
awareness.” It is precisely because of one’s sensitivity that weeping, horripilation, and
the like are produced in the presence of sorrow or joy, and because they are produced
by this sensitivity, these emotions are accordingly called “sensitivities” (sattvika-
bhavas); they are affects since they likewise “permeate one’s feelings.” Insofar as they
arise from this sensitivity, weeping and the like, physical though they may be, are

considered affects; insofar as they are actual transformations that indicate affects, they
are considered embracing affects (anubhavas). Hence they have a dual nature.??’
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While Pollock translates this as “sensitivity,” sattva functions as an empowering force causing
the characters and audience to resonate together. For Dhanika, the dispositional affects
function with two affordances. On the one hand, they permeate like the vibhavas out from the
dispositional matrix of the audience members, since this allows one to “actualize” (bhavana)
the feelings of others. On the other hand, they also emerge as the embracing affects
(anubhavas) that cannot merely be staged but must be intensely felt in the body and mind
together. They introduce a measure of verisimilitude into the performance since they are
“actual transformations” of the characters’ bodies in gesture. While not directly related, they
also seem to empower the fluctuating affects (vyabhicari-bhavas) indirectly. Like “waves on
the ocean” of stabilizing affects, the fluctuating affects emerge and submerge in their matrix
as they cross from character to audience.??®

In this strain of dramaturgy, characters and the event’s dispositional matrix are
separated since the latter is found in the audience. In order to activate this disposition, the
performed figures must themselves become affective forms. Dhanamjaya argues that
characters are abstract forms that serve to bundle qualities for aesthetic savoring, shifting the
audience with their contours:

What characters such as Rama communicate is a particular typological form, such as

being a protagonist of the “noble” variety. It therefore causes the stabilizing affects to

pervade (vibhavayati), which then are able to be savored by the rasika. Accordingly, it

is such forms, emptied of all elements of particularity, that are the causes of rasa.??°
The stabilizing affects are experienced directly, manifesting in forms the way children playing
with clay elephants see them as real.?®° Moreover, each rasa also functions to give a particular

contour or texture to experience. Dhanika claims these contours will shift the singular

experience of rasa as “the bliss that is the self” to be savored to other registers in four different
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mental grounds (citta-bhami). The mind becomes “fused” with the affects in the work of art,
which allows the mind to become “enlarged,” “expansive,” “turbulent,” or “agitated.”?*! Hence
affects carry the qualities of the characters and merge them into an ecological matrix with the
audience’s dispositions. This crossing of worlds allows the abstracted qualities to transform
particular characters into their affective tonalities, contours, and forces. The spectators
perceive these virtues rather than people, which removes the distinction between self and other
in this process. The unique affordance of reception theory, unlike Bhoja’s expansion of the
self-making principle (ahamkara), suggests dispositional matrices of audience and performer
are shared yet distinct, reminiscent of Subala and Janaka’s merging of sattvas while their
bhavas remain separated yet mutually influenced.?%

This is the dramaturgical legacy that Abhinavagupta inherited by the eleventh century
in his commentary and compendium on the Natya-sastra. In this strain of aesthetics,
Abhinavagupta’s theorization adopted certain aspects from Bhatta Nayaka as well as the
reinterpretation of Bharata by dramaturges in this new style of analysis. Abhinava reshaped
the formalist modality (sabda-vrtti) to a psychological modality (citta-vrtti) even in formalist
texts such as Anandavardhana’s Dhvanyaloka, which specifically argues for a function of
language, dhvani, to be the centerpiece of poetic analysis.?** However, Abhinava went further
than merely reiterating this lineage of ideas. While Pollock claims he was a traditionalist and
less synthetic than in his Tantric writings, Abhinava’s new approach to Bharata’s system
incorporated the “actualization” (bhavana) theory of Bhatta Nayaka in unique ways.?3*

By the inception of the Abhinava-bharati (c. 1000 CE, several decades after his
commentary on Dhvanydloka) Abhinavagupta’s theorizing had matured. No longer content

with translating formalist theories into reception terminology, he developed dramaturgy along
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new contours toward a separate theory of “surplus comprehension” (adhika pratipatti)
emerging in an audience. This form of knowledge projects its own importance even without
contexts that involve the reader, like scriptural injunctions (vidhi, codana). Abhinva calls this
anuvyavasaya, Which functions as a kind of meta-performative force (anu- having this same
sense of “after”).?®® This theory seems to replicate Bhatta Nayaka’s overall reception
framework, despite Abhinava’s own protests to the contrary.?*® Abhinava’s contribution to
aesthetics is to democratize rasa by opening up its disposition. Rather than claim only a limited
range of kingly, courtly, and erudite figures who could become rasikas by reading poetry,
Abhinava reorients the aesthetic process back to performance. Drama “opens” the audience up
by emptying their normal awareness from distractions in order to disclose its affective
matrix.2” In “The New Dramatic Art” (Abhinava-bhdrati), his theory presents a “penetrating
accounts of aesthetic psychology available anywhere,” hinting that rasa is not an object but a
processual event.?®

Abhinavagupta’s theory of rasa functions to place both the field effect of the
performance and the affects that make up its form as unique and non-material. First, he argues
the “end” (artha) of rasa is “the process of relishing” (a@svadya).?*® Rasa cannot be an object,
nor is it entirely able to be enumerated, and hence is a singular kind of experience.?*® The
affects in this ecology (bhavas) “refer to something supermundane that enables aesthetic
relishing to take place...we find these elements nowhere else than in the theater...”?** Theater
therefore functions as an emergent space and time. In this domain, everyone can access this
supermundane experience of reality that lies closely parallel to the experience of the divine

(brahma-asvadya). The savoring of rasa is “a complete, or whole, process” (vyvapara) since it
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requires total “identification with drama.” He elaborates that for the spectator this requires
becoming identical to the affects:

The stabilizing affects, which are beyond the reach of thought as such, are “conjoined”

with the aesthetic factors. Here “con-joined” (sam-yoga) means properly joined, that

is, becoming identically grounded in the viewers who all enter gradually into a state of

identification through the heart’s concurrence.?*?
The proper joining assumes a form of “propriety” (aucitya) within the formal stage of creating
a drama to ensure the emotions of the protagonist can activate those of the audience.?** The
feeling of appropriate fit between the actions on stage and the affects upwelling in the audience
causes savoring in which “one feels virtually subjugated” by this disposition’s commanding
form. This creates the “heart’s concurrence” (Samvada) which frees one from everyday
distractions similar to yogic apprehension, yet without “repudiating” the savoring of objects in
everyday life.24

Abhinava lays out the sequence of events in an aesthetic experience in Abhinava-
bharati 1.272. Two sets of audience members are described, one of whom has direct access to
the relishing process while the other requires preliminary performances to prepare them for
this experience.?®® The qualified individual has a heart “filled with uncontaminated
sensibility,” pratibkana, that allows them to immediately be transported into a scene of
poetry.?*® Hearing a literary verse, they first discern the literal meaning of the text. Next, a
direct visualization occurs, and the characters and setting are removed from particularities by
the literary setting of tropic usage and stock gestures. Due to this abstraction, a pure kind of
emotion such as fear appears, without spatial or temporal markers to detract from the
generalized nature.?*’” The aesthetic experience derives from a common dispositional matrix

available to everyone, and not specific to individual subjectivity. This drastically differs from

Bhoja’s system wherein the protagonist becomes the only one who experiences rasa fully. The
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lead character for Abhinava can be distilled down into a placeholder for the aesthetic
experience since the character consists of “consciousness” of the insensate aesthetic forms.
The “lead” (nayaka) character can embody the stabilizing affects of the drama, but not of
rasa.?*® Abhinava, like Bhoja, therefore separates the sthayi-bhavas from the dispositional
matrix of the event through a separation of character and audience in his assemblage.

Drama, likewise, is the best vehicle in fostering this process. Abhinava glosses Natya-
sastra 6.31 where the artha of drama is introduced. He gives three primary definitions of artha.
The first is as an “aesthetic element,” which requires rasa to arise as a category for the mind.
The second is as the end or “goal” of instruction. Finally, he also offers it as “entity” (vastu)
which implies that no single “thing” is “achieved” (pra-vartate) or “individually present” to
the minds of the audience, “because the whole class of aesthetic elements, all insensate
themselves, appears as subsumed under the principle mental state, namely the stabilizing
affect, which all other forms subserve.”?*® The terminus (artha) of the aesthetic experience
modulates the affective apparatus toward manifesting or “turning out” (pra-vartana) the rasa
event as a process (vvapara).?>°

Abhinava argues that the audience should not see the aesthetic elements as possessing
animacy on their own; only as enlivened by the power of our own conscious projection into
them. However, our projection of personhood into dramatic characters is also a way of
harnessing the mental contours of predictable patterns into verifiable and universal experiences
that matter for us. A feeling such as motherly love, for instance, would invoke too many
cultural particularities for Abhinava to become a rasa. According to him, not enough people
could appreciate the affect for it to be considered universal, unlike say Bhoja or Gaudiya

theorists who claim it is powerful enough to become a dominant stabilizing affect in itself.
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This abstracting process even makes the performers themselves into vehicles or receptacles for
affectivity. Actors are “a means of savoring” since they become “vessels” (patra) for the
experience to manifest.

How do the rasas and affects interrelate in this approach? Similar to Bhoja,
Abhinavagupta sees all the rasas as arising from a singular dispositional matrix. His approach
differs in being accessible to anyone rather than just the protagonist. The character’s stabilizing
affect becomes rasa for the audience.?! While Abhinava does not name this matrix, it seems
to manifest as the “wow-factor” (camat-kara) after a “mirror-like quality” of the self is
ensured. Audience members who do not innately possess this trait can be brought to it through
dancing and preliminary staging techniques which “loosen the knot of the viewer’s heart.”?>
The dispositional affect of rapture is vital to the affordance of drama as it removes ordinary
obstacles to savoring the affects.?® This suggests the “uncontaminated sensibility”
(pratibhana) as a luminous matrix similar to sattva. Rasa therefore require an undiluted
luminosity to manifest through the affects.

Abhinava seems to suggest that rasas fashion the affects when they are “lodged in the
heart” by “bringing them into being” (bhavaya).?>* This is unique to the process of performance
rather than poetry: “Their production is mutually effected in the course of gesturing.”?*®
Abhinava argues, commenting on Natya-sastra 6.39-45, that the eight rasas are styles of
“contours” of interrelationship, patterns of movement (vrtti) that shape one another. For
instance, Bharata claims that asya, the comic rasa, arises when there is imitation of the erotic
rasa (srngara). Abhinava generalizes this into a type of process rather than one unique to the

erotic: “any rasa presented as a semblance (abhdsa) is a cause of the comic.”?*® However, he

accents the importance of the affective ecology, which affords drama the ability to visualize
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spectacles that would seem unable to take place on a small space in front of a temple.?>” The
“predispositions” (vasanas) point toward a common matrix which everyone can access, and
acts as a well of possibilities. Not every spectator will respond in equal measure to a
performance but all have the potential to understand how it affects them since they have lived
innumerable lifetimes, layering experiences into this well of possibilities—ready to be retrieved
when called forth in drama.

Abhinava apophatically demonstrates that dramatic performance is a unique experience
of apprehension in contrast to a range of cognitive and enacted series of misperception. All
other affective states require emotional investment in action to engender pleasure or avoid pain.
Rasa is unique in that audiences are moved without being enjoined to act.?® Instead of
emotionally reacting to people, Abhinava argues the characters portrayed are in fact
generalizations with only a semblance of particularity gleaned from traditional accounts of
them, not from “actual presence.”?® They are experienced as “roles” which in turn can be
recognized through the “business” or “occupation” (vyapara) of the character. In other words,
sattva appears to audiences not only as dispositions but also invoking particular historical
patterns of movement, or habitus, in the viewers. This phase change allows sattva to become
embodied as they transition from a latent, abstract aspect to a manifest, material process in
styles of behavior.?®® Ritual behavior signals this liminal stage as musicians tune their
instruments, actors make their way to the backstage area, and similar measures allow for a
gradual process of moving from ordinary to extraordinary experience at the theater.

For the audience members who do not have access to pratibhana innately, the apparatus
of performance transitions them into a realm where camatkara can be experienced. The

preliminary rituals settle the audience into an expectation “to see and hear something
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supermundane and precious because of its boundless rasa,” which the music, singing, and
dancing make equally possible by rendering “everyone’s heart as spotless as a mirror.”?%! Next
Abhinava argues that the audience comes to identify with the affects via the gestural regime of
acting: bodily, vocal, costuming and makeup, and the dispositional register. When other actors
begin to relate to the protagonist, the audience then comes to a simple cognition of the
character, for example “Rama,” without any judgment as to the content of the feeling. Next the
predispositions (vasanas) become activated alongside this generalized feeling, which creates a
feeling of “rapture” (sacamatkaras)®®? that is powerful enough to be “implanted into one’s very
heart.”?®3 Costumes are said to neutralize the particulars of perceiving the actors, and the forms
of gesturing create a ritualized world whereby the viewer can impute a name to the experience
of a character. Due to this abstracting process, the “actor’s identities are concealed” and we are
not caught in our expectations of liking and disliking the persons we see performing.2%
Drama is meant to create a uniform audience in its performative sequence. Abhinava
explains that audience members can have varying degrees of emotional porosity, or what he
calls “sounding together” (samvada). To transition an anxious or distracted audience member
into a condition of aesthetic absorption, Abhinava argues that characteristics of performance
called “coloration” (uparafjana) are needed.?®® These include poetry, vocal and instrumental
music, “the enchanting theater itself, and the skilled actress...Thereby, the sensibilities of even
an insensitive man, by virtue of his acquiring mental clarity, can be rendered completely
receptive, so that he becomes a sensitive viewer.”?®® This seems quite similar to the affordances
of sattva in Bharata and Bhoja’s theories. Audiences without mental-emotional blemishes can
reflect this rasa experience more easily, while others require a democratizing procedure of

music, singing, and dancing to make them receptive. Such performative procedures “loosen
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the knot of the viewer’s heart, hardened as it is by the anger, grief, and so on he bears inside.”?%’

This contradicts the previous statement that the affects do not have any power outside the
mental stratum. Instead, it brings the viewer into an ecumenical experience through the shared
ecology of affects onstage.

Instead, Abhinavagupta seems to insist that these habitual patterns do have a negative
tendency to distract and redirect the heart away from the event. The remedy is to allow actors
to appear on the stage without becoming unique people that activate the normal mental
apparatus. By doing so, theater disengages the mind much in the way yoga is said to deactivate
(nirodha) the “turnings of the mind” (citta-vrtti).?®® The actors can function as cognizable
objects since the aesthetic assemblage disguises their real forms, and by abstracting them into
qualities adds them to the dispositional matrix. The actualization process of bhava functions
similar to methods of yogic concentration (samadhi), which allows for what Abhinava calls a
“bare apprehension” to emerge.?%® This pure quality expresses a potentiality as just a character,
not an actor. By hiding their own dispositions, actors tap into the well of possibilities and can
manifest in their gestures the pure idea of characters as semblances.?’® The “enlivening force”
of the aesthetic assemblage makes it possible for the drama to deactivate one’s normal
everyday responses, much as the actors must deactivate their self-dispositions (svabhavas) in
Bharata. For example, an affect like fear (bhaya) first appears directly, then becomes
generalized by having its spatio-temporal context removed. Finally, it “penetrates the heart”
and appears as just the terrifying (bhayanaka) rasa.?’

Abhinava makes it clear that his system can render all affects onstage. Other formal
systems would assign affects to specific characters delimited by class, gender, and physical

status. Certain affects are reserved for kings versus peasants, while others have gradated forms
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such as hdsya.?" For instance, the terrifying rasa can be savored even by high class spectators,
while its stabilizing affective counterpart fear should not be embodied by characters such as
kings.?”® In other words, the nature of the affects is grounded not in the objects or forms that
shape them, but in the well of possibilities that makes up the universalized experience. This is
the dispositional matrix for Abhinavagupta and similar reception theorists, who will claim that
the stabilizing affect is also rasa, but in such a manner that both are afforded supermundane
characteristics. The quality of pratibhana as uncontaminated luminosity is available to anyone
as the supermundane undergirds the normative affects of everyday life. When experienced as
camatkara, the “rapture” of aesthetic events removes the obstacles to a universal affective
moment that reaches beyond the individuality of audience members. One additional strand of
theory that takes the other-worldly aspects of affect but invests them in special characters with

a unigue disposition.

1.8 Theological Strain: Riipa Gosvamin and Krsna’s Pure Disposition in Ritual

At first glance, the Gaudiya Vaisnava community founded by the ecstatic sixteenth-century
figure of Krsna-Caitanya seems an odd place to turn to theories of affect. Despite studying and
memorizing Sanskrit texts as a teacher before undergoing a deep religious experience after his
father’s death, Caitanya was said to have written only six lines of poetry in his career. Instead
he delegated this responsibility to his disciples, including Riipa Gosvamin, a member of the
Bengali intelligentsia working under the Muslim ruler of the area. Following Caitanya’s
example, he renounced the world and retired to the northern area of Vrndavana, where Krsna
Gopala, the supreme form of the deity as Bhagavan, was said to descend to earth. Riipa’s work

of aesthetic theology “The Immortal Ocean of Devotional Rasa,” (Bhaktirasamrtasindhu,
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1541) maps an elaborate path to developing a personal connection to the divine using rasa
theory.?’

This text has a hybrid place in the two schools discussed so far. Ripa is familiar not with
Abhinavagupta but rather with a later text in the reception school, Visvanatha’s Sahitya-
darpana (c. 1350).2” Frequent references to tropes from this text appear in Riipa’s accounts of
rasa and bhavas in which they are related like ocean to its waves.?’® On the formalist side, Neil
Delmonico argues that Bhoja’s aesthetic assemblage most likely reached the Gaudiyas—seen
in select quotations in Srinatha Pandita and Riipa’s work—through the Bengali Agni-purana.
This text was most likely compiled by Sena kings from the eleventh through thirteenth-
centuries since the Gauda kingdoms had political and religious ties with Bhoja’s kingdom in
what is Rajasthan today.?’” Where Bhoja calls rasa a manifestation of the self-creative
principle (ahamkara), the Agni-purana’s section on alamkara uses the Upanisadic trope of
bliss (@nanda) to describe rasa as a manifestation of consciousness (caitanya) in verse 1-2.278
Furthermore, the major insistence of Riipa’s text that the primary character (nayaka) Krsna is
the main focus of rasa aligns his approach within the formalist tradition as well. As theology,
Ripa’s argument focuses on how devotion (bhakti) can develop using a practice (sadhana) to
allow emergent (prakarya) affects. The results manifest as siddhis or the “successes” of
discipline.?™

What are affects and rasas in Riipa’s devotional approach? He gives a definition in the
eastern “quadrant” (book) of his treatise that links biavas to a very special dispositional matrix
with the divine: “Affect is said to be a special form (visesa-atma) of the pure disposition
(Suddha-sattva) like a beam of the sun of love (preman); its desirous rays soften the heart.”2&

In his nephew Jiva Gosvamin’s commentary on this section, the power of suddha-sattva is
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linked to Krsna’s divine potency of bliss (hladini-sakti).?®* These traits are the virtual powers
of Krsna’s ultimate form (vigraha), which exists without manifesting at times but can empower
other forms as well. In Rapa’s theory, the stabilizing affect that underlies all others is pleasure
(rati) for Krsna.?®? This pleasure manifests in the turnings of the heart (mano-vrttau) and takes
on their own virtual form (tat-svariapata). As an empowered divine matrix, it is a self-
manifesting form (svayam-prakasa-riipa) even though it appears to come to light by the
mind.?8 By manifesting this divine, singular matrix, rati takes “the form of enjoyment itself”
(svayam-asvada-saripa) while simultaneously becoming the cause of enjoying Krsna and his
companions’ actions.?®* Similar to Bhoja, Riipa’s theory assumes a principle place for desire
(similar to his emphasis on syragara as affective matrix).

In this sense, affects are all empowered by Krsna as the receptacle (@sraya) in which
they dwell. His special disposition allows for an overflowing of potential to congeal in affective
forms. Rasa emerges from this dispositional stabilizing affect when it “softens the heart
completely and becomes very intense, and when it is marked by a high degree of “my-ness,”
(mamata) it is called preman.”?® This is a distilled, thickened form (sandratma) of the
stabilizing affect, similar to Bhoja’s literary system and Abhinavagupta’s dramaturgy on
stabilizing affects becoming rasa. Like Abhinava, the spectator or actor must have their self
dis-positioned, their “heart melted completely” or their normal ongoing thoughts (citta-vrtti)
obscured. However, unlike the universalizing affordance of the reception theory, Ripa’s
argument empowers the stabilizing affect to enhance a part of the self, similar to ahamkara in
Bhoja’s theorization. This “my-ness” (mamata) does not suggest a return to the grasping of the

self in samsaric life. Instead Ripa offers a virtual potency of connection, an affordance that
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makes the divine seem attainable. Krsna has the potential to become “mine,” which makes this
feeling a powerful technique to develop a relationship with the god.

Ripa turns to the aesthetic ecology of Bharata’s text in the southern quadrant (book
two).28% Krsna-rati becomes the stabilizing affect for bhakti-rasa when it is brought to a virtual
relishing (svadyatva) in the heart of devotees by means of the pervading, encompassing,
dispositional, and fluctuating affects. Certain actions can facilitate this, including listening to
stories about the Bhagavan.?®’ This “taste for devotional rasa” only becomes manifest for
someone inclined by predispositions to “true devotion” (sad-bhakti-vasana) from their current
and past lives.?® Devotion likewise can remove the faults of the person (bhakti-nirdhiita-dosa),
which creates a disposition in the mind that favors “purity and brightness,” (prasanna-uvvala-
cetas), of which Jiva comments that it has a pure disposition (suddha-sattva) not affected by
material qualities (prakrti-guzna).?®® This stabilizing affect of rati is the form of bliss (ananda-
riipa) that develops into the virtual form of rasa (rasyata).?® In this way, the stabilizing affect
develops from a latent, divine source into the particular forms of rasas, which take relational
forms as bhavas. Similar to Abhinavagupta then, Ripa assumes a processual matrix that
affords luminosity (pratibhana) and is experienced as rapture (camatkara) undergirding all
affective moments with the divine.

Riipa’s theory has a unique twist. In contrast to Bhoja’s focus on a range of primary
characters, Krsna is the main pervading affect, acting as the cause for savoring pleasure.?* As
the foundational (alambana) vibhava, Krsna and his companions are described at great length
in this section numbering hundreds of verses. He can appear as himself in manifest form, in
disguise, or even in other forms as well.?°2 Rather than argue Krsna is one particular kind of

protagonist, Riipa claims he can fit into all the major categories of heroic leads (nayakas), even
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though each form encompasses different sattvas for the role.?®®* The embracing affects
(anubhavas) are likewise seen as indicating the affects situated in the heart (citta-stha-bhava
avabodhaka) in chiefly external changes (bahir-vikriya-praya). These primarily have two
affordances of being experienced as “cool” or “ecstatic” (sita, ksepana).’®* With these
contours, the different embracing affects can modulate the “temperature” of a scene, mixing
and mingling to form gradations of intensity. Lastly, the fluctuating affects (vyabhicari-
bhavas) provide the stabilizing affect with “special enhancement” (visesenpa-abhimukhyena)
and appear primarily in the operations of the voice, body, and disposition. Riipa explains in a
verse that fluctuating affects are like waves (zrmi) that emerge from and become submerged
into (unmajjanti, nimajjanti) the stabilizing affect as an “immortal ocean” (amyta-varidhi),
taking on its virtual form (tad-riapata).?®

The stabilizing affects, as described before, are also somewhat unique in Ripa’s
theorization. As the dispositional matrix, rati takes Krsna as its subject (visaya) or “domain”
and becomes polymorphic in the process, even as it can exert its commanding force (vasata)
on both compatible and incompatible affects (aviruddha, viruddha bhava) like a shining king
(suraja viraja).?®® Two forms of pleasure for Krsna emerge: primary and secondary. Primary
pleasure has the highest yield of this pure disposition, one which supports itself and one which
supports another in a contracted form.2%” The self-supporting pleasure takes five varieties: pure
(non-distinct, suddha), respect (priti), friendship (sakhya), parental affection (vatsalya), and
amorousness (priya).2®® These affects are less moods and more akin to relationships with the
divine, where Krsna is ranked according to the intensity of the affectivity prevalent in each.
From lower to higher in the spectrum, the forms Krsna assumes start with the undifferentiated

reality of brahman; the king or superior figure due respect; the equal worthy of friendship; the
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child who inspires parental love; and finally the beloved in an erotic relationship. Each person
will develop a fondness for one of these forms of Krsna, and a particular bond will become
manifest in them based on their particularity (vaisistya) as a vessel (patra) for Krsna’s
pleasure.?®® These forms develop without individual choice based on impressions from past
lives (vasana).>®

Secondary pleasures, on the other hand, emerge from the power of the pervading affects
(specifically Krsna and those close to him) when it can be nourished by the contracted form of
a primary pleasure. All other forms of rasa besides srrngara therefore fall into this list. These
lack the dispositional purity of the primary forms, but still remain empowered since they
indirectly enhance rati.3®* While secondary ratis temporarily are able to become rasas, they
lack a reservoir (adhara) in which they can develop further. This reservoir is the dispositional
matrix as suddha-sattva. Therefore Krsna’s pure disposition always functions to empower the
primary affects, since they cannot deviate from this reservoir which affords them their self-
directed virtual form (sva-svaripata).>®? The inconceivable self-form of the divine is actually
shared in pleasure, and embodies the play of great potentialities (mahasakti-vilasa-atma).>*
Similar to Bhoja’s three-tiered disposition running from latent rasa to stabilizing affects to
fully manifest rasa, Ripa’s ecology shows that the stabilizing affect of rati becomes a
dispositional matrix in its own right. When directed to the supernal object of Krsna, the
Bhagavan, it expands itself by pervading into its aesthetic components then proceeds to
overflow its boundaries like the ocean produces clouds which increase its self-same mass with
rainwater, 3%

Finally, the two forms of hhava and rasa are not said to be ontologically different.

Quoting from Visvanatha’s Sahitya-darpana, Riipa argues that rasa passes beyond the process
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of actualization (bhavana) and becomes a location for the weight of the wow-factor
(camatkara-bhara-bhii) wherein the intensity of the dispositional matrix in the heart (sattva-
ujjvale) is relished. Affects, on the other hand, are still within the process of actualization and
are experienced in the heart by means of past impressions (samskaraih citte) when one’s
intelligence is focused on nothing else (ananya-buddhing).’® The dispositional matrix
actualizes or mediates the process whereby the mind becomes gradually able to enter into a
relation with Krsna.

This pure disposition imbues the mind with three varieties of affects, including
dispositional affects (sattvika-bhavas) that appear in direct connection to this relationship. One
can feel “affectionate” (snigdha) affects to Krsna, accumulated affects which manifest a love
for Krsna even without rati appearing directly (dighda), and harsh affects in persons who are
close to becoming devotees even when they have yet to manifest love for Krsna.>%® The
sattvika-bhavas—including tears, horripilation, change of complexion, and paralysis—appear in
the bodies of devotees who are invested with this pure disposition when it becomes established
in the life breath (prana). In other words, the disposition flows throughout the psychophysical
organism with the breath and causes the dispositional affects to manifest by exciting the body
(deha viksobhayatyala) from within its subtle layers.*®” The particular dispositional affects
emerge when the vital breath carries the affective weight of the elements (mahabhiita).>*® The
disposition can excite the breath and body (prana-tanu) in greater and lesser degrees, leading
to a gradation of the dispositional affects. In other words, the more sattvika-bhavas that appear,
the stronger the affects tap into the well of possibilities. Riipa’s theory centers disposition as a

conceptual key to all the affective forms. Suddha-sattva permeates the body and reveals hidden

71



affordances to affects that manifest divine powers when approached correctly in the techniques

of the tradition (sadhana).

1.9 Dispositional Matrices

I can know say a few things about the affective body as it is treated in Bharata and the
other three theorists. As a ritual-inflected dramaturgy, the Narya-sastra develops a theory of
affects that extend beyond the psychophysical body of the performer to suggest its intricate
connection to an ecology of forces. These permeated its boundaries (whether skin, normal
feelings, or even character as the outcome of one’s everyday decisions, svabhava) while also
influencing how the person is seen when acting as someone else (para-bhava). The affects
(bhavas) are changes, phases, or other modes of becoming that shifts the person’s nature
(prakrti) to another disposition. At the moment when both the character and audience members
would normally perceive a feeling of some kind, Bharata lays out a system that instead
heightens tension with a temporal dilation from a still point in the stabilizing affect (sthayi-
bhava). The pervading affects (vibhavas) expand the feeling out from the singular
psychophysical body to an ecology of other material forms and relationships preceding a
feeling: an ensemble of human persons, animals, plants, and even landscapes are infused with
affective intensity. Chapter two will explore this idea of the semblant nature of this ensemble,
but for now I can say that it affords a set of relations which theorists such as Riipa Gosvamin
will take to be the primary force of bhava. Next, the embracing affects (anubhavas) extend
focus forward in time to the human permutations as they open the psychophysical body to a
latent, larger strata. In gestures like laughing, sickness, and even uncontrollable dispositional
affects (sattvika-bhavas) such as crying and paralysis, the body is revealed to spin out of our

volitional control. This set of affordances delimits the affective larger ecology to learned
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behaviors, habits, and tendencies from one’s personal history, which scholars normally refer
to as habitus. In chapter three I shall turn to the idea of vrtti, or affective style, to explore how
bodies are marked, inflected, and directed in similar manners by forces beyond individual
control. Lastly, a set of contributing forces can augment the stabilizing affect as the fluctuating
affects (vyabhicari-bhavas) replicate its tenor while contributing a minor chord that modulates
its key ever so slightly. By this process, the entire event of performance contributes to the
falling out of a rasa, the purported end of aesthetic experience. Rasas arise therefore from a
mutual relation with their affective ecology by dilating the affective body and expanding its
awareness of linear causality to a network of forces beyond our perceived control.

The key theorists of Bhoja, Abhinavagupta, and Riipa Gosvamin all directed their
attention to Bharata’s dramaturgy but layered additional features onto this dispositional matrix
of performative activity. Bhoja’s argument extends self-actualization (ahamkara) as a force
that permeates good performance into the heart of one’s own character (prakrti) itself. This
feature of his formalist theory makes the protagonist (nayaka) the central figure to experience
a transmundane rasa, while the affective ecology acts as its material matrix. As syrgara or
“desire” in a general, latent seed, the stabilizing affects give it its particular texture and then
are all augmented to a transmundane phase as it exceeds the particular circumstances through
an overwhelming amount of sattva. Preman or passion is the result, as it opens the self of the
protagonist to its highest degree of potency or virtue (sattva). Abhinavagupta’s dramaturgy, on
the other hand, works on a premise of audience reception. His hermeneutics expanded
affectivity from the world of the play into the everyday world in aesthetic rapture (camatkara).
Drama has the power to both simultaneously override our everyday concerns while activating

a universal, latent disposition in every audience member. Abhinava’s dramaturgy argues for a
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matrix that is shared and does not require a protagonist alone to experience. Instead, a luminous
quality to the performance’s disposition (pratibhana) is emphasized as it reveals the aesthetic
rapture (camtkara) at the heart of every performance which can be innate to audiences or
developed through song, dance, and ritual. Affects, therefore, are both overcome and integral
to this process of savoring.

Lastly, the power of affects is determined by the relation one wishes to have with others
or with the divine. | have argued bAava in Ripa Gosvamin’s system is the relation in which
one approaches Krsna in his myriad forms. The latent force of his pure disposition (suddha-
sattva) manifests as a commanding form—an embodied feeling that appears within the self, is
inherently self-justifying, and gives a semblance of epistemological priority. In other words, a
disposition feels natural (sva-bhava) when it draws the person toward pleasing the divine due
to their personal habits, tendencies, and hopes. At other times, a learned set of behaviors,
embodied cognitions, and latent tendencies is developed over time through ritual enactment
(para-bhava).

This othered-disposition is in fact a dis-positioning of one’s self-affective tendencies,
which are overridden when playing a character. | cannot be myself on stage, according to
Bharata, yet | must also possess sattva as this other set of affects overwhelms me to be a
talented actor. This requires a set of other latent tendencies to become activated that go beyond
my personal, historical experience. People inherit embedded personal tendencies (vasanas)
from other lives which function to subtly direct them to a “proper fit” with one relation or
another appearing self-evident. The relational force of affect emerges most strongly in Riipa’s
case, while other theorists in the Gaudiya tradition find other ways of relating the affects to

one another and to rasa. While Abhinavagupta’s theory shows rasa is able to reveal a common
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affective disposition open to all, Riipa’s theory enhances the magnification of self in Bhoja’s
earlier theory to develop a lasting, virtual attachment to the divine (mamata). However, unlike
Bhoja’s materialistic rendering of rasa, Ripa like Abhinava views the affects and rasa as a
total field effect within a process. Both emphasize a singular rasa as the matrix transcending
the materiality of bhavas. Performance therefore reveals a latent disposition that can be
differentially accessed by audience members and performers. Ripa’s theory uniquely
highlights how affects are tied to sattva as infusions of prana, the vital principle underlying all
life. In this way, sattva can be seen as the empowering principle at the heart of all aesthetic
events and processes.

By turning to these emic sources for bhava, | have attempted to reveal similarities to
recent trends in affect theory. Certain tendencies toward delimited sets of affects are countered
at other times by a unifying affective regime that sees innumerable permutations or a process
of tasting as central to the performance event. Likewise, there are hints that the dispositional
matrix at the heart of each event goes beyond the person into a group, a larger sense of self, or
a relational encounter with forces beyond our everyday experiences. The framework of rasa
and stabilizing affects functions as a matrix which can manifest its dispositions through other
affective forms. These include the non-causal structures of pervading, embracing, and
fluctuating affects which all contribute to the ecology of the performance. | shall turn in the
next three chapters to the ways these affects are deployed by playwrights, actors, and dancers
as they develop, adapt, and fit their artistic visions into this economy of affects. How do these
affective forms develop in drama? How do they use divine forms drawn from the well of
possibility? How does their commanding force manifest? The other three modulations of the

affective body reveal unique ways of manifesting or channeling sattva in various modes of
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performance. This permutational affordance appears most vividly in the exploits and “plays”
(Ifla) of gods and goddesses, and there is no deity known more for his playful exploits and

gestures than the child Krsna.
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Chapter 2.1 The Play of Semblances:
Kavikarnapira’s Aesthetics and the Arising of the Moon of Caitanya

O Master of Performances, here is the same pervading Lord of the Blue Mountains
(Puri), the same Cart Procession, and the same Gundica Temple! All these well-acting
pilgrims come from each and every direction, these women longing to see the pleasure
groves that cause the auspicious Gardens of Delight (Indra’s world) to disappear! Yet
all these things | consider empty without Lord Prabhu! -Kavikarnapura, Caitanya-
candrodaya 1.2}
When one considers me as I$vara (the Lord) and himself as insignificant, I am not
subject to control by his prema. For in whatever bhava a bhakta worships me, |
reciprocate to him in that same bhava—for this is my disposition [svabhave].
-Krsnadasa Kaviraja, Caitanya-caritamrta 1.4.17-182
Bhavas are something | experience and which can overwhelm me at times. Yet these feelings
take me out of myself. When an affect reaches these heights, I often find myself “within its”
orbit or surrounded by its influence.®> As ethnographer and affect theorist Kathleen Stewart
writes, “Something throws itself together in a moment as an event and a sensation; a something
both animated and inhabitable.”* | am not the only thing involved either: the world around me
changes. I find the same places on my morning walk brighter when I happen to be happy, while
a bout of melancholy drains the color from the leaves and flowers.® I find myself embroiled in
the ordinary affects of everyday life, “in impulses, sensations, expectations, daydreams,
encounters, and habits of relating...in publics and social worlds of all kinds that catch people
up in something that feels like something.” These are both moments and locations for the
extraordinary to burst forth or “bloom” into the ordinary.® As such, affects allow us to
understand our ties to space are more open, permeable, and influential than we consciously
recognize. In this chapter, | examine theories of place as they emerge in the Bengali playwright

Kavikarnaptira’s hagiographical naraka, Caitanya-candrodaya (“The Arising of the Moon of

Caitanya,” 1572)."
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Kavikarpapura is the title for the seventeenth-century Gaudiya devotee and poet
Paramanandadasa. Caitanya gave him the title Kavikarnapura, “filling the poets’ ears,” or one
who inspires an audience to listen to the words of poets.® In Kavikarnapiira’s works, bhavas
manifest a range of forms that overlap hierarchically, with nested relationships linking the
bodies that appear together by the “sticky” affordances of circulating affects.® Caitanya appears
simultaneously as a historical figure and an eternal being in Kavikarnapira’s theories and
dramaturgy. The doubling of the divine likewise creates an opening for a doubled relation:
bhavas, in other words, multiply, mirror one another, and create shadows as we feel both like
ourselves and like someone else. If, in Brian Massumi’s words, “every affect is a doubling,”*°
their common dispositional matrix can manifest multitudes. The Gaudiya thinkers agree:
Krsna’s singular form (svariipa) can phase into a plethora of forms (visvaripa).t! In the play,
a similar structure infuses the piece. The naraka structure is fixed as a ten-act play with the full
compliment of plot elements (samdhi). In the Caitanya-candrodaya, the first four acts
introduce allegorical characters such as the Kali-Yuga, Irreligion (Adharma) as vices against
its protagonist Visvambhara as he attempts to become Krsna-Caitanya, the embodiment of “the
consciousness of Krsna.” Following his renunciation of householder life, he moves to Puri in
Orissa to the Jagannatha Temple where he converts a Sankaran Advaita-Vedantin (non-dualist)
named Sarvabhauma at the court of Prataparudra. He wanders to the major temples in South
India where he meets Ramananda Raya, the court mystic who reveals his true identity. The last
few acts see him returning to Northern India and Krsna’s homeland in the Braj area before
establishing the ritual patterns of worship at Puri. Among his followers in the final act are Riipa
Gosvamin and Svariipa Damodara, the playwrights and aesthetic taste-setters for the

community. The goal of the play is hence memorializing (smaraza) Caitanya’s life for
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devotees after his passing by recounting the episodes (/z/as) of greatest importance where they
occurred. These /ilas tie together memory to landscapes in a way that blends past and present.

This locative sense of affectivity exists alongside its disposition (sattva) which I
examined in chapter one. | argued that a disposition cannot be a fixed entity but must vary
somehow when it becomes enacted or visible. How does a bhava “make space” in
performance? How does my way of being in the world influence how 1 feel? And what role
does performance play when these locations become imbued with special significance? In this
chapter | turn to a Bengal poet and playwright Kavikarnaptira of the Gaudiya Vaispava
community to examine how identity and place become intertwined in performance spaces. The
external body and locale are only one side to dwelling in the present moment of a play: | am
just as enthralled by my imagination, expectations, and what | see into a work as what is
materially present onstage. These moments link me to the larger space around me and of what
could be: “The hinge between the actual and the potential can pop up as an object out of place,
the sense of an absent-presence, a road block, a sticking point, or a barely audible whispering
that something’s up in the neighborhood.”*?

I shall explore here in chapter two the ways in which religion and performance become
intertwined when affects cross over from divine sources into the human realm of material,
historical reality. Section one recapitulates my arguments from chapter one on Bharata’s
affective ecology and how dispositions can vary as they are embodied in the pervading affects
(vibhavas). These material forms allow the hidden or latent forms of the divine to take place
in a manner perceptible to human senses as “play” (/7/@). In particular, the term has two usages
that showcase its ties to pervading affects. First, it functions as a theological category that

distributes agency across relations.’* The divine cannot be said to “act” in normal terms
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dictated by karman, the cause-and-effect sequence leading to rebirth. Hence figures in
Vaisnava cosmologies act “playfully” without intended consequences, but always with
others.!* Secondly, the dramaturgical use of /ila as a specific event or episode that can be
performed suggests its processual nature. Play distributes agency into landscapes and bodies
through the pervading affects, allowing unique places to exert their own form of agency in
performance.'® | contend scholars should view /il as a form of semblance that engages with
the world’s potentials without the pejorative sense attributed to the English term. In section
two, | shall examine the ways in which the rasa theorists from chapter one explored novelty
and variations on the dispositions (sattvas) of recognized aesthetic categories. The term of art
they used to gauge how a rasa developed is called abhdasa, “semblance.” I shall establish that
these aesthetic categories and the theological category of /ila overlap considerably. While
abhasas in these traditions are primarily viewed as “deviations” from traditional norms through
the agency of human actors, | argue divine sources are allowed to introduce novelty in /ila.
Kavikarnaptira and others introduced a mechanism for novelty to emerge in specific
performative circumstances by fusing these two categories. In section three, | turn to
Kavikarpaptira’s own aesthetic work, the Alamkara-kaustubha (“Crown Jewel of Poetic
Ornaments”, ¢. 1572), to show how he synthesized poetic and theological categories of
affects.'® In brief, he delineates the primary character as the pervading affect (vibhava) which
colors the entire performance as either “worldly” (laukika) or “otherworldly” (alaukika) while
the poet’s stabilizing affect (sthayi-bhava) absorbs and allows to flourish. Through an
examination of an inherited definition of devotion (bhakti) as a semblance or deficient form of
rasa as “adoration,” I argue Kavikarnaptra overlaps the affects of both ordinary and divine

realms through the term bhava.l” After examining these preliminary features of aesthetics, |

80



shall turn to Kavikarnaptira’s play to examine how his dichotomy between worldly and
otherworldly becomes localized and embodied onstage.

In section four | turn to the Caitanya-candrodaya. In Act Two, Kavikarnapira
juxtaposes two major themes: the religious landscape of South Asia before Caitanya’s
historical impact was felt and Caitanya’s identity among his devotees. I argue these two issues
are innately connected for Kavikarnapira and his fellow Bengali devotees. | examine the two
allegorical figures of Dispassion (Viraga) and Devotion (Bhakti) in regards to the infusion of
affect into environments. As sattvas, these two characters undergo changes onstage as they
map out the features of religious practices over and against Gaudiya ritual and social
performances. The two characters argue for the affective priority of Caitanya’s birthplace in
Bengal called Nabadwip. I turn to Sukanya Sarbadhikary’s ethnography of this area’s
landscape of practitioners to suggest a continuity of worship from Kavikarnapira’s era to this
day. Kavikarnaptra’s figures likewise were adapted into a religious text praising the
Bhagavata-purana and in particular Krsna’s birthplace in the Braj area of Uttar Pradesh.
Devotees in Braj today continue to embrace the landscape, enacting the anubhavas as
responses to Krsna’s lingering presence pervading the river Yamuna, the trees, rocks, and
soil.1® This continuity of dispositions therefore suggests a connection between the historical
and divine affects engendered in these two places as “dwelling” (dhaman) sites for communal
engagement. The location of this dwelling is called Vrndavana and appears “invisible”
(paroksa) within the everyday world where Krsna’s /ila continues eternally. This “hidden”
(gupta) realm is accessible through the affective presence of the divine as Krsna or Caitanya’s
relationships that flourished there. Devotees have developed visualizations, pilgrimages,

dramas, and musical genres of performance extoling the virtues of these locales in both Uttar
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Pradesh and West Bengal today. Hence, | propose that the pervading affects continue to
manifest the dispositions central to the community as the divine crosses down (avatara) into
the mundane world at these liminal locations where both mundane and extraordinary realms
overlap—if barriers exist between them at all. Kavikarnapira’s dramaturgy suggests that our
everyday relations are the roles we play while our innate dispositions reside in the eternal /ila
of the hidden realm. These liminal domains allow for the material to manifest in the latent
realm as semblances which “jump out” from the performative features of the landscape in
relation to affective figures.*®

In section five, | turn to the metatheatrical elements of affectivity as they are performed
in the second instance of dramatically linking bAava to devotion in the Caitanya-candrodaya.
Kavikarnaptira’s next scene begins between Caitanya as a householder named Visvambhara
and his devotees. A renunciant named Advaita experiences a powerful semblance of one of
Krsna’s forms and has to choose between this manifestation or his physical guru’s image as
the right form of the divine. Rather than argue over which is more theologically correct,
Advaita advocates for which form affectively moves devotees the most. | argue Kavikarnaptira
uses his linguistic style (vrtti) against the semantic meaning of his dialogue to carry the
affective force of this dilemma in the “density and textures” as Advaita’s affects “move through
bodies, dreams, dramas, and social worldings of all kinds.”?° Caitanya’s humorous mood
becomes infectious as it disorients his followers and the audience as to his “real” identity.
Kavikarnaptira’s dialogue therefore functions to leave the audience in suspense and hold these
identities in tension in which resolution is not desired. Like lovers teasing one another, the
point is not to win but to continue the play. Each devotee becomes an audience for a singular

vision of the divine when these semblances play out in meditative forms while the social
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community can experience these moments only when performed onstage. Kavikarnapiira’s
eventual conclusion is that the human side of the affective divide is more powerful than the
divine. Hence ordinary bodies and affects should be prioritized as they allow human beings a
unique approach as part of the affective ecology with the divine. In section six, | briefly
conclude this chapter by examining Kavikarnapira’s finale to Act Two. Krsna does appear
briefly in the semblance of verbal gestures enacted by Advaita as a poet in the moment his
vision ebbs. | argue that Kavikarnapura therefore uses language as a form of anubhava or
“embracing affect” to display the disposition of an affected person that enters into relation with
the divine.
2.2 Lila and Semblant Spaces

In this chapter, I build off the affective ecology of Bharata’s Natya-sastra to suggest
how bhavas shift from “things” to forms of becoming. As I translated in chapter one, bhavas
are enmeshed together to allow for the rasa or overall mood of a moment, scene, or the entire
performance to “fall out” (nis-patti). Bharata’s system of performance (prayoga) involves the
physical and material movements of affects into forms of gesture (abhinaya), including bodily
(angika), vocal (vacika), cosmetic (aharya), and dispositional (sattvika) varieties. These
function to take a stabilizing affect (sthayi-bhava) and manifest it in performance through a
three-fold movement at the center of a performance. While an “emotion” is not named outright
or exclaimed, the feeling pervades outward from the moment of performance into a host of
material conditions called the “pervading affects” (vibhavas). These draw the audience’s
attention to the preceding events of the plot while expanding the stabilizing affect into the
environment and into a host of bodies (human, divine, and animal). | shall return to these

shortly. Next, the “embracing affects” (anubhavas) condition the characters and audiences’
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experience as the event unfolds forward in time. These appear as the embodied gestures
associated with emotions including voluntary actions (dancing, looking askance) and
involuntary responses (crying, fainting, disease). The subcategory of dispositional affects
(sattvika-bhavas) falls under these embracing affects as they work to delimit the experience
into culturally-recognizable forms of behavior or symptoms of particularly intense passions.
These moments become aesthetically sanctioned by audience recognition which precipitates
additional gestures such as clapping or cheering. Lastly, a set of “fluctuating affects”
(vyabhicari-bhavas) can also be added to moments to expand, refine, and variegate the texture
of a stabilizing affect. For example, jealousy, quarreling, and shame can appear as minor affects
alongside the major affect of pleasure (rati) to imbue the decorous rasa (srrngara) with novel
features. These function much the same with their own pervading and embracing affects as
well. Overall, the ecology therefore works to expand the audience’s focus temporally and
spatially into the world (bhava) of a performance. Hence affects (bhava) create and modulate
the way | find myself in dwelling (bhavana) in a show or poem.

The vibhavas accentuate the relationality of the ecology as certain combinations of
bodies and locations are required to stimulate a particular stabilizing affect. | referred to this
set of implicit cultural assumptions as the “matrix” (prakrti) or character of the event as it
remains latent and implicit until performed for an audience. Similarly, the foundational
pervading affect (alambana-vibhava) is usually a protagonist or pair of protagonists that color
the entire event with their unique characteristics (guras). These function as the “dispositions”
(sattvas) from which actors can draw through gestures and affects (sattivkas) to manifest the
intensity of a stabilizing affect. Certain theorists such as Bhoja and Riipa Gosvamin emphasize

this “lead” (nayaka) character as the central focus of affectivity. Particular characters become
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established figures for specific rasas and their stabilizing affects as they are reperformed and
add the force or “virtue” of their qualities to the latent matrix. This can even occur with the
performer enacting the character becomes ubiquitous with his or her role: Sir Lawrence Olivier
is Shakespeare’s Hamlet for audiences who have never seen the role.?! On the other hand,
certain actors view themselves as “vessels” (patras) for the character to inhabit temporarily or
for long periods of time. Bharata’s theory suggests that the actors should strive for this
approach to performance. The actor should suppress his or her “innate disposition” (svabhava)
so the “other disposition” (para-bhava) of the character can emerge onstage. Yet this is only
possible if a shared matrix connects the two over time and place: somehow, the actor must
embody the essential qualities of a heroic figure, deity, or spirit.

The religious implications of this process, | argue, forces us as scholars to reexamine
the interplay between agency and volition when affects move freely between historical,
material bodies of actors and the dispositions of revered figures of a culture. As my example
of Janaka and Sulabha in the Mahabharata demonstrated, bhavas can be separated even when
a disposition (sattva) merges between two human beings. In this chapter, | examine the theories
of performance and affectivity in devotional circles when the relationship is between a human
and divine figure, merging. How does this affect the material body of a living teacher or
religious founder? How do his or her followers see the leader’s identity: as a role being
performed by the divinity, or a mutuality or parallel set of qualities shared between human and
divine? And in the example of actors imbuing the part with their own traits, how does a divinity
change when the leader embodies this force for his or her followers?

Returning to the first epigraph above, | argue the playwright Kavikarnaptra was

invested in these same questions of affectivity and temporal relation in the devotional
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community of Gaudiya Vaisnavas after the passing of its leader. Kavikarnapira opens his play
Caitanya-candrodaya with these words of the Orissan king Prataparudra to the stage-manager
(sutradhara):

O Master of Performances, here is the same pervading Lord of the Blue Mountains

(Puri), the same Cart Procession, and the same Gundica Temple! All these well-acting

pilgrims come from each and every direction, these women longing to see the pleasure

groves that cause the auspicious Gardens of Delight (Indra’s world) to disappear! Yet
all these things | consider empty without Lord Prabhu!??

With the loss of his guru, the very deities in the temple, the pleasures of Indra’s
heavenly gardens, and the saintly works of pilgrims to the Jagannatha Temple are all devoid
of meaning for the king. The affective ecology in Bharata’s theory of bhavas requires a
direction or focus in performance to manifest. This side of the affective body is normally latent
as a disposition until it is activated and pervades out into an ensemble of material relations.
Through the affective ecology of Bharata’s system, vibhavas, anubhavas, and vyabhicari-
bhavas work in tandem to manifest the potential of the sthayi-bhava or to intensity it thereby
transforming it to a rasa. This ensemble therefore manifests the hidden matrix of affects by
taking over the material forms it requires to appear to the senses. Yet without this disposition,
the forms remain empty. Kavikarnapiira’s play revels in the longing and memorializing of
these earthly incarnations of the divine figure Caitanya, who is also simultaneously the deity
Krsna. As the pervading (vibhava) lord of the area, then, how is the living figure related to the
material form of the deity in the temple? Why would one’s absence mar the feeling of seeing
the other?

The second epigraph helps to place this feeling in context within the Gaudiya Vaisnava

community. Sub-branches of the larger group offer different interpretations of Caitanya and

Krsna’s relation to one another and to his/their devotees. The king claims that his pain can only
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be assuaged by his spiritual friends’ words and “a play performed (abhinitat) which fully
enacts his virtues (gura-samprayogat).”?® How can one form of the divine not activate the
same affects if the two are interconnected? Finally, how can affects “survive the coming and
going of objects” which conduce us to feel them??* Each form of the divine is not felt to be the
same for each devotee. In Krsnadasa Kaviraja’s magisterial hagiography above narrates, the
deity himself assumes a polymorphic form to fit the needs of his human associates (parsadas)
during Caitanya’s life.

The divine manifests for the human worshiper relationally, by the force of the
devotee’s pure love (preman), which cannot appear except in intimate affective forms. The
affects likewise shape where his forms appear. Rather than being an emotion locked into the
membrane of an individual’s body, re-acting to the world and others around it, biavas in this
framework are relations that activate from a hidden well of possibilities. | cannot be who I am
without others. And they in turn know me by the shared experiences we encounter in our
longing together for what is gone, hidden, or no longer present. We need relationships to
manifest these affects, and the only way to invoke them outside of the physical presence of our
object of longing is in play (/ila). Hence the Gaudiya community focuses on Caitanya’s life as
a series of playful events modeled on the activity of Krsna himself, or mimetically reenacting
(anukarana) his affects for Krsna. These are semblances as they open up the spaces perceived
to be vital to play into a layered reality where absence can be transformed into latent presence.

Lila is relational at its core: we always play with others by a form of self-veiling. We
choose to see a different strata to the world.? Diverging somewhat from Bharata’s aesthetic
ecology, the devotional matrix does not require a direct physical presence to manifest /ilas.

Longing (rati) calls forth a memory from the past that can appear just as vividly as the senses
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can muster. As affective forms, these relationships allow for devotees (bhaktas) to experience
the field effect of devotion (bhakti-rasa), which uses the relation as its dispositional matrix to
manifest an entire world of the virtual side of the divine.?® In Kavikarnapiira’s example of
Prataparudra shows, the ancillary pervading affects (uddipana-vibhavas) in place are not
enough to fully manifest the stabilizing affect of the play (rati) without the principle focus
(alambana-vibhava) of Krsna-Caitanya in his many forms. Rati, the stabilizing affect of
srngara-rasa, is said to surpass all the ends of life (purusa-arthas), including the religious
goals of liberation (moksa)!?’ Without access to this dispositional matrix, the devotees in the
play (and presumably in our current age) are left helpless to access this powerful affective goal
without bodies to ground it. It takes two to tango, or to partake in the rasa dance with Krsna.
Kavikarnaptira’s aesthetic genius lies in linking Bharata’s system of affects to
devotional framings of bhdava in theological works.?® Bhava as a dispositional matrix (sattva,
prakrti) functions to enliven performances, flowing across bodies or differentiating a common
event into the bodies of performers, audience members, and material elements. As a relation,
bhavas function to link human performers to a pure dispositional matrix (suddha-sattva) of the
divine. Each matrix functions in this Gaudiya framing to activate particular habits toward the
divine. The supreme deity Krsna changes to fit the peculiar disposition of his devotees
(bhakta).?® Hence the ultimate reality of the divine matrix is able to be shaped by the materiality
and needs of human affective bodies. In order to do so, it requires not only relations but
landscapes for these pervading affects to begin the process. Affects are therefore where we
“dwell” (bhavana) as well as the feelings in which the world around us is shaped. Li/a functions

to create these playful connections.
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However, something special imbues these material forms or bodies with potency,
allowing them to channel affects into other relationships. To activate the affective contours of
a normal landscape, such as a hill, a well, or a tree, this devotional force has to be recognized
within it. The process of recognizing a landscape as affective is laden with cultural
configurations as well as the sensory details of the process. Once the imagined cultural
importance is layered onto the sensory details (“this tree is where Krsna was tied up by his
mother Ya$oda after stealing butter”), the two form an interlaced dimension.*® When | look at
a painting, something similar occurs: the colors, lines, gradients of tone and brightness all work
together to stimulate my senses. Yet alongside this process | have learned to recognize certain
shapes as-if they were something else: a house, a butter-churn, a small boy and a calf. The
objects depicted are not physically present but appear as the illusions of the flat surface. | cross
over from seeing the pure sensory details and the imagined contours of the scene into a deeper
dimension: the cowherd Gopala-Krsna standing before me. | take this process of seeing him
emerge from the surface as a given, but it takes training to see. In the same manner, learning
to find the affective contours of a landscape activates illusory powers (maya) that can
simultaneously veil the truth and reveal it within the sensory apparatus of the body. Yet this
process is not entirely subjective: anyone can learn to see in this way and can recognize Krsna
in this configuration of lines, pigment, and tone. Audiences have a common experience due to
the depersonalized nature of this process, as Abhinavagupta indicated in his commentary from
chapter one. The universalization process of /ila allows these illusions to be shared. How can
a seemingly subjective experience become shared?

| refer to these images created in the process of play as semblances. Space grounds the

illusions of /ila into material forms—corporeal bodies or material containers. Affect
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participates in this constant give-and-take as the divine crosses down (ava-\#7) onto the stage
of the world. As scholars of religion and migration argue, religiosity is performative in creating
places where we can affectively dwell and cross over into new realms of possibility.3! The
back and forth movement of these tendencies of bhava therefore will shape the dispositional
matrix as its manifests in semblances. These semblances are part of an ongoing culture that
can shape the devotee at any time and place, regardless of distance from the original time in
which Krsna or Caitanya walked the physical landscape of India. Krsna’s /ilas are playful
episodes that extend the horizon of our temporal selves without regards to linear time or
causality. They link directly to the performer’s gestures as they reach across the threshold of
potential into actual movement. Each /ila is likewise its own moment or stand-alone episode
which can be replicated to activate the dispositional matrix at its empty center. Like a musical
score, each semblance therefore can be re-invoked while subtly changed in each
performance.®? Each participant in these plays both inherits the tradition and adds to its well
of possibilities.

Lila as semblance would seem to overlap with a similar aesthetic term. | argue,
however, that its clear ties to dramatic presentation in Gaudiya sources suggests its affective
potential. Lila connects the disposition of a scene to the physical movements necessary for a
performer to manifest it in gestures. As Susan Langer explains in Feeling and Form, her work
on semblance, as is the imaginative fabrication of a composer or the channeled form directed
to an artist, the work

may take place without any overt expression. This physically non-sensuous structure

has a permanent existence and identity of its own; it is what can be “repeated” in many

transient appearances, which are its “performances,” and in a sense it is all the
composer can really call his piece.®*
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The matrix of a work remains latent as a potential until it can be performed. When played,
enacted, or danced, a work then becomes activated while still virtual. The artwork’s “non-
sensuous structure” exerts force as a seed for the composer or poet to develop. Kavikarnaptra
uses a similar logic in his aesthetic text, Alamkara-kaustubha. He defines a poet in verse 11 as
“one who has a seed, (sabija), and is learned in all scriptures (dgamas). If he has rasa and
possesses imagination (pratibhd), then he is the best.”® The form comes to artists intact,
whole, as an already-existing reality in some ways, and is “illuminated” or “shines forth”
(pratibha) due to their sensitivity to these ephemeral appearances of dispositions.*® The sattva,
therefore, is “the commanding form of the work” since it sets the “measure of right and wrong,
too much and too little, strong and weak” by which it is assessed.

This process seems to remove the human participant from the process of artmaking. |
argue instead that personal emotion is indeed left out of the work. The performer does not
relate to the affect as a “pressing-out” (ex-pression) of personal feelings of the ego; instead,
affect is an investment, a giving room for the piece to emerge. In this way, the work requires a
kind of taking center-stage, a descent from ideal or virtual space (or time in the semblance
appropriate to music), and into mundane, experienced space-time.®” Feeling infuses the piece
not only from the performer but from the dispositional matrix acting as the reservoir of
potential for its play. In some cases, as Bharata mentioned, the performer must act against his
or her inclinations from a self-disposition (svabhava) in favor of another-disposition (para-
bhava). Likewise, [ilas activate forces that are not strictly bound by human perception and
emotions but escape our agency. A play or composition sometimes seems to find its own
ending without human choice.® We are left to deal with the aftermath and find our own

responses to it, but that does not remove the fact that we do not control the process as it

91



happens. We are swept up in the tide of affectivity, according to Gaudiyas, if the source of
those bhavas are strong enough to carry us away.

These waves of affectivity suggest hidden depths to the material reality inhabited
during everyday life. The landscape of India is reshaped in Kavikarnapiira’s play in Act Two
as Caitanya enters the world of religious divisions yet still seems to sweep over them like a
tidal wave. Kavikarnapiira suggests this is possible by linking Caitanya and Krsna’s homes
together. One is seen as a sattva (eternal) from which the other derives its force as a playful
form or lila. Devotees simultaneously dwell within the affective landscape of the “hidden”
(qupta) or virtual realm of Krsna’s pastimes while also helping to cross down into the world
of their everyday lives.®® These two levels of reality occupy the religious landscape of Gaudiya
theology which reveals a tiered set of stages for Krsna’s affective relations.

The first is an eternal (nitya), unmanifest (adrsti) realm of Krsna’s play (/ila). Each
devotee has a personal relationship set by their prakrti which informs Krsna’s manifestations
to them. A devotee whose love for the divine is shaped by maternal love (vatsalya) will have
Krsna appear before them as a small baby or toddler. These paradigmatic individuals are the
characters whose dispositions become matrices for enactment, ritually shaping the manifest,
embodied beings with their affective power.*® The landscape of this eternal area, called Vraja,
seeps into the historical realm through a back-and-forth movement of roles. Devotees are
simultaneously themselves and a paradigmatic character in Krsna’s ongoing story. This play
of identities, like that of actors, requires them to draw from a well of possibility that makes
their role “fit” properly. To test on these roles, they are first exposed to Krsna’s exploits and

deeds in the forms of theatrical productions.
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The theatrical forms of /ilas are the performed moments in which most Vaisnavas
experience the divine for the first time as audiences in our shared world, with gradual
possibilities to enter the unmanifest world of these plays more deeply. Krsna-/i/a, therefore,
offers one approach to developing affects in which we dwell or that cross over between these
levels of reality. Actors are not even required to have dramatic skills in order to infuse the
hidden world of Krsna’s play into the everyday when contemporary troupes of children
perform. When audience and actors work as an ensemble, to manifest the virtual dimensions
of Krsna’s bhdvas, either position can modulate the event to make it appear “proper.”** The
divine forms that appear in Caitanya’s /ilas appear in a similar manner to open up spaces to a
latent presence of the divine.

The realm where these bodies of the divine appear most often is the pastoral land of
Vraja or Vrndavana, which is said to be both a location in north India (Uttar Pradesh) as well
as the ultimate abode of the divine as Krsna’s dhaman, “abode” or “domain.”** While this
divine realm is always present yet invisible, Krsna himself claims it is “inert” without the
ongoing relationships to his bhaktas in affective forms such as preman. Only by engaging in
the /ila of his devotees can it be playfully revealed in its ongoing intensity. Without the
movement of play to activate the bhavas as relations, there can be no divine affects.** By
turning to Kavikarnapura’s naraka, the Caitanya-candrodaya (1576), | argue we can see the
relationship between affects and performance depicted explicitly. Kavikarpaptra seamlessly
infused his theology into the style of his writing through verbal gestures (vacika-abhinaya). In
the Caitanya-candrodaya, affects are the medium for the audience to connect to the divine. As
its title shows, they are controlled by “the arising of the moon” (candra-udaya) which infuses

the performers and audiences’ consciousness (caitanya) with the affects for Krsna.
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Simultaneously, they also allow for an arising of the knowledge of Caitanya’s lifetime that
flows sweetly like nectar (amyta) from the moon.

Kavikarpaptura’s aesthetics offers an alternative interpretation of rasas and bhavas to
the Gosvamin’s perspective among Gaudiyas. In Karnatra’s work, he reveals how human
devotees relate to divine forms as both mundane and eternal realms are interconnected with
affects. Like the performers who are considered svariipas of Krsna and his eternal playmates,
semblances allow “God and actors to show up simultaneously,” as well as “an art object and a
manifestation of divinity” to appear at the same time.** How does Kavikarnapiira’s aesthetics
allow affects to bridge these two levels of reality in performances? How do landscapes,
animals, and even imagined forms contribute to dwelling and crossing in affective ensembles?
And how does the affective ecology of Bharata’s system allow for novel changes in
performance to be introduced as semblances?

Kavikarnapiira’s work reveals how affects become ensembles that allow for temporally
distant events to be sites of “dwelling” in the present (bhavana). In chapter one, | examined
how the pervading affects (vibhavas) dilated time by flowing outward from a matrix of a
stabilizing affect (sthayi-bhava) into a networked ecology of material forms. Trees, animals,
the weather, and landscapes all functioned as an ensemble to awaken an audience’s
predisposition toward this latent side of a performative event. Yet many of these forms in
drama are not built as scenery or depicted realistically; instead they use what Bharata terms as
“theatrical conventions” (natya-dharma) rather than “common conventions” (loka-dharma).*
Instead, playwrights use the imaginative capacities of their audience’s participation in the
event: a connoisseur therefore participates in the ensemble’s “shared heart” (sa-hrdaya). An

audience member or performer can dwell within the event as it expands from a present moment
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with its ongoingness into a shared ecology of forms. These forms are semblances when spoken
aloud through verbal gestures (vacika-abhinaya) or imagined in meditative practices of
memorializing (smarapa). As the semblances appear out of the material forms, they link to a
virtual matrix or latent form. Like a piece of music, each performance (prayoga) will play off
the same script but will necessarily differ based on a host of factors conditioning its outcome.
In the hands of a skilled musician, a song can be shaped within the confines of a score while
adding personal touches of flair. Does this necessarily entail that each performance opens a
unique matrix?

When performers and audience members access these virtual layers, their bodies—as
one material form in the ensemble—act as a site for manifesting affects in each person
differently.*® Acting in Kavikarnapiira’s stage directions is an “em-bodying” (ni-rijpya) that
in-forms through gestures.*” Aesthetic affects are felt as “something like the body.”*® Rasa is
felt to be intrinsic to the body yet audience members can disagree on the relative strength or
success of a performance. Jumping out from the corporeal form, this “likeness” activates a
semblance while the object remains itself in “varied repetitions” of its potential.** The body
engages in the affective ecology but also registers from its own starting points. Audiences go
into the theater expecting to sit, clap, cheer, boo, and do something in that role. Actors know
they have to perform in the conventions of their genres and traditions.

Therefore, | argue that the shared event of a performance does not remove the later
subjective position of persons from experiencing a splintering of the event. In fact, their
respective affective baggage allows for them to share in the moment without regards to
separating performers from audience members. Lila can refer to distinct episodes in dramatic

presentation as well as the necessary affective form to bring these two poles of a performance
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together since each is performing in their own way. The “play” therefore appears in oscillation
between these two dwelling places as they cross into a shared space dominated by semblance.
Only after the shared semblance has reached its culmination do people decide they took on the
role of an audience or an actor. Likewise, each individuated body will contain unique traces
informed by their own dispositions. The shared moment will manifest a dispositional matrix
in repeatable ways but will have to be accepted, passed over, or rejected as semblances by the
persons involved. For instance, I might miss a small detail of a performance that changes its
entire meaning on a first viewing, only to have its meaning expanded or its power sullied upon
further performances. In the same way, we only realize after dwelling on a show that our
identities and roles have been crossed over. We dwell in affects while they dwell in us. Hence
we cannot differentiate distinct levels of reality that never interact; instead the manifest and
latent cross over continuously as David Mason claims: “The audience member does not enter
into the world of fiction, as much as the fiction enters into the world of the audience
member...they are not so much inside the play as the play is inside them.”®® A theme of a
drama might be so powerful that it calls us to question who we are at a deeper level than our
normal social engagements would suppose. Kavikarnaptra depicts this as one major event in
Caitanya’s life, which I will explore in further detail in chapter 3.

Kavikarnapitira’s theological texts and plays are deeply invested in exploring these
concepts of relationality and semblance. | argue the affective form of /iia creates semblances
as material bodies are infused with the latent force of a disposition in performance. These can
take shape as entire worlds, such as Krsna’s dhaman, that stand in for his essential self as an
ensemble. As Krsna is want to declare, Vraja is the very body that allows devotees to access

his affects hidden in the landscape as they circuit through the twelve forests.>! Kavikarnapiira’s
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work reveals the affects can become places where we can dwell, opening the present up to new
worlds from the well of latent possibilities. In fact, his works elaborate didactic schemas of
how to link religious subjects with material, historical bodies to Krsna’s eternal realm. The
exemplary body of affectivity for this tradition is their founder Krsna-Caitanya’s polymorphic
form, which appear in both the eternal Vraja and the historical realm of Bengal. The hidden
realm is not material but can be seen, and to adequately describe how this virtual domain could
be performatively experienced requires a theory of how an invisible and latent disposition
appears. Chapter one explores how the dramaturgical use of sattva can function as a

dispositional matrix that becomes revealed in performance via semblances (/i/as).

2.3 Formal Semblance (4dbhdasa) in Aesthetic Theories

For God is without motive or ends to be attained...his art is without means and not

really a making or becoming, but rather a self-illumined (svaprakasa), reflected

modality (abhasa), or play (/ila), in which the gratuitous character of art attains its

ultimate perfection. -A.K. Coomaraswamy, The Transformation of Nature in Art>
This chapter explores Kavikarnapiira’s notion of /ila as an affective form that manifests the
virtual side of sattva. Another term of art from literary theory resonates with /z/a in this manner.
Abhasas (a+\bha, “to illuminate, reflect, appear”) function in aesthetics to create divergent
forms of the ecology discussed in chapter one with new valences on their qualities. Both bhavas
and rasas can have these variations.>® These shift the registers of each conjunction of affective
forms by altering them with a minor gesture.> Furthermore, a@bhdsa and [ila appear as
synonymous concepts in aesthetics and theology that resonate in performances. While abhasa
appears as the static vision of the form, /ila acts as its expressive movement. Semblances “leap

out” of artistic forms as virtual potencies without being merely reduced to their material

substratum.> For example, were | to find an alien work of art, 1 would not have any access to
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its semblant side. I could identify the material traits, the overall shape, texture, and even the
types of gestures used to shape it—and the potential bodies that could create such forms. Yet
there would be no way I could access the reality it would carry for that culture’s vision.
Semblances are also universal since they create a shared world. Anyone who can learn the
codes of such a culture can agree on the image depicted. In this way, the affective force of
artistic gestures manifests a non-material but experiential form that mediates the corporeal and
the virtual. Semblances allow a parallel way to access the divine through its affective force as
a non-material presence in which one can dwell.

Semblances likewise allowed the Gaudiyas access to Caitanya after his historical
crossing out of the world. The ensemble of forms that memorialized him retain access to his
affective presence through their semblant power. Performances therefore open up the lingering
remnants of these connections, opening up to what Richard Schechner calls performance’s
“twice-done” structure.>® The world is the stage upon which Krsna appear as a “crossing down”
(avatara), a direct embodiment of the relational disposition of the ultimate form of the divine.
Caitanya’s body is connected in an oblique fashion to Krsna’s, yet he did not have access to
the “pure disposition” (suddha-sattva) that empowers all bhavas. Instead, as a human being,
he required relationships with others to manifest this disposition’s potential. When he heard
music describing Krsna’s pastimes (/zlas), it would send shivers down his spine, cause him to
change color, or even faint. These are the sattvika-bhavas, the affects coming directly from a
dispositional matrix. These forces were so strong that the tradition claims Caitanya’s affects
“washed over” those who came into contact with him.>” Caitanya’s later life as a Samnydsin
was characterized by this peripatetic mission to inundate the world with Krsna’s bhavas. As

an affective body in corporeal and semblant forms, Caitanya manifests his semblances as they
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continue to cross over from the latent world of his hidden character to the historical world of
his time.

Kavikarpapura’s hagiographical play engages in this process of memorializing
Caitanya and hence continuing the community’s linkage to Krsna’s pure disposition. In this
chapter | examine the literary theories (abhasa) and theological discourses (/zla) around
semblances first to show how it draws out the polymorphic potential of a disposition. For
literary theorists, semblances only occur when something goes wrong or goes beyond the
boundaries of a proper container (patra) or character for the involved affects. On the other
hand, theologians demonstrate semblance’s potential to activate novel features of reality that
remain dormant. Play allows for the illusory nature of reality as maya to overwhelm the people
within an affective ensemble and carry them off to another world. Gestures can also invoke
semblances by a process of memorializing (smaraza) them in song, dance, and storytelling.
This is the route taken by actors and dancers in Kavikarnapiira’s play as they personify the
characters of affective dispositions and make them available to be replicated in religious texts.
Virtues such as Devotion (bhakti), Dispassion (viraga), Friendship (maitri), and Loving
Devotion (prema-bhakti) are all portrayed by characters in the play while commenting outside
the historical frame of the story. This frame allows the audience to dwell in the present moment
of the play’s time while engaging them at different affective intensities.>® The different worlds
or stages (bhumikas) of the play highlight the potential for affects to cross over bodies,
landscapes, and even realities.

While | argue for lila’s central importance for Kavikarnapiira’s aesthetics as
semblance, another term called abhasa is often used in a slightly different way. In this section,

| review the formalist aesthetics of Bhoja and the reception theories of Dhanamjaya and
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Abhinvagupta on abhdasa to situate the term in my previous chapter’s discussions of affective
ecologies. For both lineages, semblances function to conserve and demarcate acceptable
boundaries for rasas by limiting the characters central to each disposition. However, a later
theorist named Singabhtpala develops abhdasa into an analytic category capable of addressing
novel ecologies. In Ripa Gosvamin’s “Blazing Sapphire” (Ujjvala-nilamani) theology of
madhurya-bhava, the “sweet” erotic affect reserved for the gopis, Ripa appears to have
borrowed extensively from Singabhiipala’s dramaturgy.>® | argue that Singa’s theorization of
abhasa was fostered among Gaudiya theorists and helped develop an appreciation between
their theological goals and his aesthetic ability to generate novelty onstage. As a dramaturgy,
Singabhtipala’s Rasarnava-sudhakara (“Moon on the Ocean of Rasa”) appears to have
influenced Kavikarnpaptra’s theorization in his own aesthetics and playwrighting. | argue that
Singa’s theorization allows for the valence or charge of intensity of an affective matrix to be
reversed without changing identities. For instance, a form of love-in-separation can become a
semblance of love without turning to grief as Bharata’s system would require. A4bhasa therefore
inherits a similar set of affordances to /i/a: it endows a performance with the ability to manifest
many forms from a single disposition while also disorienting audience expectations like
Krsna’s play.

Abhasa is a term of art in South Asian literary analysis used to privilege the tradition’s
foundational themes and qualities. This prevents certain novel formulations of drama or poetry
from creating novel affects. While Bharata’s Natya-sastra does not use abhasa directly, he
inaugurates the tradition by ranking certain bhavas based on social positions. For instance,
Bharata relegates stabilizing affects to characters based on a hierarchy of status: the decorous

and heroic rasas (srrgara, virya) are for “characters of high status,” while the comic (hasya),
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by contrast, “only to those of low or middling status.” Likewise, a high-status hero cannot be
shown experiencing the terrifying rasa (bhayanaka). When they do, this can only be a spurious
form of fear.% Hence for Bharata abhdsas are meant to be “dis-semblances” or distorted
reflections of the “true” rasas and bhavas accepted by tradition. Several key literary analysts
developed abhasa as a category to reinforce these hierarchies of social meaning and
relationship. The term can mean “reflection, appearance, color, likeness” (from a+\bha). A
“semblance” of a rasa (rasa-abhasa) was also frequently used to suggest similarity without
equivalence (a painting of a horse being one example) or of a counterfeit nature. Semblance
therefore partakes of the illusory potency of material reality called maya-sakti. | distinguish
between abhdasa as a “formal semblance” versus /ila since the latter does not have the negative
connotations of the term as “dis-semblance” while retaining its ability to link with other forms
as “re-semblance.” After I examine a short history of the aesthetic lineage of abhdasa, | argue
that the two terms are mutually related. Since /ila does not have a positive or negative
valuation, it functions as the more encompassing or general term in my discussion that follows.

In Sanskrit aesthetics, abhasa first referenced notions of social propriety (aucitya) in
how certain features of Bharata’s affective ecology were deployed in practice.®* Semblances
arise when an audience of cultured spectators (rasikas) notice discrepancies in key affordances
of an event. For example, the decorous rasa (srrigara) requires a mutually-acceptable
heteroromantic encounter but cannot directly or crassly describe the sexual act. It retains its
highest form by only insinuating or alluding to sexual advances. A semblance of the decorous
rasa would arise were two characters to be directly engaged in coitus or if it their coupling
were described directly. At other times, the status of the characters as “vessels” (patra) for the

affects is paramount. The leading man (rnayaka) and woman (nayika) need to fit particular
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stations (kings, deities, or heroes for men; queens, educated courtesans, or goddesses for
women). Srrgara would revert to an abhdsa were the two lovers to be country bumpkins or
even non-human creatures. Finally, the love felt between the two parties must be consensual.
A frequent example of a semblance of the decorous rasa is Ravana’s attempts to seduce Sita
after her abduction in the Ramayana. Any of these divergences from etiquette create an
aesthetic disorientation for the audience. They might not notice these discrepancies but on later
reflection the flavor of the performance “turns” or curdles. The audience’s disorientation
distracts from the pedagogic intent of the playwright, according to the idea that narya was a
function educating the populace at large, and in such a manner blemishes the overall tenor of
a work.%?

As a formal characteristic of a work of literature, abhasa functions alongside the work
as a whole (rasa) or any of the niches in the affective ecology. Returning to Bhoja’s tripartite
modulation schema, rasa arises as the modification of a singular stabilizing affect in the
protagonist (ahamkara), which variegates into the eight stabilizing affects and rasas in
Bharata, which finally can become srrigara or “passion” as a culminating form encompassing
the differences of the seemingly separated rasas. The protagonist’s innate disposition can only
fully manifest itself in the third tier of rasa according to this theory.®® Hence the object of the
pervading affects (vibhava) which dominates all others colors the entire ecological niche. As
rati (“pleasure”) expands the self of the character from a latent form into a particular stabilizing
affect, it can progress to a final stage called preman or “passion.” At this heightened,
transmundane tier, the materiality of the nayaka’s affects are surpassed. If there is any hint
social impropriety (anaucitya), however, this final stage cannot progress. Social propriety

authorizes the transformation from material to virtual in this process. Furthermore, secondary
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characters who accompany the nayaka can only develop bhavas, while semblances are left to
others: “We understand “semblance” to be the presence of rasa in characters of low status,
animals, antagonists, or entities referenced in a merely metaphorical manner.”® Bhoja offers
an example of a mixture of semblances of rasa (raudra and vipralambha-syrigara) in a bird’s
gestures.®® Animals are not proper containers for rasa: their gestures and bhavas must be
semblances due to their ontological status. Hence the formalist theory delimits the proper
vessel for rasa according to a nested hierarchy of animacy in its vibhavas. Human characters
ranked highest (with their own social hierarchies and in relation to the plot) at the top to
animals, spirits, and “metaphorical entities” at the bottom.%®

Turning to the reception school of dramaturgy, semblances become important as they
reference the audience’s ability to have a proper experience of rasa. Dhanika’s commentary
on Dhanamjaya’s Dasarupaka (c. 975) also sets out semblances as part of the normal
operations of the pervading affects (vibhavas): “Here a semblance is invoked overlapping
mundane perception of a person to tropes making a person seem as if they were the god of
love, or had a face like the moon.”®” The vibhavas compare real entities (people) to linguistic
usages such as “He had a face like the moon.” If understood literally, this would appear
ridiculous. As a tropic usage suggesting the abstracted qualities of the moon (including its
ability to attract attention, to soothe the heat of a separated lover from their beloved, and to
watch over midnight trysts), these verbal gestures help to create a set of relations. A world
appears where faces can be like the moon by carrying the valences and contours associated
with the former. Semblance, therefore, helps to create the affects of a play as they are embodied
in language.®® This layers one world (mundane perception) with another (poetic expression).

Abhasa, like lila, therefore permeates spaces at liminal junctures, affording the ability to cross
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over from normal expression to poetic fancy. This modulates audience expectations and can
help to translate them into a rapturous experience.

Abhinavagupta’s dramaturgy (Abhinava-bharati) continues to address audience
expectations as a feature of abhasas. Commenting on Natya-sastra 6.39-41, in which Bharata
argues that the comic rasa (hasya) arises from imitation of the decorous (srigara-anukrti),®®
Abhinava extends this feature of imitation as a general category of semblance. Imitation of a
rasa always engenders the comic since a semblance of rasa emerges.”® Every part of the
ecology therefore becomes a semblance when the dispositional matrix itself is afforded
semblant force. The comic is always present in “improper or out-Of-character usage”
(anaucitya).” This is a principle that pertains to the genre of farce (prahasana), which he
singles out for its moral instructiveness.’? Farce layers proper language with improper behavior
of the characters to create semblances of religiosity or the “peaceful” (santa) rasa.
Kavikarnaptira likewise deploys humor and punning language to layer meanings that can
contradict or expand audience awareness of a line of dialogue. This creates a discrepancy
between the character’s affects and actions, which are genuine in the play, with the audience’s
affects which view them as laughable.” Unlike the formalist tradition, however, Abhinava’s
school extended the range of proper aesthetic experience to non-humans.”

The dramatic process itself is also one of layering semblance onto corporeal forms.
Acting presents a feature of doubleness in Abhinava’s Abhinava-bharati. Characters seen on
stage are actually imaginary because “the upshot of assuming the character is merely to conceal
the real form of the actor.”” Acting occludes material bodies in order to reveal abstract bodies.
Since the disposition is not seen in the details of a character played by an actor, it does not

appear as false; instead it appears seemingly as real as if the deity were standing before an

104



audience involved in meditation (bhavana), as well as invoking the commanding force of ritual
pronouncements.’® For instance, the semblance of Rama appears vividly onstage thanks to the
“physical medium” of the actor’s body while the performer gestures him to life. This
actualization (bhavana) is conflated with meditation as both involve a process of bringing forth
this commanding form into a visible medium.

However, /ila as an overall category of semblance does not have these particular
conservative traits. At times its power to shift registers, modulate keys, and activate novel,
emergent patterns from a dispositional matrix even carries over into abhasa. These semblances
can be revolutionary in their ability to project a matrix’s novel qualities into material forms
with the same ecologies of affect. Singhabhtpala, a king and aesthetic theorist from western
Andhra Pradesh, offers one of the most erudite reconsiderations of semblance in his
Rasarnava-sudhakara (c. 1400).”" This text was a major influence on Riipa’s theorizing on the
love of Krsna for married women.”® In verse 265cd-266ab Singa argues: “The principle rasa
becomes a ‘semblance’ (abhasa) when a subsidiary rasa is amplified by willfulness, just as a
king becomes a semblance of a king because of an undisciplined minister.”’® Singa uses the
metaphor likening rasa to a king last seen in Bharata’s discussion of the aesthetic assemblage
in Natya-sastra 6.6-7, where the stabilizing affects alone are capable of rising above the others
to become a commanding form.& However, in Singa’s example the original rasa becomes
downgraded in a sense to a semblance by the “amplification” of another aesthetic factor in the
assemblage. Hence two competing rasas will create a tumultuous situation that disorients
audience expectations, leaving a power vacuum within the event itself. While agonistic, this

type of semblance offers competition as a space for novel strategies to emerge in the course of

play.
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Four primary modes of phasing into semblance are possible, according to

Singabhtpala’s text: “The erotic rasa...becomes predominantly a semblance in four different
ways: [1] from unrequited passion; [2] from passion for more than one person; [3] from passion
being represented between animals; [4] or from its being represented between the
uncultured.”8!
Singa’s most nuanced analysis is on the first case: a lack of reciprocal feeling in love creates
the semblance of sragara-rasa. While the traditional position argues that only a lack of
reciprocation in the female protagonist (nayika) leads to an abhasa—such as Sita refusing
Ravana in the Ramayana or Rukmini’s rejection of Sisupala’s advances in the Mahabharata—
he offers a Prakrit verse describing a husband who has ceased to love his wife:

The bond of love is broken, the respect due to affection has trickled away,

trust has come to an end, and he passes strangely before me like a stranger.

| think about this over and over, my friend, and all the days gone by,

and I can’t see why my heart doesn’t break into a hundred pieces.®?

Singa does not judge the propriety of the wife’s emotions in his analysis while others in the
tradition might reject this as sragara outright. Instead, the lack of reciprocal play in the
relationship causes srrigara to become a semblance.® The expected trope is that the female
lover will lose interest temporarily and love-in-separation (vipralambha-srrgara) will be
evoked. The poet disorients the audience instead by eroding the husband’s affections over time.
The wife offers no indiscretion, no fight that would explain her husband’s behavior or coldness.
All she is left with is a lingering regret for what has passed. This jilted expectation actually
creates a beautiful moment the poet’s audience could not have expected. Something new
emerges which resembles syrgara but diverges from its primary qualities up until that point.

The difference in the direction of this feeling, in the vector of the event’s coming-to-

be, is felt due to the conditions that are induced in this minor gesture. Like a minor chord, these
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gestures inflect the feeling of a performance toward an unforeseen valence.® In the literary
tradition, lovers need to express reciprocity: going against this condition allows for a difference
in the overall modulation of the decorous to take place. The character’s investment in the
affective matrix of the event is featured like any other erotic situation, yet the audience is left
without closure. This induces a feeling of niggling doubt to creep into the overall tenor of the
poem. The sattva of this female lover manifests here, but this semblance alters the disposition
by creating a different key. The audience feels this modulation as it inaugurates a new register
incongruous with the cultural expectations and tropes of amorous literature. In this moment,
the back-and-forth of love cannot be returned; there is no oscillation in the responses which
we see with lovers. Without reciprocity, the affect is real but the rasa cannot be the “purely”
decorous matrix of Bharata’s system. Something creeps in that disjoints the entire sequence
unless the audience becomes willing to let this new expression clear its own cultural space.
Crossings like this moment do not have to accepted, but they can be cultivated and dwelled
upon when there is room. Semblances are too similar to be outside the system but different
enough to eschew its taken-for-grantedness. In other words, abhasas put expectations and
audiences into play in the liminal spaces between forms. This gives them their revolutionary
potential at the threshold of what is expected-acceptable and what is fortuitous-ruinous. The
outcome is left “up in the air” until the rasa “falls out” for the audience.

Singabhiipala’s other three varieties of difference-in-similarity for semblances offer
less revolutionary methods of modulating the primary affects. Yet they too are potentially
novel ways for movement of affect to be rhythmically altered. In his second scenario, having
more than one partner of either gender also sets off a change in the dynamics of the decorous.

This altered ensemble affects the composition of the relationship and hence the expectations
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of what could occur, whether two women or two men are vying for a single partner.® In
traditional theorization, the intensity of the rasa is diminished because the event cannot
coalesce around the two in a recognizable fashion. Instead, as Singabhipala writes about
“playboy” characters, there is a difference in the affect (“passion”) being spread between
multiple objects, rather than a kind of “comportment” which they feign.®® However, there are
accepted characters with multiple spouses in traditional Hindu narratives, including Draupadi,
the heroine of the Mahabharata married to the five Pandava brothers. A poet with the talents
to explore her relations and feelings as she rotated among her five husbands could convey a
range of emotions while using a socially accepted narrative context. The possible scenarios
that could develop in their relationship has not been fully explored in Sanskrit drama or poetry
to the best of my knowledge.

The last two options are grounded in hierarchies, which assume that passions cannot
exist in animals despite being figuratively the stuff of which poetic metaphor is built. In the
third scenario, Singabhtipala argues animals cannot engage in human practices of “making

9 <

brilliant,” “purifying,” and “beautifying” themselves which are a requirement in Bharata’s
system for the foundational pervading affects (alambana-vibhavas).®” He explicitly states that
“discernment of propriety” (aucitya-vivekana) is a requirement for the rasa experience, which
animals cannot possess. Yet animals become affective in the poetic tropes that inflect the
overall tenor of the ecologies: would the Ramayana or Kalidasa’s Sakuntala feel different if
not for the deer which incites key episodes of the plot? And for his fourth and final case human
hierarchies emerge. He classifies the “uncultured” as the lowest examples, since they have no

knowledge of the aesthetic apparatus necessary to generate rasa. In his example a “rube” sees

his partner sleeping after having an orgasm and mistakes her for dead. We can see why this
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semblance of the erotic leads naturally to the comic rasa. An imagined opponent objects that
it could still be §rngara, yet Singa claims his opponent is trying to rescue this verse like “a
rutting elephant sinking in the mud!”’% For Singa, the dispositional matrix of each character is
set, with only slight variations allowed. The example of the wife whose husband’s affections
have vanished offers a nuanced form of the decorous rasa which must be a semblance since it
does not fit the other categories of loss (karura-rasa); her husband is alive, nor are they
separated as in vipralambha-srigara since they are estranged.®® In this way, the semblance
reveals something about its dispositional matrix (sattva) which the codes of the traditions could
not predict. Audiences had to be willing to accept novelties and changes, otherwise they would
insist poetic conventions be retained to exacting specifications.*® The unique qualities that
emerge offers a new tenor to the work while only changing a slight detail: the husband’s
passion will never return. The destruction of hope leaves this matrix totally transformed.
Semblances, moreover, are shown to manifest these matrices in novel ways.
Singabhiipala gives us the most direct statement of how sattvas function in the context of drama
to turn real or historic personalities from lived experience or stories into collections of qualities,
rather than particular narratives of their lives.®! Characters are an ecology of “properties” or
“qualities” (gupa). As | showed in chapter one, Abhinava and other reception theorists argued
these abstract the character as a separate function apart from the actor’s physical body.
Moreover, these qualities are material affordances of primordial reality (prakrti-guza) which
endows the world with its energetic contours. Only when audiences can discern these qualities
can the various factors become conditions of this specific event in rasa experiences. Earlier
Singabhtuipala argues that our discernment activates the affects in novel ways: “there is no set

number of distinctions; they are what enable us to register the strong points in the entity in
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question, and are not mutually exclusive either.”% He seems to agree with Bhoja that any set
of qualities can be activated, but that only certain combinations have traditionally been
accepted as the “correct” conditions for their respective rasas. Semblances can reveal these
qualities in visible form, at a remove from habitual experience that offers a way to experiment
with the contours of our perception of the world. In a dramatic moment, | can experience the
goosebumps (romanca, a sattvika-bhava) as positive when a beloved’s side-long glance dances
over a protagonist’s skin; I thrill at the fear when feeling a hidden presence staring at a
character from the shadows; or | am unmoved when | notice the coldness of the air makes a
character in the mountains shiver.®® Each activates a different contour through the same
gesture; by modulating the overall ecology of affects, they can add a single “spice” which gives
a unique flavor to the experience.

In this way art helps to shape life in a ritual manner: as Susan Langer writes in Form
and Feeling, “Life is incoherent unless we give it form.”% Art offers up forms in ongoing
characters, qualities, and dispositions which remain in cultural memory to be accessed and
vitalized as semblances.® Art resonates with the “broken world” of ritualism by attempting to
give coherent frameworks to the chaos of unfiltered experience. Yet these patterns can become
stagnant when taken as proscriptive. This occurred when literary analysis focused on the
formal characteristics of poetic ornament (alamkara), before undergoing a paradigm shift with
the reception school. At times the “decorous” (sy7igara) rasa in particular becomes stale since
it features repetition, patterning, and “the infinite play of iteration” within heteronormative,
cisgender relationships at its core.®® Form can constrain when our temporary dwelling within

it becomes mistaken for permanence. It can open up possibilities from the dis-positioning of
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its own qualities, rendering spaces where novel formations can cross over from the potential
space of sattva into the actual world of performers, audiences, and their cultural assumptions.

Kavikarpaptura’s style is similarly criticized for ritualistic usage of ornamentation to
craft theologically affective forms rather than present them as content-based argumentation.
While it would not be fair to assume all semblances create this set of iterative loops outside of
narrative, they do all activate a “formal play” which takes narrative apart, abstracts its pieces,
and shifts it into a virtual realm where it can be performed, “twice-done,” (anu-krti).*’ If this
process of mimesis is the virtualization of narrative, therefore /ila and abhasa work in tandem
as forms that divorce a willing audience from normal time and space into a novel, emergent
moment. The qualities enter a novel arrangement with only slight tweaks, yet these changes
alter the tradition entirely if accepted. Kavikarnapiira offers theories that these moments can
cross over into supernal experiences as well as reach the heights of mundane feeling. The ritual
theories of the Gaudiya theorists and aestheticians are explicitly concerned with how to achieve
this process in the devotee’s living experience of the divine through the polymorphic matrix of
Krsna.

Sattvas can be broken down into collections of guras, and hence manifested in various
ways through semblances which do not always bring the entirety of each’s respective
assemblage with them. Similarly, Gaudiya theorists adapted rasa frameworks to see /ila as a
soteriological force for change beyond the “dis-semblance” of abhasa. For a non-Vaisnava
audience, Krsna’s dalliance with the untold number of gopis could be considered under
Singabhiipala’s second category of abhdasa (taking more than one partner). When Krsna
appears among them all equally at the rasa-/ila dance, they would view the scene as containing

a semblance of the erotic rasa.®® Gaudiya theologians and aesthetes bypass this more objection
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in two ways. The first involves Krsna’s connection to a specific singular dispositional matrix.
Within him the entirety of affective dispositions and therefore semblances are only created
when directed by the wrong containers or actors in his play (/ila). He manifests different forms
as avataras while himself remaining the same. Second, audience members must become
participants in the process by crossing over through the performer’s gestures into a liminal
phase with Krsna. This requires them to have specific dispositional tendencies deactivated
before they can access his pure disposition onstage. They can only dwell in the proper mood

when their everyday tendencies are dis-oriented.

2.4 Bhava as Mediating Semblance in Kavikarnapiira’s Alamkara-kaustubha

Kavikarpaptra’s theory of rasa in his Alamkara-kaustubha, “Crown Jewel of
Ornaments/Tropes” (1550)%° is a mélange of previous interpretations, straining his aesthetic
forebearers through the sieve of his teacher Srinatha Cakravarti’s theology. Kavikarnapira’s
text focuses on the playwright or poet (kavi) as the source of rasa and hence offers an analysis
of past theories for a working writer. He locates the stabilizing affect of an entire work within
the writer, diverging from both formalist and reception lineages of theorizing. Kavikarnapira
also frames semblances and affects as similarly liminal categories in several ways. He
introduces abhdsa as a liminal category between “worldly” (laukika) rasas of conventional
literature versus the “otherworldly” (alaukika) rasas of devotional literature. Abhdsas
therefore function as an indeterminate or overlapping zone where the various “roles” or
“stages” (bhumika) of affectivity disorient and blur distinctions between these categories. Next,
Kavikarnaptra also adopts a formalist interpretation of bhakti as only a material affect (bhava)
called “adoration.” This bhava as a term of art is incapable of fully developing into a rasa

according to reception theorists such as Mammata in his Kavya-prakasa, “The Light on
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Poetry” (1050).1% While this might seem to limit the range of powerful moods a devotional
poet could use, Kavikarnapira deploys the same commentarial strategies as his predecessors
to expand the range of acceptable stabilizing affects to devotional “adoration.” I argue
Kavikarnaptra links this form of bhava as “adoration” to articulate literary theory to his teacher
Srinatha’s theory of devotional rasa from the commentary on the Bhdgavata-purana. By
joining the two lists of affordances, Kavikarnaptra allows for a set of overlapping realms of
affectivity and devotion which do not have to be mutually present. When the two do exist in
the same work, devotional audiences can have a culturally-sanctioned engagement of the
divine with the intensity of drama. Lastly, | return to the question of why Kavikarnaptra
suggests several “singular” stabilizing affects (sthayi-bhavas) similar to Bhoja’s theories from
chapter one. | contend that he offers bhava as “adoration” for the stabilizing affect of audience
members while rati for Krsna is the stabilizing affect for the playwright and characters. Krsna’s
ability to manifest a proper form for each devotee individually therefore extends into the
affective relation of playwriting. Each of his bodies allows for a polymorphic proliferation of
other affective forms as a latent matrix for the other specific affects to manifest.
Kavikarnaptra commits his text to all previous lineages of literary theory, including
the formalist focus on literary ornaments (alamkara) or tropes as pivotal forms containing rasa.
He borrows from Anandavardhana, Vi$vanatha, Bhoja, and Mammata to a large extent on his
framing of the aesthetic ecology,* but also draws on Vamana’s early theory of styles (riti) to
distinguish his own unique take on the form.1%? Kavikarnapiira’s theory of rasa is therefore
more complex than most. Unlike Riipa Gosvamin’s aesthetic theology, the Alamkara-
kaustubha is also a working text to be used by poets and audiences for literary analysis, rather

than oriented toward developing a religious set of practices (sadhana).'*® He makes this clear
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as his text focuses on what “should be the business (vyavaharapiya) of poetry: sound and
meaning due to its utmost self being rasa, and hence sound and meaning caused by its utmost
self being rasa is the business (vyavaharazna) of poetry.”'%* Rasa infuses the very words and
meaning of a work of art and form its “business” or manner of proceeding and often functions
as the form of “litigation” in a trial.1% Poetry and therefore drama functions for the playwright
as craft with vocal gestures (vacika-abhinaya) as the primary means of conveying the poet’s
meaning. | turn briefly to the general features of Kavikarnapiira’s aesthetic ecology to
understand how his theory diverges from the theorists mentioned in chapter one.

Rembert Lutjeharms argues in his recent study A Vaispava Poet in Early Modern
Bengal that Kavikarnaptira’s aesthetics privileges the stabilizing affect (sthayi-bhava) within
the playwright or poet. Karnapura’s system builds on Bhoja and Visvanatha by locating this
latent matrix as “the bulb from which relish sprouts (@svada-ankura-kanda), as a form
containing rasa latently, that experience in its potential.” He also sees it as belonging virtually
to the audience (samajikata), that is, not as their property but as an abstracted potential that
unfolds alongside their participation in performance. However, Kavikarnapiira adds a key term
that Ripa also deploys to bhdva in his definition of the stabilizing affects: “it is an
indeterminate quality (kascana dharma) of consciousness, possessing a pure, virtual
disposition (suddha-sattvata) free of rajas and tamas.”*°® The Gaudiyas’ theorizing seems to
view the stabilizing affect itself as a dormant property waiting to be particularized in the event.
The sthayi-bhava individual’s affective habits (citta-vrtti) but a pure quality (dharma) of
consciousness itself (cetas), suggesting it permeates the mental strata of a person but goes

beyond individuated bodies.
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From this dispositional matrix, varieties of aesthetic forms can emerge. Kavikarnaptra
demarcates three aesthetic categories to qualify rasas as either “latent” or “patent” (paroksa,
pratyaksa) as well as “ordinary” and “extraordinary” (prakrta, aprakrta). A meditating
principle of “semblance” (abhdsa) occurs when one of the other two categories fails to cohere
due to “impropriety” (anaucitya).’?” Kavikarnapiira assumes a hierarchy based on semblances
encroaching into both domains of theorizing on bhakti: theology and aesthetics, both of which
have their own principles and assumptions.’®® The “manifest” (prakrta) is related to a
divergence between a person’s ego in the material realm while the “unmanifest” (aprakrta)
stands in for the blissful principle of Krsna’s self-disposition (svaripa). This latent aspect for
Kavikarnaptira reaches into the pure disposition (suddha-sattva) undergirding all affects when
Krsna is their principle pervading affect (vibhava). This articulation creates resonances across
disciplines that can’t be reconciled without attention to a third term to mediate them. Sattva
acts as a matrix assembling qualities (guznas) that can be read as “character” in both senses: a
“role” for which an actor plays and the pervasive sense of one’s potential. Kavikarnaptira
attempts to cross over these separate domains:

There is a particular quality of the mind free from volatility and stolidity and endowed

with sensitivity that is the root of the sprout of savoring [quoting the Sahitya-darpana

3.174].1%° The learned call this the stabilizing affect. It is single, but it becomes multiple
given the multiplicity of the objective factors [vibhavas]. And this mental property
belongs to the audience members.*°
Kavikarnaptira here links the sattva as a dispositional matrix to the qualities of primordial
reality (prakrti-guras) but also to Bhoja’s triple-layered expansion of the self-making principle

(ahamkara) as the stabilizing affect. As a citta-vrtti or “mental property” it also functions to

draw in audience members to the character’s affective transformations. This dispositional
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matrix therefore is vital to understanding how Kavikarnapara can reconcile the formal and
reception schools of theory in his synthetic treatment of rasa.

Kavikarpapura’s aesthetic ecology also works to create a lacuna at the center of his
system. If rasa is a potential waiting to be actualized (“the root” that “sprouts”), the aesthetic
conditions do not create it but instead only allow for its semblance to manifest. Each of the
elements “while manifesting rasa are not rasa” (rasa-abhivyakter eva, na tu rasasya), or
belong only to the potential as it appears in performance; they do not belong to any form
essentially. Each trait can be fitted into other affective ecologies. Only as an entire ensemble
can the specific rasa be judged. Since rasa is the self (atmaka) of poetry, it can infuse the
entire corpus of a work (its “sound and sense” being the “body,” sarira). Rasa does not arise
from the words and meaning of a work but instead infuses it with the potential for it to come
alive. Instead, the material conditions create tension by indirectly relating together, fitting into
a kind of geodesic form where they do not touch:

These (pervading affects, vibhavas) and the embracing affects (anubhavas) are not the

causes (karapa) and effects (karya) of rasa. Instead, the pervading affect is the

instrument (karara) of what is to be performed (karya) consisting of the embracing
affect. The fluctuating affect (vyabhicari-bhava) is the accompanying enaction (karin)
of the enclosing affect.!!!
For Kavikarnapira the material cause of rasa is the singular stabilizing affect; its pervading
affects function as efficient cause; and the transformations into particular stabilizing affects
(vikara-visesa) are accidental causes like the colors of a cloth.!*2 He does not argue that these
particular affects always exist in the mind; they appear in appropriate persons who are shaped
by their affective dispositions. Since rasa is always felt to be wondrous (camatkara), though,

this limits its ability to virtually manifest to certain situations of performance: poetry and

drama. The latent disposition or sthayi-bhava, however, does act as a “hook” (grahaka) to pull
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rasas into manifest forms. Similar to Abhinavagupta’s theorization of the extraordinary nature
of rasa. the “virtual rasa” (rasata) can only create a semblance to be felt in this world, being
unworldly (alaukika) in its form. For Kavikarnapira, certain dispositions are only pleasurable
(a key feature of rasa being its ability to be savored) when in virtual form. For example, horror
and disgust (bhayanaka-bibhatsa) would not be acceptable to someone experiencing them
personally and materially in the world but could be felt as semblances of worldly rasas.

Kavikarnapura goes a step further, explicitly claiming that the aesthetic ecology itself
is unreal (krtrima) although it functions as if real (akrtrimavat). The audience is enveloped in
the latent sthayi-bhava with its features as “a special quality of the mind.” It manifests due to
being attuned to the false world of playacting or imagined scenes of poetry, which
Kavikarnapiira calls a “special conviction” (pratyaya-visesa).*3 Since rasa has the virtual
quality (dharmatva) of bliss, it is singular; only its affects (bhava), owing to differences in
limiting adjuncts (upadhi), are multiple. This parallels Bhoja’s formulation from the Syrigara-
prakasa analyzed in chapter one. The limiting adjuncts include the virtual multiplicity
(nanatva) of affects including the traditional list from Bharata of stabilizing affects starting
with rati experienced by characters.!4

The latent sthayi-bhava is different from the traditional list of eight or nine stabilizing
affects since Kavikarnaptra combined multiple perspectives on rasa. The characters’
stabilizing affects are important since they function as dispositions for rasa in the world of the
play. Without a sattva to manifest, the characters cannot relate to one another and cause the
affects to shift forms. Similarly, the audience cannot affect characters directly while being
affected by them: it is a one-way mirror, whereas certain affects such as the decorous (srrigara)

require mutual affective sharing.''® In this manner the affective disposition lies dormant or
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imperceptible (paroksa) in the character (prakrte), while the performance makes it evident
(pratyaksa) or manifest for the audience.''® Each persona in the drama therefore carries with
them a latent disposition which can activate given the proper conditions in performance.
Kavikarnaptra will show this process at work in Act Two and Three as certain forms of the
divine bring out novel identities within the devotees.

Dispositions can only occur in the material gestures of an embodied being during
performance though. How do biavas transition from their latent, potential phase as sattva into
material, manifest forms? Kavikarnaptra refers to characters variously as “those who are to
be imitated” (anukarya) or “those who are to be gestured” (abhineya). Actors are “those who
cause the gestures” (abhinayaka).''” The characters emerge through gesturing with /ila or
semblances as a mediating form between the two. As semblances they are invoked through
abhinaya’s movement, speech, costuming, and dispositions. While the audience members can
stand somewhat at a remove to experience this virtual reserve—as if disembodied or liberated
beings (siddhas) apart from the action—actors function like those liberated while living
(jivanmukta). They continue acting only by the commanding force (vasa) of their proclivities
(samskaras) continuing with the life of the body while experiencing rasa. 8 Hence any actions
they take, like deities, must be play (/ila), or semblances of activity. This allows for a
manifestation of the latent form while still remaining in the virtual space of potentials. When
[ilas transition into abhinaya as gestures, they require the actor to be involved in the “magic”
(maya) of the moment in the drama. Actions can be taken as if they were true while the actor’s
reflective self stands at a remove much like the audience.®

However, Kavikarnaptra argues that both these groups stand at a remove from the

action and one another, with a foot in another world (virtual) while their dispositional matrix
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remains undifferentiated. The characters, unable to peer beyond this distinction, cannot access
a matrix other than through their form-of-life (vrtti), which becomes a stabilizing affect (sthayi-
bhava). When they become “absorbed,” “possessed,” or “invested” by a powerful emotion
(avesa), the emotion overtakes their corporeal form and assumes a place in their bodies.*?° This
prevents novel forms of disposition to emerge, unlike from /ila since the characters are more
limited by their embodied habitual tendencies. Vrttis tend to stabilize behavior over time yet
can express a surprisingly “varied manner” (nana-vidha) of fixed dispositions in a single
corporeal body or form.*?2 Like a stone that retains the history of its formation while still being
chiseled into a miarti, human bodies retain the contours and patterns of their lifetimes as vrttis
engage them over and over. However, these invasive affects are most often the result of ritual
practices. They occur simultaneously with the acting of a separate world onstage or in a
crowded procession, yet do not fit in entirely. The semblances meanwhile reside in multiple
bodies simultaneously. In this way, the characters’ dispositions are a primordial matrix
(prakrti) for each to manifest the latent (paroksa) aspect of their potentials.

Several aesthetic theorists who preceded Kavikarnaptira placed devotion (bhakti) as
merely an affect (bhava). This relegates devotion to a material or lesser status than actual rasas
since it lacks a unique stabilizing affect (sthayi-bhava), rather acting as a permutation on other
affects. For instance Mammata in the Kavya-prakasa—the primary model for Kavikarnapira’s
Alamkara-kaustubha'?>—claims the material dimension of affects prevents devotion from
pervading an entire work of art since it cannot achieve the virtual element of rasa (rasatva)
and therefore can only function as a kind of fluctuating affect in the virtual domain.*?® At best,
commentators such as Visvanatha in his Sahitya-darpana (1350)*?* claim a devotional affect

can tentatively be grasped as the semblance of a rasa (bhava-tad-abhasadayo “pi grhyante) in
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an aesthetic ecology but will fail to take full force due to improprieties.!?® Kavikarnapiira
manages to suppress this feature of impropriety implicit in previous definitions by shifting
devotion from a range of foci for attachments (visaya) to an emphasison the “different
ontological nature of the excitant” among the pervading affects: Krsna.'?® Semblances that
appear from Krsna’ pure disposition cannot be “improper” since they are by nature pure; all
their continual transformations therefore become authorized for a devotionally-inclined
audience.

By focusing on a divine form—uwhich itself is able to multiply, diverge, and create vast
networks of embodied forms pervading from his full dispositional matrix (suddha-sattva)—
Kavikarnaptra can use dramatic techniques and theological tools to demonstrate an affective
hierarchy within the polymorphic matrix of the divine. For instance, each form that deviates
from the prototypical body of the divine (vigraha) becomes uniquely qualified, just as each
modulation of the dispositional matrix takes on its own contours as a stabilizing affect (sthayi-
bhava). In turn, these can flow back into the reservoir of potentials (sattva) which infuse the
divine with new potentials it could not access without articulating to another individuated soul
(jiva). Thus, an avatara such as Narasimha, the “Man-Lion” avatara, returns to the latent pool
of affective forms that others can perceive in Krsna even as he stands atop the hierarchy. This
is why Caitanya, while ostensibly focusing all his attention on Krsna in the affective form as
his own devotee (svayam bhakta ripa) can also be overtaken by the avatara forms, since each
is accessible to the higher form in the hierarchy.'?’ For example, Caitanya’s status is explained
as the full embodiment of Krsna’s reality, his entire “golden domain” (Gaura-dhaman).*?® As
the avatarin, the “possessor of the crossings,” Krsna-Caitanya can access any form’s

affordances and affects as they move from sattva into form as /i/as. Since each is a semblant
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manifestation of his pure dispositional matrix, each is thus part of the well of possibilities
available to him.1?°

These theories derive from Gaudiya readings of the Bhagavata-purana, which was the
key text analyzed in Kavikarnapiira’s lineage by his teacher Srinatha Cakravartin in his
commentary Caitanya-mata-mafijusa. Srinatha’s theory of devotional rasa, unlike other
aesthetic theorists, centers on bhakti by claiming devotion functions as a different style of the
heart (mano-vrtti) which is “knowledge of the worshipable” (Upasyatva-jiiana). The style
layers experience by being placed in conjunction (samyukta) with a stabilizing affect to become
“devotional rasa” or devotion with rasa (sarasa-bhakti). These two do not occur
simultaneously; instead a rhythmic counterpoint occurs as they modulate in turn. One should
see both in devotion with rasa: the bodily members (asga) in latent devotion (bhaktitve) and
the constituents (samagriti) of rasa in latent rasa (rasatve). In devotion devoid of rasa
(nirasa), however, “only the members of devotion are found.”**® Srinatha adapts Mammata’s
definition of bhava as “love is an attachment to a god, etc.” (ratir devadi-visaya bhava) to
make bhava a stabilizing affect.

Srinatha distinguishes between two types of dispositions. One virtual form of devotion
(bhaktatva) becomes manifest due to the influence of time (kala-krta), such as the fearful rasa
when Arjuna sees Krsna’s Visvarapa (“All-Pervading-Form”) in the Bhagavad-gita. This
functions as a contingent form of devotion since it responds to the manifestation of the divinity.
The other form, however, remains particular to the individual as his or her default affective
relation: the individual’s “self-disposition” (svabhavika), which for Arjuna is friendship
(sakhya) with Krsna’s two-armed adult self. These possibilities become manifest since the

stabilizing affect remains latently present even without the aesthetic ecology (vibhavadi-virahe
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‘pi yas tisthati, sa khalu sthayi). In fact, the “surrender” of a manifested form of the divine (the
contingent devotion) becomes absorbed into the self-disposition as Krsna prefers to manifest
according to his devotee’s proclivities. This sthayi-bhava arises as a specialized texture of the
heart (mano-vrtti-visesa) that combines with the arising of the virtual force of rasa (rasatva-
apatti-yogena) but still remains distinct from the ecology as a whole. Devotees carry these
possibilities as permutations of their latent dispositions or performances (vidhanatva):
“Devotion does not have a single rasa, nor does a devotee have one (form of) devotion.
Whatever the devotee’s disposition/performance, that (rasa) is declared as taught by
tradition.”**! Each devotee’s emotional habits (mano-vrtti) therefore are coterminous with their
character or self-disposition and can give rise to unique rasas.

Srinatha’s theorization, like Riipa’s, bifurcates rasa into primary and secondary forms
for the characters of devotional narratives.'®? Srinatha argues the audience is also able to take
in these affects. The “experts in meditation (bhavana) are compared to “those wishing to be
affected” (bhavuka) and those “already affected” (bhavakas) who will “drink the Lordly
rasa/rasa of the Bhagavata, the rasa of the gopis!”'3 The exemplars of this process are the
gopis whose stabilizing affect is “possessiveness” (mamakara, “creating mine”). This
“mineness” develops into the rasa called preman. Srinatha claims this functions differently
from srrgara since it develops by means of “a singular affect” (kevalena hi bhavena) on the
part of the gopzs, which is devoid of desire (kama).'** Preman functions similarly to Bhoja’s
third transformation of ahamkara or the latent syrigara as “passion.” As a dispositional
reservoir, it manifests a svabhava through semblances that only appear to change its essential

nature:
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Partial bliss enters into complete bliss from the self-disposition; thus all rasas certainly

become contained within prema-rasa. All affects, and even all rasas emerge from and

merge back into the dense bliss that is prema-rasa, like waves in the ocean.'®
Srinatha’s imagery and affective matrix will become the basis for Kavikarnapira’s system in
the Alamkara-kaustubha and his hagiographies of Caitanya. However, Kavikarnapira
mentions a different stabilizing affect for preman while assigning possessiveness to “parental
love” (vatsala).!® Instead prema-rasa has “melting of the mental faculty” (citta-drava) as its
foundation.®®” Bhava as a particular affect in the aesthetic ecology of love (rati) becomes hard
to define, since Kavikarnapira uses three different definitions for it.1*

Kavikarnapira follows Bhoja’s universalizing impetus for the individual affects to step
out of their ecological niches and become stabilizing matrices of their own alongside the
delimited form of bhava as “adoration.” Mammata argued first in the Kavya-prakasa that
nirveda, “indifference,” the first of the fluctuating affects (vyabhicari-bhavas), becomes the
stabilizing affect for the peaceful (santa) rasa. Kavikarpaptra follows with Mammata’s
definition of adoration (bhava) as “love in relation to a god, etc.” as a potential stabilizing
affect to develop into its own rasa.'®® Bhava contains its own ecology of affects including a
modified form of nirveda which Kavikarnapiira glosses as “self-loathing” (sva-jugupsa).**°
From this point, adoration can transform when it dwells on Krsna (@sraya) by becoming “ten-
fold” (dasa-vidha) and differentiates into the other stabilizing affects.!** In this manner
Karnapura demonstrates that Mammata’s definition of bhava can function as a sattva or
dispositional matrix. Like Bhoja’s claim that any affect in the ecology can become magnified
into a stabilizing form, Kavikarnapiira uses Mammata’s expansion of indifference to afford

adoration with this same power. In turn, it expands into the other rasas including the peaceful

and parental love
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Later in the Alamkara-kaustubha all rasas take a three-fold form. They may appear
onstage or in a poem as manifest (prakrta), virtual (aprakrta), or in a liminal semblance
(abhasa). This scheme allows Kavikarpapiira to encompass multiple other aesthetic theories
of rasa since the non-worldly (alaukika) definition of rasa only applies to affective foci that
are extraordinary. These foci include Krsna and the gopis in his eternal play (nitya-/ila). On
the other hand, human characters as the pervading zone of affective investments are considered
worldly (laukika). Lastly, abhasas allow modifications of the rules of propriety (aucitya) in
poetic and dramatic conventions to alter the aesthetic ecologies and relations. For instance,
srngara-abhdsa appears when an antagonist loves the protagonist’s beloved; this secondary
transformation accents the primary relationship by opening up the ensemble to alternative
potentials. Rasa’s matrix can support devotion as one modulation while devotional rasa itself
also contains in polymorphic latency: all its differentiated forms retain their unique ontogenetic
force (sakti) as “waves” on the ocean.!%?

With Krsna as its object, Kavikarnapiira further creates a multiplicity of options for
rati, the stabilizing affect that develops into the decorous (syrigara) rasa: “Desire (rati) is a
mental state of delight that inclines one to the enjoyment of pleasure. It comprises three
additional emotions: affection, friendship, and companionship.”**® If this formal hierarchy
identifies common features of these affects, then the common contour can be found in multiple
relationships. Kavikarnaptira seems to have created a variation of the primary loves (mukhya
ratis) in Riipa’s system. Friendship is listed directly, as well as motherly love in the list of
previous stabilizing affects found in Bhoja. Moreover, indirect forms of relation that have no
kinship tied to them such as acquaintances through a spouse are recognized, along with a

relation of primary to secondary figures that resembles the mood of servitude (dasya). And
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lastly, bhava as “adoration for a deity,” Kavikarnapiira is given as a subsidiary of rati.** This
might seem confusing as both appeared as the singular latent matrix, but it also makes sense if
placed alongside Rupa Gosvamins’s bifurcation of sadhana practices into “scriptural”
(vaidhika) and “passionate imitation” (raganuga).**® The commentary claims that this applies
mostly to Krsna as “the supreme lord (I$vara), who is characterized by such traits as
omnipresence.”'*® Yet Kavikarnapiira states that adoration also functions to open the way
toward the pure love (preman) at the heart of Krsna’s opposite pole: madhurya.
Kavikarnaptra’s theory aligns affects with the two modes Krsna employs for
manifesting his presence to devotees: “magisterial” (aisvarya) and “sweet” (madhurya). These
various modes are only invoked because of limitations within the disposition of the devotee:
“Because rasa consists only of bliss, it must be singular; it is in fact that one stable emotion.
Rasa seems to be multiple only because of the multiplicity of its conditioning factors, which
are desire, amusement, grief, and so on.”**” The layering and unfolding of affective textures
creates a zone of indistinction within Kavikarnapiira and Srinatha’s theories that can be read
in different ways. In one option, they allow for an ecumenical approach to relations with the
divine to multiply under a banner of stemming from a single dispositional matrix. This
undifferentiated sattva is always present in the aesthetic ecology within its parts and can only
be recognized through them. “Adoration” (bhava) functions as this matrix since all other forms
require an emptying of the contingent affects to reach one’s svabhava in relation to Krsnpa. In
the other direction, the force of love (preman) subsumes other affects and creates a hierarchy
which constantly modulate from its singular matrix like waves on the ocean. Preman takes
various forms such as decorous love (srigara), parental love (vatsala), or other “partial

fragments of bliss” (khanda-ananda) which are likened to “limbs” (ariga) of a whole body
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(angin).}*® If every manifestation of affect is merely a modulation of this all-encompassing
love, each nevertheless resonates with a self-disposition (svabhava) that colors the experience.

| argue these two approaches are due to Kavikarnapiira’s starting point of analysis.
Bhava as “adoration” functions as the singular matrix for audience members of Gaudiya poetry
and dramas since they require a basic quality of “self-disgust.” This is the prerequisite
(adhikara) necessary to gain access to Krsna’s /ilas. Any remaining self-interest must be
extirpated to activate the pure disposition in performance. Even the story of the gopis in the
rasa-lila episode of the Bhagavata-purana shows that their pride (abhimana) renders them
unable to experience Krsna fully. Only after they move through gestures into /i/as in his
absence can they “memorialize” (smarazna) their feelings into a virtual form.**® Then they
finally approach Krsna’s latent side via longing-in-separation (viraha) in order to access his
pure disposition once more. At that point, he appears to them and thanks them for achieving
the impossible.*®® Bhava in Kavikarnapiira’s adaptation of Mammata therefore functions to
link the laukika and self-evident (pratyaksa) world of everyday life to the alaukika and
unmanifest (paroksa) of the divine. Preman on the other hand starts from the experience of the
divine and unfurls itself as “crossing-downs” (avataras) from its pure dispositional matrix into
semblances. These can manifest a range of potential forms as each fits the particular devotee’s
svabhava and manifests in /ilas. The divine can then fashion gestures as his maya-sakti sets
the scene by taking refuge in his own illusory power.***Analogously, these two positions can
also fit the starting point of audiences (“adoration”) and performers (preman) to the process of
connecting in a performance. They can meet due to the semblant back-and-forth motion of the
affects as they modulate, which is part of play’s affordance as /ila. In this way, bhava functions

to mediate the two dramaturgical poles of performance. Certain affects also function as
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singular dispositions, awarding qualities that color the entire ensemble of bAavas. Out of all
the rasas, however, the awesome (adbhuta) seems to have the most polymorphic priority for
Kavikarnapiira since it gives the others rasas a “wow-factor” (camat-kara) affordance.?
However, Kavikarnaptira suggests that bhava instead functions due to the focus of its object.
Formal semblances complicate this picture since they modulate the stabilizing affects like a
minor chord modulating a major key.*®3

Kavikarnapiira goes into greater length on the “social impropriety” that give rise to
formal semblances of rasa. These are subdivided into three kinds: “commonly acknowledged,
artificial, and axiomatic.”*®* Two characters who have a relationship that becomes impossible
to maintain have a “socially acknowledged” semblance of rasa. Kavikarpapura claims this
failed romance usually enhances the main rasa (i.e. relationship), including that between
Sisupala and Rukmini, which makes her love Krsna all the more in the Mahabharata.*>® The
second variety is created “artificially” when characters attempt to steer one another’s motives
through deception and “mind-games”—such as disguising themselves as others to influence
their paramours—rather than allowing the affects to engender themselves in due course.**® The
“axiomatic” version of semblance is directly caused by impropriety, a principle that
Kavikarnapiira illustrates with the example of a woman having multiple lovers.™’
Kavikarnaptira's tripartite structure encompasses examples such as Singhabhiipala’s heroine
for the “commonly acknowledged,” the theatricality of contingent forms of affectivity seen in
the situations that deviate from a svabhava response, and the socially stigmatized behavior that
hierarchies afford the privileged but prohibit among subalterns. Kavikarnapiira seems to rank

these three types in order of potential for change: axiomatic abhasa is most likely to succeed

for a cultured audience member, with the possibility of inciting change to the system overall.
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Artificial abhdasa tends to only work for a scene while axiomatic abhasas reinforce hierarchies
of difference.

These semblances, however, work on affordances among ordinary rasas in strictly
literary texts. The rules of laukika ecologies do not necessarily apply to alaukika forms, hence
the outcome of /ilas cannot be anticipated.’®® Extraordinary rasa, which is specifically
Caitanya-Vaisnava in orientation, entails that married women do in fact consort with the deity,
an axiomatic abhasa in Kavikarnapiira’s system. Gaudiya theorists allayed this issue using the
Bhagavata-purana’s narrative. Before the events of the rasa-lila, the gopis of Vraja never
interacted with their husbands. The men only interacted with shadow-simulacra (chaya)
created through Krsna’s power of illusion (lilamaya) which sets the stage for the rasa-lila’s
five-chapter structure as well.*® Illusion engages the divine in this moment to take
polymorphic shape for his devotees while /zla helps them access his pure disposition through
viraha. Hence extraordinary rasas all seem to congregate in this virtual side of affectivity since
play shifts back-and-forth between forms.

The alaukika affordances of affectivity carry over from the divine into the mundane
world through bhava. For example, Kavikarnaptira seems to be invoking Visvanatha’s Sahitya-
darpanra by claiming every aesthetic experience has an element of the fantastic rasa (adbhuta)
as a prerequisite, which leads to “a special kind of apprehension separate from any that can be
said to be either true, false, doubtful, or similar.”'® These require latent aspects of a person’s
or character’s disposition, since only some can manifest at a sSingular moment in a performance
while many remain latently possible.*6! Characters retain the latent forms of rasas in plays and
poetry, since they are not immediately visible as such. For instance, Kavikarnapiira claims

Krsna as a character’s heroic (virya) rasa is latent while it becomes patent for the audience
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savoring it.1®2 In this way, characters have to bear the virtual latency of affect in a seed form,
which then becomes a “sprout” when carried over to the audience members’ heart.'6?
Lokanatha Cakravartin’s 1690 commentary (vyakhya) on the Alamkara-kaustubha takes this a
step further by arguing that the semblances of Krsna’s play are latent (/ilas) and “occluded
from our view” despite their eternal continuance in Vraja. The audience’s stabilizing affect
manifests the play and becomes a way of activating the latency in a material form in a
borderline between hidden and visible.*%* A semblance rides this wave of virtuality as it cuts
into the actual.*®®

Kavikarpaptura mediates the worldly and non-worldly sides of rasa with the stabilizing
affect of bhava, the “adoration for a deity.” It engenders and “sprouts” into bhakti-rasa, or the
devotional mood, which he claims can also fuse with the other ten rasas to provide infusions
of various affects into the relationship.*®® As a separate mood, “adoration” simultaneously can
transform affects in the ordinary matrix of rasa to the extraordinary for audiences. That does
not mean the extraordinary is the only set of rasas, however. While Kavikarnapiira does place
the stabilizing affect colored by a “pure disposition” (suddha-sattva) at the foundation of all
aesthetic experience, certain worldly affects that other Gaudiyas deem “disgusting” can still be
savored as rasas.’®” However, Kavikarnapiira claims that certain rasas are impossible as
aesthetic experiences since they carry affective valences regardless of whether they unfold as
material or non-material. Disgust (bibhatsa), for example, cannot be a material rasa since the
audience needs to be at a remove from it to experience it as pleasurable. Only when the actor’s
process (nasa-vyapara) is transforms disgust into bliss can an audience savor it.1%® Krsna’s
presence in any scene gives it its non-worldly character as play (/ila), turning even this affective

matrix into “self-disgust” (sva-jugupsa). The process of performance introduces the semblant
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aspect to the audience which can make these objectionable affects enjoyable while maintaining
the intensity of their ordinary textures. The semblances afford the disorientation seen in
Caitanya’s own life events as a “course” (carita) that carries affective currents to the larger set
of relations he engendered. As a well of possibilities for the divine pure disposition, Caitanya
allowed the force of his affectivity to wash over others in relation with him. Dwelling on his
form, like that of Krsna, therefore allows one to experience the powerful emotive force of his

full disposition.

2.5 Metatheatrical Lilas: Audiences and Actors in Play

Kavikarnapiira’s play creates scenarios where this dwelling can manifest Vrndavana
through the entangled affective bodies of its performers. This process reorients the now
scrambled audience members toward the liminal spaces where worlds overlap. In this new
space, the religious leader enters with his followers and starts a new dramatic event as Viraga
and Bhakti depart the stage. | argue that audiences’ expectations and proclivities (vasanas)
function to shape this encounter as the divine’s pure matrix shifts forms to adjust to the
contours of their needs. I shall examine this section closely as previous translators have ignored
the performative style of Kavikarnaptra’s writing. His devotional disposition infuses not only
the content of the characters’ dialogue but also the style and moods in which they speak. In
fact, Caitanya creates a scenario for his devotee Advaita much like Sarbadhikary’s informants
wish to experience. Advaita is gifted with “affective eyes” (bhava-caksus) to see his guru’s
divine form. Yet Kavikarnaptra’s choice of humorous tone and punning language suggests
that the community views this as a crisis rather than a blessing. The devotees cannot reconcile
which vision of their leader is the “true” one and have to create their own criterion to determine

the proper form of their devotion. Should the living figure before them be the object of their
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veneration, or the deity as imagined and depicted in various media? Are the ordinary ties to a
human body preferable or the supernatural body of a multi-armed deity for developing
devotion? Can they both be seen in the same figure?

While Kavikarnapiira suggests that the two overlap considerably, I argue he sides with
the human equation. He favors the historical Caitanya as the identity of their leader over the
eternal Krsna of the Bhagavata. This also seems to match the Gaudiyas in Bengal who also
prefer Caitanya’s birthplace to Krsna’s in Uttar Pradesh. This suggests that the ensemble also
includes both actors and audience members in the shared semblance of a performance event.
Hence, | argue that due to Krsna’s pure disposition (suddha-sattva), he can manifest any form
in order to create the most intense affective experience in a specific audience. | shall argue in
the concluding section that Kavikarnapira therefore suggests the everyday world is the “role”
in which we play while the divine drama is the uninhibited arena of our self-dispositions.

First, I should return to the discussion of semblances as locative. How does Karnapura
progress from ordinary (laukika) locations to the extraordinary (alaukika)? Both performers
and audiences have to learn how to dwell in Vrndavana, since its virtual, eternal side is sealed
off. Poets, theologians, scholars, and visionaries worked sometimes in tandem, at other times
at cross purposes, to shape perceptions over this eternal /zla when it comes to Krsna. As a
matrix for potential visions, the cultural and social obstacles are frequently overcome when
entire communities accept their places as liminal spots for the overlapping of worlds. These
places include Braj in Uttar Pradesh and Nabadwip in West Bengal. Each locale’s history
contributes to the affective well that make up what the hidden (gupta) Vrndavana could be.

The spectrum of affect embedding participants in its reality links these two physical

locations to the semblant spaces that “jump out” from them. In Bengal, Sarbadhikary’s
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informants told her that becoming engaged in the imagination of these places there since the
manas is a “potential gupta-Vrindavan, a Ras-stage.”'®® The heart and mind are not
distinguished in the body. The devotee’s affective body acts as a stage/level (bhiimi) which
coalesces as affects create space amidst the everyday concerns of life. Before reaching this
point, the injunction practices (vaidhi-bhakti) clear the space, and induce a mind favorable to
savoring the rasas.!’® As an emergent property of performance, however, this space cannot be
located within an individual’s heart alone. The stage has to spontaneously occur before
raganuga-bhakti can manifest as the “following of the passions” leads one to this
performance.l”™ At times the agency of the landscape, other creatures, and even invisible
beings seems to take over that of human actors. The /i/a oscillates not only between worlds but
across a spectrum of performers as well. Even a “singular” person has a doubled agency: one’s
guru helps to reveal a hidden relationship between a devotee’s self-disposition (svabhava) and
a sattva in the eternal /ila. During performances, this also unites the event of a performance
ensemble and can encourage anyone to participate. People will feel drawn toward one of the
two poles of affectivity, which manifest in various transitional phases before approaching a
shared semblance. The first pole appears as an audience, which can respond receptively or
choose not to attend. The opposite end appears as the expressive potential manifesting as the
semblance having its own “will” as characters take over from the actors. In this way, it is truly
a “play” (lila), a back-and-forth movement with the body mediating as the site of affective
dwelling.1"2

The two levels are complicated in one another: timeless truth would be inaccessible
without historical form. Hence the Gaudiya community’s ongoing hagiographic projects take

Caitanya’s factual history as a jumping off point for affective dwelling.!”® For instance, in the

132



magisterial account accepted by the community in Krsnadasa Kaviraja’s Caitanya-caritamrta,
his “course” of life (carita) is dedicated to creating rituals and moments revealing links
between devotees in the community who had deeper identities in an ongoing storyline. These
include the characters of Kavikarnapira’s play (Vi§vambhara, Suci, Srivasa, Advaita,
Nityananda prominently in Act Two). Kavikarnapira elaborates on their “hidden” sattvas
explicitly in the framework of his genealogy, the Gaura-ganoddesa-dipika. Other Gaudiya
authors created accounts of historical figures due to their own affective ligatures to the events
in Caitanya’s life. These accounts continue to resonate with bhava across temporal distance,
allowing for the longing-in-separation (viraha) at the heart of the commemorative project to
be relished fully as “ligaments” connecting historical reality to potential variations.!’* Gaudiya
authors are not writing fiction—the carita genre instead records the “true” nature of the
founder’s life as an “ambrosial” (amyta) history. The text envisions Caitanya’s life as an
affective history of prema-rasa becoming accessible in the Kali-yuga. It is the history of
Caitanya’s engagement in time that drives the force of his /i/a as they hope their audiences will
feel it themselves.1" Like waves on an ocean, this movement of tidal force surges to wash over
an audience in other temporalities than those of the characters. As arbiters of a historical sense
of taste, likewise, Gaudiya theologians and aesthetes had to discern the propriety of poetic
ornamentation as well as doctrine to modulate this experience for the right mood. The
experience of prema-rasa becomes impossible if the “tools” of poetics are not applied
correctly.’® This requires an audience knowledgeable in the rules of poetry and drama to
recognize the playwright’s affective goals.

The Gaudtyas do not always exactly map the relationship between Caitanya and Krsna;

the two identities are permeable at times between the latent and historical forms of bodies. This
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confusion deliberately disorients audience expectations and thrills devotees when they find
novel configurations of resemblance. Kavikarnapira’s particular genius is that all of his
theological and aesthetic works revel in the /ila or playful aspect of Krsna’s deluding power of
maya-sakti, which shifts identities constantly and renders us unable to experience the world as
we habitually experience it. Instead, audiences are constantly affected by the forces around
them. Kavikarnaptura’s knowledge of the truth (tattva) behind this shimmering, fluid web or
net of illusions reveals the world is one of Krsna’s forms. Hence the material world partakes
of the polymorphic nature of the ultimate reality. If Krsna is the dispositional matrix—as he
argues similarly to Ripa Gosvamin—for this affective body of the world in which we dwell,
then audience members can also access this hidden reality only by modulating the semblances
it creates in playful profusion for them. Kavikarnapiira’s ingenious theory reveals these truths
by linking the semblances to the dispositional matrices of key figures in the Gaudiya
community.

Affects take form for Kavikarnapiira in the associates of Caitanya, including his own
father, whom he calls “an embodiment (sarira) of the most merciful Gauracandra’s rasa of
love (prapaya-rasa)” in the Caitanya-caritamrta-mahdkavya.t’’ From the central hub of
Bengal, Kavikarnaptra and his family interacted with the Vrndavana community as well as the
Orissan Gaudiyas as they led the pilgrimage to Puri every year. Rembert Lutjeharms links the
ecumenical spirit found in Kavikarnaptra’s approach in a theological “family tree,” Gaura-
ganoddesa-dipika. In it, Kavikarnapira lays out a particular mood or spirit to each group’s
disposition toward Caitanya and sees each as coequal branches on the “tree of bhakti.”1’® This
affective history of the community potentially stemmed from its discrete shoots across northern

and eastern India, which grew into numerous factions with different standards of practice.
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The main affect spurring Kavikarnapiira’s writing was the love-in-separation (viraha)
after Caitanya’s passing. During Kavikarnaptra’s lifetime the political struggle over Bengal
between Mughal and Afghan forces made life uncertain after Caitanya’s passing in 1533.17°
The impetus was therefore on finding ways of linking the overall feeling of the guru’s presence
to an ever-expanding network of persons and locales without direct access to his form or a
personal memory of his lifetime. Kavikarnaptira must have seen people much like King
Prataparudra in Act One as the future of his lineage. The play itself therefore functions as one
way to articulate the community’s early history for future memorialization (smarana).
Lutjeharms places the composition of the Caitanya-candrodaya-naraka in 1572 when
Kavikarnaptira was in his fifties,®° and the Gaura-ganoddesa-dipika must have been written
afterwards around 1576.%8! Why was memorialization necessary for the historical Caitanya
though if Kavikarnaptira and his fellow devotees could cherish their memories of their leader?
The community’s grief at losing their beloved lord took his example of separated, exuberant
dancing and singing of the name (samkirtana) as models for dealing with this loss.
Kavikarnapiira himself seems worried about his text’s reception after those others who had
known the master left the world as well. 182 In the Caitanya-candrodaya, Kavikarnapiira thus
attempts to stabilize these memories as semblances into a well of possibilities that can last
outside of individual consciousness for later members of the group. He worries that without a
way to materialize and perform these affects, the relationship and intensity of Caitanya’s
presence will gradually disappear from the world.

Caitanya himself was also seen in Kavikarnaptira’s work as one aspect of the “tree of
devotion” among several interrelated persons in the ensemble. In Act One of the Caitanya-

candrodaya, Kavikarnaptra has two allegorical figures at war with the bhaktas: Kali and
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Adharma. These two symbolize the forces of entropy and irreligious or amoral behavior. Kali
worries that Caitanya has not arrived alone but is preceded by a multitude of his “dear
associates” (priya-parsada). These attendants are the Vraja-loka or “eternal” people that attend
to Krsna’s play:
Advaita, the best of spiritual guides, most exalted of the followers of the Bhagavan, is
the visible dwelling (dhama) of Sambhava, Siva. The renunciant Nityananda, whose
glory is celebrated throughout the world, is who (is the dwelling of) Samkarsana,
Balarama. The distinguishing mark (tilaka) of the brahmin clan named Srivasa—who
is accompanied by the brothers Srikanta and Sripati who conquer with Rama—is the
fierce energy (tejas) of the sage Narada himself!
Acaryaratna, Haridasa, Murari, Gangadasa, Gadadhara Pandita, Vidyanidhi and many
others; Vasudevacarya, the devotees headed by Mukunda and others; Vakres$vara,
Nrsimha, Suklambara, Damodara, Sankara, and Jagadananda situated at their head: this
host (gana) of devotees are reservoirs of divine love (prema-aspada), connoisseurs
(rasikas) of the delightful dances of various affects (nana-bhava-vilasa-lasya), are his
friends since childhood. This host has come to earth (bhiimi) to save the world.*8
Kavikarnaptira enumerates additional devotees than those who appear in Act Two and Three
but all are part of this host of followers (gaza) who supported someone since his childhood. |
argue this reference to childhood (balya) suggests Krsna since many of these devotees did not
appear in Caitanya’s historical lifetime until he was an adult. Their characteristics are that they
possess the potential dispositions for preman (as wells of possibilities, aspada), have relished
the various affects of the divine as graceful dances and pastimes (/asya and vilasa) or as a
particularly charming dance (vild@sa-lasya). Lastly, while starting with the “dwelling”
(dhaman) of Siva as Advaita, they each bring some force or power to the physical stage of the
world (bhumi). This suggests that they cross-down onto the world (avatara) alongside the
hidden reality.

Kavikarnapiira later extends this idea in his Gaura-ganoddesa-dipika written several

years after the play. Certain key dispositions match those he enumerates in the Caitanya-
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candrodaya. In his explanation of the pafica-tattva doctrine of “five truths,” the presence of
the divine in the world as a force of devotional affectivity requires its dispositional matrix to
take a polymorphic form. As in his drama, the affective semblances manifest themselves to
reveal the suddha-sattva of Krsna. This pure disposition undergirds reality itself but requires
an activation of its latent potentials or sakzis to influence the material world. Krsna is said to
be the “sole element” yet he takes form as five distinct elements: “Those who are different
from Krsna, must in this situation be considered non-different from Krsna, because by Krsna’s
own iccha-sakti (will-potential) such identities have been brought about.”'8 In this text the
stabilizing affect that manifests from the dispositional matrix is dasya-bhava, and each of the
forms Krsna takes is a matrix (sattva) and a historical person (bhakta) that modulates from this
“service relation:”
| make obeisance to Krsna Caitanya, who is the first (tattva), the essential form of a
devotee (svayam bhakta riipa); the second is the self-disposition of the devotee (bhakta
svarupa); the third is the form of the devotee as a crossing to earth (bhaktavatara riupa);
the fourth constitutes the group of devotees (bhakta); while the fifth is the potential of
devotion (bhakti sakti). These five principles constitute the self-disposition of Krsna
Caitanya...he who was Nandananandana (Krsna) has assumed the form of the devotee
Gauracandra; he who was Halayudha (Balarama) has assumed the form of the devotee
Nityananda; he who was Sadasiva has the crossing-form of the proper devotee
(bhaktavatara) Advaitacarya; Srivasa and the rest of the many followers have taken the
forms of the devotees (bhakta); and the great brahmana Gadadhara Pandita has
assumed the figure of the potential of devotional love (bhakti Sakti).*®®
Kavikarnaptira’s equivalencies were developed over time and came from within the
community.*® This was not a deliberate self-creation for devotees but a communal unveiling
of relations that created an ensemble of the group’s myriad moods and relations to Caitanya

and Krsna. Like the “wish-fulfilling tree” (kalpa-druma) of Act One, the ensemble emerges as

a single form that spans multiple corporeal bodies and epochs.
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Each of the five tattvas contributed a set of hierarchical affects, with Caitanya being
the first emanation of the disposition prior to the others and containing them all. Each of his
followers meanwhile developed separate moods which could be expressed and diffused to their
disciples to enable them to develop identities continuing their relational affects to his virtual
side as Krsna. For instance, Nityananda related to Caitanya in the friendly affect (sakhya
bhava). This revealed his eternal sattva as Krsna’s brother Balarama, the “Plow-Bearer,” who
was equally mischievous and assumed the same bhava.*®’ The discovery of this hidden identity
rendered Nityananda the historical embodiment for the timeless semblance, making him and
Caitanya effectively equals (either as brothers or friends). Nityananda himself was the branch
to his individual followers, who are visualized as “leaves” that took on Balarama’s traits and
qualities. In Nityananda’s lineage, their eternal /i/a identities are gopas, the young friends who
tended the cows of Vraja, and hence in rituals his followers all wore the clothes of cowherds
(gopalas). This allowed their habitual tendencies to be overridden by their semblant identities
as their costumes shaped their embodied experiences of the world.*%

Each of the historical companions was seen in reverse as a semblance of the eternal
personas of Krsna’s associates in the ongoing play of phenomenal reality (nitya-/iia). This
connection between historical persons and eternal associates (parsadas) reveals why
Kavikarpaptira can claim “those who performed the eternal sports in the company of
Visvambhara were the greatest of Vaisnavas,” for they lived in Caitanya’s historical birthplace
in Bengal, Nabadwip, as opposed to Krsna’s birthplace in historical Braj.® The two places,
seemingly separated by an entire historical epoch (yuga), are semblance and matrix,
respectively active/manifested and hidden/latent: “Glory be to the most wonderful and majestic

Navadvipa, which is Vrndavana for those knowledgeable of rasa.”'®® Kavikarnapiira’s
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affective ligature encompasses both historical locations as semblances of the eternal /ila—just
as Caitanya encompasses the semblances of his fellows in the pafica-tattva theory.
Additionally, by linking historical persons to eternal characters, affect appears most fully as a
relation. These two places as “dwellings” (dhamans) allow Caitanya-Krsna to fully manifest
in the historical world through a material base in the embodied presence of his followers. One
can go to Braj or Nabadwipa to experience Krsna, since both access the gupta-Vrndavana.
Each then becomes a crossing point for the divine to reach down into the historical world and
affect the devotees as audiences.

However, not all audiences had similar tastes. In order to be drawn into this series of
plays, therefore, Caitanya had to find the right “keys” to particular devotee’s bodies through
the affective matrix of each relation. In this connection, Riipa Gosvamin’s aesthetic theology
and Kavikarnapira’s devotional aesthetics both use bhava as “relation” rather than “emotion.”
Caitanya was not just overwhelmed by his particular emotions. He experienced the entire realm
of Vraja appearing before his very eyes in all its splendor with attendant features and living
beings: people, animals, plants, and spirits. To call one of them “divine” over and against the
other does a disservice to this experience, since the vines on the ground and the dirt itself were
seen as spiritually empowering. The “ground” (bhizmi) becomes the stage where these relations
can be played out as each person takes on a role or “guise” (bhimika).'®* The semblances
overtake audience’s normal perception as dramatic illusion (maya) creates a world that jumps
out from the material one of the senses. Identity becomes not only obscured by this layering of
the theatrical illusion but likewise shaped, redirected, and “fashioned” anew (\/md, “to make).

Kavikarnapiira’s mentor Srinatha argues in his commentary on the Bhdgavata-purana

that affective knowledge of the divine is tempered and shaped by the proclivities within the
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individual receptors of the Vedas, who filtered its meaning due to their innate predispositions
(vasanas).*®> Among the characters of the Caitanya-candrodaya, the Vedanta scholar
Sarvabhauma and his conversion in Act Five reveals how this process works. Kavikarnaptra
stresses how Sarvabhauma becomes converted to Caitanya’s cause by manifesting
dispositional affects: “Emotion and grace, not intellectual argument, led to his devotional
awakening.”'®® While arguing with Caitanya using theories from rhetoric and scripture fails to
convince either side, the Vedantin becomes deeply moved after several days in the leader’s
presence. At this point, the scholar becomes a fountainhead for Puranic citations in support of
the Gaudiya positions. Sarvabhauma argues using citations from the Hayasirsa Paficaratra
that bliss occurs in both bodied (mirta) and unembodied forms (amiirta). It follows that Krsna
can be the supreme bliss since his vigraha acts as the embodied “foundation of the
unembodied.”*®* His argument therefore implies that favoring the unembodied is a result of
how one’s dispositional strata (vasandas) color one’s preference for viewing one or the other as
more foundational:1%
Those satisfied in the self attempt to almost silence their senses, but those satisfied in
Love want to fully immerse themselves only in the form of the Lord (premarama api
bhagavato riupamatraika-magnah). 1f they become situated in their own bliss, how are
they then different from God? Ah, I see! The Lord’s bliss is dependent, the living being
is dependent on bliss.
Kavikarnaptira claims that this blissful embodied form is without material traits (nirguza) but
acts as a singular reservoir of pure qualities (purya-guna-eka-nidhi).*®” The dispositional
matrix of the divine, while unmanifested, manifests forms in order to draw in beings based on
the karmic tendencies swirling within their individual matrices. This reveals a range of forms
which the Gosvamins call /ilG-avataras that can appear indefinitely from the matrix of

Krsna.'%
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Other Gaudiya theorists tend to see these forms ranked according to gradations of
affective potential (sakti). For instance, Riipa Gosvamin divides this group into a structured
hierarchy based on resemblance to Krsna’s vigraha or “undivided” form (svayam ripa). This
creates a structure based on resemblance to the prototype of Krsna as Gopala at its center. Half
of the categories include “portions” (amsa) of Krsna’s own power manifesting as these forms,
while others are divine beings who he “enters” or “invests” (@vesa) with power briefly.'*® The
Bengali Gaudiya aesthetes work on a similar principle of hierarchy within Krsna’s
polymorphic form. Citing Srinatha’s arguments from the Bhagavata-purana, Kavikarnapira
claims that the supreme lord can manifest a four-armed form when he so desires, but his innate
disposition (svabhavika) contains a two-armed form (dvibhujatva).?®

Kavikarpapura’s play returns to these two forms of the divine in the following scene of
Act Two. Viraga and Bhaktidevi begin to depart from Caitanya’s new homeland. Answering
Dispassion’s third question, “Will he be my shelter? (asraya),” she replies: “Yes, He is Bliss,
he is embodied, pervading and in a delimited form as well (vyapr ca tatha paricchinah),
engaged in such eternal delights, Bhagavan will be the shelter of dispassion.”?’! Caitanya is
paired with Krsna as the Bhagavan—the divine matrix that takes a form and exist as bliss—
and hence he transmits his pure affective delight. Caitanya appears directly as the disposition
of Krsna himself, simultaneously pervading the universe and all its forms, while taking one
particularized semblance that appears to be “cut off” (pari-Vchid) from the rest. Paradoxically,
the passionate aspect of the divine allows space for Dispassion.?? Kavikarnapiira leaves the
exact nature of Caitanya’s relationship to Krsna indeterminate. How are the two personas
related in the drama? Which is the pervading force, which is embodied, and if “cut off” and

delimited, do they still share a kinship?
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2.6 Affective Dwelling (Dhaman) and Embodying the Ensemble

Kavikarpapura’s ten-act play (nataka) “The Arising of the Moon of Caitanya” is
likewise a liminal zone for the divine to cross down into the material world and a place for
dwelling on the relation of devotees to the divine to happen. | first examine how Kavikarnaptra
gained his name and became a central figure of devotional poetry and drama for Gaudiyas.
Next, | argue Kavikarnaptra continues his project of linking the ordinary and extraordinary
through the characters of his drama to their latent dispositions in Krsna’s eternal play (nitya-
l7l@). He charts these relationships in a devotional genealogy called the Gaura-garnoddesa-
dipika, “The Lamp Elucidating the Company of the Golden/Fair One” (1576) completed after
the Caitanya-candrodaya.?®® | argue that Kavikarnapiira’s play is an act of memorialization
(smarara) common as a practice among Gaudiyas to develop links with Krsna. As smarara,
Kavikarnaptira’s play participates in the rituals of dedicated attention and dwelling on religious
figures in tandem with the labor as a sadhana.?®* 1 argue that this affective labor allows the
performative gestures (abhinaya) of the actors to “reveal” a hidden dimension of the landscape
where Caitanya and Krsna both dwelled. This “domain” is the dwelling or location (dhaman)
in which religious experience occurs. Act Two begins with a depiction of the religious
landscape of sadhanas by the virtue-character Viraga, “Dispassion,” as he prepares the way
for another, Bhakti. The two sattvas reconcile this turn to practice by revealing Bengal to be
the current affective hub of both salvific and devotional practice due to Caitanya’s presence in
the landscape.

However, he himself also is affected by Krsna’s latent presence in the landscape as it
continually reveals itself to him as Vrndavana, the forest of Krsna’s childhood narrated in the

Bhagavata-purana. Bhakti and Viraga eventually migrate to a religious text extolling the
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virtues of this text and the historical area said to be the location of Vrndavana, yet this text
completely ignores Bengal. I therefore turn to Sukanya Sarbadhikary’s ethnography into
Caitanya’s birthplace in West Bengal, Nabadwip. Religious practitioners from multiple
communities practice there to reveal the “hidden” (gupta) realm of Vrndavana. I argue that the
meditative and dramatic performances of Gaudiyas mutually participate in memorializing
Caitanya while creating a topographical overlap between Bengal and Vrndavana, manifest and
unmanifest. Just as Kavikarnapiira’s bhava of “adoration” creates a liminal zone of feeling,
practices that align an audience with Caitanya’s dhaman allow for an affective dwelling where
worlds overlap and dis-orient expectations. The body becomes one such location, acting as a
“stage” (bhumika) for the characters of the eternal drama to unfold before the self. Hence the
landscape allows one to enter into semblances as part of the affective ecology appearing in an
ensemble.

Kavikarnapiira’s play follows the Gaudiya leader through his early career starting in
Bengal and through his perambulating pilgrimages throughout India. The devotees who were
inspired by him congregated around important places in the course of his lifetime, passing
along his bhavas to others. The poet’s circle of associates therefore were heavily invested in
the Gaudiya communities’ different views on their inspired leader, which caused a natural
curiosity to explore his life in hagiographies.?®® Kavikarnapiira himself claims his theological
ideas came from “imbibing his teacher’s mood” in this lineage. Srinatha Cakravarti lived in
the poet’s hometown of Kumarahatta where he installed and worshipped a form (mirti) he
called Krsnadeva.?®® Kavikarnapira likewise mentions his father Sivananda Sena as
inspiration. Sena was a wealthy patron of the community who financed and led the annual

pilgrimage of the Bengali devotees to visit Caitanya in Puri, Orissa alongside devotees from
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the Braj region.?” Kavikarnapiira was born Paramanandadasa, Sivananda’s youngest of three
sons, sometime around 1524 CE. A friend of the family, Raghunathadasa Gosvami lived with
Caitanya in Puri during his later years and most likely contributed the stories where Caitanya
interacted with the young poet to Krsnadasa Kaviraja’s hagiography, the Caitanya-
caritampta’s last section (anyta-/ila).2% Krsnadasa lived near Kavikarnapiira’s family home in
Kumarahatta and the two were personally acquainted.?%®

The magisterial hagiography claims Kavikarnapiira gained his title from his affective
connection to the saint. In his first meeting with Caitanya in Krsnadasa Kaviraja’s hagiography,
Caitanya-caritamrta 3.12.44-49, the enraptured leader gave Kavikarnapira a favored name of
Puridasa after Paramananda Puri, one of his close associates, as well as his given name
Paramanandadasa. Caitanya gifts him with poet ability through a strange gesture: “When
Sivananda introduced the child, Mahaprabhu put his toe in the child’s mouth.”?° A few years
later, Caitanya asked the young boy to speak, after Paramanandadasa refused to say Krsna’s
name out loud—as Svartipa Damodara argued Caitanya had given him the name of Krsna as a
guru-mantra which cannot be spoken in public. Instead, the young poet extemporized a
Sanskrit verse.?!* While the commentator Vi$vanatha Cakravarti claims this is the reason
Caitanya gave him the name Kavikarnapira, evidence from his later works suggest the poet
earned the title based on the memory of this incident and his poetic legacy in the community
late in life.?*2 As a receptacle for compassionate grace (krpa-amsta), the embodied form of
Caitanya passed on the “nectar” of Kavikarnaptira’s affective talents in multiple accounts
among the Gaudiyas. The devotee’s haptic logic of proximity equates the ability to affect others
in literary terms with the guru’s touch.?!® This embodied affect appears to flow back toward

the virtual as “a true poem’s disposition” (sat-kavyata). By transferring this potential into the
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young boy, Caitanya “invested” him with this power that took several years to fully
manifest.?!* Caitanya seems to have imbued him with the “seeds” of his poetic talent as it
would later develop into devotional rasa. As mentioned above, Kavikarnapiira defines a poet
as one who gains “a seed” which sprouts into the fully developed body of the poem.

Kavikarpaptura himself becomes one in a line of affectively-infused devotees, who
carries on the dispositions necessary to manifest loving relations with the deity as Bhagavan.
An eighteenth-century Bengali poet Uddhavadasa praises Kavikarnpaptra as the “moon among
poets” (kavi-candra). He agrees that Caitanya’s toe in the young boy’s mouth “thus invested
him with his potency” (Bengali sei yoge sakti saficarila). Here the term for a contagious form
of a “wandering” affect (Samcari-bhava) signals that the potential passed from Caitanya’s form
into Kavikarnapiira’s disposition, where it waited to “blossom as a poet” (kavitva vikasa).**®
Later hagiographers likewise made Kavikarnapira the judge of Riipa Gosvamin’s work. When
the Gosvamin displayed sattvika-bhavas during an assembly of devotees, Kavikarnaptira was
one of the skilled bhaktas entitled to ascertain whether the literary and theological merits of
Riipa’s work fit the standards of the community. When meeting with the other narrator of
Caitanya’s life, the two burst out in dispositional affects simultaneously.?'® By sharing in the
ensemble of affectivity with this major scholar, Kavikarnaptira becomes a commanding figure
due to his poetic talents as channels for the affective force of Caitanya.

The connection between Kavikarnaptira’s theology of Nabadwip and the Gosvamin’s
“rediscovery” of Vraja in historical South Asia likewise seem to be linked to places where
Caitanya perceived semblances of Krsna’s hidden reality. In a similar manner to how the
Gosvamins equated Krsna’s dhaman in the Bhagavata-puranato the historical, material reality

of the Braj region in North India, Bengali devotees are compelled by the same impulse to
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replicate Vrndavana’s affective force in Caitanya’s home area of Nabadwip, now in West
Bengal.?!” This process was facilitated since the major leaders of the community came to be
“non-different from the body of Caitanya” (caitanya-abhinna-vigraha) to showcase that his
affective presence lingers in their actions. Kavikarnapira in fact invented the genealogical
genre of text which inaugurated this articulatory process of “discovering” identities from the
Bhagavata-purana for historical figures in the Gaudiya community.?!® As the guru was
envisioned as a tree, each of the major disciples became likened to a limb stemming from the
main trunk. In Act One of the Caitanya-candrodaya, the stage-manager (sitra-dhara)
describes Caitanya in this metaphor:
Its wonderful root the great sage Madhavendra Puri, the crew jewel of samnyasis, its
new sprout Srila Advaita, who is famous in the three worlds, its first branch Avadhita
Nityananda, its other branches Sriman Vakre$vara Pandita and other sweet devotees,
its flower blossoming devotional yoga, its fruit preman, its highest branches breaking
through the boundaries of the material worlds and providing a place for the nest of the
two playful birds Radha and Krsna to stay without ever being separated, and its shade
a resting-place for they who travel on the path of repeated birth and death, the Caitanya
kalpa-druma (wish-granting tree) grows on this earth to fulfill the devotees’ desires.?*°
Note that Caitanya allows for the dwelling of the two “birds” in his highest boughs as well as
for a resting place beneath his branches while his embodied form as the tree crosses the
boundary between worlds. Hence the “sap” (rasa) that flowed from the body of the tradition
continued to reach each person as it runs down the tree from its liminal space between worlds.
In a similar fashion, Kavikarnapura sees the Gosvamins as exemplars of devotion since
they embody in both affect and form the example of Caitanya. In particular he singles out Riipa
to play off the punning in his name, such as in act ten of the Caitanya-candrodaya:
Priya-svariipe dayita-svaripe, prema-svariipe sahajabhiripe / nijanurigpe prabhur

eka-
riipe, tatana ripe sva-vilasa-riipe
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To the dear friend of Svariipa (Damodara), his (Caitanya’s) most beloved, the

naturally handsome true form of preman like unto his own form—to that unique Riipa

the Lord revealed his own embodied play and form.??
In offering a stylistic and etymological link between Ripa and the dispositional matrix (sattva)
of Caitanya through his disciple Svartipa, Kavikarnaptra can reveal aspects of their relation to
one another in ensembles. Caitanya’s disposition therefore becomes all-pervasive, infusing
each of his devotees uniquely while being shaped in novel ways. Kavikarnapira’s playful links
between identities leads his audience to see Caitanya in various ways, as their affective
dwelling places (vasanas) shifted the polymorphic form of the divine.

Turning to Act Two of Kavikarnapira’s Caitanya-candrodaya, its affective currents
are modulated by the saint’s form as a “rising moon” and the various phases it takes.
Performance is central to Kavikarnapiira’s soteriology and aesthetics. His teacher Srinatha
argues the path of wisdom (jiiana) only removes the physical and subtle bodies from the
affective ecology, the path of devotion creates a pure body fit (anukiila) for play (/ila) with the
Bhagavan.??! Relating to the divine becomes possible through the intercession of habituated
patterns in the fluctuations of the mind, which emerge as styles or mannerisms: “one who does
not desire obtains, by the affective style (vrtya) that takes the form of Love (prema-akaraya),
only a pure body (visuddha-tanu) of a companion of the lord.”??? This play, according to
Kavikarnaptira’s definition as belonging to Krsna, is “everlasting” (nitya-/i/0), must be a
performance of the latent before it encroaches into actualized form.??® Kavikarnapiira’s final
image in Act Ten of his drama gives a hint of the future path for devotees after this lifetime: a
virtual play where their dispositions toward the divine can fully manifest as relations.??* This
goal is ostensibly to fix the problem Kavikarnapiira describes motivating the creation of the

play, as its pervading affect (vibhava): the king Prataparudra’s longing to see Caitanya after he
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has passed out of the world.??® In order to accomplish this task, the entirety of the naraka
functions as a memorializing gesture (smaraza) to bring Caitanya back before one’s eyes. This
technique derives from the root Vsmy, “to remember,” and functions as one of the performative
practices to engender devotion to the divine.??®

“Memorializing” how one can discover this affective relation to the divine requires
bodily and mental concentration, a form of dwelling or “brooding” which can become a form
of austerity (tapas).??’ The place functions as a means to mentally “dwell” in the world with
Caitanya, opening the way to the dispositional matrix of his affective presence. Ramananda
Raya in Act Seven describes how asceticism purifies the mind to its full dispositional potential:

If the mind remains unconguered, what is the point of austerity? How is that mind

conquered if it does not contemplate Madhava? Oh, what is that contemplation, if it

does not melt the mind (ceto-drava)? And oh, how will that happen if proclivities

(vasana) are not washed away?22
Kavikarnaptira claims in his aesthetic work that this “melting of the heart” (citta-drava) is the
stabilizing affect for prema-rasa.??®> While everyday people tend to “dwell” (Vvas) in their
habitual proclivities, these also open up the relationship with Krsna to manifest fully. Hence
the style taken by these styles (vrtti) of the heart are not destroyed but melted, reshaped, and
put into play. I shall return to style in more detail in chapter 3.

Srinatha makes style so pivotal that he claims it as a foundational stratum for bhakti
itself. He defines devotion as “a changing style of the mind (mano-vrtti) (that arises) when
there is the cognition that someone is worshipable.”?® Bhakti facilitates this process of
recognizing a person or object as worthy of being distinguished. Love, on the other hand,
requires a sense of participation to be drawn into engagement, otherwise the magisterial

affordances (aisvarya) of the divine will overpower any potential emotions with awe and

servitude at best (dasya-bhava). In Act One the stage-manager claims the goal of life that
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eclipses all others in bhakti is rati, the stabilizing affect of “pleasure” taken in Krsna. By
removing the commanding form of “the host of material desires,” austerities purify the limited
sight of everyday life and allow one to see the eternal /ila of Krsna in Caitanya’s actions.?3!
Hence semblances allow a crossing over of worlds even in normal perception, which Caitanya
in Act Two will call “the eyes of affect” (bhava-caksus).?®

In order to facilitate this crossing of normal affectivity to the extraordinary, as
Kavikarnaptira claims, a back-and-forth motion is necessary that brings a semblance between
the virtual and the actual. Kavikarnapira’s unique description of Krsna’s affective style in
campii poem, the Ananda-vrndavana offers one way to bridge this divide in the “the charm of
his non-worldly worldly play” (tad-alaukika-laukika-/ila-lavanya).?®® Kavikarnapiira signals a
paradoxical insight, as play crosses over from the unmanifest to the manifest through the
affective charm of semblance. The place of Vrndavana creates resonances between the bodies
found in it in orbit as Krsna’s dhaman or special “sphere,” wherein his power manifests most
forcefully.?®* Facets of practices become “sites” which line up habitus and expectation with
paradigmatic models in the hidden realm. David Haberman goes into greater detail on this as
the gopis and other associates of Krsna (the Vrajaloka) become the “embodiments of passion”
(ragatmikas) which are then imitated in ritual practice through raganuga.?®® These people and
places act as pervading affects (vibhavas) providing the devotee access to “jumping off points”
in the material realm as hidden linkages form together into a world ensemble.?%

Devotional rasa can arise when these physical locations allow it to “fall-out” as one
enters the hidden (gupta) or occluded (paroksa) realm of the play. Caitanya’s hagiographies

narrate multiple accounts of his experiences finding rabbit holes into the Vrajaloka, “tumbling

149



down” and exhibiting other sattvika-bhavas in the process. Finally arriving in Vrndavana,
Caitanya is warmly greeted by the current VVrakaloka, the plants and animals:
When they saw Prabhu, all the things of Vrndavana, moving and unmoving, were

joyful, as friends when they see a friend. Seeing the love of all of these, Prabhu was
overcome with bhava, and he played with them all, controlled by them.

Embracing the plants and animals, his touch brought on the sattvika-bhavas in their bodies. %’
Likewise stories and musical lyrics also allowed him access: dwelling on them in the present
caused him to manifest the dispositional affects of preman to show their tie to the divine
matrix.?%® Each in turn activated the affective ecology and became a dwelling place, while
allowing Caitanya to cross over into the dispositional side of his affective body. Only by a
corresponding overlap of the two worlds was this possible: /iia was the movement of affect
that facilitates both the dwelling and crossing in this process.

These locations are tangible yet virtual as well. | can reach, plunge into, and experience
them in memories like physical places or in vivid descriptions from masterful storytellers and
singers. Semblances render the virtual into a haptic domain for access.?®® The logic of this
process treats the guru as a conduit, a protagonist who can ‘“channel” in his gestures and
material form the latent potential (sakti) of the other realm. Hence devotees develop strong
desires to come into contact with him and feel these affects wash over their own corporeal
bodies.?*’ The gods and goddesses of sacred geography and time do not just play anywhere
though. They fashion a field or domain for their manifestation (dhaman).?** In India: A Sacred
Geography, Diana Eck explores the empowered places which appear as these dhamans,
oftentimes linked to the bodies of deities. This locative sense is semblant since it creates

counterparts, places that are not only unique (Ganga, Yamuna) but also can multiply and

diverge across regions (Ganga of the South, the Vrndavana within the heart) when feelings are
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found there. Affects ground this process in gestures that become semblances when bodies
become linked to the power of these places.?*?

| return now to the Caitanya-candroday to show Kavikarnapura’s interest in this
affective process at its height. At the start of Act Two, the allegorical sattvas of Viraga
(“Dispassion”) and Bhaktidevi (“Devotion”) enter onstage one after the other. They personify
the struggles of specific forms of ritual, knowledge, and accidents of history within the larger
cosmological struggle that Act One sets up between the evil king Kali-yuga and the forces of
dharma, whose victory is assured with Caitanya’s entrance into the contest.?** They also
function to bridge the historical bodies of Caitanya and his followers to a hidden realm the
guru reveals in a playful manner later in the following scene. I argue Viraga’s journey later
becomes a template for a eulogy of place (mahatmya) that likewise extols the hidden realm of
Vrndavana in the Bhdgavata-mahatmya.

In Act Two of the Caitanya-candrodaya, Dispassion takes the stage while attempting
to find his allies and friends dispersed by Kali’s forces due to the world being “turned to face
outward things” (bahir-mukha-bahulas: jagat).?** After searching, he finds a series of
proponents of the six darsana schools who accept Vedic authority.?*® Turning to the south, he
becomes terrified and runs away at the sight of heteropractic groups. These reject or dismiss
Vedic authority, including the Jains (Arhats), Buddhists (Saugatas), and Saiva ascetics
(Kapalikas, Pasupatas) as “flaming fraudsters” (pracanda pakhandah). A yogi practicing
austerities appears to be a Vaisnava at first but Viraga eventually exclaims in disgust, “His
asceticism is merely acting (narya) in order to fill his belly.”?*® Next Viraga stumbles upon a
pilgrimage-seeking wanderer (thairtika) without a family. While this individual seems to have

gone to a range of holy sites, to the point that his attention will not be distracted from its own
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salvation.?*” Finally, he runs into a person practicing tapas, the “heating” austerities to develop
religious powers (siddhis). However, this individual is too frightening to attract others,
performing ill-deeds (duskrtin). These practices are all rendered useless without devotion to
how distinguished by a preponderance of skill and acumen, they are just ways (prakara) of
filling one’s own pot-belly (jazhara-perhara).”?*8

On the brink of despair, considering giving up the fight against Kali-yuga, Viraga cries
out in desperation, “When should I behold the Vaisnavas, equal in appearance and interiority,
going along with their hairs standing on end and weeping, worshiping Krsna and singing his
praises?”’?*° Hearing a voice offstage, he believes it to be the Goddess of Devotion approaching
since bhaktas can only be found near her. At this news, he bursts into verse linking her presence
in everybody to the cities of Bengal, centered on Caitanya’s birthplace of Nabadwip as the
place of the Lord’s crossing (aisvarasya-avatara). The countryside is “garlanded” with tirthas,
pilgrimage sites, and glows with the golden-colored “treasure” of the lord, (Gauranga, “He
whose body is gold”) as Bhakti herself becomes embodied (miirta) in the landscape.?®® Here
Caitanya’s physical presence transforms the otherwise frightening and contentious religious
marketplace into an affective one where he will go to “sell his wares.”?! The world becomes
an ensemble accompanying him as he “bears” its weight (Visvambhara).

This overlapping of worlds is accompanied by an oscillation in languages. Speaking in
Prakrit, the Goddess of Devotion informs Dispassion that the “Fair Moon” (Gauracandra)
whose course of deeds will cut off the fetters of worldly existence has “crossed over” into the
world. While the Kali-yuga appears impossible to conquer—“Nothing is stable, all is mere

decoration (alamkaroti)”—Caitanya’s crossing opens up new potentials even for outcastes to
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overcome the former lack of dharma. He has transformed Devotion into a goddess by his
actions. As she eulogizes Caitanya in verse, she switches over to Sanskrit. Her goal is the
purification of all people, severing the samskaras or mental formations in the heart, and
allowing her presence to affect them: “when the Goddess Mercy displays her sidelong glances,
then she lead some of the affects of rasa (rasa-bhava) to spread among them.”?>? This back-
and-forth signals Caitanya’s appeal among both educated and everyday people while
simultaneously standing in for the divine and material worlds. She can reach into both with her
language infused with the affects of Caitanya’s presence in the landscape.

This affective attunement is possible through the gestures he takes for his audiences.
Viraga’s second question, “What is Caitanya seeking?”, she answers after describing the
community’s image worship as being infused with dispositional affects:

Singing among his sweetly dear companions, heated with sweating, shedding tears,

paralysis, and his bodily hairs standing on end, the god dances and dances every day

while becoming affected by the densest bliss (sandra-anandamayibhavan).?>
Caitanya therefore converts his followers through performance rather than the “dry discourse”
of logical reasoning. His divine bliss spills over in waves to the people around his corporeal
form. Dispassion seems confused as to why Caitanya only displays the habits of a devotee.
After all, isn’t he the Bhagavan, the embodiment of the supreme deity’s magisterial side
(aisvarya)? Bhakti replies that “Hari’s play is alluring, but his ordinary play is greater than his
extraordinary play. The Ganga goes joyfully amidst the earth stretching from the head of
Mahesa.”?%*

The different forms of the lord are implicated in this process. Kavikarnapira plays on

the double meaning of Caitanya’s householder name as “Bearer of the Universe,”
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(Visvambhara) to suggest that the two emerge from the same dispositional matrix regardless
of the person experiencing this relation. Bhaktidevi claims that

The lord’s form is just bliss (@nanda eva bhagavatas riipam). The greatest joy happens

through this form. By abstractly considering ‘that bliss alone is his form,’ there emerge

iterations of his forms of bliss. Depending on the gradation in perceiving his form, there

are gradations in the bliss.?>®
The latent matrix of the divine is a “pure” form of bliss (suddha-sattva). Certain forms that
come closest to matchings its total amount of qualities (guras) therefore have the most access
to this reservoir of potential. The “iterations of his forms™ are the avataras that “cross over”
into the material world as semblances. These only match in certain features to the prototype
(prakrti) and become “variations.” The closer one form approaches to the dispositional matrix,
the more bliss it can activate. The avataras function as semblances to manifest this primordial
sattva.

In this sense, the dispositional form of Caitanya is the greatest in terms of its potential
to fill devotees with bliss since it comes closest to the true form of the divine. Each semblance
therefore becomes hierarchically able to manifest its blissful potentials as they closely correlate
to its formal characteristics.?>® These semblances appear most often in Vaisnava discussions
of the avataras, the “entrances” of the deity onto the stage of the world. Devotion recounts
how he appeared as Balarama and then as other avataras: the Buddha, Varaha the Boar,
Narayana, Nara-Simha the Man-Lion, as well as a six-armed form that put his devotee

5" The avataras are ranked

Nityananda into a catatonic shock of overwhelming bliss.?
according to a logic of formal proximity to Caitanya-Krsna. Human forms that closely
resemble him are considered “more blissful.” Balarama is nearly Krsna’s mirror image in white

so his form inspires the most bliss while the others progressively lose certain traits and shift

into demihuman and animal forms.
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These six semblances are ranked according to formal traits of similarity to Krsna-
Caitanya. Balarama has the closest bodily form, differing only in his coloration (white
complexion versus Krsna dark) and drunken demeanor from Krsna align with comic moods
(hasa-rasa) in Kavikarnapiira’s system of devotional affects.?*® The Buddha is the next human
form, whose magisterial presence invokes the calming mood (sama-rasa). The next jump to
Varaha could be closer to Krsna in two ways. | believe it is affectively closer since it too
“plays” in the waters of the world with its feminine companions as it saves the goddess Earth
(Bhudevi) from submerging. This erotic mood (ujjvala-rasa) fits the conjunction of male and
female deities working in tandem and even functions as one of the earliest uses of /i/a as erotic
sport.?® Narayana and Nara-Simha both seem to embody a martial ethos at times that would
seem further from Caitanya’s disposition. However, the six-armed form beloved by
Nityananda most definitely is equated with the wonderous mood (adbhuta-rasa), leaving only
friendship (preyas) and parental affection as moods (vatsala-rasa).?®® Caitanya as
Visvambhara, however, contains these multitudes of forms just as a disposition can manifest
an array of semblances or a score of music acts as a matrix for a variety of performers to make
it audible.

The hidden universe Caitanya bears within these forms thus draws us out of the moonlit
story of Kavikarnaptira’s drama and into other storytelling sources. As the abode of Caitanya,
Bengal and specifically Nabadwip became the central site of his manifesting divine forms and
their affective forces for others. However, Karnapura’s characters, the sattvas Viraga and
Bhakti, went on to have their own career outside of Bengal advocating for Krsna devotion. In
the seventh chapter of the Padma-purana is a standalone text by the name of the Bhagavata-

mahatmya, “the magnanimousness of the Bhagavata-purana,”? finalized sometime around
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1675-1725 according to John Stratton Hawley.?%? This text recounts a similar journey that
empowers Bhakti through the presence of Krsna in the region of Uttar Pradesh known as Braj
today. Caitanya’s birthplace in the Candrodaya is entirely ignored in 1.48-50:
| was born in Dravida (Tamil, south),
grew mature in Karnataka,
Went here and there in Maharashtra,
then in Gujarat became old and worn.
For long I went about in this weakened condition,
accompanied in lethargy by my sons [Jnana and Vairagya],
But on reaching Vrindaban | was renewed,
| became lovely once again,

So that now | go about as | ought;

a young woman of superb appearance.

It seems to have been absorbed into Braj as the prototype while Nabadwip becomes one of its
semblances—or even a semblance of a semblance, metatheatricality twice-removed from the
eternal Vrndavana of the Bhagavara’s lila. This earthly career of the goddess of devotion
therefore suggested a recurrence back into the historical era which paradoxically removes
Caitanya from the picture. Moreover, the Bhagavata as a narrative fits the affect contours of
the landscape of Vraja. This force is most engagingly presented as a power of love and humility
in Gaudiya techniques derived from the Bhagavata-Purana’s scenes of the gopis as they move
in the affective flow of preman for Krsna.?%*

Krsna’s disposition is further distributed as a semblance into the very landscape itself,
making it his dhaman or sphere of manifestation. It functions similarly to how the pervading
affects pull the seed of a disposition out from a latent, dormant form into the ecology of
relationships with material elements and living beings in a drama. An account of the “forest
pilgrimage” (vana-yatra) in Vraja by another of the Gosvamins, Narayana Bhatta, visualizes
the sequence of sites as various bodily parts (asnga) of Krsna.?®® The pilgrimage is not an

attempt to return to a hidden world beyond appearance but instead “worships forms and
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caresses surfaces.”?®® Lilas as plays come together in the area of Braj today as “playful and
loving relationships of Krishna” with its people.?®” In this sense, play requires a “leveling” of
the playing-field where the two can meet. Relations cross levels, since the things connected do
not stop existing but instead appear together as an ensemble.?%

The overlapping of these worlds in virtual diagrams suggests the ecologies layer into
historical time as well.?®® In Sukanya Sarbadhikary’s ethnographic study of contemporary
Nabadwip near the border of West Bengal and Bangladesh charts two competing narratives of
Caitanya’s birthplace in the Nadia District lay across the Ganga from one another: Navadvip
and Mayapur.2’® While seeking to research two separate inquiries, her informants revealed that
their devotional lives and the sense of place were intimately related as a set of both physical
and imaginative rituals.?’* Vrndavana in its form as the “celestial abode” of Krsna and Radha,
as well as the site of their plays (/ilas), became the goal of each groups’ practices. This location
was “hidden” (gupta) until becoming accessible through the gestures of memorializing
(smarana). Whether listening to particular musical notes, serving devotees, visualizing the
dhaman in meditation, or practicing interior bodily transformations involving “erotic
heightening that Radha-Krishna experiences in Vrindavan,” each became ways of linking the
sensory and the affective ties of the body to an ongoing, hidden world. Devotees could thus
claim it as both eternal and earthly semblance since it was also known as Goloka, the “world
(loka) of the senses (go, “the goers” in the Bhagavata-purana).”?’

A Mayapur informant in the rural area around Dol (Holi) told Sarbadhikary that
progressing through the physical landscape would reveal its aspect as the hidden Vrndavan.

Another said: ““Even today Gour [Caitanya] does the same lilas, which only lucky ones can

witness.” You are seeing only the physical lands. If you listen carefully to the stories (Bengali
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kahini) with an honest heart, the lands will reveal themselves to you—you will see the shadow
of eternal Vrindavan.” Here the plays and shadows work for both informants as the
manifestation of the eternal, virtual share of the divine semblance. The storytelling practices
shape perception of reality and its many layers in Navadvip. Notice that this is not a guaranteed
practice either; the lands “will reveal themselves,” meaning the affective form choses when
and if to manifest itself. The place allows one to dwell there and have the potential access to
“Caitanya’s ongoing /7las.”?"® Imaging the hidden Vrndavana is not the same as fabricating
(Bengali kolpona) a vision, according to one of Sarbadhikary’s informants.?’* The heart-mind
(manas) becomes a place where affects are invested. Sarbadhikary shifts the registers of this
“imaging” of the virtual toward dwelling since she shows the contouring of experience as well
as its sitedness in the body. She explains why this “becoming manifest” (Bengali prakat hoy)
differs from a delimited visual metaphor. Instead, an ecological relational is called forth:
an entire ensemble which would be called a place, that is, the deities, the celestial space
in which they are located, and the devotee’s selves as handmaidens serving them during
their erotic moments, together becomes manifest or present in the mind-heart.?”
This allows us to see that while a meditative absorption (bhavana) is being developed, the
affects also permeate the mind-heart. The dwelling makes absence people and places present.
The body that acts as this “jumping off” point is the antas-cintita deha (“inner-felt-
thought body”)—the affective form within the inner Vrndavan where one can manifest one’s
own true relation (bhava) with the divine. In this model, three layers of place overlap: the
physical Navadvip, the eternal (and hence virtual) Vrndavana, and the jumping off point
tentatively held to the psychophysical body in the heart-mind.?’® This final aspect | refer to as

the semblant form of the affective body. This layered body acts as the stage for the

“performative utterance” in a “somatic mode of awareness” with the play of the affective body
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within the imaging site of Vrndavana still an embodied form.?”” The “mind” at work in manas
is a material form (prakata) which incorporates both physical and mental strata, as well as
possessing both cognitive and affective levels. The heart-mind, as Sarbadhikary argues, creates
the place as itself, suggesting an affective relation between the material and virtual domains in
its performance. While becoming embodied through gestures, one can choose to participate in
this place within the affective body. The hidden Vrndavana is a semblance (/ila) since it cannot
be controlled but only conditioned, invited and asked to dwell within the heart.?’® The
pilgrimage place becomes an affective space if it proceeds from the embodied self as it
memorializes (smarana) the relation from gestures and meets the divine half-way in
semblance. Otherwise, even recognized places will have no affective power: they become
merely a stage to be assumed and a part or costume to be donned (bhimika), or a role to be
assumed due to training in a style.?”®

By grounding his aesthetics in bhava, Kavikarpaptira shifts the focus to manifesting
dispositions in the landscape. The manner in which different traditions relate implicit
hierarchies of social, cultural, and even religious identity as affects emerge. Recall that the
commandments (vidhis) of ritualism are combined with a new sense of devotional love (bhakti-
rasa, preman) which amalgamates the formal dimension of acting and performance through
the affective relation to the divine. This key idea in Riipa Gosvamin’s Bhaktirasamrtasindhu
was explored in the previous chapter.?2® Here a parallel formation becomes apparent in the
work of Kavikarnapiira, and in his teacher Srinatha Cakravarti’s Caitanya-mata-mafjusa, an
undated text that offers one of the earliest commentaries on the Bhagavata-purana. Srinatha
explicitly states his mission is to elaborate the text through Caitanya’s “thought” (mata)

through worshipping Krsna as the young cowherd whose dhaman is Vrndavana.?8! This set of
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devotional features would combine with Kavikarnaptra’s interest in rasa theory to create a
wide-ranging series of affective forms. By focusing on Krsna as the primary vibhava in an
ensemble, this allows the entire ecology to be infused with his pure disposition (suddha-
sattva).?®? Like the avataras manifesting from this latent matrix, any semblances that appear
will have access by degrees to its total potential.

This set of features, however, was predicated on a devotionally shared world. The
playwright enters this ahead of his audience through the affective forms themselves.
Kavikarnaptira’s theory suggests that our current selves are merely assumed roles while our
true identities appear as semblances mediated by devotional figures in the Gaudiya community.
The associates of Caitanya, for instance, mirror the king’s lament in Act One that the landscape
of Puri is empty of pleasure without him there: “Still, my eyes burn as if consumed by a bilious
fever; my mind is cut as if by the words of rascals; my body is tormented as if by a wound to
the heart.”?% The landscape is missing the proper vibhava for their emotions to manifest
properly. They can only dwell in his absence unless the proper affective ecology can manifest
his absent presence for them in memory or in a virtual form. These differences in the
semblances matter as they open the way for each devotee’s own proclivities to emerge in the
ensemble.

2.7 Affects to Dwell In: Krsna’s Dark Play

I turn now to Caitanya’s dialogue in Act Two to see how this process of relating
semblance to disposition, manifestation and latent potential, appears in the dramatic action of
the text. While other translators have focused on the devotional aspects of the scene
(Kusakranthadasa) or the theological doctrines underpinning the dialogue (Gerald Carney), |

argue that Kavikarnapiira’s dramaturgical techniques reveal the affective goals of the
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characters. After the departure of Dispassion and Bhaktidevi, the following scene begins with
Advaita, Srivasa, and Nityananda entering the scene with Caitanya.?®* He jokingly speaks (sa-
parihasam) to Advaita, “Hail Sita’s husband, whose fame destroys the impurities of the
world!” This immediately confuses Advaita, since they see Visvambhara as Krsna and not
Rama, the “Lord of the Raghus.”?®® Caitanya replies to this statement with a line full of
alliteration indicating distinction (pari-Vchid “to cut”):

Bhagavan: Advaita, tava viccheda-ccheda-kara updyo pirapaye niravadhi maya
cintaye, yena nirantara nirantaraya saha-vasatip syat.?%

Depending on how an audience member wished to read this line, the content conveys two
separate meanings. Kusakrathadasa’s translation captures the sentiment of a Gaudiya
perspective, where the lord wishes to assure his devotees of his continued presence in their
lives: “Advaita, I always worry how to stay in your company and never be separated from
you.”?8” Carney’s translation, on the other hand, encourages the theological subtleties of the
Gosvamins: “Advaita, you conceive only distinction and limitation. | see a way that is
imperishable and without limitation. Through it there shall be the conjunction of incarnate
revelation and true non-duality.”?®® Both, however, fail to attend to what Mary Oliver calls
“the rules of the dance” in Kavikarnapiira’s masterful use of alliteration (vrtta). 28 These
repetitive sounds run throughout the Sanskrit to suggest endings (nir-antara), cutting off ties
(vi-ccheda/ccheda-kara), and subterfuge (upayolpirapayo). Rama acts as an affective
disjuncture as well. As an avatara famous for ending his relationships over necessary duties
(dharma) as a king, he implies heartbreak, longing, and severing ties to one’s closest friends.
Coming from the mouth of their guru, even in a playful moment, this would have had a tinge
of resignation, abandonment, and an echo (dhvani) of the king Prataparudra’s initial loss of

Caitanya’s presence from Act One.
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A Gaudiya audience therefore would dramatically feel Caitanya’s lines to be a playful
reminder of his physical limitations and eventual separation from his followers. While the ties
Caitanya had with his community during this period of his life were powerful, he had yet to
become a renunciant and remained a married householder (grhastha). Act Four explicitly
details his final decision to cut off his material life, which is always treated in Sanskrit
aesthetics as a kind of death. His mother’s grief in that scene is foreshadowed in the hidden,
affective contours of this scene in Act Two. Kavikarnaptra’s style as a poet becomes directly
linked with the trial that Caitanya will give to test his devotees. Advaita, Nityananda, and
Srivasa are some of his most loyal followers yet have these hidden identities dwelling within
them. Caitanya therefore attempts to evoke each follower’s devotional disposition by
threatening to cut off their relation to himself. Like the gopis in the rasa-paiicadhyaya (*‘5
chapters on the rasa” dance of the Bhagavata-purana), Caitanya disappears for a time in order
to activate their longing-in-separation (viraha) and bring them closer to his disposition.?®°

| offer my interpretation based on Kavikarnapiira’s tendency to layer meanings into his
text as well as the ensemble as an affective form in their own right. Advaita, as his name
suggests, is a renunciant (samnyasin) and prone to theological argumentation. Therefore the
line might be read in a playful manner, along with the other two translations layered into it as
$lesa, punning meanings: “O Nondual, I always worry (\cint) about your “infallible way” of
splitting hairs (viccheda-ccheda), since you endlessly and without ceasing (nirantara
nirantaraya) dwell on it (saha-vasatik syat).” Caitanya acts to reassure, teach, and tease his
bhaktas simultaneously. In fact, dialogue suggests theological traits that accrue with their
names. Advaita as “non-dual” would seem to mistake forms with the formless, the “distinct”

with the “limitless.” Hence Caitanya’s resonant meaning (dhvani), the “life-breath” (prana) of
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poetry, “do not worry about trying to have the perfect argument, Advaita; after all, what good
will it do when you try to dwell on me after I’'m dead?”’?®! Instead of endlessly quibbling over
theological niceties, Advaita should be “dwelling without ceasing” on him, the source of their
devotion.

Nor is Advaita the only one to be singled out for light-hearted ridicule. Srivasa, whose
name literally means “the abode of Sr1,” the goddess of wealth, prosperity, and good fortune,
claims “StT has just disappeared” (tirobhiita eva). Srivasa misses the joking mood that Advaita
understands and builds upon in his responses. Since Caitanya dwells in his hometown of
Nabadwip, Advaita and Nityananda always dwell there now, despite having a home in
Santipura. Caitanya then goes on to claim “Devotion to Visnu is fortune [Sr1], she continues to
be among you all” (sa bhavatsu satsu vartata eva).?*?> Advaita, however, steps in to adduce her
presence as if Kavikarnapiira were continuing his project in the Gaura-ganoddesa-dipika:
“Now S is Visnupriya,” Caitanya’s current wife. The Bhagavan jokingly teaches that
“Among all the paths starting with gnosis, devotion alone is most dear to Visnu (bhaktir eva
visnoh priya). In this way, the affective force of devotion makes it a proper abode of the
deity.?% Caitanya goes a step further. Since Advaita’s name means “non-dual,” this phrase also
signals an encompassing hierarchy which would have Vedantic figures such as Sarvabhauma
convert to Gaudiya theology.?®* Since “The Bhagavan has made her into his own body (asigi-
cakara),” or even “fashioned her a body,” affective forces are enough to turn these innate
potentials (saktis) into manifestations or “forms of the semblances” that were formerly latent
within the divine matrix.

Saci, Visvambhara’s mother, calls the group of bhaktas to dinner. Advaita’s lines

suggest how he decides to join in Caitanya’s playful use of words. Since bhaktas are “those
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who enjoy or eat,” Caitanya’s presence provides the sustenance to his devotees in the form of
bhava. For example, the pervading affects (vibhava) can enter any material form, including
food, as they become linked to the disposition of an event. Like prasada offered to a deity, the
affects are shared and distributed after coming into contact with the form of the divine. Advaita
states, “This body of mine (ayam deha) has become somnolent from joy due to the burden of
he who bears the world (visvambharena bharena harsasya).”?*® Advaita at face value could
mean an everyday laziness (manthara) that can overcome due to fatigue or overeating, since
the host has a “burden” or duty to feed his guests. On another level, Advaita also suggests an
excess of satiation from the weight of his guru’s affective presence. When Caitanya tells
Srivasa “It will be taxing for him (asya), owing to the great deal of cooking (pakasya) that is
happening,” Advaita becomes confused, saying “Why does he say “of him?” (asya) Should he
not say “of hers?” (asy@) since Saci is preparing the food (paka). Here the female body
performs the affective “weight” of laboring to care for the community, which Advaita
recognizes but Srivasa neglects in favor of his own enjoyment. Caitanya might be seen as
teasing the lack of “development” in his devotees’ humility to others, as maturity is also
equated with the “ripening” (paka) of fruit, using the same term for cooking. Hence the “taste”
(rasa) of the scene links deceptive language, shifting forms, and attention to affects in the
ensemble before Caitanya presents the inciting dilemma to Nityananda.

Instigated by Srivasa’s greediness in the preceding section, Caitanya puts his devotees
to a theological test. Advaita whispers to Srivasa that their lord (deva) agreed (arigi-krtam) to
show his own dispositional form (svariipa-darsandya) to the latter. Srivasa equates the promise
with the “body” (aniga) to be seen. Advaita, as the semblance of the nondual, seems to be acting

as a go-between much as the Gaudiyas view the non-qualified (nirgura) aspect of brahman as
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a lower part of Krsna’s dispositional matrix, which contains all qualities (sarva-gura).?® As |
have mentioned elsewhere, Kavikarnapiira argues that, in its most concentrated affective form
within the hierarchy of divine bodies, Krsna’s self-dispositional form (svaripa) is two-
armed.?®” However, in this scene Srivasa is upset that Caitanya reveals his form to Nityananda
as a six-armed body (Sad-bhujam ripam).?®® The stage directions make it clear that Caitanya
is teasing them.?%°

Advaita is forced to confront the theological point of whether Nityananda’s desired
form (six-armed depiction of Krsna) is what he truly desires. Caitanya lays out the bait by
repeating Srivasa’s assurance that “This alone is my self-form (svaripa idam eva). It is the
character/vessel (patra) of Advaita’s preman.” By claiming it as the “vessel” for the divinely-
empowered love (preman) of “non-dualism,” we can read Caitanya as offering a form of the
divine which seems to transcend form and qualities (nirgura).>® Seeing Caitanya as the non-
dual brahman would be true to Advaita’s “nature” (prakrti). However, the Gaudiya theologians
and aestheticians do not see any form but that of Gopala-Krsna as the most appropriate for
developing affective intensity to its highest pitch. In Kavikarnapira’s drama, Advaita dwells
on this dilemma in an aside: “If I say, Yes, this is your self-disposition,’ then my desire to see
the vigraha of Syamasundara (the “Beautiful Black” child Krsna) will be destroyed. If | say
‘That is your self-disposition’ (i.e. as Krsna), then | will be deprived of the preman of this form
(asmin, as Caitanya)!”’%%! One translator offers this last half of the dilemma in stark terms: “then
to see this one is to make a mockery of love.”*%? Lutjeharms argues that Kavikarnapiira forces
the characters into this dilemma of dealing with non-dualism for the school. Caitanya therefore
presents his followers with a unique difficulty in how to arrange and sort the bodies of the

divine alongside his own form.3%
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Srivasa attempts to hedge the community’s bets by refusing to use a direct object,
instead playing with vague pronouns: “This alone is the vessel of our love, your lordship’s
beautiful body (bhavad-vapus). He is asking because you said, ‘I will show that (form) to
you.”” Caitanya responds, “What won’t someone on the edge of madness (unmada-dasayam)
say?” Srivasa replies:

Normal madness is a disease (vyadhi), but your madness uproots the disease of

existence (bhava-vyadhi) when one sees and hears it. A normal living being surely loses

their wits and becomes senseless when a small bit of bliss happens. But when it is due
to the virtual blissful form (ananda-rapatvar) and self-disposition of gnosis of His

Majesty (zsvarasya), what could stop it?”

Srivasa appears to fix the problem his thoughtlessness began earlier, since Caitanya smiles (sa-
smitam) and manifests (avirbhavayati) his self-disposition in Advaita’s consciousness (antaj-
karape): “What I am about to show you is not dependent on me. It reveals itself to those with
affective eyes (bhava-caksusa).”** This clause has no subject, which Kavikarnapiira therefore
leaves deliberately open as to who is seeing and who is being seen. In one sense, the
problematic of seeing/being seen is magnified since the affective engagement via the eyes is
not externally manifested but takes place on the “inner stage” of Advaita’s heart. By seeing
with “eyes of affect” (bhava-caksu), Caitanya is asking his devotees to see the semblance that
goes beyond his material form. Like a painting’s depiction, the physical contours of his body
can carry or convey the hidden dimension of his identity. How does Kavikarnapiira intend his
audience to interpret this aspect of bhava? What does it mean for these devotees to go beyond
“mundane disease” when enthralled by Caitanya’s otherworldly “madness?” 1 argue
Kavikarnaptira’s aesthetic position casts bhava as a liminal form connecting divine and human

worlds. In this way, bhava is a religious affect since it is the mode of connecting the divine

and human realities that were once united. Religion emerges as the structured practices
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intended to generate these affective relations to the divine as material and virtual sides of reality
are brought together.3%®

| now return to my exploration of Act Two’s final scene in Kavikarpapiura’s Caitanya-
candrodaya. We left the bhaktas and Caitanya as he was beginning to test their resolve, hinting
that they lacked the audience’s humility and self-distancing to experience his full potential.
Caitanya manifests his form invisibly in the scene. Hence the audience must experience it in
the same way that the modern residents of Nabadwip recall his dhaman to mind. Advaita
exhibits the proper reactions as part of his immersion in the space created by Caitanya’s self-
dispositional form. While the audience is not privy to the pervading affects (vibhavas) that
condition it, Srivasa describes the embracing affects (anubhavas) including his meditative
posture that stops the “turning of his external sense faculties (bhahya-indirya-vrttayah
galitah).” Dispositional affects (sattvika-bhavas) attest to the strength of this moment:
Advaita’s “heart indeed is greatly trembling, his beautiful body stilled, his bodily hairs
exhilarated.”®% Caitanya states that this is due to his immersion in the “relishing” (asvada) of
this form’s affective bliss. He also puts this relishing in compound with the term samvada,
which one can as “dialogue” or “symptoms.” Both have a resonance with words (vada) and a
sense of absorption into the “fullness” (sam-) of the affective event. In fact, Caitanya suggests
that words can touch on the surface of this experience or submerge an audience in its depths.

Srivasa interrupts due to his impatience: only one devotee can experience this personal
staging of bhava directly (pratyaksa).’*” He requests that the Bhagavan remove this image
from Advaita’s heart or he will remain in a meditative calm (samadhi-sama) which will
prohibit him from coming back to external consciousness and describing what he sees. Advaita

replies in verse, coming to his senses slowly “as if dreaming or possessed by a spirit” (graha-
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grasta iva). The range of imagery he provides invites one to see the dhaman of Krsna along
with his form, covered in the “blossoms” (unmilan-nava-kuvalaya) of his eyes opening like
waterlilies at night, beautiful rain clouds (ghana-sreni-snigdha), dark as tamala trees, and
brilliant as sapphires (nila-asma). He asks in the final foot of the verse, “What is the flood of
splendor that courses through the paths of seeing? (maha-pirah ko ayam nayana-padayim
corayti nak).” While \cur can mean “to rob,” this verbal form appears close to \car in the
affective ecology, affording a flowing motion that “carries away” anything caught in its
current.3%8

This moment functions to introduce the audience to Krsna’s disposition through the
semblance. Advaita describes the form he saw with his “affective eyes” (bhava-caksus)
although there is no mention of how many arms it possesses. Instead, these “adoring eyes”
seem to become a bridge from the mundane realm of his fellow devotees (and by proxy the
audience) and the hidden realm in which Caitanya offers access:

Appearing from within every limb is an aura (mandala) of darkest blue rays of

consciousness; filled with a flood (pira-pirnam) of sweetest (madhurima) nectar;

cannily virtuosic at playing the vibrant notes of his flute, (vamsi-kala-kvanita-keli-kala-

vidaghdam); the First, the Great, having the same womb (brother) as the clouds,

manifests itself.3%°
Advaita’s verse acts as a vacika-abhinaya, beginning the process of memorializing (smarazna)
into the semblance. Rather than directly describing Krsna’s young, handsome form, Srivasa
claims that Advaita is speaking “due to the ongoing performance” (varamana-prayogat) as if
it were still before his eyes. Caitanya claims the blissful affective force is continuing in the
present, which leads to Advaita’s last two verses describing Krsna’s long, curled hair,

eyebrows like vines, restless eyes, and full lips. This ecology of qualities reveals the divine

matrix as a sweet (madhurya) disposition. The final verse, however, shifts registers into the
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ai$varya or magisterial mode, showing his Srivatsa mark and Kaustubha gems, the goddess
Laksmi (Rama) on his chest, with garlands of forest flowers offered to his feet in worship, and
with arms like staves (danda): stout, on the long side, and well-rounded (sad-vrtta). The
madhurya qualities would normally be canceled out by aisvarya traits in a mundane rasa: only
in an alaukika mood can they be sustained in a paradoxical tension. This is the realm of /ila as
it oscillates back and forth between potential poles.

Kavikarpapura’s last line also suggests a play on words, as the alliteration (vrtta)
present (sat) in the passage enfolds it like a pair of arms or tall, thick punctuation marks
(danda).®'° Krsna appears in the verse in the form of words, coursing (carayati) through the
sounds of his skill in the arts of playing. Kavikarnapiira’s verses therefore seems to carry bhava
along the same lines as music. Music carries passion (raga) in its very notes (kala) as the
vibrations (kvanita) affect bodies. Lastly, we see how Kavikarnapiira even offers a hint at
glossing his own name as the “one who ears are flooded (piira-piirna) by the Poet,” suggesting
the supreme deity of Bhagavan as the artist in question. This closes the loop that Srivasa
attempts to reopen by asking whether Advaita’s vision is a memory or ongoing, yet which does
not have to be seen if Krsna himself is appearing in the very words of his vocal performance.!*
Krsna assumes the semblant form of Advaita’s empowered verse, just as Caitanya’s grace was
said to pass into Kavikarnapiira’s corporeal body when the future-poet sucked on the guru’s
toe.312

This presence of the divine only occurs because the affective form of the Bhagavan
encompasses multiple bodies in the ensemble. As a semblant form, it manifests in the relation
between the material forms in its affective ecology rather than being located solely in one

place. The stage directions for Advaita suggest he becomes aware of externalities, “as if
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surfacing from an ocean of bliss.” Karnatira’s previous lines were part of this current flowing
through Advaita’s body. As if waking from a deep sleep or meditative trance, Advaita claims
an exceedingly-great darkness emerged from this Pervader (vibho#), entered my heart
(antak mama avisat), and in the blink of an eye disappeared. My mind under great
distress, my vision renewed, | see that it again has submerged (nimagnam) into here/this
body (Caitanya).3
The semblances as affective forms course, flow, dive, and surface as if the body is a fluid
matrix capable of supporting secrets within its depths. Caitanya teases his disciple by claiming
his vision “is a mistake due to drowsiness” and “a waking dream.” Advaita insists that the
semblance appeared before him: “He is a radiant youth, dark (syama) like a new garland of
blue lotuses, with his left leg crossing his right. He is like you, you are like him (tvam iva sa
sa iva tvam). To my experience, there is no difference at all. Tell me: is this a waking
dream?”31* Caitanya explains that Advaita alone perceived him due to the deluding power of
his latent impressions (vasanas) that act as a dispositional matrix for this particular form. In
this moment, Advaita becomes a metatheatrical double for Kavikarpapiira’s own “sprout of
relishing.” As the poet of this singular vision, he becomes host to the stabilizing affect (sthayi-
bhava) as it appears in semblances. His vocal expressions (vacika-abhinaya) therefore function
to embrace this feeling and transform it into gestures as anubhdavas. Kavikarpapura lays the
groundwork for Act Three when another devotee will be overtaken by a playwright to create a
full-fledged drama within his naraka.
This moment is a personal semblance that only Advaita can see while the devotional
community longs to participate. Srivasa yearns to experience this form for himself. Caitanya
chides him for wishing to fall onto “the pathway of non-dual delusion” (advaita-patha-patita)

or the course of Advaita’s delusion. Not to be dissuaded, however, Srivasa fulfills his role as

the embodiment of the devotee when claims that non-duality is true when it equates Krsna and
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Caitanya, rather than seeing the ultimate form of the divine as formless and featureless.
Caitanya tries to turn this claim back on Srivasa, joking that the bhakta too would be non-
different from Krsna. The guru tries one final time to theologically joke “Why do you attribute
(aropayasi) this to me?*'® Srivasa claims there is no “super-imposition” (Gropa) or projection
of an illusion onto reality by suggesting the two are the same: “One cannot deny the self-
disposition (svabhava) nor one’s affect (bhdva).” Srivasa places the dispositional matrix and
affect above even his guru’s warnings! “You are at fault.” An offstage voice declares Srivasa
the winner in the contest between the Bhagavan and his devotee. The devotee proclaims, “If
this was like a divine voice, then it was a gesture meant for humans” (nara-ingitam), one of
the signs meant to reveal the secretive motives of a ruler.®*® In this manner Kavikarnapiira
shows the theological play is a game for major stakes, with the discussion featuring a joking
point-and-counterpoint that leaves the outcome in tension until an outside judge rules against
the figure in authority. All play, after all, can only be play when its outcome is unknown.3'
Another aspect of play, however, can be seen when Krsna’s darkness is brought to the
forefront with the opacity of this vision. The semblances seen through Advaita’s empowered
vision are affective due to their paradoxical brilliance and deep color. Krsna-/ila is not only
the dark god’s dramas, but the “dark” play his disposition affords to the practices. His
playmates become initiates without others realizing they are entering a playfield. Seduction
and an elision of expectations are central features of this affectivity.3!® This type of play puts
lives on the line, can leave social reputations in tatters, and risks everything for a few stolen
moments of unattainable joy. Like the gopis who abandon all their normal duties for a supreme
duty to the divine, dark play requires a level of wonder and potential that can be disorienting

or even frightening. Only by accepting the self-effacement of Krsna’s call are the audience

171



members able to step outside the constraints of normal affectivity for a deeper connection to
their potential 31® Therefore Kavikarnapiira sets a form of dark play deeply within the structure
of his narrative, with each layer revealing something important just as the metadisursive levels
of layered framings in South Asian epics and puranas emphasize and heighten inner stories.?
Likewise, /ila “subverts order, dissolves frames, and breaks its own rules-so much so that the
playing itself is in danger of being destroyed.”3?

Caitanya’s true identity is nearly revealed in the following act in such a dangerous
manner. In Act Three, the personification of Preman goads Visvambhara into becoming a
renunciant, inciting him to “rise as the moon” giving rasa fully to his followers. This play
therefore embodies his Caitanya-bhava, “becoming” conscious (caitanya) of his connection to
the world in order to spread bhakti. Before this moment, Visvambhara remains an everyday
householder (grhastha) who can only temporarily reveal these semblant connections to a
deeper dispositional matrix. The events of Act Three therefore lead Caitanya to perform a ritual
of full renunciation from householder life and become a samnyasin in Act Four. This would
appear to set him apart from his followers, yet paradoxically it allows him to affectively reach
even more people. Visvambhara, and by extension Kavikarnaptra, are dancing on edges of
revelations and ultimate realities hidden behind everyday life.®?> Moreover, these hidden
depths suggest the shadowed side of material reality that lurks within affective forms. Bhavas
can unearth deep pain, structures of oppression, and even embodied trauma as they rehearse
buried histories.

To reiterate the main points of this chapter, /ila functions to bring bhavas into a
performative mode while remaining virtual. As | mapped out in Figure 0.1 to show the

transitional phases between these forms, /i/a allows a disposition (sattva) to emerge from a
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latent potential in the well of possibilities. Affects “cross down” (avatara) into ensembles as
they infuse an author or playwright’s mind as a commanding form. However, just as Krsna in
the epigraph starting this chapter from the Caitanya-caritamrta claims, this force also shapes
the divine toward the proclivities of his devotee-audience. The divine’s polymorphic
affordance allows the playwright to shape the semblance into an illusion (maya) fashioned for
the stage. The dramatic illusion allows the ensemble of Kavikarnapiira’s visualizations or
imagination to become embodied gestures (abhinayas), whether written, spoken aloud, or
enacted otherwise. These gestures become the anubhavas or “embracing affects” which are
enacted for an audience. If | were a devotional author, I might describe these moments as a
form of revelation even as the writing is being transcribed by my own physical gestures. |
become a “channel” or vessel (patra) like the characters for these liquid affects to wash over
my audience.

For performers or audience members on the other hand, this process works in reverse.
The actors’ skills and talents in gesturing give them access to the characters as part of the
ecology of pervading affects (vibhavas). The lead characters (nayakas) and the environmental
features condition the gestures into a process of concentration and “memorializing” (Smarazna).
This allows the material affordances of the bodies, costumes, and properties onstage to “carry”
(\ni) the affects “into” (abhi-) a virtual register. After becoming linked to other forms at this
moment in a performance, the affects appear to “jump out” of the materiality as they stimulate
a movement towards the dispositional potential of a scene. In other words, the audience can
feel like they are drawn into a world hidden behind the everyday location of their own. The
final stage also becomes possible when performers adopt a mode of full “surrender” (vihara)

to separate themselves from their normal social selves into emotional excess. At this moment,

173



the ego becomes forgotten and there remains no separation between performer and disposition.
The sattvika-bhavas emerge together to signal the intensity of these moments, which act as
embodied evaluations on the propriety and fit of a performance to the sattva itself. Hence this
feedback loop allows for a haptic logic of judging a ritual or dramatic performance’s validity
for a devotional audience. When Kavikarnapiira and Ripa Gosvamin mutually manifested
sattvika-bhavas while listening to each other’s writing, this process became enmeshed into the
larger doxic practices of Gaudiya communities.®*® As an audience member, I don’t have to
explain why I feel like something moves or does not move me, it does not “sit right.” I cannot
dwell in it without finding the fit uncomfortable. When a drama becomes powerfully moving,
it “touches” me and I feel like I cannot move without breaking the pristine clarity of the
moment.3%4

Lila as a form of the affective body therefore functions to foster relationships in “play.”
The oscillation movement between multiple realities, identities, and dispositions that can
manifest affords it the ability to express a sattva in novel configurations. As a sthayi-bhava
becomes enacted in the affective ecology of a play, | have argued that Kavikarnaptira shows
how the pervading affects shape it with their unique features. Like formal semblances
(abhasa), lilas shape the matrix of a character (prakrti) as it becomes embodied and performed.
Kavikarnaptira likewise introduces abhdsas and the category of “adoration” to link worldly
and otherworldly affects to the domain of aesthetics and literature respectively. These liminal
features in turn disorient the audience and allow the divine to exert a force that overrides
individual agency and conditioning. In Act Two of the “Arising of the Moon of Caitanya,”
Kavikarnaptira’s characters dramatize this liminal space as Caitanya’s birth inaugurates a new

liminal zone for the divine to cross over into the material, historical world. When these same
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characters go on to eulogize Krsna’s homeplace of Vrndavana in the Bhagavata-mahatyma,
Bengal is left out of their itinerary. | claim this absent presence reveals that the latent or
“hidden” (gupta) aspect of the divine acts like a disposition waiting to be manifested in
semblances. Devotees in Nabadwip today still practice with Caitanya as the central figure of
their devotional focus as his material presence allows the hidden play of Krsna’s dhaman to
“jump out” of the landscape. Similarly, Caitanya’s associates in Act Two of the Caitanya-
candrodaya assume a metatheatrical game of shifting identities and semblances to determine
whether to worship their living guru or his divine persona. While Advaita tells Caitanya “He
is like you, you are like him. I see no difference between the two,” he sees Caitanya’s embodied
form as the material matrix for this semblance to “enter” (@-\vis) and in which it becomes
“submerged” (ni-Vmajj) when dormant as a well of possibilities. Meanwhile the community of
bhaktas in the person of Srivasa picks their living leader while vocally agreeing with Advaita’s
“non-dual” stance on the sameness of Krsna and Caitanya. Srivasa therefore can claim, “This
is a play you have staged...Your form is our greatest treasure.”>?® In spite of the disorientation
and proliferation of semblances, the community grounds its affective focus on the affective
body they see every day. Caitanya’s body therefore acts as its own crossing place for worldly
and otherworldly affects, allows a devotee to dwell in the hidden world of Krsna’s eternal play
or the historical exploits of his own course of life. The relationality inherent in /ila can only
take place when these outcomes are spontaneous yet can still be encouraged with favorable
conditions. Only the ordinary affordances of the material world can create a space for a
religious audience to encounter the hidden side of reality.

While | have translated bhava as disposition and relation primarily in Kavikarnaptira’s

drama, these terms are only the virtual side of the affective body. When a sattva is put into
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performance, it can activate a semblance (/ila) that plays back and forth across identities,
shifting potentials as they become latched onto larger ensembles of material artifacts,
embodied persons and animals, and environments as a whole. In this way, the disposition can
manifest itself as an entire space in which I can feel myself “dwelling.” This does not require
a physical location but can overwhelm me at any time. Passing by a landmark with a powerful
memory triggers a process of smaraza for me: remembering the event can similarly bring me
back to that time and place like I am really there in the present. This reversibility of lila
suggests that we dwell in semblances as they are en-sembles or relations in which we live. As
part of a larger ecology of bodily forces, Caitanya himself embodies theses affects as they
stream in from a common social space. These /ilas therefore connect to a larger, historical set
of affordances in the way they are enacted and embodied in styles of living (vrtti). As affective
forms, these “habits” embody the depth of affects in corporeality, as well as the manner in
which performance shapes bodies over time. By turning to the ways in which we invest or are
invested by bhavas, | argue that affects can cross over from the virtual side of the affective
body to its material side. When they do, bhavas become historical, social forces felt across

bodies as well.
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3.1 Style on the Fringe:
Affective Economies of Performance and Embodied Investment

And in that way you will fill the Brahma-world as before. For as Raghunatha took all
of Ayodhya and went to Vaikuntha, and Ayodhya was filled with other jivas, now you
have appeared and spread out a market, and no one understands this profound play.
-Krsnadasa Kaviraja, Caitanya-caritamrta. 3.3.75-77%
| noted then that they were all in black, Hawkins in a black suit, Amy in a black dress
and, like Corrine, a veil of mourning, though less ornate. Standing there, Corrine’s staff
seemed extensions of her deeper mood, ethereal projections of her widow grief.
-Ta-Nahisi Coates, The Water Dancer?
Bhavas are something we cannot normally experience with the senses in their latent forms as
dispositions (sattvas). Similarly, when we turn to the semblances (/7/as) in performance, affects
take on a form that appears to take place. This seems far removed from the normal course of
embodied life for most people however. This chapter therefore maps out a new terrain that
infuses affects with the qualities of an ecology of forces at play. Like a wine that develops a
particular terroir from the landscape, weather, and cultivation of a particular way of life,
bhavas are influenced by the mode of living (vrtti) that becomes embedded in the bodies of
performers and audience members. At times, these corporeal relationships between human
beings and others are even fashioned by performances as they develop latent inclinations,
tendencies, and potentials in persons to follow alternative paths in life outside of theatrical,
ritual, or “specially marked” events.® However, this also means that certain bodies can become
accessories to others, as the quote from Ta-Nahisi Coates’s historical fiction set in the
antebellum United States suggests. When the abolitionists in hiding are led by Corrine posing
as a Southern slave-holding widow, her African-American staff ornament her and “extender
her deeper modo” as “ethereal projections” of her affect. By attending to how bodies are both

shaped and subjugated by these forms of affectivity, scholars of religion can begin to attend to

historical contexts as local situations change the affordances of dispositions and semblances.
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While Chapter Two deals with /i/a as the playful interaction in the affective ecology of
historical figures in the Gaudiya community, I turn here to the way they came to embody and
invest themselves with the special potency of religious characters. These inadvertently
revealed or reshaped their identities by shifting the parameters of identity within a separate
gestural regime: aharya-abhinaya, which contains costuming, makeup, and scenic design. Act
Three in particular explores the nuances of actors and characters who are not “playing” a part
but appear different due to the affective contouring that aharya affords. How is the body shaped
by costumes in performance? In what ways are these “gestures” infused with affectivity? And
how does a playwright such as Kavikarnapira uses these techniques to in-form an audience of
his meaning? | argue that the dramaturgical concept of vrtti as habit can help make sense of
these forces on the bodies of performers.

Vrttis are not only practices that are dictated by one’s position and economic situation
in a given society but also the expected behaviors, conduct, and temperament that one can
embody. Like the religious garb of monastics, a “habit” is also a set of conventions or styles
of presenting the body with others that identifies one’s position and identity in a group.
Clothing and cosmetic features are paramount to these practices of everyday affectivity—I
react differently when wearing a costume based on the social qualities associated with its role.*
Moreover, habits are said to generate character or disposition, suggesting the links between
vrttis as they “turn” into sattvas or “induce” gestures. In particular, vrttis stress the movement,
transformation, and flow of affect between bodies in a shared material world. While it might
seem counterintuitive to link habit with the fleeting tendency of emotions, affect opens up
habits to their capacity as gradual change that affords stability over time. Over time, my habits

form “me” as they add to an embodied repertoire of possible movements.> Attending to vrtti
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allows me to ask questions about the manner or “style” in which a bhava comes to be, as well
as how it develops or becomes a “transformation.” Originally derived from the Sanskrit root
\vrt, “to turn,” this verbal form has similar grammatical uses to sattva but on a more present
and on-going level. Strengthened, it can mean both “news” (varta) as well as how a story or
way of “going about” things (pravrtti) “turns out” (vrttanta).® As a way of living in the world,
it also includes the “livelihood” or animating activity in which one gains a “living.”’ Similar
to how Ayurvedic texts discuss a “regime” (vrtta) for healthy life, this presupposes moral and
ethical norms of behavior as the habitus of this particular lifeworld.® Prescribing a regime
requires recognition of the person’s psychophysical disposition (sattva) before administering
diet, exercise, and rules to ensure their continued longevity. Texts that stress these norms
follow with “means” of living which constitute the social-economic ways of sustaining the
self, including farming and trade. Certain patterns of behavior for one group can be beneficial
while impeding others.

Medical regimes suggest that health and economic-social prosperity are seen as correlates
in normative discourses, which draws attention to the “somatic stresses” on the bodies that
labor.® Positive manners of living develop life (pravrtti) while certain religious practices,
including austerities (tapas) focus on extricating oneself from these norms by “turning back”
(nivrtti) this process of ecological affectivity on the self.!% At times, “possession” over the body
is even contested when an outside disposition “in-vades” (avesa) and contests the self’s
control. In fact, mastery of the self is said to be a form of “self-possession” or self-investment
(svamin) over the “property” (sva) that belongs to the self, i.e. the body. Proper social and
ritual behavior is equated to control over the body against outside forces while select regimes

of practice can also modulate or share control with other dispositions.!! The direct link between
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economic, ethical, and affective prosperity: “Conduct (sila) in one’s self-disposition
(svabhave) is one’s true livelihood (sadvrtte), for he whose reward is in the enactment of one’s
motives.”'? How, then, do bhavas manifest in styles and manners? Are the normal and
specially-marked areas of life connected? And how do performances create links with these
regimes of everyday life to enact novel transformations? In other words, can religious drama
change our way of life after the show ends and we return home once more?

Bharata uses vrttis as aesthetic styles which carry particular traits. In Chapter Twenty-Two
of the Natya-sastra, the sage relates the story when Visnu condenses the world into a single
primordial ocean. After being challenged by two asuras named Madhu and Kaitabha, the
martial forms of movement and ways of speaking engendered four primary styles (vrttis). The
most vocal style is the “weighty” (bharati) since Visnu’s movements “created a great burden
(bhara) on the earth (bhiimi).” This likewise can be read as carrying an affective “weight” on
the “stage.”*® The power and virtue (sattva) of Visnu’s Sarnga bow echoes to give the “grand”
style (sattvati vrtti) its name; the “graceful” (kaisiki) style when he acted playfully and tied up
his hair (kesa); and the “energetic” (arabhati) emerged from personal combat and passionate
contact (sam-Vrabha). The god Brahma fashioned these actions into their verbal components
by carrying over the contours and textures which made them unique.* Besides the “weighty”
style that is used by all actors (bharatas), each has particular rasas which fit its mood. The

chart below shows Bharata’s links between rasas and vrttis from Narya-sastra 22.63-64:

Vrtti Rasas
Graceful (kaisiki) Decorous (srngara)
Comic (hasya)
Grand (sattvatr) Heroic (virya)
Wondrous (adbhuta)
Energetic (arabhati) Terrifying (bhayanaka)

Loathsome (bibhatsa)
Furious (raudra)
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Weighty (bharati) Compassionate (karuna)
Wondrous (adbhuta)

Figure 3.1: Textures of Style and their Corresponding Rasas

Bharata’s next chapter links these styles directly to costuming as a discussion of “cosmetic
gestures” (aharya-abhinaya). He includes garments, ornaments, and pigmentation to create a
first impression of the character’s natures (prakrzis) yet paradoxically help shape the actors to
fit their roles against their own innate proclivities as unique persons.® Makeup (nepathya) in
particular allows actors to “assume the nature of the person whose character he is to” play.
Bharata insists that this involves transmigration or magic:

Just as the soul of a man assumes another disposition (para-bhava) related to the body

of another animal [by using mantras] after renouncing his own self-disposition

(svabhava) proper to his body, so a person adopts the behavior connected with the guise

(vesa) he wears after having his color and costume changed.®
The self can assume various bodies in a similar way as if they were outfits, yet here Bharata
suggests that one can invite in a foreign disposition (para-bhava) by literally walking in their
shoes and applying makeup. Far from being merely surface features, these “cosmetic gestures”
therefore allow an actor access to the embodied feeling of another’s life.

| argue that vrttis can layer multiple dispositions or characters (sattvas) into a single
corporeal body. Like costumes and other “cosmetic gestures,” these forms augment the body
and give it its social meaning and place. Furthermore, | argue that the vrttis are the most
important aspect of an artist’s craft; they embody the technicity, a pool of skills or habitus from
which they can create the proper illusions onstage. While /ilas are the principle focus of the
audience—the “dramatic illusion” that enraptures an audience by drawing them towards the

characters’ world—the actors must always have a foot in the technical realm of performance

and cannot be “moved” entirely.!” Their conduct onstage is therefore fashioned over time from
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a long discipleship with the tradition. |1 examine the ways that Kavikarnpapiira’s sixteenth
century drama is invested by the shared conduct and habits of devotional audiences.

Various scholars in the study of religion, performance, and anthropology have focused
on habitus or conduct alongside its ties to aesthetics and performance, this chapter also
elaborates on the embodied manner in which affects become deeply felt and engrained in the
very tissues of the corporeal body.'® As a form of practice that develops affective tendencies
into fully-embodied habits, vrtti allows for the sedimentation of bAaavas into corporeal behavior
without a single “leading” figure emerging from a collective to direct the movement.!®
However, dispositions that are unfamiliar to the body can also become entrenched within its
affective matrix. For example, when Dalits in William Sax’s study of Himalayan Gahrwali
communities worship a form of the terrifying deity Bhairav, the community recognizes the
deity’s presence in the way they move during a positive form of possession (avesa).?® In other
contexts of possession, spirits or deities can “weigh” (Bengali bhard)?! down the body as the
force of the deity comes to situate itself into a corporeal form.?? Both avesa and bhara can
refer in Bengali to forms of this entrance into the body by biavas which afford a confusion of
boundaries. Like Sulabha’s possession of Janaka in the Santi-parvan, affects can confuse the
lines between dispositions as a matrix for the self and others.? Particularly powerful affects,
meanwhile, can develop that seem to sink into and immerse the body into their own inductive
field.?

The body in this sense is not just a passive container but also a flexible node in the
ecological network of a corporeal world. This material matrix (prakrti) acts to distribute
affectivity and identity across bodies, species, and even times. By attending to the body as a

potential field of depth, we can see how the immaterial bodies of spirits, gods, and even
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characters can carry their affordances into material elements as well.? The bodly itself develops
its organs through “turning” in growth, such as when the stomach lining develops two uneven
sides of connected tissues or hides its features which can only be seen when alive. The
corporeal side of affectivity affords both the self and other dispositions the space to materially
enter the world via the movement transmitted in a shared “flesh.”?® As both the nexus and
material of self-fashioning, the body affords ways of changing the world as well. A society
takes for granted the ways it fashions and shapes its members using clothing, which in dramatic
terms is a “cosmetic” form of gesturing (@harya-abhinaya). These performative forms bring
us closer together” (@-Vhr) especially as they engender similar “embracing affects”
(anubhavas) in audiences. A spectacular performance elicits shared appreciation via gestures
of dancing, clapping, shouting, or noise-making. A change in surface from a cosmetic gesture
in this sense activates potential for depths as it moves. By folding, contorting, and giving
texture and shape to our experience of our own bodies, costumes and makeup in performance
shift the registers of our sense of self.

This idea of donning and shedding layers of the body is consistent with the way the
unembodied self (atman) shifts corporeal forms as if discarding old garments.?” The body not
only shapes our experience of the world but itself becomes a site for investment: the matrix of
my very person houses itself (albeit temporarily) and resorts to a body while developing its
powers, using them wisely, and eventually hoping for a positive outcome to its journey in the
world. A religious mendicant, for example, might cut off affective ties to others (pravrtti) in
order to divest from normal habits (nivrtti) and thereby remove attachment to the bodily ego.
This would allow access to a deeper level of reality, including divine vision or experiences and

might culminate in an expansion into pure consciousness or other realms altogether. Similarly,
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the qualities (gura) that I develop through social conduct or a medical regime (vrtta) engender
a new style of habit (vrtti). These fixed forms of conduct eventually mold my person,
experience, and inclinations into a lasting temperament or disposition (sattva) or can likewise
attempt to purge non-characteristic traits which appear against the grain of my normal
disposition.

Vritis as habits therefore incline us toward shared bodily experience: performances are
one of the central vehicles for these affective forms to induce change and stability in a society.
Any given audience aware of the social, cultural, and aesthetic norms of a genre of acting,
dancing, recitation, or music can assess whether a performance succeeds or fails without being
told by an outside authority or judge. Yet paradoxically each person “takes away” something
unique from a given iteration of a play, score, or dance of which no one else might have been
aware. Each performance therefore has different roles or “levels” (bhiimikas) which feature
vantage points to its larger matrix. An audience member sitting in the front row will have a
vastly different experience than someone forced to stand at the very fringe of a performance
space. | was almost run over at times while watching performances in India as space for
spectators spilled over into municipal roads! Each vrtti therefore offers multiple ways into a
performance while waves of feeling “churn” within a single body in an economy of affects.?®

In this scene of corporeal coverings and layers, an economy of affects emerges that
modulates between levels of materiality and immateriality. Bhavas will shift registers, both
hiding and disguising fixed positions while revealing latent ones hiding beneath surfaces or
just around the corner waiting to be turned over. Performances that engage vrttis therefore
function to “dig up” these things through repetition as each “rehearsal” uncovers new ground,

“turning” the soil of our bodies to allow for new potentials to grow even after harrowing
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experiences. This can be onerous work at times as the embodied labor of performance will
weigh us down with the affective force of these seismic shifts.?® As habitual patterns that can
modulate our behavior and dispositions, rituals function to change this set of affordances as
we develop new ways of going about the “business” of our dispositions.*® Continuing in my
analysis from chapter two of Kavikarnaptra’s play the Caitanya-candrodya, | turn now to
examine the stylistic and cosmetic gestures encoded in his affective habits. In particular, Act
Three revolves around an uparkha, a dramatic play-within-the-play staged by Caitanya and
his devotees in Bengal. Kavikarnapira offers an imaginative exercise in performance for his
audience as he demonstrates the transformational capacities afforded by costuming. The bodies
of historical figures become filled or uncovered with different vrttis that are not considered
“acting” or “playing at” in the drama yet go on to radically affect certain people’s livelihoods.®!
The plot of the inset play also deals with an episode of jurisprudence over possession of the
forests of Vrndavana in a playful manner that treats the circulation of affect as a courtroom
battle of the sexes.

First 1 examine the theater historian David Mason’s ethnographies of rasa-lila
performances in Braj to model a potential way audiences in Bengal might have responded to
the shared vrtti of Kavikarnaptira’s play in Act Three. I shall elaborate on Kavikarnaptira’s
style as he introduces his characters and their relationships to their perceived costumes and
guises in the play. Next | turn to the introduction and internal framing of the uparkha to see
how the characters use dramaturgical conventions or break from them in novel ways. The roles
established for the play are described as precipitated by a goddess acting as the playwright
named Yogamaya, who herself takes the role of a crone in its drama. Following this

introduction, | turn to the innermost nested frame of Krsna and Radha’s storyline in the
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upankha proper, which is called the “Play of the Toll” (dana-vinoda). | argue the roles
themselves, while sharing in the pure dispositional matrix of Krsna’s ultimate form, are
corporeally shaped by the clothing choices of the characters played by Caitanya and his
devotees. In this way the stage is “seized” by these forces despite going against the natural
proclivities of the actors. In the following section I turn to the “business” of the plot’s conflict:
the territorial rights over the forest, which become enacted in a judicial argument between the
young men and women of the cowherd community. In a somewhat carnivalesque manner, the
gopis and gopas argue for Radha and Krsna’s supremacy over one another without resolving
the tension. In the final section I argue the inner play’s abrupt and unsatisfying conclusion
creates an affective gap similar to the social death instigated by renunciation from society. Due
to this disjuncture, Caitanya’s future career as an ascetic renouncer is foreshadowed and
dramaturgically connected to the end of the inset play. | argue as a conclusion that these waves
of affectivity overwhelm the everyday individuality of our corporeal forms to encompass
audiences in a larger feeling as both a form of investment and possession. Affects come to
dwell in our corporeal forms and transform them in various ways through the vrttis that we

embody and become inhabited by over time.

3.2 Invading the Stage in Style: Bodily Investment, Possession, and Habit

Continuing my discussion of the “Arising of the Moon of Caitanya” (1572) from
chapter two, the play’s ten-act structure is centrally involved with the separation and
“surrender” (viraha) of affectivity to Krsna in the guise of Caitanya. Kavikarnapiira, the
Bengali aesthetic theorist and playwright, wrote this play toward the end of his life.3? The
longing felt by the Bengali community acts as its dispositional matrix with each act creating a

semblance to resonate with multiple compelling forms to the central hub of this stabilizing
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affect (sthayi-bhava). Both Act One and Two introduce allegorical characters who exhibit
virtues or vices in Brahminic orthodoxy, including the degrading current age (Kali-yuga) and
Irreligion (Adharma) in Act One while Act Two is populated by Dispassion (Viraga) and
Devotion (Bhakti). Act Three continues this trend with two additional virtues of Friendship
(Maitr) and Passionate Devotion (Premabhakti). They in turn introduce a new stylistic feature
to Kavikarnaptra’s text: an internal audience and play called an uparnkha. This functions to
align the audience of devotees within the play with Caitanya as a householder named
Vi§vambhara, the “World-Bearing” lord before he decides to permanently focus on his
missionizing efforts to spread Krsna-bhakti. Act Three is a turning point in that the play is
followed by the announcement of Caitanya’s decision to become a religious renunciant
(samnyasin) to his mother Suci. His hagriographic career as a renunciant continues throughout
the next six acts but without the framing device of the allegorical figures. Act Ten results in a
final dance of the community at the Jagannatha temple in Puri for the king Prataparudra, whose
grief at the loss of his guru necessitated Kavikarnapiira to compose the naraka.*

The characters in the internal play are performed by bhaktas in the community around
Caitanya in Navadvip, his Bengali home. Before turning to Act Three proper, | focus on several
related performance traditions in this chapter among other Gaudiya groups who portray
Krsna’s /ilas to suggest how the Bengali audience might have become co-participants in the
performance. As such, they would have responded to Kavikarnapiira’s style (vrtti) within the
given performance expectations of Bengali dramas such as the jatra format.3* This relationality
extends beyond the characters as vessels for affectivity: the audience itself takes part in the
ecology. As devotees (bhaktas) to Krsna’s pastimes, participants “share” (bhaj) in the relation

with the divine in this game of back-and-forth, constantly shifting roles as their affective
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engagement modulates based on the form manifested by the divine. A person susceptible to
parental feelings (vatsalya-rasa) will conjure a toddler form of Krsna, for instance. Srivasa’s
claim that Caitanya is performing a natya, a “play,” fits into this series of hierarchical forms
and affects. Without stating his theological goals, Kavikarnaptira’s dramaturgy reveals that his
audience has to participate in order to understand the action onstage.

The relationship between performer and audience is usually said to be weighted toward
the actor’s side of the equation, to make the semblance “real” or skillful enough to be deemed
a proper performance. Theatre scholars have contested this assumption in terms of the living
traditions of Krsna dramas. As an ethnographer of theatrical practices, David Mason’s study
examines the North Indian area of Braj as a field for Krsna dramas called rasa-/ila. This genre
principally involves young Brahmin boys led by an experienced adult troupe leader performing
episodes from the Bhagavata-purana and devotional stories at a mostly amateurish level of
skill. Yet somehow audiences can be moved to tears by the sight of these actors, who are called
svarups or “self-forms” of Krsna and his cowherding companions. These plays work on the
same register as Kavikarnaptra’s drama, as Mason argues in his working definition of
performance: “theatre is religion by making the unmanifest manifest—the fundamental thing
that both theatre and religion try to do.”% In both cases, manifesting Krsna’s plays (/i/as) is the
central semblance. Theatre in Braj, however, is not seen as a mode of ritual enactment but a
mood set by those who actively make up its audience.*® Since Krsna as a mischievous
participant in “dark play” acts to fool us, he can be both himself and an actor, “Krsna playing
Krsna” onstage while himself being a svariipa.®” The actors as “self-forms” of the divine are
not representations.® Like temple images, they are mirtis, embodied versions of the divine:

“the image, be it of clay, wood, stone, or other material, not only represents Krishna, but is
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Krishna.”*® In a similar manner, the actors activate latent structures within the audience
members who are already familiar with Krsna’s antics and are prone to seecing them as a form
worthy of envisioning, regardless of the actual skills of the performers onstage.

Turning briefly to my previous discussions in chapter one and two, | should emphasize
the new direction this chapter takes. So far | have mapped out a path of virtual or potential
forms of affective transformation. Sattvas are dispositions which reside outside of any given
form or body yet infuse them with their presence. When an audience invokes them in a present
moment of bhavana or “dwelling,” they allow for affects to “take place” and gain form, a kind
of field or receptacle where stable bodies can help channel fluid affects into shape. Gestures
(abhinaya) become semblances (/ila) along this route. Gestures travel from a performer’s body
as they transition into the “jumping out” of semblance from material forms. A landscape
painting is not there unless | can see the contours of the water in its brushstrokes lingering in
the material medium. We catch the memorializing (smaraza) after its inception but can return
to its traces when caught in this fashion. From there, affects abstractly awaken a dormant
potential (sattva) as | recognize what that landscape denotes within personal or cultural
memory. [ “surrender” myself to this potential of the forms to move me as I “relinquish”
(viraha) control. In this route, my analysis starts with the performer’s body and ends in an
atmosphere or matrix diffused into a set of potentials throughout the affective ecology.

An alternate route exists to reach the disposition moving in performances from the
virtual to manifest: in this form of analysis, an affective economy circulates vital substances
(dosas) and qualities (guras) throughout corporeal forms as they are encoded from the latent
domain of materiality (prakti).*° What makes this different for each artform is the duration of

the material basis; a gesture in dance has no lasting impact as it becomes inscribed onto air;
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the same movement lasts while the pigments on a brush stroke are transferred to a a canvas; a
chisel can mark stone for ages. Each gesture transforms material reality via human intention
as it in-duces (abhi-Vni) new forms to emerge. These new domains (dhamans) are likewise the
favored places where memories dwell: monuments retain history in the textures of stone and
wood, the style of fashioning by the artisans and craftspeople, and the forms of language etched
into its surfaces. Cosmetic gestures like these become inscribed with the unique contours and
traits denoting a particular style, whether marking a single artist or influencing an entire
empire’s artforms. These styles are also the transformations of affectivity from a group
dynamic into a shared world of personal choice. A single artist’s style can offer new avenues
for developing dispositions as it becomes a commanding form among others. Artists will find
themselves unconsciously borrowing a vocal technique, a method of shading, or a turn of the
head from these recognized artists even as they attempt to fight the hegemony of a single
performer over their genre.*!

Performances therefore retain this reservoir of techniques and affects in their given
genre. In chapter one, | described sattvas as dis-positions, containing a host of qualities (guzas)
held in abeyance as potential (sakti). This energy is not static but instead a well of possibility
with movement underneath its calm surface. Bhavas can shift this disposition into a material
form that remains latent: the contours shift power as they “inhabit” (avesa) a performance’s
“style” (vrtti). While memorializing shifts the affect from the bodied nexus of the performer
into a more diffuse domain of the virtual—where it can exist outside the body for others to
engage as expressive remnant while grounded on another material form—style is materially
present but harder to locate precisely. I can tell you my favorite poem “feels” a certain way

without knowing the exact the figures of speech that characterizes it. This side of affectivity
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opens up in the manner or “way” things are performed across bodies. I am “caught up” in a
poet’s style even as it infuses me with emotive force. It covers me and “in-vests” (a-vesa) me
with its particularities or qualities (guras). At times, I might even be “possessed” by a
particularly strong feeling I had never experienced myself in everyday life. The depth of these
feelings belies the techniques that only appear to obtain on the surface of materials: after all,
why would seeing an actor in heavy stage makeup render a feeling more “real” for an audience?
Yet somehow these surface features are the key component to engendering affectivity in
audience members. Audiences will watch a play or dance even knowing the exact story about
to be enacted and still find it incredibly moving. The shared textures of the performance seem
more important at times than the didactic message. The actor’s body becomes the “vessel”
(patra) for these fluid affects, containing them while allowing a fluid movement like a wave
in the stillness of sattva.

This plays out most noticeably in the devotional relationships elaborated by the
Gaudiya theorists on bhavas. When an actor “plays” a particular character (prakrti), they
temporarily embody the affects and feelings of that specific person regardless of their own
dispositional matrix (svabhava). Unlike Bharata’s systemization in the Narya-sastra however,
Riipa Gosvamin and Kavikarnapiira see the actor-character relationship as simultaneous rather
than assuming another’s disposition (para-bhava). Instead, in order to access these hidden
layers of their sattva actors “un-wind” (ni-vrtti) themselves from their everyday or ongoing
(pravrtti) styles of living.*? Style (vrtti) encroaches into gestures when they become habits,
instilled into the corporeal forms and waiting for the proper moment to be activated. Multiple
dispositions can be activated by skilled actors as they contour and shape experience by

assuming these collective traits onstage. Actors today still use this definition: when playing a

191



king, the role is said to be a “kingly” bhava. These “roles” are often called bhimikas as well
to differentiate from the performers as “vessels” (patras) who “contain” them within their
bodily contours. As bhimikas or “levels, small places” for a larger force to encompass, the
characters portrayed in a drama or dance temporarily reside in the body of the actor or dancer.
Likewise they are a small accomplishment of “step” along a path toward a full realization of
the powers of the performative body. In mastering a vrtti or set of movement and acting
repertories, a performer gains access to a set of capacities and techniques that expand their
bodily control. Their relationship with the audience therefore becomes a voluntary method of
exerting force or conducting a novel set of transactions. Humans connect to one another
through gestures into a shared habit as audience-performers enliven a style in each iteration of
a performance.

A different set of relationships is encoded when the divine takes over and manifests
itself in human bodies without agentive control from the person. This process is explained as
the person “bearing” the weight (Bengali bhara) of the deity in question and is framed in terms
of the clothing or costumes (vesa) worn during a performance. The body “weighed down” by
a deity role is said to “bear” (Vdhr) the role such as in “female guise” (strivesadhari).*® This
combination of inhabiting and weighing down fits the costuming requirements of most
elaborate South Asian dramas. Multiple layers of clothing, makeup, and accessories are
required to fully take on a character besides the self. Harshita Kamath’s studies on “female
guising” have treated the social and gender implications of men portraying women onstage.*
These techniques involve not only costuming but also bearing and linguistic styles of
presentation as a form of labor. When this latent set of material affects becomes the focus of

aesthetic or ritual means, it opens up deeper strata within the body than individuals normally
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experience. Hence a distributed kind of embodiment is awakened and actualized in a “sharing”
(bhakti) between divine and human.* By “implanting” a separate personality through cosmetic
gestures into the external contours of the body, it shifts the potential for movement in gestures
(angika-abhinaya) as well as delimiting the range of vocal gestures (vacika-abhinaya). Thick
clothing prevent certain freer forms of movement and layers of makeup can prohibit subtle
facial expressions while conveying a smaller range of stock emotional parameters. These
conventions therefore come to take over the body of the performer, rendering them into a
dividual person sharing in the textures and contours of an inherited set of characteristic tropes
and features across social groups and permitting changes across bodily membranes of
otherwise invisible forces.*®

Costumes also offer the opportunity to turn illusions (maya) into formal staging
conventions. When an actor performs in an ensemble, seen in chapter two for instance, the
ongoing relationships help to shape their gestures. This keeps the illusion of /ila alive and can
further translate to new forms of assuming a character. These become “stages” (bhimikas) as
the roles are absorbed into cultural memory associated with the particular person who
performed them.*’ For the Gaudiyas, Caitanya and Krsna’s relationship might seem to be the
assumed as coequal. However, because of Kavikarnapiira’s focus on artistry, deception, and
playful frivolity as reoccurring motifs, Krsna’s /ilas did not fit the contour of Caitanya’s
hagiography (carita). Kavikarnaptira subverts his audience’s expectations much like in Act
Two by bringing Caitanya’s identity in question through the relationship of characters.
Relationality shapes the experience of bhavas as the forms of the divine slip into new costumes

and bodies—whether through supernatural means or dramatic gestures.
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Let me now examine one such conventional system of performance in a Gaudiya locale
to suggest how Kavikarnaptra’s audience might expect his inset play to be performed when
reading or seeing the Caitanya-candrodaya performed. Two structural aspects of the rasa-lila
performances are important to show how Krsna manifests himself in performance, and hence
can help us understand Act Three. In Kavikarnapira’s inset play (upankha), Caitanya and his
followers play characters in an episode from Krsna’s teenage antics with Radha and his friends.
The central episode is the maharas dance, where the child actors perform with kathak-inspired
percussive footwork the eponymous /ila from the tenth book of the Bhdgavata-purana.*® Krsna
plays his flute to entrance the gopis, who come to him but become inflamed with pride. He
disappears, and they wander Vrndavana bemoaning their love-in-separation (viraha) until he
reappears. They proceed to perform the circle-dance that gives this /ila its name. In the second
half of the genre, the /ila portion of the performances, dramatic episodes are strategically
chosen for the audience and situation. Traditional or novel episodes can be added to the
repertoire, showcasing the buffoonery and comic thievery between Krishna and the gopis.*®

While the formal dimensions of the affects in rasa-lila performances seem “wooden”
compared to the Stansislavskian system of emotional memory triggering actions, the audiences
respond to these formal characteristics in a powerful way.>® Mason argues that the affective
investment in the sattvas of Krsna, the gopis, and other characters is so real as to become even
more real than normal mundane existence. The eventfulness of Vrndavan can be seen as a
rehearsal, playful but not always fun, and still painfully opening and revealing in the dark-
play of Krsna-/ila. As a form that mixes the layers of reality—virtual/material,
historical/timeless—this process “churns” the affects of the audience into a material affordance

that can be shared.>! This description of hkava as material accords with the idea of rasa as
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“taste,” or something that can be substantially digested and enjoyed.’? Bhava, according to
rasa-lila troupe directors interviewed by Mason, is most pure and full in young children.>® As
children play Krsna and his associates in performance, they infuse the audience with a
devotional affect that permeates every action.

Mason argues that the performative force of imaging brought by spectators is just as
much acting as the “performers” on the rasa-Iila stage. Dispositions (sattvas) are activated and
cultivated through the style (vrtti) from the well of possibilities to create a depth of affect. >
When the imagined/illusory nature of semblance (/zla) is overridden by the materiality of
costuming, the vrtti takes over. We can feel the weight of an actor’s clothing as they move
through a palace or forest through their manner of movement.>® The emotional economy
between performer and audience is tilted heavily toward investment by the audience in this
case.®® For instance, the performance is not tailored toward precision and highly-technical
mastery. The style of rasa-lila svariips is highly, affectively uninteresting.®” Instead, “the
patrons’ own devotional investment combine to easily overshadow the performers’
(mis)steps.”>®

Audience members can invest so much devotional energy into the performance they
effectively become performers: even off-stage, “patrons develop and play characters of their
own.”® This can be seen in how parents, for example, can take pleasure in watching their
children perform while still learning an instrument; the technical skill is less important than
the audience’s expectations for the performance. Parents are already playing a “role” and hence
assuming an internal relational in their identity with their children.®° These roles are personae
(sattva) or characters involved with Krsna that audience members don in everyday life. The

milieu of Braj itself trains the performers (child-actor-svarips and adult-audience-bhaktas) by

195



using “day-to-day living” in Vrndavan to habituate Krsna’s theatricality into their bodies and
gestures.®? Hence the “play affects the devotee through the mechanism of the character he or
she has adopted and brought to the performance.”®

Bhiava in Braj comes to mean not only powerful emotions but “one’s particular
character, either natural or developed.”®® Bhava is deployed in ways analogous to sattva,
inherent to a particular person’s disposition as an affective palette of moods. Likewise, it is not
just internal or subjective but instead an aspect of the role, or set of relationships, one engages
in with others in affective bonds. Certain roles can even absorb the traces of individual style
of the persons taking them on and manifesting them onstage.’ Devotees wish a similar
“coloring” by the deity in their own lives and actions to infuse the very world around them.%
Agency enters the mix when the human actors, even when constrained “as” the deity in
question by the audience’s expectations, have the freedom to fight these embodied
expectations.®® This is only possible as the human choices and characteristics of the person
become gradually latent in their actions, creating a mold or silhouette in the way they perform.
A self-disposition (sva-bhava) emerges as a vrtti when our affective habits are placed into a
social context. Angry people might make bad judges but good warriors, for instance, dictating
the economic and social roles that fit them. Their personal “style” (vrtti) is fashioned by the
sedimentation of gestures and movements which become habituated in the choices and aspects
of their personality that emerge as proper with others. Hence I can say someone is an “angry”
person or a “cheerful” one when I mean their disposition appears in the way they engage in
their everyday business (pravrtti), or as a form of practice.®” Going against one’s everyday

habits (nivrtti) is used when one wants to dis-engage from the world as a career or at a later

stage of life.
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These temperaments or “styles” of living are always engaged with others though.
Turning back to the Gaudiyas, even the deity and his associates are actors playing “roles” as
an ensemble that occurs simultaneously in a single body or across multiple corporeal forms.
John Stratton Hawley’s discussion of the ras-/ilas centers on Krsna’s metatheatricality since
“every play is a play-within-a-play.”® Why is this metatheatrical event so central to the overall
structure of the Caitanya-candrodaya? Krsna’s presence onstage as a svariipa Can be
considered metatheatrical, a deity playing at imitating another who himself plays Krsna
(playing himself) in the supreme realm of the unmanifest Vrndavana as I examined in chapter
two. This disorientation is a feature of Krsna’s /ilas as the relative and the absolute are blended.
This chapter’s new lens of vrtti adds the idea of dimensionality to the performance process as
well. If the character-persona draws on Krsna’s “pure disposition” (Suddha-sattva,) then the
“roles” being played onstage are real and true, ontologically indistinguishable from the
supreme reality only by degree.®® Rather than stressing a linear model of mimesis, audiences
draw on their knowledge of Krsna’s disposition as a trickster, a cunning master of disguise,
wit, and verbal wordplay, to see the actors onstage. Even children can appear to fit this when
they rebel against the conventions of rasa-/ila—audiences see “just” Krsna in such acts! Hence
the texture or depth of a performance’s affects as they go with the grain of expectations or
against it suggest how well the affective economy. I distinguish Krsna’s /ilas as episodic events
onstage involving ensembles and the affective forms that take over the bodies of devotees or
actors stemming from the transformation of this disposition into a vrtti. While audiences
experience the semblances as their central focus, performers are often drawn into the style to
allow for the disposition to possess their bodies or invest them with its affective circulation of

force.
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While episodes in Kavikarnapiira’s play are shown to be playful, his interior play
(uparkha) in Act Three involves a constant reminder that the actual deities appear onstage in
spite of the limited budget of the actor’s costumes. However, the roles enacted onstage are
discarded at key moments. In Kavikarnapura’s play-within-the-play, Radha and Krsna can
pretend at being a judge and an advocate respectively yet remain themselves. In the end, these
roles are a means to continuing their play. Yet this moment also causes a change in the lives
of the devotional community. In Caitanya’s hagiography, Kavikarpaptira’s next episode
involves a change in his everyday habits from the householder life (pravrtti) to that of a
renunciant samnyasin (the epitome of nivrtti habits). | turn now to the details of this interior
drama to examine how theatrical ritual can change—for participants on the stage and in the
audience alike—the experience of the world they inhabit. More, it can even transform their

physical bodies.

3.3 Styling the Divine: Dramatis Personae & their Guises in Caitanya-candrodaya Act 111

Kavikarpaptira’s interior play in Act Three of the Caitanya-candrodaya has parallels
in the work of other Vaisnava authors of his time, although the device on which it hinges, that
of the “toll-taking pastime” (dana-vinodak),”® appears to have few literary antecedents. There
is no mention of this /ila in the Bhagavata-purana’s tenth book on Krsna’s childhood, although
it does appear to have been known in folklore. Two Gaudiyas anticipated Kavikarnaptira in
writing on the matter: Raghunathadasa with his poem Dana-keli-cintamani and none other than
Riipa Gosvamin with a one-act bhanika play, Dana-keli-kaumudr.” Let me turn briefly to
Ripa’s play, in which his theatrical goals are aligned with those mentioned in Act Two of the
Caityana-candoraya (albeit directed now at Radha and Krsna’s pastimes). In the prastava

(prologue), the sutradhara recites two benedictory verses (nandi-slokas) that extol Radha’s
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compact manifestation of all the sattvika-bhavas, as well as affects particular to the disposition
(sattva) of the female protagonist (nayika) called kila-kificita in Riipa’s system.’? Radha’s
sattva is recognized as the most intense concentration of all the affects (mahabhava) which not
only ornament her body but manifest the deepest relation with Krsna. In the second verse,
however, Ripa emphasizes the play of identity taking form as it suggests new semblances for
their disposition to manifest:

All glories to Radha’s love for Krsna, the enemy of the demon Mura. Although it is all-

pervading, it tends to increase at every moment. Although it is important, it is devoid

of pride. And although it is pure, it is always beset with duplicity.”
Three main affordances appear from semblance in this section. First, Radha knows Krsna by
his deeds or exploits (/i/as), his gestes which bear the enemy’s name inside his own (Murari,
“Mura’s Foe”). Hence Krsna himself is given relation to others with each name. Second,
Radha’s love (preman) for him involves an affective economy similar to that seen Bharata’s
ecology of forms. Its vibhavas fill the world (“all-pervading”), blocks other affects by
delimiting her response through anubhavas (“devoid of pride”), and activates a pure matrix
like a stabilizing affect. Lastly, in order to manifest properly, Radha’s love requires costumes
as disguises (“it is always beset with duplicity”). For Riipa, the relation between the two lovers
is play (/7la), ongoing role-taking and role-discarding in equal measure. The theatrical artifice
(maya) required for this duplicity helps to keep the ensemble fresh by offering various
costumes and ‘“characters” for them to assume. The illusion is central to maintain the
semblance.

Kavikarnaptira’s interior play presents a contrast. In an utter departure from the
duplicity over an audience seen in Ripa’s text, the style of certain characters overrides the

ensemble and disrupts the process. Kavikarnapiira’s choice to break up the illusion showcases
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the disparate affordances of the virtual movement in /ila to the costuming and corporeal form
of movement in vrtti. The style of Kavikarnaptra’s language constantly embodies these themes
in word choice, punning double-entendres (slesa), and theological investments. In
Kavikarnaptira’s aesthetics, the words themselves make up the “body” of poetry (sarira) while
poetic style (#7#i) forms his corporeal beauty.’* All three of these features accrue in the
interpolated one-act play. To spoil the end, the inset play has no culmination—it seems to
seduce the audience and immediately disorient them from the expected outcome. | argue this
choice of breaking the stylistic conventions allows for Kavikarnaptra to transition Caitanya
into the next role in his career. Hence Kavikarnaptra’s style, not the worldly expectations of
his audience, foreshadows Caitanya’s return to the “spread a market” of his affective goods as
part of his “profound play.”"

Act Three of the Caitanya-candrodaya begins with two personas similarly to its
predecessor. The uparnkha is introduced following a short prelude scene with allegorical figures
taking center stage. Maitr1 (Friendship) appears alone onstage looking for her companion
Dispassion, speaking in Prakrit dialogue. The scene shifts suddenly to Sanskrit as she
anticipates the figure of Premabhakti (Loving Devotion).”® Friendship’s description of her
companion continues Viraga and Advaita’s speeches. Premabhakti is filled with a liquid grace
that overflows as embodied bliss (ananda-miirti).”” She enters and claims MaitrT is family in
the lineage of Self-Disposition and Purity: “I am your grandmother’s sister.”’8 This begins a
family tree of the affects to certain religious and social virtues:”®

Your father is the Bhagavan’s Mercy (anugraha), your mother Attachment to the

Bhagavan’s People. Many children were born to them in time. One was a son,

Discernment (viveka), and many daughters who were all named Devotion. Discernment

and his wife Thought (mati) had a daughter, Free from Jealousy (anasiiya). She married

Even-Tempered (samabhava) and after giving birth to Self-Disposition (svabhava) and
Purity (suddha), she had a daughter, you, Friendship, who brings me joy. These
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daughters (bhaktis), depending on whether their dispositions (bhava) had rasa or did
not (sarasa-nirasa), turned into two virtual divisions (dvi-vidhatam); the first lacking
rasa (nirasa) were divided in manifold ways due to union with the qualities of
primordial matter (gura-yogat); the others were divided into ten by sharing in rasa.
The enflamed (ujjvala), wonder (adbhuta), tranquility (sama), laughter (hasa), divine
love (preman), and maternal affection (vatsala) these are the six rasas, the ultimate
(uttama). The six devotions who share a dwelling in rasa (tad-asraya-bhajah) are
proper for desire (rati-yogyah).t°
This passage is dense with allusions to personified theological virtues (sattva), as well as the
affective qualities needed to experience drama (including svabhava and suddha, two key
concepts required for Gaudiyas). The forms of bhakti that emerge from this lineage become
abstracted into two sets of qualities themselves (dvi-vidhata). The first lack rasa, and hence
cannot be “extraordinary” (alaukika) forms of rasa for Kavikarnapiira, since they form a union
(yoga) with the material qualities of prakrti, the dispositional matrix of the world instead.
However, a different set of qualities appears as “proper for desire” for Krsna, (rati-yogya).
This term indicates a “fit” between the affective matrices and devotional service as seen in the
community’s ideals, as they become objects or “dwellings” (asraya) in which one can partake.
This suggests that the daughters are affectively charged by their presence within a human body
infused with rasa. Devotees therefore have a two-fold process of training their habits. By
investing in the non-material forms associated with Krsna, bhakti becomes “perfumed”
(vasana) with their proclivities necessary to reach this level. Likewise, divesting from the
material allows them easier access to the dispositional side of Krsna’s affects. The sattvas
necessary for this process therefore refashion an economy of affects into a new shape for proper
devotion as they “adhere” to certain bodies in circulation.®? Accessing these forms of devotion

is therefore possible only by divesting from other interests in the world (nivztti) and investing

in Krsna’s self-disposition and purity.
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The Premabhakti character’s gencalogy creates a lacuna in that the four remaining
rasas are abandoned without explanation, although Kavikarnapira in his aesthetics also cites
ten devotional rasas.® In similar ways to the Alamkara-kaustubha, Kavikarnapiira attempts to
reconcile multiple frameworks for rasa in Bhoja, Mammata, and Vi$vanastha’s theories,
working different forms of devotion as aspects of rati (desire). However, their examples all
provide bhavas, without any corresponding rasa to which they can be developed.® Instead,
the ten seem to be an encapsulation of his teacher Srinatha’s formulation in the Caitanya-mata-
mafjusa. This commentary on Bhagavata-purana 11.12.8 aligns with Premabhakti’s
description of the devotional family of forms. Srinatha’s system, however, offers the idea that
bhakti and rasa are two separate structures and can overlap, since rasa can exist without
devotion. He claims bhakti is “a mental style (mano-vrtti) developed when there is the
awareness of something worshipable (upasyatva-jiiane sati).”®® The ten in his list, which
Kavikarpaptira seems to assume, include the eight from the Narya-sastra, plus santa and
preman, which Srinatha claims subsumes vatsalya. In this section, however, Srinatha argues
that bhava can arise for “adoration toward a god, guru, etc.” This affect can be raised to rasa
when it is directed toward “extraordinary excitants” (vibhavair utkazaik) including Krsna.®® In
Chapter Two, I argued that this form of bhava as “adoration” functions as a liminal concept to
link the ordinary and extraordinary affects (a/laukika) together in semblances. As a set of
parallel hierarchies, adoration links the worldly and otherworldly rasas in aesthetics using
bhava as a connective tissue while rati or adbhuta function as the latent matrix for all other
specific affects to take form. Each works from a certain dispositional matrix (one unique
sthayi-bhava) and unfurls into the variegated forms known in Bharata’s list and beyond. I

argue in Act Three that Kavikarnaptra deploys these two tropes in separate ways for characters
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in the inset play and for his audience. These hierarchies are grounded in the affective body as
either rati (for Krsna) for the characters while adbhuta (“wonder”) colors all the others with
its affordances for his audience. Hence the /ila appearing in this episode appears playful and
amorous to the characters while for audiences they experience it as part of Krsna’s wonderous
disposition permeating all of their lives. All of Krsna’s affects emerge for actors as they unfurl
from a common love for the divine, while an audience experiences all affects as “wonderous”
when they apply to Krsna in an affective ecology.

Kavikarnaptra’s allegorical sattvas introduce a third potential matrix as the
foundational stabilizing affect of all others. The character Maitri (Friendship) asks whether her
interlocutor, Premabhakti, is the “best/final” (carama) among them. The splendorous
semblance replies with two additional verses that encapsulate the entire play’s theme, as well
as Kavikarnapiira’s assessment of rasa in relationships to the divine:

sarve rasas ca bhavas ca / taranga iva varidhau

unmajjanti nimajjanti / yatra sa prema-samjfiakak

khandananda rasah sarve /| so’khandananda ucyate

akhande khanda-dharma hi / prthak prthak ivasate

All rasas and affects are like waves on the ocean,

emerging and submerging in that known as preman.

All rasas are portions of bliss, preman is said to be the whole of bliss.

The qualities of the portions manifest in the whole as if each exists for itself. &
Kavikarnaptira’s style here is evident in the textures of his word choice and their liquid
affordances.® The matrix (preman) works as an ocean of possibilities from which its waves
(semblances) temporarily arise. The ocean is said to be self-fulfilling literally in this metaphor:
by creating clouds which appear temporarily separate from itself, it overflows as the separate

traits return to it as a reservoir of potential. Preman works as a dispositional matrix similar to

ahamkara in the character-centric formal theory of Bhoja. It unfolds into manifest rasas and
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bhavas of Bharata’s aesthetic ecology from its unmanifest, latent form (sattva). Lastly, it is
renewed as a singular container filled with all the particularized qualities as the affects are
performed in an ensemble. This is only possible through the means of embodied, living beings
to manifest away from the virtual side of the equation though. Vrtti again offers a different
pattern: it acts as the waves to the still ocean of sattva while the “emerging and submerging”
of /ila acts in a different manner to bring the matrix to light onstage.

Kavikarnapiira, moreover, has adopted and inverted Srinatha’s argument that preman
emerges from a “pure affect alone.” Along the lines of Bhoja’s theory (as discussed in Chapter
One), preman here manifests itself as a particular rasa (at the second level) with its stabilizing
affect as “possessiveness” (mamakara). While it would seem to contain elements familiar to
srngara-rasa as well, preman is nourished by its connection to “solely a pure affect” (kevalena
hi bhavena). Srinatha explains the gopis did not experience desire (kama) for Krsna since
bhava alone is without corporeal desire.®° This suggests that preman, as a polymorphic
semblance, can encompass the other similarly to how Krsna’s two-armed form pervades others
with its affective intensity. Kavikarnapiira, on the other hand, claims preman has a stabilizing
affect in “the melting of the heart” (citta-drava),®® while parental love (vatsala) as a rasa has
its stabilizing affect in possessiveness. Kavikarnaptira’s system therefore makes the fluid
transformation of preman even more prominent than that of his teacher. Preman in their
systems must have an element of self-effacement to afford access to Krsna. For both theorists,
however, the imagery of the ocean and the partial (khanda) and non-partial (akhanda) work to
illustrate preman’s potential matrix to manifest other rasas as semblances: “Partial bliss enters
from the self-disposition (svabhavatah) into complete bliss: thus all rasas are contained in the

rasa of preman.”®! Briefly, these dispositional matrices are more accessible to specific rasas
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depending on the person involved, while they can also exhibit other affective forces toward
Krsna.%? By this process, certain roles or relations with the divine can be temporarily
maintained but require greater affective labor to circulate. Preman manifests through
Caitanya’s social labor as he “spreads out a marketplace” of affective goods all containing the
same substance.®

Maitr1 and Premabhakti introduce Kavikarnapiira’s interior play staged by the devotees
and Caitanya. The latter replies that she intends to purify the hearts of all embodied beings
(sakala-loka) by Caitanya’s orders as he wishes to “follow in the footsteps” of Vrndavana’s
queen. Who this important person is and what her affects are is held in abeyance—something
which most translators of the next passage have ignored. While an erudite audience anticipates
and relishes the upcoming revelation, Maitri seems to be working as an audience surrogate in
suggesting she does not know what is going to happen: “Where are you going?”

Prema: yatra khalu tad-bhava-bhavuka-subhagam-bhavukataya sarva-bhuvana-
priyam-bhavukasya tasya tan-nrtya-anukaranam bhavisyati®

Premabhakti’s message is much more coy in this line than translations usually present.®® First,
there is no gendered pronoun to suggest a female subject in this line; only after two additional
questions does MaitrT inquire why the lordly Caitanya would perform with a woman’s affect,
and her question is couched in Prakrit and hence would not be immediately understandable to
a general audience either. Premabhakti answers her, “O child, you don’t know.” Instead, this
current line accents the affectivity infusing Caitanya’s performance, without referencing him
directly. While he is supplied as the subject (tasya), this pronoun can be neuter or masculine.
Further complicating this phrase is the ostensible “performance” (anu-cikirsor, anukaragam),
a “doing after,” or twice-done action that also has the drama (nrtya) as its object.®® The scene

sets up a nested, iterative series of affective forms, which Stewart calls a “play within the play
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within the play.”®’ For a first-time audience member, Kavikarnapiira’s use of compounds and
pronouns and the lack of a clear subject make this passage especially difficult to parse:

Where the performing of someone’s drama will happen, who becomes fondly disposed

to the entire world due to the virtual affectivity that fosters the good-fortune of those

who can relish this someone’s prosperity (bhavuka).

The possessor of this drama is left ambiguous but his or her presence accrues “good-fortune”
(su-bhaga) through the mediation of repeated affective terms: bhava, bhavuka, priya, and
bhavisyati. Their presence onstage will be relishable for those “wishing to be affected”
(bhavuka) who are simultaneously prosperous. Hence change and affectability are considered
auspicious.® The performance likewise creates a space for this relishing to take place
(bhuvana) by rendering everyone within the cosmos fondly disposed (priya) to this person.
This can only occur since the performance attempts to transform this desire into a latent form
(bhavukata). Other translators construe these phrases together without delving into the thicket
of each individual term’s relation to the others and thereby rendering certain ones more
dominant. The iterations of identity are so blurred even a knowledgeable audience that
understands Sanskrit can barely follow the meshing of forms, which layer abstraction into
abstraction in the multiple genitives and undefined pronouns. This shifts the affectivity fully
to a virtual space: the audience is left with no clues to who this performance is for or who will
enact it.

Due to this hiatus, Kavikarnaptra reveals how drama can approach the invisible reality
of the divine in its pure disposition. Each “stage” (bhiimika) of reality functions as a world in
its own fashion. A sattva manifests its semblances not against the illusions of the world but
through them as these levels are connected via divine or affective sight.® This works because

the world of the garbha-asikha play (inner reality) about to be revealed is nested within a
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historical world of the naraka drama. The personified dispositions in Kavikarnapira’s
allegorical level of narration are engaged in a cosmic contest for the entire universe at the most
“external” iteration. A performance facilitates the audience’s access as the affects draw or pull
them across these barriers. Each individual stage or world has its own style or manner (vrtti)
yet they seem to be similarly nested within a single dispositional matrix (sattva).

The crossing affords the “dizzying and profundity” while the audience holds these
different worlds together. This disorientation is the affordance of drama (narya), in which
identities shift constantly and no single form seems to remain stable. Kavikarnpaptira’s language
facilitates this this disorientation, shifting the potentials within Caitanya’s dis-position to
suggest new potential forms he can manifest as his vrtti layers relations at different strata,®
Premabhakti will claim that the characters are actual avataras “crossing over” into material
forms as self-dispositions (svariipas) of the divine characters as they take center stage.** For
an initiate audience member, this might be the first encounter with the secrets at the heart of
Gaudiya theology. Premabhakti’s frequent exclamation, “Child, you don’t understand,” is the
main affective clue for how an audience would encounter this scene.%2

The secret hinted at in Kavikarnapiira’s outermost layer of the play®® is succinctly
encapsulated in the bija or “seed” of Maitri’s next question: “Considering he is so magisterial
(tavad isvara), how can he perform with a female affect (stri-bhavena)?”** The masculinity
that would seem to dominant Krsna-Caitanya as a commanding form would prohibit him from
taking on a feminine semblance. MaitrT’s question suggests Kavikarnapira’s uparnkha will
engage in a formal semblance (abhasa). Premabhakti heads off this discussion. This is intended
for the audience’s benefit:

I$vara indeed contains all rasas! He enacts a variegated play due to the entreaties of all
the devotees’ hearts (a@saya). By following each of their particular latent impressions
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(sva-svavasana), the devotees enact the proper play. Hence he will perform someone’s
play of reenacting (tad-anukara-liia), the utmost among all, in order to invest
(avesayitum) that person’s affect (tad-bhava) in the hearts of certain secretive
Vaisnavas (bhagavatas). What could have more rasa than this?1%
Kavikarnaptira continues the game of delaying the identity of who Caitanya is playing here
with pronouns (tad) that have no direct referent, making it even harder to determine whether a
character like Caitanya or I$vara is doing the performing. The magisterial side of the deity
(I$vara) is polymorphic since it can encompass the feminine register as well as the masculine.
Furthermore, like in previous theorizations the devotees enact particular /ilas with their
corresponding affects based on their innate karmic impressions (vasanas) that continue to
dwell in them from previous lives.’% These impressions invest (@-Vvis) them with a proper
affect from the disposition (sattva) that facilitates preman. In other words, since each actor will
relate to the emerging character in their own manner of loving, the relations they assume will
shift who they can become. The embodied history of each devotee layers their identities
together across different strata which preman unearths in rehearsal. The oblique phrasing
therefore allows one to see multiple potential identities in this “re-enactment” (anu-kara). As
a semblant form (/zla), moreover, these interwoven identities help to carry and “in-vest” these
affects into the hearts of certain audiences with the textured style in which they are clothed.
Who is the audience to this play? Kavikarpapiira’s characters refer to receptive
audience members (samajikas) as the “privileged” (adhikarin) according to Premabhakti;
Caitanya tells the doorman Srivasa to only allow those “suitable” (yogya) into the performing
space.'%” This also refers to persons possessing a form of a “super-intending” (adhi-karin)
affect: in other words, a commanding form. The audience needs to have a resonance with the

material to be presented and to have their self-deluding affects for the world neutralized. This

would seem to limit those “ready” or “fit” to be shown the secret the devotees will reveal
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onstage. Yet this commanding form is likewise not a strict adherence to the letter of
regulations. As a habit or style, vrtti would allow for a permissible range of affects while also
screening out certain events, gestures, or combinations of bhavas much like a bouncer or
doorkeeper maintains order.1%

Playing the stage-manager (sitradhara), Haridasa recites the benedictory verse of the
anga-rupa play to begin it officially. Premabhakti continues to comment interspersing her
thoughts throughout the show while he begins reciting off-stage. Maitr1 claims this is not
allowed in the path of the regulations (sastriya marga) but her counterpart claims an alternate
path of “following passion” (anurdaga marga) is available. One follows rules, the other
participates in the unregulated. The formal “role-playing” (bhimika) of actors moves from a
learned style (vrtti) into gestures as a set of techniques to be employed onstage. The passionate
route meanwhile crosses from semblance into gestures as the illusory fashioning onstage
(maya). Hence the two paths function as the rules and the play of games, later extending and
developing over time as the former delimits its possibilities.’?® Learning to play with the rules
of the game renders play into an interactive level. Players must recognize the potential for
relating to others not as their roles but bringing out latent potentials within them.'° The
semblances allow for dispositions to manifest new relations that were not possible when
delimited by the rules while the vrttis of performers overlap with that of characters to create a
hybrid body.'!! I argue that this focus on roles showcases how multiple sattvas can envelope a
body and are revealed through the embracing affects (anubhava) in particular.

Premabhakti therefore turns to the cast to see which characters will be played by select
actors. The audience must “audition” in the same way since they too perform. The two sets of

bodies partaking in the ensemble are not discrete. Much like Mason’s audience members in
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Braj, those “watching” the performance sometimes contribute as much affective energy as the
actors onstage. Friendship asks, “Who will take which roles/costumes?” (bhiimika).
Premabhakti again refrains from naming a subject until offering “the god” (deva) and the role
he shall play. The text then switches from prose to verse:
(prose): Listen closely dear. Considering that Advaita is virtually Rudra (rudratvena)
and the Self (atmakatvam), and it being unsuitable (ayogyam) due to being the supreme
secret (parama-rahasyatvena), it is impossible for other persons. Hence that one,
assuming the innate-form (svaripa) of Sri-Radha,
(verse): He transformed Advaita into the guise of the Lord (isa, i.e. Krsna), and he
assumed the aspect of Radha himself/herself. It appears so, but in reality that god alone
became two-fold.

With only the mere guise, Advaita has ensured the virtual success of his actions (carita-
arthata), for there in his body Hari himself had manifested (avirbhita).

Haridasa will be the stage-manager (siatra-dhara), Mukunda the assistant
(pariparsvaka). Vasudeva Acarya will handle the green room and makeup.

She who arranges for the conjunction (samyoga) of Sri-Radha and Krsna as Jarati, the
Lady Yogamaya has settled into the body (tanu) of Nityananda.!!2

The audience in Maitri’s question therefore must see themselves entangled in the illusion as
much as the cast of characters. Audience member or actors, each entails taking a role (bhiimika)
to ensure the group’s success in performance. For instance, a costume or “guise” would
normally be assumed yet the act of appropriating this identity in aharya-abhinaya (the
“cosmetic gesture”) reveals Hari himself in Advaita’s corporeal form. Vrtti here entails a
combination of body, garment, and social cue to shape not only audience understanding of the
character but also the experience within the performer’s affective self. On the other side, these
divine and unmanifest forces appear in multiple bodies of devotees while stemming from a
singular disposition. Kavikarpaptira’s choice of verb as “investment” (avesa) as a form of

“take-over” from the affective economy normally maintained within a bounded body.''® If
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Caitanya can somehow “remote control” multiple actors’ bodies while simultaneously
performing in the scene, this facility is due to his investment in Radha’s self-form (svaripa)
when costumed for the part. Her affective labor is so great it generates its own gravitational
field, pulling the other roles into its orbit.

Radha’s appearance in Acaryaratna’s courtyard signals the gravity of the secret held in
abeyance for multiple pages of dialogue: “Sri-Radha ought to become manifested (vyakta
avirbhavitri) due to her rasa.”''* Premabhakti finalizes the casting by assigning Srivasa the
part of the devotional sage Narada, Suklambara his assistant the doorkeeper (snataka), and the
chorus of singers led by Srirama and Srivasa’s brothers along with Acaryaratna and
Vidyanidhi. The audience, meanwhile, is limited to the devotee’s family members, including
wives and brothers as well as friends who were already in attendance having proven their
suitability.!* Nityananda’s character Yogamaya has an important role in this drama: to arrange
(karini) for the secret and public trysts (samyoga) between the two lovers in Vrndavana as the
ostensible author of the play-within-the-play.!® The essential is manifested again in the
“radiating” corona of bhdva surrounding its external form.!*” Radha’s affects are so potent they
become “hyper” (mahat) as they possess the most readily-accesible route to the disposition of
preman.

The facilitation of others allows Caitanya—and hence Krsna—to access Radha’s
affects by crossing over bodily traits. Caitanya himself is called Gauranga, the “golden
bodied,” since he is said to be Krsna’s svaripa experiencing Radha’s body. The next verse
deliberately carries the fluid “crossing” into the material world from the virtual: “Out of desire
to discover this, Hari the Moon, rich in bhava for her, was born in the river of the womb of

Saci.”**® As the moon (candra), Krsna therefore modulates the waves on this ocean, which acts
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as the reservoir of potentials that break into a series of rivers and streams to carry the current
of this affective force down into the world. Advaita’s role as maya therefore allows Krsna to
displace his magisterial side and to be controlled by his devotees.*'® To perform this, the deity
requires a go-between to bring his entire disposition down as an ensemble with him, as only
certain environments accompany their particular forms and affects:

Those kinds of /zla which are not known even in Vaikuntha I shall perform, and in these

will be my wonder. In relation to myself, I shall be in the bhava of the lover of the

gopis, and yoga-maya will cause this to be by her own power. But | will not know that

it is (only) yoga-maya, nor will the gopis know; the forms and qualities of each of us

will steal eternally the minds of the others.?
Vaikuntha is the abode of Krsna’s magisterial side that would prohibit preman from developing
to its highest pitch. The disposition (preman) is transmitted through the “forms and qualities”
as the contours of a style (vrtti) crossing over between the worlds. As these roles are “staged,”
they also accrue the material traits of the world in which they began. Hence each realm (bhiimi)
inflects the mode of enactment (bhiimika) that transforms into the characteristic gestures of
this space. These gestures then go on to carry the affective weight into the performer’s
delimited bodies. The dramatic “illusions” created by this dispositional figure continue from
gestures into the roles staged for the audience. On the other hand, the affects move from style
(vrtti) through abhinaya for the performers since the disguises carry the sattva’s affective
contours (“forms and qualities”) instead of “crossing down” (avatara) into an ensemble
directly. The performer’s bodies mediate the corporeal style for audiences who may then carry
it forward into semblances.

This realm of disguise is not the proper place for the gopis, however, who instead dwell

in Krsna’s abode (dhaman) of Vraja. This aspect of his ensemble provides the other essential

vibhavas for his dispositional matrix to manifest including the forest setting, deer, birds, trees,
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vines, and flowers, rivers: “An amsa of the essence of sandhini (energy of being, sat-sakti) is
called pure sattva, and the reality of Bhagavan has his refuge in this; and his place, bed, home,
father and mother-all these are aspects of pure sattva.”*?’ The Bengali commentator
Radhagovinda Natha explains that this sattva is not an aspect of primordial materiality (prakyti)
but instead the container (adhara) for Krsna’s essential being, taking a portion of himself
(amsa) and manifesting it as his dhaman (“home, place”), the eternal Vraja.'?? Nityananda and
the other bhaktas are included among these associates within this pure matrix.*?®

As embodied contours of this disposition manifesting in material forms, the devotees
share a common layer. Their latent bodily habits (vasanas) can radiate outward like petrichor,
the smell after a strong rain, revealing fragrant potentials waiting to be experienced in the
environment. In particular, we see Krsnadasa Kaviraja focus on Nityananda as he is the closest
in form to Caitanya since “all are in potential in Krsna.”*?* The “parts” (khanda) and the
“whole” (akhanda) related to the divine allow these individuals to treat Caitanya as a student,
a friend, or a master since the virtual, eternal play contains all three affects. In the same manner,
Yogamaya-Nityananda takes on an aspect of Krsna potencies (sakti) to arrange for the play.
The forms held as “potential in Krsna” become semblances when they manifest from his
dispositional matrix.

Therefore, the actors transform their qualities as historical persons into a disposition by
developing a style (vrtti) appropriate to their temperament and to the audience who will share
in the performance. Performances allow for exchanges with the divine as human bodies take
turns in the receptive pole (audience) and the active pole (actor). The latent disposition takes
place in Vrndavana as this is the dhaman’s semblance that manifests as each different particular

relationship (“in all three bhavas™). Yet the other two forms involved shift to the corporeal
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register of vrtti as the actors labor to transform these bhavas for the audience. The shifting
identities between character and performer are felt as human beings become vessels for the
liquid affordances of vrtti to overcome them. For the audience members the semblances are
featured as dramatic relationships between the characters and the scenery as the pervading
affects (vibhavas). For actors, the embracing affects (anubhavas) take central importance as
they delimit their bodily movement and transform it into an enduring historical legacy, a
repertoire of techniques, and a way of living as performers (vrtti). These habits are innately
economies containing multiple layers and currents of forces held in reserve until enacted. Each
unique performer becomes filled with the particularities of the style’s history and the
generalized nature of the affective economy in their habits. These vrttis emerge as a new form:
material like gestures but latent like sattvas. Each style is a unique “mode of living,” with its
attendant business and way of relating to others.*?> A vytti endows the actor with textures that
interlace and cross over their dividualized bodies to form a whole within the affective economy

of the play.*?

3.4 Affective Roles (Bhamikas) in Narrative Framing: Act 111, Uparkha

So far vrttis seem to be the connective thread between audience members and
performers necessary to engage in an affecting performance. While semblances can appear to
an audience of one, habitual styles are always shared or distributed. As | mentioned in Chapter
One and Two, Bharata in the Narya-sastra though recommends only a partial fit between actor
and character. An actor’s innate disposition (svabhava) has to be overridden at times by
“another’s dispositon” (para-bhava) to be called “acting.” Why are these roles allotted to
actors if they do not match the svabhava or innate tendencies that will be appearing onstage?

How does Kavikarnpapiira address this maxim in the play? And can more than one disposition
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infuse multiple styles or vice versa in a given performance? How do the different layers of a
“role” (bhumika) reveal the hidden labor and history of past performances? Bharata describes
the use of actors who only act as themselves (svabhava) rather than impersonate another. The
actors instead are chosen for their bhimika or role due to their style of movement, conduct,
(s7la) and potential to play a certain temperament. They must be the proper “vessels” as actors
(patras) chosen by experts to carry the affective contours of a character’s vrtti onto the stage.
There has to be a proper “fit” between performer and audience expectation without resorting
to the actors playing themselves.'?” The affective economy of the drama functions on the
material currency of bhdava: it needs to sustain the audience’s interest and feed the actor’s
intensity. Roles (bhumikas) therefore function as one type of this conveyance.

The internal play formally begins with the Stage-Manager (played by Haridasa) reciting
auspicious verses as a preliminary rite of worship to the stage (piirvaranga).*?® The first verse
IS Bhagavata-purana 10.90.48 with the subject “the god of love” (kama-deva) and a second
figure invoked: “may Sri-Radha graciously bestow upon us a mesmerizing drama on the sports
of Vrndavana!”?° This opening section sets the tone of the play by planting the seed (bija) of
the plot (itivrtta, “what occurs”) as well as activating the dispositions necessary to appreciate
the plays to come. The poet sets the characters in motion for “what they must turn out” (iti-
vrtta) or the regime of their actions which leads to a desired culmination (phala).**® Haridasa
offers the benedictory verses (rnandis) as “the secret of acting” (natya-rahasa). These
concentrate the aff