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15 The contemplative spectator

Seeing as a mode of
stilling mind

Navtej Singh Johar

This chapter deals with a personal dilemma—that of being a practitioner of
Yoga and Bharatanatyam (a form of classical Indian dance) within a socio-
political Indian context that has for very long been culturally chauvinistic
and now stands on the brink of religious fundamentalism. To my mind, this
growth of chauvinism and fundamentalism is a direct result of a progressive
collapse between religion and philosophy. Today, Indian philosophy seems
to be viewed as less empirical, discursive, or reflexive, since it has come to be
so closely associated with religion, doctrine, and myth. My attempt here is
to identify and historically trace the monopolistic tendencies of religion and
its steady silencing or co-option of rational philosophies into a theistic fold.
I will do this by reviewing some philosophical schools that emerged on the
Indian subcontinent over the last two millennia, and which offered rational
perspectives in opposition to the theistic brand of Indian thought. The dif-
fering, radical, even transgressive, metaphysical equations between self and
the cosmos that they offered determined a series of shifts in the positioning
of the “self” as well as the scope of its reach. However, all these diverse and
oppositional perspectives have today been either effectively sidelined or else
morphed into what we call “Hinduism.” The blurring of boundaries between
“conformist” religious belief and “rational/radical/transgressive” philoso-
phies is troubling and has far-reaching ramifications. It has succeeded in
shrinking, if not obliterating, “plurality” within Indian thought, making
faith uncomplex and akin to “true-believing,” which can be dangerously
predisposed to fundamentalism; furthermore, it has succeeded in reducing
philosophical discourse to theology, which then becomes open to moral po-
licing by the heresy-hunters. Thus, with a view to first wresting open a space
of philosophical inquiry, and then placing my personal practice of Yoga and
dance within such an informed clearance, I proceed to evoke the history of
unorthodoxy within systems of Indian thought.

Much has been said about the theistic orthodoxy of India but very lit-
tle about the alternative perspectives that rejected, dismissed, or ignored
this orthodoxy from very early on. Some of these alternate systems did
not only express disbelief in the doctrine and supremacy of the Vedas or
the Brahmanic notions of “purity” and “caste” (upon which mainstream
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Brahmanism is based), but some even disavowed belief in God. Somewhere
between the eighth and sixth centuries BCE, two schools of thought, the
Charvaka and the Samkhya, emerged on the Indian subcontinent. These
schools fall under the category of the rational philosophies called anviksiki,
which give no credence to the idea of God. Their indifference to God was
both significant and radical within the then-prevalent Vedic context of “be-
lievers” or astikas. The astikas advocated belief in the authority of God, as
well as the hegemony of the Vedas—a set of practices that revolved around
the appeasement of volatile gods through intricate, secretive, and highly
exclusivist mediations comprising sacrifice and ritual. The efficacy of the
Vedic formula depended upon caste purity and the secrecy of knowledge.
For this reason, maintenance of caste segregation, morality, and hierarchy
was of critical importance.

The Charvakas

The Charvakas are bold, almost belligerent, in their rejection of both God
and the Vedic social order. They not only openly reject but also ridicule
the propositions of the Brahmins and their Vedic belief systems, claiming
that religion is a human invention. In the Brihaspati Sutra (ca. third century
BCE), the founder of this school says:

There is no heaven, no final liberation, nor any soul in another world,
Nor do the actions of the four castes, orders, &c., produce any real
effect.

The Agnihotra, the three Vedas, the ascetic’s three staves, and
smearing one’s self with ashes,

Were made by Nature as the livelihood of those destitute of knowledge
and manliness [i.e. Brahmin priests].

If a beast slain in the Jyotishtoma rite will itself go to heaven,

Why then does not the sacrificer forthwith offer his own father?

[-.]

Hence it is only as a means of livelihood that Brahmans have
established here

All these ceremonies for the dead—there is no other fruit anywhere.
The three authors of the Vedas were buffoons, knaves, and demons.
All the well-known formule of the pandits, [...].

And all the obscene rites [...],

These were invented by buffoons [for the purpose of] various kinds of
presents to the priests [...].

Hence in kindness to the mass of living beings must we fly for refuge to
the doctrine of Charvaka.!

It is important to note that though the Charvakas (literally meaning “sweet
talkers”) may come across as reactionaries, they are rebels with compelling
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cause and serious consequence. Rightfully viewed, they are the first formal
dissenters against mechanisms that link religious belief with sociopolitical
control—affording the Brahmins the self-appointed power to be the sole me-
diators between man and the cosmos, simply due to the merit of their birth.
Their attack is not only on the power structure, which induces submission or
plain oppression, but is based upon a philosophical and philological ground
that disagrees with and openly challenges the Vedic mode of knowledge,
i.e., that of vyapti or “inference.” The Vedas are also called shrutis, i.e., that
which was “heard” or divined by the rishis or “ancient seers.” For the Char-
vakas, the idea of divining or inferring is spurious and promotes “the infla-
tion of the world of fancy.”” They assert that “inference cannot be employed
for establishing any dogma regarding the transcendental world, or life after
death or the law of karma which cannot be available to ordinary perceptual
experience.”® Thus, they historically disrupt the idealist mode of Brahmanic
belief and replace it with an empiricist school of thought rooted in the ma-
teriality of the phenomenal world, which considers “perceptual experience”
as the only valid mode of inferring knowledge. Out of the informed resist-
ance that they pose, many non-believing traditions of Indian philosophy, or
the nastikas, emerge—most prominent among them being the 4jivikas (who,
like the Charvakas, disappeared around the thirteenth century CE), in addi-
tion to the Jains and the Buddhists. In fact, the Buddha, the most “god-less
and most god-like” person, is also called a Charvaka by many. Interestingly,
in the epic Mahabharata, a theist narrative, a villain is named Charvaka.

The Samkhya

The Samkhya philosophy is attributed to the sage Kapila (estimated to have
lived around the sixth century BCE), who does not openly reject but totally
avoids the idea of God and limits the focus of his inquiry strictly within the
confines of the ever-in-flux, phenomenal, material world. Samkhya is com-
mitted to the tempering, calibrating analysis and the emphatic observation
of matter, which comprises the five elements (earth, water, fire, air, and ether).
According to this school, matter can be put through an effective process of
calibration and distilled from gross to subtle, transformed from its tangible to
its “essential” state, or re-ensconced within its “spiritual” nature. Historically,
Samkhya has been co-opted into the theistic fold since the time of the Bhaga-
vad Gita (fourth century BCE), a major text that is central to Vedanta, the pre-
dominant philosophy underlying mainstream Hinduism. Today, many would
decree that Samkhya indeed is a theistic philosophy. However, we cannot
overlook the fact that two out of the three major existing Samkhya texts, the
Samkhyakarika (fourth century CE) and the Tattvasamasa Sutras (arguably,
fourteenth century CE),* are absolutely silent on the matter of God, while the
third, Samkhya Pravachana Sutra (fourteenth century CE), “explicitly reject][s]
God,” on the ground that none of the “three means of valid knowledge (pra-
manas) accepted by Samkhya school [.. ] can establish the existence of God.”
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“Samkhya” quite literary means numbers, and it can be said to be a sys-
tem of numbering or enumerating for the purpose of the organization and
reconfiguration of matter. It involves the breaking down of the objective
reality into computable units, thereby converting the flux of reality into an
infinity of permutations and combinations of dynamic units. These com-
putable units in turn form a multi-graded filter to facilitate a “distillation”
process of matter, converting it from gross to subtle. This shifting, sifting,
transforming matter can be symbiotically shared by and mirrored in the
mindful observing eye; thus, the coupling of the distilling calibration of
matter, along with the mindful observation of the same, can affect a cor-
responding distilling shift in the eye, and subsequently, in the mind of the
mindful observer.

Another pertinent point upon which Samkhya is based is the theory of
cause and effect that rests on the law of causation. This theory states that (a)
the effect, no matter how subtle or intangible, is “real”; (b) the effect poten-
tially already exists in the cause, i.e., it is preexisting in the material cause;
and (c) the cause is always subtler than the effect. So, if the effect brought
about due to the manipulation and reconfiguration of matter at hand is sub-
tle, then the cause that is instigating that material effect is even subtler. In
other words, that refined effect will actually be resonant and evocative of
an even subtler cause. Then the observation of the distilling matter is not
a clinical observation but an empathetic and pondering investigation that
is invested in gauging a subtler cause that may surface in the aftereffect
of this distilling process. An aftereffect then may coincide with, or at least
hover in the vicinity of, the subtle cause. The distilling process, or shall we
call it “practice,” can be said to be tantamount to an experiment, which is
first performed with utmost care and skill, and whose aftereffects are then
observed, absorbed, and further speculated upon to deepen and enlighten
the experiment.

What is notable about Samkhya is that it is, in effect, proposing: (a) the
tempering of materiality, and (b) a symbiotic relationship between mind and
matter. Patanjali’s Yoga—which is a direct offshoot of Samkhya—on the
physical plane, might involve the distilling of the material body to become
self-aware and sensitive to its inherent intuitive capacities; however, it also
affects a simultaneous, symbiotic transformation in the observing mind.
The desired transformation in the body/mind that simultaneously becomes
the subject and object of observation is due to (a) the distilling capacities of
the material body, and (b) the nature of attention which can simultaneously
observe the sensory shifts in the body, reciprocally prompt these shifts, as
well as register and mirror this sensitization process within the body as it
becomes super subtle and arrives unto its inherent “essence” or “spirit.”
Essence, or spirit, then becomes realistically achievable, since it is seen as a
contiguous extension of matter and not an external, “divine” entity.

The philosophical and political assertions of the Charvaka and the Sam-
khya, though independent schools of thought, seem to work in tandem.



The contemplative spectator 325

Whereas the boldness of the Charvakas helps carve an autonomous space
for a valid, nontheistic social positioning, Samkhya is able to offer a purely
rational philosophy that is untouched by the magical entity of God. The
Charvaka is more strident and political, while the Samkhya is committed
to offering an alternative and sustainable philosophical system. Considered
together, both of these schools mark the start of the Indian materialist and
rational traditions. They work together to open valid and informed spaces
of resistance and autonomous inquiry independent of belief in God. To-
gether, these schools launched a long line of nastika, or quasi-astika, tradi-
tions of nonbelievers and “abelievers” in India.

Elimination of Dukkha

The last millennium before the Christian era saw the emergence of over half
a dozen prominent philosophical movements on the Indian subcontinent.
All of them had a common aim: the elimination of suffering or dukkha. The
opening line of the Samkhyakarika (Samkhya-karika) of Isvarakrsna (Ish-
vara Krishna) clearly states this purpose: “From the torment by the three-
fold (causes of) pain (there arises) a desire for inquiry into the means of
terminating it.”® The threefold pain or suffering is categorized as:

*  Aadhyatmik—or self-suffering due to body and mind afflictions, i.e.,
illness, insanity, delusion, death, etc.;

*  Aadhibouthik—suffering due to afflictions by other beings like animals,
enemies, etc.;

*  Aadhidaivik—suffering due to afflictions by nature’s fury like floods,
storms, drought, etc.

The first category of self-suffering, Aadhyatmik, is further divided into:

» Suffering associated with life processes, such as birth, growing old,
illness, and dying;

»  Suffering due to anxiety caused by desire to hold onto things;

» Suffering due to a basic dissatisfaction with life that is ever-changing,
impermanent, and without any inner core or substance.

Thus, a major part of self-suffering is attributed to (a) the ramifications of
flux and the human desire to resist, deny, or control change, and (b) the
general emptiness of mundane life caught in the repetitive loop of limited
existence. Whatever the affliction or the experience of this suffering, the
root cause of all suffering is considered to be conditioning, a result of in-
born tendencies and dispositions called vasanaas, which are direct results
of past karma. Karma means both “action” and the result or “aftereffect”
of action. As action, it essentially implies movement in the present moment,
which can potentially leave a sensory aftereffect in the mind—due to the
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pleasant/painful experiences that it may produce—and thereby program
and predispose the mind to subsequent sets of participative or resistive
movements. The dual nature of karma then helps loop a pattern of both
cause and effect that may lead to the patterning of automated if not com-
pulsive behavior, which in its eventuality can be limiting, self-destructive,
and cause for suffering. The Indian remedial strategy across a number of
transformative philosophies has been to not tackle the “content” or narra-
tives that compulsively replay in the mind and cause self-suffering (as in the
case with psychotherapy) but instead target the medium or the facility upon
which these compulsive loops ride. And the remedy is deemed to lie in the
disabling or reversing of these mediums or facilities. Since the nature of the
loop is to move, the facility of “movement” becomes the point of focus.

Each of the philosophical schools that were prevalent in the subcontinent
during the last millennium before the Common Era, namely the Brahmana
(Hindu), Jaina (Jain), and Bauddha (Buddhist), devised ascetic practices
to counter the consequences of past action by targeting the facility of
movement.

The Yajnavalkyasmriti, a Hindu text, proposes that the seeker-ascetic:

should spend the time with fasts regulated by the moon, or he should
continually be engaged in painful exercise. Or, alternatively, he should
eat when a fortnight has passed, or when a month, or a day, has passed.
Being pure [...] he should perform asceticism in the midst of five fires in
summer, lying on bare ground during the rains, and wearing wet clothes
in winter, or he should perform asceticism according to his power.’

We learn about the Jain ascetic practice through the questioning of the Gau-
tama Buddha:

“Why, dear Niganthas,” [asks Gautama], “are you standing erect, re-
fusing to sit down, and [why] do you experience painful, sharp, severe
sensations [...] due to [self-inflected] torture?” [They answer that Nigan-
tha Nathaputta, the Mahavira, their teacher has said,] “Formerly, Ni-
ganthas, you performed sinful activities; you must exhaust that [sinful
activity] by means of this severe and difficult practice.” Being here and
now restrained in body, speech and mind, amounts to not performing
sinful activity in the future.’

The Buddha too puts himself through arduous experimentation before
he eventually questions the popular notion that “happiness should not be
reached through happiness; happiness should be reached through hardship.”
The Ekottara Agama tells Aggivessana about the Buddha’s experimental
meditation without breath and with his food-intake reduced: ““Aggives-
sana, he says, recounting his experiments with hunger, ‘I shall touch the
skin of my belly,” I got hold of my backbone, [thinking:] ‘I shall touch my
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backbone,” I got hold of the skin of my belly, since, Aggivessana, the skin
of my belly had become stuck to my backbone on account of taking so little
food.”® And at another place, he says: “at that time I thought: ‘Now I can
eat a residue of sesamum and rice.” Then I ate per day one [seed of] sesamum
and one [grain of] rice.”!*

In these examples, arresting movement, enduring severe deprivation, and
the self-infliction of physical pain are adopted to either put a stop to the cy-
cle of self-looping karma and/or to thwart the pleasure-seeking, habit-form-
ing, pattern-generating seed of instinct within the body/mind, which is seen
as the seat of karma-generation. The target of such physical self-infliction is
the seed of willful desire within the body, and it is the thwarting of this seed
that is the goal of traumatizing the “field” of the body. Such self-control and
self-infliction of discomfort seem to have been common religious practices
across cultures throughout history. In fact, submission to painful action or
inaction is seen as the way of salvation in many world religions, even today.

However, something then changed dramatically in the spring of 589 BCE.
Sitting under the Banyan tree at Gaya, the Buddha reaches enlightenment.
After six years of self-torture, he awakens to the fallacy and inefficacy of
such practices and makes two revolutionary proclamations: (a) he rejects
pain and self-control as means to self-realization, and (b) he declares self-re-
alization to be a pleasant experience. He then offers the practice of four
dhyanas (literally meaning “meditations”)—vitarka, vichara, pitti (or preeti
in Sanskrit), and sukha—which loosely translate to meditative practices of
mindful calibration, reflection, contemplation, and absorption in the state
of pleasantness, and finally, absorption in comforting (even pleasurable)
repose. The replacement of self-denying practices of pain-infliction, dep-
rivation, and physical arrest with the self-enhancing experiences of deep
comfort and pleasurable repose marks a momentous turning point in the
history of spirituality and mindfulness and is nothing short of a revolution!

The mindfulness proposed by the Buddha is based not on arresting move-
ment, but instead, on the mindful observation of the movement of the mind.
Though the outlook and orientation radically change, movement still re-
mains central to this insightful discovery. The focus shifted from action—
which needs to be controlled, arrested, policed, punished, or corrected—to
seeing things as they are. Practice now involved refining the quality of see-
ing, making it un-grasping, un-attaching, un-ambitious, un-reacting, and
un-judging, yet fully present, awake, alert, respectful, and sensitive. This
practice of mindful observation defines vipassana meditation (vi, meaning
“special,” and passana, meaning “seeing”) that is still commonly practiced
today, whereby the practitioner submits to detached-witnessing the involun-
tary movements upon the screen of the mind for long periods of time, with
the underlying understanding that these self-generated, involuntary move-
ments that emerge out of the ocean of the mind are actually triggered by the
accumulated and embedded vasanaas—or tendencies, dispositions, condi-
tioning—of past karma. The practice of the unengaged and un-proactive



328 Navtej Singh Johar

witnessing of the externalization of Consciousness upon the mind has a
three-pronged effect: (a) it gradually exhausts and disables the vasana-driven
involuntary turnings of the mind by not offering it any fuel for attention
and engagement (thereby letting it lose its steam); (b) the unflinching-ness
of the mindful observing eye begins to mirror the true nature of the self, the
uneventful and continuous substrata of being, which is being continuously
glossed over by the eventful drama of the compulsive-turnings of the mind;
and (c) this unflinching mirroring further anchors the mindful observing eye
deeper into its free and autonomous center of initiative, the station of aware/
detached selfhood. In doing so, it brings the condition of permanent “une-
ventfulness” of Consciousness into alignment with the center of selfhood.

The Yoga Sutras

A few centuries after the Buddha, Patanjali compiled the Yoga Sutras, which
lay out the philosophy of Yoga. The Yoga of Patanjali is also termed Sam-
khya Yoga, as it is firmly based upon the philosophy of Samkhya—I would
even say that the Sutras formally propose the philosophical “practice” of
Samkhya. In sutra 1.2, Patanjali defines Yoga as “yoga-citta-vritti-nirodha,”
which David Gordon White aptly translates as “‘the stoppage of the turn-
ings of thought.””!! More commonly, this sutra is also translated as the “ces-
sation of the fluctuations of the mind,” or “the looping of the mind.” In
the same chapter, in sutra 1.20, Isvarapranidhanadva, Patanjali categorically
states that this ideal state of Yoga can be achieved with or without belief in
or surrender to Iswara, or God. One may concur that the inclusion of Iswara
in a Samkhya text, even if optional, could be both in deference to and, at
the same time, to mark a differentiation from the theistic twist that Sam-
khya is accorded through its absorption into the Bhagavad Gita. A Vedantic
text, it views the self and the cosmos as impossibly unequal and disparately
divided between the lower self, called the atma, or “soul,” and an authori-
tative Higher Self, or Paramatma, quite literally “God.” The idealized state
according to this school is the union of the atma with the Paramatma, or
in simpler words “union with God,” in which the lower self surrenders and
supplicates to the Higher Self, losing all distinction and entity. Patanjali’s
sutras could then be seen to both delineate a philosophical “practice” based
on Samkhya and to reassert the option of a nontheistic spiritual practice by
making belief in (and union with) God categorically optional.

Like Samkhya, the philosophical practice of Yoga maintains that both
the materiality of the body and the movement of the mind are interdepend-
ent. Yoga aims to still and absorb the movements of the elusive mind by
focusing observation upon the calibrations that it proposes to exercise on
the tangible materiality of the body. The goal of Yoga is the stilling of the
mind, and to this end, Patanjali proposes, amongst other observations and
practices, asana (posture), pranayama (breath-meditation), and dhyana (ab-
sorption). One could claim that asana, the submission of the body into a
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physical posture (which can be sometimes quite challenging), is reminiscent
of the physical austerities of the ascetics mentioned earlier. However, Patan-
jali categorically qualifies asana as sthira and sukha, as “stable” and “com-
fortable.” He does advocate the tempering of the body through physical
strife (tapas), but categorically requires that the body/mind in asana be not
only stable but also in deep comfort. Sukha is a difficult word to translate;
it can denote a vast range of body/mind experiences, such as comforting, re-
poseful, contented, contained, serene, pleasant, intimate, and even pleasur-
able. We see a clear Buddhist influence in the inclusion of sukha in the Yoga
Sutras. In fact, Patanjali borrows liberally from the Buddhist canon. He
transplants the idea of “mindful witnessing of the movements of the mind,”
or vipassana, upon the practice of breath-meditation called pranayama. In
sutra 2.50, he lists the various components related to the practice of breath
refinement. One of them is paridrishtah, a practice of observing the breath
as though it belongs to another, i.e., at one remove, detached, unengaged,
un-reacting, and un-judging. There is, however, also a significant difference
between the two practices. Whereas the Buddha proposes observation of
the random and involuntary movements of the mind, Patanjali’s practice in-
volves observing the movement of an instigated breath that has been repat-
terned using the arithmetical elements of kala (time duration) and samkhya
(number of repetitions), and even “relocated” by placing attention on a par-
ticular desa or a prescribed location in the body. Yoga practice, then, does
not only involve self-assigned observation but also the observation of the
self-instigated movement of breath. The trajectory of spiritual self-uplift-
ment then moves from self-infliction of pain, as in the case with the earlier
ascetics, to disengaged witnessing of involuntary movements of the mind, to
now disengaged witnessing of voluntarily modulated patterns of breathing.

In the first chapter, Patanjali also offers a modified version of the Buddhist
four dhyanas or meditations of vitarka, vichara, pitti, and sukha. While he
moves sukha or repose/comfort out of this four-part model to become an at-
tribute of asana, as mentioned before, he completes the model by replacing
it with an even more elevated state of satisfaction, that of ananda, “bliss,” or
“pleasure.” Thus, we see three parallel and interrelated lines of progression
in the evolution of spirituality: the first, centering around the experience of
sukha or repose; the second, maintaining that the aim of an embodied prac-
tice is eventually the mind; and the third, claiming that the stilling of the
mind is directly dependent upon detached observation of “movement,” be it
involuntary or instigated. Samkhya Yoga thus offers a model of spirituality
couched in the experience of sukha, brought about by mindful observation
of the movements of mind and breath.

Vedantic Commentaries on the Yoga Sutras

The Yoga Sutras spawned a number of commentaries over the next millen-
nium and a half, most of them from the theistic perspective of Vedanta. These
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commentaries progressively succeeded in deflecting the “option” of belief in
Iswara, or God, which Patanjali offers, by floating a counter speculation
about the nature of Patanjali’s Iswara. In his book, The Yoga Sutra of Patan-
jali: A Biography, White offers a series of such readings. He tells us that “the
ninth-century Shankaracharya'? flatly reject[ed] the ‘stoppage of the turnings
of thought’ of Yoga Sutra 1.2 as a means to release from suffering existence.”!?
Instead, Shankaracharya “devotes the longest passages of his ‘Exposition’ to
demonstrating that Patanjali’s Iswara is none other than the supreme being
who created the universe and who is the object of Hindu devotion.”'* White
further notes that out of all the Puranas,” “[njone respect the Yoga Sutra’s
account of Ishvara, but rather speak of Yoga as union with a supreme crea-
tor god, identified with both the Brahman of Vedanta philosophy and either
Vishnu, Shiva, or Devi, the three supreme deities of Hindu theism.”'® White
continues by explaining that in the year 1340, Madhavacharya, the author of
the Sarva-Darsana-Samgraha [Compendium of All the Systems]:

tailored Yoga philosophy to conform to Vedanta doctrines. So it is that
while he supported Vyasa’s' emphatic reading of the Yoga Sutra 1.2—that
Yoga was to be defined as Samadhi and not union—he nonetheless argued
[...] that the word samadhi itself could also be read to mean “union.” In the
same spirit of devotion that was the hallmark of medieval Hindu theism,
but not of Patanjali’s system, Madhava equated Ishvara with Krishna ...].'®

In fact, by the tenth century, even the personage of Patanjali is mythol-
ogized. Notwithstanding the fact that he not only does not advocate the
idea of God, but does not ever divulge his creed, getting decorated with
Vaishnava symbols of conch and disc (the iconographic accruements of the
Hindu god, Vishnu). The repeated, if not relentless, speculation over the ex-
act nature or identity of Patanjali’s Iswara succeeds in overshadowing, if not
overwriting, the original definition of his Yoga, according to which God is
optional within the project of spiritual enlightenment. A radical option that
is categorically areligious and based on the rational philosophy of Samkhya
is obscured and replaced by the theistic definition of “yoga as union with
God.” The sophisticated and rationalistic philosophical model of Patanjali’s
practice thus begins to appear theistic to popular perception. In fact, when
Hegel put together a history of world philosophy in the early nineteenth cen-
tury, he seriously considered including the Yoga Sutras, but after much de-
liberation decided not to on the grounds of its being religious. As White tells
us, “the Indian mind,” as Hegel saw it, “was nonphilosophical, with what
passed for Indian philosophy being nothing more than Indian religion.”'

Kashmir Shaivism

The last philosophical school that I am going to touch upon is that of Kash-
mir Shaivism (a monist Tantric Shaiva school that emerged in Kashmir
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around 850 CE), and I will, in particular, talk about the theory of Pratyab-
hijna that branches out of it. Kashmir Shaivism is a non-dualistic, monistic
school of “abstract theism” that firmly believes in the human capacity of
transformation through a process of poetic consummation between the self
and the cosmos. According to this school, the embodied being is a microcosm
of the cosmic macrocosm, and the essence of the cosmos is Consciousness.
The school makes bold to assert a reciprocal identification between the two,
i.e., the self and Consciousness. Siva is viewed as this Consciousness, and
thus the aim of Kashmir Shaivism is to become aware of, identify with, and
thus become an integrated partner, as opposed to part, of this Conscious-
ness. Consciousness and Awareness thus become two mirroring streams of
parallel engagement, the synchronicity of which could be stilling, enlight-
ening, and infinitely pleasurable. Awareness of the self as penultimate Con-
sciousness (caitanyamatma®®) is however not a straightforward or linear
affair. “It is in the context of elaborating this cosmogony—narrated entirely
in terms of Consciousness and its non-duality—that Abhinavagupta [the
venerable votary of this school] is able to expound a spiritual perspective in
which the usual notions of the person, of time, of language, of sexuality—in
fact all aspects of reality—are reversed. This reversal contributes directly to
the transgressive posture taken by the realized individual toward the Em-
bodied Cosmos (kula).”>' The kula is the body, the clan, the community that
not only provides and facilitates but also restricts and binds to social norm
and convention. Without going deeper into the complexity of this school, we
can suffice to say that transgression of norm, which in the premodern Indian
context was closely tied to caste segregation and purity, was central to this
school. Moreover, this school, which accords Siva the status of Cosmic Con-
sciousness, is theistically abstract or complex and definitely paradoxical, as
it proactively invites the involvement of all that is socially transgressive and
taboo, including sex, death, liquor, meat, and even body fluids. Thus, it is
a path of no-holds-barred pursuit of enlightenment that does not defer to
the decorous niceties of social order, but which, as we shall soon discover,
hinges on the resonant delicacy of poetics and aesthetics.

The leitmotif underlying all schools mentioned in this chapter has been
to temper perception and draw attention to and attend upon the continuous
mediums and facilities, upon which the essential givens such as the mind,
thoughts, feelings, and breath ride. These underlying, involuntary facilities
are consistent, subtle, and pervasive, to the point of being imperceptible and
thus easily blanked out or else taken for granted—e.g., the movement of the
ever-in-flux nature of matter, the involuntary movement of thoughts on the
screen of the mind, the continuous inward/outward movement of the breath,
and the all-expansive, continuous Consciousness. The one difference be-
tween the prior schools and Shaivism is that, while movement, breath, the
mind, and thoughts pertain to the individual, Consciousness is universal
and co-shared by the individual and the cosmos, thus being intrinsically
expansive and one! In order to enter that vast, if not infinite, realm of the
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all-inclusive, pervasive Consciousness, the “I-ness” within this school has
the sanction to reject exclusivist social norms such as caste and creed, men-
tioned before. As opposed to being two separate smaller/bigger, inferior/
superior, mortal/divine halves, the self and the cosmos are, in this case, con-
tiguously, equally, and even viscerally mixed as One. Consciousness then is
not a superior superimposition from the top as in the case of God-centric re-
ligions, and the aware self is indeed that cohesive I-ness that reflexively per-
ceives and holds “the world in its active multiplicity [as] a real manifestation
(spanda) [literally meaning “vibration”] of a single conscious essence.”

Pratyabhijna, which according to Raffaele Torella, “constitutes one of the
highest and most original moments of all Indian thought,”?3 is quite literally
a theory of “re-cognizing” this free, fluid, and, most importantly, reciprocal
correspondence between the self and Consciousness, which results in a co-
hesive sense of I-ness. “[P]ratyabhijna means ‘backward (pratipam) knowing
(jnana) a thing while being in front of it (abhimukhyena).””** It thus involves
a backward progression of becoming re-known-to, re-called-to, or re-cog-
nizing an abiding, continuous, yet forgotten, reality when ushered into a
resonant interface with a sensory “spectacle” (either real or visualized) that
is evocative of the cohesive I-ness.

What is of note is that the spiritual cohesion is brought about through
the means of a resonant spectacle that could be made up of imagery spun
out of words, sounds, textures, sensations, or visuals. A spectacle made up
of stuff from the manifest reality could be engaging, even gripping at the
mundane level, but at the subtler level of abstraction, it could then become
engrossing in a disorienting manner and make attention open to the draw
of an inner calling that retains the memory of a more cohesive sense of
I-ness. The operative shift then takes place in the manner of seeing—from
cognition to a specialized manner of recognitive recollection or reflection.
And such a reflexive and transformative shift in the eye while viewing
a resonance-filled spectacle is inherently poetic and aesthetic. Art then
becomes the means to orchestrate Awareness by becoming an effective
reminder of something that is integral, continuous, and abiding within the
human condition; which is to say, it offers some kind of a “home-coming”
experience. For this reason, according to Kashmir Shaivism, spiritual-
ity is inherently and intrinsically an aesthetic and poetic enterprise that
offers the experience of vishranti, a deeply satisfying experience that is
simultaneously filled with awareness and aesthetically pleasurable repose.

Abhinavagupta

We cannot talk of Kashmir Shaivism without mentioning its most nota-
ble votaries, the tenth-century Shaiva master, philosopher, mystic, aesthe-
tician, and multifaceted genius, Abhinavagupta. Strongly influenced by
Buddhist logic, he emerges as one of India’s most prominent philosophers
and literary critics. There are more than forty major texts ascribed to his
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name, which cover topics such as metaphysics, tantra, Yoga, logic, poetics,
and aesthetics, almost all of which are exhaustive and remain authoritative
to this day. Notable amongst these, and also pertaining to this chapter, are:
the Tuntraloka, an encyclopedic treatise on tantra, which also includes an
explicit chapter on “ritual sex”; a commentary on the Dhvanyaloka, which
proposes a revolutionized Sanskrit literary theory, claiming that the main
goal of poetry is the evocation of a mood or “flavor” (rasa), and that this
process can be explained only by “recognizing” a semantic power of sug-
gestion beyond denotation and metaphor; and last but not least, the Abhi-
navabharati, the monumental commentary on the Natyasastra, the treatise
of Indian performing arts (second century BCE to second century CE, at-
tributed to Bharata Muni) in which he explains the rasa sutra, or the “rasa
theory,” in consonance with the theory of poetics, that of abhivyakti, or “ex-
pression and resonance,” propounded by Anandavardhana (820-890 CE)
in his Dhvanyaloka. One of the most significant contributions that Abhina-
vagupta makes to aesthetics, or shall we call it “spiritual aesthetics,” is the
introduction of a ninth rasa, namely the santa-rasa, which is added to the
existing eight rasas that are listed in the Natyasastra. A rasa is an aesthetic
experience that the viewer/reader/listener feels in correspondence to the
various emotional states, called bhavas, that are generated by the poet/per-
former. “Santa” can be essentially translated as “tranquility” or “serenity,”
a state wherein the agitation and drama of the manifest world, expressed
through a variety of bhavas, becomes disabled, is rendered redundant, or
loses steam. The aesthetic theory of the Natyasastra firmly operates upon
the underlying principle that each aesthetic experience, or rasa, felt by the
viewer—though evoked by the emotion-laden spectacle created by the per-
former—becomes resonant for the viewer, only because the seed of such
an experience already lies permanently embedded, though dormant, in the
subconscious of the viewer. Thus, the bhava-rasa theory is squarely placed
within the cause-and-effect trajectory, as proposed by Samkhya. However,

[t]he ninth rasa is a rasa in a different sense than the other eight of the
tradition. To assert it as a rasa involves an aesthetic paradox, for while
the eight rasas are clearly understood as modifications of the basic emo-
tional constituents [bhava] of our mundane personality, the new rasa
implies rather a suppression of those very constituents: it is a state un-
troubled by emotion of any sort.?’

This implies that santa does not necessarily have a corresponding bhava or
cause; rather, it is a permanent, pervasive, continuous, and imperceptible con-
dition that lies embedded in the depth of Consciousness and, in fact, offers a
ground or a vehicle to other emotional states. Furthermore, an awareness of
this pervasiveness arises within a separation, or an emotional emptiness, that
opens up between subsiding interest in the spectacle, on one hand, and a si-
multaneous deepening of engrossment with a sense of recalling from within,
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on the other, in a sense defragmenting the self so it becomes whole, contin-
uous, and one with the embedded nature. It is a moment when the drama or
narrative of manifestation divulges its inherent opposite-nature of essentially
being “un-dramatic,” or “uneventful.” According to this school of thought,
this fluid play between the manifest and the unmanifest rides upon the inher-
ent facilities of involution and evolution. “Involution” is the process of agita-
tion, prompting the unmanifest to become manifest, while “evolution” is that
which awakens in manifestation, the memory, and subsequently the desire
to remerge into its inherent nature of restful repose, in order to once again
become stationed in the santa-laden state of blissful awareness, i.e., vishranti.

“[Clentral both to [Abhinavagupta’s] poetics and his metaphysics [is the
fact that] pleasure [ananda] is the predominant mode of aesthetic experience,
not instruction [sasana, vidhi]; that the locus of the aesthetic experience in its
primary form is the contemplative spectator, not the working actor.”?® What
is interesting to note is that even though it is only Kashmir Shaivism that di-
rectly talks in terms of a performative spectacle, the idea of “contemplative
spectator” has remained central to the project of achieving spiritual repose
in all schools listed previously. The specialized methods of “unflinching see-
ing” or “passive witnessing” of the turnings of the mind or the patterns of
the breath, proposed by the Buddha and Patanjali respectively, or the mind-
ful observation of the autonomous configurations of matter in Samkhya,
now graduate into a more comprehensive mode of disengaged seeing while
being emotionally, aesthetically, poetically, and even viscerally mesmerized
by the drama of the manifest world.

Likewise, we can also clearly see the trajectory of the sukha that the
Buddha ushers into the realm of spiritual practice: getting replaced by the
blissful ananda by Patanjali, and now graduating into a fulsome, aestheti-
cally pleasurable, poetically resonant, and reposefully aware state of san-
ta-imbued vishranti. Santa then may not be seen as just one more additional
aesthetic component in the revised scheme of classical dramaturgy, but
as a reversing agent that humanizes the mindful observing eye, making it
emphatic and self-pondering, and turns cognition from being clinical and
strictly objective to becoming self-investigative, or self-reflecting, to recog-
nize the cohesive sense of I-ness that Pratyabhijna proposes:

[Santa] is a rasa essentially different from the other rasas, pointing us
toward philosophy; yet as having a psychic configuration similar to that
of moksa,”’ it risks, by its generality and ease, to make salvation “aes-
thetic.” In aesthetic terms, it appears to lead us away from aesthetics; in
philosophical terms, it appears to make philosophy unnecessary. If we
can see that these conundra are versions of the same problem, perhaps
we will get closer to Abhinava’s meaning.?®

In various musical traditions, particularly the Hindustani style of Northern
Indian singing, the singer often repeats the same short, haiku-like phrase over
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and over again, each time with a different musical deflection within the struc-
ture of a raga. Each time, this repetition reflects yet another gross/subtle con-
figuration as it glides through the grid of distillation. A simple word such as
“red” can be put through innumerable renditions, till such time that the “red-
ness” of the red has been explored in numerous dimensions and has even been
allowed to exceed beyond redness, evoking the redness in all that is not red,
till it is all red! But for the viewer/listener, the experience is not that of “red-
ness.” “Red” is just the agent, and the experience is that of pervasiveness—a
pervasiveness through various dimensions of all that is red and also all that is
not red. This experience of “pervasiveness” is deeply stilling.

In its barest terms the Kasmir Saivites admit the reality of the objective
world and posit cognition not as a solitary, but a series of perceptive
events, with each succeeding cognition leading to remembrance and
thence realisation on the part of the cognising subject.?’

Within a seamless, multihued, repetitive rendering of a tangible image like
“red,” a still interval may open, an interval of fleeting recognition. It is com-
mon to find audience members at an Indian music or dance recital sway-
ing with the flow, nodding their heads, even smacking their lips as though
they are tasting rasa, the juice, and making approving utterances like “wah!
shaabash! besh! yeh baat! kya baat hai, jiyo!” which translate to “Wow! Won-
derful! Well done!” and most pointedly, “That’s it!” Such endorsements are
not only made in appreciation of artistic skill or virtuosity, but also recog-
nition of and marking the “that’s it!”-moment of interval that may open be-
tween experience and recognition of the poetic suggestion. I want to suggest
that therein lies the spirituality of Indian music and dance. I also want to
add that if the idea of Indian art as sacred can be attributed to Samkhya,
which believes in distilling matter unto spirit, the idea of Indian dance and
music as being sacred/erotic rests singularly upon Kashmir Shaivism and,
more so, on Abhinavagupta’s interpretation of the Natyasastra.

The Vedanta perspective

The dilemma that I mentioned at the start of this chapter about prac-
ticing Yoga and Indian classical dance—both of which are considered
“spiritual”—in chauvinistic or fundamentalist times is actually about prac-
ticing in times when theism seems to have gained a monopoly. “Vedanta,” in
a nutshell, can be categorized as a mainstream religion that is conventional
in its definition and shares with other world religions the idea of God, as
Creator, Perpetual Doer, or Primary Cause, as well as the authoritative,
moralizing judge of merit and demerit. It represents the orthodoxy of the
Brahmanic order and the preservation of caste purity. According to Ve-
danta, the phenomenal world is unreal, “because what is real has neither a
coming-into-being nor a disappearing. The analysis of the relationship of
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causality leads to the conclusion that both cause and effect are unreal.”" It
therefore defines the material world in opposition to the absolute brahman
and defines religiosity as rejection of the material world, including suppli-
cation, self-denial, and sublimation of desire and attachment. Moreover, it
considers “[rJational argument [...] incapable of leading to the absolute brah-
man, access to which is given only by intimate experience wholly lacking any
discursive representation.”’!

In the fourteenth century CE, Madhavacharya, the 14th Jagadguru (or
pontiff) of the Sringeri Sharada Peetham, put together a doxography called
the Sarva-Darsana-Samgraha, in which the various systems of Indian phi-
losophy were presented in sequence of their theistic efficacy. It lists sixteen
philosophical schools, including all the schools that have found mention in
this paper—i.e., Charvaka, Samkhya, Buddhism, Jainism, Yoga, Shaivism,
and Pratyabhijna—along with a host of other schools,*? culminating with
Advaita Vedanta as the most evolved option. Somewhere during the subse-
quent centuries, this grouping again is revised and separating the astikas
(believers) from the nastikas (nonbelievers), excluding the latter, as they do
not rely upon an idea of God as well as the hegemony of the Vedas. However,
apart from the nastikas, a lot of other schools are also sidelined, such as
the Shaiva and Pratyabhijna, and the revised doxography gets pared down
to six. These six—namely, Samkhya, Mimamsa, Nyaya, Vaisheshika, Yoga,
and the most perfected Vedanta—are what students of Indian philosophy
today learn as the shad darsanas, or the six Indian philosophies that reveal
ways of valid seeing. Both these doxographies are clearly drawn from the
perspective of Vedanta and directly suggest its superiority over all other
schools. Today, however, even the six schools that find mention in the new
doxography seem to have become morphed into Vedanta. Though study of
all schools must still continue in selective circles, a common man on the
street would be hard put to even name most of them. Apart from Buddhism
and Jainism, which are still living religions in India, and of course Yoga (but
understood mainly as a regime of physical asana and not an independent
philosophy), the only school that is not only popularly known but seen as
synonymous with Hinduism is that of Vedanta.

The way in which the rational, discursive, and atheistic ways of seeing
have been silenced or co-opted by Vedanta can be attributed to (a) the writ-
ing of commentaries on important philosophical texts from the perspective
of Vedanta—with every subsequent commentary steering the text to align
more with its theistic doctrine, such as in the case of the Yoga Sutras; (b) the
drawing up of doxographies (which happen to bear tremendous authority
in posterity), again from a strictly Vedanta-centric point of view, and then
proceeding to categorically nix the nastika schools, going silent on abstract
or paradoxical theisms such as Kashmir Shaivism, and effectively reinter-
preting the nontheistic, rationalist schools such as Samkhya and others to
fall into the theistic fold; and finally (c) strategically positioning themselves
at the four corners of the subcontinent by opening the four powerful mathas,
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monasteries, or centers of learning, and assigning them with authoritative
pontiffs with the aim of propagating and installing Advaita®® Vedanta as the
definitive and most superior doctrine across the subcontinent.

Today, with Vedanta alone being recognized as the all-encompassing
school of Hindu thought, unopposed from the inside, the monopolizing
theistic project of establishing God or Iswara as unquestionably central to
Indian thought is complete. To think of Indian thought within a seriously
nontheistic mode of reasoning is almost impossible today; God has come
to rule the Indian philosophical stratosphere. The result is that Yoga today
is popularly postulated as “union with God,” and Indian classical dance is
presented as a means of sublimation or surrender of the atma—Ilower self or
soul—to the Supreme God, Paramatma. To question these models is close
to heresy, even “un-nationalistic.” Indian dance was reconstructed just less
than a century ago, cleansed of the erotic component that was an integral
part of it, and is since presented as an “unbroken line of spiritual heritage,”
untouched by paradox. The unwritten agenda of classical dance is to main-
tain this morally correct, “representational” stance—which does not allow
room for reflexivity of the involution/evolution variety that I described—
and offers virtually no scope for the opening up of a self-reflexive space.
Indian dance today is self-endorsing, even self-congratulatory, but it is cer-
tainly not self-recognitive. Thus, as a practitioner of these two disciplines,
I have embarked on this exercise of deliberately evoking alternative philo-
sophical systems, which have historically countered and challenged the mo-
nopolistic-theistic modes of first Vedic and later Vedantic assertions. I am
not here challenging theism, but the monopolizing tendencies of theism. The
scope of critical discourse that philosophy offers is imperative to freedom,
autonomy, creativity, and art. And these have become even more important
in times when cultural chauvinism and religious fundamentalism are threat-
ening to scale new and even more monopolistic heights. It can be said that
today in India, religion has quite literally swallowed the critical discourse
of philosophy and that culture, the classical arts, and philosophy have all
been reduced to an appendage of religion, whose monopoly depends upon
tightfistedly maintaining a philosophical vacuum.

Conclusion: a personal note

The one aspect that emerges as a common thread through all the rational
schools of thought mentioned here is that their spirituality depends upon
a specialized mode of unengaged seeing, a manner of witnessing at one re-
move, that has the potential to still the mindful observing eye, quieten the
mind, promote reflexivity, and eventually foster self-recognition. Funda-
mental to this kind of specialized mode of “inhibited” seeing is the absence
of the reactionary instinct, as it necessarily involves cognitive seeing but
devoid of the will or instinct to react, project upon, or correct what is be-
ing seen. It is precisely in the gap between an engaged, even absorbed, but
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dispassionate cognition that the reflexive space of recognition may open. In
my case, the quelling of the reactive instinct has been a direct result, not of
the embodied practice alone, but also the rigorous inquiry that complements
it. Personally, the more I have been able to gain information about not just
political and social history, but precisely the history of Indian philosophy
pertaining to premodern embodied practices, the more have the questions,
hunches, and misgivings that lurk at the back of my mind been validated,
and thus quelled, and the less do I need to react. The more “I know,” the
less I have the need to assert my oppositional position or prove myself right.
The moral warp with which nationalism shrouds and obscures the once par-
adoxical practices of Yoga and Bharatanatyam is programed to deflect and
invalidate any “troubling” questions regarding sexuality and transgression
that have been historically intrinsic to these practices. “Traditional” prac-
tices are deemed precious, fragile, and even under threat from modernity,
for their “authenticity” to be righteously preserved and not tampered with.
Yet historical information offers me the freedom to make autonomous de-
cisions and independent interventions—which to my mind is integral to the
practice of both Yoga and Bharatanatyam. Thus, I now deeply believe that
embodied practice warrants the full, free, creative, and, most of all, lush
(and of course respectful!) occupation of the station of my I-ness—which
is the center of my initiative—and that the fiercely independent and auton-
omous stance is critical to both art and spirituality within these traditions
that I practice.

The Yoga that I practice and teach focuses singularly on the “no God”
option that has been clearly proposed by Patanjali, based upon the tenets
of the purely materialist Samkhya. I thus entertain the idea of a nontheistic
practice that: is deeply spiritual and aspires to be imbued with sukha, or sen-
sually pleasing repose; is delicately crafted; involves the in-tandem working
of body, breath, and mindfulness; is rigorous both physically and mentally;
and more than anything else, entails continuous inquiry. Incidentally, in the
first chapter of the Yoga Sutras, Patanjali emphatically proposes inquiry as
a major component of Yoga practice; however, it is not highlighted by the
commentaries and not even registered by most practitioners today. Having
said that, I also strongly believe that today it is almost impossible to isolate
Patanjali Yoga from Hatha Yoga, which is rooted in the tantra practices of
Kashmir Shaivism and became popular only at the beginning of the second
millennium. Thus, Yoga to me is a rich mix of the Samkhya-based, cerebral
speculations of Patanjali, plus the santa-imbued and vishranti-instilling
juicy practices and techniques such as dharanas (visualizations), nyasa (the
method of highly sensitive self-touching), bijamantras (the phonetic sounds
based on vowels), bandhas (the internal locks), and even the asana and pra-
nayama techniques, which Patanjali very briefly mentions but does not
specify. Other such methods have all been devised to “celebrate,” harness,
and finely hone the sensuality of the body/mind toward the construction of a
wholesome and cohesive sense of I-ness that is equally one with a reciprocal
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Consciousness. That is the definition of a spiritual and a liberating practice
that I lay claim to and which, to my mind, has been developed, refined, and
distilled through millennia by the greats—Kapila, Buddha, Patanjali, and
Abhinavagupta—each one of them being a revolutionary thinker and not a
conformist, supplicant, or a “sublimationist” by a long shot.
Bharatanatyam, on the other hand, is a more complicated issue. The
dance was reconstructed—rather, reimagined—in the first half of the twen-
tieth century and emerged cleansed of the sacred/profane paradox that was
attached to it, not only due to the richly erotic content of its lyrics and ges-
tures, but more so, because of the “pleasure women” status of its traditional
practitioners (the devadasis) who were closely attached to temple service.
The devadasis became the prime target for European moralists, both mis-
sionaries and the colonists, and instrumental in the shaming and labeling
of Hinduism as a “degenerate” religion within colonial times. Therefore,
the postindependence, Indian national identity hinged very tightly on the
de-eroticizing and singularly spiritualizing of the temple dance. For that
reason, this dance has come to be very highly policed by the custodians
of national pride, which is closely linked to a “tradition” that, in the case
of dance, is said to hark back to antiquity, but was actually crafted within
the last 150 years. Eroticizing the sacred has been the mainstay of Kash-
mir Shaivism, whereas self-denial and the sublimation of desire have been
the hallmarks of Vedanta (which was internationally popularized by Swami
Vivekananda, toward the end of the nineteenth century). Thus, the self-re-
straint and the morality of Vedanta held promise for the self-pride-build-
ing project central to reinventing India as a modern nation. The new India
could no longer afford, and thus no longer tolerate, any odd (and, in some
cases, even bizarre!) mixtures of binaries such as the sacred and the profane.
Indian dance for that reason has become too eager to be understood
correctly. It has almost become convention for any dance performance to
begin with an enacted explanation of what is going to follow. This can of-
ten be long and detailed, explaining not only the narrative that is to be en-
acted but even the symbolism and even the deep “philosophy” underlying
the mythic events. The reduction of performance to a show-and-tell format
leaves no room for abstraction, as it is prescribed by the agenda to correctly
“instruct,” if not edify, the viewer. The constraints placed on reconstructed
Bharatanatyam are blatantly nationalistic, representational, explanatory,
exhibitory, i.e., highly self-conscious, and therefore devoid of any possibil-
ity of reflexivity. As opposed to the Pratyabhijna sense of a fiercely autono-
mous and all-inclusive I-ness, the “I” that the nationalistic Bharatanatyam
fosters falls within the parameters of the rather defensive self-pride project.
As opposed to affording the reposeful state of awareness and being expan-
sive and continuous, it is in this case rife with the anxieties of national pride
and identity, which are exclusivist, self-congratulatory, and even culturally
chauvinistic. There seems to be really no way out for Bharatanatyam to
touch any extremes, cause any sort of poetic reversals that santa warrants,
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and engage in the spiritual-aesthetics upon which it so loudly lays claim. It
is therefore caught in an impossible bind!

My dance practice is directly influenced and inspired by my Yoga prac-
tice, which convincingly offers the scope of distilling matter into essence or
spirit. I am to this day fascinated by how a few physical postures along with
breathing can actually significantly alter the state of mind (and heart!) of the
practitioner, and furthermore, that this altered state caused by the effective
shift from gross to subtle is not only deeply experiential but even visible to
the mindful observing eye. Thus, it has the making of a “spectacle” that can
in turn even engage and foster a mirroring process in the spectator. It holds
a performative kernel that I highly value; to me, this in-the-moment visible
transformation holds promise for the most “spectacular” act and beats any
reenactment of an event that is borrowed from another time and context, be
it real, imagined, or mythic. Given the possibility that we might have lost a
critical transformative element in dance due to its defensive-reconstruction,
Yoga offers me the belief and the conviction to experiment with my dance in
order to find ways to reinstate a similar process of “being-in-the-moment”
in dance.

Another thing that I am getting more and more inclined to resist is the
proscenium presentations of Bharatanatyam, because that kind of framing,
very conducive to the spectacle of the show-and-tell variety, actually mars
the intimacy that is necessary between dancer and viewer in order for the
mindful observing eye to relax and wander into self-reflection. I hope to ex-
periment with more salon-like contexts, where the viewer is viewed more like
a guest-customer who expects to be pampered, relaxed, humored, and even
“pleasured,” and at the same time, invited to partake of delicately crafted
performative acts that may cause “reversal” and “transformation,” albeit
in a somewhat casual setting. The informal and casual-—though pleasing
and intimate—setting seems important in order to allow for a moment of
perchance-ness! According to Shaivism, the recognitive shift, even though
it may be craftily orchestrated, actually takes place in the mindful observing
eye perchance, unexpectedly, spontaneously.

Thus, to me, dance and Yoga have become interrelated practices, but they
have become so because of enquiry, both historical and philosophical. Both
share a common history, not only of being embodied practices that stem
from the same ethos and the same systems of thought, but also for being
singled out as odd, bizarre, and “shameful” by the British. Enquiry into
the “history of philosophy” clearly tells me that not only did the efficacy of
premodern, embodied practices in India hinge characteristically on fierce
autonomy, but that they have historically been subversive and challenging
of the status quo over millennia. Furthermore, it shows that they have been
paradoxical, radical, and nonconformist, in contrast to the conventions
of imposed morality, purity, and simplistic theism, which seem to plague
the Indian mind within the postindependence, modern period. Another
thing that becomes evident to me is that the deeply affirming, pleasurable,
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empowering, and spiritual mode of self-recognition is dependent upon the
cultivation and “farming” of aftereffects that may arise surprisingly and
spontaneously out of experimental calibrations exercised upon the materi-
ality of the body and not out of blind and earnest following of instruction
and text alone.

As a concluding note, [ would like to add that though I premise this chap-
ter within times that are turning overtly fundamentalist, the seed of this
fundamentalism has been present since the time India decided to make its
culture an object of exhibition. The religious fundamentalism of today just
helps to de-cloak the cultural chauvinism that has been present since the
beginning, notwithstanding the political dispensations that were in power,
be it the progressive liberals or the extreme communalists, both governed by
secular and communal nationalism respectively.

Notes

1 Madhava Acharya, The Sarva-Darsana-Samgraha, or Review of the Different
Systems of Hindu Philosophy, trans. E. B. Cowell and A. E. Gough (London:
Triibner & Co. Ludgate Hill, 1882), 10-11.

Ibid., 5.

S. N. Dasgupta, quoted in Mujibul Hasan Siddiqui, Philosophical and Sociolog-

ical Foundations of Education (New Delhi: APH Publishing Corporation, 2008),

64.

4 Mikel Burley, Classical Samkhya and Yoga: An Indian Metaphysics of Experience
(London and New York: Routledge, 2007), 34.

5 Andrew J. Nicholson, Unifying Hinduism: Philosophy and Identity in Medieval
India (Delhi: Permanent Black, 2011), 74.

6 Isvarakrsna, Samkhyakarika, trans. Swami Virupakshananda (Madras: Sri
Ramakrishna Math, 1995), 1.

7 Johannes Bronkhorst, The Two Traditions of Meditation in Ancient India, 2nd ed.
(1993; repr., Delhi: Motilal Banarsidass, 2000), 26-27.

8 Ibid., 2.

9 Ibid., 9.

10 Ibid., 13.

11 David Gordon White, The “Yoga Sutra of Patanjali”: A Biography (Princeton,
NIJ: Princeton University Press, 2014), 12.

12 Also called Adi Shankara, he was an intellectual giant and the most influential
Advaita Vedanta theologian and founder of a confederation of Brahmanic reli-
gious orders known as the Dasnamis.

13 White, Yoga Sutra, 41-42.

14 Tbid., 42; however, White notes: “While the Shankaracharya may have been the
author of a Yoga Sutra commentary titled the Patanjalayogashastrabhashyavi-
varana (‘Exposition of the Commentary on the Yoga Teaching of Patanjali’), a
number of scholars consider this to have been the work of another Shankara,
who lived in the fourteenth century” (Ibid., xi).

15 Puranas are ancient Hindu texts eulogizing various deities, primarily the divine
Trimurti, or trinity of Brahma, Vishnu, and Mahesh.

16 Tbid., 46.

17 The first commentator of Patanjali’s Yoga Sutras; though his date cannot be
clearly determined, he is believed by some to be none other than Patanjali

w o



342 Navtej Singh Johar

himself, and his commentary is considered the most important, enjoying the
status of “original” commentary.

18 1Ibid., 49, original emphasis.

19 Ibid., 85.

20 The first of the Siva Sutras, a ninth-century CE, Kashmir Shaivism text attrib-
uted to Vasugupta.

21 Paul E. Muller-Ortega, “Tantric Meditation: Vocalic Beginnings,” in Ritual
and Speculation in Early Tantrism: Studies in Honor of André Padoux, ed. Teun
Goudriaan (New York: SUNY Press, 1992), 230.

22 Edwin Gerow, “Abhinavagupta’s Aesthetics as a Speculative Paradigm,” Journal
of the American Oriental Society 114, no. 2 (April-June 1994): 187.

23 Raffaele Torella, The Philosophical Traditions of India: An Appraisal, trans.
Kenneth F. Hurry (Varanasi: Indica Books, 2011), 117.

24 Tbid., 215.

25 Gerow, “Abhinavagupta’s Aesthetics,” 187.

26 Ibid., 188.

27 Moksa is a Vedantic concept that defines the final state of liberation, freedom
from the bondage of samskara, and the cycle of life and death.

28 1Ibid., 189.

29 Harsha V. Dehejia, The Advita of Art (Delhi: Motilal Banarsidass, 1996), 160.

30 Torella, Philosophical Traditions of India, 112.

31 Ibid., 113.

32 The list of sixteen philosophical schools includes: Charvaka, Buddhism, Jain-
ism, Ramanuja System, Purnaprajna, Pasupata, Shaivism, Pratyabhijna, Rases-
vara, Vaisheshika, Nyaya, Jaimini, Paniniya, Samkhya, Patanjala, and Vedanta.

33 The most popular, non-dualistic brand of Vedanta attributed to the tenth-cen-
tury Shankaracharya, the other ones being davit (dualist) and bhedabheda.

Bibliography

Acharya, Madhava. The Sarva-Darsana-Samgraha, or Review of the Different Sys-
tems of Hindu Philosophy. Translated by E. B. Cowell and A. E. Gough. London:
Triitbner & Co. Ludgate Hill, 1882.

Bronkhorst, Johannes. The Two Traditions of Meditation in Ancient India. 2nd ed.
1993. Reprint, Delhi: Motilal Banarsidass, 2000.

Burley, Mikel. Classical Samkhya and Yoga: An Indian Metaphysics of Experience.
London and New York: Routledge, 2007.

Dehejia, Harsha V. The Advita of Art. Delhi: Motilal Banarsidass, 1996.

Gerow, Edwin. “Abhinavagupta’s Aesthetics as a Speculative Paradigm.” Journal of
the American Oriental Society 114, no. 2 (April-June 1994): 186-208.

Muller-Ortega, Paul E. “Tantric Meditation: Vocalic Beginnings.” In Ritual and
Speculation in Early Tantrism: Studies in Honor of André Padoux, edited by Teun
Goudriaan, 227-46. New York: SUNY Press, 1992.

Nicholson, Andrew J. Unifying Hinduism: Philosophy and Identity in Medieval India.
Delhi: Permanent Black, 2011.

Siddiqui, Mujibul Hasan. Philosophical and Sociological Foundations of Education.
New Delhi: APH Publishing Corporation, 2008.

Torella, Raffaele. The Philosophical Traditions of India: An Appraisal. Translated by
Kenneth F. Hurry. Varanasi: Indica Books, 2011.

White, David Gordon. The “Yoga Sutra of Patanjali”: A Biography. Princeton, NJ:
Princeton University Press, 2014.



Contributors

Gabriele Brandstetter is Codirector of the International Research Centre
“Interweaving Performance Cultures” and Professor of Theater and
Dance Studies at Freie Universitdt Berlin since 2003. She is also a mem-
ber of the German National Academy of Sciences Leopoldina. Her re-
search focus is on: history and aesthetics of dance from the eighteenth
century until today; theater and dance of the avant-garde; performance,
theatricality, and gender differences; and concepts of body, movement,
and image. In 2004, she was awarded the Gottfried Wilhelm Leibniz
Prize by the DFG, and in 2011, the Federal Cross of Merit of the Fed-
eral Republic of Germany. Among her numerous book publications are:
ReMembering the Body (Hatje Cantz, 2000; co-ed. H. Volckers); Dance
[And] Theory (Transcript, 2013; co-ed. G. Klein); Touching and Being
Touched (De Gruyter, 2013; co-ed. G. Egert and S. Zubarik); Poetics of
Dance: Body, Image and Space in the Historical Avant-Gardes (Oxford,
2015); Choreographic Practices.: Special Issue: Dislabilities: The Politics of
a Prefix, guest-edited by G. Brandstetter (Intellect Journals 6, no. 1, 2015;
co-ed. A. C. Albright, V. L. Midgelow and J. M. Bacon); Moving (Across)
Borders (Transcript, 2017; co-ed. H. Hartung); The Aging Body in Dance:
A Cross-Cultural Perspective (Routledge, 2017; co-ed. N. Nakajima).

Paul Carter is a writer and artist who lives in Melbourne. His new books are
Archipelagic Thinking: Decolonising Governance (Routledge) and Ampli-
fications: Poetic Migration, Auditory Memory (Bloomsbury), which are
both forthcoming. Relevant to the present article is his 2015 publication,
Places Made after Their Stories: Choreotopography and the Art of Design
(University of Western Australia Publishing). His practice, Material
Thinking, was engaged to work on the program for Yagan Square (Perth,
Western Australia) in 2014. He is Professor of Design (Urbanism), School
of Architecture and Urban Design, RMIT University, Melbourne.

Guy Cools is a Vienna-based dance dramaturge. His recent positions include:
Associate Professor at the Arts in Society research institute in Tilburg,
and Postdoctoral Researcher at Ghent University. He has worked as a
dance critic and curator and as a production dramaturge, with, amongst



344  Contributors

others, Koen Augustijnen (BE), Sidi Larbi Cherkaoui (BE), Dani¢le Des-
noyers (CA), Lia Haraki (CY), Akram Khan (UK), Arno Schuitemaker
(NL), and Stephanie Thiersch (DE). His most recent publications include:
The Ethics of Art: Ecological Turns in the Performing Arts (2014, co-ed. P.
Gielen); In-between Dance Cultures: On the Migratory Artistic Identity of
Sidi Larbi Cherkaoui and Akram Khan (2015); and Imaginative Bodies:
Dialogues in Performance Practices (2016).

Gerko Egert is a Dance and Theater Studies scholar. He is a Postdoctoral
Fellow at the Institute for Applied Theatre Studies, Justus Liebig Univer-
sity, Giessen. His research deals with philosophies and politics of move-
ment; human and nonhuman choreographies; dance and performance;
process philosophy and (speculative) pragmatism, especially in the work
of Deleuze and Guattari. He holds a PhD from Freie Universitét Berlin.
His publications include: “Movements of Touch in MAY BE FOREVER”
in Touching and Being Touched (De Gruyter, 2013, co-ed. G. Brandstet-
ter and S. Zubarik); “Beriihrungen: Bewegung, Relation und Affekt im
zeitgenossischen Tanz” (Transcript, 2016); and “Choreographing the
Weather: Weathering Choreography” (TDR 60, no. 2, Summer 2016).
Further information: www.gerkoegert.com.

Susan Leigh Foster, choreographer and scholar, is Distinguished Professor
in the Department of World Arts and Cultures/Dance at UCLA. She
is the author of Reading Dancing: Bodies and Subjects in Contemporary
American Dance; Choreography and Narrative: Ballet’s Staging of Story
and Desire; Dances That Describe Themselves: The Improvised Chore-
ography of Richard Bull, and Choreographing Empathy.: Kinesthesia in
Performance. She is also the editor of three anthologies: Choreograph-
ing History, Corporealities, and Worlding Dance. Three of her danced
lectures can be found at the Pew Center for Arts and Heritage website:
http://danceworkbook.pcah.us/susan-foster/index.html.

Holger Hartung is a dance and theater scholar. Since March 2010, he has
been coordinator of the International Research Center “Interweaving
Performance Cultures” at Freie Universitédt Berlin. His dissertation fo-
cuses on “Ruptures, Tears, Cracks as Performative Figures of the In-be-
tween.” His publications include: Moving (Across) Borders (Transcript,
2017; co-ed. G. Brandstetter) and “Fissure(s): Walking/Dancing Along,
Across and In-Between Lines of Difference” (Performance Research 19,
no. 6, 2014).

Navtej Singh Johar is one of India’s leading male dancers and choreogra-
phers, whose work traverses freely between the traditional and the con-
temporary. Trained in Bharatanatyam at the Kalakshetra, Chennai, he
also studied methodologies of dance scholarship at the Department of
Performance Studies, New York University. His continual attempt at
forging a space for freedom in dance is closely informed by a scholarly



Contributors 345

enquiry into the complex sociopolitical history of Indian dance; his cho-
reographic work revolves around issues of boundaries, body, and iden-
tity. Widely traveled, Johar has performed, lectured, choreographed, and
conducted workshops at prestigious venues all over the world. In 1996,
he received the Times of India Fellowship to research the sociopolitical
history of Bharatanatyam; in 2000, he was awarded the Charles Wal-
lace Fellowship; in 2010, he received a University of Michigan residency
as well as the Sri Krishna Gana Sabha Award for abhinaya. He is the
founder of Studio Abhyas (New Delhi), a nonprofit organization dedi-
cated to dance training, yoga, humane urban design, and the care of stray
animals. For further information, please consult www.abhyastrust.org.

Klaus-Peter Kopping (T 2017) held a doctorate in Social Anthropology (Eth-
nology) on millenarian and nativistic religious movements in modern Ja-
pan, based on field research between 1966 and 1969. From 1969 to 1972,
he was Associate Professor at California State University, Fullerton; in
1972, he became senior lecturer and reader at the University of Queens-
land, Brisbane, Australia; from 1984 to 1991, he was Baldwin Spencer
Chair of Anthropology at the University of Melbourne, Australia. In
1991, he was appointed professor at the Institute of Ethnology, University
of Heidelberg, Germany (emeritus since 2005). Guest professorships in
Japan at Sophia and Nagoya City Universities, ANU Research School of
Pacific Studies, Canberra, Australia, and in the Philippines. He was also
visiting professor at Goldsmiths College, London, in charge of Post-Co-
lonial Studies and Postgraduate Advisor at the Centre of Cultural Stud-
ies (2005-2007). From 2008 to 2009, he was a Fellow, and from 2010 to
2017, Senior Advisor at the International Research Center “Interweaving
Performance Cultures,” Freie Universitit, Berlin. Klaus-Peter Kopping
passed away on 17 June 2017.

Susan Manning is an internationally recognized historian of modern dance,
whose writings have been translated into German, French, Italian,
Spanish, and Polish. A Professor of English, Theater, and Performance
Studies at Northwestern University, she is the author of Ecstasy and the
Demon: The Dances of Mary Wigman (1993; 2nd ed., 2006) and Modern
Dance, Negro Dance: Race in Motion (2004); curator of Danses noires/
blanche Amérique (2008); dramaturge for Reggie Wilson’s Moses(es); and
coeditor of New German Dance Studies (2012), Routledge Encyclopedia
of Modernist Dance (forthcoming 2018), and Futures of Dance Studies
(forthcoming 2019).

Avanthi Meduri is a scholar, dancer, actress, playwright, curator, and arts
administrator. Born in Chennai, India, she received her PhD from the
Department of Performance Studies at NY U Tisch School of the Arts.
She is presently Reader in Dance Studies at the University of Roehamp-
ton, London, and is Convener of the first postgraduate program in South



346 Contributors

Asian Dance Studies. Trained in Bharatanatyam and Kuchipudi, two
classical forms of Indian dance, Meduri’s performance work explores
the intersections between archives, history, and biography, and is located
within the developing field known as “practice as research.” Recipient of
several national and international awards and fellowships, Meduri has
published in numerous academic journals and is working on a book man-
uscript on Indian Classical Dance and globalization. As a Ford Fellow
and as Academic Director of the Centre for Contemporary Culture, New
Delhi, Meduri curated the Rukmini Devi Arundale (1904-1986) photo
archive and presented it in India, Sri Lanka, Malaysia, Singapore, Aus-
tralia, Japan, and the United Kingdom (2003-2004). In 2016, Meduri cu-
rated the Indian state sponsored (ICCR) Jayate Kuchipudi international
tour, which was presented in seven European countries.

Katherine Mezur is a Lecturer in the Department of Comparative Litera-
ture at the University of California, Berkeley. She is a scholar, drama-
turge, and dance artist, whose research focuses on transnational dance/
theater performance, gender studies, and new media performance in the
Asia-Pacific region. She also teaches movement training and choreogra-
phy workshops internationally. She holds a PhD in Theater and Dance,
with emphasis on Asian Performance, from the University of Hawai’i,
Manoa. She is the author of Beautiful Boys/Outlaw Bodies: Devising Fe-
male-Likeness on the Kabuki Stage (Palgrave Macmillan, 2005), a history
of the kabuki female gender performance and its contemporary prac-
tices, aesthetics, and politics. She choreographs and directs musicals and
experimental performance/media works. Her current research/practice
focuses on the migrations of corporeal cultures through performance
and media art, which includes contemporary butoh’s “diaspora,” trans-
generational collaborations, and machinic performance. She has taught
at Georgetown University, the University of Washington, Seattle, and
CALArts. Her articles appear in such journals as Discourses in Dance,
Women and Performance, and Performance Research.

Nanako Nakajima is a scholar and dramaturge of dance and teacher of tra-
ditional Japanese dance. After she worked as a postdoctoral Research
Fellow at the Japan Society for the Promotion of Science, and Fellow
of the International Research Center “Interweaving Performance Cul-
tures” at the Freie Universitdt Berlin, she currently teaches at several
universities in Germany and Japan. She has worked as a dance drama-
turge in experimental art projects such as Luciana Achugar’s Exhausting
Love at Danspace Project (winner of the 2007 Bessie at the New York
Dance and Performance Awards), Osamu Jareo’s Theater Thikwa plus
Junkan Project, and Ong Ken Sen’s OPEN WITH THE PUNK SPIRIT!
Dance Archive Box. She has received the 2017 Special Commendation
of Elliott Hayes Award for Outstanding Achievement in Dramaturgy
from the Literary Manager and Dramaturgs of the Americas. As her



Contributors 347

research-performance project, she has organized Yvonne Rainer Per-
formative Exhibition at Shunju-za Theater, Kyoto Experiment 2017. Her
curatorial work includes Dancing Multiple Futures at the Yebisu Interna-
tional Festival for Art & Alternative Visions 2017, Tokyo Photographic
Museum. Her recent publications in English include coediting The Ag-
ing Body in Dance: A Cross-Cultural Perspective (Routledge, 2017; with
Gabriele Brandstetter), as well as contributions to Dance Dramaturgy:
Modes of Agency, Awareness and Engagement (Palgrave, 2015), Moving
(Across) Borders: Performing Translation, Intervention, Participation
(transcript, 2017; ed. Gabriele Brandstetter and Holger Hartung), and
“Kazuo Ohno and Anohni: From Without and Within” in Anohni— My
Truth: James Elaine, Peter Hujar, Kazuo Ohno (Walther Konig, 2017). She
serves as an issue editor for Performance Research 23, no. 7: “On Ageing
(& Beyond)” (November 2018).

Kaite O’Reilly is a UK-based playwright, radio dramatist, writer, and dram-
aturge. She won the 2011 Ted Hughes Award for Persians (National Thea-
tre Wales), The Peggy Ramsay Award for YA RD (Bush Theatre, London),
Theatre Wales Award for peeling (Graeae Theatre), and Best Play from
Manchester Theatre Awards for Perfect (Contact Theatre, Manchester).
Her 2016 productions included Cosy at Wales Millennium Centre (The
Llanarth Group), The Almond and the Seahorse in Estonia and Germany,
and the Taiwanese production of the 9 Fridas in Mandarin transferring
to Hong Kong Repertory Theatre. These plays are collected in her criti-
cally acclaimed Atypical Plays for Atypical Actors, published by Oberon.
A leading figure in disability arts and culture in the United Kingdom, she
received two Cultural Olympiad Commissions for In Water I'm Weight-
less, produced by National Theatre Wales/Southbank Centre as part of
the official festival celebrating the 2012 London Olympics/Paralympics.
She has received bursaries from Literature Wales and a 2017-2018 Cre-
ative Wales Award from Arts Council Wales. She is the recipient of an
Unlimited International Commission for And Suddenly I Disappear: The
SingaporelUK ‘d’ Monologues, a dialogue about difference, disability,
and diversity (premiering in Singapore, then touring to London’s South-
bank Centre Unlimited Festival 2018, and across the United Kingdom).
www.kaiteoreilly.com

Cristina F. Rosa is an interdisciplinary artist and a scholar in the field of
dance studies. Her areas of interest include Afro-Brazilian movement
practices (e.g. dance forms and martial arts) as well as contemporary
dance forms. Rosa is currently a Senior Lecturer at the University of
Roehampton’s Department of Dance. Previously, she taught at FSU Tal-
lahassee, UC Riverside, Reed College, and Tufts University. In her book
Brazilian Bodies and their Choreographies of Identification: Swing Nation
(Palgrave Macmillan, 2015), Rosa examines the construction of identi-
ties in Brazil through movement. Her current research seeks to examine



348 Contributors

the relationship of dance and sustainability, paying close attention to
non-Western ideas, processes, and contexts. Rosa holds a PhD in Culture
and Performance from UCLA (USA) and a graduate certificate in Ethnic
and Racial Studies and African Culture from UFBA (Brazil).

Jacqueline Shea Murphy is a Professor at the Dance Department of the Uni-
versity of California, Riverside. She has published on the topic of Native
American and Indigenous dance history and contemporary choreogra-
phy in journals including Biography, Theatre Research International, In-
terventions, Discourses in Dance, and a special issue of Dance Research
Journal on “Indigenous Dance Today,” which she guest-edited (2016). Her
book, The People Have Never Stopped Dancing: Native American Modern
Dance Histories (2007), was awarded the 2008 de la Torre Bueno Prize for
outstanding book of the year in dance studies by the Society of Dance
History Scholars (SDHS), and she is completing a new book, Choreo-
graphing Resurgence, about Indigenous dance artists” work, of which her
discussion of Mitimiti is part. Through her writing as well as her lectures
and teaching, and through producing numerous showcases, panels, and
symposia at conferences, and through the “Indigenous Choreographers
at Riverside” project, she has helped bring Indigenous choreography into
visibility to dance studies scholars. She has a background in literary stud-
ies and creative writing, and is coeditor of Bodies of the Text: Dance as
Theory, Literature as Dance (1995).

Evelyn Schuler Zea is Professor at the Anthropology Department of the
Federal University of Santa Catarina (Brazil), where she participates in
the Curso de Licenciatura Intercultural Indigena do Sul da Mata Atlan-
tica, in the Postgraduate Program of Social Anthropology, and in the
Postgraduate Program of Translation Studies. Currently, she is member
of the Advisory Board of the International Research Centre Interweav-
ing Performance Cultures, Freie Universitit Berlin, and researcher of the
INCT Brasil Plural. On the basis of fieldwork in Brazil and Peru, her
current research concerns both the potentiality of indigenous conceptual
stories in interplay with Hans Blumenberg’s philosophy and his elabora-
tions of distance, focusing on knots of property and impropriety in the
double field of anthropology and translation.

Sabine Sorgel is Senior Lecturer in Dance and Theatre at University of
Surrey. She received her PhD in Performance and Media Studies from
Johannes Gutenberg University, Mainz, Germany, where she taught on
theory and history of theater and dance until 2008. In 2003, she was a
visiting scholar at the University of the West Indies, Kingston, Jamaica,
and conducted field research with the National Dance Theatre Company
of Jamaica in Kingston. From 2008 to 2012, she was Lecturer in Drama,
Theatre and Performance at Aberystwyth University, Wales, and in 2011,
a research fellow at the International Research Center “Interweaving



Contributors 349

Performance Cultures,” Berlin. Her publications include Dancing Post-
colonialism: The National Dance Theatre Company of Jamaica (2007),
the textbook Dance and The Body in Western Theatre: 1948 to the Pres-
ent (2015), as well as several articles and book chapters on contempo-
rary theater and dance, cross-cultural corporeality, globalization, and
transnationalism.

Alfredo Zea is a journalist, translator, editor, and videographer. He studied
philosophy at the University of Buenos Aires (Argentina) and the Uni-
versity of Basel (Switzerland). Together with Evelyn Schuler he published
articles and produced videos on the basis of their fieldwork conducted in
Peru and Brazil. The work deals in particular with connections and dis-
junctions between words and images, as well as those between the tasks
of editor and translator.



