CHAPTER1

Montage and Time
Deleuze, Cinema, and a Buddhist Sorcery Rite

Bruce Kapferer

My broad aim in this chapter is to join cinema to ritual, to make the artistic ex-
plorations of a science/technology of the present-future, as Gilles Deleuze might
have said, reflect on practices that are past or primordially oriented in an originary
sense. What I will argue is that a cinematically informed analytical approach (in
which, for example, concepts such as montage and its relation to time conscious-
ness are found) enables new descriptive possibilities for grasping the significance of
ritual practice. While not obviating symbolic and performance perspectives—usu-
ally developing from dramatic and theater metaphors—another and possibly more
powerful approach to ritual and its existential effects is opened. Moreover, a per-
spective through cinema enables an expansion of how ritual achieves its pragmatic
or reconstitutive effects. I will indicate that aside from the obvious differences of
cinema and ritual there is an underlying unity. Indeed, I will suggest that ritual is
already cinematic in dynamic, in terms of Deleuze's understanding, and has antici-
pated some of the potentials that cinema and its continuing innovations (in current
digital technology, for example) is realizing through the artistic creators of film.

I start with a brief comment on Deleuze's two volumes on film (1986, 1989).
Deleuze's work on cinema is effectively an ethnography that demonstrates central
themes of his post-structuralist philosophy. In my opinion, it is a work as grand in
conception as Claude Lévi-Strauss’s magnificent structuralist work, Mythologiques.
As Lévi-Strauss uncovers new visions of significance for a general understand-
ing of human being through the myths, rituals, and other practices of Amazonian
peoples, so Deleuze through the creative works of film uncovers innovative ways
of describing existential processes and the place of human being within them.
Through the technologies of the present constantly developing into the future,
Deleuze opens new pathways for understanding human action and events. Lévi-
Strauss attempts something similar, but through the imaginal creations of a de-
stroyed or rapidly disappearing humanity that is quickly becoming a lost past.
Both Deleuze and Lévi-Strauss attempt to overturn dominant and conventional
understandings. However, the latter's stress on meaning (even if highly suppressed
relative to interpretive Geertzian perspectives) and the paradigmatic and structural
properties of myth, or narrative and story over the creative potentials of practice,
would be challenged by Deleuze.?

Here he would be joined by Victor Turner, who disagrees with Lévi-Strauss in
a similar way. Contra to Lévi-Strauss, Turner values ritual over myth and, as with
Deleuze, is influenced by Friedrich Nietzsche's stress on creativity and the con-
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22 «-Montage as an-Analytic

developed in the context of one kind of phenomenon can extend an understand-
ing of another.

Deleuze’s Cinema and a Generative Dynamics of Images

Deleuze concentrates his philosophical ethnography of the cinema on the nature
of the image and a shift from the movement-image of classical cinema, and its
sensory-motor schema, to the modern cinema and its development of the time-
image, the image in itself. Here he comes to focus on what he calls the cinematic
crystal image, an image that divides from within itself in an autopoetic dynamic
generation. The crystal image is a point of origination par excellence and external
to human being. The Cinema works as a whole express vital dimensions of a phi-
losophy, highly influenced by Henrt Bergson (1991, 1998), that takes radical issue
with human-centered, constructivist, subjectivist, interpretational, reflexive posi-
tions—indeed, orientations that are powerful in the anthropology of ritual. Deleuze
is critical of subject/object dualisms that are implicated in such positions, empha-
sizing instead a kind of material holism from which both are emergent. Thus con-
sciousness is a refraction from reality, built from images and their light, the image
being part of the matter of the real. Consciousness is already a dimenston of the
externally real before it becomes integral to subjective being and its reflexivity.
Consciousness and its source—the image—is apart from humanity, originally exter-
nal to human being. Contra to much phenomenology, consciousness is not born
in intentional action. It does not start from the directional (intentional) orientation
of human beings into the world whereby consciousness lights up reality bringing
it into being as an act of consciousness (Schutz's 1967 concept of consciousness
as a cone of light). Reality in its potentiality already exists independent of and prior
to any individual human consciousness; human beings become conscious beings
from within the motioning of the universe of the real that embraces them. The
light of consciousness is the vibrational light of the image that is integral to the
matter of the real. It is within this that human being comes to consciousness.
Jean-Paul Sartre (2004) develops an argument in which the image or the ima-
ginal appears in contexts divorced from the real—in effect, the image is a represen-
tation of the real. When reality reappears, the person about whom one has been
thinking as real in the imaginary is displaced by the actually real. Deleuze, while
extending on an implication already in Sartre, refuses the image/real disjunction.
The image is real and what Sartre may conceive as its unreality is that dimen-
sion of it that exists as its potential, a notion that Deleuze's concept of the virtual
captures (but which Deleuze asserts is no less real). There is no real/false image or
subject/object duality—rather, something in between, neither subject nor object,
a differentiating continuous emerging, merging, reemerging, or what Deleuze de-
scribes in relation to cinema as a gaseous process. Furthermore, the image is real
in the sense that it is not merely an abstract concretization, a figment of the hu-
man imaginary, human through and through, beginning and ending with human-
ity as in Hegel's famous "night of the world,” but, rather, and following Bergson, is
the enduring and generative light of the world. Consciousness is not with human
beings alone and is already everywhere a potentiality, immanent in all matter. The
image, in Deleuze's usage extending from Bergson, is the primary material ground
of consciousness from which meaning and symbolism are generated and molded.
Moreover, and critically, the image {in cinema as elsewhere) is not purely visual
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24 - Montage as an Analytic

works—his discussion of various kinds of visual, sound, and other sense images
such as affection-images—constitutes an attempt to develop a new phenome-
nology not just of the image in terms of the dynamics of the image, but of the
forces involved in world creation and generation. He argues for an understanding
of human being not only through human being but through a dynamics of going
outside the human and from perspectives that are not necessarily those from the
positionality of the human. This is the potential that cinema offers. For Deleuze,
cinema is a manifestation of reality. If it is an imaginary of reality it is an extraction
or subtraction from the potential that this reality already is.

Deleuze's approach to cinema is at variance with most approaches to ritual,
which are thoroughly human-centric, even though much ritual, as I will suggest,
in a manner similar to the cinematic, often attempts a grasping.of human being
from positions external to human being. All the major approaches to ritual assert
its thoroughly human-centric character® Thus the stress in most anthropology
on ritual is essentially symbolic, involving a primary emphasis on language and
meaning. Victor Turner argues that symbols are the building blocks of rite integral
to the reflexive processes by means of which ritual largely achieves its effects* A
Deleuzian approach would challenge, if not completely, this position by arguing
that the symbolic, language and meaning, and their constructions are emergent,
a concentration on the dynamics of emergence perhaps being critical to the ef-
fects and force of rite. The point, while not rejecting symbolic perspectives, asserts
that these must be secondary to a primary attention to the dynamics, structures,
and processes of image production. That is, a symbolic construction for Deleuze,
following Bergson, is not a reality in and for itself—real because it is constructed
as real by human beings—but real in a thoroughly material sense independent of
its human constructions or symbolic creative realizations. As such, the symbolic
{s rooted in the processes of the world and extracted or subtracted® from it and al-
ways connected into material reality that exists independently of its construction.
This is a vital aspect of how cinema works, symbolic constructions being integral
to the play of images, which are continually the source of new symbolic potential
that is in some part already a potential of the virtual of the image.

For Deleuze, cinema works not because it is a suspension of reality or propels
us into a reality that is imaginary—that is an escape from the real—but works be-
cause it indeed has (re)discovered dimensions of the processes of how human be-
ings constitute and are constituted by the realities of which they are already part.°
Cinema is an instance of a technology by means of which the dynamics of the
real are effectively broken into (art as science, science as art)—a real that has force
apart from the human as it is integral to human constitution. Through cinema,
discoveries are made conceming the way human beings construct their realities
through a capacity to go outside the human and also to penetrate deeply within.
Here, [ think there is a close affinity between cinema and ritual.

Ritual, as with cinema, may be conceived as thoroughly built around the play
of the real of the image and a concern with a symbolic extraction or subtraction of
potentials that are integral to the virtual of the image. As with cinema, ritual too is
often directed to a decentering of human perception and of human being. It goes
outside the human and, as with cinema, may be enabled to reveal something of
what underpins the creative and generative capacity of human being that may be
otherwise obscured in thoroughly human-centered, subjectivist perspectives. Via
the path of cinema, an insight may alsc be gained regarding some of the prag-
matic effects of ritual performance that aim to intervene in the realities of human
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26 » Montage as an Analytic

and focused on the sorcery victim. Repotentiated within them, the sorcery victim
is able to withstand the destruction of sorcery and is drawn back to consciousness
and imbued with the capacity to act and to participate in the construction of his
or her own life chances.

The ritual machine in which the sorcery victim will be situated is known as
the Mahasammata Maligawa (Palace) or Suniyam Vidiya (a place of intersection of
cosmic forces) and is constructed around the plan of the cosmic mandala of world
origination. This central originating point of the mandala (gaba, literally a womb
space) is inside the Palace and cannot be seen. Just after midnight, the patient will
crawl through a small doorway into the Palace and sit at the central point—a place
that in lay conceptualization is the bedroom of King Mahasammata, the first Cos-
mic ruler who institutes the order of human society and is an incarnation of the
Buddha.” The central chamber of the Palace is where Mahasammata is understood
to be engaged in generative erotic play with his Queen Manikpala, the daughter
of Lord Vishnu. Thelr erotic unity is indicative and sustaining of the harmony of
Mahasammata's cosmic and social order.

The core myth of the rite, which provides the key storyline for the vital ritual
events and which is intoned and sung at various stages of the ritual progress,
recounts the occasion of the first act of sorcery of which Manikpala was the vic-
tim. The myth tells how Manikpala was raped by the great demon of sorcery, Va-
savarti—the World Poisoner—who in various interpretations relating to Buddhist
doctrinal texts is the great opponent of the Buddha, indeed his cousin. Vasavarti
desires Manikpala and, disguising himself as Mahasammata, enters the cosmic
bedchamber and rapes the Queen. The World Poisoner assumes the shape of a fire
viper and penetrates to the Queen’s womb. The Queen falls unconscious, her body
is covered in sores, and the generative potency of Mahasammata's cosmic order
is lost. Its harmony is shattered. All is decline and suffering. Mahasammata is dis-
traught for his Queen Manikpala and no one can restore her to consciousness until
Prince Odissa, himself a terrible sorcerer equipped with all magical knowledge
and techniques, comes and invents the ritual—the Suniyama, in fact—by means of
which the Queen is cured and the cosmic order regained.

The crucial events of the rite begin just before midnight and proceed through
to almost midday the following day (a period during which the Sun begins and
completes its ascent). The first major sequence of events (the hat adiya, or rite of
the Seven Steps) involves the slow progress of some four hours in duration of the
victim toward the Mahasammata Palace. This concludes with the victim crawling
inside the Palace, which begins the second major sequence of events starting in
the early hours of the morning and proceeding through to the conclusion of the
rite at midday. These events involve the seating of the sorcery victim in an auspi-
cious place {ata mangala), described among other things as the world mandala,
where the victim is turned around to face back down the line of progress or path
already taken. In this space, the victim is symbolically released from the coils of
sorcery {ideally, 108 bonds of the sorcerer are cut).® Thereby released, the victim
then engages in a series of sacrificial acts (initially with the assistance of the ritual
priests, but eventually as an independent sacrificer) that bring the rite to its con-
clusion. This is marked by the destruction of the Palace in a dramatic act where
the great being of sorcery, Vasavarti Maraya (the Death-Bringing World Poisoner),
cuts down the Palace, signifying his own destruction. In this act, the victim indeed
appears to rise unscathed from the debris that falls all about. The event in fact
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tooned with brightly colored lights and some ritualists say that it shines with the
radiant energy of the Buddha and the cosmos. The Palace and the facade are alive
as a differentiating and moving totality that gathers those who are focused upon it
into the cosmic dynamic it represents.

The sorcery victim is ritually encouraged to participate in the life of the image,
of the facade, and of the entire ritual structure. Through the participation in the
image, the sorcery victim will be restored to consciousness and delivered from
the paralyzing effect of sorcery. Deleuze argues that the cinema screen and the
images playing across it shine with the quality of the vibrational light of conscious-
ness that already is. Here, developing from a critical appreciation of Bergson, he
indicates that cinema in a sense mimics reality. He contests a Husserlian phenom-
enology that stresses human beings as the source of consciousness and the com-
mitment to intentional subjective consciousness—consciousness as emergent
from the individual human subject’s direction towards an object (some thing). In
such an orientation, individual consciousness projects like a cone of light illumi-
nating reality, subordinating as well as rendering it entirely relative to individual
human construction and interpretation. Deleuze conceives such an orientation
as thoroughly bound to the dualism of a subject/object dialectic, which obscures
a major dimension of the cinematic effect as well as the nature of the forces en-
gaged in human existential experience within reality, which the invention of cin-
ema has recaptured, if unintentionally. Deleuze is critical of Bergson for his fatlure
to realize this. Deleuze argues that the cinematic operates to subtract or extract
from the vibrancy of reality (e.g., the close-up) rather than construct it. That is, the
nature of reality is not entirely reducible to the individual subjective act, which is
already within reality processes and drawing from them. Cinematic techniques
express such a dynamic and, furthermore, are not constrained within the subjec-
tifying/objectifying positioning of the human body. The cinematic, expanding on
processes already experimented with in the history of the arts, facilitates the taking
of positions (“any-point-whatever”) that are not confined to the human body (or
limited to assumptions of natural perception). Moreover, in cinema, perspectives
on human beings or situations, for example, can be taken from positions thor-
oughly external to embodied human being. Thus the cinema screen is like a brain
(a center of consciousness, the nerve center of connection) but without a body,
cinema potentially and often effectively "reembodying” the audience in the life and
experience of the flow of images that it presents.

In cinema, human beings can be brought within a reality (within the real of the
vibrant image) in which they come to participate in the multiplicities of the cin-
ematic unfolding. As such, the audience is not an "anchored subject” immobilized
and necessarily casting its gaze as an act of independent interpretative conscious-
ness upon the screen. Rather, the audience is brought actively within the play of
images across the screen and comes to participate from a multiplicity of positions
within and among them. The screen and the light of its images shines upon the
audience (rather than the light of the audience’s consciousness upon therm) and so
captures, motivates, and motions the audience in accordance with its processes.

Cinema, and [ suggest much ritual before it, creates a reality in which its audi-
ence becomes variously embodied, shares in the multiplicity of events, things, and
their unfolding. This is so, potentially, through the action of “screen conscious-
ness” upon the audience who may, despite a conscious resistance in themselves,
become absorbed into the reality processes that envelop them. The potential of




(soret AU IS 1986T) 2nbY Sl SIQUIDSSP YIIYM JUSLUSAOW 3} JO Anul
-[UOD 3L NG JUSLWUOLL anbjun e ul paquasap anbl B sn sAlb JouU sa0p )] Anawosb
UBISSLIEY) B O] ING "UBSPIONT B O PYEIaL 10U ST UL UOOUED S [ '2SINCD LD} JO ISAD
SJEUyM-UBISUL-AUE 1B USHE) SjUod pue Saul] JO JUBLBAOUL 341 Ybnoayy BUIAlossIp
10 paLLIo) Buiaq JO $s3004d UL sAemie st yoym anby e Jo uonduossp ayy ing ‘2nby
po1sidWoD B 10 9s0d B S9IMIISU0D J8HUOo] OU HulmeIip a4} &snedaq st SiY} euauld
543 01 Ay sBuoaq 31 # ‘WY UOOMED B3 SUyep O) sydiiaiye U0 Usym LBaiD St SIUL

"DNRUWBUID A[YbNoioy) Se saquosap
3 1B} SUOOILED O} 30Ua1ajal AQ Payelisn|il BLUSUID UL LOROUNSIP B 10) senbie 8zna)
-9Q] 's950d 21210SIP WO JUSLUBAOWL JO MO} aY3 JO Buipiing ay) wiod) ‘suomsod 4o
SIUBISUL WO JUSUIBSAOWL JO UOLINIIISUODAL SY} Ul PIPUNO) PUR SWES o) AJ|eluasss
Hulaq Se BLBUID UISPOW JO 9SOU} PUB JUSUUSAOUL JO SUOISTI|IL JUSIOUR BUIAIOUOD
10} UOLNJOAT aAIEa.LD) Ul UOSHIDg $9ZI0NLD 9ZNaid( BWaUL) Ul 9HBWL-TUSWSAOWL
a3 JO UOISSNOSIP SIY U] 'SdOJeASp 9znsld( 1Y) 9SUSS DIIBWSULD o) Aem dSuUlos
ul Bunoroidde JUSWBAOUL SB WL JO UOISSaUdXD Ue SL LULDIA 8y} PUODISS
"A19210S JO BUTLLODIBAO B3 UL WULIDIA 343 3181ua10d (1M 18Y) SOWSOD 34} JO
HULISPIO [BDIYDILRISIY B PieMO) Butuonow e ‘Ajjeio], J1wso) ayy W aorid bupiey st
1Y) buURYD 2 0] PXUY S1 JUSWDAOUL dAIsSa.D0Ld S LLIOIA S, el 84} JO 1Bl 93
Ul safeull 1930 943 01 UOWRISL Ul 10942 SBY 'TUSWSAOW Ul aAnde Ajaaissaibold Buy
-UL0D3( ‘WILDIA BY) USA0SI0W “BUIp|iNg SY3 UM [YIA PUB 9pede) SY) St 1ey) sabe
-ut Jo Aed 21wsod 2y) Huowe juedionied e SpeuL ST LUNDIA Y} sny | eledexiuey
JO IMBYS BUIPPOM 33 JB3M IS PUB A120.10S JO LULOIA IS4l SU) JO uoneiuesaidal
© S (Jopuab SUUNDIA B3 JO SSoIpieDal) WDIA SY) ‘1S4l 'SSSUSs 1ofews OMm) Ul Os
St S|, "2HBUL-JUSUIDAOW B SBUI0DS WILDOIA a4} BAIDE JBY DU} Ul JBY) SS24IS |
WUNOIA 241 UL A|SNOSUBINUIIS DUR SJOUAM D1ud
-$07) BY3 Ul BULLINODO St 38y} 9HURYD a3 Y10q SS)BDIPUL 308Rd 9} PLemo) ssaibold
SO 34 L sued S)1 Jo AjlUn pauapio AIBuIsesidul Ue pAemo] awil) Ul BUulAOuUlL Jlasyt
S1 1ey) Ae10], DIWSOD) Y} JO DIUBUAD a3 UM uonounfuod o 1ybnoiq bueq
12ULI0) a1 ‘AUOIUDUAS |eiodUUB) UL D18 9DEOR) PUR WIIDIA "80B[ed/opeDR] 9} St OS
JUSUSAOUL UL St LULIDIA SU1 SB ‘S 1BU L WILOIA Y} JO JuswaAow a3 ut Aousyod syt
s1ayyeb 1ey) aorjRed/SpEIR) DU} St BUISURS(D SIU) Ul JUSWINAISUL Aofew 83U |, o A48210S
JO pasuea]d AjaAlssalboud st WNLOIA BY) ‘92B[Rd 94} OJUl pue piemoy Aswinol ayy Jo
95.1N02 9y U] (/66T 12485de)y| 99s) Butuonow sy ut Arewiud se padseid oq asimisyio
Wb ‘srduiexs 104 ‘Abojouswiousyd s 4SSN Ul 18Y] SS2USNOIDSUOD [BUOLIUSIUL IO
SSOUSNOIDSUOD ISUUL 9A1DS[ONS 91} 10U PUE ‘SISENILL 34 4O Buipueisispun ayi w
JUSLUBAOUL 3] S31B1IUL 1Y) 20B[Rd/opROR) 943 Sl ] '9pedR) 2HBjuoW 913 U0 SN0
0} PaUIO{UD S1 OUM ‘UIIDIA DU} Ol 828R S} U0 MO} 0} POOISIBpUN St UOLIOWL
SIY) JO 9210) U | "90B[Rd 24} OUL 'SINOY INoj awos bunse] 'ssaiboid mols e ut abeut
-JUSUWISAOWL B SaWo0aq AJSALIDSHS WNDIA AISD10$ 91} ‘@dueullofsd St WY
12doud iom A132408-1UR 243 BulduaWWIOD s sisiieryul Aq pspaebau st eAipe jey oy |

afew| yuswanoy e se bfiipy JoH ay] :fsassog jo Bulwoassag ayL

Aduioxe sda)s UsASS 10 eAIpe

181 84} JO SIUSAS B} UDIYM BUIDUID Ul UOUE]S. SOUSIPNE—abeul-Uaalds 23 SPIod
-0® 9zZnala( 1By} 01 JR[IUUlS 1odull Ue SBY 9pBOR) 90B[Rd 943 JO aheiuocul sy |,

£ UD3IDS 9} JO AJj2al [RUOLIOWL 3U) UM SIOW apewl

pue 1oalgns paioyoue ue HUlDQ WO LB} SBULODSQ SDUSIPNE 3} Jel) SI BULBUO

BZ - dWi| pue abeyugy




30 » Montage as an Analytic

The motion of the hat adiya, if not the same, bears some similarity. That is,
it is not constructed from a series of poses {or what Deleuze [1986:4] discusses
as "transcendental elements” that might describe the building of the dances of
the gods in the Suniyama presented before the performance of the hat adiya; see
Kapferer 1997%), but more from what Deleuze describes as sections or “immanent
material elements.” Here I note a connection between what I referred to previously
concerning the motion of the victim as effecting or being related to a change in
the whole, the Cosmic Totality of the dynamic of the rite.

In this regard, the hat adiya and cinematic motion bear a relation to Berg-
son's concept of duration (duree) or real time as elaborated in Matter and Memory,
which Bergson otherwise opposes to cinematic time or movement, for which De-
leuze criticizes him (see especially 1986: 8-11). Thus, contra to Bergson, Deleuze
argues that the movement-image {and time-image) in cinema (and the moves in
the hat adiya) are mobile sections, elements of a continuing process. Further, each
movement constitutes a qualitative change in the Whole, in both cinema and the
Suniyama, and thus approach what Bergson describes as real time or duree (see
especially Deleuze 1986: 10-11).

The victim in the hat adiya starts the journey to the Palace from a position
seated among the spectators (frequently numbering over two hundred and drawn
from extended kin, neighbors, and friends) to the event who are gathered at the
edge of the performance area (symbolically at the perimeter of Mahasammata's
City). The body of a snake (the fire viper of sorcery, gini polanga) is drawn on the
ground between where the victim is positioned and the small entrance into the
Palace.’? The body of the snake is also conceived as the line of the susumna or
channel that runs along the spine of the body that carries the life force (prana) that
the ritualists understand as traveling from the Palace into the victim, effectively
restoring the ensorceled once more to mobility, to a capacity to act that sorcery
has blocked and prevented. The ritualists demand that victims focus on the facade
and the Palace as a whole. In this way, the ritualists say that the energies emanat-
ing from these can flow into the victim, effectively bringing about the motioning
of the victims and moving them into the Palace.

Seven points are located along the body of the snake that the victim will tra-
verse. These are conceived as seven cakra or lotus points through which cosmic
forces from the Palace will enter the victim's body. The lotuses also mark out the
stages of the victim's movement and ultimately to a liberation from the constrain-
ing bonds of sorcery. Each of the seven points is also understood to be a barrier
thrown up by sorcery that the victim crosses over after the clearing, negating ac-
tion of anti-sorcery rites that invoke the potencies of forces in the Cosmic Totality,
principally that of the Buddha and the Sinhala Guardian deities. After each cross-
ing, that segment of the snake's body traversed is cleared away along with the
ritual objects employed at each stage.”

Several observations can be made on the material presented. The seven cakra
points, as well as energy vortices, can be conceived as sections of movement/
duree/time in Deleuzian/Bergsonian terms. Effectively, they are sections of move-
ment in the cinematic sense discussed by Deleuze: specifically sections, [ suggest,
in a singular flow of movement in time of the sequence past becoming present
moving to a future. One aspect of this is the tracing, or perhaps a retracing, of the
time past of the ensorceled victim. By means of this, the ritualists (and the victim)
enter via the technology of rite within this time past so as to systematically remove
the hindrances and obstacles that have prevented movement and action as well as
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shake and tremble as they crawl through the entrance into the Palace. This [ think
is a bodily expression that intimates the extraordinary significance that this event
condenses. One obvious understanding is that it is an involuntary physical expres-
sion of the release of tensions following the removal of the poisons of sorcery. But
it can also be grasped as an involuntary physical awe-provoked anticipation of the
approach to or entry within the zone of the Open, in Deleuze’s conception, a place
of indeterminate reoriginating intensity of pure potential—a virtual that is yet to be
actualized (see Kapferer 1997 2005).

The concept of the Open is appropriate to Deleuze's transcendental empiri-
cism, which argues for a non-Kantian transcendence that is thoroughly grounded
in and oriented to the empirically real.®® It is also relevant to the practical concerns
of the Suniyama, whose machinic and highly pragmatic intent is.to restore the
victim to action but with a capacity to actualize that which is imagined or yet to be
imagined. I underline a major point. It is the ritual as a technology over and above
any exhortations of an idealist religious kind that it may engage that is crucial
Religious ideals, morals, and values within the rite are techniques for the achieve-
ment of practical results and, furthermore, gather their potency not so much in
themselves as through the apparatuses and procedures of the rite. The belief—or
not—of the victim is secondary to the images of cosmic force, whose vibrant po-
tency are the key instruments in the technology of ritual practice.

Vital to the Suniyama's technology is its machinic capacity to separate that
which Deleuze distinguishes as the movement-image from the time-image, a dis-
tinction that some critics question (Bogue 2003; Ranciere 2006). The practice of
the Suniyama is organized in terms of a separation to which Deleuze's distinction
is relevant. Deleuze's description of the time or crystal image (time in itself) and the
progress toward it, even despite Deleuze's grounding it in the history of cinema,
is remarkable in its similarity to the events within the Palace and the efficacy that
ritualists attach to them. What he says has bearing especially on major events of
comedy and sacrifice as acts of differentiation that are associated with the victim's
repositioning within the Palace.

Deleuze discusses the pure time-image of the cinema as a crystal image, an
image that divides within itself (and as I discuss below are features of the dif-
ferentiating and internally refracting dynamic of both comedy and sacrifice). In
his discussion, the crystal time-image is a virtualizing of the actual. What is real
or imaginary is indistinct. The time-image is set apart from action and the sen-
sory-motor scheme of the movement-image of cinema in which there is an in-
terval and an oscillation between what is real and what is imaginary. The crystal
time-image for Deleuze is not associated with an agent or actant, rather with the
seer (see Deleuze 2000: 272). Moreover, crystal images do not extend from action
situations, but constitute (again for cinema} what he refers to as pure sound and
optical situations apart from extensions into reality. The virtual of the crystal image
becomes the dynamic source for the creation of a new reality. In Deleuze's for-
mulation, the movement-image proceeds toward the crystal image, time in itself,
from within which new movement in time extending into new potential of action
is generated.

Deleuze argues that the time or crystal image is constituted and achieves its
efficacy by means of a delinking from the movement image, time as succession in
space. Such a delinking in the Suniyama is done in the acts of the obliteration of
the timeline of the hat adiya and the resituating of victims within the atamagala,
their turning around to face back the way they have come and their immobiliza-
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ing on a note of destruction, whereas sacrifice is a reversal of such a process—a
destruction that ends on a note of creation or reorigination.

The sacrificial action in which the victim now participates is consistent with
the crystalline dynamic of the time image that the victim is effectively within. The
sacrifices perhaps are more accurately described as dynamic acts of division, rather
than acts of destruction. That is, whole objects (especially ash pumpkin, or coco-
nuts in the instance of the Suniyama and other healing rites), that in themselves
express a totality, are cut by the victim or, in other words, divided. As such, the
sacrifice is an initial act of differentiation from within the crucible of time in itself.
In Deleuze's terms a crystalline differentiating act of emergence, a process of reac-
tualization from out of the space of the virtual where all is potential (in contrast to
the deactualization of the real that is a major process of the preceding comedy) is
occasioned through the sacrifice.

The act of cutting is also explicitly a cutting away of the agencies and effects
of sorcery—a final or finishing (tindui) cutting away of the past so that the erst-
while victim of sorcery is able to actualize or reoriginate anew. This recetves its
most complete and intense expression in the final dramatic acts of the Suniyama,
when a ritual performer appears in the totalizing form of sorcery, in the guise of
the Death-Bringing World Poisoner (Vasavarti Maraya), and destroys the Palace
in an act both of self-destruction and of sorcery's effects (see Kapferer 1997). In
this sense, the Suniyama is an effect of sorcery and the destruction of the Palace
signifies the end of its effect. A powerful feature of this concluding event is the
breaking free of the victim from the dimension of time in itself. As the debris falls
all around in this most spectacular of the ritual events, the victim appears to rise
out of the chrysalis of time itself. It is a supreme event of actualization from out
of the realm of the virtual and the start of a new path through the complexities of
social reality.

Sorcery is an ordinary expectation in the Sinhalese context that explicitly ac-
knowledges the complexity of social existence (and its cosmic conditionality) to
be rooted in the fact that all beings are singular points of origination and trace a
muiltiplicity of different life courses. These, in the Sinhala Buddhist karmic universe,
crisscross and intermesh having both negative and positive effects for the beings
so engaged. The idea of sorcery captures and expresses such notions and the
Suniyama ritual situates much of its efficacy by disentangling victims from the
disastrous and ill effects of what could be described as life’s collisions or events
where a person’s course through life is blocked or otherwise adversely affected
by its intermeshing with that of others (human and extra human). The machinic
process of the Suniyama achieves this by taking victims outside the lived karmic
actualities of causation and of interconnection. In other words, the matter of time
(in the sense of problematic and in the Bergson/Deleuzian usage of the materiality
of the image) is central to the Suniyama both in its intimate connection with the
issue of causation and in the necessity essentially to reset the ensorceled in time,
to establish a new point of singularity whereby victims can trace a path through
the complexities of existence.

Time, Cinema, and Ritual

Cinema is an ethnographic phenomenon that in the history of its practice opens
a window on many of the crucial questions that have consumed philosophy and
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reduced. Ritual and cinema are practices that are mutually informative perhaps as
much, if not more so, than the relatively common understanding of ritual through
the metaphors and practices of drama and theater.

The connection between ritual and cinema, or at least highly significant ap-
proaches to these phenomena, indicates that a work such as that of Deleuze is of
considerable relevance to the understanding of rite. This is what I mean when I say
that ritual anticipates cinema, indicating that the ideas that Deleuze develops may
have some relevance in understanding the ritual process and vice versa. There is
no doubt that Deleuze's argument expands my understanding of the Suniyama
and perhaps this rite clarifies some of the importance of Deleuze's own position.

In the beginning of this chapter, I equated Deleuze's Cinema works with Lévi-
Strauss’ magnificent Mythologigues. Both scholars bring together an enormous
array of creative materials in the pursuit of opening new pathways into uncovering
the nature of the human project within its circumstances of existence. Lévi-Strauss
is dominantly concerned with meaning and in large part develops a linguistic or
language-based approach. Deleuze generally challenges such an orientation as
well as others common in anthropology, such as symbolic and certain phenom-
enological orientations. He offers a new point of direction perhaps out of the im-
passe that some of these have encountered and a certain repetition in argument
as well as an amassing of more and more empirical evidence without breaking
the barriers or the circle of understanding that a commitment to such approaches
may effect. A key feature of the Cinema works, one of which some complain, is
that Deleuze is not concerned with the plot or narrative of film but rather with the
technical dynamics such narratives provoke. His approach opens a particular cor-
ridor to understanding that stresses the importance of practice, something with
which Turner is concerned—and of course Lévi-Strauss despite the negative com-
ments to this view of Lévi-Strauss passed by Turner and others—but in a direction
that opens to new potential.

Notes

1. Levi-Strauss famously concentrates on myth in preference to ritual, which he sees as
largely "noise” and fractionalizing of meaning. I (1983} discussed this orientation criti-
cally giving preference to a Turnerian orientation. My main point was to oppose the
separation of myth and ritual and to see in ritual the dynamics upon which myth comes
to mean. While I take a poststructural Deleuzian approach here, the position should be
seen as an extension of this earlier orientation of mine.

2. Here there is much congruence with Turner’s approach to ritual to which Deleuze gives
important reference in his other relevant work. I think the stress that Deleuze places
on the image over the symbol extends the import of Turner's perspective. It should be
noted that Deleuze is conscious of Turner's ritual materials and gives due acknowl-
edgement of the relevance to his thought.

3. The exception might be ethological and socio-biclogical approaches. However, these
tend to extend to non—-human beings human characteristics and forms of display that
are recognized as being ritual because they appear to be like what human beings do. I
note that, in many rites performed by human beings and well documented in the eth-
nographic literature, human beings attempt to imitate animals and by doing so actually
strive to leave a human-centric position.

4. Although Turner is concerned mainly with meaning and the dynamics of reflexivity, he
can also be read as in many ways anticipating aspects of a Deleuzian approach. As with
Deleuze, he is strongly influenced by Nietzsche (especially The Birth of Tragedy) and
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38 » Montage as an Analytic

15. In my opinion, one of the most brilliant cinematic workings through of this idea are the
final events in Stanley Kubrick's 2001 involving the descent into Jupiter and the scenes
in the hotel room. In many ways, Kubrick's great film is a thorough explication of many
of Deleuze's insights. I explore this fully in an essay discussing this film in the context of
a discussion of the Suniyam rite (Kapferer [in press]).

16. Kant's concept of the sublime has bearing, as Deleuze recognizes, both on Deleuze's
concept of transcendental empiricism and especially his concept of the virtual. See also
Kapferer 2007

17 1 suggest that belief arises in ritual practice. It is in rite that belief is affirmed and
renewed.

18. "By raising themselves to the indiscernability of the real and the imaginary, the signs
of the crystal go beyond all psychology of the recollection or dream, and all physics
of action. What we see in the crystal is no longer the empirical progression of time as
succession of presents, nor its indirect representation as interval or whole; it is its direct
presentation, its constitutive dividing in two into a present which is passing and a past
which is preserved, the strict contemporaneity of the present with the past that it will
be, of the past with the present that it has been” (Deleuze 2000: 274).

19. Clearly, there are many other aspects to the comedy. In Kapferer 1997, for example, 1
have discussed it as the objectification of consciousness through the breaking of lan-
guage rules. But in the context of sorcery, it can be conceived as an explosion of reason
in itself or of events as bound in a chain of causation—a dimension of sorcery as karma
or as implicit in the comedy sorcery as the absurd paradox of karma.

20. Icite Deleuze (1986: 4) at length in this regard: "For antigquity, movement refers to intel-
ligible elements, Forms or Idea which are themselves eternal or immobile. Of course,
in order to reconstitute movement, these forms will be grasped as close as possible to
their actualization in matter-flux. These are potentialities which can only be acted out
by being embodied in matter. But, conversely, movement merely expresses a ‘dialectic’
of forms, an ideal synthesis which gives it order and measure. Movement, conceived in
this way, will thus be the regulated transition from one form to another, that is, an order
of poses or privileged instants, as in dance.”

This might be seen to apply to the events of dance preliminary to the hat adiya where
the major forces of commanding gods of the Cosmic Totality are presented (see Kap-
ferer 1997). The dancers adopt poses that then progressively flow into the motion of
dance. But these poses could equally be regarded in the same way that Deleuze con-
ceives of the figures in cartoon film as not static poses but sections through movement
in process. This, as [ have described, is the idea that is more thoroughly realized in the
events of the hat adiya.
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