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Abstract

Buddhism has exerted great influence upon the formation of traditional theatres and dances in Asia. However, the Buddhist tradition of theatre and dance in India, the native place of Buddhism, looks nearly extinct after the rise of Hinduism from the 8th century A.D. Nevertheless, there remain some extant vestiges of theatre and dance mainly around north and north-east regions of India where Tibetan Buddhist culture is surviving under the influence of Vajrayana Buddhism. Cham is a representative Buddhist dance-theatre of Tibetan origin. It is a typical ritualistic theatre/dance that has been performed at Buddhist monasteries by lamas as religious offering to deities on festive occasions. It further contains many rare forms of Buddhist performing arts including Pantoe Cham, Shinje Cham as well as the legacies of folk theatre. Manepa is another rare form of Buddhist theatre that reflects ancient tradition of Buddhist chanting by monks. It also contains an aspect of folk theatre of farce. Lhamo is the most refined form of Buddhist operatic theatre with its multiple means of theatrical expression in traditional way. Danda Nata of Orissa shows some vestiges of Buddhist theatre/dance in its origin and performance conventions though it is presently regarded as a Saivite performance. Further, there remains a variety of Buddhist dance forms in Buddhist regions of India.
I. Introduction

The cultural heritage of Buddhism had exerted great influence upon the formation of Asian traditional culture including performing arts like theatre and dance. However, the Buddhist tradition of theatre and dance in India, the native place of Buddhism, looks extinct except in north and north-east region most probably due to the rise of Hinduism from the 8th century A.D.

The asceticism of early Hinayana Buddhism must have been an obstacle to the growth of Buddhist theatre and dance by its negative attitude toward secular amusements.
 The followers of later Mahayana Buddhism, however, seems to have begun to make use of theatre and dance as an effective means of propagating Buddhist tenets probably from the 1st century A.D. Satiputra-prakarana, the first Buddhist play written by Ashvaghosa, a Buddhist poet of the 1st-2nd century A.D., is a clue that testifies the existence of Buddhist theatre in ancient India. 
In Jataka
 tales, there are  some references to various performing arts including theatre and dance. In Vidhurapandita Jataka, for example, a list of various entertainers is shown, viz. nata(actor), nartaka(dancer), gayaka(singer), vaitalika(bard), panissar(hand-music player), kumbhathunikam(earthen-drum player), langhika(acrobat), mayakara(magician), miitlhika(boxer), malla(wrestler) along with musical instruments like drum, tabour, conch, tambour, tambourine, cymbal, lute, etc.
 Thus, it looks obvious that theatre and dance were performed in  religious festivals of ancient Buddhist period. 

  Another interersting reference to Buddhist theatre is seen in Avadanasataka where a danseuse called Kuvalaya is said to have once performed a Buddhist drama(nataka) in honour of a Buddha as a member of an theatrical troupe in her previous life. In case of dramatic literature, Ashvaghosa's Sariputra-prakarana, the first Sanskrit play in nine acts, deals with a well-known Buddhist episode on the conversion of Sariputra and Moudgalyana into Buddhism.
 Another extant Sanskrit play of Buddhist theme is Nagananda('The Joy of the Serpent') by the Buddhist king Harsha of the 7th century A.D., which contains a sacrificial motive
 often observed in Buddhist literature including Jatakas and Avadanas.
 Above all, the evidence of this play as a Buddhist drama is given most clearly in the beginning of the first act where salutation to the Buddha is indicated by Harsha. There are few instances in Sanskrit plays of farce(prahasana)-type like Bhagavatajjuka and Mattavilasa where Buddhist characters appear as the object of satire and ridicule, and thereby they can not be classified properly as Buddhist drama.  

  In spite of these evidences that show the existence of Buddhist theatre and dance in ancient India, their historical lineage seems submerged under the shade of Hinduism. In this respect, this paper will discuss some extant vestiges of Buddhist theatre and dance that are currently observable in India. 

2. Cham 

  Cham('dance') is a representative Buddhist dance-theatre form which for centuries has survived Buddhist monasteries of the north and north-eastern region covering Ladakh, Himachal Pradesh, Sikkim and Arunachal Pradesh. It has been in these areas  where Tibetan Buddhist culture thrives under the influence of Vajrayana Buddhism. This dance-theatre form  is enacted in courtyard of monastery(gompa) on festive occasions to deliver in a dramatic ways Buddhist doctrines among devotees. However,  it is said to have been adopted by monks in its earlier phase as a means of vivid meditation or visualisation of the deities.
It is generally known that Cham originated from the sacred dance of the Great Guru Padmasambhava('The Lotus Born'), the founder of Vajrayana Buddhism in Tibet. It was  performed to consecrate the Samye monastery, the first Buddhist monastery of Tibet founded by him in the 8th century A.D.
 After he came to Tibet in 747 A.D. he subjugated with his magical power all the minor deities of Bon, the aboringinal shamanistic religion of Tibet, and incorporated them into the pantheon of Tibetan Buddhism as the guardian deities(Dharmapalas) of Buddhist Dharma. In the course of this conversion, Tibetan Buddhism seems to have accommodated some ritualistic elements of Bon.

In spite of some differences in style, sequences, characters, costumes, properties and etc., according to sects,
 regions and occasions, the religious theme and function of Cham performance are basically same, that is, to safeguard and propagate Buddhist Dharma by exorcising all evils, and thereby secure the well-being and prosperity of community and devotees. It was not possible at all to cover all the varieties of Chams in India within the limited research period. Accordingly, some peculiar facets of Cham will be pointed out with reference to several models of Chams in Kargyu-pa monasteries of Ladakh and Sikkim.

Cham is usually performed at Buddhist festivals like New Year's Day(Losar), Padmasambhava's birthday, and other celebrating occasions related to the great deeds or events of main Buddhist deities according to Tibetan calendar; In case of Yuru Kabgyat Cham at Lamayuru gompa in Ladakh is performed to propitiate Mahakala(Tib. Gongpo), the main deity of the monastery. On the other hand, Padma-sambhava's birthday is celebrated with Tsechu Cham at Hemis gompa in Ladakh whereas the ten incarnations of Padamasambhava are to be worshipped with Kagyed Cham at Enchey and Pemayantse gompa in Sikkim. Finally,  Pantoed Cham at Pemayangtse gompa is performed to pacify Mt. Kanchenjunga, the guardian deity of Sikkim who has been accepted into the Buddhist pantheon of Sikkim.
  

The foremost element that defines the dramatic feature of Cham performance is the appearance of diverse mythical figures who have different roles. The nature of each character is clearly distinguished by his mask and costume as well as the properties he holds in his hands. Specifically, the masks and costumes of wrathful types of Dharmapalas like Mahakala, Yama, Heruka, Mahakali, Rahu, Mamo-Ekajati, represent their violent, destructive characters with their fearful facial expressions and powerful arms are used to threaten and ward off evil forces. For example, Mahakala in Yuru Kabgyat Cham reveals his majestic presence in a huge mask of dark green colour with three eyes, five small skulls on the head and sharp canine teeth, and a curbed sword in the right hand and a skull-cup(kapala) full of blood in the left hand.
 Heruka, a terrifying emanation of Dhayani Buddha Aksobhya, is represented also by fierce face of three eyes, fangs, protruded tongue on a large mask of red colour. His right hand holds a sword while left hand holds a skull-cup in Tsechu Cham of Hemis gompa. 

The entrance of mythical animal characters as the retinues of higher Dharmapalas is another attraction of Cham performance. In case of Kagyed Cham in Sikkim, thirteen characters of animal types perform a spectacular group dance, viz. lion, yak, dog, monkey, tiger, bull, leopard, parrot, pig, deer, owl, aligator and Garuda, a mythical bird. In general, the lion and Garuda set in the first and the last respectively are regarded most powerful among them. The horned animal(sha) like buffalo also participate in Cham as a mighty role. In case of Shinje Cham in Sikkim, too, twelve animals appear as Yama's retinues among whom the bull is regarded the most powerful.  

  The skull(dhurdak) is another peculiar character that enchances the instructive nature and the mystrious mood of Cham performance with his grotesque looks and ritualistic dance of various choreographic patterns. They are considered the guardian deities of the graveyard and thence are assigned the role of arresting the evil spirits. Usually, two or four characters appear in white mask and costume that look rather comic than fearful. In case of Kayed Cham in Sikkim, four skull figures bring the Linga
 into the courtyard and play with it in ridiculing, threatening manner while cirumambulating or crossing over it. It seems obvious that this sequence insunuates the imminent killing of the Linga by Dharmapalas. 

The most powerful character type, however, might be Black Hat figure
 particularly in the Cham of Kagyu-pa sect. Their solemn dance is known to have come from the legendary dance of Lhalung Pal Dorje, a tantric lama who executed a Tibetan king called Lang-Darma when he tried to annihilate Buddhism.
 In most cases, a group of eleven to thirteen Black Hats appear in the later sequence of Cham performance to destroy evils with powerful arms like sword, vajra(thunderbolt sceptre) and arrow. 

  Likewise, most of characters are portrayed as pierce, wrathful forms by which they can terrify and ward off demons who disturb Buddhism. However, there are some benevolent figures whose character is indicated by mild or smiling faces. Achi who appears in Yuru-Kabgyat Cham
 may be a good example. She is regarded as White Tara, the consort of Vairocana Buddha, a form of five Dhyani Buddhas. Her appearance is highly auspicious with her figue characterized by white benevolent face along with a auspicious mirror(melong) in the right hand and a wish-fulling jewel(norbu) in the left. She is attended by five Dakinis(celestial damsels) as her retinues composed of three peaceful masks of white, yellow, red colours respectively. Hashang is another benevolent character who is welcome by devotees as a symbol of auspiciousness. He is known as a legendary Chinese monk
 who is often called 'Smiling Buddha' since he is shown in the mask of red smiling face. In the last sequence of Tsechu Cham at Hemis gompa, he appears reading books and distributing gifts to Hatuks, his little disciples or  Chinese-looking students. 

  In addition, there appear a comic character called Atsara who enact the role of a clown by his funny acts and speeches. 'Atsara' seems to be a Tibetan corruption of 'Aacharya' in Sanskrit that means a guru or a spiritual teacher and thereby appears in the mask of an old man with wrinkled face and white beards. Thus, he himself becomes a target of mocks owing to his clumsy looks and burlresque behaviors that fall short of his name. He appears in every Cham performance as an essential character who provides a comic relief from any dullness of performance.
 It is said, however, his clowings are done not only to arouse laughter but to distract the attention of evil sprits who may disturb the performance otherwise. In this sense, Atsara contributes to the safeguard of the performance. Furthermore, the auspicious function of Atsara is discerned in the first sequence of Yuru-Kabgyat Cham in which a pair of Atsaras appear in royal costumes to perform a refined dance for the consecration of stage before the main performance begins. 

  The structure of Cham performance assumes an accumulative pattern in the sense that a series of exorcising dances by characters continue in a repetitive pattern with growing intensity up to the ultimate victory of Buddhist Dharma over evil. Accordingly, the destructive power of characters get intensified as the performance comes to the climactic moment of victory which is dramatically visualized by the cutting of Mara or Linga.
 The broken pieces of Mara's body are distributed to deity-characters and devotees as a sign of good luck since it is considered to have been purified through the sacrificial process. 

  Another important sequence of Cham performance is the rite of destroying Torma, the sacrificial cake of conical shape.
 In the concluding part of Yuru-Kabgyat Cham, for example, a large Torma intalled on the table is shoot by a Black Hat with an arrow while lamas' prayer-chanting is going on. After a spectacular round dance of victorious mood by all characters who participated in the performance, two Atsaras carry the Torma out of the monastery and take it to a remote place where it is burnt or destroyed to remove all evils and misfortunes from the village. 

 In some cases, a farce of folk origin is inserted in Cham performance as a separate sequence. A comic interlude called 'Abi Meme'(old man and old woman) enacted in the second day of Yuru-Kabgyat Cham deserves a special attention in that it provides a rare example of folk theatre that must have been prevalent among Buddhist people. An old couple enter riding with their crotches on two ropes held by two Atsaras. Then they vow to a wooden phallus given to them by a young maid of blondie hair. She further entices the old couple with the phallus and all of them struggle for a while to take possession of it. They then go to the effigy of Mara while dancing in procession and struggle again to obtain Mara's phallus. Notably, the desperate effort of the old woman evokes laughter among spectators. She even mimes urinating on the ground probably to express her sexual desire. In the next scene, all of them tries to revive Mara and the old man calls a monk-medician to do it. While the medician examines the body of Mara, he suddenly get surprised and runs away with Mara's phallus. All characters make exit in pursuit of him. Here, the Buddhist theme is presented in a paradoxical way by displaying the wrong path that should be escaped by Buddhists. The instructive effect of the scene is intensified by its arrangement right after the sequence of Mara's execution by Black Hats.

The magical intent of Cham dance is clearly defined by the conception that Cham itself is an act of drawing a magical formula(mandala) on the ground to meditate on the great figures and deeds of numerous Buddhist deities. Highly stylized choreography of dance is prescribed by acting manuals generally known as Cham-yig. Most of dance sequences are composed of slow, energetic movements including leaps, turns and whirling to represent the violent fight against the enemies of Buddhism. For instance, the dance sequences of main characters like Mahakala and Padmasambhava are enacted by expert dancers to express their heroic attributes in terms of majestic poses and movements. The general choreographic patterns reflect each character's peculiar trait. For example, the dance of animal characters looks more dynamic with their frequent use of whirling movement. Further, the dance of bird characters emphasizes jump and turn to represent flying.

 The orchestral music plays an important role in defining the ritualistic mood of performance as well as the tempo and mood of dance with the accompaniment of long cooper-horn(radun), falgeolet(gyelin), cymbal(rolmo), hand-drum(chuna), bell(ghanta) and conch-shell(shankha). On the whole, the tempo of each dance sequence becomes faster to the accelerating rhythms of percussion instruments. The music is an essential part of ritual process in itself. The main performance of Cham begins with the grand music ensemble by lama-musicians who perform a round dance rendering a musical offering to invoke and propitiate deities. The end of the performance is indicated too by a sequence of orchestral music to show gratitude to deities who participated in the Cham. In some cases, musical dance constitutes an independent sequence as exemplified in the drum dance performed for more than two hours in the second day of Yuru-Kabgyat Cham. It is a rare form of Buddhist dance in which more than twenty lamas perform elegant, spectacular dance holding round hand-drums to the music of falgeolets and horns.

In addition, there are some rare forms of Cham that reflect the regional identity in their style and historical background, of which Pantoed Cham of Pemayatse monstery in Sikkim is a noteworthy example.
 It is performed at the time of Pang-Lhabsol festival that falls on on the 15th day of the 7th month in Tibetan calendar to worship the Mt. Kanchenjunga, the local guardian deity of Sikkim as well as to celebrate the treaty of blood-brotherhood between the Bhutias and the Lepchas at Kabi Longtsok in the 14th century A.D. In it, Kanchenjunga appears in a red mask of typical wrathful expression as a leading character along with Mahakala. The entrance of thirteen warrior deities(Dablas) also determines the unique trait of Pantoed Cham by their martial dance sequences with swords and shields in traditional warrior's attires of various colours. Another peculiar element is the prayer hymns(bedhs) dedicated by Dablas to higher deities like Kanchenjunga, Mahakala, Daldha, Sword and so on.

Shinje Cham(Yama's dance) is another rare heritage of Cham that display a legacy of Buddhist theatre through the dramatization of the procedure of final judgment by Yama(Shinje), the ruler of netherworld. Its tradition is known to survive in Ladakh and Sikkim. In Sikkim, it is performed exclusively at Enchey monastery in Gangtok on the 30th day of the 10th month according to lunar calendar. It is held every three years right after the annual performance of the Kagyed Cham.
 In the beginning, there comes the scene of Milarepa, a legendary Buddhist saint of Tibet, in which a well-known episode of a hunter's repentance
 is presented in realistic way. The mountain forest is drawn on a cloth with some animals and rocks in it and even real trees are used. Further, dramatic dialogues are exchanged between characters in Tibetan. In next scene, six Buddhas enter and dance together as the symbol of six realms respectively. Then there comes the main sequence of 'Shinje Choegyal(Yama-raja)' who appears in ferocious form followed by his retinues of twelve animals representing twelve years. Among them, the bull is regarded as the most powerful one who captures the dead spirit with black iron-chain and brings him to Shinje. There appear several other characters in the scene. A man in white robe is a god who stands for the good whereas a man in black is a demon who advocates the evil. Both of them carry a bag of white and black colour which contains stones of each colour respectively. Besides, there appears a scriber who records all the procedure of judgment. 
The dramatic scene begins with the announcement of Shinje that a man died at the moment. He orders his retinues to bring his soul before him, at which command all animals retire and bring him. There follows a dispute between the god and the demon on the deeds of the dead man during his lifetime. The one accuses him of many sins  while the other tries to defend him. The dead man also pleads many excuses. Then Shinje looks into the mirror and commands the scriber to take measure of his deeds with the balance. The god and the demon take out white and black stones from their sacks and weigh them by the balance. Shinje finally sentences him to be a sinner and announces that he would not be allowed to come back to human world until all his sins are wiped off through his long suffering in the hell. In spite of his desperate appeals, he is dragged out by the bull followed by other animals. The same sequence is repeated with a case of a good soul. After the verdict, he is guided to heaven by five Dakinis. At this moment, grand music and song by lamas elevate the mood of cerebration. Thus, Shinhe Cham is a valuable example of Buddhist theatre in India in spite of its Tibetan origin. 

Likewise, Cham can be regarded as a treasure house in which diverse forms of Buddhist dance and theatre are preserved from solemn ritualistic types to unrefined folk types. Further, it leaves room for a comparative study with other mask-dance forms of Asia including Korea.   #########

3. Manepa 

  Manepa
 is an interesting vestige of ancient Buddhist theatre that remained in Spiti in Himachal Pradesh of northern India. According to a legend, Manepa is said to have  originated from a dramatic performance of Buddhist saint stories(namthars) in 1449 by Thangthong Gyalpo(1385-1510 A.D.; 'King of the Desert'), a legendary Maha-Siddha(great tantric master) of Tibet.
 Thangton's fame as the Maha-Siddha owes much to his itinerant theatrical activities for the purpose of raising fund needed to construct Buddhist monasteries and iron bridges for the convenience of Buddhist monks and pilgrims.
 His contribution on the origin of Manepa was due to his innate talent in arts like dance, music, theatre as well as in painting. He is said to have been skilled in drawing thangkas(Tibetan paintings) which depicted namthars,
 the life stories of Boddhisattvas. He further organised his own company to present dance-dramas based on those namthar stories for more efficient propagation of Buddhist Dharma to common people. He is said to have hanged thankas of Bodhisattvas on the wall in the performance, which is still maintained as a theatrical convention of Manepa. The stone-breaking rite at the end of Manepa is also said to have been invented by him.
 
The history of Manepa tradition in India is not clear. At present, it survives only in Spiti region of Himachal Pradesh. According to Tsewang Rigzin, a Buchen(leading performer/priest of Manepa troupe) from Pin Valley in Spiti, the tradition of Manepa in Spiti started about two centuries ago when a descendent of the Tibetan king Ranapata, who later became a disciple of Thangtong Gyalpo, introduced Manepa in a village called Shardak-beling. Since then, Manepa could maintain its tradition through the hereditary transmission among few families who specialised in its performance.
 It is further said that Manepa troupes from Spiti and from Kham of Tibet used to visit Ladakh until 1959
 when Tibet fell under the Chinese control.

Unlike Cham, there are no fixed occasions for Manepa although it is performed mainly during  Buddhist festivals. The Manepa troupe composed of four or five actors is ready to visit anywhere for performance whenever it is invited by sponsors. The performance space of Manepa can be arranged at any open places such as the courtyard of village shrines and the sponsor's house, which indicates a trait of Manepa as a street performance.  

The overall structure of a Manepa performance is composed of preliminary rite, narration of namthar story, farcical interlude, puja, stone-breaking rite and benediction.
 

Once after the place for performance is fixed, the Buchen hangs thangkas that describe main scenes of namthars to be enacted. Then they install a small table, on which there are put on a statue of Thankthong Gyalpo, a bottle of rice wine(chang) and other offerings as well as musical instruments including a conch shell and a cymblal(bubchen). After the meditation for a while, the Buchen perform puja to Buddha and other deities including Avalokiteswara and Thangthong Gaylpo. 

  After the puja, the Buchen appears in colourful attire and head-gear which signify his identity of a Tantric priest as the decesdent of Thangtong Gyalpo. He then blows a conch-shell to signal the beginning of performance, at which villagers gather to attend it. Buchen starts performance with the poetical narration of a namthar pointing at corresponding scenes on the Thangkas with a stick.
 The narration goes on for about 40 minutes and a puja was done at the end of the sequence. At every impressive moments of the story, Buchen and actors chant "Om Mane Padme Hum!" which is repeated like a refrain by devotees. The narration of namthar is not accompanied by any theatrical means like the division of roles, physical acting and dramatic dialogues, and thereby seems to follow the ancient tradition of Buddhist story-telling which might have been originated from the religious chanting of Buddhist sriptures by monks inside the monastery. 

  After the sequence of namthar-chanting, there follows a comic interlude in which   a jester called Dhekar plays a leading role entertaining spectators with his witty, lewd words and acts. He enters in the typical appearance of a shepherd in white dress made of hairy sheep-skin with his face covered with white rice-flour(tsampa). He also carries a white bag on his back, inside of which is a barley dough(kholak) that will be offered to the deities at later scene. He provokes laughter among spectators by his nonsensical responses to Buchen's brief questions on religious matters. In fact, he makes use of Buchen's question as a means of boasting himself.
 His sharp satire on society is another source of humour that makes him the most popular character in Manepa performance.
 His lascivious attitude toward women is another facet of his clowning.
 Further, his frequent description of sensual events attracts spectators' attention thus raising the intensity of participation into the performance. At the end of the scene, Dhekar performs a offering rite to the Three Jewels(Tri-ratna) to seek their blessings. He prostrates before the altar and offers a round barley dough to deities. This scene seems to indicate the reformation of Dhekar, who is actually considered to be an evil, by the guidance of Buchen though he still continues his clowning acts like eating up a piece of dough stuck on his palms or shaking his hips in sensual way even while prostrating before the altar. 
After Dhekar mades exit, the Buchen takes off his upper garments and pierces the skin of his neck and shoulder with sharp needles and dances circumambulating the courtyard followed by an assistanct with a sword in each hand. Whenever the needles pierce his body, villagers chant "Om Mane Padme Hum!" to procure his safety by the protection of deities. He then shows more dangerous feats after a prayer to guardian deities of four directions. He stands with the lips of two knives on his belly, which is repeated several times while moving around the area.
 This rite of self-immolation is done not only to demonstrate his tantric power but also to eliminate all impurities or evil forces that may cause any bad result in the following rite of breaking.stone.

  The last sequence of Manepa is the stone-breaking rite called 'Phowa(belly)-Dhochak(breaking stone)' in Tibetan.
 An auspicious sign of Svastika(Buddhist cross) is drawn on a small carpet on which an actor lies after bowing thrice before the altar. Then a folded blanket is placed on his belly to reduce the damage of strike. When a large stone is put on his belly, Buchen lifts up a smaller stone on which a mantra of "Om-Ah-Hum" in Tibetan is inscribed and finally breaks the stone into pieces by striking on it. When the stone is broken, people hout "Lha-Gyalo!"(Victory to God!) celebrating the victory of Buddhist Dharma over the evil. 
  The symbolism of this rite is clear. The actor represents an evil spirit, which is indicated by black points on his nose and cheek. The broken stone also signifies the evil or ego that blocks one's realization of Buddhist Dharma whereas the Vajra stone symbolizes the power of enlightenment like a thunderbolt. The legendary act of Thangthong Gyalpo is thus 're-done' and at the same time, the elimination of the evil is 'pre-done' by this rite. After the stone is broken, the Buchen prays to the deities for the peace and well-being of all sentient beings. He further bestows blessings on all villagers who donate offerings as a reward for the performance. Then all actors perform last dance sequence to the music of a string instrument played by the Buchen. In some cases, they utter vulgar abuses to remove all the obstacles in the village.
 

Likewise, Manepa provides a rare clue to trace a typical feature of Buddhist story-telling as well as of Buddhist folk theatre of ancient times. It deserves a special attention in that it is likely to have given an impetus to the making of more complete form of theatre like Lhamo.    

4. Lhamo

  Lhamo or Ache-Lhamo
 is often called Tibetan opera that indicates its Tibetan origin. It is another rare form of Buddhist theatre that uses dialogues, song, dance and music as its means of multiple expression. Its tradition remains in the Buddhist regions of India including Arunachal Pradesh, Ladakh, Sikkim and Himachal Pradesh. Like Manepa, Lhamo is said to have been invented by Thangtong Gyalpo when he organised a troupe of operatic theatre with seven beautiful girls and started itinerant performances to collect funds for constructing public facilities. He further composed many operatic arias based on namthars and played drum and cymbals in the performance. The spectacular performance of Thangtons's troupe amused onlookers who ejaculated excitedly "Lhamos are dancing!(Lhamo Khrab-pa!)",
 from which the term 'Lhamo' came. However, there remains the possibility that Lhamo might have been influenced by ancient tradition of Tibetan ballad singing or story-telling.

  The assimilation of stories of Buddhist scripture into opera was somewhat related to its ties with the art of ballad singing. Among the Tibetans were ballad singers called Lama-mani, who is specialised in telling stories from Buddhist scriptures. Their verses gradually developed from narration by a single performer to that of several actors singing their own parts, supplemented by another explaining the plot.

  The tradition of itinerant bard-cum-monk is evinced in the Buchen of Manepa as described earlier. In this sense, Manepa can be presumed to be an earlier form of Lhamo. Tibetan influence is obvious in every aspects of Lhamo performance as in Manepa. The repertoires of Lhamo are nearly same as Manepa since the literary source of both are based on namthars. All the stories reflect typical Buddhist themes like the innate sufferings of human life, the impermanence of all worldly phenomenon, and most of all, the virtue of compassion. 

  In Tibet, Lhamo has been performed at the time of Zhoton or Shoton
 festival held for about two or three weeks from the 24th day of the 6th month by Tibetan calendar. Twelve Lhamo troupes from all over Tibet came to participate in the festival and compete their talents at the courtyard of the Jewel Park, the previous Summer Palace(Norbulingka) of the Dalai Lama. It is said that a ritual dance of oracle dancers used to be performed to propitiate Karmashar, the guardian deity of Lhasa, in the Drepung monastery, after which brief introductory performances of all troupes are followed. From the second day, the main performance of Lhamo begins at the Summer Palace and lasts for three to five days covering all the repertoires of participating troupes.
 Afterwards, the troupes are invited to give performances in the private houses of sponsoring nobles or in the minor monasteries for two or three weeks up to the end of festival period. In India, too, festive occasions of Buddhists provide rare opportunities to enjoy Lhamo performance.
 
  The stage for Lhamo performance is usually set in the open space under a large canopy supported by a pole in the center. On the stage are installed minimum properties like a table, a chair and a small juniper tree. The portrait of Thangtong Gyalpo is set on the table as in Manepa performance. The juniper tree set in the center of the stage assumes a significant role as a ritualistic means to purify the performance space. No other scenic means for realistic representation are used in the performance. The shift of the time and space is indicated by the introductory remark of a narrator as well as by the entrance and exit of characters and their acts in each scene.  

  The performance begins with a ritualistic sequence for the purification of stage. Seven dancers called Ngonpas('Sons of Heaven')
 enter wearing large goateed masks of dark-blue colour and baggy trousers, and perform ritualistic functions including 'Consecration of the Earth', 'Taming of the Earth', 'Ritual of Origin' and 'Auspicious Rites',
 which are accompanied by energetic dance sequences. Ngonpas are usually regarded as hunters who dances whirling the tassel-tipped ropes attached on their waists to produce a wheel-like effect to represent their auspicous character..
 It can be thus presumed that Ngonpas assume the role of the guardians of Buddhist Dharma. 
  Then two old characters called Gyalu('Head of Household') appear holding a wooden stick wearing a tall rounded yellow hat(bogtho) in loose-fit brocade robes full of ornate designs. They exchange witty words with Ngonpas and even comment critical remarks on the skill of Ngonpas. Then they join the dance competing Ngonpas in its skills.
 Their basic role lies in inviting auspiciousness, also by singing invocational songs to Thangtong Gyalpo and Dalai Lama. Thereafter six Ringas(fairies; 'Family of Five') or Ache-Lhamos('Sister Goddesses') come on the stage to join the dance and song. They are regareded as Dakinis(Tib. Kandroma; heavenly fairies or damsels) whose celestial, auspicious nature is shown by their gorgeous headgears with five golden leaves that represent five Dhyana Buddhas and two colourful fans over their ears. They also dedicate invocational songs in praise of Thangtong Gyalpo and other Buddhist deities as a chorus. 

After these ritual sequences, the main performance begins. A narrator called Shung Shangen introduces the synopsis of the play to be performed. He enacts a leading role in the progress of dramatic action while delivering the essence of each scene as well as announcing the entrance and exit of main characters. The most peculiar feature of Lhamo performance lies in its operatic nature by which most of important dialogues are delivered in poetical singing.
 The mask may be an effective sign to indicate the attribute of characters at a glance by its shape as well as by its symbolic colour.
 The intermittent comic scenes are not only the main source of humour by cynical satire on social corruption or injustice that is often delivered in impromptu dialogues.
 

  The performance of Lhamo is highly stylized following its peculiar conventions of the performance where no realistic means of stage background, sound effects and other stage properties are applied. For example, a long journey is enacted by a circumambulation of stage. Hunters wander around invisible forests and hide themselves behind invisible bushes. A prince searches in vain for his lover who actually stands near him. When a man stands on a chair, he is regarded standing on the terrace of a palace. The sound of storms is audible only through the narrator's description and their effect is visualized only through the violent movement of actors.

  Dance is another essential element of Lhamo as a total theatre. The dance technique of Lhamo is highly stylized according to the type of characters and situations. Slow dance(dal khrab), fast dance(brel khrab), circular dance by turning one's back(gyapen gorwa), trotting dance on one leg with outstretched arms like a bird(shandur gorwa), dance with respectful movements of arms in salutation(chakphal gorwa), whirling dance in circumambulation(gral khyil gorwa) and full turn by spinning(phag chen) are basic phrases of Lhamo dance.
 The concluding part of each scene is indicated by the dynamic dance of all characters to the fast rhythm of the drum while singing together. The various rhythms for dance sequences are provided only by a hand-held drum(nga) and a cymbal(bubchen). 

  At the end of performance, the devotees donate white silk scarves(khatas) and other gifts to performers as a token of respect and good luck. After the whole performance is over, the incense and the sprigs of juniper trees are burnt and handfuls of barley flour are thrown into the air to propitiate deities while prayers are chanted for the well-being of all sentient beings. This concluding rite clearly indicates the ritualistic intent of Lhamo as a Buddhist theatre. Thus, Lhamo can be considered as the most complete form of Buddhist theatre of folk origin.  

5. Danda Nata

Danda Nata is a unique dance-theatre form which has been inherited in Orissa, a State in the east of India. Orissa has a long history of Buddhism as evidenced by a lot of Buddhist remains scattered all over the State. There is a legend that Tapassu and Bhallika, the two merchant-brothers of the Utkala Janapada in ancient Orissa became the disciples of Buddha in the 6th century B.C. after they were deeply impressed by the discourse of Buddha delivered at Jetavana, which testifies long history of Buddhism in Orissa. The rock edicts of the great Emperor Ashoka(272-236 B.C.) further indicates the importance of Orissa as an ancient Buddhist site.
 With the rise of the Mahayana Buddhism in the first century A.D., there were established new Buddhist centres of post-Ashokan period in Orissa such as Tosali, Pushpagiri, Palura, Vhorasalia, Tamrahpti, Chelitala, Ganiapali, Jairampur and so on. The prevalence of Buddhism in Orissa is also from the record of Si-yu-ki of Hiuen Tsang who visited Orissa(Odra) in 639 A.D. According to it, there were many Buddhists and 100 Buddhist monasteries in Orissa and all are Mahayanists. Furthermore, the Tantric Buddhism of later period is presumed to have evolved from Orissa.
 It is thus obvious that Buddhism had exerted a great influence on the cultural history of Orissa. 
  Among numerous folk theatre/dance forms of Orissa, Danda Nata is considered one of the most ancient theatrical arts related to Saivite Hinduism. The origin of Danda Nata is not traced easily due to the lack of historical records. It has been proposed, however, that it was formed around the 8th century A.D when the Saivism gained authority by royal patronage.
 The original form of Danda Nata is presumed to have been already popular during this period as a religious offering to the Lord Siva at religious festivals to appease him. Probably, the Buddhists of low caste were forced to convert into Saivism and came to participate in Danda Nata festival.
 Further, there is a possibility that some Buddhistic conventions could have been transferred to Danda Nata performance during this process. In this sense, Danda Nata occupies an important historical status in that it exemplifies a folk dance/theatre form of ancient time with Buddhist implications. Danda Nata has been preserved mainly in the Western region of Orissa including the districts of Ganjam, Dhenkanal, Bolangir, Sambalpur, Phulbani, Boudh, Puri, Koraput although it is not easy to indicate its central area exactly since Danda Nata is so wide-spread all over Orissa at the moment.
 

A legacy of Buddhism in Danda Nata may be found in the term 'danda' which literally means 'stick' or 'pole', and 'punishment' or 'penance'. In the latter meaning, 'danda' is used for the spontaneous control of speech(bak danda), mind(mano danda) and body(kaya danda) by participants(Bhaktas) who are obliged to keep religious penances during the festival period. The practice of penance including self-immolation
 assumes the possibility of Buddhist influence in the sense that the above classification of danda seems to reflect Buddhist concept, and that the observance of severe penance has been conventionalized in Buddhism from ancient times. 

The performance of Danda Nata as an act of penance is again categorized into three kinds according to its environments, viz. Bhumi Danda, Pani Danda and Agni Danda. Bhumi Danda('penance on earth') is composed of various dramatic mimes and acrobatic feats on earth performed at day-time. There follows Pani Danda('penance in the water') which includes various acrobatic feats done in the water at day-time. They often stay in the water for several minutes while standing on their heads or form various shapes with their bodies. In Agni Danda('penance with fire'), Bhaktas display spectacular feats handling fire. This is done to arouse the attention of devotees during the procession from one place to another or right before the dance performance called Danda Nata Swanga made in the evening. Bhaktas turn the fired stick in a circular way or pass thorugh the burning wheel or walk on the burning charcoals. Music is accompanied all through these performances by musicians who play large drums(dhol), pipes(mohuri) and cymbals, and so forth.
The absence of animal sacrifice and the vegetarian trend of offerings can be interpreted as another vestige of Buddhist practice that prohibits killing animals and eating their meat. This is a somewhat strange phenomenon when it is considered that animal sacrifice has been so common in most of Saivite rituals to appease Siva and Kali who favor the bloodshed of animal sacrifices. Futhermore, Bhaktas are not allowed to take any stimulative foods like onion, garlic, chilly and salt not to speak of meat. 
The festival period of Danda Jatra may be another concern seemingly related with Buddhistic implication. Danda Nata festival is held for 21 days from Chaitra Purnima(full-moon day of March-April) and is closed on Vishva Sankranti. This period is considered most auspicious by Saivists since the worship of Siva during this period is believed to be rewarded by good luck and harvest. It looks significant here that Vishva Sankranti has been considered an auspicous day to Buddhists too. It is said that the Buddhists used to arrange annual conference for religious discussions on this day, and thereby Bhaktas honor this day.
 
The most decisive evidence of Buddhist influence on Danda Nata may be the prayer recited during the preliminary ritual by Pata-Bhakta. It is said that the prayer contains the format of Buddhist mantra for the Three Jewels(Tri-ratna), viz. Buddha, Dharma and Sangha, that is, "Buddham Saranam Gachhami, Dharmam Saranam Gachhami, Sangham Saranam Gachhami", though the praise for the Buddha is absent,
 which indicates that the religous tenets and practices of Buddhism must have been reflected in Danda Nata through the participation of Buddhists in it. 

In addition, some more clues of Buddhist influence are evidenced in the dramatic sequences of Danda Nata Swanga,
 a rare form of dance-drama that is performed in the night during festival period not only to propitiate Siva and Parvati, the main deities of the festival, but also to provide an amusement for devotees with its colourful presentation composed of song, dance, music and dramatic mime. Most of all, this Swanga portion of Danda Nata deserves a notice in that it may render some hints on the theatrical forms of ancient Buddhist period. In this connection, it is known that a song from Charya-giti
 describes that the Swanga was prevalent as early as the 9th-10th century A.D. when Buddhism was still surviving in Orissa.

  Danda Nata Swanga is composed of several sequences such as devotional song, Prabha, Siva and Parvati, Chadeya and Chadeyani, Patra Saura and Patra Saurani, Jogi(Yogi), Sabara and Sabaruni, Baidhan, Vinakara(Vina player). As the opening of performance, all characters make entrance and sing a devotional song to the Lord Siva and his spouse Parvati. Pata-Bhakta leads the choral songs as the chief priest. In Prabha,
 the goddess Kali reveals her majestic, furious figure by violent dance, grotesque make-up and costume. Then, Siva and Parvati enter and dance together. Their dance is paused intermittently by their dialogues that reveals the purpose of Danda Nata and induces the beginning of main dramatic sequences. 

  In the next sequence, Chadeya, a bird-catcher, is bitten to death by a snake due to the curse of a deity for his killing a peacock in the forest by mistake. Finally, Chadeya comes back to life by the magical charm of Sapuakela(snake-charmer) who has been granted by Shiva a magical ability to revive anyone bitten by a snake. Here, the motive of punishment for killing animals looks corresponding to the Buddhist precept against killing(ahimsa) that can be found frequently in the Buddhist literature.
 At the same time, Chadeya's outer appearance looks extraodinary with his royal attires made of colourful brocade that does not seem to fit for his character as a hunter. Specially, his white mask
 with white beard looks like that of the hunter(Ngonpa) type in Lhamo in its shape and impression. Thus, there is room for a preassumption that he might have been an auspicious character in origin along with the possibility of any northern influence on his character and outlooks.  

In ''Patra Saura and Patra Saurani", too, some Buddhistic implication can be traced.  This sequence deals with an old legend of 'Patra Saura and Patra Saurani
 that has been transmitted among the Sauras or Sabaras who have dwelt in the jungle area of Orissa as an aboriginal tribe(Adivasi) of low caste. First of all, they are known to have been ardent followers of Buddhism from ancient times until they were forced to convert into Hinduism. The importance of the Sabaras in Danda Nata is further indicated by a later sequence of 'Sabara and Sabaruni' where a couple of Sabaras appear in primitive attires. The Sabara, an hunter who wears a tiger-skin as a sign of a Saivite, performs an acrobatic dance while his wife Sabaruni demonstrates an elegant dance in typical female costume. Likewise, the repetitive reference to the Sabaras suggests that this former Buddhist tribe must have occupied a significant role in the origin and development of Danda Nata.

  In another sequence, the hypocritical life of a Jogi(Yogi) is displayed. He persistently pursues secular values represented by food against his status as an ascetic. It is further revealed that he became a Jogi not for meditation but for food that can be obtained more easily by begging.
 He even has a female consort called Jogini, which too proves his addiction to worldly life. Likewise, this farcial scene delivers a sharp satire on the corruption of Jogis of the time. Here, a Buddhist implication can be infered when it is presumed that Jogi may have been a general term to indicate all sorts of wandering mendicants including Buddhists as described in Mattavilasa,
 and further that the attack on Buddhism became more serious with the passage to time.  

  The swanga form of dance-drama must have been popular among the Buddhists in the Buddhist period and the themes and theatrical conventions of the Buddhist swanga might have been transplanted to Danda Nata as examined above. Thus, it is further possible to estimate that Danda Nata had been a Buddhist performance that was later transformed into Saivite one by the conversion of the Buddhists into Hinduism. 

6. Buddhist Dances

  In Buddhist regions of India, there remain various forms of folk dance which have been performed and enjoyed by Buddhist people on festive occassions including Buddhist festivals, seasonal rites, wedding ceremony and other public events for celebration. These dances are distinguished from the monastery dance like cham and thus can be classified as folk dance in most cases. Among them, some dances deliver specific Buddhist themes or motives so that they can be categorized as Buddhist dance in spite of the difference in their styles and forms. 

1) Ladakh

Chabs-Kyan('wine pot')
, previously a court dance form, is one of the most impressive Buddhist dance. After a brief prayer to the great lama Jamyang Padkar, several male dancers enter in the long-sleeved traditional dress with golden wine pitchers in their hands. After they lay pitchers filled with chang(wine) or black tea on the ground they start the dance circumambulating the courtyard clockwise. Then follows an auspicious songs(gJung-glu) in praise of famous lamas, kings and Buddhist deities while dancing, which indicates the Buddhist intent of the dance. Then they take up the pitchers, and dance with it on the head.
 The long scarf does contribute much to heightening the aesthetic effect of the dance with its elegant movements in various ways. The rhythm of the dance becomes faster with the beat of the daman, a pair of kettle drums, and finished abruptly in a frienzied mood, which is a common trait of musical pattern in all Ladakhi dances. The surna(flageolet) leads the emotional tone of the dance with its loud, stimulating flux of melodic lines. 

Shondol(Shon-thud Tses) is another Buddhist dance of Ladakh. Like Chabs-Kyan, it was a court dance performed by professional female dancers
 to the accompanying music by court musicians(Kharmon). The dance also begins with auspicious songs by dancers in praise of famous Buddhist lamas and kings. While singing, they stand in a line putting one hand on the shoulder of dancers before or beside them, from which the term 'Shondol'(combining hands) was derived. After the song, they let their hands loose and start the main sequence in which they repeat forward and backward steps stretching both arms. They then circumambulate the dancing area and salute the deities and spectators by striking their conch-shell bangles(tung-lak). The splendor of the costume and ornaments is another factor that raises the auspicious tone of the dance.
 Most of all, the Buddhist motive of the dance is properly displayed by the gesture of raising hands signifying the plucking and offering of full-blossomed flowers to the deities. 
Mentog-Stanmo is 'flower dance' performed to celebrate the spring festival and therefore is most prevalent in the mountain area of Ladakh including Wakha and Mulbeg in Zanskar, Purig, Dartsig, Garkon and Nubra valley. In June or July, young boys and girls go up to the mountain to fetch flowers to be offered to the Buddhist monasteries. Then villagers gather at the open ground of village to enjoy the dance by young dancers who stuck flowers in their hair. Its Buddhist intent is demonstrated by female dancers' mimes of pluckning flowers and dedicating them to deities while male dancers are singing. 
Tashis-Pa(dance for good luck) is an auspicious dance which is usually performed as the last item in festive occasions. Thus it intends to receive the blessing of the deities and thereby to invite good luck and happiness of all sentient beings. Auspicious songs wishing the peace and harmony of people in Ladakh followed. Accordingly, all people from all communities of Ladakh are invited to take part in the dance to enhance the feeling of solid brotherhood of all Ladakhi people irrespective of their bloods and religion. The gorgeous headgears and costumes add the auspiciousness of the dance. The dance usually starts with the praying gesture of dancers and is followed by a various sequences that are concluded with a round dance of fast tempo. 
Apo-Api('Old Man and Woman') is a rare form of ritualistic folk dance performed exclusively at New Year's festival. After the rite of destroying Torma, two dancers in white masks of an old couple dance around the village visiting each house to pray deities for the good luck and prosperity. Thus, they are well treated with snacks and wine(chang) by villagers. This dance seems to have been derived from ancient folk belief in the fulfillment of fertility through the sacred marriage of this auspicious couple. 

  Yak dance is a typical animal dance that is popular in the Buddhist regions of India including Ladakh, Sikkim and Arunachal Pradesh as well as in Tibet. In Ladakh, it contains a brief dramaic plot that makes it distinguished from that of Ladakh though its representation by dance is not so delicate. A female yak called Drimo, which is enacted by two male dancers, appears leaping and turning in joy. Then the mother appears looking for her yak calling its name around. But Drimo ignores it indulged in the dance. Thereafter the father comes singing a song that praises his consort and forces the yak to be obedient by the whip and leads it away. The dance is concluded with a song that they make curd, butter and milk tea with yak's milk to offer to the Three Jewels, which reveals its Buddhist intent.  
2. Sikkim

  Among various forms of traditional dance that have been inherited by Sikkimese people,  some folk dances of the Bhutias, the major Buddhist tribe, have been performed to show respect for the Buddhist deities, saints and kings. 
Denzong Nehna
 is a representative folk dance of the Bhutias performed at every festive occasions of the Buddhists. As it name indicates, this dance is performed to praise 'Holy Places of Sikkim'. Accordingly, holy Buddhist sites of pilgrimage like Tashiding, Sharchope-phu, Kahdosang-phu, Dechhen-phu, Lharinvig-phu, Khachetpalri, Yongzogdtag, Norbugang are depicted through songs with laudatory remarks on their beauty and sanctity. Buddhist monasteries and lamas related to the sites are praised too. The song is concluded by a gratitude to Padmasambhava for his blessing of Sikkim with  sacred, beautiful places. The overall impression of the dance is characterized by its energetic whirling and releasing of limbs
 that define the unique style of Bhutia dance in general. The communal spirit and the festive mood are expressed most effectively in the round dance as in Ladhaki dance. 

Baeyul Michha belongs to the Buddhist dance by accompanied songs that decribe significant events and figures in the history of Sikkimese Buddhism; viz. the first lama, the first Buddhist monastery, the first Dharma king, the first palace, the first sacred spot, the first chorten(stupa) and so on. The style of the dance is similar with that of Denjong Nehna except long yellow scarves held by female dancers as well as its more frequent use of round dance sequence. 
Guru Chenlab is performed in praise of the Guru Padmasambhava's blessing of Sikkim as its name 'Guru's Blessed Land' indicates. All dancers dance in the manner of dedicating white scarves as a symbol of good luck and gratitude. In the concluding part, they proceed to hang it around the neck of his/her partner, which proves the auspicious nature of the dance, that is, the grant of boons on all sentient beings by Padmasambhava. 
Singhi Cham is 'Lion Dance' enacted in honor of the Snow Lion, an auspicious animal that is considered to dwell in the Mt. Kanchenjunga as his vehicle. A pair of white lions dance together to the command of a man in traditional attires. The lion's costume is made of white fur while its mane is emphasized by green colour. A lion’s role is acted by two dancers who manipulate various movements like nodding, head-shaking, biting, rolling, etc. The lute, drum and cymbal are used to provide vigorous melodies and rhythms for the dance. Singhi Cham has a historical significance in the point that it renders an archetypal form of the lion dance that is popular in other Asian zone.
   

Yak Cham is also popular in Sikkim as an auspicious dance in many festive occasions to invite good luck. Its presentation shows higher level of technical aspect than that of Ladakh.. A pair of black yaks demonstrates various acrobatic feats to the command of a shepherd. They dance to the music by a flute and cymbals mostly in a parallel position while moving in various directions. Then follows a duel in which they rush to bump each other in challenging manner with their sharp horns crossed. In the end, they show more difficult feat by picking up a white scarf on the ground with their horns, which proves the delicate skill of the dancers in addition to the auspicious implication of the dance.

3) Assam

 The Tais
 of Assam are composed mainly of Khamtis, Phakes, Tunungs and Khamyangs. Most of them are known to have migrated to Assam in the later half of the 18th century A.D. from Burma(Myanmar). They follow Hinayana or Theravada Buddhism under the Burmese influence and therefore their religious culture shows a notable contrast with that of Vajarayana Buddhism discussed earlier. Their cultural activities are centered on occasions of Buddhist festivals
 where ritualistic dance and theatre are performed in honor of Buddha. 

Among various folk dances of the Tais,
 the Buddhist dance is confined to few forms. Ka-Phai-Phraa is one of the most representative Buddhist ritual dance in honor of Buddha. Female dancers enter carrying flower baskets and perform a processional dance with the gesture of dedicating flowers to Buddha. The dance is concluded by salutation to Buddha by elegant waiving of joined hands. Ka-Chao-Along is a ceremonial dance that expresses respect for Bodhisattvas whose great deeds are demonstrated through brief dance sequences. Ka-Nang-Phi represents the dance of heavenly gods(Devas) and celestial damsels(Apsaras) in honor of Buddha. Ka-Phai is another Buddhist dance that demonstrates the offering of candles to Buddha. Ka-Mangbi is the butterfly dance enacted to celebrate the auspicious occasions of the Tai Buddhists. 

In the meanwhile, it is said that some dramatic dances such as Ka-Fifai, Ka-Manchu used to be popular among Tai people of Assam and Arunachal Pradesh. Ka-Fifai describes a dramatic story that a devil spirit(Rakshasa) who kidnapped a young maid came to be punished by a king. Ka-Mukchu deals with a legend of an hunter who repents his misdeed by which he shot a saint to death in the forest by mistake. These dances seem to assume Buddhist implications in origin. 

Besides, there remains a vestige of Buddhist theatre that represents well-known Jataka tales on festive occasions.
 They are performed by male actors on the stage installed temporarily in the open ground of the village actors who wear glittering royal costumes but without masks. However, the tradition of Jataka performance is said to be no more than 200 year and accordingly the influence of Lhamo can not be excluded. In the meantime, a piece of dramatic scene is presented by girls at the time of Paya-Puthikham to celebrate the glory of Buddha's birth. An actress enacts the role of Maya, Buddha's mother, lying in the bed for giving a birth while others attend on her. The birth of Buddha is soon announced with a cry of a baby, who is carried away to be cared for.

7. Conclusion

  Some vestiges of Buddhist theatre/dance in India have been discussed and there must be many more points to be examined through further study. One of them will be Chakyar Kuttu(Chakyar's performance or dance), an ancient art of story-telling which has been performed in the temple-theatre(kuttambalam) of Kerela by an actor called Chakyar. Here, 'Chakyar' is said to have been derived from 'Sakyar' that means 'a disciple of Sakya', that is, 'Buddhist'. Further, it has been assumed that Chakyar Kuttu is an adaptation of the Buddhist monk's religious exposition.
 However, no further concrete evidences have been proposed for its Buddhist implications unfortunately. At present, the theme of Chakyar Kuttu is confined to the Puranic stories of Hinduism and thus it is not easy to insist on any Buddhist legacy, which can be applied also to the case of Kutiyattam, an ancient temple theatre form of Kerala performed by Chakyars.

  Car procession festival(ratha jatra) may be another vestige of Buddhist festival. There have been a lot of controversies on this subject, especially on the Buddhist legacy of the ratha jatra of Jagannath temple at Puri in Orissa. In fact, Fahien's description of two ancient Buddhist car festivals in Khotan and Pataliputra(Patna) in the 5th centruty A.D. shows remarkable correspondence with the ratha jatra of Puri. Further, the similarity of Jagannath trinity and Buddhist Tri-ratna, the leading role of Daita priests of Buddhist origin in the Jagannath worship, the history of Puri as a Buddhist site, etc. have been proposed in earlier studies. However, it should be pointed out that an earlier record of a car festival for Indra worship is found in Shilappadikaram('Song of Anklet'), an ancient Tamil epic of the 3rd or 4th century A.D. written by Illango Adigal.
 So it would be somewhat erroneous to conclude that all car festivals of India came from Buddhist practice.

  Strenuous efforts from multiple perspectives will be needed to explore the overall vestiges of Buddhism immersed in the history of Indian dance and theatre. At the same time, it would be also meaningful to try a comparative study of Buddhist performing arts in Asia from historical, aesthetic point of view.     
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� It is known that Buddha once prohibited his disciples or monks from watching secular entertainments of his time including dance and theatre that might disturb ascetic practices with lewd words and images. In the dance panel of Ajanta Cave No.1. which describes a scene from Mahajanaka Jataka, a danseuse is shown dancing in seductive pose surrounded by female musicians in order to divert king Mahajanaka's mind from his inclination to the path of Renunciation. Similiar scene is found in the mural painting of Cave No.7 at Aurangabad. The accomodation of such secular images into the ascetic vihara(Buddhist monastery) has been made to demonstrate the contrast between secular amusements and ascetic practices of Buddhism.


� Jataka is a epical genre of ancient Buddhist literature which depicts episodes of Gautama Buddha's previous lives in which he delivers his potential attributes of Buddhahood revealing himself as various Bodhisattva characters. Accordingly, Jataka literature assumes full dramatic quality so that they later came to be dramatized for the performance of some Buddhistic theatre forms of later period. 


� The Jataka Vol.6. E. B. Cowell(ed.), New Delhi, Low Price, p.135.


� The well-known story of Sariputra-prakarana was restored by H. Luders from a few passages which had been written on palm-leaf manuscripts found in Turfan of Central Asia in 1910. Along with it, fragments of two other Buddhist plays are known to have been found. It is said that one of them contains a scene of an allegorical drama where Buddhi(intelligence), Dhrti(patience) and Kirti(fame) enter and praise the great virtue of Buddha through their dialogues. There further appears Buddha, Sariputra, Maudgalyayana, an ascetic, a Brahmin, a harlot, and the vidusaka in the play. Especially, the appearance of Vidusaka as a comic stock figure proves a typical trait of later Sanskrit drama. 


- Maurice Winternitz, History of Indian Literature, Delhi, Motilal Banarsidass, 1983, pp.198-199.


� Nagananda in five acts dramatized an old Buddhist legend of Jimutavahana, a prince of the Vidyadharas who sacrificed himself spontaneously to Garuda, a mythical bird, as his prey to save the life of a serpent called Sankhacuda. His altruistic deed is finally rewarded when he is recovered from death by goddess Gauri who was moved by the hero's faith in the noble doctrine of Ahimsa. The literary motive of conflict between Garuda and Naga is already seen in Uraga Jataka. Further, the motive of self-sacrifice is also found in earlier Buddhist tales like Sibi Jataka, Vyaggha Jataka, etc. 


� While Jataka describes the heroic deeds of Bodhisattvas as various incarnations of Buddha in his previous lives, Avadana delivers those of any individual done out of fervent devotion to Buddhist Dharma. 


� Padmasambhava is said to have invited to Tibet by the 38th Tibetan King Tri-Srong De-Tsan, to spread the Buddhist Dharma in Tibet in the 8th century A.D. At that time, he was an eminent teacher and spritial master of Tantric Buddhism at Nalanda University, which had been the center of Vajrayana Buddhism in India at that time.


� "Originally, Buddhist lama's dance was a devil-dancing cult for exorcising malignant demons and human enemies. The Lamas altered the motive of the play to hang upon it their sacerdotal story for their own glorification and priestly gain. Retaining the festival with its orgies for expelling the old year, and ushering in good-luck for the new, they also retained the cutting-up of enemies in effigy; but they made the plot represent the triumph of the Indian missionary monks(Acharya) under the teacher, Padmasambhava, over the indigenous paganism in Tibet, with its hosts of malignant fiends and the Black Hat Devil dancers, and over the Chinese heretics."


- "Lama Dances from Tibet" Natya(Autumn 1958) New Delhi, Bharatiya Natya Sangh, p.114


� In the history of Tibetan Buddhism, the Guru Padamasambhava has been regarded as the second Buddha, and the lineage established by Padma-sambhava and the early masters after him, built.up the Nyingma-pa, the oldest sect of the 10th century A.D. After it, many sects have been established and presently four major sects of Tibetan Buddhism are predominant, vis., Nyingma-pa, Kagyu-pa, Sakya-pa and Gelug-pa with many sub-sects under each of them. 


� During my research period from March to November in 2002, I could observe several performances of Chams in Ladakh and Sikkim; Tsechu at Hemis monastery(Ladakh; 20-21 Jun 2002), Yuru-Kabgyat at Lamayuru monastery(Ladakh; 26-27 Jun 2003), Pantoed Cham at Pemayangtse monastery(Sikkim, 22 Aug 2002). The description of other Chams are based on video-documentations and interviews with scholars and monks from respective regions. 


� The three eyes symbolise the power to see the past, present and future while five skulls represent five dangerous delusions that disturb the recognition of real self or Dharma, viz. anger, lust, ignorance, jealousy and pride. The skull cup full of blood obviously indicates his overpowering status over the evils.  


� Linga or Mara is a earthen effigy of about one foot in human form whose phallus is shown exaggerated as a symbol of evils or impurities, thus the enemy of Buddhism. 


� They don't put on masks unlike other characters but wear round black hats to indicate their identity as tantric master.


� Lang-Darma is notorious for his antagonism to Buddhism though he was the younger brother of king Ralpa-chen who advocated Buddhism as well as a grandson of Tibetan king Thi-srong De-tsen who made a great contribution to the development of Buddhism in Tibet. He is said to have murdered his brother in 899 A.D. to ascend the throne and persecuted many lamas to annihilate Buddhism. Furthermore, he destroyed a lot of Buddhist monasteries and burnt its sacred scriptures. Then Pal Dorje of Lha-Lung, a lama and Tantric master, visited Lang-Darma in the guise of an itinerant Black Hat devil-dancer to attract the interest of the king who advocated the aboriginal Bon religion. Whike he was dancing before the king, he took a bow and an arrow out of his long sleeves and shot him to death. By this heroic deed, the Buddhism could revive in Tibet. This story leaves room for a presumption that the style of Black Hat dance might have been influenced by the devil dance of Bon. 


� Achi is considered to a protecting goddess of Drikung-pa, a sub-sect of Kagyu-pa to which Lamayaru gompa belongs.


� Hashang, as a Chinese monk of Mahayana school, is said to have once protested against the doctrines and practices of Tantrayana Buddhism which Padma-sambhava proposed. However, he was defeated in an religious argument with an Indian monk Kamala-sila and came to be accepted into Tibetan Buddhism as an auspicious figure. 


� Sometimes, he ridicules not only spectators but also main characters of Cham by parodying them in varaious comic ways. He even forces devotees to donate some money by binding them with his long scarf. He further disturbs the performance by running around the courtyard or beating drum at random around it.


� The killing of Mara is done by different characters according to the type of Chams. In Tsechu Cham of Hemis gompa, a buffalo figure of dark-red mask destroys it into pieces with a sword while it is done by a stag(Shawa) with a dagger in Kagyed Cham of Sikkim. In case of Yuru-Kabgyat Cham, Black Hats enact the role of executors.


� Torma is a conical cake made of dough, butter and sugar that is decorated in various colours. On usual occasions, it is dedicated to deities as a sacred offering. However, it is transformed into a kind of sacrifice that absorbed all evil elements of the world and thereby should be annihilated for peace and well-being. In some respect, it is interpreted as a powerful weapon to destroy evil forces like a missile once it was empowered by the puja that continued to be performed by lamas all through the festival period. The number, shape and size of Tormas are different according to the nature of Cham.


� It is said that Chogyal Chador Namgyal, the third king of Sikkim, choreographed the Pangtoed Cham performed as a main part of Pang Lhabsol puja following the appearance of the guardian deities in his dream in 1700 A.D. In the past, Pangtoed Cham has been performed exclusively in the courtyard of Tsuklakhang monastery at Royal Palace located in Gangtok while its preparation and enactment were been made by the lamas from the Pemayangtse monastery in Pelling located in West Sikkim. However, it is now performed at Pemayangtse monastery from 1997 after the Sikkimese kingdom was annexed into India in 1975 and therebt the sovereignity of the Royal Palace was discontinued. 


� Shinje Cham used to performed in the 16-17th of 10th month in the past. Later, its date for performance was changed for the convinience of maintenance. The tradition of Shinje Cham in Enchey monastery is known to have started about 90 years ago when its performance was proposed for the first time by Dudjom Rinpoche, a great lama from Tibet who were regarded as an incarnation of the great Guru Padmasambhava. Afterwards Khentse Rinpoche further suggested to perform Shinje Cham to instruct lay devotees. Following these, Lingdo Gomchen Rinpoche and his disciples of the Enchey monastery went to Tibet to learn it and introduced it to Sikkim for the first time. The description of Shinje Cham is mainly based on the interview with Tsampa Tenzin, Chhampon(dance master) of Enchey monastery, 29 Aug 2002 and the video-recoding of Shinje Cham held on 2 January 2003 at Enchey monastery in Sikkim. 


� When Milarepa was in meditation in the deep forest, a deer ran up to him pursued by an hunter. Milarepa protects the deer from the hunter in compassion for it and leads the hunter to repent of his misdeed preaching that the deer might have been his parent in previous lives. The enlightened hunter gives up the bow and arrows as an oath to keep the Buddhist precept against killing and futher becomes the saint's disciple to follow the Buddhist Dharma.


� The term 'Manepa' is said to have been derived from the mystic formula "Om Mane Padme Hum",(Om! The jewel in the lotus! Hum!) that is chanted by performers and devotees during the performance to invoke the Bodhisattva Padmapani who is the patron-deity of Tibet. As is generally known, it is considered the most auspicious, powerful prayer among the followers of Tibetan Buddhism.


� Thangthong Gyalpo was born in 1385 in the upper Tsang region of Tibet between father Dorjey Gyaltsan and mother Gyagar Lhamo. It is also said that he is an reincarnation of Chan-re-zig, the deity worshipped at Triloknath in the Lahoul valley, came down to earth to redeem the people from the meagre condition when the Buddhist faith has been declined by the harsh supression of Buddhism by the notorious king Landarma. 


- G. D. Khosla, Himalayan Circuit, London, Macmillan, 1956, pp.135-136.


� He is said to have travelled even to India, Bhutan, China and Ladakh(Maryul) to spread Buddhism. Consequently he could build 58 iron bridges and 60 wooden bridges as well as 5,000 statues of Buddhas and Bodhisattvas and 18,000 stupas at different places.


� Namtar, an abbreviation of nampar tarpa(rnam par thar pa), which literally means "complete liberation". Such liberation life stories are meticulously recoreded, narrated, and studies, not simply as the biographies of highly regarded persons, but as accounts serving to make manifest that liberation by describing its process. Thus, namtar serve as both inspirational and instructional models for practitioners of the Buddhist path. Because they center upon beings who are revered as having accomplished enlightenment by using tantric means - "in one lifetime, in one body, even in these degenerate times," as the traditional phrase goes - the subjects of these biographies are called siddhas: "accomplished" or "perfected ones." Namtar, then, as the lives of Buddhist siddhas, present the lives of enlightened beings, and thus they may be characterized as sacred biography.


- Janice D. Willis, Enlightened Beings: Life Stories from the Ganden Oral Tradition, Boston, Wisdom, 1995, p.3.


� In the 15th century when Thangthong Gyalpo was building an iron bridge at Chakzam Chuwari located in the middle-west of Tibet, demons made the river flow high at night and thereby destroyed whatever has been built during the day. At this disturbance, the Mahasiddha is said to have executed demons by broking stones in which they hid themselves. There is another story that he exorcised demons who disturbed the construction of a monastery of Dun Riboche in Tibet also by breaking a stone to exorcise them and used it as the base stone of the monastery to complete its construction. He is further said to have destoryed demons who caused a great famine and epidemics in Lhasa by breaking a stone where they are hidden with another stone shaped like a vajra(thunderbolt-like scepter). From these it is clear that the act of breaking stone in Manepa symbolises the elimination of all evils that may disturb the Buddhist Dharma and its disciples. 


- Interview with Tsewang Ligzin(61), a Buchen(Manepa leader),  Choglamsar, Leh, 23 Jul 2002.


� It is said that there remain seven families in Spiti at present. The eldest performer among them is Tenzin Choephel in Mut village who is 76 years old though his activity is almost stopped by his age. Tsewang Rigzin, who is 62 years old, is one of few renowned Buchens in Spiti who is conducting a leading role in the preservation of Manepa. He has been working for about 35 years as one of famous Manepa in Spiti and Ladakh. Simulaneously, he is revered by people as an astrologer and medicine man. His father Tenzin Lodoe, who passed away recently, is also known to have continued life-long activity as manepa for about 50 years. 


� From 1959, few Manepa troupes exclusively from Spiti are coming to Ladakh for performance. It is also said that there used to be a Manepa family in Shara village near Leh, it tradition of inheritance was almost extinct after its Buchen deceased few years ago. 


- Interview with Mipham Otsal, Director of LTO(Ladakhi Theatre Organization) at his house at Leh, Ladakh, 29 Jun 2002.


� Geylong Paldan, Ladakh(Ladakhi), Leh, .Jammu & Kashmir Cultural and Language Deaptment Academy, p.178.


� The description of Manepa performance is based on the observation and recording of a performance by Tsewang Rigzin's troupe held at a Buddhist shrine of Choglamsar near Leh from 15:00 to 18:30 in 22 Jul 2002. The Manepa was performed beforehand for the celebration of Dalai Lama's Birthday that falls on 7th August 2002. 


� Many of Namthar stories have been derived from the Buddhist Jataka tales and other Buddhist legends There are many Namthar stories, among which Drime Kundan, Dowa Zangmo, Nangsa Woebum, Prince Norzang, Sukyi Nyima, Chung Donyod Dhondup, Pema Woeba are most popular. The repertory of Manepa performed at Choglamsar was Pema Woeba.


� For example, when Buchen askes him where he comes from, he elaborates his past stories in full length for more than ten minutes. He brags that he is a rich man from Changthang region who owns a large herd of sheep and yaks, and so all the young maids of the region are throwing an alluring glance  to seduce him whereas he looks no other than a poor shepherd who is wandering to feed the sheep.


� When he brags that he is unable to write even his own signature although he acquired the M. A. degree from a college in New Delhi, he is obviously attacking the corruption of social system and the hypocrisy of educated class. He also comments on the moral corruption of young generation saying that it is useless to feed up girls as they are ready to fall down as soon as they are grown up. He even challenges the authority of Buchen insulting that he looks like a religious swindler he had once seen before at a religious meeting.


� He demonstrates his good talent in mimicry of various animals like horse, sheep, goat. However, the sex of those animals are exclusively male, which enables him to rush suddenly to any female spectators who then make haste to run away.


� At this time, villagers gather around him asking him to stop the feat while making excuse to him for their misdeeds in the past. Then they altogether throw white rice flour to Buchen to show respect for him. The Buchen accepts their request and blesses them with a prayer for their good luck and happiness.


� A preparatory sequence precedes the stone-breaking rite. After an actor enters to prostrate before the altar, the Buchen covers his body with a piece of red cloth and chants a prayer to deities for his safety ringing a belly. Then he performs the Serkyem rite circumambulating the courtyard while offering the ritual wine to the Dharmapalas asking for their protection.


� It is said that Manepa used be performed for two days. In that case, the narration of namthar is done on the first day while the rest of sequences including the clowning and stone-breaking rite fall on the second day. However, one-day performance became gradually customary mainly for the convenience of sponsors or villagers or by lack of sponsorship. 


- Interview with Geylong Paldan, Research Director, Jammu & Kashmir Cultural Academy at Leh, 5 July 2002. 


� 'Lhamo' mean's 'goddess' while 'Ache' means 'lady', which indicate the Dakinis who appear in the performance. 


� Lobsang Dorjee, "Lhamo: The Folk Opera of Tibet", The Tibet Journal, Vol.IX, No.s(Summer 1984), Dharamsala, Library of Tibetan Works and Archives, p.17.


� Alexander Fedotov, "Is There Folk Theatre in Tibet?", The Tibet Journal,Vol.XVI, No.2(Summer 1991), Dharamsala, Library of Tibetan Works and Archives, p.48.


� Shoton is the abbreviation of 'Shoe Tonmo' meaning 'curd banquest' in Tibetan. It is known to have been established by the monks of Drepung monastery in the 15th century A.D. and the monks from all over Lhasa and other adjascent villages are invited to be served a special meal of curds during the festival. All the administrative affairs of the festival was managed by the Tresury Office(Tsechag Lekhung) of the monastery that would be responsible for the arrival of Lhamo troupes on due date, the appraisal of performance, the distribution of costumes to performers and the completion of scripts, etc 


- C. B. Josayma, "Zhoton: The Opera Festival of Tibet", Tibetan Review, Vol.21, No.12(Dec 1986), p.12.


� Three Lhamo troupes are known the most famous, viz., Gyangara, Kyimulunga, and Chungpa. The Gyangara school is characterized by its artistic, sophisticated style whereas Chungpa school is famous for its rough, unpretentious style. Kyimulunga school is known to be most popular in Lhasa with its smooth, elegant style as well as with its keen satire on society.


- J. Norbu, "Lhamo: The Opera of Tibet", Tibetan Review, Vol.VII, No.5(May 1972), Dharamsala, p.8.


� Lhamo is instructed and performed presently in several Tibetan children's schools scattered in India by dance teachers who are dispatched from TIPA(Tibetan Institute of Performing Arts) that is doing a leading role in the promotion of Tibetan performing arts.  


� There is a legend that they had origninated from the 'Seven Brothers' who were transformed from seven links of chain given to Thangtong Gyalpo by the goddess Tara in his dream to help him to construct a iron bridge by distracting the attention of demons with their wonderful dance performance. At the same time, the 'Seven Brothers' are known as the old school of Lhamo also called the 'White Masks' of 'Heralds of Good Luck'(Tashi Sholpa). 


- Jamyang Norbu, "A Brief History and Description of the Tibetan Folk Opera", Dra-Nyen, Vol.6, No.1(1982), Dharamsala, Tibetan Institute of Performing Arts, p.6.


� Lobsang Dorjee, "Lhamo: The Folk Opera of Tibet", p.17. 


� The auspicious nature of Ngonpa is further indicated by the top-knot of hair drawn on the top of golden headgear that used to be a sign of tantric yogi in olden days as well as by five precious germs(norbu) painted below it. The shape of a sun and a crescent on the forehead is said to symbolize Guru Padamasambhava, the forefather of Tibetan Buddhism


- Joanna Ross, Lhamo: Opera from the Roof of the World, New Delhi, Paljor, 1995, p.13.


� According to a legend, these stock figures have been derived from some old men who unexpectedly came on the stage to join the dance getting excited over the performance of Thangtong Gyalpo's troupe.


� The pitch of songs is differentiated according to the gender of characters. Male characters mostly sing in low and solemn voice whereas female characters sing in high and stimulating tone. The singing of main characters is usually followed by the chorus composed of Ngonpas and Ringas who do not enact roles in the scene, which constitutes the basic pattern of the operatic style of Lhamo. It ususally take a whole day from the early morning to the evening to perform a repertoire of Lhamo due to the slowness of this operatic persentation.


� The green colour symbolizes peaceful character and the yellow represents virtuous character while the red usually indicates royal dignity. In contrast, violent, evil characters are signified by the black colour. An interesting type of mask is found in some hideous female characters like Yama in Sukyi Nyima and Migyur Gawbay in Prince Norzang who wear a two-faced mask in black and white at both sides. The mask is usually made of cloth and paper.


� The critical comments are usually made by a stock figure of clown type such as the shepard who appears too in Manepa interestingly enough. The inadequete behavior of respectable person is another casue of laughter as exemplified in a druken oracle who beats his poor servant and makes a silly prophecy that summer will be hot and winter will be cold. Even Buddhist monks and nuns become the target of criticism when they are portrayed haggling over the offering made by their pious patrons.


- Jamyang Norbu, "A Brief History and Description of the Tibetan Folk Opera", p.8.


� Topden Tsering, "The Opera Power", Tibetan Bulletin, Vol.3, No.3(May-Jun 1999), Dharamsala, Dept. of Information and International Relations, Central Tibetan Administration, p.13.


� Lobsang Dorjee, "Lhamo: The Folk Opera of Tibet", p.21.


� In Orissa, there remain two Rock Edicts of the Emperor at Dhauli and Jaugada that deliver his strong will to support Buddhism. Especially, the one at Dhauli is famous not only for an image of an elephant which must be a symbol of Buddha, but also for the vivid description of the bloody war on stone panels(Edict No.XIII), which represents Ashoka's repent on his misdeeds to the Kalinga people. It is further believed that he set up a pillar at Bhubaneswar near Dhauli, which later was converted into a huge Siva-lingam and enshrined in the temple of Bhaskaresvara at Bhubaneswar. He is also known to have founded a Buddhist monastery called Bhojakagiri-vihara for his brother Arahanta Tissa, later known as Ekavihariya. This first Buddhist monastery in Orissa became the centre of the Theravada school. 


� It is known that Buddhism began to lose its dominance as Hinduism came to gain power by the support of kings after the 8th century A.D. However, the attitude of ruling class towards to Buddhism was not so hostile by then that the interaction between Hinduism and Buddhism gave rise to Tantric Buddhism incorporating Hindu deities to Buddhist pantheon during the rule of Bhaumakara dynasty(736-940 A.D.) Tantric Buddhism thus flourished from the 8th to 12th century A.D. and stimulated the making of numerous art-works including iconographical images in sculptural forms as well as stupas and monasteries. The profounder of Tantric Buddhism or Vajarayana Buddhissm is considered Indrabhuti, a king of Orissa of the 7th century A.D., who is known to have written several tantric works including Jnanasiddhi, a significant text of tantric Buddhism. 


� Saivism, namely, Siva cult, has been popular in India from ancient time. In Orissa, too, it is known to be more or less popular among the people of Orissa from the 3rd-4th century A.D. onward as shown in the Nata-raja(an incarnated form of Siva as the cosmic dancer) idol found in Asanapatu. The Bhiyma dynasty of the 7th century is known to have converted from Buddhism into Saivism. As a result, the status of Buddhism has been seriously challenged and the conflict between both religions has grown afterwards. Buddhism came to lose its social impact as the rulers of Soma dynasty(10-11th century A.D.) adopted Saivism as the official religion of the kingdom. 


� Santosh Kumar Satapathy, Odisara Dandanata(Oriya), Bhubaneswar, Sri Anil, 1994, p.18.


� It is known, however, that the dance and drama portion are more emphasized in Ganjam whereas the traditional dance and ritual portion are most notable in central Orissa covering Bhaud, Athamalik, Dhenkanal, Khaudapada, etc. 


- Uma C. Mohanty, "Danda Jatra in a Kondh Village in the Tribal Area of South-Western Orissa", Bulletin of the Institute of Traditional Cultures, (Jan-Jun 1977), Univ. of Madras, p.44.


� During the penance period, Bhaktas stay together in a public hall or temple precinct and keep strict penance as a sign of faith to Siva. They eat only once everyday whereas Pata-Bhakta(leading priest) almost fasts. They also avoid all secular acts including sexual contact and try to keep pious during the period. In addition to these acts based on taboo, they go further to demonstrate various acts of penance from self-mortification to acrobatic feats. They walks on the burning charcoal or roll on the hot sand of day time with bare foot or body. Sometimes, they pierce their tongue with needles or hook their back-skin with sharp iron nails or stand on blades or lie on nail-bed. Some others hang poisonous snakes around their neck as garlands. Others tie their leg up and hang upside down making their head roll on the burning fire. All of these deeds are done sorely to prove their ardent faith to Siva and thereby to obtain his boons. 


� Santosh Kumar Satapathy, Odisara Dandanata, p.26.


� Interview with Dr. Santosh Kumar Satapathy, 5 Sep 2002, Bhubaneswar; also see,. J. K. Patnaik, "Origin and Historicity of the Danda Nata", Tradition of Folk Theatre, H. C. Das(ed.) Bhubaneswar, Advanced Centre for Indological Studies, 2000, p.40.


� Swanga('good acting') is a primitive form of operatic dance-drama that has been prevalent from ancient time in all over India in different names. 


� Charya-giti(song) is the collection of Buddhist songs composed by 23 Siddha-acharyas(religious teachers) of Vajrayana Buddhism both in India and Tibet. It's original manuscript was found in the Durbar Library of Nepal in 1907 by Haraprasad Shastri who published it in the title of Bauddhagana O Doha(Buddhist songs and distichs) in 1916. It is presumed to have been composed around the 9-10th century A.D. and thus is regarded as a valuable work that throws light on the literary, philosophical trend of the Tantric Buddhism of the time. A song of of Kanhupa, a Siddha is known to refer to the Swanga of his time.   


� Prabha means 'glaze'(jyoti) and symbolizes 'shakti', the creative power of goddess Kali. Her power is indicated by a large halo of colorful grandeur attached on the back of the dancer as well as her black face decorated with white lines.


� For example, Indriya Jataka describes the miserable life of an old hunter who repents for killing deer. The same motive is found in the legendary story of Milarepa(11 th century A.D.), one of eighty-four Mahasiddhas of Tantric Buddhism, who reclaimed an hunter from his sinful life full of killing animals.


� Chadeya's mask is a rare form not easily found elsewhere in Orissa. At present, the use of white mask has been almost suspended. In most cases, Chadeya enters in natural face wearing a turban with few leaves fixed on it.


� The summary of the legend goes as follows; There was a man of low class called Sankhua. While he wandered the forest he happened to see Kshyati, a maid of the Sabara tribe. They fell in love and borne a daughter, who was, however, casted away into the forest due to her illegitimate birth. Fortunately, she happened to be discovered by a Savara man and was grown up by him. She was named Shova. However, she was not allowed to marry owing to her humble origin. One day, a Patra Saura called Dhana happened to see her and fell in love to marry Shova, who was called Patra Saurani afterwards.


� The similar motive is found in Bhagavata-jukiyam, a prahasana(farce) probably by Bodhayana, in which a poor Brahmin called Sandilya once converts into Buddhism only for food.


� The corruption of all religious mendicants irrespective of sects is described most obviously in Mattavilasa, a farce written by king Mahendravikram in the 7th century A.D., through the conflict between two degraded mendicants of Buddhism and Saivism. 


� The description of Ladakhi Buddhist dance is dependent mainly on the observation and recording of a demonstration by the CATS, a Ladakhi dance group near the Palace gompa in Leh on 15 Jul 2002 as well as on the dance performance for the celebration of the Archery festival at Choglamsar n 7 Jul 2002 and  interviews with scholars and artists. 


� Chabs-kyan is said to have been originated during the time of the king Nima Choegyal Namgyal in the 17-18th century, who was a great patron of music, dance and literature. In the imperial aget, it used to be performed on the 'Khathokchenmo', the roof stage of Royal Palace in Leh for the amusement of the king,  queen and guests. 


� The elegance of the dance is well indicated by its rule that not even a single drop of the chang should not be overflown from the pot while dancing. It is said that a skillful dancer could pour the chang to the guests without dropping the chang from their pot on the head.


� Those court dancers are called 'Takshosma', a hereditary class of dancers who came from families who were bestowed the previledge of performing court dance inside the royal palace by the king.


� Especially the headgear covered with small pieces of blue germ-stones is a foremost visual attraction that adds the sense of royal dignity to the dance along with the colorful mantle put on the back.


� The description of the Buddhist dance in Sikkim is based mainly on the observation and recording of a demonstration of Song & Drama Division, Department of Culture, Sikkim Government(community hall, 7 Jun 2002; Tashi Delek Hotel, 28 May 2002) and , the Kanchenjunga Festival(Felling, 23-24 May 2002) and a demonstration of Bhutia dance(Pedong, 8 Jun 2002) as well as some inteviews with scholars. 


� 'Denzong'(secret land) is the aboriginal name of Sikkim and 'Nehna' menas 'holy place'As stated ealier, it is known that Sikkim has been blessed and consecrated by the Guru Padmasambhava who visited Sikkim on his way to Tibet in the 8th century. Since then, Sikkim has been regarded as the sacred land of Buddhism through an continuous lineage of great lamas who made it possible for the land to uphold the Buddhist Dharma in its purest form. Denzong Nehna is thus is a Buddhist dance which has been performed in a veneration of those great saints of Buddhism in Sikkim.


� The arms are moving wide in many ways, viz. waving or stretching both arms to both sides in parallel position, waving an arm upward obliquely, raising an arm or both arms upward and so on. Foot-steps are taken rhythmically to two, four beats of drum and look more liberal and spontaneous than the Ladakhi dance style. Feet are raised up to the knee level while some leaping steps are used limitedly by male dancers at the climatic moment in the concluding phase of dance.


� As usually known, the white lion dance is prevalent mostly in South China whereas the five-coloured lion dance is popular in North China and Korea.


� The Tais constitutes a minority tribal group of Assam, Arunachal Pradesh and Meghalaya in the north-eastern India.


� Paya-Puthikham(Buddha Purnima), Sankyen, Mai-Ko-Chung-Phai, Lin-Chi-Twang are the most siginificant festivals of the Tai Buddhists. Paya-Puhikham is the birth celebration of Buddha held on the full-moon day of May. Sankyen is the New Year festival which lasts for three or four days on the months of April. The bathing ceremony of Buddha's image is performed during the festival. Mai-Ko-Chung-Phai is a festival of setting fire on pagoda-shaped wooded structures(Mai-kus) in full-moon day of Magha. While fire is on, villagers play music and dance and sing songs around the pagoda to celebrate the auspicious occasion. Lin-Chi-Twang is a similar festival that falls on the full-moon day of Phagun month. The temporary stupas are constructed with sands and are decorated with flags. Then villagers pray Buddha by offering lighted candles flowers to his image. Some other noteworthy Buddhist festivals of Tais include Tun-Paleslia in which a sacred tree is worshipped as a symbol of Buddha, and Lu Phra, the festival of offering new Buddha images to monasteries by devotees.


� Ka-Aap-Nam(bathing dance), Ka-Mai(victory dance), Ka-Wainam(swim dance), Ka-Mein(flight dance), Ka-Leman(travelling dance), Ka-Kongtukai(cocks' fight dance) are representative forms of the Tai folk dance. Although these dances can be performed in festive occasions, they don't belong to the category of Buddhist dance since their contents are not directly related with Buddhist worship. 


� In case of Nam Phake village in the Diburgarh district of Assam, more than seven Jatakas used to be dramatised and performed at the festive occasions upto twenty years ago. On the other hand, it is said that Jataka tales are put on stage intermittently in Mulang Khamti village located in Tinsukia district of upper Assam though the chance for its performance becomes rarer 


- Interview with Rev. U. Gunawantha Hahathera. Head-monk of Buddhist Monastery at Mulang Khanti village, Tinsukia district, Assam(13 Sep 2002).


� K. R. Vaidyanathan <Temples and Legends of Kerala> p.4.


� L. Holmstrom(ed) <Silappadikaram and Manimekalai> Madras, Orient Longman, 1996, pp.15-16.





