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e preparatory action of ritual dance initiates what we could call a
v ‘place-creation’ in terms of a recreation of the cosmological spheres
icular site. The performance of a publicly staged ritual dance ('cham)
itself a “great mandala of action”, where dancers acting as Black Hat
(zhwa-nag) or masked wrathful protectors of religion (chos-skyong),
wered by their being, first “subjugate the earth” (sp-'dul)—a means of taking
f and transforming space—usually translated with more neutral phases,
as “cleansing the ground” or “preparing the site”.? Through the generation
identification with higher Tantric deities, monk dancers also subjugate
is considered to be evil and disturbing on the way to enlighterunent, i.e.
t classes of evil spirits such as dam-sri and inner and outer hindrances
ding enemies of religion (dgra-bgegs, bstan-dgra). This is done by meansof a
lex ensemble of different rites—purifications, invocations of and offerings
rious deities, specific dance movements, subjugating hand gestures and
 implements (especially the phur-bu), wrathful accompanying music and
ntal as well as physical actions of subjugation and expulsion.*

itual dance subjugating the ground directly generates ritual space which
purified and protected on the microcosmic level of the body and local
ironment and analogically on the macrocosmic level. This process of taming,
ciplining or civilizing the wild and uncontrolled, including the mind, is
eived to be one of the main tasks and functions of Tibetan lamas.®

the Tibetan context the esoteric logic of ritual consists of the analogical
tion between microcosmic body and macrocosmic environment, between
nind and space, contents and container and the transformation of such dualities
hro gh their unification and transcendence. By creating a ritual space and divine
wers inside their bodies and minds, the dancers inscribe and recreate their
vironment in turn with their body, speech and mind, transforming it thereby
an outer ritual space which then also becomes the centre of a public ritual
performance. Further processes of purifications and expulsions aim at finally
ansforming all participants including the audience.

- Scholars describing ‘cham performances have analysed them mainly in terms
 their religious symbolic and esoteric content and stressed the phases of the
ance, the iconography of the deities and the symbolism of the ritual objects
and actions. This paper is a preliminary attempt to focus on how the actual
practice of dance movement contributes to the creation of a ritual space in both
Tibetan Buddhist and Bon contexts and what kind of ritual actions and
ceptions of space are involved. The public ritual dances (‘cham), secret
n dances (¢ar) and other related Tibetan rituals will be briefly compared

egard to ritual space by using dance manuals, oral and written statements

etan ritual dance experts and other literary accounts,

Overview of ‘Cham

commonly described as a public Tibetan ritual dance, performed for a
fence by monks in colourful costumes mainly representing the protectors
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of religion (chos-skyong) and their assistants with masks, or the “Black
who are also called "Tantrists” (zhiva-nag or sngags-pa). They are part of the rel
of the central deity in question, the yi-dam and its mandala abode. Accordin
early Tibetan literature ‘cham originates in Indian Tantric dances (gar) and e
Tibetan masked court dances.” The main esoteric purpose of a ‘chati is said.
the expulsion of “evil forces” by which all participants and the local environn
is purified. It is also believed to procure blessings or empowerment (byin-
for all participants, to generate faith in the lay audience and to be a Tantric
of realization for the monks. As in other Tantric rituals, the meditational p
of ‘cham is based on the transformation of body, speech and mind, but ex
the body transformation through dance movements in the ritual space
publicly performed ‘cham in the courtyard of a monastery.® So “cham coul
understood as a “spatialization” of Tantric rituals.” Specific parts of ‘cham dane
by the assistants of the represented principal protector deities can also di
create their mythical abodes, so that the process of the construction of r
space by dance movements is itself a recurrent part of the performance.”
just another indication of the relationship between ritual dance and ritual sp

The space-time frame of a ‘cham ritual is usually divided into three sect
First, a phase of meditation and ritual actions within the temple (‘cham-
according to the liturgy." Second, the public performance of ‘cham in the courty:
during which monks dressed in colourful costumes and masks re-enact publi
the major ritual actions, especially the ritual killing of the linga, climaxing
in an exorcistic rite (gfor-rgyab) outside the courtyard.” Third, a subseque
dissolution phase within the temple, where the visualizations are dissolved in
emptiness. Each day of performance is usually also structured into preli
actual and concluding parts. We see that what is usually called ‘cham is ac
the public part of an ensemble of a variety of rituals which are encompassed’
a sadhana.

Besides being a Tantric ritual, ‘cham is a spectacular social event in Tibet:
societies, often forming the culminating parts of festivals like New Ye
celebrations, for instance the common dgu-gtor ‘cham on the 29th day of the 12th
Tibetan month. ‘Cham are also performed in connection with celebrations of
famous Tantric masters like Padmasambhava or Mi-la ras-pa (1040-1123), w’
emanations take part in those dances. The various dance forms are said to ha
originated in the dreams or pure visions (dag-snang) of famous Tibetan maste)
such as the Bori-po gter-ston gShen-chen klu-"dga (996-1035), or of Guru Ch
dbang (1212-1273), Bu-ston Rin-chen-grub (1290-1364), Padma gling-pa (145
1521) and the Fifth Dalai Lama, who were all inspired by their highest Tant
deities.” In this respect the origin narratives of ‘chan as a cultural practice confor
to the Tibetan system of cultural production through revelation. Written down
in dance manuals, ‘chamn became incorporated into specific monastic liturgies
and were orally transmitted by dance masters ('cham-dpon).

A ‘cham form is always shaped by the performing monastery so that the
affiliation to the religious school, the local deities, the monastery’s principal
protective deities and important historical figures or events become incorporated
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The Physical Setting of a ‘Cham

Before examining the creation of ritual space I will first look at the phy:
setting of the public ritual dance, which is usually performed in the monast
temple courtyard (chos-ra). Within the square-shaped courtyard the dancersn
ina circle, generally called do-ra (also rdo-ra or ‘cham-ra). Jaschke’s Tibetan-Eny
Dictionary translates rdo-ra among other things as a “circle of dancers” (p.:
as does Das’ Tibetan-English Dictionary (p.640) where it is also cited ;
abbreviated form of rdo-rje ra-ba, an “enclosure with a railing or wall made.
pots or pillars with capitals of the shape of the dorje or with the dorje on
tops (such as the shape of the wall which surrounds the monastery of Sam-
Tibet).” But rdo-rje ra-ba is also a general technical term for the protective “¢
of vajra-s” surrounding various mandala-s, as reflected in the architecture of bSai
yas itself. This connection is perhaps important considering that the dance cire
itself creates a mandala by performance. The dance ground is often covered
by a large tent-like canopy.

In the centre of the courtyard are erected one or two flag poles (phya—dar
cha-dar}® They are adorned with flags in the colours of the highest ranking ‘cha
deities. Its quadrangular or rectangular base of stone or mud often serves as
altar for the offerings to the principal deities. Where this is not the case an
will be placed right next to it. The centre is also the place where the ritual
(rdo-rje slob-dpon) and the highest ranking ‘cham deity (often the dance lead
called ‘cham-dpon) are mostly situated or carry out their ritual activities.
gtor-zor, also called zlog-pa, the hurled offering to “turn back” or expel the “
forces”, is often placed here too (see figure 1) after a preparatory rite
“empower” (byin-gyis-brilabs) it as a weapon by visualizing it as a wrathful form
of the central deity, the yi-dam.* So the centre of the dance ground often becom
the focus of the actual ‘cham performance, while the dancers encircle it ina
clockwise or counter-clockwise direction.?* The ritual musicians sit in a ling,
usually on the opposite side of the dance-ground facing the door, invoking and
praising the deities, which appear in the form of the dancers coming out of the
temple (‘chams-khang) > The latter are usually guided by rgya-gling players and
incense holders, who venerate and invite them to enter the dance-ground to
participate in the ritual performance.

Sometimes there are concentric circles actually marked with chalk on the
dance ground. According to Rakra sPrul-sku Thub-bstan chos-dar there are three
circles which together frame an inner and an outer circle.? Often the Black Ha
dancers dance in the outer circle. This is a position which suits their tasks as
sngags-pa, as intermediaries between the audience sitting outside and around
the dance ground and the deities in the inner dance circle (see figure 1). The
dance manual of the Vajrakila ‘cham mentions a "“‘chams-skor dang-pe” and a
“‘chams-skor gnyis-pa"”, translated by Nebesky-Wojkowitz with “inner and outer -
dance circle”.”

These concentric circles, with their biggest concentration of power in the
centre, correspond exactly to the form of a mandala, a circular sacred three
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Figure 1: Schematic drawing of a "cham (from Filchner 1933: plate 154)

dimensional space with the highest ranking deity in its centre and a surrounding
retinue on the periphery whose distance from the centre reflects their specific
hierarchical position—the closer in (and higher), the more important and
powerful.® The dance also “echoes the formal structure of the painted one [inside
the temple].”® Thubten Norbu states that “in the process, the courtyard of the
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monastery becomes the mandala and all the dancers are transformed into
deities of that particular mandala.”* Obviously there are several mandalag
different levels involved in a ‘cham: first it is usually outlined inside the tes
using sand.” On the meditational and microcosmic level it is imagined
the body, speech and mind of the dancers and musicians; while on
macrocosmic level the three realms of the samsaric world (khams-gsum
transformed into a mandala form, as we will see later. The middle one, the d
ground itself, becomes visibly transformed into a “great mandala of action” w
“the dancers express with their movements nothing else than the icono
details of [the] mandala.”"* ;

In the following I will examine the creation of ritual space in Tibetan *
I will first summarize the initial phases of the “root dance” (rtsa-"cham) acco
to the detailed dance manual of the Vajrakila ‘cham in its function as a ki
prototype. It is danced by the Black Hat dancers publicly on the courtyard.
I will give an example according to my own observation of an elaborate
dance based on a Bon-po form of Vajrakila (Phur-pa), performed inside the tes
in order to define the outer and inner boundaries and purify the ten directia
of the ritual space, before the actual public ‘cham is carried out. After that
compare these actions and dances to the “ritual of the site” (se-chog) and
“dance of the earth” (sa-gar) and discuss aspects of their actual performati
practice and inherent themes.

Creation of Ritual Space: Defining the Boundaries

The dance manual of the Vajrakila “cham gives a rare detailed description of h
the dance circle should be outlined and how the ground for the mandala sho
be prepared. The preparation of the ground for the ‘cham mandala takes place
the beginning of the section called “attaining bodhi” (byang-chub bsgrib-pa)
which the root dance performed by the Black Hats or Tantrists is explained.
The second section is called the “driving away evil” (gdug-pa sgrol-ba) or brub-
‘cham.

After the gold libation (gser-skyems) has been offered to the local country
god (yul-tha) and to the eight classes of gods and spirits (lha srin sde-brgyad) the
deities of the four world quarters are invited to gather at the dance place, where
the dancers (i.e. the Black Hats) form a row and circumambulate the place one
by one. Then the dance leader (‘cham-dpon) dances into the centre where he takes
a seat while the other dancers make an offering to the four quarters of the world ?
Now the “deciding upon the earth-foundations” {sa-gzhi ‘khod snyom-pa) is danced
which “aims apparently at a metaphysical creation of the deepest foundations,
upon which the mandala is going to rest.”* Then the slob-dpon proceeds towards
the north-east dancing the “half thunderbolt step” (rdo-rje phyed-'gros), while to
his right and left the “masters of the four cardinal points” (phyogs-dpon bzhi)
position themselves.* Now the rite called bsgral-mchod is performed, “meaning
a separation of a demon from the evil components which are the true cause o
his malignant nature.”” Then a hexagram is created and detailed instructions -




Taming the Earth, Controlling the Cosmos 205

WEST
Th ul’ Statue of ‘I r Alar for
Books & Images | Kl o ﬁp{; Slob <pon e
SOUTHWEST = == —  ~ NORTHWEST
‘0 TR A7 TN
\ N - )1
N 7
W\ NP /!
N M M 7
b N
M , / 8 % Q M
@ i i = o
b / © ¢ W n
k |f { 1 i ; 21\ % | NORTH
s : )1
\\ s [ 7
\ /
\ /
1) \l
/ \
2/ \\
//ﬂ » .> te P
‘"( 3.-"".""—;’:“‘}‘&-.' \\
SRS TEKE Y
r-""'—/ ., . S . \.: v
dBa- <
SOUTHEAST |mdzad : NORTHEAST
e |
Veranda EAST
Ouiter courtyard & dance ground
Mental Cosmology: 1 + 2 —--= Dancer's entry into the
" cardinal and intermediate-
’“w“ directions
5 N 3+4 ...:Going 'down' (nadir) and
'up' (zenith)
C
nadis
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Phur-pa‘i phyag-rgya ‘jigs-tshogs. Two monks embodying two main mes
deities (gong-ma srung-ma} of Phur-pa® dance out what the assembled n
recite and request them to do according to specific drum beats. They
way like two army generals for their leader Phur-pa, having a multitude of n
helpers or “soldiers” underneath them, all with animal heads and human
They deliver the requests of the monks to those and to the Deities of the
Directions (phur-pa’i khro-bcu), who in turn—bound by oath (dam-can)—ha
obey the monks® embodying the highest deity, the yi-dam Phur-pa. It is in
way that the monks are able to control the strictly hierarchized, deified s
and avert the evil spirits situated at the lowest point of the hierarchy.

One messenger represents the wolf (spyang-ku) with a blue ribbon wrapp
around his arm, while the other represents the hawk (khra) draped with ar
scarf. Spinning around themselves (see figure 2, positions 1 to 4) or circlinj
snake-like lines through the assembly hall in opposite directions, rolling a ri h
dagger (phur-bu) in their hands, they symbolically search for and chase
malevolent spirits and hindrances hidden in the ten directions (i.e. of the asse
hall, and in analogy of the mental mandala expanding symbolically to the
world spheres). The hawk makes tip-toeing steps, the wolf slouching ones.
dance starts with five drum beats in the centre of the mandala. Then the musici
play “twobeats” (gnyis-rdung, 1-2-2) indicating the four cardinal directions,
times “two beats” corresponding to each direction. First the two messengers
positioned opposite to each other near the centre of the assembly hall (figure
positions 1, 2) where for each direction they initially spin around themsels
rolling the ritual dagger in their hands and then circle around the assembly
twice (figure 2, broken lines). After that they change from this middle level
the mental cosmology to the “downside”, the nadir, i.e. at the door side in
south-east corner {of the assembly hall and the mental mandala) which is
marked by two “two beats” (figure 2, positions 3, 4).* Here they dance a spei
step called “twisting the knotted cord in the south-east” (Iho-shar rgya-mdud ‘K
ba), a pattern which is danced out onto the ground at the door-side (figure 2,
dotted lines).** After that the two messengers circle again through the assembls
hall, coming back to the central positions (figure 2, position 1, 2) and perform
their search in the four intermediate directions (south-east, south-west, north
west, north-east) on the middle level according to the rhythm of two “three beats”
(gsum-rdung , i.e. 1-2-3-3). Then the dancers outline the step of “grasping th
iron rope (at or around the) four doors” (sgo-bzhi lcags-thags len).* This is done
again at the door-side (figure 2, position 3, 4, dotted lines) whereby they ascend
to the imagined upper level, the zenith, again chasing the demonic forces an
catching them with their weapons.

Those forces are finally summoned into a human effigy made out of dough—
a man with a black beard laying on his back with his limbs bound, painted re
(linga or nya-bo) which is then ritually killed with a phur-bu and his “soul” (rnam
shes) “liberated” (ling-ga sgrol-ba, ling-ga bstabs-pa).¥” Before this action a tshog
offering to Phur-pa representing the negativities of the monk assembly is carried |
out. Further ritual actions such as a fire offering to the yi-dam complete this day.
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those actions described above, beginning with the securing of the inner
aries, form the main part of the Bon-po dGu-gtor ritual at sMan-ri in
i. They are repeated on the second day inside the assembly hall.#

In the afternoon of the 3rd day of the dGu-gtor during the public dance
yrmance dancers in colourful costumes and masks representing the nine
ector deities of Bon religion carry out the ritual actions previously done
e the assembly hall, but now on the court-yard. All of three subsequent
iblic dances (bsGral-bstabs ‘cham, gShen-rab dgu-"cham®, gTor-rgyab skabs)
with the same dance steps as those for the securing of the inner boundary
v the two previous days, i.e. svastika chain, tiger steps and lion leaps.™ So we
summarize that ritual space creation through dance movements is neither
a preliminary of a whole ritual complex nor it is restricted to the rituals
e the assembly hall. It can also be repeatedly performed during the public
formance of a ‘cham as a preparatory act for the different kinds of ritual dances
d actions involved.

tappears to be the prominent feature of the dGu-gtor ritual based on the yi-
m Phur- -pa—the subduer par excellence of demons—that ritual space creation
ough dance movements and actions of purification/expulsion are closely
interlinked and repeatedly performed throughout the ritual complex. However,
titual texts of different religious schools centring on Vajrakila or Phur-pa, as
well as particular performance styles, do evoke differences in staging a ‘cham.
While at sMan-ri monastery the elaborate creation, purification and protection
of ritual space centres on the two days inside the assembly hall, Combe, for
example, described those actions as being publicly acted out on the courtyard.
In the very beginning of the Phur-pa’i ‘cham at a rNying-ma-pa monastery in
Dar-rtse-mdo (today Kanding) the “ten Wrathful Ones” (“Troju” i.e., khro-bcu)
dance a slow dance thereby sweeping the courtyard with bamboo branches in
order to expel the evil forces.” The dancers, among other figures, also publicly
~ represented the yi-dam Phur-pa together with his animal-headed door keepers
and assistants, 23 all together—among them his “pet wulf (sic.)".”

Another example of a ‘cham centring on ritual space creation is the locally
called “khencham” (oral transcription), probably either meaning the fact that it is
~-danced only by one dancer or by a “Knowledgeable One” (imkhas pa'i ‘chant).” It
is performed as an opening dance of the public New Year dances at the end of
the sMon-lam ritual, on the 15th day of the 1st Tibetan month, at the Bon-po
monastery of dGa’-mal in A-mdo Shar-khog. One Black Hat dancer circles in
slow majestic movements the arena with a ritual dagger and a skull-cup in his
hands. Thereby he dances nine steps called the “nine necessary cuts” (dgu-gcod
dgos-pa), which are supposed to press down or close the nine doors of hell” The
esoteric explanation is that the three worlds and the nine levels of cyclic existence
(khams-gsum sa-dgu) are then transformed into purified realms.”

Another public dance performed by Bon-po monasteries in Shar-khog
specifically purifies the earth—it is danced usually at the beginning of the public
performance in order to chase the “dre spirits out of the dance ground. The two
dancers called ”A-li ka-li” wearing white masks without any deity-like ornaments
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logy (i.e. the earth goddess and the four masters of the cardinal directions)
atialized gods (such as the Ten Wrathful Ones) are invoked and offered to
space can be purified and protected and evil forces can be driven out as
X Thereby, the shapes of dance movements used for the creation of ritual
e refer to powerful symbols of control and transformation in the religious
ologies—such as svastika chains, crossed vajra-s, the eight-petalled lotus,
ight-spoked wheel and the eight auspicious signs. Even aspects of the
ers’ costumes, like the Black Hat itself which represents the cosmological
s, seem to contribute to the same purpose.” The symbols are outlined, or
r, stamped directly on the ground and /or drawn in the air, thereby defining
at the same time protecting the ritual space. In public ‘cham they seem to
the whole area of the dance ground as well. This is also confirmed for the
‘dance as a preparatory action of a general mandala initiation.”
As we have seen ritual dance steps play a crucial active role in the
fruction of a ritual space for a mandala. This corresponds to many of the
arations for the building of a temple where special ritual dances as well as
fic rituals for the preparation of the ground are performed.” Circular dances
‘nature have to do with fundamental conceptions of space and are among the
tof dance forms. Indian cosmogonies, which pervade the Tibetan Buddhist
rid view profoundly, narrate that movement creates time and space—the
ation of the universe starts with the churning of the unmanifest whereby an
mobile and inaccessible centre arises and becomes the concentration of the
hery. By circumambulation the contact with the centre and its transcendent
principle is ensured ™
o Furthermore, the mandala, a concentric circle cosmogram with the highest
deity in the centre, is a means of taking control over a place, transforming it into
asacred sphere, as happens in the context of Tibetan pilgrimage sites as well.”
Agin ‘cham there is a reversed transfer of power between human body and ritual
space, where the physical touch of the whole body, e.g. a full-length prostration
contact. with a specific empowered ground (gnas) representing the mandala of a
powerful deity, actually transfers empowerment to the participant—the audience
or the pilgrim.* It is also reported that lamas or monks who had visited powerful
places are perceived and venerated as embodiments of such sacred space.” The
transformation of a (potentially hostile) ground into a ritual space by means of a
mandala, created inside the body and later reconstituted by circumambulatory
movements, appears to be a general mode of Tibetan “place creation”.
: Next to being a Tantric method® the “pressing down of the earth” is also
 practised in the Tibetan folk context. Thereby dance steps in connection with
~ certain spatial patterns are employed for the expulsion of negative forces in a
- variety of Tibetan folk dances. For example the Gling-bro, a dance centring on
the mandala of Ge-sar, is danced by lay people on a circular floor pattern in order
to destroy negativity.” Siiger, observing pilgrims fron: Khams, mentioned three
lay group dances especially related to the “levelling of the ground” through
stamping with the feet and dancing a circular floor pattern (sa-cha-bro, sa-'dul-
bro and sa-gzhi-khyon snoms-pa).\ Also, the Tibetan folk opera [ha-mo generally
begins with a consecration and purification of the opera ground which is danced
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y existed in Gung-thang (now rebuilt in India), is said to have been created
e of continuous attacks by neighbouring peoples of the sTod-hor region
ter the abbot established the dance according to his vision, never attacked
again.'” Then there is the well known Tibetan Buddhist historiographical
e of the Buddhist hermit dPal-gyi rdo-rje who, disguised as a Black Hat
killed the purportedly anti-Buddhist king Glang-dar-ma (9th century)
arrow hidden in his long sleeves while catching his attention through
ormance of a ritual dance. Another wrathful Black Hat dance performed
fer to kill an enemy is described in detail by Nebesky-Wojkowitz. Here the
Hat “sorcerer” dances the so-called Gying-'chan, the “dance of the wrathful
ing”, by performing the thunderbolt step: “While dancing the sorcerer
d be of a wrathful disposition (rrgam stabs) and should utter mantras with
teeth clenched (sngags bzlas).”°
Thus, there is ample evidence that at a fundamental level ritual dance and
tain dance steps are directly related to violent subjugation in Tibetan
tion." In order to reconcile this with the religious (Buddhist and Bon)
iology and a morality of non-violence, such ritual actions are often
resented as merciful steps to ensure the liberation of evil forces.

clusions

drawing attention to the theme of violent subjugation in this article I do not
I to deprive the ‘cham ritual of its undoubted Tantric meaning of releasing
mind of dancers and participants from inner obscurations, or of it being
rmed for the well-being of the whole community, giving the chance for
g merit, health and long-life. But, apart from the actual construction of
dala, why is it annually necessary to violently tame or subdue the forces of
physical world? Day (1986) has pointed out that the lama’s role in Tantric
al is in general to demonstrate his power of taming and disciplining (‘dul-ba)
ards destructive aspects of reality as well as towards the gods, a view which
applies to the public ritual dance ‘cham. Thereby the reciprocal relationship
etween monks giving ritual service and the laity sponsoring them is regularly
stablished.'? Samuel counts ‘cham among the pragmatically oriented rituals
f Tibetan Buddhism, where “the lama turns his spiritual powers to the this-
‘worldly benefit of his followers.”" Ortner argues, in congruence with the emic
‘explanation of the Sherpas in regard to their greatest festivals, that there exists
in fact a regular threat through “demons” in the Sherpa world, so that Buddhist
specialists “must annually reassert its [i.e. Buddhism’s] claims to people’s
-allegiance and dependence, reconquer its ‘foes’, and re-establish its hegemony.”"¢
So the old struggle between “gods” and “demons” is not just a mythical one but
still a challenge of today. Underlying the ritual the narrative of the cosmic drama
of the subjugation of Rudra by Heruka appears to be placed back on earth
repeatedly in order to rebalance good and evil and re-establish the traditional
cosmic order, because there is only a “temporary winner” and a “temporary
- loser” 1®
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By way of ritual dance a certain balance among the powers of the universt
is restored and the hegemonic position of the monks in terms of their superior
morality and purity (as embodiments of the highest deities) is reasserted. Control
over ritual space therefore also implies control of ritual and social power
Whether it is Padmasambhava, sTon-pa gShen-rab, sTag-la me-"bar or Heruka
as subduers of evil forces who might be recalled in the temporary constructiot
of mandala-s—it is through the aid of powerful symbolic dance movements
the body in the local environment that actions of purification and blessing @
take place on microcosmic and macrocosmic levels correspondingly.

Notes:

Toni Huber and Geshe Namgyal Nyima for helpful discussions on the ma
presented in this article.

Z. See for example the story of Mi-lus bsam-legs in the Bon Mother Tantras
1994:53).

3. For the subjugation of the ground (sa-'dul) as a preliminary for the construction
mandala in general, see Panchen Otrul Rinpoche (1992). Concerning the p
the earth rite (sa-chog) in a Bon-po text see Martin (1994:41, 42, n. 153). The firg
phases containing sa-'dul and sa beags-pa are performed as ferocious danees'
wrathful male and female deities.

4. What is generally perceived as the destruction of evil forces in a "cham is the ¢

rite, called lifiga bsgral-chog, the cutting up of a human effigy made out of dou,
Into this effigy all kinds of negativities are summoned and then ritually killed (sm
las, see Stein 1957:224f). The consciousness (rnani-shes) of evil spirits are libes
and the remaining material parts of the lifiga are transformed into offerings to.
Tantric deities. At the end of a “cham the evil forces are expelled in a final act (
gtor-rgyab or bzlog-pa’i las), through the casting of a ritual weapon (gtor-zor).
two important rites are not further discussed herein as I restrict myself to the
tion of ritual space and the interrelated subjugation of the earth, a feature whi
been neglected or played down in the literature on ‘cham.

. Samuel (1993).

6. The most detailed descriptions of ‘cham are by Nebesky-Wojkowitz (1976) and.
(1988a);cf. also Aris (1976), Cantwell (1989, 1992), Combe (1989), Filchner (]
Helffer (1980), Khampagar (1985), Marko (1994), Hoetzlein (1991) and Shakyal
(1975). More general notes on ‘cham are found in Ellingson (1979, 1980) and
{1972); for notes on sociological aspects see Fiirer-Haimendorf (1964:214ff.)
(1980:144ff.). For further bibliography see Schrempf (1990).

7. See Ellingson (1979:166).

8. The dance manual for the Vajrakila ‘cham calls it “a rite of the Vajraydna
(rdo-rje theg-pa’i dkyil-"khor gyi cho-ga) (Nebesky-Wojkowitz 1976:111). P
Tibetans characterize it rather as a rite of expulsion, “powerful” (drag-po)
“act of protection” (mgon-spyoed) (Lama Lodroe, interview). Ideally the Tant
ciples of method and wisdom are spatially employed using dance steps and
implements (Trowo Tashi, personal interview), ,

9. Helffer (1981:661). :

10. According to the dGe-lug-pa ‘cham dancer Tenzin Yangdak of rDzong-dkar
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