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Introduction
Tsam is the only phenomenon of the lamaist church which has a frankly theatrical character. Its performers wear special attireе (i.e. a theatrical costume), put on mask, and above all represent other being. And still Tsam was not singled out in separate theatrical performance, and was admitted only in structure of the divine services made on different occasions. “Tsam though being a theatrical performance, is  show intended fro everybody, for crowd, but nevertheless, it is sacred, religious practice, a mystery putting to itself the purpose not only to teach spectators, reminding them of different mysterious forces, now patronizing, now hostile to Buddhism”.

There is a lot of evidence about Tsam made by Europeans, who fixed first of all its spectacular side. We find the most detailed description and interpretation of Tsam in its Mongolian variant made by A. Pozdneev. His interpretation does not differ essentially from B. Vladimirtsov’s information about Tibetan Tsam and that of       V. Girchenko about Buryat Tsam watched by him in 1920 in Goosinoozersky datsan. Their collation shows existence of the initial script of realization of Tsam, they not differ, except for some details.

In this work we shall base on the description of Tsam, made by A. Pozdneev. The purpose of the given research is studying a mystery of Tsam, as a religious theatrical action, on the basis of historical evidence of eyewitnesses and modern scientific works.

The republic of Kalmykia in the modern period becomes the centre of Buddhist religion, a place of pilgrimage of a lot of believers. In connection with a heightened interest to Buddhism the Mystery of Tsam causes a number of questions on its essence, value and historical roots, and it has caused a choice of a theme of our research.         

1. A legend of origin of ritual dance Tsam 
In a mountainous settlement of Hangai in the north of Mongolia it frequently rains. Sometimes it rains for three days and three nights and then it seems that there will not be the end of the rain at all. And in the evening even in the middle of August you can see flakes of snow. How did the ancient inhabitants of these places feel especially in such bad weather, especially under rolling peals of thunder! People were especially afraid of thunder, they defended themselves with noise and beat in drums.

Bill Rubruk, the medieval Flemish traveler, wrote: “people here are afraid of thunder above all, send all strangers from the houses and muffle in black thick felt in which they are hidden until a thunder-storm is over”. And yet people lived high in yurts and they built the sanctuaries here, in skies, from here they asked the sky and gods for favour and brought them their victims. In mountains of Mongolia you can frequently see altars, so-called “obo” of “obons”. Usually they the smaller round “obo” were erected on the highest part of mountain, and at the foot of it were frequently arranged. “Obo” is usually a pile of stones in which long poles, sticks, axes of carts and parts of yurts are thrust. People passing by hung up there scraps with the text of prayers: the wind was bowing strips of fabric, and there was sensation as if prayers were resounding around the world and gods heard request of people. 

Among gifts there could be all possible things: matches, sugar, sweets, coins of all epochs and denomination images of gods made of clay and bronze.

And in all everyday questions people addressed shaman and one of the most famous and honorable shaman was Dain Darkhe – a terrible shaman spirit. But most of all he was respected in Hubsugul – the northern taiga area of the country. Here and now you will be told a lot of legends about him and even, vaguely having sticked with a finger to the north-east people will say of Dain Darkhe “here”        

There are not very many shaman caves in the world now. And here, 40 kms the river Uur, is Divadjin Gazar - the Paradise place - with ruins of a monastery Dain Darkhe. Being narrowed to the upper reaches, inflow of the river Uur brings to the White Mountain and a cave of Khan Bogdo Dain Darkhe. Places here are marshy, overgrown with thrickets of bush, that’s why shaman spirit choose spirits for themselves - " which are more solitary and far away from human eyes ".

There are some versions about an origin of Dain Darkhe. According to first, it was a mountain spirit, who turned into stone image after death, which stands on lake Khubsugul. Before spreading Lamaism in Mongolia near stone image there passed shaman consecrating, and according to the legend, there existed a sha-woman - udgan-who was an interpretess of Dain Darkhe’s. Will according to the ancient legends, his children lived in one of next neighboring, in which the common person went out of his.

According to the second version, Dain Darkhe was the Turkic hero who had stolen Chingishan’s wife (another variant - Chingishan’s daughter during her wedding with Hentei- khan). Being overtaken by a pursuit and saving himself from the sabre, brought above his head, Dain Darkhe has turned into a stone pole, on which the trace of the saber blow was seen. The same happened to the woman stolen by him: having hidden in a crevice of the mountain, she also became a honourable local spirit.

In the third version traces of Buddhist influence are already clearly visible, and Dain Darkhe appears in it black shaman. Tamed by the saint, he has surpassed him in the art of taking away its victim from death of and was sent by them to Mongolia. On his way Dain Darkhe has made first tambourine, having divided it in two drum and having hung up one half on air to be covered from the sun.

In all these (and some other) versions the stone sculpture which become the embodiment of Dain Darkhe is common. And it really existed down to the beginning of 1930. It was near ruins of the Paradise place and looked approximately so: a stone of man’s height in which had a crack from impact by a sharp subject in its upper part. Wrapped up in silk cloth, the stone really has got similarity to a human figure. Before it various gifts were put, and in July on the day of Dain Darkhe’s holiday the stone was wrapped up in new fabric. On that day lamas arranged special ceremony "Tsam" in a monastery, after which the stone became damp. Eyewitnesses asserted that if after the ending of "Tsam" the stone was wiped with a kerchief the latter started to smell sweat.

In 1929 the monastery of Dain Darkhe of Sharavliin khura was closed, the stone was turned out from ground and taken away in unknown direction. Now there are only foundations and wooden columns (still rather strong), left from monastery temples around which birches have grown.

But cave of Dain Darkhe cave remained. It represents a suite of three horizontal halls, and in the ceiling of the last hall there is a pass through which it is possible to get into halls of the second circle. 

In all halls, except for first, it is dark and cool. The whole sanctuary of Dain Darkhe was placed in the first hall, at the very entrance to cave. The central part sanctuary occupied with a sacrificial little table on which there is a half meter  figure of the horseman cut out from a tree in traditional Mongolian clothes, with a bunch of arrows behind a back and the hair assembled on the back of the head. Hair is topped with the image of vadgra – bunch of lightnings.

On the walls of the cave halfrotten from time rolls with the image Buddhist deities are hung. From the ceiling multimeter panels fixed with poles are hung in which writes a prayer of Dain Darkhe as to the patron of happiness, world and prosperity on the ground is written in multi-coloured ink. And in one of panels it is told about achievement of the person: about his success in space, about peace in the world and about the contribution of Mongolian people to these achievement …

2. History Tsam
Tsam - Tibetan pantomimic dances have been disseminated among peoples professing Buddhism (Mongols, Buryats, Kalmyks). The dances were performed in days of religious festivals by lamas (Buddhist monks). There were a lot of variants of Tsam. Their full contents are kept till nowadays by in secret. There are various interpretations of plots of Tsam. Some researchers consider, that Tsam depicts  parade of demons and gods as it is understood by the person who has got into the text  world is represented; while others assert, that the pantomime pictures the punishment which has overtaken the main enemy of Buddhism - Tibetan tsar Landarm, killed by Buddhists in 842 years. In the opinion of some researchers, Tsam reproduces the late variant sacrificial ceremonies. Pantomimic dances of Tsam are a theatrical show and religious practice at the same time. Some monasteries are famous for the traditional staging of this or that Tsam. In the Tibetan monasteries there are written manuals for performance of Tsam. The staging of Tsam was prepared beforehand: for two weeks costumes were renewed, the special platform was prepared, in the middle of a court yard a canopy was placed (under which a sacrifice to deities),was later made where there was dancing in circles specially marked with chalk or flour. Near a platform, in a special pavilion or in open-air, the orchestra was placed. Pantomimic dances were performed in the mask imitating heads of various animals, gods with the faces deformed by a terrible grimace, head of people of the increased sizes. The performers of roles of the gods wore bright and expensive costumes; demons acted in a mask imitating a head of the bull; spirits of the dead wore masks and costumes reproducing a human skeleton. Among characters of Tsam there were – buffaloes, deer, and monkeys. Elements of secular and a folk theatre include comic scenes and scenes with participation of a mask of "white old man" – the lord of the world (after ritual dance he performs a comic scene intoxication). The performance of Tsam usually ended performance of "shanaks". There exists Tsam with dialogues. This is a transition stage from a dancing pantomime to drama theatrical performances with appearance of the comic character (" the white old man ") Tsam with dialogues receives the new contents. In Tsam not only deity and genius, but also common people are represented action is transferred to more real conditions. In these Tsams pantomime and dance are alternated with dialogues and choral singing. Episodes make the basic contents of Tsam as life of the Tibetan eremite and poet Milaraiby, which received the name of   "Tsam of Milarayby". This Tsam was was performed only in some monasteries in the middle 18 century. Tsam has been developed in Mongolia (for the first time it was staged in the monastery Erdeni -Tszu). First the Tibetan lamas invited for preparation of Tsam were. Later on the Mongolian lamas were engaged in staging of Tsam, following the records, borrowed from Tibetan monasteries. In the beginning Tsam was only a part religious practice. Later it became a theatrical show. From behind a monastery fence the action of Tsam was transferred to the area before the monastery which has sped up the process of its transformation into a theatrical show, in which the religious beginning was gradually lost.

3. Mystery of Tsam
Preparation to Tsam began long before its fulfilment. It consisted mainly in preparation of new masks and repairing of the old ones, preparation of costumes and ornaments for performers. Also "Stage" of the future show was accordingly being prepared: in the middle of the monastery a court yard a canopy made of silk fabrics of dark blue, red and yellow colors was erected (symbolics of colors is not explained in  descriptions). Under it the little table which was intended for "rubbish" was established it was a high triangular pyramid empty and inside prepared from the dough and painted with rough. With a cutter it was decorated with different figures. Its general view resembles a fiery, flaring fire. On top of the pyramid the image of the head skull also made of dough was set up, then the same skulls were put on one on each side of a triangle at its bottom. In the middle of the pyramid an arrow was sticked. The rubbish had wonderful force to destroy all enemies and all obstacles of belief. Its dramatized form corresponded to general idea of the whole of performance. Around a little table with rubbish, were designated with the white powder, some lines which formed circles for dances of masks. There were two circles outer circle: inner one for dances "of dockshits" - keepers of the doctrine of the Buddhism, and external - for "Shanaks", lamas, in whose dreams dockshits came.

The costumes of lamas - actors were made according to general idea, their sleeves " reminded by the form of a figure of a quiver, with they really should have represented by to mark the occasion that all dockshits were constantly hiding in their sleeves a bow and arrows, with which they were ready to strike enemies of belief ". 

Masks were made of papier-mâché "in the form of faces, those dockshits, which they should have represented; thus there were both awfully perverted human persons and, at last, heads of lions, bulls, elephants and others... In size they were twice as big as an ordinary human face and that’s why a prson in mask looked as if he had an ugly big head. Shanaksdid no dress wear masks”. As we see, in masks of Tsam the element grotesque which is means of formation of images of Buddhist mythology prevailed. However Tsam the function of the mask was more complex than means of creation of fantastic image (but, probably, real for believer). In Tsam the mask was used also as  means of transformation in other creature, being most simple and convenient for the given representation from all existing means, as it did not demand from the performer internal psychological reorganization, that in Buddhist notion could be threat for a performer. Using a mask automatically, without inner efforts on the part of the performer, meant his transformation in another person. Shanaks did not put on masks, as in that case lamas - actors represented lamas, who during their dream were visited dockshits, i.e. as though by themself. Thus, in Tsam the mask was not only means of creation of a visual image of irreal creatures, but also principle of theatrical action allowable in system of ideas of Lamaism.

Tsam began with carrying of rubbish by priests, and it is real and important in ceremony in Lamaism. Carrying of rubbish was made solemnly, lamas were also carryied icon lamps and smoking incensories. Accompanied by musical instruments and choral singing the procession went to the canopy in the middle of a court yard, where was kept. Then lamas and musicians took seats on the places, beforehand prepared for them. Later lamas on the divine service continued with theatrical means.

The plot o Tsam, if only it is possible to apply this term to it because of the absence in Tsam of development of action, is very simple and is simple unpretentious: dances of masks of Dockshits and dances of shanaks   and were interrupted by interludes of pantomimic character.

Characters who started Tsam and then during all representation remained on the playground were called keepers of rubbish. They wore costumes imitating skeletons,  masks depicting a human skull, and had sticks in hands. After them the "raven" appeared, in a costume of black color, which started struggle against keepers of rubbish, trying to steal it. Their actions were based on gesticulation and a mimicry, without a single word.

Then on "stage" there appeared characters of real character, i.e. the inhabitants of Hindustan where Buddhism had arisen and become firmly established first of all. Their role in the performance was reduced to a greeting of the doctrine of Buddhism. Khashin - khan and his sons (mythical Indian tsar, who according to legends welcomed everyone being in the world of Budda) were also in masks which were different from others by good-natured looks. The Tsar held in hands white silk skarf - a symbol of a greeting, while his sons had various musical instruments. The role of Khashin-khan and his sons, and also characters similar to them, was reduced to straightforward expression of the basic idea of Tsam – the confirmation of  Lamaism as religions.

Further Tsam developed rather monotonously - in pairs or solo dockshits came to a stage and broke into a dance. " These cynical and awful forms of deities could seem strange and even simply obscure for the person who is not familiar with the Buddhism…. common for all dockshits a disgraceful and the distorted by anger faces them serves direct expression of their disgust for subjects of material world and constant aspiration for suppression of the material sinful beginning. The monstrous forms of dockshits signify their terrible force, which gives them a full opportunity to struggle and win the malicious beginning in the world ". The outward appearance of dockshits on icons and in Tsam amazed the Europeans with the ferocity and disgrace. "They are wildly ugly, - Vladimirtsov wrote, - protruding eyes, the huge canines, halhuman faces, deformed by fury horns and strange ornaments ". But they made absolutely different impression on lamaists and, certainly, were not perceived by them as hostile creatures. Fury and terrible anger of dockshits were only directed against enemies of Lamaism.

According to Vladimirtsova , all characters of Tsam were dressed and masked as they are represented on Buddhism icons, and the whole picture of Tsam depicted, coming to life we can partly imagine the spectacle Tsam showed in itself. 

The conclusion

Thus, summing up our research it is possible to draw conclusions that the Lamaism widely used theatrical means. At the same time we do not find the generated theatre with Mongolian peoples. Vladimirtsov’s article "the Tibetan theatrical performances" testifies about unsuccessful attempt to impart ready forms of the Indian theatre in Tibet. In the history of world culture there are examples of negative influence of religion on art – e. g. islam which has served as a reason of absence until recently of such kinds of art as painting and theatre, owing to its interdiction to represent live creatures in the Muslim countries. In a Lamaism we do not find direct interdictions.

The assumption it is necessary to search the roots of Tsam in the area of Hindustan, seems fair as it is there we find many examples of pantomimic dances using masks, with characteristic for east representations of music and plastic art as means of expressiveness which is typical of Eastern performances. Besides, the Buddhism has penetrated into Tibet from India, where it has adapted the advanced forms of theatre and used them in struggle for its consolidation.  
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