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The south of Taiwan the privileged area of observations for this study is famous for its processional troupes called tin-thau (zhentou 陣頭), literally "at the head of the battalion." This generic name indicates both their function and their place in religious parades: they introduce the segments of a procession and precede the palanquins which seat the cult deities of participating communities. Processional rituals manifest through action and as a coherent whole the system of representations and beliefs, the symbols, as well as the social organization of Taiwanese folk religion. With the presence of tin-thau, these rituals also display significant parts of oral and gestural local cultures.

After presenting tin-thau' s basic features, activities and context, this paper focuses on the religious features of the troupes' services. From an anthropological viewpoint, it examines how tin-thau' s tangible moments of playing follow in fact the rules of a codified and ceremonial exchange, within the human sphere on the one hand and in favor of gods and spirits on the other hand. These dynamic relations explain many aspects of the troupes' experience and go beyond depicting their external and performative traits. Finally, this paper explores tin-thau' s theatric dimensions and considers them as constitutive parts of Taiwanese folk religion. The very act of playing, supported by a specific conception of the human body and its vital energy, can equally and primarily be understood as a religious act.

category that needs to be acknowledged as such and addressed for itself. Processional troupes respond to specific demands, of a ritual, symbolic and social nature, and it is easy to notice that no other performance category could endorse these functions the way they do and with the same reach.

A lot of emphasis is generally put on the colorful appearance of these processional troupes or on their performative aspects. In the absence of those troupes, a procession would actually be declared having a poor sensory effect and offering a flimsy atmosphere. But this leads many people to think that their only role is to bring a supplement of animation to the festival, as for it conceived to be centered in other major and more important celebrants and rituals. But while their performative features are undeniable qualities of theirs and should not be thrust aside, one must also admit, as will be shown here, that processional troupes are in fact over-determined by religious factors. Besides, their vibrancy, consisting of an intense deployment of sounds, colors and movements -lau-jiat (鬧熱, renao 熱鬧)is not anodyne. It also holds a sacred nature that has been extensively examined in previous works [START_REF] Allio | Le Jeu du Buffle et de la Charrue (Gu-le-a koa 牛犁歌)[END_REF][START_REF] Allio | Le Jeu du Buffle et de la Charrue (Gu-le-a koa 牛犁歌)[END_REF](Allio , 1999(Allio -2000)); and it is not only limited to troupes but appears to be an integral part of folk religion events. This study is less an aesthetical and cultural approach of the troupes than a socio-religious one, which focuses on their symbolic and social functions. It is in action, in the "natural" environment of the processions they belong to, that the troupes are tackled here.

Many factors determine the foundations and expansion of processional troupes, in particular geography, language and history. Their creation in the past was not just a kind of entertainment for remote rural places deprived of distractions; their upholding in today' s leisure society, nourished by the most sophisticated tools, suggests that they are the products of other motivations. Even if rural Taiwan has experienced major changes, sometimes disruptions, in the domains of economy, politics and culture, temple festivals, processions and troupes do maintain a significant role in local society unfolding sometimes over vast regions, especially in what concerns territorial organization, the staging of a relation with the supernatural world, the building of a sense of belonging and, of course, the definition of a local identity. In the past decades entire rituals have been revived while others have expanded and new ones were created. These processional styles do not represent remnants from ages past, condemned to disappear. Quite the contrary, their ability to innovate, and the increasing demand for their services demonstrate their vitality and the stamina needed to face future challenges. Do they constitute distinct genres, as operas do? I guess we could not speak of a 'genre' in the singular form here since they are too eclectic. But their religious functions definitely constitute their common feature.

Traditionally, processional troupes were -and in some cases, as in Saikang (Hsikang/ Xigang 西港, Tainan), still are-formed by local inhabitants, but nowadays they consist more and more of semi-professional groups. Recent studies are actually examining this kind of semiprofessionalization and involvement in new types of situations [START_REF] Chung | Research into Taiwan Processional Troupes' Ritual Areas of Rehearsal[END_REF]Lee 2013). In Saikang too, semi-professional troupes can be seen, either to replace local troupes that had stopped their activities, or because a village had not cultivated a troupe-tradition in the past and now wants to enhance the outward show of its formation in the procession that it used to join up with a lone palanquin or, simply, because its temple is new and it has to put up a brand new formation, including both a troupe and a palanquin.

Since this paper intends to focus on the religious characteristics and resonances of the services of processional troupes, we shall mainly address here a traditional context and traditional functions, 1 leaving aside series of innovations and semi-professionalization, as for the latter clearly profit-motivated -even though semi-professional troupes perform within the same 艾茉莉 臺灣陣頭在人世與諸神靈界所扮演的角色:從人類學視角切入 63 religious context and are representing in the same manner the communities that are hiring them.

Due to a kind of secularization of their operation, the latter are also much less submitted to the internal ritual cycles that local traditional troupes strictly observe. In recent years, the demand for troupes itself is diversifying, and except for religious processions, semi-professional troupes can be hired and paid to perform -often on a stage-during all kinds of occasions, such as commercials, public shows, sportive events, store or exhibition openings, academic conferences, etc. This paper does not intend to scrutinize all of these variations that would lead us away from the matter in hand. Besides, numerous aspects of this problematic have already been discussed in previous publications of ours (Allio 2008(Allio & 2009)).

My privileged area of observation of processional troupes is southern Taiwan [START_REF] Allio | Le Jeu du Buffle et de la Charrue (Gu-le-a koa 牛犁歌)[END_REF][START_REF] Allio | Le Jeu du Buffle et de la Charrue (Gu-le-a koa 牛犁歌)[END_REF](Allio , 1997(Allio , 1998(Allio , 2001[START_REF] Allio | Processions and Local Identity: Ritual Staging of Local History[END_REF](Allio , 2008(Allio , 2009)), where religious events are legion, frequent and of a very large scale. This is also where I have gathered most of the data used for this discussion.

Southern troupes naturally constitute the background against which I will draw upon for my analysis of their symbolic representations and functions. It is better to underscore already now the fact that a type of processions very common in southern Taiwan, with the qualities of being both inter-communal and of a territorial scope, seem to be more conducive than others to the extensive involvement of processional troupes. These large-scale territorial processions often bear the name of koah-hiu n (刈香) in the Tainan region. They differ from processions organized on the occasion of a pilgrimage, most often called chin-hiu n (jinxiang 進香), consisting of an outward and return trip to the originating point, and which main goal is to reach an "ancestral" or senior temple.

The most famous koah-hiu n in the region of Tainan is that of Saikang. The fact that Saikang' s koah-hiu n was declared a national intangible cultural element in 2009 was mainly based on the remarkable and extensive presence of self-trained troupes, that is not just any troupes, but of the kind that are maintained and formed by the inhabitants themselves, sometimes since the 19th century. In 2009, thirty-odd troupes were self-trained for Saikang' s ritual, that is one in three troupes in the cortège, which is a lot in today' s Taiwan.

After necessary preliminaries attached to the characterization of the troupes and to the contextualized delineation of their actual activities, this paper will examine how the tangible moments of play of processional troupes -having a religious function caught into a wider ritual context-follow, on the one hand, the rules of a codified ceremonial exchange within the human sphere and, on the other hand, an essential interaction with deities and other supernatural entities.

Although these two spheres and series of actions are going to be distinguished for the purpose of this analysis, they are, in reality, completely intertwined and parts of the same whole. Uncovering these dynamic relations will allow us to go beyond the mere depiction of the troupes from the point of view of their contents and/or their appearance.

Vocabulary and Definitions

The name attributed to the object of interest here could be an issue because it is not one and only, it depends on who speaks, and it detains more than a few hidden meanings. To start from the source, the generic and vernacular name of processional troupes in Taiwan, tin-thau, literally means "at the head of the formation" . This term is more than any other telling and valid. It expresses both the functional and structural features of these troupes, for it informs us in a concise manner that these elements belong in religious processions, and, at the same time, it notifies their place within the units that constitute the cortège.

The meaning "at the head of the formation" makes clear the fact that the troupe introduces a processional formation. A village formation is called in the vernacular language hiu n -tin (xiangzhen 香陣), "ritual battalion" , or tin (陣), "battalion" , which vocabulary is borrowed from the military. The palanquin, sin-kio (shenjiao 神轎), carried by palanquin-bearers, follows the troupe; it contains one or several mobile figures of protective deities on the trail of the inspection of their sacred territories and, chiefly, the sacred incense-burner, emblem of the cult community putting up the formation. The rear is the place of honor and this is why the deities held in the palanquins, considered of greater importance compared with the supernatural protectors of the processional troupes, come at the end of a formation. A formation could not be considered a full participant in the procession and a partner without bringing along a palanquin with one or several seated deity(ies). In the eyes of the residents, a tin-thau may not be mandatory but it provides additional value and vibrancy to the formation. The palanquin is preceded by a parasol and, before this, by a percussionists' ensemble (lo . -ko . -tin, luoguzhen 鑼鼓陣), as well as bearers of various types of banners and flags, announcing the weighty names of the village, temple and deities. One or several spirit-medium(s) (tang-khi, 童乩, jitong 乩童 in Mandarin) may walk along with the deities he/she or they embody.

Tin-thau is the traditional and, in my view, the only legitimate term to designate Taiwanese processional troupes, unlike yizhen (藝陣). The term yizhen, literally "artistic formation" , often written on the announcements of cultural events, on the contrary, is never used in a traditional 艾茉莉 臺灣陣頭在人世與諸神靈界所扮演的角色:從人類學視角切入 65 context, and its Minnanese version, that would be "ge-tin" , is never heard during ritual events.

However, outside this circle of practitioners, an increasing amount of people are using the term yizhen and conveying at the same time its misleading connotations. This is the reason why this expression calls for some response. Wen-bo Huang, one of the precursors in the study of tin-thau in Taiwan, was among the first people, if not the first person, to bring into play the term yizhen Huang 1991aHuang & 1991b)). In his original definition, different from the sense given by the public later, yizhen was the contraction of two terms: yige (藝閣) and zhentou, using the first part of each. Yige -ge-koh in Taiwanese-, designates processional floats or simple boards formerly carried on shoulders -now by mechanical means-, or a kind of carriage, showing children in a static position and representing allegoric tableaux of Chinese legends and mythology, historic events or, more simply, of auspicious gist. Ge-koh and tin-thau are indeed two categories of processional ensembles that take the same structural place -prior to palanquins-and play the same function. Although these elements vary in shape, it could be convenient, as Wen-bo Huang did indirectly, to highlight their common position.

(W.-B.
However, yizhen in Mandarin has been subsequently used to substitute the term zhentou altogether by people outside of the domain of processions, such as the mass media, educational channels, museums, touristic and cultural industries, even heritage conservation agencies, principally to beautify it with the adjective yi ( "artistic" ), to "enhance its level" , and in other words, to make it sound less rustic and colloquial. Nobody in these circles uses zhentou, let alone its Taiwanese pronunciation tin-thau, as if it were inelegant to use a vernacular term. In so doing, part of the information provided by the source is thrust aside, such as the indication of the place of tin-thau in the cortège. Besides, the features of tin-thau are addressed through the lens of art,

undermining their religious functions. The result is that conceptually and practically "yizhen" are more susceptible to transposition and manipulation, and this is what is happening. The neologism conveys a slightly different meaning as well, since zhen placed at the end of the word designates more an entire processional formation than a troupe. The agencies dealing with cultural heritage and making use of yizhen are even more to blame since they had set to themselves the role of preserving processional troupes and the declared objective of ensuring their transmission.

Nonetheless, many instances of cultural operation throughout the world have demonstrated how important it is to respect vernacular expressions, and through them the objects they refer to, as well as the people using them. Because language is a part of culture, learning and transmitting culture also means to adopt the vernacular vocabulary coming along.

The term yizhen is a recent construct and its usage, instead of tin-thau, reminds us loudly that vernacular expressions emanating from what is considered to be "subaltern culture" are regarded as not prestigious enough, or, even worse, are despised, regardless of their intrinsic meaning and the important information (of a functional and structural nature here) they purport about the object they relate to and the whole context of their activities. But things are also changing in this domain, yet ironically enough, this is less due to a growing awareness of this problematic issue than to a famous recent Taiwanese movie named 《陣頭》(2012), translated

Din Tao: Leader of the Parade (note the Minnanese transcription in the foreign title) that successfully popularized the Taiwanese "zhentou culture" ! Temple Fairs' tin-thau and Regional Operas in Comparison

It is through the prism of regional operas and traditional folk music that the academic interest for processional genres was born. For a long time, these more complex elements served, rightly or wrongly, as a standard reference against which processional plays were addressed. In this concern, the main motivation to establish this connection was to understand the genesis of regional stage operas, their processes of formation and various rudiments of their repertoires.2 

Thus an implicit statement designated stage operas as "major arts" and processional performances as "minor" ones, not fully achieved arts. Instead here, we do not believe that processional genres are culturally poorer than other genres and socially subsidiary. Each of the genres of the spectrum plays a proper role, sometimes situated beyond the domain of art. But it is still relevant, We can say in conclusion that all contribute, although in a different manner, to the religious activities of a community.

Another distinction relates, in our point of view, to the fact that the feet of the opera actors left solid ground, stopped walking to tread the boards of a raised stage, of limited perimeter. Their restrained mobility and single spatial focus contrast clearly with the continuous movement and the multiple focuses of the processional troupes walkers. Stylistically, this "ascension" contributed without any doubt to the growing complexity of performances, scenarios and techniques. It allowed the changes of forms and the extension of scenes and plays. By this means, the stage opera genre could be relieved from repetitive ritual contingencies, gradually leave the sphere of temples, and perform in theatre halls of urban areas, for spectators buying their ticket and holding the role of a real "audience" . That is to say spectators no longer watching performances that were not set up for humans but primarily meant to honor deities, sometimes taking place at the same time with other shows before temples, amid an incredible noise. In a traditional setting, non supernatural spectators are by essence superfluous, even if humans are not barred and even welcome most of the time, on condition that they do not obstruct the use of space or hamper the ritual unfolding.

We note that processional performances, in contrast to opera troupes and puppet theatre that can perform in theatres hall, have overwhelmingly remained rooted in their ritual environment, determined by ceremonial purposes, and linked to communal socio-religious activities. A processional troupe is hardly transposable elsewhere as it is. If this happens -I have seen them increasingly solicited to participate in secular occasions as mentioned above-, this can only be temporarily for traditional troupes, but at the cost of losing their essential significance and their ritualistic character. Could they still be called tin-thau when we know the actual and contextual meaning of this term?

Taiwan' s Processional Troupes: their General Traits and their Difficult Categorization

The circle of processional troupes in Taiwan is very creative, and there is a large variety of genres, with often complex content and actions; deep scrutiny and long enquiries are necessary to embrace and understand them in details. Nowadays the number of troupes is higher in southern Taiwan than in its northern and even central parts. The south is where temple festivals and processions are the most frequent. The north (especially Taipei) is where the central authorities dismantled large-scale folk celebrations in the past. Certain styles are predominant in a given region of the island, and within the same region, in a given procession; this depends on local socio-cultural history, geography, and processes of identification. For instance, martial troupes are comparatively more numerous in Saikang, situated in former Tainan County, and in Neimen, in former Kaohsiung County, than in any other place on the island. Certain genres had been totally absent in the north of Taiwan. Bearing the same name does not necessarily imply performing the same pieces. For instance, the Lion troupes are very diverse from place to place: this is externally evidenced by the variety of Lion masks and their colors, the number of members, or by their martial movements, choreographies, etc. Certain types of processions are conducive to the involvement of more troupes than others. Interestingly enough, great size "pilgrimage processions" in central Taiwan, such as that of Dachia Matsu, do not involve the participation of as many troupes as in "territorial processions" , such as those in inner Tainan called koah-hiu n , for example.

Just as it is possible for the cult of a deity to stem out and give rise to new sites of worship, processional troupes genres, techniques and repertoires can be transmitted through their masters to other villages. Usually, the specific worship of the troupe' s tutelary deity is adopted along, as well as signs of identification, such as the color of members' waistbands in the case of martial troupes. Sometimes, with or without the involvement of any master, different styles, characters, 艾茉莉 臺灣陣頭在人世與諸神靈界所扮演的角色:從人類學視角切入 69 or fragments of repertoires, happen to be borrowed or emulated, as is the case for newly constituted troupes and semi-professional groups. Various trends can be distinguished depending on the time. For example, the content of a popular song of the sixties, Miss Sulan is getting married (Sulan xiaojie yao chujia 素蘭小姐要出嫁), itself inspired by the melody of a folk song from Hokkaido, was turned into a processional genre and many troupes had come into existence thereafter. The same song also gave birth to a movie. More recently, the traditional giant puppet named Sam-thai-chu (Santaizi 三太子) has become ubiquitous in processions with a modernized form of costume, body language, and choreography, all that animated by techno music. Its performance has extended from the processional sphere to the outside and can be seen in many occasions, whether they be cultural or commercial, even political. Sam-thai-chu has been turned into a mascot in unusual instances, and been presented as the emblem of Taiwanese culture or of Taiwan itself in soft diplomacy enterprises. Entirely new genres are developed also by semiprofessional troupes, called in this case xinxing zhentou (新興陣頭), "emerging troupes" and these genres are stylistically and thematically unlimited. It is noteworthy how new creations, even for the most contemporary ones -such as the show of lamei (辣妹), "sexy girls" , that have been transposed from another type of shows, seen in discos and bars-remain linked to socioreligious services, take the usual place in processions before palanquins, and serve as offerings.

Some genres, be they traditional or modern, can also fall into disarray. Their expansion follows that of the economy, as it is the case for temples fairs, or any other kind of religious celebrations' component. However, we must insist, the value that processional troupes hold in religious events is unwavering in today' s Taiwan. 文) can be translated literally as: "civil, literate, textual, cultural" ; this is in fact a stereotyped characterization designating modes of expressions that use words and not weapons, that are soft, non violent. In practice, in this context, it rather means any style that is non martial. The bu (wu 武) category applies to militia-like troupes, composed of about forty members, equipped with weapons for hand-to-hand combats used during parades and collective demonstrations of fights to the sound of percussive instruments -a drum, two gongs and a pair of cymbals. Part of these fights is bare-handed and well orchestrated as are their complex collective figures, for some exorcistic. The bun category applies to plays including dances, songs, dialogues or monologues. Some performances do not contain words or talks but instead shouts, whistles, and use percussions, such as the Flowery Drum Troupe; but bun players do not fight and do not carry weapons. The two expressions bu-tin and bun-tin point to two main themes. The first relies on a military matrix and the second on a civil matrix, recalling, for instance, the vernacular division of affairs in the Chinese ruling of state. Some other styles are more difficult to classify, a good example is that of The Height Generals Troupe, studied by Donald Sutton (1996Sutton ( & 2003) ) and

Avron [START_REF] Boretz | Martial gods and magic swords: The ritual production of Manhood in Taiwanese Popular religion[END_REF]. Local people are puzzled when inquired about it; sometimes this style is typified as bu because the main characters are generals of the underworld,3 but sometimes as bun, by way of default, because it differs completely from what is typically considered as a martial troupe against the model of Songjiang troupes presenting thirty-six soldiers with weapons, looking more like a militia and rarely costumed and face-painted. This is not the only ambiguous example.

Actually, when we look at it closer from an etic point of view, the classification into martial and verbal/civil troupes appears to be incomplete. Only martial arts seem to constitute a well defined register. Despite its blurred limits, this bun/bu emic categorization remains efficient locally, for it is recurrent and it helps defining and organizing the socio-religious actions of the troupes and their rites. Ritual actors use these categories more as indicators, without focusing on their boundaries. In this context, the vocabulary in use reflects the fact that the performance of processional rituals resorts to two modes of actions that are complementary and supposed to encompass all modes of actions, not just abstract and spiritual, to achieve their goal in the realm 艾茉莉 臺灣陣頭在人世與諸神靈界所扮演的角色:從人類學視角切入 71 of humans and in the kingdom of gods.

Secondly, tin-thau and ge-koh -the type of children floats and tableaux described earlierare differentiated, also at a glance due to their physical divergence. The elevated motionless children contrast with the movements on the ground of the tin-thau walkers. A characteristic often verbalized regarding ge-koh children is that they are costumed and face-painted in the way opera stage actors are, though rudimentarily in some instances. Although dissimilar in appearance, ge-koh and tin-thau hold the same structural position in the cortège -they are always placed in front of a palanquin-and play pretty much the same function, except for the Centipede which ritual task is more particular (Allio 1997).

Among various scholarly classifications, taking an etic viewpoint, we shall mention two sets elaborated by two Taiwanese scholars who have done extensive observations and detain onthe-ground knowledge of the tin-thau phenomenon. 4 Wen-bo Huang (2000: 32-34) evokes the inherent religious function of processional troupes and, after acknowledging the difficulty of classifying them, distinguishes six types: "religious troupes" (zongjiao zhentou 宗教陣頭), "minor theatre troupes" (xiaoxi zhentou 小戲陣頭), "musical troupes" (yinyue zhentou 音樂陣頭 ), "cortège troupes" (xiangzhen zhentou 香陣陣頭), "entertainment troupes" (quwei zhentou 趣味 陣頭), "funeral troupes" (sangzang zhentou 喪葬陣頭). The author admits that these categories are constraining and one is obliged sometimes to make the strokes bolder in order to find a place that, in the end, only matches approximately. But at least this classification helps the sorting out and descriptive tasks, he says. The present paper does not discuss the troupes that only show up in funeral contexts and it considers all other categories as "cortège troupes" due to the role they endorse in processions, no matter their style, register or phylogeny.

Ming-hung Huang, concentrating on the corpus of the processional troupes of Saikang which is the topic of his master thesis, focuses on the traditional troupes of "religious status" (juyou zongjiao diwei de chuantong zhentou 具有宗教地位的傳統陣頭), that is, noticeably assuming a ritual task and a religious function during the festival period, in virtue of "historical reasons, apparitions events, troupe' s basic quality" . The author distinguishes six troupes of this kind: the Concerning this latter distinction, I am tempted to tackle the issue at another level, more encompassing, as I believe that all processional troupes are religious, to a lesser or higher degree.

Not only because of the rites all of them have to perform, such as taking part in a cortège along with deities, visiting the dwellings of other deities -these tasks are indeed determining their very participation in this context-, but also because these performance-related units -and to a larger extend operas on stage-are intrinsically religious in the first place. To consider this issue, we might need to abandon the clear-cut differentiation between ritual and performance, religion and theatre, in the paths of several scholars such as Richard Schechner, Eugenio Barba, Jerzy

Grotowski. This remark basically arises from the observation of the fact that festivals simply require the inclusion of "theatric" forms and "bodily" expressions. As a matter of fact, to this day this requirement has kept processional troupes alive, as well as Koa-a(-hi) (gezai(xi) 歌仔 戲) opera troupes in Taiwan, and has given rise to the semi-professionalization of many tinthau. There might be something else behind the scene, not only of an entertainment order, even functional, very essential for the ritual regime. We shall turn to this later.

Amateurism, Savoir-faire and Modes of Transmission

Traditionally, the members of a communal processional troupe reside in the village where the formation that is put up to participate in the cortège originates from. The fact that, like in Saikang, the participants of troupes are in majority both locals and amateurs, gives the procession a particular cachet and actually secures the quality of the performances. At first sight this situation could be a paradox, since it is usually understood that what is accomplished by professionals is of a higher quality, and amateurism is often synonym of un-skillfulness, inexperience and unpreparedness. But, in the domain of local traditional performances, the contrast that local people perceive and conceive is however that the first situation is orientated toward self-profit and that the activities of the second are performed on a voluntary basis in the name of the entire community. Besides, the practice means much more than a hobby for simple amateurs, it represents an investment of time and energy as well; they can also make an individual vow that is meant to earn divine protection. These points are crucial to comprehend what is following.

The action of the troupes is meant to honor deities and/or to serve the community in its interaction with the supernatural world. The socio-religious implementations and implications of that task are complex, as we will see below. Social links, solidarity, cohesion are generated and maintained locally through the organization of processional formations (hiu n -tin) and of the local processional troupes (tin-thau) they include. Local residence and amateurism constitute in fact the conditions of a better commitment and a traditional process of learning and transmitting.

According to custom, troupes' knowledge is handed down through a male line only, for males are supposed to remain in the village and to perpetuate this skill and other collective rites in the same place, unlike women, who, after getting married, usually leave their place of birth. For this reason, girls and female teenagers were rarely initiated in the past. Nowadays, in the case of non-martial troupes, it is possible to see married women and old people substitute for the young members that cannot be mobilized anymore. The masters of the non martial troupes teach only in their own village. In the case of martial arts troupes, they teach also in communities that have a special link with their troupes or villages.

Because they are amateurs and only rehearse every three or four years for the territorial procession, or when the village goes on a pilgrimage, the resident members of a troupe are not "paid" to perform. However, nowadays, it is more than common to see cult communities, according to their financial capacities, rewarding the participants and especially the masters of martial troupes with a symbolic amount of money placed in a red envelope. This is not equivalent with a salary and the money offered is far from compensating the actual sum of time, energy and efforts spent on these matters. The custom says that participation amounts to an offering to the deities.

The corpus of knowledge and know-how related to the troupes -plays, songs, texts and musical scores/transcriptions (if any), dances, choreographies, fights solos or duos, battle figures and so on-is conceived as to belonging to the community. It is its "capital" and constitutes a part of the heritage and of the patrimonial assets own by the temple institution that was built by the community, in the name of its protective deities. This is particularly interesting since this corpus of knowledge is most of the time intangible, of oral tradition, transmitted without material support or annotations. That is another reason pushing for an exclusively local transmission. This knowledge and these techniques cannot be divulged outside or utilized by individuals without the consensual agreement of the local inhabitants, sometimes via their temple committee. Exploiting a traditional and collective heritage for commercial purposes, forming or semi-professionalizing a troupe that preexisted in the village always encounter discouraging social pressure or strong criticism.

The Troupes and their Ritual Services

The cortège of an inter-communal procession draws together the formations representing different participating cult communities set up by villages, hamlets, urban neighborhoods, sometimes individual temples, marching one after the other in a pre-established order. The head of the procession is considered more dangerous than the other sections since it "opens the way" , that is to say it may first come into contact with malevolent spirits that are supposedly wandering around. As a matter of fact, the three main functions locals believe territorial processional rituals accomplish are: exorcising, pacifying and blessing the territory and its inhabitants. Sometimes the formation that opens the way of the procession is chosen in reason of its deity, such as, in the region of Chiali, E-po' s Sam-thai-chu; sometimes it is chosen in reason of the processional troupe that the village possesses, such as O-tek-na' s Golden Lion' s Troupe, in the region of Saikang.

Nonetheless, no matter whether it is the deity or the processional troupe that determines the choice, the other component of the formation acquires de facto the same valued status. The rear of the cortège is the place of honor, that of the most important deity, such as the Gods of Pestilences, Matsu, Baosheng dadi, Guanyin Fozu. The rest of the cortège is composed of several equivalent segments. In some processional traditions, other statuses of prize are attributed to a particular village or groups of villages with corresponding positions in the cortège. The parade does not have any narrative content and no scenario to develop over time and space. On the contrary, the cortège is based on repetitions: the repetition of segments, of the formations' components, of the rites accomplished on the route, from one step to the other, and by each formation. A multitude of banners, flags and other standards are necessary to identity each element, that could seem too similar at first glance.

The festival to which the procession belongs requires generally several months of preparation even if its climax lasts a few days. In southern Taiwan, the festival very often comprises distinct rituals, executed by different celebrants, taking place at the same time but in different locations, with rare junctions. The procession is the ritual in which the residents are the most involved and the services of the local processional troupes are without any doubt the part that requires more time to be prepared.

We shall turn again to the koah-hiu n type of traditional procession common in the hinterland 艾茉莉 臺灣陣頭在人世與諸神靈界所扮演的角色:從人類學視角切入 75 of Tainan to elaborate on this point. As we have seen before, koah-hiu n are typical "territorial processions" . The preparation and the accomplishment of these processional rituals concern and engage all residents of participant communities. Individuals have to participate in the name of their household, not for themselves, according to a basic requirement. They contribute sometimes beyond this prerequisite, making an additional input (in money, time, efforts) and this will be acknowledged and appreciated by the community as such. Other persons seek the special and direct help of deities and their participation is conceived as a vow.

Participants of a troupe need to go through an apprenticeship for two, three or four months, sometimes even more, depending on the type of troupe, "civil," or "martial" . Non martial troupes often necessitate more time for rehearsal since actors -that are often children-have to memorize numerous songs, gestures and simple choreographies and due to a high turnover from one occurrence to the next -in general three years separate two celebrations-, also because of the physical transformation of their bodies. Martial troupes' members are generally aged from sixteen to fifty-six and tend to repeat their participation, keeping most of their knowledge from one occurrence to the other ; this way the preparation goes faster.

Four main rites punctuate the ritual activities of the troupes: "settling and entering the ritual area of rehearsal and play" : jip-koan (ruguan 入館), which marks the beginning of learning and rehearsal; "opening up the ritual area of play" : khui-koan (kaiguan 開館); "taking part in the procession" : chhut-tin (chuzhen 出陣); "putting down and leaving the ritual area of play" : siakoan (xieguan 謝館), which marks the completion of the involvement of the troupes' members until the next occurrence.

The koan (guan 館) is the place where the troupe rehearses but, most importantly, where worship is dedicated to the tutelary god of the troupe. For this purpose, during the jip-kuan ceremony, a specific altar is established and placed in a wing of the local temple or next to it in a separate shelter. This place is the key reference for the rites observed by the members as a collective entity; this is where they have to burn incense daily. "Entering" an "leaving the ritual sphere of play" require in both occasions special offerings and particular rites, in the morning for gods and in the afternoon for wandering spirits, as well as a banquet thrown in the evening for the members and organizers, sometimes at the end of the cycle, also for the community' s allied troupes and villages. The altar is traditionally set up temporarily and is dismantled during the siakoan ritual; sometimes the deity continues to be worshiped in between two occurrences, in that case, His mobile statue is re-located in the local temple.

Another rite can punctuate the interval between "opening up the ritual sphere of play" and "taking part in the procession" , that is tham-koan (tanguan 探館) "paying a visit to another koan/troupe/village" . It means that, at night or during weekends, before the procession starts, the troupe goes to neighboring villages to perform its repertoire; this way, at the time of the processional ritual, it will not need to repeat this service.

Every troupe sets a date and a specific time for the rite khui-koan -traditionally by means of divination-and goes to the central temple of the entire ritual territory where it executes its repertoire almost in its entirety, for more or less than two hours. The length of this performance tends to be un-reproducible during the procession itself, because all the troupes have to visit all the temples one after the other, during pretty much the same time span. So, at each step, time and space might not be sufficient for each troupe to perform fully. Even if it intends to, temples' courtyards may well be already occupied by other troupes. But, it is at minima necessary to execute a ritual salutation -specific to each genre-in order to honor the deities of the visited temples. After the short salute and play of the troupe, it is the turn of the deities transported inside the palanquins to execute their ritual addresses.

In Saikang, because of the acquaintance among contiguous communities, accumulated experience and also great familiarity with the itinerary, during the day, the processional troupes tend to leave their palanquins, which progress more slowly, and move in the front of the cortège.

This reshaping of the cortège and the actual separation of troupes and palanquins recreate at a larger scale a unique formation: troupes ahead, palanquins behind. Based on repetitive elements and activities, the structure nonetheless displays interlocking levels. This immense "formation" , composed of all the participating segments, manifests in fact their fusion into a higher level community and, most importantly, illustrates the principle of their alliance and showcases a coherent celebrating territory.

Troupes' Plays as Elements of Exchange within the Human Sphere

To continue with the significant example of koah-hiu n processions in Tainan which mobilize traditional local networks of inter-knowledge, and clearly reveal processional troupes' functions, as well as their basic nature, we may now address a more hidden meaning of their social and symbolic participation. In accordance with the organizational mode of this type of processions, lasting several days and departing every morning from a center, each processional formation has to visit all the partner localities and temples (as well as, by definition, the deities worshiped inside) that have sent a formation to participate in the cortège and that are located within the ritual territory. In other words, every village that is represented in the procession is alternatively visited by all other formations during the ritual period. In consequence, the cortège is made up almost exclusively of contiguous villages. This type of procession can draw a large amount of people together and, theoretically, such an aggregation of formations does not have limits. It is the combination of the criteria of time and space -how many days are necessary to run through the entire territory?-that actually imposes a limit. All together, the communities form a ritual territory that is clearly distinguished from the exterior, where lie other socio-religious entities that may or may not organize an intercommunal ritual as well. In this way, the processional ritual marks the borders of a common ritual territory that is symbolically closed, and where participants exchange and play among themselves.

The fact that each village represented in the procession is visited by all other formations highlights the principles of reciprocity and equality among the participating communities during the festival. Although each community is distinct, in the sense that it builds its identity on its own troupe, temple, deities, cults and sacred symbols and that it ascribes to its own protective deities not only great efficiency, but also unique exploits from which it capitalizes upon, its cooperation with other participating communities, however, is highly emphasized. The whole structure, the cohesion and the continuity of this type of higher-level ritual depend on that. On the other hand, the system is also open to competition for prestige, based on the alleged exploits of village' s deities and the performances of villages' troupes, especially the martial ones. A common expression epitomizes this principle: "A personal affront, fine! Our battalion' s defeat, no way! If our battalion is forfeited, our face is lost!" (su-lang m-su-tin, su-tin phai n -khoa n -bin 輸 人毋輸陣,輸陣歹看面). The term tin (陣) refers to a processional formation and the expression tells us at least two things: the formation is the emblem of the community and the residents of a same village are embodied by the formation. Yet, another principle shows that when challenged, individually or collectively by an external community or by another inter-communal entity of a large scale, a sense of solidarity among the communities belonging to the same overarching ritual and territory does not fail to stand up too. So, from the perspective of identity-building and sense of belonging, this type of processional structure is interlocking at various levels and is constantly playing on the interior/exterior opposition.

This higher-level collaboration, facilitated and strengthened by the regularity of the celebration, is concretely displayed during the procession by a series of exchanges among all communities. The kind of elements on which is based this flow of exchanges, that constitute the shares received from villages and the shares given by them in return are: deities' visits, greetings and salutations, troupes' plays, incense, strips of red fabric, food, sometimes cigarettes, towels, beverages, or other gifts, and, consequently, mutual protection and blessings. If we examine closer the nature of the elements that are exchanged, we see that they are mainly intangible, as in the case of processional troupes' performances, evanescent like incense, but nevertheless strongly determining human relationships.

This exchange is general, in the sense that it concerns every single segment; it is also reciprocal, in the sense that each unit takes and gives; it is balanced, in the sense that its guiding principle tends toward egalitarianism; and it is never delayed, because it has to be concluded during the time limit of the procession. This context and these strict principles of exchange shed another light on the expectations weighting on the troupes and on other participants. The very content of the play and the genres of the troupes are not over-determining in this case and are even secondary.

For our concern today, it is important to acknowledge that humans, in accomplishing a koah-hiu n procession, not only achieve an alliance among local communities but also, through reciprocal visits, stage the mutual greetings of local deities, major emblems of the communities.

Palanquins' bearers carry deities' statues and incense-burners from one temple to the other, and the troupes take the incense representing the worship of their tutelary gods wherever they go too.

Two kinds of assemblies are put on stage during the celebration: that of humans and that of gods.

Playing for Gods: Interaction between Humans and Supernatural Entities

Parallel to this generalized exchange practiced within the ritual sphere among ritual partners at a horizontal level, another type of exchange takes place: that occurring between humans and the supernatural world, thus at a vertical level. What occurs for the humans also occurs for their protective gods; actually from an emic point of view, the reverse turn of phrase would make more sense: it is in the name of the gods that the celebration takes place. We have underscored before that the performances of processional troupes are conceived as immaterial offerings to the gods dwelling in the temples visited by the formations during the procession and to the gods invited for the circumstance. Thanks to their mobility, troupes appear where performance is required, just 艾茉莉 臺灣陣頭在人世與諸神靈界所扮演的角色:從人類學視角切入 79 as theatre is presented on static stage in front of temples to honor deities. We shall now explore further the nature of this 'offering' and ask whether the deities are the only supernatural recipients of these pleasant and artistic expressions of which they are considered to be particularly fond.

The procession is a realm of cultural and gestural expressions, but there seems to be something else very precious that needs to be given, spared, or taken during the procession, in relation to troupes' gestures and in a broader sense to bodily actions, that goes beyond the style and features of performances. Field observations confirm repeatedly that the most considerate move a troupe could provide while reaching a temple especially that of an allied community is to perform as long and as vigorously as possible. No public is needed for that, but locals will be aware of these physical efforts and will comment, capitalize and remember them. On the contrary, the most thoughtful reaction that the hosts could manifest with regard to the visiting troupes is to care about the tiredness of their members and try to convince the leaders to stop -even though they had just started-, saying that the troupe' s members should take a rest and eat the food prepared for them. This role-playing might look prosaic but it actually displays the most approved etiquette in those circumstances and makes us sense that something is at stake here.

Hence, what the communities in question take turns to give to each other, especially through their troupes, but also via tang-khi and bearers, is their physical energy. As a matter of fact, the whole ritual process, instead of being simple and weightless, is long, extended, strenuous, and repetitive, as if participants had truly to run ragged over it. Each of the communities exhausts itself for the others, knowing that in return it will receive basically the same kind of "sacrifice" from the others.

Yet, humans do not conceive they are the sole actors in this process and what is staged by and for them is also supposed to take effect into another dimension, that of the supernatural world, a world populated, as it is conceived in folk beliefs, by protective deities, neutralized noxious spirits -composing, for instance, the battalions posted at the borders of villages-, and malevolent entities. If we turn to this latter category we see that they are particularly feared during the ritual but, at the same time, they are convened for it. This apparently contradictory situation can be clarified. These entities fell in the condition of being malevolent elements because they were badly dead and ever since, unlike ancestors worshipped on domestic altars or lineage temples, they are deprived of regular offerings. For this reason, they are constantly seeking for the vital substances they are lacking and are conceived as revengeful and sources of misfortunes.

In paying attention to the communication and exchange between humans and supernatural entities during the celebration, we discern that what is implicitly given by humans to the special takers they have convened for the occasion is in fact part of their own energy, their vital substance. What is expressed by this process is that, through the repeated and exhausting plays of processional troupes, a sacrifice of energy is performed. The recipients are the supernatural elements who lack this particular kind of substance. The general rule is that in giving you get in return, a counterpart being always expected after a first move. What the community hopes to get here is a non aggression from these noxious elements. By this act, the community tries physically and symbolically to appease its supernatural enemies, to neutralize them for a definite period, that is until the next ritual occurrence; and so the process becomes endless. In this way, this mechanism also offers a basis for the social reproduction of the group and its relationships. Not to be exposed to dangers means naturally to have the possibility to live in peace, in good health and to prosper. What is at stake here is an extreme gift, a gift of expressive power and bearing:

vital substances are bestowed to allow life; safety and good physical conditions, which are basic requirements to any endeavor.

We can now better comprehend the value and outreach touched by processional troupes;

troupes we may have thought merely entertaining and multi-colored in the beginning. We can as well better understand why performances involving bodily acts and theatric expressions are omnipresent in the ritual celebrations of folk religion. In the short lines of our temporary conclusion, we could ask ourselves: to reach that goal, why do we need bodily expressions taking this particular shape, mobilizing this kind of aesthetic? More exploration of the relationship between religion and aesthetic would be needed to get an elaborate answer here; this could also justify the amazing gifts of what is considered to be the best materials, forms and effects to the gods and their palaces. But maybe we are going too fast with this question and only connecting concomitant realities that are the results of different trajectories. It is less the shape than the essence of these expressions that is important to progress in our comprehension. Actually at the origin of this symbolic chain of expressions stands the body, instrument of physical performance, container of energy, and also generator of life. Crucial acts in time of collective rituals rely in great part on this core element. Beyond multilayered meanings and forms, theatric performances or bodily expressions have become an esthetic way of providing energy, of performing a sacrifice still formulated as an offering during festivals. Other ritual agents within the procession do the 艾茉莉 臺灣陣頭在人世與諸神靈界所扮演的角色:從人類學視角切入 81 same thing more explicitly, especially tang-khi, and we know how close these two roles were in ancient beliefs and still are in symbolic and social representations. What is remarkable in twentyfirst century Taiwan is that all the components of the spectrum of theatric and bodily expressions continue to be displayed, from traditional religious plays to the most contemporary creations, with a large palette of fusions and re-creations as well, while religious theatre and performances are now extremely rare in the West.

  as we think, to compare the two genres -in a traditional setting though-from a structural and a functional point of view. The most meaningful comparison lies on their respective religious characteristics and ritual functions. This field of research owes particularly to the groundbreaking stance of the sinologist Piet Van der Loon who has addressed the relation of theatric genres and performative rituals both from a historical and a cultural point of view (Van der Loon 1977); Kun-liang Chiu in Taiwan early showed his interest in the relation of theatre and religion in his work, starting from his doctoral dissertation in France and in his later publications (see in particular[START_REF] Chiu | The Evolution of Theatre and Culture on Taiwan: historical memory and the point of vision of the pubic[END_REF]. In return, this approach of processional troupes could actually inform some aspects and meanings of the omnipresence of stage operas in religious festivals. From the perspective of space and movement, a traditional regional opera troupe typically performs on a stage, right opposite a temple where the celebration of a deity' s birthday takes place, or during other religious occasions, such as a Daoist service. Processional troupes, as for them, are mobile, transient and flexible, since they have the capability to transform into performance areas any temple' s doorstep, any road and track, any house' s courtyard on the route. Because they are itinerant, troupes' performances do not use any stage, scenery or props. Temples' fairs, celebrations of deities' birthdays and Taoist services do necessitate theatre or puppets' shows on stage, if not film screenings -the mobile statues of deities coming as guests from other communities and altars to attend a festival are said quite fairly to come to "watch theatre" , khoa nhi (kan xi 看戲). On the other hand, the different forms of collective processions -deities' tours of inspections, pilgrimages, itinerant exorcisms and propitiatory rites-include processional plays. Processional troupes' plays, performances on stage, as well as puppets' shows and movies' screenings, are all conceived as tributes and offerings destined to supernatural entities.

  It is hard to classify processional troupes into performance categories since their styles are eclectic and since they include layers of different nature, where examples of borrowing are numerous. At the outset, the question arises of choosing the criteria of differentiation between an emic and an etic point of view. The emic viewpoint reflects the vision of local actors in their vernacular language; the etic one translates that of outsiders to the culture, most of the times situated at an analytical level. The emic standpoint in what concerns the classification of the troupes provides plenty of useful insights and at the same time, it is important from an anthropological point of view to take these categories as objects of study, as well as their underlying representations.Firstly, local taxonomy clearly distinguishes two genres: the troupes of martial style, butin (wuzhen 武陣), like the Golden Lion Troupe, the Songjiang Troupe, the White Crane Troupe, etc., and those that are not martial, labeled as bun-tin (wenzhen 文陣), such as the Song of Ox and Plough Troupe, the Chhia-ko . (Chegu 車鼓) Troupe, the Flowery Drum Troupe, etc. Bun (wen

  Centipede, the Golden Lion Troupe, the Five Tigers Pacify the West Troupe, the White Crane Troupe, the Eight Generals, musical 'civil' troupes such as Nanguan troupes & the Protegé of the Son of Heaven troupes (M.-H. Huang 2009: 51-60).

From an anthropological perspective, the notion of "tradition" is not an inert content rescued from the past, but a set of practices continuously revitalized according to human realities and choices, pertaining as much to the generations that had transmitted them as to present times.

Yung-I Tseng' s research on this topic is recognized as the most accomplished and representative; for a synthesis see,[START_REF] Tseng | Chinese Local Theatre's Forms and Pathways of Developments[END_REF] 

[START_REF] Boretz | Martial gods and magic swords: The ritual production of Manhood in Taiwanese Popular religion[END_REF] underscores the fact that the Height Generals genre adopts in its play the dramatic gestures of martial arts scene of regional operas .

I have commented elsewhere the elaborate classification done by the American scholar Donald[START_REF] Sutton | Ritual drama and moral order: interpreting the gods' festival troupes of southern Taiwan[END_REF], based on a completely different perspective, that of the transgression or reinforcement of moral order, according to the messages delivered by the troupes' plays and the emotions they provoke from the public(Allio 1999(Allio -2000: 207-209): 207-209).
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