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stage in the second part of the performance represent various kinds
of divine/mythical beings. The conclusion of the kolam
performance is marked by the appearance of the mythical being
called Gara Yaka, which is “a component part of many exorcistic
rituals” (Niirnberger 114). Givea that the objective of the Gara
Yaka performance in ritualistic contexts has been to ward off evil
spirits (Dela-Bandara 250), the appearance of the Gara Yaka in the
concluding segment of the kolam performance undoubtedly
attributes to the performance ritual significance.

In the case of Manamé Natakaya, a couple of features that attribute
the text a similar mythical significance could be found at the
beginning and the end of the play. The play begins with a verse
presented by the moderator/presenter/leader of the chorus in
which he praises and worships the Buddha. This introductory
verse is followed by another verse, which presents an abridged
version of the story of the play. The fourth line of this verse states
that the play is an attempt to act out the story in keeping with the
standards of traditional theatre. Following this introduction to the
play, the chorus sings three short verses in which it seeks
permission first from the gods of the sun and the moon who are in
charge of the celestial realm, second from the god of the earth who
is in charge of the terrestrial realm, and third from the rest of the
gods for the play to take place. At the end of the play, all the
characters come on the stage and collectively sing a song, which
. invokes the blessings of the Triple Gem of Buddhism (the Buddha,
his doctrine, and the Buddhist order) and the entire pantheon of
gods (mainly of the Buddhist tradition).

These features of the Manamé Kélama and Manamé Natakaya that
are explicitly mythical in nature indicate an attempt to reinforce the
mythical dimension of the source story weakened by the demands
of the poetic consciousness that governs the new contexts of the
story. Although the transition from the realm of myth to the realm
of art has resulted in the source story losing much of its mythical
character, the fact that the story is still couched in a broader context
significantly defined by myth strengthens the mythical nature of the
story. In this sense, the source story has not completely left the
mythical realm and comfortably located itself in the artistic realm
dominated by what Losev recognises as the poetic consciousness.

pregnancy (dola dukkha). She craves, however, not for food but for a masked-
drama. The masks are now provided by the gods. Finally it was possible to satisfy
the cravings of the queen. Thus this suggests an origin in a fertility ritual” (115).
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Conclusion

The simultaneous processes of the -de-mythicisation and re-
mythicisation in the context of the Manamé Kolama and Manamé
Natakaya convert the two theatrical pieces into realities that can
best be categorised under what Vladimir Marchenkov calls
mythosophy, which, according to him, is “a hybrid form” that
“neither reproduces traditional myth nor completely dissolves the
latter in rationalistic allegorizing” (xvii). The hybrid form that
mythosophy represents is a space defined by an interaction between
myth and art as a philosophical tradition. Mythosophy therefore
recognises the validity and significance of both myth and art. Given
the importance that mythosophy attributes to both myth and art, a
conceptualisation of the two theatrical pieces in question as
mythosophy would invariably recognise those theatrical pieces as
embodying a broader consciousness defined by both the mythical
consciousness and the poetic consciousness. In such a context, any
serious attempt to understand these theatrical pieces should
employ an approach that recognises and accounts for this broader
consciousness.
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