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god of creation (Bharatamuni 1-2). According to this origin myth,
Brahma CQmposes a treatise on theatre, which he then passes on to
Bharata who is introduced to Brahma by Sakra/Sakka as a sage
"conversant with the esoteric mystery of the Vedas and perfect in
the observance of holy vows" and also "<;apable of receiving,
retaining and putting it into practical us~' (Bharatamuni 2-3).
From the perspective of this myth, theatre itself is a product of
divine intervention in the human world. By virtue of the fact that
the kalam tradition and the niidagam tradition, which provide the
context for the Maname Kalama and Maname Niitakaya
respectively, are part of traditional South Asian theatre, which is
largely defined by Bharatamuni's conception of theatre, they both
could be seen as directly or indirectly subscribing to Bharatamuni's
mythical perspective on theatre. In a context where the theatre
space is conceptualised as a mythical space and the story
performed is explicitly mythical, a complete rejection of the
mythical dimension of the story would not only deprive the story of
its 'life' but also violate the widely perceived sanctity of the
traditional theatre space.

Despite their conscious departure from the myth in the source
story, both the Maname Kalama and Maname Niitakaya embody
certain features that keep them tied to the idea of myth. In the case
of the Maname Kalama, most of these features are to be found in the
broader performance which the Maname Kalama is part of. At the
beginning of a kalam performance, the moderator/presenter who
plays the role of introducing the characters to the stage recites
verses that pay homage to Brahma and the other Hindu deities
multiple times, invoke blessings on the spectators, request the gods
to protect the spectators and bless them with long healthy lives,
worship the Buddha, his doctrine, and the Buddhist order, and
request certain deities to grace the occasion with their presence
(Dela-Bandara 93-97). While the verses addressed to Brahma and
the Hindu gods are either in Sanskrit or in a form of Sinhala heavily
influenced by Sanskrit, those addressed to the Buddha, his doctrine,
and the Buddhist order are in literary Sinhala. The next segment of
the kalam performance consists of a set of verses that present the
origin myth of kalam as an art form, which is essentially a story of a
divine interventionP Many of the masked dancers who appear on

27 Nurnberger summarises the origin myth in the following manner, "In the
literature on this subject, the story of its origin is narrated in different versions, but
the essence remains always the same: a queen, in most versions the consort of the
mythical first king Mahasammata, is with child and is afflicted with longings due to

17



KALUGAMPITIYA

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

In the case of Maname Niitakaya, 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 Maname Ko/ama and Maname Niitakaya 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 (dolo dukkho). 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 Maname Kalama and Maname
Niitakaya convert the two theatrical pieces iJ:}to 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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