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Diary entries as a narrative form
During the mid-sixties there was a furore to the effect that the

most influential literary force on Sinhala novel was the Japanese
creative literature. This was a result of the much discussed novels
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of such Japanese novelists as Mishima, Tanizaki Jun-ichiro,
Dazai, Yasunari Kawabatha and a few others

It was apparently the late professor Edirivira Sarachchandra
who Kindled the interest in almost all aspects of Japanese creative
forms of Communication. The culmination of his influence
lerived from those sources were visible not only in his theatrical
activities, but also his two original Sinhala novels, Malagiya atto
and Malavunge Avurudu da centred around the sensitive loves
tory of Noriko and the Sri Lankan scholar and the artist Devendora.
When these works were translated into English by the author
himself, titled foam on the stream, the English reading public too
had the chance to gauge the effect of the Japanese influence from
various points of view, giving special emphasis on the importance
of works based on cross cultural experiences gradually widening
the themes and expressions.

The younger generation of readers, like most of us, rallied
round this new cultural significance and we had the opportunity to
read some of the Japanese novels translated into English. In this
direction, one of the few significant works was Tanizaki
Jun-ichiro's short work titled "Key" (kagi), centred round two
diaries of a husband, a leamed man and his wife respectively.
Then there were two more characters, the young daughter of the
couple and a young teacher. Significantly enough, as in the usual
form of conventional novel.

We used to read in this nothing apparently happened in a
round narrative line. Instead, the reader comes to grips with an
understanding of an innerness which is by no means a simple
experience, rather a complex web of events recorded with
sexuality and morality as the mainstream of issues.

One could visualise that the husband records his diary in
order to keep clear of his mind and the wife too does the same, not
knowing that each one has secret access to the entries.

The reader comes to know of the gradual decline of all bodily
relations and the futility of actual existence. A reader may in the
commonest fashion could raise a question as to why a sensation
should be created in order to relate the mutility of life. Butona
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second reading or re-reading in a more careful manner, Tanizaki is
seen as a creator of a mysterious world where only a sage could
understand the actual meaning of sensory life. When the film
based on this novel of Tanizaki came tobe shown we were disillu-
sioned as to the shallowness of its presentation and yearned to
recall the sensitive areas in the printed work.

Well, cinematic treatment of a novel may make or mar the
effect, one had in the first instance. Tanizaki Junichiro's (1886 -
1965) novel "The Key" (Kagi) is now translated from the original
Japanese language to Sinhala, (published by Godage) by Prof.
Kulatilaka Kumarasinghe, who had stayed a period of conducting
research in Japan. He has attempted to bring out a Sinhala translation
plus two other supplementary items. To his translation he has
added a biography of Tanizaki Junichiro, citing his most significant
works and presenting his place as a novelist in contemporary
Japanese literary scene. This I feel is one of the most needed areas
for study especially for those interested in knowing the background
in which the creator and the creativity are placed.

The second one is an epilogue like note at the end of the work
which records comparative study factors of the development of
Japanese creative literature, with special relevance to short story
and novel and its possible impact on the modem Sinhala creative
works, especially on the novel.

But I am not too sure the second category of notes would be
taken quite seriously for the simple reason being that a few works
are available either as a translations or as adoptions.

This point I think was taken far more seriously by Martin
Wickramasinghe by writing one whole book (or a collection of
essays) titled ("Japan kama katha hevenella")

What Dr. Wickramasinghe wanted to show was that the
Japanese creative influence may notbe too healthy for the development
of the Sinhala narrative forms, as against the influences via those
from Russia, France or England which possessed a great tradition
of classical creativity.

Prof. Kulatilaka's translation could be reckoned as signifi-
cant from two point of view. Firstly, the local reader is exposed to
hitherto unknown or lesser known narrative tradition, enabling a
comparison tasting the original flavour.
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Secondly, Tanizaki may be left misunderstood or kept
unwanted in cross cultural studies especially in the post colonial
literature. Like Profi Ariya Rajakaruna, Prof: Kulatilaka
Kumarasinghe too deserves our praise for this attempt.

One significant factor that emerges from Prof: Kulatilaka's
translation is the availability ofcreative sources in order to discuss
the literary trends is a must, and no scholar could evade the issue.

As atranslator he utilizes two forms of diction, namely in the
summary he uses the classical diction as far as possible and the
common verbalism in the dialogue and the entries, retaining
perhaps the flavour of the original work. Titled "Yatura" (Key) in
Sinhala the title sounds symbolic of the web of human experiences
kept in closed doors for which a key is wanted, to enter

Prof. Sunanda Mahendra
Dally News, July 07. 2004.
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A meaningful discussion of post -
modernism

Every body talks about postmodernism, but very few people
understand it. Even the academics who are conversant with the
subject are rare.

Prof: Kulatilaka Kumarasinghe is one of the few academics
who can lucidly explain what postmodemism is. His recent
publication 'Paschath Nuthanavadaya saha vimarshanathmaka
Lipi throws light on this vexed subject.

Prof. Kumarasinghe, defines postmodemism as follows:
"Postmodemism is a complicated term, or set of ideas, one that has
only emerged as an area of academic study sincet he mid 1980s.
Postmodernism is hard to define, because it is a concept that
appears in a wide variety of disciplines or areas of study including
art, architecture, music, film, literature, sociology communication,
fashion and technology. It is hard to locate it temporally or histori-
cally, because it is not clear exactly when postmodemism begins. (P.30)

Thatis the widely accepted definition for post - modemism,
in Sri Lanka. Although Prof. Kumarasinghe isnot responsible for
coining the Sinhala term, Paschathnuthanavadaya, he is credited
with giving us an accurate definition of it.

Prof: Kumarasinghe's book is divided into 14 chapters. The
first chapter is called "Postmodemism'. There he talks about
Lyotard, Jurgen Hebarmas and Daniel Bell, and also about 1968
French student's riot. Actually the riot was the foundation stone
for the "House of Postmodernism".

The second Chapter is entitled "Modemism and
Postmodernism". Here the author compares modemism with post
modernism in depth.

Prof. Kumarasinghe says that the easiest way to start
thinking about postmodernism is by thinking about modemism,
the movement from which postmodernism seems to have arisen.
According to the author, modernism has two facets or two modes



