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2 A TIME TO LIVE...
GREECE : ‘All the world’s a stage’

Cotttoriad

HETHER popular in origin
like the Italian commedia
dell’arte, courtly like the

khon theatre of Thailand, linked to ritual
as in Africa, religious like the miracle
plays of medieval Europe, or avowedly

. divine like India’s kathakali, theatre has
always been the *‘concentrated expres-
sion” of a culture, drawing on popular
myths, legends and customs, historic ways
of life and experiences, and assimilating
all forms of art, human expression and
communication.

World theatre covers an immense can-]
vas. It ranges from the dazzling spectacle
of kabuki, European opera, and North
American musical comedy, to the austere
settings, devoid of scenery or props, of
Japanese noh and the ‘‘theatre of pover-
ty’’ practised by the popular groups of
Latin America. It may be performed in a
traditional purpose-built theatre, or out-
doors in streets and squares, as in parts of
the USSR. It may be governed by
rigorously codified conventions, like Beij-
ing Opera, or improvised, like the avant-
garde experiments of the Living Theater.
It may recreate great moments from
myth, religion or history, like Greek,
African or Thai theatre, or become a form

of direct action on behalf of marginal
social groups, as in North and South
America. It may vehicle a classic literary
text or, as in certain works by Peter Han-
dke and Robert Wilson, reject “‘the tyran-
ny of the word”. It may, as in India,
Egypt and China, continue an ancient
dramatic tradition, or it may systematical-
ly cast tradition aside (as in the countries
of the West where it could be said that re-
Jection of tradition has almost become a
tradition in itself). In every case theatre
has always triggered the creative capacity
of the individual and the community and
provided a mirror of identity.

Theatre is also a meeting place for dif-

"ferent cultures, and a vehicle for their

enrichment. Sophocles’ Antigone has
been transposed into Creole language and
Afro-Haitian  beliefs,  Shakespeare’s
Macbeth into the expressive forms of In-
dia’s Yakshagana theatre, Brecht’s
Caucasian Chalk Circle into the traditions
of Georgia, and works of Sophocles and
Aristophanes have been adapted to the
distinctive political situation of Catalonia.
Theatre is a place for reaffirmation and
assertion of cultural identity. While such
Oriental techniques as those of kabuki are
being adopted in Europe, Shakespeare is

performed in a production influenced by
Chinese circus, and Peter Brook takes an
international troupe of actors to African
villages, Third World countries which
send the best of their traditional theatre to
international festivals are using the latest
avant-garde techniques to recreate, de-
nounce, and dramatize their own
situations.

These and other aspects of world
theatre are examined in this issue of the
Unesco Courier, in the light of the belief
that this total art is one of the finest ex-
pressions of Unesco’s overriding ideal:
the promotion of mutual comprehension
between peoples through knowledge of
the immense variety of their cultures and
forms of expression, eschewing hierar-
chies and invidious value judgments.
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SOVIET UNION

The theatre of

the market-place

by Nelly Kornienko

HE theatre is as many-sided as
life itself. As the centuries go
by, its forms undergo modifica-

tion, extinction, renaissance and
transformation, and its faces, imagery
and masks may change. But all these
forms—those which have had their
day as well as those which have been
transformed or reborn—still continue
to sustain the culture of peoples.

...Colourfully painted with scenes
from fairy-tales, the curtain rises to
show the market square of an old Rus-
sian town. On to the stage bursts a
noisy crowd of jesters, clowns and
buffoons. A dancing bear shuffles at
the end of its chain. Someone has
climbed up on a pair of stilts. Carriage
wheels turn, horses neigh and whinny.
There is a jingling of bells, a great
strumming of balalaikas and gusli *, the
shrill sound of pipes. This is how
Soviet director Les Tanyuk’s produc-
tion of Alexander Pushkin’s Tale of the
Fisherman and the Fishwife begins.
First.staged at the Central Children’s
Theatre in Moscow in 1966, it has
been performed °~ since then on
something like 700 occasions before
audiences in Bulgaria, the German
Democratic Republic, the United
States, Canada, the Federal Republic
of Germany, and other countries.

In accordance with the conventions
of the entertainment staged by stroll-
ing players at the old yarmarki, or fairs,
the actors become wild animals, trees,
the sun, the moon, the wind, with the
popular comic figure Shut Gorokhovy
leading the dance. ‘‘Look! Look! The
seal’’ cries a little girl in the audience.
And lo and behold, embroidered cloths
which the actors have stretched from
one side of the stage to the other are
suddenly transformed into waves
which sweep over the heads of the
heroes of the tale. Flashing and
splashing, dancing on their crests,
Zolotaya Rybka, the Golden Fish of
Good Fortune, converses with Starik,
the old fisherman. Originally written as
a short story, Pushkin’s fable about

NELLY NIKOLAEVNA KORNIENKO is a
Soviet specialist in stage aesthetics and the
sociology of culture. Among the 40 works she has
published in the USSR and elsewhere is a transla-
tion into Ukrainian of On the Art of the Theatre,
by the famous English director and innovator
Edward Gordon Craig. She has worked in the
Sociology of Culture Sector of the All-Union
Scientific Research Institute of Art, and is cur-
rently on 1he staff of the Russian language edi-
tion of the Unesco Courier.
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human pretensions and the cost of un-
bridled ambition, carries a timeless
message. In the traditional fairground
entertainment played to a noisy, ap-
preciative audience, with the spec-
tators mocking the behaviour of the
characters portrayed, the director has
found a satisfactory means of adapting
Pushkin’s story for the stage.

... On the stage of the Bolshoi Drama
Theatre in Leningrad, an old grey horse
bemoans his unhappy fate. Once he
was famous and handsome, a great
winner of rosettes. Today he is for-
saken and condemned. Very soon, he
will be led off to the knacker's yard.
Never, perhaps, has this pathetic story
of a horse—and not just any horse, for
we are listening to Tolstoy's
Kholstomer—been told as movingly as
in this performance by Yevgeny
Lebedev, under the direction of Georgi
Tovstonogov.

Brought to the stage, exposed to the
eyes and ears of an attentive public,
related ‘from the inside’’, an individual
existence is revealed in all its
vulnerability and fragility. Perhaps for
the first time, the aesthetics of popular
theatre here venture into the hidden,
inner dimension of the human condi-
tion. Human, because, in the last
analysis, Kholstomer’s ‘‘internal mo-
nologue’’ concerns each and every one
of us. Itis a reflection of "‘the life of the
human spirit”’.

But for the existence of the berikaob,
a Georgian carnival masquerade
whose origins reach back to the pagan
fertility rites of an agricultural society
of the second millennium BC, Robert
Sturu’s production in Thilisi of Bertold
Brecht's The Caucasian Chalk Circle
would not have been both authentical-
ly Georgian and authentically Brech-
tian, so international in spirit that it
was comprehensible without transla-
tion to audiences from Mexico and
Greece, England and Yugoslavia.

In this production, the deliberate ra-
tionality and restraint of Brecht's
original treatment is unexpectedly
replaced by a colourful, carnival at-
mosphere in which the audience itself
participates. Brecht's ‘‘reasonable’’
heroes break into snatches of Georgian
song, and punctuate their talk with the
spirited gestures of the country’s
mountain people. They have, indeed,
become kinsmen of the traditional
characters of Georgian folklore—the

* Gusli, a popular Russian stringed instrument.

Warrior, the Fiancé, the Match-maker,

the Bride... The device could hardly
fail—after all, Brecht himself set the
action of his Chalk Circle in the
Caucasus—and it is only surprising

tshat nobody had the same idea before
turu.

On the other hand, Sturu’s choice
was perhaps a natural one. His produc-
tion was staged in 1976, after a
decade which had seen a revival of in-
terest in the roots of national cultures,
in the sources of different peoples’
ways of thinking. In the theatre, thisin-
quiry found expression in arenewed in-
terest in, for example, the puppet
theatre of the Ukraine; the mummers
and wandering musicians of Moldavia;
the strolling players of Tajikstan, im-
provising their performances with the
aid of masks; and the oyun—the
popular farcical plays of Azerbaijan.

In the Soviet Union, the renaissance
of the people’s theatre, the ‘"theatre of
the market place’’, may be observed
today in a great variety of dramatic
contexts—from opera to vaudeville,
from ballet on ice to the experimental
theatre of the universities, from
festivals of sport and the Olympic
Games to overtly political theatre.

The Taganka Theatre in Moscow,
directed by Yury Lyubimov, con-
sistently builds its productions around
the search for a synthesis between the
popular, festive, carnival tradition
(from which Lyubimov borrows the
spirit of improvisation but not the co-
lourful atmosphere: his own approach
is particularly austere), and psycholo-
gical, committed, morally didactic
drama. It is not by accident that the
foyer of the Taganka Theatre is
decorated with four symbolic
portraits—of Stanislavsky, Vakhtan-
gov, Meyerhold and Brecht.

Brecht's The Good Woman of
Szechwan, Vladimir Mayakovsky's
Listen!, Mikhail Bulgakov’s The Master
and Margarita and other productions
by the Taganka Theatre embody just
such a synthesis, which is also
reflected in the dramatic evocation of
the peasant rebellion of the eighteenth
century, led by Emel’yan Pugachev.
Here, the setting is the square where
the main events of the historical occa-
sion took place, but the performance

CONTINUED PAGE 27
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Pali, the monkey general allied to Rama,
fights with Thotsakan in this scene from
Thai Khon (““mask drama’’) theatre. Works
in the Khon repertory dramatize the pursuit
of Thotsakan, the ten-headed demon king of
Longka, by Rama whose consort, Sida, he
has abducted. The actors mime a text which
is recited and sung by a narrator and a
chorus. Scholars believe that the steps and
dance movements of Khon derived from
those of Chinese shadow theatre.

Photo ® School of Oriental and African Studies, London










































FINLAND

Women 1n the limelight

NTIL quite recently, the ap-
pearance of a woman on the
stage was considered a
strange and even suspect pheno-
menon. Shakespeare’'s great female
roles were created to be played by
men. When women were finally able
to play them, the enthusiasm arising
from this innovation led to excesses:
scripts were loaded with purple
passages, casts were swollen with
supplementary female characters
and plays were on occasions padded
with new episodes and even given
dénouements other than those con-
ceived by their authors.

Primitive theatrical tradition, based
on folklore, was also linked primarily
to the world of men, with allusions to
hunting and war, and was acted out
by men. There was one exception—
the famous Finno-Ugrian wailers. For
a long time, they prefigured the
future actors of Finnish drama. The
wailer communicated powerful feel-
ings of sadness and despair to the
rest of the gathering and, although
her frenetic lamentation was based
on a model handed down from
generation to generation, it was part-
ly improvised and was therefore a
personal interpretation. In playing
her lyrical role, a professional wailer
could arouse in the gathering a wave
of collective emotion when faced
with the dead and death or during the
ritual of marriage.

It was during the seventeenth cen-
tury that women started to appear on
stage in Europe. Many actresses
followed the example of the famous
German actress Caroline Neuberg.
At that time, a woman who wanted
to be an actress had to leave her
family, start by playing breech roles,
and then marry a partner or the direc-
tor of the troupe. .

In Scandinavia, the influence of
foreign theatre first made itself felt
through itinerant troupes. These
troupes had to fight against hunger
and poverty for the theatre was not
highly regarded, especially in
religious circles which set the
fashion by considering the theatre as
a source of depravation. In order to
survive in this unfavourable social
climate they had to display a great

IRMELI NIEML, of Finland, is professor of
comparative literalure and drama al the Univer-
sity of Turku and a research professor of the
Academmy of Finland. A theatre critic, she has
published several studies on Finnish and Euro-
pean drama.

36

by Irmeli Niemi

deal of cohesiveness. They were fre-
quently family concerns in which the
father, the mother and the children
worked together.

The rise of the nationalist move-
ment in nineteenth-century Finland
sparked a passionate desire to create
a Finnish national theatre. Students
started putting on short plays for a
limited public. Aleksis Kivi
{1834-1872) began writing the first
plays in Finnish of real artistic value.
He was, however, opposed to having
female roles played by male students
and this caused serious problems.
Finally, a famous Swedish-born ac-

tress, Charlotte Raa, who had not’

really mastered the Finnish language
but who was inspired by a desire to
foster Finnish culture, undertook the
first major role in Finnish. The perfor-
mance, given in 1870, gave the
necessary fillip to the Finnish theatre
which soon acquired the status of a
highly-valued art form actively prac-
tised by all social groups. Referring
to Charlotte Raa’s courageous initia-
tive, Aleksis Kivi wrote that “lacking
men’s fatuous self-satisfaction,
women usually accomplish what
they set out to do”.

Before the turn of the century, in
all the Scandinavian countries, great
actresses had a remarkable influence
on the fortunes of the theatre and in-
spired many young playwrights. Dur-
ing the “naturalism’ period, the
theatre helped to highlight many
social problems. The status allotted
to women by society became,
through the theatre, the subject of
general and _occasionally heated
discussion. In this connexion, no
play has stirred as much passion as
Ibsen’s A Doll’s House. A hundred
years ago the character of Nora was
at the centre of the argument as to
whether it was possible for a woman
to make decisions about her own life,
her duties and her responsibilities.

At the end of the nineteenth cen-
tury, following in Ibsen’s footsteps,
Minna Canth, ““the harsh Amazon of
literature’’ as she was called, wrote
plays depicting uncompromisingly
the wretched condition of working
women tormented by unfaithful,
drunken men. She also exposed the
hypocrisy of the rich and the engrain-
ed, superficial ways of the bour-
geoisie, although she subsequently
adopted a more conciliatory line,
recommending family solidarity and
mutual tolerance.

The scathing force of her works
was not appreciated by all. The
management of the theatre which

staged her revolutionary play
Children of a Harsh Destiny cut short
its run fearing that the author’s ideas
would spark off agitation and revolt
among the people. In this play Canth
portrays various categories of
women—mothers, wives and re-
jected mistresses—while the male
characters were good-for-nothings
modelled on Zola characters or
liberating heroes reminiscent of
Schiller’'s Brigands.

The agrarian matriarchy of Finnish
society, that peasant cultural tradi-
tion dominated by strong women,
was portrayed in a remarkable man-
ner in the plays of Hella Wuolijoki at
the beginning of this century. Her
series of five plays focusses on the
history of the country estate of
Niskavuori and lays bare the violent
moral and economic conflicts
smouldering under the apparent
serenity of country life. The
characters speak of life in Finland in
a universal and easily communicable
manner and Wuolijoki’s plays have
been performed in several countries,
including the Soviet Union and the
United Kingdom.

Wuolijoki was also politically ac-
tive and circumstances brought her
into contact with Bertold Brecht.
When the exiled German author and
his companions arrived in Finland she
welcomed them into her house. This
meeting led to a collaborative project
the outcome of which was Mr. Pun-
tila and his Hired Man Matti, her own

-version of which Wuolijoki published

in Finnish.

Finnish women playwrights of to-
day, like Eeva Liisa Manner in her
work Burnt Sienna Land, are often
concerned with the problems of
young girls. Pirkko Saisio’s works
depict the hidden face of the con-
temporary welfare society. Accor-
ding to Saisio, women do not suc-
ceed in life because they are unable
to set themselves well-defined ob-
jectives. But, for her, there is no
direct relation of cause and effect
between the unscrupulousness of
men and the weakness of women,

such as is portrayed in naturalistic

plays. Even while defending women,
Saisio also sees man as a victim of
circumstances; the faceless econo-
mic forces that exert pressure within
society do not distinguish between
the sexes.

Although in Finland plays written
by women are still often produced by
men, they tend to arouse particular
interest in women directors who are
also often involved in producing new






The symbolic language

of Beljing

EIJING Opera, the unique
dramatic form which is part of

China’s great cultural herit-

age, is today not only popular in China;

it has won for itself a special place on
the international stage.

In Beijing Opera, the plot, charac-
ters, events and setting are all described
solely through the acting and singing of

the performers, a unique feature which-

makes the form more comprehensive
than operetta, dance drama or spoken
drama. This ingenious .combination
consists of singing, acting, recitation,
using skill in martial arts, musical ac-
companiment and stage design, in
order to symbolically reflect rather
-than imitate real life. The personality,
the inner feelings, the development of
the plot and the general atmosphere of
the performance are all expressed
through established and precise codes.

All drama attempts to reflect real
life. As a result of different creative
resources, different national charac-
teristics, aesthetic judgments, cultures
and traditions, a variety of dramatic
forms has arisen. In general, contem-
porary drama has evolved from three
different conceptual approaches, that
of Stanislavsky which advocates the
presentation of reality, that of the great
Chinese actor Mei Lanfang which ad-
vocates conveying the essence of real-
ity, and that of Brecht which integrates
a Stanislavskian “‘realistic presenta-
tion’” with Mei Lanfang’s ‘‘symbolic
presentation’’.

The Stanislavsky method takes ‘‘im-
itation”’ as a guiding principle and can
be traced back to ancient Greece, to
Aristotle and the then-prevalent theory
that ‘‘art imitates nature’’. The seven-
teenth century produced the dramatic
concept of ““constructing a plot set in a
fixed place and within one complete
day’’ and the nineteenth century saw
the emergence of Ibsen’s works of
modern drama, all of which inherited
much from classical dramatic forms.
They treated drama as an imitation of

LU TIAN is a member of the Chinese

Dramatists’ Association, a permanent member
of the council of the Chinese Stage Art Society,
and vice-director of its Department of Theory
and Research. He is the author of The Art of
Long Tao (small-part players in Beijing Opera)
and The Painted Faces of Kunqu (a local opera
form which originated in southern China).
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by Lu Tian

life or a faithful representation of real
life with a “‘fourth wall’’ * to create an
illusion of reality. According to Mei
Lanfang and to the theory of Beijing
Opera, however, no such ‘‘fourth
wall’’ exists. This is a fundamental dif-
ference between Beijing Opera and
other types of theatre. Mei Lanfang’s
dramatic theory 1is that of non-
illusionism, quite different from that
which advocates the presentation of
reality.

The basic aesthetic of Beijing Opera
is a theory of “‘symbolic style’’, not of
“imitation’’. The beauty of the perfor-
mance is not found in a simulation of
the original appearance or the repro-
duction of real life. It does not seek
superficial similarities but instead uses
its symbolic methods to convey a sort
of essence or intrinsic spirit of real life.
It is a formalization of real life, a code
of highly condensed actions intended
to produce concrete and exact images
in the audience’s imagination.

During the performance, players and
audience together carry out the artistic
process, since without the active par-
ticipation of the audience’s imagina-
tion the art form would not succeed.
For instance, on a stage without props,
special movements by the performers
can signify such actions as opening or
closing a door, riding in a carriage or
on a horse, or rowing a boat. As Mei
Lanfang once said, ‘“The performer is
in possession of all the necessary
props’’.

In The Crossroad, for example, two
performers use stylized movements to
show two men fighting in the dark.
Under a bright spotlight, the acting of
the performers draws the audience into
this drama taking place on a dark
night. A performer walking in a circle
indicates a long journey from point A
to point B. If the performer raises his
sleeves to cover his face and then sings
asolo, delivers a soliloquy or a bei gong
(aside), it indicates that he is in a dif-
ferent location from others who,
though on the same stage, are not
supposed to hear him.

In literary terms, the scripts belong
more to the category of ‘“‘open theatre”
than to the Ibsen-type “‘closed
theatre’’. Some are written in the first
person, but in the majority third-
person narrative is used to describe the
characters and develop the plot. In
Wronged Su San, for instance, the

Opera

wronged courtesan Su San is escorted
to the provincial capital to stand trial.
While on her way to the capital she
sings: “‘Su San has left Hongdong
county and is on the way...”’, thus
describing the setting. Highly flexible,
Beijing Opera is thus not restricted by
time and space, and performances can
suggest ‘‘broad expanses of water with
fish swimming about or vast open
plains with birds flying in the sky’’.

In order to accommodate this ‘“‘open
theatre’’ type of script and resolve the
inherent contradiction between inter-
pretation and consistency of perfor-
mance, a set of dramatic conventions

_ has been derived from life, stylized and

standardized artistic expressions which
create both aural and visual images
through music and dance.

Traditionally, roles in Beijing Opera
are classified into sheng (male roles),
dan (female roles), jing (the “‘painted
face’” male roles, most of which have
special personalities or features), and
chou (the clowns). Each of these has its
own set of stage movements and styles
of expression. The long tao role can be
performed by one actor who represents
a number of attendants or soldiers.
Four soldiers and four generals on
either side of the stage symbolize an ar-
my several thousand strong. Qi ba is a
type of dance which symbolizes a
general full of energy before an expedi-
tion; zhou bian indicates walking at
night; tang ma riding in the field, etc.

All these conventions are of course

~unlike real life, but as Goethe said:

““‘Once the artist grasps the object, that
object will no longer belong to
nature.”’ Beijing Opera, through this
standardization or codification of life
creates a highly distinctive form of ex-
pression, an image which is acceptable
to and acknowledged by the audience.

There are two categories of symbolic
convention: one type is metonymic and
adheres strictly to an established pat-
tern of movement; for instance, the ac-
tor may dance carrying an oar to repre-
sent rowing a boat and the audience
will automatically understand even »

* The ““fourth wall 1s a concept of the
naturalistic theatre, according to which the pro-
sceniwm arch represents the fourth wall of the
roont in which the action of the play takes place,
removed for the benefit of the audience but
without any of the performers taking cognizance
of the fuct.
























Alternative
theatre

CONTINUED FROM PAGE 43

JoAnne Akalaitis have  written
memorable works. The group is now
putting together Bill Raymond’s Cold
Harbor, a biographical study of
Ulysses S. Grant, an army general who
became U.S. President in 1869. The
work continues the study of short-
sighted but world-shaking decisions
which Mabou Mines began with Aka-
laitis’s Dead End Kids: A History of
Nuclear Power.

Another work scheduled to open this
spring in New York is Richard
Foreman’s Egyptology, said to involve
American soldiers, World War II,
dreams, and contacts with exotic
cultures. Dreams is probably the key
word here. In his Ontological/Hysteric
theatre, Foreman eschewed conven-
tional story lines in favour of elaborate
visual and aural presentations of
thought processes, usually his own.

The most ambitious avant-garde
project in the works—ever—is Robert
Wilson’s extravaganza, The Civil
Wars: A Tree is Best Measured When it
is Down. Wilson is the world’s best-
known dramatic formalist, a former
painter and architect whose concern in
theatre, like Foreman’s, is with struc-
ture. His last large work, operatic in
scale, was the five-hour Einstein on the
Beach, which toured Europe in 1976.

The Civil Wars, nine hours on the
theme of the brotherhood of man,
should dwarf Einstein. Wilson will
create its many parts in seven countries
and bring them all together in June,
1984, at the Olympic Games in Los
Angeles, California.

Wilson is best known outside the
U.S., so it seems appropriate that most
of the funding for The Civil Wars will
come from abroad. Inside the U.S.,
where only about one percent of the
population patronizes any live theatre,
experimentalists tend to get overlooked
by all but a small band of critics and

followers. W Eric Oatman

The International Theatre Institute

The Unesco-sponsored International Theatre Institute was founded in 1948 with
the aim of promoting international exchange of knowledge and practice in theatre arts
(including music theatre and dance) as a means of consolidating peace and friendship
between peoples, deepening mutual understanding, and increasing creative co-
operation between all theatre people. Among its activities are World Theatre Day (27
March) and a wide range of seminars and workshops. Themes of seminars held in
1982 included “"Stanislavsky’s heritage and the Development of the Soviet Multi-
National Theatre’* {in Tashkent), “Composer and Librettist’’ {Prague), and “Indian
Dance Traditions and Modern Theatre’* (Calcutta). The Institute also organizes the
Theatre of Nations which was until 1973 based in Paris, but is now itinerant and held
every two years. Forty-five companies from 32 countries took part in last year's
Theatre of Nations, held at Sofia, Bulgaria. The Institute also publishes a lively
quarterly magazine, Theatre International, which is dedicated to the exchange of
theatre work and experience worldwide. The magazine is bilingual (English-French)
with abstracts of articles in Spanish, Russian and Arabic. Articles in recent issues
have included ""Lee Strasberg: the Master and the Method"’, ’The Tibetan Theatre of
China”, ““Dance Theatre in Ethiopia’, "“Stanislavski’s Method of Physical Analysis’’
and ““The Raun Raun Theatre of Papua New Guinea”.

Theatre International is published, with Unesco financial aid, by the International
Theatre Institute, Unesco, 1 Rue Miollis, 75732 Paris Cedex 15, France, and edited
from the British Centre of the International Theatre Institute, 31 Shelton Street, Lon-
don WC2H 9HT. (Subscriptions per calendar year: £12, US$20 [institutions and
organizations]; £8, US$15 [individuals]).

BOOKSHELF

UNESCO’S LITERATURE
TRANSLATIONS SERIES

JAPAN

H Treelike. The Poetry of Kinoshita Yuji,
translated by Robert Epp. Preface by
Ooka Makoto. Oakland University
Katydid Books, Rochester, Michigan,
USA. Published in association with the
Centre for Japanese Studies, University
of Michigan, 1982. 272 pp.

B Kabuki. Five Classic Plays, translated
by James R. Brandon. Harvard University
Press, Cambridge, Mass., and London,
UK, first published 1975. 378 pp.

AFRICA

B Ignorance is the Enemy of Love, by
Faarax M.J. Cawl. Translated from the
Somali, with Introduction and Notes, by
B.W. Andrzejewski. Zed Press, 57
CaledonianRoad, London N1 9DN, 1982.
104 pp.

EUROPE

M Curial and Guelfa, translated from
Catalan by Pamela Waley. George Allen
and Unwin Ltd., London, 1982. 287 pp.

They've got us taped

Unesco plans to record, on casset-
tes, in English, French and Spanish,
the quarterly Unesco Braille Courier,
starting with the selection for March
1983. The cassettes are intended
primarily for those who become
blind after the age of about 50 who
often lack sufficient sensitivity in
their fingers to learn to read Braille or
for those who suffer from a physical
handicap which prevents them from
holding or turning the pages of an or-
dinary magazine or book. Requests
for cassettes, which are supplied
free of charge, should be sent to:
Frederick Potter, Editor of the
Unesco Braille Courier, Place de
Fontenoy, 75700 Paris, France.

The UNESCO COURIER is published monthly.
Individual articles and photographs not copyrighted
may be repnnted providing the credit hine reads
*’Reprinted from the UNESCO COURIER", plus date
of issue, and three voucher copies are sent to the
editor. Signed articles reprinted must bear author’s
name. Non-copyright photos will be supplied on re-
quest. Unsolicited manuscripts cannot be returned
unless accompanied by an nternational reply
coupon covering postage. Signed articles express
the opinions of the authors and do not necessarily
represent the opinions of UNESCO or those of the
editors of the UNESCO COURIER. Photo captions
and headlines are wntten by the Unesco Couner
staff.

The Unesco Courier is produced in microform
{microfilm and/or microfiche} by: (1} University
Microfilms (Xerox). Ann Arbor, Michigan 48100,
U.S.A.; (2} N.C.R. Microcard Edition, Indian Head,
Inc., 111 West 40th Street, New York, U.S.A.; (3)
Bell and Howell Co., Old Mansfield Road, Wooster,
Ohio 44691, U.S.A.

Assistant Editor-in-chief: Olga Rédel
Managing Editor: Gillian Whitcomb

Editors:

English: Howard Brabyn (Paris)

French: Alain Lévéque (Paris)

Spanish: Francisco Fernandez-Santos (Paris)
Russian: Nikolai Kuznetsov (Paris)

Arabic: Sayed Osman (Paris)

German: Werner Merkli (Berne)

Japanese: Kazuo Akao (Tokyo)

Italian: Mario Guidotti (Rome)

Hindi: Krishna Gopal (Delhi})

Tamil: M. Mohammed Mustafa (Madras)
Hebrew: Alexander Broido (Te! Aviv)
Persian: Mohammed Reza Berenji (Teheran)
Dutch: Paul Morren (Antwerp)

Portuguese: Benedicto Silva (Rio de Janeiro)
Turkish: Mefra ligazer (Istambul)

Urdu: Hakim Mohammed Said (Karachi)
Catalan: Joan Carreras i Marti (Barcelona)

Malaysian: Azizah Hamzah (Kuala Ltumpur)
Korean: Yi Kae-Seok (Seoul)

Swahili: Domino Rutayebesibwa
(Dar-es-Salaam)

Braille: Frederick Potter (Paris)
Croato-Serb, Macedonian, Serbo-Croat,
Slovene: Punisa Pavlovic (Belgrade)
Chinese: Shen Guofen (Pekin)
Bulgarian: Pavel Pissarev (Sofia)
Assistant Editors:

English Edition: Roy Malkin

French Edition: .

Spanish Edition: Jorge Enrique Adoum
Research: Christiane Boucher
Ilustrations: Ariane Bailey

Layout and Design: Robert Jacquemin

Promotion: Fernando Ainsa

All correspondence should be addressed

to the Editor-in-Chief in Paris.
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