














ALMOST all the countries of
Asia, Africa, Oceania and Latin
America are non-industrial societies.
In all these countries, as in certain
strata of society in Western countries,
music, for the workers who constitute
the great mass of the population, is
not simply entertainment, a source of
spiritual satisfaction, or an art cultivat-
ed for its own sake, but is closely
interwoven with everyday work and
life.

Professional musicians and music-
lovers approach music more as an art
form, clothing it in theory and relating
it to a certain world outlook or philo-
sophy. Yet both for this élite and for
the ordinary people, music remains
bound up with social and religious
functions.

Music rocks babies to sleep, and
children use music in their games. It
helps the labourer to forget how hard
his work is, it is “the food of love”
and a balm for hurt bodies and minds.
It sees the dead on their way and
consoles the living. It provides an
accompaniment to all the operations
of the farming calendar, the ploughing,
harrowing, sowing, planting, harvesting
and threshing and the husking and
grinding of the rice.

In non-industrial societies, particu-
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IN ASIAN MUSIC
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larly among the mass of the people,
music is not an art pursued for the
sake of art, but is present at all the
important events of life—birth and
betrothals, weddings and funerals.
Farmers and craftsmen each have
their own repertoire and music is pre-
sent at all rural and seasonal festivities,
at ceremonies to ward off misfortune,
to placate evil spirits or thank the
tutelary gods and guardian spirits.

Such music is usually vocal, some-
times with the accompaniment of sim-
ple but ingenious folk instruments
which provide the melody or the
rhythm. It is anonymous and orally
transmitted, and each performer has
the right to imprint his own character
upon it. Performers are for the most
part workers or semi-professionals.

Being essentially functional, this
music differs from that practised as an
art by professional musicians and con-
noisseurs who use more elaborate in-
struments, more complex vocal and
instrumental techniques and more
varied scales, and have richer reper-
toires.

Music of this kind, seen as an art
form, may have its origins in the music
of the people, but differs from it in its
artistic level and its function. As it
is more sophisticated, it is harder to
learn, and those who spend vyears
learning it must either be able to make
a living from it or be rich enough to
regard it as a pastime.

In the old days, professional musi-
cians, often of humble origin, had to
seek employment—in many cases as
bondsmen or menials—with music-
loving chiefs, aristocrats or sovereigns.
At the Court of Hué (Viet-Nam), for
example, palace musicians were gen-
erally regarded as servants and were
given jobs to do which were quite un-
connected with their musical functions.

Musicians were somewhat better
treated in China, Korea and Japan but
were not held in great esteem. In
ancient Persia and in India under the

reign of the Emperor Akbar, musicians
and singers enjoyed the favour of the
sovereigns, but at the end of the 19th
century in Persia, when rich men enter-
tained, there were only two or three
musicians who, according to Claude
Huart in Lavignac's Encyclopédie de
la Musique, sat on the floor in a cor-
ner during the meal.

The griots, or professional musi-
cians, of Mauritania formed a separate
caste. Michel Guignard, in a book
entitled Musique, Honneur et Plaisir au
Sahara, has offered an explanation of
their menial status: “To place the
griot on any but a very low rung of
the social ladder would be to suggest
that entertainment and amusement
were of no less value than the courage
and political strength embodied by the
warriors or the religion and learning
embodied by the marabouts.”

Even in countries where music is
held in high regard, professional musi-
cians do not always enjoy the status
they should be entitled to. In present-
day Iran, for instance, performers and
teachers of traditional music prefer to
call themselves employees of the
Ministry of Fine Arts or teachers at
the Conservatoire or the University.

IN the nineteenth century,
after attempting to conquer the coun-
tries of Asia and Africa by the
“peaceful” method of converting the
population to Christianity, the Western
powers tried to overrun them by force
of arms. Several of these countries
lost their independence, whilst others
came under foreign economic control.

The vast majority of the population
in the countries which thus fell under
colonial rule consisted of countryfolk
—landless peasant tenant-farmers,
agricultural workers at the mercy
of landowners and money-lenders—
deeply attached to the traditions of
their ancestors.

CONTINUED PAGE 8
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AFRICAN MUSIC (Continued)

Symbol of success:

the record-player in the living room

an intent to listen. Whatever the
owner's feelings towards traditional
music, most of his records will
inevitably contain music that is non-
African or at .best neo-traditional
popular African; if he wants African
music records he must probably seek
them abroad.

A radiogram owner is a music
patron, contributing to the popularity
of the musicians who get recorded.
In the past, African chiefs were,
financially, the most influential indi-
vidual patrons of traditional musical
art. But today, financial influence has
passed from them to the radiogram
owners whose musical tastes—how-
ever traditional before—have now been
affected by the only records that are
on sale,

Technological advance is now a
basic aim of African societies. Does
technological development automati-
cally spell doom for a non-technologi-
cal art culture? So far, the parameters
have largely been determined in
Europe and America: is modern
technology feasible in Africa without
a total conversion to Euro-American
standards? African traditional music
is bound up with African traditional
social Iife; if the Ilatter becomes
westernized, can the music retain its
characteristic identity, survive in a new
social context?

FOR some scholars, mean-
ing in African music is bound up into
the functions music serves in society;
the frequency with which it s
integrated with non-musical activities
has led to generalizations about its
utilitarian functions with the implica-
tion that it is meaningless outside its
specific social context.

There is, however, a second
category of listener, little concerned
with scientific analysis, much more
interested in the “soul” of the music.
That he does derive some satisfaction,
however incomplete, from African
music, suggests that this music,
removed from its social contexts, is
not entirely meaningless.

However, for the listener not in
touch with the context in which its
music is customarily performed, and
who hears it purely as music, a
knowledge of the speech language of
the ethnic group to which the piece
belongs would be crucial to an under-
standing of the musical language.

For those who watch musicians
perform, the visual impression adds
an artistic side, a dramatic element
that complements the musical element
with a dimension that is lacking for a
listener who is not actually present.
He who sees as well as hears is
closer to a correct interpretation of
the music’s meaning, but only that
much closer, for the total meaning of
the music in relation to the context
cannot be realized by the observer but
only by the participants.

Musical meaning in African tra-
ditional culture can thus be of different
shades, ranging from the purely tonal
through the linguistic to the socio-
dramatic. Lacking its socio-dramatic
associations, part of its meaning is
missing, but, purely as music, it could
not fail to have meaning for musical
ears—partial but intense, and including
aspects which are unimportant or
imperceptible to the average African
listener.

People unfamiliar with African
traditional music, and hearing it out
of context, sometimes find it too
repetitive. But the more clearly the
listener can understand the music’s
function, the less is likely to be his
irritation, until he eventually realizes
that repetition is one of the primary
aids the music utilizes in order to
fulfil its purpose.

Contact with Western culture has
introduced a few African musicians to
the idea of composing music meant
just to be listened to, an approach
that may spread in an increasingly
technological Africa as former social
values break down and music sep-
arates from the context that hitherto
has provided much of its impetus.
Some fear that, in such a situation,
African traditional music may cease to
exist.

Music, of course, cannot live with-
out new creative forces to sustain it
through changing social circumstances.
But will the African creative genius,,
which has in the past survived so-
cial change, now become unproductive
in the atmosphere of contemporary
society?

Should traditional music lose its
present social context it should not
be too difficult for it to transform and
become a purely contemplative art-
form. The way is already open, even
if Africans do not customarily listen
contemplatively.

The music may lean very heavily

on poetry whose “real” meaning
is invariably one or more steps
removed from the literal meanings of
individual words and sentences, a sym-
bol for something else. But even if
we fail to grasp this “real” meaning,
the music may still convey artistic
feeling.

ONE of the challenges to

the contemporary composer in Africa
today is how to carry the essentials
of this poetical sense in African music
over into musical settings of modern
African poetry in non-African langua-
ges.

Experiments by Senghor and others
in the use of African traditional in-
struments to accompany recitals of
African poetry in European languages
foreshadow new creative openings.
Again, in Wole Soyinka's plays, texts
spoken in English are juxtaposed with
texts in Yoruba, sung and accom-
panied in the traditional style of
Yoruba music.

The challenge has been thrown
down by the writers, It remains for
the composers to work towards a
total fusion of non-African speech with
African musical language. The prob-
lems are immense. African traditional
song composition is conditioned by
the nature of African tone-languages,
and would seem incompatible with
European song.

But although speech meaning in
European languages is only partially
conditional upon tonal considerations,
there are possibilities—as for exam-
ple in the sprechgesang (intoned
speech) compositions of Arnold
Schoenberg—of making an artistic use
of the speech tonality of European
languages. African music also utilizes
speech-song, and this might provide a
basis for a co-ordination of cultural
styles—setting African literature in
European languages to an African
musical idiom.

The way in which African traditional
music may gradually accomodate itself
for contemplative listening can be seen
in African-language plays written for
the modern theatre. The music fol-
lows traditional music styles and even
borrows from the existing repertoire.

These plays are really transposi-
tions of traditional music and drama
from their social context into the con-
text of the modern theatre and are



thereby a direct evolution from the mu-
sico-dramatic art of traditional culture.
Their success and increasing popula-
rity are sufficient to justify the view
that traditional music can survive on
its own terms, away from the cus-
tomary social context.

The ultimate result may be a music
which exists in its own right, devold
of visual connotations. But if the new
African composers are to maintain
contact with local audiences, they
must approach abstract creativity in
stages and take advantage of the
opportunities offered by the combina-
tion of music with drama in the con-
temporary African theatre.

They can learn much by collaborat-
ing with dramatists and choreogra-
phers to produce stage versions of
typical scenes from traditional culture,
such as ceremonies pertaining to
chieftaincy, marriage and birth rites.
The dramatic intensity of these events
in their real-life contexts transposes
very well to the stage, where the
events assume an artistic meaning
that is little apparent in real life,

THE components of the new
musical art will be essentially those
which constitute traditional music as
we know it, but re-combined in a new
way and accordingly an extension of
traditional culture. For example, re-
petition, although retained, will prob-
ably be subdued or camouflaged.

An instrument that hitherto repeat-
ed the same pattern continuously may
now share the pattern with other in-
struments—repetition certainly but with
shifting timbres. And, instead of allow-
ing the leading instrument of an
ensemble, and it alone, to play varia-
tions, several instruments might be
allowed to share this réle, simultane-
ously or alternatively.

Instruments found within one ethnic
group can be classified in broad
general families but otherwise are not
shared with other ethnic groups and,
even within the same ethnic group,
are commonly designated for specific
functions (a condition which deter-
mines the patterns of orchestral
groupings).

By doing away with such reserva-
tions and developing an orchestral
technique that freely combines in-
struments from his own and other

ethnic groups, the modern African
composer can create a varying texture
of instrumental timbres to sustain the
new music.

Geographically, Western music is
widespread in the world today—not
because of any inherent superiority,
but because the West has developed
superior communications. Phonograph,
tape-recorder, radio and television
were all perfected in Western coun-
tries which still largely retain a mono-
poly of their use.

Africans now have access to these
media, but even within Africa, gramo-
phone records circulated through wes-
tern channels are likely to reach a
wider African public than if circulated
through African companies.

In Nigeria, for example, most re-
cording companies are controlled from
overseas, and the records of Nigerian
music they produce are those that will
fetch the quickest returns locally. The
record-buying public is concentrated in
the cities—who prefer neo-traditional
or westernized popular music.

If these companies ever publish
records of classical traditional music
this will most likely be due to pressure
from non-African musicologists who
have done research in Nigeria. Such
records seldom find their way back to
Nigeria along the normal channels
(i.e. those through which western
music is distributed).

Admittedly, records can effectively
convey only the sound of the music,
whereas much African music can best
be presented through audio-visual
media. Those wanting to hear African
music once had to be present at the
place of performance, but with the
increasing need for communication
across the whole continent, new
modes must supplement and extend
those that hitherto served.

Records and radio provide excel-
lent media in cases where the visual
aspects are not so important; where
the visual elements are integrally re-
lated to the rest (a majority of cases,
apparently), television and cinema are
the most effective media. At present,
neither is sufficiently utilized for tradi-
tional music.

Ministries and agencies concerned
with Africans arts must establish well-
defined projects and considerably step
up the production of films of African
music, calling in the aid of music-
ology, choreology, anthropology and

other disciplines to help the film tech-
nicians to' produce films that capture
the essential spirit of the music.
Given the effort and outlay, such films
should be given the widest possible
distribution throughout Africa, with
adequate facilities to enable sponsor-
ing organizations to exchange films.

PUBLICATION of scores is
also important. The transcription of a
musical art that has no tradition of
notation presents many difficulties,
notably that of creating national sym-
bols to convey the peculiar nuances
of African musical sounds.

But if contemporary Africans are to
become knowledgeable about African
music they must be able to study it
without having to hear it directly from
its exponents; hence the vital impor-
tance of the printed score, in combina-
tion with recorded sound.

Improved techniques for making
African traditional music better known
should not overlook contemporary
music. African audiences should be
familiar from the start with new dev-
elopments in the music of their cul-
ture, for they have -a réle to play in
shaping the new tradition.

Contemporary African composers
trained in western musical institutes
are now producing music which, using
African elements in a western idiom,
can be classified as Africanized Wes-
tern. This is a welcome new addi-
tion, but does not represent a true
evolution from the African main-
stream and should not be taken as the
main trend in African contemporary
music.

Most African musicians are working
with traditional means and several
new composers have been experiment-
ing with new ways of employing them.
As African societies become more and
more technological, African traditio-
nal music may become less utilitarian
and increasingly contemplative., It is
also likely, however, that the new
music will not necessarily replace the
music we now regard as traditional,
and that both forms will coexist.

African music has survived previous
eras of social change because it had
and has enough creative vitality to
adapt itself to changing circumstan-
ces; there is no reason to suppose
that it will not continue to do so. W
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CYMBALS AND TRUMPETS (Continued)

Outside the monastery, it is perform-
ed in private homes for births, mar-
riages, deaths or other special occa-
sions, or because someone wishes to
gain “merit” so as to obtain a better
reincarnation. It is also played in
processions, or to welcome eminent
visitors. Musicians practise outside the
monastery, as the sound of the instru-
ments, most of which are very loud,
might disturb the other monks at their
prayers or studies.

The music is also played, outside the
monastery or in the courtyard, as an
accompaniment to the cham, masked
religious dances performed only by

the monks and representing, with
comic episodes, the triumph of
Buddhism over the older Tibetan
religion.

The orchestras consist only of wind
or percussion instruments. The for-
mer include, in addition to the conch
and the shin-bone trumpet already
mentioned, copper or silver trumpets,
horns of the same metals measuring
up to twelve feet long, and a kind of
long, conical oboe.

The percussion instruments include
two types of cymbals, one bearing the
same name, rolmo, as the ritual reli-
gious music, two gongs of different
sizes, a kettledrum which may be as
much as six feet across, a smaller
upright drum played with a sickle-
shaped stick, the two drums already
referred to—the ché dar (Tibetan)
and the damaru (Indian)}—a handbell,
and the ting sha, two metal discs on
a string.

In the bigger monasteries, other,
less common instruments were some-
times used: a long, telescopic horn
fitting into another giant horn which
impressively amplified its sound,
various other huge horns, a side-blown
flute, gongs and an enormous bell.

EVERYTHING about this
music, the instruments and the sounds
they make, is laden with symbolism.
According to certain monastic trad-
itions, the sound of the trumpets
symbolizes the voices of certain
aggressive divinities, whilst the oboes
represent those of peaceable divinities.

In the Tibetan Book of the Dead, the
Bardo Thédol, the parallel is drawn
between the sounds of the instruments
and the inner sounds which only cer-
tain lamas who have attained great
proficiency in the practice of medita-
tion can hear—a spiritual exercise in
which auditory perception replaces
vision. The handbell symbolizes both

wisdom (or knowledge) and the sacred
power of the word. The shape of the
bell, seen from above, recalls that of
the mandala—the geometrical figure
representing the nature of the world.

Even the orchestration is dictated
by the symbolic relationship between
the instruments and the divinities.
Peaceful divinities such as Dolma and
the Buddha himself are associated
with the oboes, conchs and cymbals,
and the warlike divinities, whose func-
tion is to defend truth and to extermi-
nate hostile spirits, with the short
trumpet and the smaller rolmo cym-
bals, while horns and drums are asso-
ciated with both.

It is usually the leader of the orches-
tra who plays the cymbals, on which
the relationship between the parts
played by the various instruments lar-
gely depends. It is also the leader
who conducts the ceremony, the sing-
ing and recitation of prayers, and sets
the tempo of the performance.

The more important the occasion,
the slower the tempo is, and its varia-
bility may even effect the oboe melody
line. The oboe players must learn to
try and work out, for a particular
tempo, on what note they have to
stop as the piece comes to an end,
and how long to hold a particular note
in order to finish with the rest of the
orchestra. As a result, no two perfor-
mances are quite alike, and this mix-
ture of strictness and flexibility, pre-
cise rules and improvization, is a cha-
racteristic feature of Tibetan music.

In the books of certain religious
orders, there are special signs to show
where the instruments come in, signs
which incidentally change from one
monastery to another, while for some
instruments—oboe, hour-glass drum
and handbells—there is no form of
notation.

The special type of vocal music
known as yang also has its own nota-
tion, contained in the yang-yin (books
of special prayers) and often varying
from one book to the next. The nota-
tion indicates not so much the pitch
as the volume, which varies within a
very limited range, and also certain
details of voice production. Red ink
is sometimes used to indicate the
parts to be sung solo by the monk
in charge of the ceremony.

Tibetan Buddhist musical notation
would in fact be virtually undeciphe-
rable if it were not for the oral tradi-
tion, and it leaves large areas of
music uncovered, being intended only
as a mnemonic device and to a lesser
degree as an aid to the learner.

In the yang style of singing—a
continuous melodic line—the voices

are deep and guttural, and the sylla-
bles of the text are chanted very
slowly. It is this chanting which, per-
haps even more than the orchestral
accompaniment, produces even in the
casual listener the extraordinary
impression of entering an unfamiliar
world, transcending that of the senses ;
for yang, as a Tibetan commentary
explains, aims to communicate with
the gods, and the manner in which one
communicates with gods is not the
same as that in which one communi-
cates with men.

But there is nothing haphazard about
this singular style : everything is subor-
dinate to rules which demand of the
performer the utmost skill. From
childhood the singers practise produc-
ing sounds as low and guttural as
possible.

IN some monasteries, this
modification of the human voice is
carried to lengths which seem to verge
on the impossible. This practice is
probably connected with the ‘tantric
belief that the deeper the sound, the
more “ immaterial”, the closer to
silence it is. The surprising result is
that the voice thus produces harmonics
at the same time as the basic note,
so that each singer becomes, as it
were, a “one-man choir”.

This technique, however, is not
exclusively Tibetan; it is to be found
also in Mongolia and in certain parts
of Siberia.

This musical phenomenon is not
constructed on a particular set of more
or less homogeneous concepts, but
appears to spring direct from the
actual art of musical performarce,
which is itself intimately bound up with
religious theory.

Tibetan Buddhist music, however,
pays little attention to aesthetic theory,
but is on the other hand inseparable
from the idea of a consummate artistry
which obeys the established rules,
demands an unfailing musical sense,
and manifests itself in the quality of
vocal and instrumental sound and in
the fine balance between the two.

For the monks, the music is a means
of spiritual expression and is played
only for the gods. The fact that the
musician, though conscious of the
essentially “celestial” nature of the
music, takes a professional pride and
interest in 1t, does not conflict with the
nature of the music, but on the con-
trary ensures that the tradition, though
essentially religious in inspiration and
ultimate purpose, survives on earth.
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—— Letters to the Editor

FOR CHILDREN 8 TO 80

Sir,

Thank you for publishing the children’s
supplement on Copernicus in your
special issue on the great scientist
(April 1972). But may | point out that
there are many adults whose education
and culture are no more advanced than
those of a primary school child. Indeed
this is true of my own parents. Al-
though they are not, strictly speaking,
illiterate, they might be considered as
such on the basis of say a Unesco
definition of illiteracy. Many other
people are in the same position.

The wonderful thing is that at last,
and thanks to the “Unesco Courier”,
my parents now know about Coper-
nicus, his achievements and his contem-
poraries. May | suggest that great
figures and events that lend themselves
to this kind of popularization should
be presented in the same way in future
numbers. Though intended for children,
such features would benefit many adults
in the situation | have described.

Rosendo Solé Sainz
Madrid, Spain

SCIENTISTS WHO TOY
WITH THEOLOGY
Sir,

In “Copernicus as told to children”
Jean-Claude Pecker writes: “Science
still hasn't found the answers to many
questions and there are many legends
which masquerade as scientific fact—
about the origin of life to mention only
one example. But one day science
will come up with the right answers
just as Copernicus, Kepler, Galileo and
Newton did. And then we’ll have to
admit that the old legends were lovely
stories and perhaps nothing more.”

| find this declaration of rationalist
faith, which sees science as the only
path of knowledge, with all the answers
(f not today ,then at least tomorrow)
and which classifies the Bible stories
as “old legends™ or “lovely stories”,
most revealing. If the earth is no
longer “ at the centre of the universe,
human reason still is.

The theologians of the Middle-Ages
played at being scientists. Misguidedly,
they abused their authority. But there
were the Inquisition and the stake.
Yet these theologians—like those of
today—always placed God at the centre
of the universe and affirmed with vigour
that God alone is the source of all
life, of all knowledge, etc.

Nowadays scientists have an unfor-
tunate tendency to toy with theology—
or with atheology—which comes to the
same thing. They may not have
inquisitorial courts, but they have provi-
ded us with a powerful ABC (atomic,
bacteriological, chemical) of weapons.
For them, man is no longer at the
centre of the universe, but 1 am inclined
to think that they place science at
the centre of the world, and—why
not?— at the centre of the universe.
They are the priests of a new religion!

But after all, whether the sun turns
round the earth or the earth turns
round the sun, there are innumerable
people who hunger for justice and to
whom this question is of little interest.

With its “old legends® and “lovely
stories”, the Bible at least has the
merit of speaking to people such as
these. But having said this, may | add
that | have nothing against science or
indeed against scientists, especially
when they make the distinction between
the realm of the “how” (which is their
domain) and that of the “why” (which
is that of the theologian).

Pasteur Claude Guiraud
Rouen, France

MAN’'S PLACE
IN THE UNIVERSE

Sir,

Jean-Claude Pecker’'s “Copernicus as
told to children” made fascinating read-
ing.

This is indeed how the lives of great
men should be recounted to young peo-
ple, combining that gift of youth—a
sense of wonder and admiration—with
the objectivity of the scientist.

But it strikes me that on the last
page the author abandons his scientific
objectivity and airs his own philoso-
phical views when he declares with
an air of triumph that Copernicus’
discovery “helped us to get rid of the
idea that man, too, was the centre of
the universe”. Does it embarrass him
that man, by his intelligence, dominates
his environment, and perhaps even the
universe?

If the earth were in fact at the centre
of the universe, 1t would not mean that
man would occupy the central position
in that universe. The one does not
necessarily follow from the other.

Where a man lives is not of material
consequence. Living in the centre of a
town or on its outskirts does not
make me more or less important. There
are many other more significant quali-
fications in the life of a human being
—level of intelligence, education, a per-
son’s sex {and here | imply no disrespect
for one sex or the other) and so on.

Thus whether man inhabits a small
or a large planet, whether the planet
be central or not, alters nothing in the
human condition nor deprives man of
any of his prerogatives.

Jean Oger O.P.
Dominican Friary
Liége, Belgium

FOUNTAIN OF YOUTH

Sir,

What a great idea you had in publish-
ing the children’s supplement on Coper-
nicus. You can be sure it is just as
popular with your adult readers—a real
fountain of rejuvenation, spontaneity and
sunshine. Thank you for making the
idea a striking reality.

Jacques Mubhlethaler

World Association for

the School as an Instrument
of Peace, Geneva, Switzerland

BRAVO - ENCORE

Sir,
Accept an appreciative reader's
thanks for the children's supplement

on Copernicus. | hope you will give
us many more features of this kind.
G. Séméria

history teacher
Nice, France

GALAXY OF WRITERS

Sir,

What a pleasure to read your fine
number, “The Emergence of Man”
(August-September 1972).

In an issue which featured a galaxy
of international authorities, readers
were able to familiarise themselves
with views on many a problem.

One feature | particularly appreciate
is the chronological account of man's
evolution, “The Road to Homo Sapiens”,
and also the account of the geological
periods of the “cradle of mankind”.

Full credit for assembling this impos-
ing “symposium” of anthropologists as
well as for the wonderful illustrations
chosen for the articles should be given
to the Editorial Board of the “Unesco
Courier”. | am sure that most other
readers share my opinion and are
grateful for this issue.

The latest archaeological discoveries
concerning the civilizations of prehis-
toric man as interpreted by notable
figures in world science deserve future
coverage.

A. Aurenius

Chimkent
Kazakstan, U.S.S.R.

OUR FACES ARE RED !

Sir,

May we point out an error in your
issue on “Three Faces of Art Today”
(March 1973). The reproduction of the
painting by Botticelli (page 21) is not
the artist's “Primavera”, as the caption
states, but his equally famous “Birth
of Venus”.

Second Form
G. Pastore School
Varallo Sesia, ltaly

STUDENT SUPPORT FOR U. N,

Sir,

Your letters’ page of February 1973
carries one from Martin Fairbairn a
university student at Bangor (North

Wales) who wants to help publicize the
work of the U.N.

| would like to suggest one way in
which he can assist the enormous task
of stimulating interest at the “grass
roots level” in the United Nations, its
ideals and programmes and those of
Agencies such as Unesco. That is that
he should work with our Association,
of which at least his College in Bangor
regretfully is not yet aware.

Jon Alexander

General Secretary

United Nations Youth and Student
Association, London
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