








Two great epics of India and South Asia

THE MAHABHARATA
AND THE RAMAYANA

by Arthur L. Basham

THE religious and cultural
life of the whole of the Indian sub-
continent and much of the rest of Asia
has been deeply influenced by the two
great epic poems of Hinduism, the
Mahabharata (pronounced Ma-ha-bah-
ra-ta, accent on “bah”) and the
Ramayana (pronounced Rah-my-ana,
accent on “my”). Putting aside all
question of their merits as literature,
which by any standard are very high,
they are among the most important
poems in the world.

Of the two the Mahabharata is in
essence the older, its nuclear story
having been transmitted from the
shadowy period following the compo-
sition of the Rig Veda, the oldest liter-
ature of India. A few of the names
of rulers, sages and priests mentioned
in the Mahabharata also occur in
sources of the later Vedic period, and
the story of the epic may have devel-
oped around traditions of a great
battle which took place about 900 B.C.

But with the passing centuries the
account was so enlarged and develop-
ed by the introduction of new charac-
ters and incidents that its historical
kernel cannot now be established.
There is even some reason to believe
that the divine hero Krishna, who
plays such an important role in the
story as we now have it, was grafted
into the poem, and had no part in the
original martial tradition out of which
it developed. From references in other
Sanskrit texts, it seems that the story,
in .a form not very different from that
which we now know, was current in
northern India a century or two before
our era and perhaps as early as
400 B.C.
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The plot of the Mahabharata is a
complicated one. Like the Greek
stories of the Trojan war out of which
emerged the lliad, and like the cycle
of Germanic myth and legend which
crystalized into the Nibelungenlied, the
Indian epic tells of a bitter quarrel
which developed into a war of exter-
mination. The five sons of Pandu are
unjustly deprived of their ancestral
kingdom by their wicked cousins, the
Kauravas, and they regain it after a
tremendous battle in which all their
enemies and most of their friends are
slain,

Echoes of a heroic age are heard
throughout the narrative portions of
the epic, and the martial values of
bravery, loyalty and truthfulness are
much encouraged. Heroes and villains
alike never refuse challenges, whether
to battle, to contests of skill, or to
games of chance, and few major char-
acters are guilty of serious cowardice.
The atmosphere of the main narrative
is that of a society just emerging from
tribalism, in which personal loyalty to
one's chief and fellow clansmen is still
very strongly emphasized.

But the Mahabharata as we have it
contains more than the poetic account
of a legendary war. It is replete with
interpolations of all kinds, which were
obviously introduced long after the
main narrative was composed.

The longest of these is the Santi
Parvan, the twelfth of the 18 sections
or books into which the epic is divided,
and by no means the shortest of them.
Here the slow death of the wounded
Bhishma, the elder statesman of the
Kauravas, is made the pretext for a
long series of didactic passages on
many aspects of polity, ethics and
religion.

Similarly Yudhishthira, the eldest of
the five heroes, is a passionate but
inexpert gambler, and it is as a result
of his vice that he and his brothers
are forced into exile. This gives the
cue for the introduction of the lengthy
tale of king Nala, another addicted
gambler of even older days who lost
his wife and kingdom through dicing,
but regained them at last after many
adventures.

This interpolation, in fluent easy
verse, often forms the student's first
introduction to Sanskrit literature in

the original. From its style and content
it appears to be at least as old as the
main narrative of the epic, and looks
back to the days of small semi-tribal
kingdoms before the time of the Buddha.

Undoubtedly the most important

. interpolation of the Mahabharata is the

Bhagavad-Gita, the long religious
poem which has become the most
influential text of modern Hinduism. Of
all works of Sanskrit literature it is
probably the most widely known out-
side India, and it has been translated
into many languages and read by
millions who know nothing else of the
epic poem which contains it.”

A pretext for its inclusion is provid-
ed, just before the commencement of
the great battle, by the misgivings of
Arjuna, the second of the five heroes,
at the thought of fighting his own
kinsfolk and friends. His mentor
Krishna strengthens Arjuna’s resolu-
tion with this long religious poem,
itself possibly a conflation of verses
from more than one source, and
reveals himself as the great God
Vishnu incarnate.

Shorter interpolations are numerous,
and include the well known and beau-
tiful legend of the faithful wife Savitri,
who saves her husband from the clut-
ches of the god of death, the story of
Rama, a brief summary of the other
great Hindu epic, and that of Shakun-
tala, in a version significantly different
from the plot of Kalidasa's famous
drama,

These many episodes, both narrative
and didactic, seem to have been
incorporated into the text of the Maha-
bharata by various editors in the
course of the five centuries between
the Maurya and Gupta empires, from
about 200 B.C. to A.D. 300. By about
A.D. 500 the full epic existed in some-
thing like its present form.

A terminal date may be established
from the lists of tribes and peoples
which occur here and there in the text.
Such lists™ include the Hunas (the
Hephthalites or White Huns), who
could hardly have been known to the
Indians until about A.D. 400, when
they had established themselves in
Bactria, but they do not include other
peoples such as the Gurjaras, who
first appear on the scene in the sixth
century.


















TWO GREAT EPICS (Continued)

Ramayana, a living ideal down the ages

the Dravidian south of India are little
mentioned, except in lists of places
and peoples which have obviously
been worked over in the course of the
centuries in which the epic developed.
In the Ramayana these regions, as well
as Ceylon, play an essential part in
the story, though they are looked on as
shadowy and wild lands, chiefly the
abode of demons and of monkeys
which talk and act like men.

The court of Dasaratha in the
Ramayana is that of a typical Hindu
ruler of classical times, not that of a
chieftain such as we meet in the
Mahabharata story, who is merely the
first among his unruly peers. Though
the Hindu tradition places Rama many
thousands of years before the heroes
of the Mahabharata, the Ramayana
reflects a much more developed phase
of Hindu culture than does the Maha-
bharata narrative.

A strange and very tame version of
the story preserved in the traditions
of Theravada Buddhism suggests that
there actually was, sometime in the
centuries before Buddha's birth, a
king named Dasaratha whose righteous
son Rama was wrongly exiled but in
the end regained his birthright.

But the exciting account of the
capture of Sita by Ravana and her
ultimate rescue finds no place in the
Buddhist version, and this suggests
that the Ramayana, like so many heroic
tales of ancient and medieval times, is
a conflation from more than one
source, and that some of the most
dramatic parts of the finished story
had no place in the original tale. "lt
is, like the Mahabharata, a legend,
not a piece of sober history, or even
the reflection of the historical process
of the Aryanization of the Deccan.”

Much work has now been done in
unravelling the skeins of medieval
European stories such as those of
the Nibelungenlied and the Chanson
de Roland, both of which have been
shown to have no reliable historical
content; and there is no reason why
the Indian epics should be more his-
torically trustworthy than their Euro-
pean counterparts. They are far more
than mere historical narratives; rather
they are among the greatest poems in
the world’s literature, and as such they
have inspired countless millions of
people for some two thousand years.

been taught the virtues of love, fore-
bearance, obedience, courage and
truthfulness from it.

Rama has long formed the ideal of
Hindu manhood, as Sita has of Hindu
womanhood, Rama is invariably obe-
dient and respectful to his parents,
loving and protective towards Sita,
loyal and affectionate to his relatives
and friends, humbly reverent to gods,
priests and sages, benevolent and
gentle towards his subjects, just and
forgiving to his enemies. The obe-
dience and deference which Sita shows
to her husband and her husband's
family know no bounds, but she pos-
sesses intense courage, and is ready
to stake her life in defence of her
virtue.

THE story of Rama has long
been part of the cultural tradition of
Buddhist Burma, Thailand and Cambo-
dia. The Muslim Indonesians and
Malays, who imported the Ramayana
from India long before their conversion
to lslam, still delight in the ancient
Hindu story, adapted slightly to meet
the theological requirements of their
religion and the different cultural milieu
of the Southeast Asian archipelago.
The Muslim tradition of India and Pakis-
tan, however, seems to have rejected
the ancient legends in their entirety,
though in the days of the Mughals Per-
sian paraphrases of both epics were
made. .

There can be no doubt that the
enduring popularity of the two epics
has been largely due to the fact that
both were adapted at a very early
period to the needs of Vaishnava Hin-
duism. According to the orthodox
formulation Vishnu, the High God from
whom all creation sprang, has fully
incarnated himself nine times in mor-
tal form for the salvation of the world,
and will incarnate himself a tenth time
at the end of this aeon, in order to
restore the age of gold. Of the ten
incarnations of Vishnu those most
widely revered are Rama and Krishna,
the former the hero of the Ramayana
and the latter one of the main char-
acters of the Mahabharata.

Thus the epics of India have become
holy books, forming a sort of New
Testament to the older, less directly
appealing, Vedic literature. Unlike the
Vedas, which were intended only for

who prefer to worship God in the form
of Rama the Ramayana in its many
translations and paraphrases has
become a sort of Bible.

The Hindi Ramayan of Tulsi Das was
the only religious text to impress
Mahatma Gandhi in his boyhood, and
with his last breath he called upon
God by the name of Rama. Another
great source of his inspiration was
the Bhagavad-Gita, which forms part
of the Mahabharata.

Some Indians of later generations
may feel that many of the moral pre-
cepts of both epics are hardly appli-
cable to present conditions, and may
have doubts about the theology which
they refiect, but, whatever their future
as sources of religious inspiration,
these texts have so deeply affected
the heart of Hindu culture and are of
such high merit as literature that they
can never be forgotten.

The non-Hindu who wishes to
understand the culture of Hindu India
and the basic values and attitudes of
Hinduism cannot do better than read
these poems. From the point of view
of modern “western” taste, their lite-
rary value may be enhanced by judi-
cious abridgement.

It is unfortunate that so far little has
been done to introduce the Indian
epics to the contemporary non-Indian
reader, for, though full translations of
both exist in English and several other
European languages, none of these
has been made in a style which con-
veys to the twentieth-century reader
the forceful narrative of the Mahabha-
rata or the subtle dialogue and fine
descriptive writing of the Ramayana.

Good abridged translations of both
poems in modern idiom are needed to
bring something of their grandeur and
beauty o a wider circle of readers,
in the lands where their stories are
not traditionally known.

DAMAYANT! THE BEAUTIFUL

Narratives of romance and
well-springs of philosophy and moral
precepts, the epics of ancient

poetry which with lyric sparkle
often evoke the charms of nature:
the grace and mysteries of

the world of animals and an

tragedy,

India
are also works of splendid descriptive

The Ramayana has impressed itself
even more deeply than the Mahabha-
rata upon the soul of Hindu India. It
has been translated, or more often
freely paraphrased, in almost every
Indian language, and in most of the
languages of South-East Asia. These
versions have adapted the story of
Rama to the local cultures, and made

infinite variety of living, growing things.
Painters and sculptors of many lands
have thus found in them an unceasing
source of inspiration. This painting,
the work of an 18th-century artist,
illustrates a Persian translation of
the Mahabharata. It shows the beautiful’
Damayanti, who won the heart of the
gracious Prince Nala, resting in her
garden on a summer day. The story

the menfolk of the higher classes,
especially the brahmins, the epics
might be heard, read and learnt by
anyone, even by women, children and
untouchables. Thus their influence on
the religious life of India has been in
the long run far greater than that of
the Vedas and Upanishads.

10

it part of the local traditions. It has The devotees of Krishna have of the trials and tribulations of
been heard repeatedly by many gen- several other classical texts, notably Damayanti and her lover is told in
erations of illiterate peasants, who not the Harivamsa and the Bhagavata one of the finest and best known

only have been thrilled by its stirring
and often touching story, but also have

Purana, with which to sustain their
faith. On the other hand, for those

poems of the Mahabharata.
Photo © Bibliotheque Nationale, Paris
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Top: Bhishma, in the Mahabharata

(centre figure) expiring on the field of
battle while Krishna, holding a lotus
flower, listens to his dying words. When
Bhishma asks for water, Arjuna shoots an
arrow into the earth and brings forth a
sparkling spring to quench Bhishma's thirst.
This 19th-century painting decorates a
Vishnuite manuscript of episodes from
the Mahabharata compiled in Kashmir.

Photo Paul Almasy © Private collection, Paris

Left: A 1T7th-century Persian illustration
(Mughal school) for a translation of the
Mahabharata. It depicts the combat
between the powerful Bhima and the
wicked Duryodhana on a bare hillside.
Dominating the scene are the

Gods of the Indian Pantheon, among them
Indra, God of the sky and storms

and Yama, God of the underworld.

Photo © Victoria and Albert Museum, London

Right: The Ramayana is rich in

descriptive passages that bring vividly to
life the landscapes of India in all their
seasonal change. In one of them an Indian
artist of the 17th-century may have

found inspiration for this charming
miniature showing Rama and Sita travelling
in their chariot through a luxuriant land.

Photo © Bibliothéque Nationale, Paris

THE COLLECTIVE

DREAM

OF A CONTINENT

by Anil de Silva

The Ramayana and the
Mahabharata, though born in India,
belong to the “collective dream” of
all of South East Asia. The epics are
reborn -at every age, their message
renewed, their forms changing as the

- course of history changes, fructifying

and revififying and filling the human
spirit. They have charmed and
enchanted, inspired and exalted the
people of India and South Asia, form-
ing the very foundation of their rich
and living culture.

The epics are history, myth and
folklore, and the ageless quality of
their appeal, the influence of the moral,
ethical and religious values they
contain have shaped the daily lives of
millions of men and women for gener-
ations.

It has often been said that “what is
not in the Mahabharata is nowhere."
Mahatma Gandhi, who wrote at length
on the meaning and import of the two
great epic poems and translated the
Bhagavad-Gita {which is a part of the
Mahabharata) into his native Gujarati,
once said: “The Gita has become for
us a spiritual reference book... the
deeper you dive into it the richer the
meanings you get.”

Later he wrote: “Early in childhood
| had felt the need of a scripture that
would serve as an unfailing guide
through the temptations of life...
1 learned Sanskrit to enable me to
read the Gita. Today the Gita is not
only my Bible or my Koran it is my
Mother. | lost my earthly mother who
gave me birth long ago, but this
eternal mother has completely filled
her place by my side ever since. She
has never changed, she has never
failed. When | am in difficulty or dis-
tress, | seek refuge in her bosom.”
("Gita the Mother” by M.K. Gandhi.)

The Ramayana is an epic poem of

love and beauty and tells the story of
the princely hero, Rama, who fights a
battle to bring back his kidnapped
wife, Sita, from the demon king of
Lanka (Ceylon). The Mahabharata is
the story of the Great Civil War which
rent India about 1,000 B.C., a terrible
fratricidal war between the Kauravas
and the Pandavas, the sons of two
brothers, and fought on the northern
plains of Kurukshetra, in the region of
Delhi.

Both epics were transmitted orally
for centuries before being written
down, but even today wandering mins-
trels and ballad singers travel regularly
from village to village throughout India
and other countries of South Asia
reciting and singing the epics far into
the night under the stars. Indian work-
ing-men, wearied with the toil of the
day, are capable of spending a whole
night seated in a circle round the fire
listening attentively to a drama of three
thousand years ago.

To the central themes of the Maha-
bharata and Ramayana have been
grafted a multitude of subsidiary stories
to illustrate the central themes. Their
heroes find prominent mention in the

CONTINUED ON NEXT PAGE
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THE EPICS IN THE
ART OF SOUTH ASIA

by B.N. Goswamy

On the walls of countless
Indian homes today hang inexpensive
prints with illustrations of Rama sub-
duing the ocean, or Krishna deliver-
ing his celebrated sermon to Arjuna
on the battlefield of Kurukshetra, and
before them the householders offer
daily worship, much as they repair
with devotion to the crowded open
air grounds where the traditional
festivals and the ritual dance, the
Ramalila, are annually performed.

In the Himalayan hill district of
Chamba, young girls patiently embroi-
der scenes from the Mahabharata on
muslin pieces which they will take
with them as dowry at the time of
their wedding. The heroic figures of
Arjuna and Bhima and Kunti move
about, with the same agility with which
they did several hundred years ago,
in the Indonesian shadow theatre, the
Wayang-Purwa. In Thailand the ancient
masked play, the Khon, still relies
principally on themes from the story
of Rama.

All this adds up to the marvellous
phenomenon of not merely the survi-
val of the two great Indian epics, the
Ramayana and the Mahabharata, as
vital elements in living cultures, but
also of the arts, at least those among
them which are folk-based, continuing
to find inspiration in themes that come
from across several centuries.

The epics run like a thread through
time and space. In our time and day
the emotion may be wearing a little
thin, but the social and moral values
enshrined in these stories still sustain
vast muititudes.

B. N. GOSWAMY is a world authority on
Indian and Asian art. Professor of Art
History, department of Fine Arts, Panjab
University, Chandigarh, India, he is the
author of many studies on Indian art, includ-
ing “Glimpses of Mughal Architecture”
(Bengal Govt., Calcutta, 1953); “Designs of
Orissa Temples” (Thacker and Co., Cal-
cutta, 1950) and “Indian Temple Sculpture”
(Lalit Kala Akademy, Delhi, 1956).

It was quite natural for the sculp-
tors and painters of South Asia to
have turned to works which were so
interwoven with life and affected so
profoundly the minds and the spirit of
generations of men and women. But
they turned to them also because it
was meritorious, conducive to dhar-
ma (1) and emancipation, to treat of
Gods and their deeds; and again
because in them they found a treasure
of heroic tales that could be told with
love and care.

The Ramayana has a wonderfully
rich narrative in itself, while the Maha-
bharata is a veritable encyclopaedia.
The epics are everywhere in the
art of India and South-East Asia. So
enormous, in fact, is the body of works
of art devoted to themes from the
Ramayana and the Mahabharata, that
one can hope only to treat briefly of
the most significant among them.

It is difficult to speak with certainty
of the exact period the earliest repre-
sentations of the Ramayana or the
Mahabharata in the arts belong to,
for .much has been claimed by time.
But they appear to come from the very
beginning of the time when Hindu
themes started finding consistent
expression at the hands of the Indian
sculptor.

The artist of the Gupta age (320-
600 A.D.), the classical period of
Indian history, turned his attention
alike to Buddhist and Hindu themes,
and an early, fifth-century relief from
the Garhwal region, a beautifully realiz-
ed treatment of the battle between
Bhima and Jarasandha, ushers us
into a period of great achievement.

It is to this period that that chaste
monument, the Gupta temple of Deo-
garh in Central India, belongs. Of this
gem of Hindu architecture, popularly
called the Dasavatara temple with

(1) A word used in all the Indian languages
with a rich connotation of duty, right conduct,
justice, order, natural, and essential quality,

reference to the ten incarnations of
Vishnu to whom the shrine is dedi-
cated, the entire basement was once
decorated . with a continuous frieze

representing events from the Ra-
mayana.

Only a small fragment of this
sculptured frieze has survived, but

what exists is deeply moving. In these
reliefs is mirrored the classical Gupta
ideal of balance and harmony. The
voluptuous grace of the figures, the
quality of movement in the composi-
tions, do not interfere in the slightest
with the tone of noble restraint which
characterizes the art of this period.

The sculptor appears to be in com-
plete command both of his material
and his emotion, and whether he is
showing the deliverance of Ahalya
(turned to stone by her husband for
being unfaithful) when Rama’'s feet
touched her, or Rama, Lakshmana and
Sita leading a life of contented aus-
terity in the forest, there is a quality
of quiet sweetness in his art. There
is no effusion, no overstatement.

The same grace and refinement
belong to the work of the Pallava
sculptors of the South, but to these
are added a new quality of dynamism.
Thirty-five miles south of Madras, at
Mahabalipuram, stand the remarkable
seventh-century rock-cut temples nam-
ed after the Pandava heroes of the
Mahabharata; but what towers above
everything else here is the massive
granite boulder on the sea-shore that
presents a marvellous aspect of ener-
gy and imagination.

The entire face of this enormous
piece of living rock has been carved
to represent a scene of epic grandeur.
The theme is a matter of some con-
troversy among scholars, but whether
it is the Descent of the Ganges
from Heaven, or the story of Arjuna’s
penance, the source of the episode is
the Mahabharata.

The familiar figures of the heroes

































superior, goes back clearly to the
Gupta reliefs at Deogarh. There is the
same quality of noble restraint in the
work. There is drama here, and much
movement,

Panel after panel illustrates that
part of the Ramayana where Rama is
a witness to and a participant in the
fight between the monkey-kings, Su-
griva and Bali, and in these there is
an extraordinary animation, but the
emotion is again controlled. With
suavity and grace, the Javanese
sculptor makes his statements, always
employing economy but always suc-
ceeding in evoking the feeling inherent
in the epic episodes.

We become witnesses to the divine
power of Rama as he bends his bow
with a2 movement of marvellous rhythm
to conquer the Ocean; we participate
in the struggle between good and
evil as the monkey-kings grapple in
their death struggle and Rama shoots
his arrow from behind seven trees.
Everything here is vitally alive.

The Indian models that so obviously
provided the inspiration for the work
in Java, lay also at the base of the
great periods of art from the first to
the seventh century in Cambodia. But
the styles change rapidly after the
upheaval of the eighth century and
the Khmer period of art in Cambodia
begins.

The relatively subordinate position
occupied by sculpture in the architec-
tural monuments of the pre-Khmer
period also changes and we enter
upon a period of.increased sculptural
ornament that leads, step by step, to
the final explosive, Baroque style of
the last period.

The quiet note of early sculptures
like those at Sambor is left behind

INDONESIA'S WAYANG
SHADOW THEATRE

The name “shadow theatre” is inseparably
linked with Indonesia and its culture.
Here, the word “wayang” (literally,
“shadow”), identifies the flat, leather-carved
rod puppets whose shadows are projected
on to a screen. A form of entertainment
as popular as the cinema in Western
countries, the shadow theatre is a superb
medium for storytelling and has captivated
untold generations with its presentations

of ancient tales, bringing to life great
epics such as the Mahabharata and the
Ramayana. The Wayang theatre, which
is believed to have originated in India,

is also found in Malaysia, Thailand and
Cambodia (see page 34), and in parts of
southern India. The smallest of the
Indonesian puppets is about 9 inches high,
the tallest sometimes close to 40. A full
set of puppets may number 300 to 400
characters, each made according to strict
rules of iconography and all easily
recognizable. Left, episode from the
Mahabharata presented at"logjakarta
(Indonesia).

Photo © Tony Saulnier, Paris

ART OF SOUTH ASIA (Continued from page 20)
One of the supreme arts of all time

even by an early monument of the
First Style of Angkor, that jewel of
a shrine at Banteay Srei, which an
inscription dates to the ninth century.

Several important lintels here illus-
trate scenes from the Ramayana and
are set inside richly ornamented,
sinuously profiled arches. The scenes
are arranged in a formal manner, but
the symmetry does not jar. There is
an almost perfect balance in the
compositions, whether they be illus-
trations of the battle between the
monkey-kings, or of Ravana shaking
Mount Kailasa again.

But in these there is an element
of ornamentation. The scenes lack
that dynamic character which belong-
ed to the Indian reliefs of the eighth
century, and the representations are
suggestive of a playful air, “as though
the figures were moving to the mea-
sures of an elaborate ballet.”

The great Cambodian expressions
in sculpture came however from the
stupendous monument, the 12th-cen-
tury temple complex of Angkor Wat.
It is not only the architecture of this
monument of Khmer civilization at its
grandest that is difficult to describe,
but also the sculpture which covers
wall after massive wall.

Battle scenes are a favourite with
the Angkor Wat sculptors, and of these
the most impressive and awe-inspir-
ing are those that illustrate the Great
War from the Mahabharata. The
magnitude and the brilliance of the
epic scene are matched in this relief.

“The uproar and confusion, fierce
assault and valiant defence, of the
battlefield are rendered with incredible
skill and inexhaustible invention, the
whole surface of the wall being
decorated with forms in a brilliant
variety of dramatic postures,” says the
great orientalist, Heinrich Zimmer, and
adds, “Once the eye has become
accustomed to this unemphatic style
there is  an almost infinitely rich
variation to dwell upon and take in.”

We have here one of the supreme
arts of all time at its moment of
climax. The flatness of the surface of
these reliefs, a little disturbing to an
eye not used to it, is completely
intentional, for it is wholly appropriate
to the almost sunless galleries of the
temple.

The monotony of these anonymous
reliefs is only superficial, for in fact
there is in these scenes a dazzling
display of inventiveness, achieved
with an appearance of supreme ease.
Working on these scenes of a heroic
mould, the Khmer sculptors made
whole walls spring to life with the
great action which is described with
such virtuosity and vividness in the
pages of the epic.

Only a century removed from Ang-
kor Wat is the great mass of the
Bayon at the centre of Angkor Thom.
Here again, there are whole friezes

representing scenes from the Ra-
mayana and the Mahabharata, as at
Angkor Wat. This in spite of the fact
that the Bayon is a Buddhist monu-
ment, but then it is only nominally so,
for in fact it reflects the true character
of the Cambodian ruler, Jayavarman,
who was neither a Buddhist nor a
Hindu but a Devaraja, or God-King.
Angkor Thom once again displays the
Khmer virtuosity which is carried for-
ward from the preceding century and
which ceases only with the disaster
that befell this civilization in the fif-
teenth century.

What might be called the last of
the great - periods of sculpture, at
least as far as the representation of
scenes from the Ramayana and the
Mahabharata in South-East Asia goes,
is to be seen at the fourteenth-
century shrine in Java, called the
Chandi Panataran. Here the epic is
the same, but the style has changed
appreciably. In a fantastic landscape
of forests and clouds that in itself is
reminiscent of an artificial stage-set,
characters from the epics take on the
aspect of puppets from the shadow
plays of subsequent centuries for
which they provided obvious inspira-
tion. After this only stray voices are
to be heard.

In India at this time any sculptures
dealing with the themes from the epics
which we can call worthy of their
subject matter are now in bronze.
The growth of creativity from the
eleventh century onwards in southern
India is concentrated in the Chola
kingdom, and bronzes of breathtaking
beauty, including the famous Shiva
Nataraja, are produced.

Shaivism, however, does not claim
the entire attention of the Chola crafts-
men; there is a great deal of sculp-
ture of Rama and Krishna themes.
But the sculpture, in the nature of
things, is not monumental, nor is it
narrative in’ any manner of speaking.
The concentration is on the produc-
tion of icons which spring from the
needs of religion, not the narrative of
the epics. We do have deeply mov-
ing sculptures like that of the great
monkey-God, Hanuman, who becomes
in the popular mind the archetypal
devotee of Rama, but the figures are
isolated. They do not become inte-
grated with a narration in terms of
sculpture.

In stone, there are still numerous
representations of epic themes and
the Ramayana reliefs from Halebid in
the southern state of Mysore, or the
temple of the Thousand Ramas from
the Vijayanagar kingdom in South-
East India are cases in point, but
nothing as deeply moving as in the
earlier periods is seen. Great sculp-
ture now treats of other themes, and
in the representation of epic themes
attention now positively shifts to
painting.

From the great periods of early

CONTINUED ON PAGE 31
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THE KATHAKALI
AND THE DANCE-DRAMA

OF INDIA

by C. Kunchu Nair

KATHAKALI is the principal
dance-drama form of Kerala, a narrow
strip of land lying on the coast of
south-west India. Though confined
thus to a small area, Kathakali is a
part of an all-India tradition of clas-
sical theatre and shares with its sister
arts in other parts of India certain
broad features which sharply mark off
the Indian tradition from its counter-
part in the Wesi.

It is neither possible nor necessary
to discuss here all these common
features relating to the growth of
unity in the Indian Theatre movement.
But, at the same time, one cannot
loose sight of certain striking factors
and circumstances which tended to
govern the content and form of this
traditional theatre.

One such factor was the most in-
timate and enduring connexion the
theatre had maintained ever since its

C. KUNCHU NAIR began his studies and
traiming in the Kathakali dance-drama at
the age of 15. He has devoted the past
43 years of his life to the subject, studying
first under the late Pattikkamthodi Ravunni
Menon, the greatest Kathakali teacher of
modern times. He is now director of the
most important Kathakali dance academy
in Asia—the Keralakalamandalam, in Kerala,
south-west India, where he is also senior
professor. In 1959 he introduced the
Kathakali to Europe and this year his
troupe completed a smash hit visit to
Europe and Canada. Choreographer and
producer, he has studied every aspect of
the art of Kathakali.

birth with the religion of the land in
all its changing forms and with its
recorded and written literature. The
most important of this large body of
religious literature were and still are
the two very great and powerful epics,
the Ramayana and the Mahabharata
and the later Bhagavad-Gita.

Apart from their historical and liter-
ary value, these bulky compilations
represented India’'s earliest memories,
collective wisdom' and consciousness
and its religious and moral attitude.
Not only did they contain discussions
of various philosophical schools, codes
of morality and ethics and of abstract
qualities of virtue and vice, happiness
and sorrow and nobility and baseness;
but they also portrayed in bold types
and as the real embodiments of these
principles, noble heroes and heroines
and villains of all kinds.

They narrated stories of great bat-
tles between good and evil and how
the former always triumphed over the
latter; they explained how the gods
often descended on the earth and
mingled and shared with human beings
their joys and sorrows; how the virtu-
ous on the earth went to Heaven to
enjoy the fruits of their good deeds
and how the vicious were dragged
to Hell to answer and suffer for their
black deeds; if the gods sometimes
lapsed into human weaknesses, the
mortals often rose to the state of
godliness.

Always with ready answers to the
problems that troubled the suffering

human heart and with constant advice
through sweet persuasion and un-
mistakable examples, these epics
seemed so near and dear that people
came to think of them as part of their
very selves.

No wonder, then, that these holy
books—especially the Mahabharata,
Ramayana and Bhagavad-Gita—exert-
ed so powerful and lasting an influence
on the minds and daily lives of the
people and proved, over the ages, to
be inexhaustible sources supplying a
rich variety of themes for art and litera-
ture in India. Rarely did any artist or
writer feel any compulsion to look
elsewhere for his subject matter.

Not that Indian Society remained
static. Changes there were in the

CONTINUED ON PAGE 39

KRISHNA AND ARJUNA

Two heroes of the Mahabharata, Krishna

(left) and Arjuna, as they appear in
a Kathakali dance-drama. In this
scene from the Bhagavad-Gita,

the God Krishna teaches Arjuna

the true virtues of the upright man.

The Kathakali theatre, which originated
in Kerala, south-west India, in the 17th
century, is part of an all-India tradition

of classical theatre in which poetry,

music and dance are closely intregrated.
The mythological characters are easily

identified by their highly stylized
costumes and make-up and their
characteristic miming and gestures.

Photo © Odile Montserrat, Paris









Colour page

ARTIFICIAL JOWLS
OF PAPER AND PASTE

In the Kathakali theatre green make-up
and wide eyes (lotus eyes) accentuated
by thick black lines identify gods and
noble heroes (see page 36). Violent
characters such as the ruthless Duryodhana
of the Kaurava clan

(top left) wear green make-up variegated
with red and white, and grotesque
protuberances on their noses. Outright
scoundrels like Duryodhana’s brother,
Dussasana (top, far left) have red beards
and are made up to look

repulsive and inhuman,

Kathakali dancers wear ornately
decorated crowns, those with the

largest circles being reserved for

the most evil and detestable characters.

*

The art of building up the elaborate
mask-like facial make-up of the Kathakali
dancers is a hereditary vocation and an
expert spends up to four hours on

each face. About 60 varieties of make-up
and costumes are used to portray the
different characters: god or demon,
woman or brahmin, and many others. A
facial border called “chutty” gives new -
contours to the features. Made of paper
and rice paste mixed with lime, it is applied
to the cheeks, enlarging the face with
the aim of giving greater presence to

the character, just as thick-soled shoes
were once worn by Greek tragedians.
The form of the chutty depends on the
character being portrayed. Left, actor
completes the chutty he wears with

green colouring, to portray a hero of

the Mahabharata. Far left, top: an actor
is given a “katti" (knife-shaped) make-up
for his role as Duryodhana. Far left, bottom:
putting the last touches to the basic
make-up. Designs on forehead also
serve to identify each character.

Photo @ Odile Montserrat, Paris

KATHAKALI (Continued)

Four-hour make-up for each dancer

social life, but not basic enough to
dislodge these great epics from their
supreme position. Any pressures from
the changing social and cultural values
were absorbed by a slight reworking
of the old materials.

This persistance of epic stories as
the recurring theme for the theatre had
tended to discourage realism. Leg-
ends and myths, distortions and
exaggerations as they are from real

_ life, could hardly lend themselves to

realistic treatment without injuring
artistic unity and aesthetic propriety.

Besides, there was an important cir-
cumstance that kept realism out of the
Indian Theatre. Never in the history
of its evolution could drama in India
completely break loose from poetry,
music and dance as happened in the
West. Even as these three arts were
having their own independant courses
of development, they retained their
original connexion with drama. How-
ever their development as separate
arts necessitated their reintegration
with drama at a higher level, the form
of integration depending on the pre-
ponderance of one or other of the
three forms.

The heavy emphasis on poetry,
music and dance added to the almost
complete dependence on mythological
stories, ruled out realism. The only
logical and consistant direction the
development of Indian Theatre could
take from that position was evidently
towards an increasingly greater degree
of abstraction and stylization and
further refinement and rarefaction of
technique.

How did the art of acting stand in
relation to its three adjuncts—poetry,
music and dance? To answer this,
we may introduce here the concept of
Abhinayam developed by Hindu theo-
rists. This term has often been inade-
quately translated as acting. In fact,
it is more than acting and if broadly
understood includes poetry, music and
dance.

Abhinayam is explained as the art
of conveying or communicating to the
spectator through suggestion the
thoughts and feelings of the charac-
ters in relation to their causes and
effects. Feelings, emotions and moods
were analyzed and classified accord-
ing to their intensity and permanence.
How these feelings are visually pro-
jected all over the body through
changes in the colour, motion, position,
pose, gesture, etc.,, of the body, its
limbs and .features and changes in
the voice, was closely studied. The
movements and gestures and tonal
variation were abstracted, stylized,
condensed or enlarged and related to
deéfinite feelings, moods and actions.

The Abhinayam consists primarily
in the actor's showing or *“acting”
these elements thereby suggesting the
corresponding feelings, etc.,, which

become sublimated as aesthetic fla-
vour or enjoyment in the spectator.

The Hindu theorists have recognized
four elements or aspects of Abhinayam
according to its means or media as
relating to (1) body (Angikam); (2)
speech (Vacikam); (3) mind (Satvi-
kam); and external means (Aharyam).

(1) Angikam - Proper use of artistic
gestures, actor's bearing, walk, move-
ment of features and limbs.

(2) Vacikam - Use of proper pro-
nounciation, modulation of voice,
accent and rhythm, proper dramatic
delivery of the text (prose, poetry and
songs). ’

(3) Satvikam - Representation of
some of the basic psychic conditions
by such means as immobility, pers-
piration, change of voice, etc.

(4) Aharyam - Make-up and cos-
tumes and the stage decor and props.

In its wider sense Angikam should
include dance, and Vacikam, music.

Considering these characteristic
features which are almost antithetical
to the Western concept of drama, it
will be more appropriate to call the
traditional Indian drama (including
dance-drama) a form of "lyrico-drama-
tic spectacle.” Incidently, it is inter-
esting to note that this is also true in
varying degrees of most of the
countries of the South-East Asia which
were once called "Greater India.”

THE major forms of Indian
dance (of the interpretative type) and
dance-dramas like Bharatnatyam, Ka-
thak, Manipuri, Kathakali, Kuchiputi,
Bhagavatamela, Yakshaganam, etc.,
which were revived during the last fifty
years grew up in this all-India dance
tradition. However, in assimilating this
tradition each of these forms had its
own area of emphasis. Each is firmly
rooted in its local folk tradition which
imparts and sustains its uniqueness
and justifies its independent existence.

Kathakali can be roughly translated
as danced play. A cycle of eight
plays based on the story of Rama,
the hero of the Ramayana, was written
between 1655 and 1661 A.D. (some
scholars say between 1484 and 1497
A.D.) by a ruler of a petty principality
called Kottarakara.

Many poets wrote Kathakali plays
during the last three hundred years,
but only some thirty of this large col-
lection, numbering more than a
hundred, remained and still remain
popular on the stage. Of these nine
are based on the Ramayana, thirteen
on the Mahabharata and seven on the
Bhagavad-Gita.

In preparing the ground for the
emergence of this new form, the tra-
dition of the older dance forms of
Kerala—both folk and classical and

CONTINUED ON NEXT PAGE
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KATHAKALI (Continued)
massage to make his body mellow

and supple.

Along with this goes the training
of mind. The student learns the text
of the plays and tries to understand
the problems of characterization, struc-

ture of the play and
theories.

a host of other

By the time he leaves the

school he has studied at least 15 plays
which form the basic core of the

Kathakali repertoire.

The modern tendency is to reduce
the period of training by extending
the classroom work to the whole year
instead of limiting it to six months as
in former times. But the period cannot

be reduced to below

eight years. The

maximum number of students a teacher

can handle at a time is four.
in Kathakali,

never act

Girls
one reason

perhaps being the length and rigorous
nature of the training required.

A typical time table of training in

the past was:

Drawings © Peter Schumann, Archives of
the International Institute for -

Comparative Music Studies,

3.00 a.m. to 4.00 a.m. — Practice in
the movements of eye, brow, lips, neck

and other facial feat

4,00 a.m. to 6.00
applied to the body;
cises,
etc., lead to the m
the student lies on

ures.

a.m. Qil is
a course of exer-

foot-work, dance movements

assage in which
a mat and the

teacher works his body over with his

feet.

8.30 a.m. to 11.30 a.m. and 2.30 p.m.

to 5 p.m. — Practice
dances, Thotayam
rehearsal of the play
7.30 p.m. to 9.00 p.
expressing

emotions,

in the preliminary
and Purappatu;
S.

m. — Practice in
feelings and

sentiments with the help of eyes, brow,

cheek, lips, neck etc

.. and interpreta-

tion of important sections of the play.

Modern schools o
had of course to ma
sions to this

long

f Kathakali have
ke some conces-
and rigorous

schedule to allow time for the general
education of the students.

LANGUAGE OF HANDS.

are sung by soloists.
of gestures, or “mudras”.
to represent a word, a person, an idea or an action, and so on.

As part of India's cultural -renais-
sance which began in the last century,
interest in our traditional arts, music
dance and drama has been revived.
One of the best representatives of
this renaissance in Kerala was the late
national poet, Vallathol.” With the help
of his friends he founded in 1930 the
Keralakalamandalam the first and now
the most well-known Academy to teach
Kathakali and other arts of Kerala.
Vallathol travelled throughout India and
visited many countries, popularizing
this art form and seeking help for his
Academy, which is now owned and
run by the Government of Kerala. A
troupe from the Academy made a
highly successful tour of Europe and
Canada from May to September, 1967.

In 1939 a second school—Kottak-
kal Natyasangham—was started. To-
day Kathakali is growing as an art
form and several other schools offer-
ing training in-Kathakali-have opened
in India.

In the Kathakali dance-drama, the songs and verses of the text

The actor-dancer remains silent, but speaks in a language
Mudras are the movements and positioning of the hands

The language is enriched

by movements and'miming with the body, limbs and features that express the ideas and

Berlin

feelings of the characters in the play. One manual on mudras lists nearly 500 of these
hand gestures a few examples of which are shown below.
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INDIA'S ANCIENT HEROES ON CELLULOID

Not long ago someone asked
the distinguished Indian film maker
Satyjit Ray, if it was true that he
wished to make a screen version of
the Mahabharata. “Yes, | do,” he
replied. "l have given it a lot of
thought. It is a theme that endures,
a theme of war and peace, tyranny
and struggle. Also, it is worthwhile
to- look at one's roots.”

From the classic age of Sanskrit
drama some sixteen centuries ago to
- the present times, poets, playwrights,
sculptors and film makers have looked
at these roots with growing fascination
and drawn sustenance from them.

It is small wonder then that the very
first Indian film, "Raja Harishchandra,”
produced in 1913 by Dhundiraj Gobind
Phalke, should have been a mytho-
logical tale sung and celebrated
throughout the country.

The story concerns Harishchandra,
a king known for his piety and
truthfulness. One day Viswamitra,
the wise Brahmin in the epic literature,
demands of him the sacrificial gift due
to a Brahmin and the king offers him
whatever he might choose to ask,
“gold, his own son, wife, body, life,
kingdom and good fortune”. Vis-
wamitra strips the king of all his
worldly possessions [eaving him but a
garment of bark and his wife and son.
The king suffers untold miseries and
hardships, sacrifices his son, and is
about to offer up his wife, when the
gods arrive and entreat him to accom-
pany them to heaven.

The film was a tremendous success.
Exciting as films from other countries
had hitherto seemed, it was an even
greater thrill for the audience to see
a familiar, traditional story set in India
and performed by Indian actors. It
lifted the audience out of day-to-day
frustrations into the world of legendary
India whose glorious past, familiar in
song and story, yet even so, half for-
gotten, had thus been given living, mov-
ing reality.

The impact, in fact, was overwhelm-
ing. In one of Phalke's subsequent
films, when Krishna appeared on the
screen men and women in the audience
prostrated themselves. This sponta-
neous action was not the naive gesture

BHAGWAN GARGA is an Indian cinema
historian and film critic. He has written on
many aspects of the Indian cinema and has
produced a number of documentary films on
Indian film-making and Indian art. On an
international level, he has helped to arrange
the exchange of fims between India and
France and was a member of the Unesco
committee of experts on Anthologies of the
History of the Cinema which met in Paris in
April 1967. Bhagwan Garga is to prepare the
Indian anthology.

by Bhagwan D. Garga

of people mistaking the screen incar-
nation for the real god; the reverence
shown was for the symbol not for the
man portraying it.

The first decade of the Indian cinema
was given over almost entirely to
mythological stories from the Mahab-
harata and the Ramayana. The Indian
film maker was quick to discover not
only the perennial popularity of the
two great epics, but also that they
were an inexhaustible mine of dramatic

material that could be adapted to suit )

any audience.

In the heyday of the serials, when
“The Perils of Pauline” helped Holly-
wood to make its millions, the Indian
film maker, like many others, followed
the trend—but on his own terms. In the
epics, particularly the Ramayana, he
discovered a wealth of action—the
basic ingredient of the serial film.

One of the earliest serials produced
and shown in several instalments in
India was "The Exile of Rama" (1918).
Thrilling as it may have been to watch.
Miss Pearl White dangling from an
aeroplane or leaping from a burning
building, this heroine was still no match
for the monkey-god Hanuman, who
could suspend himself in mid-air or lift
a mountain on his little finger. Danger
lurked behind every bush in the forests
where Rama and his beautiful wife,
Sita, were exiled.. And what greater
thrill than to witness the combat bet-
ween Rama and Ravana, the demon-
king, in which Rama struck off Ravana's
ten heads one after the other, only to
find that as one fell another grew in
its place.

T HE Mahabharata is not
only the more ancient and the longer of
the two epics, but has a larger fund of
stories—those of Nala and Damayanti,
of Shakuntala (immortalized by Kali-
dasa in his play of the same name),
of Savitri and, of course, the moving
poetic colloquies between Arjuna and
Krishna which form a separate book,
the Bhagavad-Gita. ‘

All these stories lend themselves
readily to screen adaptations. The
most popular of all is perhaps that of
Nala and Damayanti, the story of a
beautiful girl for whose hand the gods
compete with her lover (a mere mor-
tal) and lose. This ancient story illus-
trates the humanized concepts of the
traditional culture, gods with a touch
of human frailty, women celebrated for
beauty and wit, men capable of win-
ning when pitted against gods.

The cinematic potentialities of the
story are obvious enough, and the first
version was made as early as 1919 by

Madan Theatres of Calcutta, with an
ltalian, Eugenio De Liguoro, directing
the film. “Nala and Damayanti” has
since been filmed at least twenty times,
but has lost none of its popularity.

The advent of sound films served, if
anything, to increase the popularity of
scenarios based on the epics. It is
significant that among the first sound
films by far the best was “Ayodhya Ka
Raja” (The King of Ayodhya), a mytho-
logical film. A little later, in 1934, came
“Sita," directed by Devaki Bose, which
is perhaps the finest screen rendering
of the Ramayana to date.

Devaki Bose used a characteristic-
ally Indian device in unfolding his
story. The ancient Sanscrit dramas
traditionally opened with a prologue
in which the chief actor or narrator
(the sutradhar) outlined the story or
commented on one or another aspect
of the play. Bose opened his film
with a commentary of this kind illustrat-
ed with murals depicting incidents from
the lives of Rama and Sita.

During the Second World War when
the demand for entertainment increas-
ed tremendously and commercial com-
panies in consequence took the line

. of least resistance, Indian films too

showed obvious signs of decline and
“fatigue”. Significantly, the two out-
standing films of the period were “Ram
Rajya” (The Reign of Rama) and
“Shakuntala”, the first based on the
Ramayana and the second on the Ma-
habharata.

In “Ram Rajya" the crucial moment
comes when Rama, though convinced
of the chastity of his wife, Sita, while
she was the captive of Ravana,
nevertheless sends her into exile after
hearing a callous remark casting doubt
on her innocence. Vijay Bhatt, director
of the film, has recalled public
reactions to this part of the story
when he showed his film in New York.
“Many people asked me why the
kindly Rama yielded to the wishes of
the people in spite of his conviction
that Sita was innocent. | replied that
this was the difference between the
democratic kings of the West and of
the East. Edward VIl left the people
for the sake of his wife; Rama left
his wife for the sake of the people.”

Superficially, . Vijay Bhatt's reply
might appear chauvinistic and vain; in
reality it is nothing of the sort. It
shows how the Indian is always
comparing and judging his own
conduct (and sometimes that of others)
by the standards set in the epics.
These standards are by no means
unattainable. In fact the popularity of
the epics is mainly due to their deep
humanity, wherein gods behave like
ordinary men and men like gods.
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Letters to the Editor

WAR OR PEACE ?

Sir,

Congratulations on the issue, “War
or Peace?" (August-September 1967).
It deserves the widest circulation par-
ticularly among young people since it
makes us face up to our responsi-
bilities and reveals the gravity of the
disarmament problem. A great deal
of nonsense has been written about
the problem and one often feels that
much of what is said about the critical
danger threatening us all has neither
rhyme nor reason. Your issue, how-
ever, was clear and concise, and |
particularly welcome the publication of
extracts from the Papal Encyclical. |
shall make sure that my family and
friends see the issue, not with the
idea of creating a “war psychosis”, but
to encourage them to give deeper
thought to the problem.

Simone Aviron-Violet
Lyon, France
Sir,

Your August-September issue is a
wonderful presentation of facts that
affirm what is necessary for world
peace and international understanding.
| was so impressed with the articles
contributed by Philip Noel-Baker, His
Holiness Pope Paul VI and Unesco's
Director General, Mr René Maheu that
| ordered more copies which I shall
circulate among friends and members
of our local United Nations Associa-
tion. | have subscribed to your maga-
zine for four years and always find
it a mine of information (never a dull
copy).

A.E. Green
United Nations Association
Broadstone, U.K.

AFRICA’'S SHORTAGE
OF DENTISTS

Sir,

The remarkable article by Nicholas
C. Otieno on training Africa’s
scientists (June 1967) should also
have emphasized the serious shortage
of dentists in Africa.

If my information is correct, Africa
as a continent has only one dentist
for every 80,000 inhabitants. This

shortage is likely to increase unless .

urgent steps are taken to expand
existing schools of dentistry in Dakar
and Lagos and unless new teaching
centres are established in the African
universities now being built.

Jacques Charon
Fédération Dentaire Internationale
Paris, France

NOISE POLLUTION

Sir,

The harmful effects of noise are
now invading the countryside. Two
reasons are the increasing use of
tractors and the opening of small
workshops which do not comply with
industrial health regulations, especially
for the prevention of damage to hear-
ing. City dwellers seeking a few

weeks of rest and quiet In the coun-
tryside are sometimes obliged to cut
short their vacations because certain
villages have become so noisy. Your
issue on Noise Pollution (July 1967)
will be of prime interest to country
people, particularly to school teachers,
since in small communities which have
neither doctor nor nurse, the teach;
er is the only person able to alert
people to the harmful effects of noise
on health.
Dr Pierre Rolland
Bourg-la-Reine, France

LINK BETWEEN FRIENDS

Sir,

I love the “Unesco Courier”, as do
my friends who receive it when |
finish reading it. One, a teacher in
Kobe, Japan, says it is the best
magazine he reads, and it is always
in demand at his school library.
Sometimes there are several areas of
interest so the magazine goes to
several friends in different countries.

Hugh Stewart Smith
Washington D.C., U.S.A.

THE NAMING OF MONTREAL

Sir,

The caption of a photo illustrating
the article on Canada ("A Culture in
the Making”) in your April 1967 issue,
tells us that Jacques Cartier gave the
name “Montreal” to the city he
founded near Mount Royal.

Francis the First, of France, in
consenting to help Jacques Cartier to
search for new lands to the west of
the lIsland of Hierro (most westerly
island of the Canaries), and in agree-
ment with the Pope, instructed the
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explorer to give the name “Montreal”
to the first town founded by him in
Cansda. This was to honour the
young Cardinal de Medicis, Bishop of
Avignon in France and of Montreale, a
small town near Palermo, Sicily.
Cardinal de Medicis had been
instrumental in obtaining the Pope's
agreement to Cartler's enterprise.

Eugene Guernier
Institute of Political Studies
University of Paris

A VAST INVENTORY

Sir,

The Corpus Vitrearum Medii Aevi,
the inventory of Europe's medieval
stained glass windows, is by no means
an ‘“unprecedented undertaking”, as
described in your April 1967 issue.
It is one facet of a colossal enterprise,
a vast and almost universal cultural
inventory undertaken since 1924 by
the International Academic Union,
which comprises 27 of the world’'s
principal academies in the fields of
Letters and the Ethical and Political
Sciences. In addition to a score of
major undertakings, including the
Corpus Vitrearum Medii Aevi, the
Union sponsors many similar pub-
lications.

Our Union, whose headquarters
are at the Académie Royale de Bel-
gique (Brussels), benefits by sub-
sidies from the International Council
for Philosophy and Humanistic Studies.
These subsidies are drawn from funds
which the International Council, as an
international non-governmental organi-
zation, receives from Unesco.

Prof. Henri Lavachery’

Honorary Perpetual Secretary
to the Académie Royale
de Belgique, Brussels, Belgium

‘UNESCO COURIER’

 Repéated rises in production and distribution costs have made
it necessary to adjust the annual subscription rates and single
copy price of the UNESCO COURIER. )

(0])] ]anuary_i, 1968 our new rates will go into effect as follows:

SINGLE
COPY PRICE
1]9 stg.
40 cents (Canada) $4.00
1.20 French francs 12 F.

‘1 YEAR
SUBSCRIPTION
17/6 stg.

. 2 YEAR
SUBSCRIPTION

32/- stg.

22 F.

Subscribers will be notified of the new rates in other currencies

by Unesco’s National Distributors,

Where available these rates

will be published in the list:’of National Distributors (opposite) of . ‘

‘our next issue.

Listed below are the new annual subscription ratés in the follow-
ing countries: Belgium: 170 FB - Denmark: 20 D.Kr. - Fed. Rep. -
of Germany: 12 DM - Israel : £ 9.50 - Mexico : 30 pesos m/n -
Netherlands: 10 fl. - Spain: 160 pts - Switzerland: 12 Fr.S.

-

Imp. GEORGES LANG, PARIS. IMPRIME EN FRANCE.
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