








THE PUBLIC
AND

MODERN ART

Some unexpected findings
of a Unesco-backed inquiry

How does the general public judge modern art? To what
extent are the paintings of famous modern artists such as
Picasso, Klee, Miro, Mondrian and Pollock really 'appreciated
by the average man or woman? This issue of the ** Unesco
Courier * offers some tentative answers based on the findings
of a public opinion poll carried out in Toronto, Canada, by the
International Council of Museums with the aid of Unesco.
Readers who would like to compare their own reactions to
modern art with the results obtained in Toronto are invited to
turn at once to the section * Anyone Can Play " on page 18 and
to the centre colour pages.

R USKIN once described a

new painting by Whistler as “a pot
of paint thrown in the face of the
public.” By its response to an inquiry
carried out recently in Toronto,
Canada, the public might be said to
have picked up the pot of paint and
thrown it straight back into the face
of the modern artist.

The inquiry was carried out as a
public opinion poll in the city of
Toronto, by the International Council
of Museums with the aid of Unesco
and the Canadian National Commission
for Unesco.

This poll has revealed that when it
comes to tastes in modern art people
may not always know what they like
but they are extremely vehement in
proclaiming what they don’t like. They
tend to like paintings of a type familiar
to them, but bridle at “jumbled up”
styles or innovations generally.

The results of the poll were

first published in Unesco’'s quarterly
magazine “Museum”, destined for
museum specialists (1). The poll itself
consisted in showing a selection of
modern paintings, grouped according
to certain categories, to a repre-
sentative sampling of the population of
Toronto over the age of 15. Persons
interviewed were given four sets of
10 paintings on colour postcards to
examine. The persons interviewed
were not given either the names of the
artists or the titles of the works.

Works of art in the inquiry were
nearly all by artists working between
1900 and 1960. In most sets there
was at least one “control” painting
from an earlier period. With few
exceptions the control painting proved
the most liked. Millet's “The Angelus”,

(1) "Museum”, Vol. XXIl, No. 3/4, 1969.

Price 90p, $3.00 or 10 F.

painted in 1859 and now well known
(see photo page 7), was voted top
favourite among the 220 paintings
covered by the inquiry.

While the choice of favourites
varied, people were emphatically
agreed on what they did not like. The
most consistently unpopular paintings
were those of Dubuffet (represented
by “La Barbe des Incertains Retours”,
see page 7, and “Landscape of the
Mental™). The first of these was voted
down by 78 per cent of the res-
pondents.

Among the “champion hates™ were
Léger, De Kooning, Miro and Pollock.
Certain paintings by other famous
modern artists such as Paul Klee and
Picasso came way down in the order
of preference and yet an equal number
of Picasso’'s paintings were highly
rated. (Eight were placed among the
four top choices in various sets and
eight among the four bottom choices.)

CONTINUED PAGE 6






THE PUBLIC AND MODERN ART (Continued)

‘Unnatural colours’

make the public see red

One Picasso work, “The Old Guita-
rist"—painted in 1904 at the end of
his Blue Period—rated top place in its
set (see page 16), and even his wilfully-
distorted still-life “La Casserole Email-
[ée” (1944) gained second place in its
group—perhaps because it has a very
juggy-looking jug (see colour reproduc-
tion, No. 6, page 19).

Léger is another artist whose works
won high and low ratings. His “Mother
and Child", for example, was placed
next to the top in its group, perhaps
because the subject was easily re-
cognizable.  Mondrian’s  paintings,
however, were always and strongly
disliked.

From the survey a somewhat clearer
picture of public likes and dislikes in
modern art seems to have been brought
into focus—one based on something
more than mere guesswork and in-
tuition. However, the committee of
specialists which organized the poll has
hastened to point out that it would be
unwise to draw definitive conclusions
from its findings. It emphasizes that
the inquiry was primarily designed to
establish, test and prove a method of
research which now needs to be tried
out in other countries.

Yet even the preliminary results, as
yet uncomputerized, have been found
so revealing that it is difficult to ignore
them. They show, for instance, that
the public, as represented by the
Canadian sampling, is consistent in its
likes and dislikes and that age, sex,
occupation and education make little
difference in the results obtained.

I‘HE inquiry reinforces an

assumption commonly made by mu-
seum directors and art specialists that
the public's taste in art is strongly
conservative. Dr, Theodore Heinrich,
a member of the Toronto inquiry work-
ing committee and a former director of
the Royal Ontario Museum, comments
on this point in his evaluation of the
preliminary findings published in “Mu-
seum.”

As he puts it: “Despite all the claims
within the professional communications
field...that the inventions of the
current generation have vastly in-
creased the pace of assimilation of
information and dissemination of know-
ledge, and of certain artists and critics
that ergo, any novelty in art will enjoy

equally rapid acceptance, we can now
confidently state the contrary.

“As far as art is concerned, the long
observed peculiarity that there exists
a generally stable gap of two genera-
tions or a minimum of half a century
between important creative innovation
and its general acceptance by the
ordinary public remains true. For all
the technical innovations in commu-
nications and the vast spread of edu-
cation, we doubt that the acceptance
gap has been shortened by so much as
a week.”

D R. Heinrich finds it signif-

icant that three of the most violently
rejected pictures in the Toronto poll—
“Soldiers Playing Cards”, by Léger,
“Bricke Il1" by Feininger and “Compo-
sition in Blue” by Mondrian (see colour
reproduction, No. 6, page 20) were all
painted in 1917—that is, just over 50
years ago, though less radical paint-
ings by Léger and Feininger scored
high rankings in the poll.

Equally revealing, reports Dr. Hein-
rich, are some of the results obtained
by the use of “control” paintings in 20
of the 23 sets of postcard reproduc-
tions. These “controls” were chosen
mainly from the works of artists of the
second half of the 19th century, but
also included works by Chardin (18th
century) and Vermeer (17th century)
and a number of more “conservative”
20th century paintings.

With few exceptions, the control
paintings ended up in the most favour-
ed positions and the next two highest
rankings in each set generally went to
works closest in spirit to the control
paintings,

“Regardless of the range of style
and expression offered in any one
group,” writes Dr. Heinrich, “the
choice went unerringly in favour of the
least radical, the most nearly conser-
vative paintings available. Such other-
wise popular artists as Degas, Renoir
and Monet all dropped to middle or
low rankings when their more experi-
mental, less conventional pictures
were included.”

Commenting on some of the conclu-
sions that can already be drawn
from the inquiry, Dr Heinrich notes
that if people are offered a sufficiently
wide range of paintings, they are quite

prepared to demonstrate by a choice,
if not by a reasoned explanation, which
painting they like, regardless of how
little they know about art.

Generally speaking, however, people
find it much easier to say what they
do not like. “Our study seems to
show,” writes Dr, Heinrich, that 'like’
is a charged word susceptible of wide
interpretations, none of which necess-
arily includes the idea of enjoyment,
but that ‘dislike’ is a widely shared
sensation or emotion.”

The inquiry revealed the sort of
things in modern art that people clearly
dislike, that upset them and that even
arouse their hostility. Among these dis-
likes are non-traditiona!l representa-
tions of religious subjects (as in Gau-
guin's “Yellow Christ”, see page 17),
angular spiky lines (with the notable
exception of the works of Bernard Buf-
fet), distortion of familiar objects, pic-
tures expressing menace or doom
(although Van Gogh's “Cornfield with
Crows” was an exception, see pages
16-17), and paintings which give
people the impression that the artist is
trying to fool them. Also, and
unaccountably, pictures of fish appear
to be disliked.

HAT people dislike above
all is-a painting that is unintelligible to
them,

“They are accustomed in verbal
terms to clear, declarative statements
and expect the same in art,” writes
Dr. Heinrich. “It no longer appears that
they expect a painting to tell a story
or point a moral, but unless it presents
an apprehensible image which they can
at least feel, they will reject it.

“We found gratifyingly little rejection
on grounds of indecency or racial pre-
judice,” he reports, “but over and over
again encountered the feeling that our
respondents were being put upon by
artists who didn't care to be 'under-
stood’ by ordinary people. They are
clearly of the opinion that 'good’ aft
has meaning and is meant to be fairly
readily grasped by anyone of average
intelligence.

“Visual confusion upsets them and
they complain of it under diverse cir-
cumstances—it often seems to mean
a densely activated surface but, almost
as often, either prolific detail or appa-
rently unrelated but insistent detail,



























The ten paintings in this set were
grouped in the poll under the heading
~Calligraphy” Interestingly enough,
the far preferred painting was the
hauntingly beautiful Piazza of Zao
Wou-ki. A French painter of Chinese
origin, he was born in Peking in 1920.
Calligraphy and painting have a com-
mon origin in China, both using the
same instrument (the brush), the same
materials (the special Chinese ink
known in English under the misnomer
"Indian ink "), and have had a parallel
development for several millenia. Al-
though Zao Wou-ki enjoys doing
calligraphy, Piazza is not actually a
work of calligraphy. When con-
fronted with Mark Tobey's Awaken-
ing Night, the persons polled in
Toronto placed it last, well after
the two Picasso’s which scored well
here (3rd and 4th places) and the first
of the two Klee's (5th). Klee's
This Star Teaches Humility (9th)
was compared to a child’s painting.
The Tobey was felt to be annoyingly
overcrowd?d and "busy”.

1 ZAO WOU-KI
Piazza, 1951
Private collection, Paris

2 HANS HARTUNG
T 1958-2, 1958

3 PABLO PICASSO
Still-life with Chair Caning
1911
Artist’s collection

4 PABLO PICASSO
Still-life with Fish, 1922
R.H. Wethered Collection

5 PAUL KLEE
Feuille de Propagande
des Comiques
Private collection

6 WASSILI KANDINSKY
Composition
Dr. Oth. Huber Collection
Glaris, Switzerland

7 PIERRE SOULAGES

Composition
Kunsthalle, Hamburg

8 STUART DAVIS
Visa, 1951
Museum of Modern Art
New York

9 PAUL KLEE

This Star Teaches Humility
1930
Félix Klee Collection, Berne

10 MARK TOBEY
Awakening Night, 1949

MODERN PAINTING

The public

puts its cards

HE New Consciousness,
or, if you prefer, social conscience,
is the fact of the 1970s. It is no
longer a movement to be observed
in any one society or even hemisphere.
It is a reality of world society, varying
from place to place only in its
expression and degree of sophis-
tication. And universally the artist is
to be found in the vanguard in alliance
with the intellectuals, the political
reformers, radicalized youth and the
factions of protest.

Historically this is no new rdle for
the artist any more than a reforma-
tion or revolution is an invention of
our time. But the global dimension
is unprecedented as is the volume
and speed of communication and the
rate of change.

Thus it can be argued that it was
never more important that the artist
be not only heard but also be under-
stood. Surely the evidence of the
recent past suggests that the artist
has been most often the harbinger of
social change and most rarely a mere
bell-wether.

In Western European and North
American society at least, there is
cause for concern that the contemp-
orary artist is unlikely to be heard
and most unlikely to be understood

DUNCAN F. CAMERON was one of the
leaders of the group of Canadian art spe-
cialists which carried out the Toronto
inquiry on The Public and Modern Art. He
is National Director of the Canadian Con-
ference of the Arts, a national association
of Canada's major organizations in the arts,
and co-ordinator of the International Sub-
Committee on The Public and Modern Art,
of the International Council of Museums.
He has been active in promoting a better
and broader use of art and cultural faci-
Ities for the public, especially museums,
and has written extensively on these sub-
jects. Readers will recall his article *Mu-
seums for Moderns”, in our Oct. 1970 issue.

on the table

by Duncan F. Cameron

by anything approaching a mass
audience. Popular culture, with the
momentous force of commercializa-
tion behind it, experiences wave after
wave of folk art heroes. Some of
the content is strong, visceral, born
of the desire for change. Much is
shoddy, commercial exploitation of
this same desire.

And amidst the clamour of elec-
tronic mass media and in the great
snowdrifts of mass circulation news-
papers and periodicals, the voice of
the artist seems to be lost, smother-
ed. This is true if he speaks through
the art gallery or museum, the con-
cert hall or legitimate theatre, or the
literary press, be they the institutions
of the establishment or of the under-
ground.

In either case he speaks to an élite.
His language as well as his state-
ments remain unknown to the mass
audience including those who may
fervently follow the directions of one
élite or the other.

In the visual arts, and specifically
painting with which we are concern-
ed here, it is not good enough to say
that the artist is not heard because
contemporary artists who are exhibit-
ed in art galleries are bourgeois or
that art gallery visitors are members
of a bourgeois élite. It would quickly
be denied by the evidence of audience
studies and a review of gallery cata-
logues.

Admittedly it appears that there is
a positive correlation between educa-
tion and art gallery visiting, but
directors of museums exhibiting mod-
ern and contemporary art report every-
thing from apathy to open hostility
towards such art from their general
public. As a means to establishing
a rapport and effective communication
between the visual artists of the
20th century (and especially of the
present day) and the general public,
the art gallery seems to fail.

CONTINUED PAGE 18
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Here is how to play:

order of preference from one to ten.

fication numbers on the colour pages.

What is your opinion of modern art? In what order of preference
would you classify a set of ten paintings without knowing the
name of the artist or the title of the work ?

This is the game we invite you to play on the following eight colour
pages on which are reproduced five of the sets (of ten paintings
each) used in the Toronto inquiry into public attitudes to modern art.
Ist set (page 19), 2nd set (pages 20-21), 3rd set (pages 22-23),
4th set (pages 24-25), 5th set (page 26). In each set the paintings
on the colour pages are numbered from one to ten for identifica-
tion purposes only. The numbers do not correspond to the
classification indicated by the Toronto inquiry.

Taking each set in turn, rank the ten paintings in your personal

For example, let us take the ten paintings on page 19 opposite.
If you like painting N° 6 best and N° 3 second best, write the figure
6 against the word “one” in the first column entitled “First set”
and the figure 3 against the word "Two ", also in the first column,
and so on. Repeat this procedure for the four other sets.

When you have finished, turn to pages 27, 28, 29, and 30, where
our colour paintings are reproduced, in black and white, numbered
in the order of preference shown by the Toronto survey and appro-
priately identified. The numbers in brackets correspond to the identi-

ANYONE CAN PLAY

Your
ratings

1st set
page
9

2nd set
pages
20-21

3rd set
pages
22-23

4th set | 5th set

pages page
24-25 26

poll result

For Toronto |see
page 27

page 28 |pp.28-29|page 29 |[page 30

You will be able to compare your personal attitude towards modern
art to that of the “general public " as revealed by the Toronto inquiry.
This is a game—not a test—presented only for your amusement and

we ask you not to send us your classifications.

THE PUBLIC PUTS ITS CARDS ON THE TABLE (Continued)

Is the public art gallery in Western
society an establishment enclave to
such a degree that the mass audience
is either intimidated or stays away in
protest? Art galleries of all sizes and
types have been reporting dramatic
attendance increases since the late
1940s.

Is special .education necessary to
an understanding of modern and con-
temporary art so that only those who
have.learned the language can break
the code? In my experience, children,
who have not been muddled with art
education, respond to education
through art, happily interpret in their
own way even the most contemporary
innovations, and do not suffer the
visual inhibitions which afflict their
educated elders. Regrettably, as they
grow older youngsters seem to lose
this ability and adopt the prejudices
of their elders.

Is the long-held hypothesis true
that there is a generational or fifty-
year gap between creative innovation
and general acceptance? If so, and
we accept the idea that what this
decade’s artists have to say will not
be comprehensible until the year 2020,
we might well ask if there will be
anyone around to comprehend.

In considering this dilemma it does
not matter whether we are radical or
reactionary, concerned with political
change to the left or right, preoccupied
with racism, the destruction of the
biosphere, or women's liberation. If
we are concerned with the nature of
man, the quality of life and the altern-
atives for tomorrow, then the artist,

and not least of these the visual
artist, must be heard. We know from
the past that what he is saying will
be important to us.

The Toronto inquiry into public
attitudes to modern art is one of the
small beginnings being made to
bridge the gap between the artist and
his public. The frustration is.that the
problem is so vast, so complex and
the need so immediate. In evaluating
research in areas such as this, | am
haunted by a fragment of a contempo-
rary folk lyric which | heard a school-
boy singing to himself as he waited
in line for a bus... “tomorrow is today
that was.”

To describe the beginnings of the
Toronto research project in its
simplest form, it appears that some
directors of museums of modern art
expressed a concern at the 1965
International Council of Museums
(ICOM) Congress in Washington and
New York that they had difficulty
getting through to large segments of
their potential audience.

They felt that an inquiry should be
made into the reasons for public
resistance to exhibitions of modern or
contemporary art, and those who
would not admit that they had met
resistance agreed that there should
at least be an inquiry into the
difficulties which some members of
the public seemed to have in under-
standing the art of the 20th century
and of their own time.

Mrs. Ayala Zacks of Toronto, a
member of the ICOM Committee for
Museums of Modern Art, volunteered

to organize a committee to make such
enquiries. Subsequently, in 1966, a
committee was organized in Toronto
including a psychologist, Dr. David
S. Abbey, an art historian and former
museum director, Dr. Theodore Allen
Heinrich, an art gallery director,
William Withrow, a professor of
fine arts, Dr. Robert Welsh, a repre-
sentative of the Canadian National
Committee for ICOM, Donald Crowdis
and the writer,

A variety of possible inquiries
were discussed and some of these
were explored to the point of prelim-
inary research designs. It was finally
decided that it would be most useful
to develop a methodology for the
definition of public attitudes toward
modern art which could be applied in
any city regardless of the language
spoken, the dominant cultural patterns
or the kinds of art museums available
to the public under investigation.

It was accepted that the Toronto
study would not attempt to answer
any questions at all about the attitudes
of the public in Toronto. The com-
mittee set out to do nothing more than
develop a methodology and test it to
the point where it could be said to
be capable of producing valid results
provided that certain conditions in the
research were met.

The results of the survey have been
described in Unesco's quarterly. “Mu-
seum”, and the study was reported at
ICOM meetings in Cologne and Munich
in 1968.

The study depended first of all on
the careful selection of a sample of

CONTINUED PAGE 30







































The double generation gap between public and artist

painting) and they were also asked
why they thought the paintings had
been grouped together,

To give the results of the Toronto
study, it is perhaps simplest to say
that the data it produced imply certain
hypotheses that demand further study.
The most striking of these comes from
the fact that the 500 persons involved
in the study gave evidence by their
preference ratings that first of all, they
tended to agree with each other on
what they liked and did not like. One
can carry this so far as to hypothesize
that the so called aesthetically illiterate
do have taste even if it is not what
some might call educated taste,

People also showed that they could
explain their reactions, could give
reasons for their likes .and dislikes,
and that they were prepared to take
a definite stand and to argue in its
defence. They possessed a vernacular
language of art.

The second hypothesis comes from
evidence in support of the long esta-
blished "belief that there is a lag of
about 50 years between creative inno-
vation and its general acceptance. The
decks of cards included, as controls,
a small number of examples of 19th
century realism and works of the
Impressionists. These pictures obtained
such high scores by comparison with
the low scores accorded even the
most inoffensive works of the avant-
garde of the early 20th century that
it is difficult to interpret these data
other than in terms of lag.

Dr. Abbey stated the hypothesis as
“familiarity breeds content”, and
demonstrated that there were positive
correlations between those pictures
which people said they had seen
before and those which they liked.

Since some of the pictures which a
large number of persons said they
had seen before were ones which had
rarely been published or never exhi-
bited locally, Dr. Heinrich countered
by saying that the genre may have
been familiar but the picture was not
and so once again we are back to the
lag hypothesis.

HESE findings were not, of
course, the primary objective of the
Toronto group. We were concerned
with knowing whether or not the me-
thodology which we had tested could
produce statistically valid results.

The answer is that the methodology
works, that is, given a high quality
probability sample of adequate size
and using the interview techniques
and interview materials of the Toronto
pilot study, statistically valid measures
of public attitudes can be expected.

The task now is to have the Toronto

pilot study repeated in a number of
other centres so that we can accumu-
late comparative data. David Bartlett,
Commissioner General of the Cana-
dian Commission for Unesco, which
provided the financial support for the
study, has pointed out that the most
important result of repeating the
Toronto study elsewhere may be to
provide an opportunity to make cross-
cultural comparisons in public atti-
tudes.

But to come back to the original
questions put by the directors of
museums of modern art at the interna-
tional meetings in New York and Wash-
ington, what are they going to do
with the results? How can they apply
them to their day-to-day problems in
the museum of modern art?

It has never been suggested that the
Toronto study and its duplication
elsewhere would provide a formula
which could be used for the pro-
gramming of an art gallery. Nor
has it been suggested that the sta-
tistical results of these studies should
be used as the basis for art museum
programming where the objective was
to give the public what it liked, now
that its likes were known.

Rather, it is felt that results of
studies such as the Toronto inquiry
can be helpful to the art museum
director by giving him greater insight
into the problems which members of
his audience face as they strive to
relate their own life experience to
modern art.

In my view these problems appear
to be related, not so much to the non-
verbal language of art as to the verbal
and semantic gqulf between the in-
group jargon of the artist, critic and
curator and the vernacular of the lay-
man who “doesn’t know anything
about art but knows what he likes.”

With the successful testing of the
research instrument, its presentation
to ICOM and subsequent publication
in “Museum”, the Toronto group could
have decided its job was finished. But
there were disturbing questions that
demanded answers. In 1971 the group,

now working in co-operation with York"

University, Toronto, is attempting to
explore at least two of these.

First, is it true that the general public
shares an art vernacular and also
shares what might be called public
taste. In other words is there an élite
aesthetic (and we seem to assume
that there is when we speak of “good
taste™) paralleled by a popular aesthe-
tic which can be clearly expressed and
is much more a cultural legacy than the
often assumed attributes of ignorance,
vulgarity, apathy, conservatism, insen-
sitivity or the lack of ability to discri-
minate?

Second, is the theory of lag in
general acceptance of creative innov-

ation valid for the young (15-25 years
of age) as it appears to be for the
population in general. The Toronto
pilot study showed no difference
among age groups in this regard but
the sample size (500) was small, so
that the responses from the sub-
sample of the young hardly justifies a
conclusion.

There are many who argue that the
rate of assimilation of new ideas, new
values, and new modes of expression
is accelerating inversely as to age and
in sympathy if not at the same rate as
social and technological change. Why
should the new forms of the visual arts
be an exception if that is so?

O attempt will be made in
the present programme to answer
either of these complex questions. It
is hoped only that hypotheses can
be developed which are sufficiently
precise to permit the design of a
quantitative study of the problems.

For the purposes of the current
research, 24 of the postcard repro-
ductions used in the pilot study have
been chosen as working tools. These
cards are those which obtained very
high (liked) and very low (disliked)
scores. Tape-recorded interviews with
groups of 8-12 persons will be
conducted and the tapes will subse-
quently be analyzed using a variety of
criteria. The results of the group inter-
views, of course, may indicate other
methods of enquiry.

What is important here is that the
study of the problem is continuing.
What is regrettable is that there is so
much time lost between initiation of
these projects and the publication of
results.

In 1965 when the Toronto project
began, for example, it seemed reason-
able to use 1960 as a cut-off date for
works of art included in the study.
Today the absence of the paintings of
the 1960s may be seen by some as a
serious handicap in using the research
design (1).

Only a concerted effort by Unesco,
ICOM and museums of modern and
contemporary art can accelerate these
research programmes so that they
keep pace with the urgency of our
need. |

(1) On this point, Dr Theodore Heinrich,
of the Toronto inquiry working committee,
comments: “We all know what changes
have taken place in the paintings of the
1960s, and for a time we felt that our
results through this omission might be
improperly welghted and misleading. We
are now of the opinion that the inclusion of
radically avant garde material would not
significantly have altered the results.”
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Many persons grimaced when shown
this set of paintings. It is interesting
to note that the works given the top
four ratings all contain human figures
in their composition in contrast with
the other six which do not. This set
again offers striking evidence of the
dislike for non-representational art by
the persons polled in Toronto. Sugai's
painting, rated second from last, is in
reality a highly represéntational work.
Entitled Oni, it resembles the Japa-
nese word for a kind of devil. The
painting is a stylization of the Chi-
nese-Japanese ideogram meaning
“devil”. Of course, none of the
persons interviewed knew this—nor,
no doubt, did any of the pollsters.

1 HENRI ROUSSEAU

The Sleeping Gypsy, 1897
Museum of Modern Art, New York

2 BEN SHAHN

The Red Stairway
City Art Museum of St. Louis

3 HENRY MOORE
Two Women Bathing a Child, 1948
Private collection

4 EDVARD MUNCH
Moonlight :

5 VINCENT VAN GOGH
Chair and Pipe, 1888-89
Tate Gallery, London

6 CHAIM SOUTINE
Red Steps
Katia Granoff Collection, Paris

7 WASSILI KANDINSKY
Pink Composition, 1924
Wallraf-Richartz-Museum
Cologne

8 JEAN DUBUFFET
Landscape of the Mental, 1951

9 KUMI SUGAI
Oni, 1958

10 PAUL KLEE
Divorce of Night 1922
Félix Klee Collection, Berne

25 YEARS

OF UNESCO
PUBLICATIONS
ON ART

SINCE it came into being 25 years ago, Unesco has published a large
number of books on art, either directly or in collaboration with publishers
in different countries. Unesco’s large-format art albums, paperbacks
with colour reproductions of great masterpieces, sets of colour slides,
catalogues of high-quality reproductions of paintings, indexes, specializ-
ed studies and popular books on art have helped to make the world’s
artistic and cultural treasures better known to the general public.

In the following bibliography we have been able to list only Unesco's
major publications on art. Some of these publications are now out of
print, but it has not been possible to indicate this in every case.
Wherever available current prices are given.

ART ALBUMS

“Unesco World Art Series”. Published by the New York Graphic
Society, Greenwich, Conn., U.S.A. Available from Unesco and
Unesco distributors. Size 48 X 34 cm., 32 colour plates {$27.50).
Separate plates available {approx. $3).

Australia: Aboriginal Paintings, Arnhem Land (*) - Austria: Medi-
aeval Wall Paintings - Bulgaria: Mediaeval Wall Paintings - Ceylon:
Paintings from Temple Shrine and Rock (*) - Cyprus: Byzantine
Mosaics and Frescoes - Czechoslovakia: Romanesque and Gothic
llluminated Manuscripts (*) - Egypt: Paintings from Tombs and
Temples (*) - Ethiopia: llluminated Manuscripts - Greece: Byzan-
tine Mosaics (*) - India: Paintings from Ajanta Caves (*) - Iran:
Persian Miniatures, Imperial Library (*) - Israel: Byzantine
Mosaics (*) - Japan: Ancient Buddhist Paintings (*) - Masaccio:
Frescoes in Florence - Mexico: Pre-Hispanic Paintings (*) -
Norway: Palntings from the Stave Churches (*) - Poland: Paint-
ing of the Fifteenth Century - Romania: Painted Churches of
Moldavia - Spain: Romanesque Paintings (*) - Tunisia: Ancient
Mosaics - Turkey: Ancient Miniatures (*) - USSR: Early Russian
Icons (*) - Yugoslavia: Mediaeval Frescoes (*).

{*) Published also in the “Unesco Pocket Art Series™ as “Mentor-
Unesco Art Books”, by the New American Library, New York,
and as “Fontana Unesco Art Books®, by Fontana Books, Collins
Publishers, London (30p, $1.25).

All these albums available as colour transparencies in Unesco’s
“Art Slides™ collection, Trilingual: English-French-Spanish {30
colour slides per set). Editions Publications Filmées d'Art et
d'Histoire, Paris.  Prices vary according to country, but do not
exceed equivalent of $12 In local currency. An additional set,
Nubia: Masterpieces in Danger, now also available.

PAPERBACKS

“Unesco Pocket Art Series”. Fontana Books, Collins Publishers,
London, and Mentor-Unesco, the New American Library, New York
{30p, $1.25). See “Bookshelf”, page 40.

Irish llluminated Manuscripts - Henry Moore: Mother and Child -
Toulouse Lautrec - Goya - Modigliani - Etruscan Sculptures -
Egyptian Sculptures - The Art of Western Africa: Tribal Masks
and Sculptures - The Art of Central Africa: Tribal Masks and
Sculptures - Vermeer - Renoir - The Eye of Picasso - Miré - Oceanic
Art - Calder: Mobiles and Stabiles - Greek Sculpture from the
16th to the 2nd Century B.C. - Gauguin - Matisse and the Nude -
Van Dyck - Sumerian Art - Flemish Portraits (from the 15th to the

CONTINUED NEXT PAGE
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UNESCO PUBLICATIONS ON ART (Continued)

17th Century) - The Initiators of Surrealism - Modern American
Painting.

All available as colour transparencies In Unesco's collection of
Art Slides “Painting and Sculpture” series. Quadrilingual: French-
English-German-Spanish commentaries. Editions Rencontres, Lau-
sanne and Paris, 1967 (24 colour slides per set). Prices vary
according to country, but do not exceed equivalent of $10 in
local currency. To appear shortly: Colombia: Pre-Hispanic Gold
Objects.

STUDIES

The Arts and Man — A World View of the Role and Functions of
the Arts in Society. Prentice-Hall, Inc., U.S.A. (£4.10, $12.95).

Rapporto su Venezia. Text by L.J. Rollet Andriane and M. Conil-
Lacoste. Mondadori, Milan, 1969 (3,500 Lire).

Himalayan Art. By Madanjeet Singh. MacMillan, Toronto; New
York Graphic Society, U.S.A., 1969 (£12.60).

“Man Through His Art” series, sponsored by the World Confede-
ration of Organizations of the Teaching Profession (W.C.O.T.P.)
with the co-operation of Unesco. Edited by Anil de Silva and
Prof. Otto von Simson. War and Peace - Music - Man and
Animals - Education - Love and Marriage - The Human Face (all
out of print).

Forthcoming volumes: Man and Nature - Freedom - Man at Work
- The Family - Festivals - The Experience of God. Educational
Productions Ltd.,, Wakefield, England, The New York Graphic
Society, Greenwich, Conn., U.S.A,, Kunstkreis, A.G., Luzern, Swit-
zerland.

Museums Today and Tomorrow. Unesco, Paris, 1957.
The Artist in Modern Soclety. Unesco, Paris, 1954.
Art and Education, Edited by Edwin Ziegfeld, Unesco, Paris, 1953.

“Corpus Vasorum Antiquorum” collection.

Fascicules published with Unesco’'s ald and under the auspices of
the International Council for Philosophy and Humanistic Studies in
the “ Corpus Vasorum Antiquorum”. The “ Corpus " is a vast
catalogue of the world's antique vases which the International
Academic Union has been publishing since 1922. (See * Unesco
Courier ", April 1964).

Austria:  Kunsthistorische Museum, Vienna, publisher Anton
Schroll, Vienna, 1951 - Cyprus: Private Collections, Nicosia,
Ministry of Communications and Works, Nicosia, 1965 - Denmark:
National Museum of Copenhagen, Munksgaard, Copenhagen, 1955-
1964 - France: Musée de Laon, Musée du Louvre, Editions Cham-
pion, Paris, 1951-1959 - Fed. Rep. of Germany: series published

by Beck, Munich, 1956-1968 - Greece: National Museum of
Athens, Editions Champion, Paris, 1954 - ltaly: series published
by Libreria dello Stato, Roma, 1953-1965 - Norway: Public and

Private Collections, Universitets Forlaget, Oslo, 1964 - Poland:
National Museum, Warsaw, Manstowowe Wydawnict wo Nautowe,
Warsaw, 1960-1964 - Romania: Archaeological Institute of Bucha-
rest and Private Collections, Academy of the Socialist Republic of
Romania, Bucharest, 1965-1968 - Spain: Archaeological Museum
of Barcelona, Institu d'Estudis Catalans, Barcelona, 1951-1965 -
United States: Metropolitan Museum of Art, New York, Harvard
University Press, Cambridge, Mass., 1953-1963.

“Corpus Vitrearum Medii Aevi” collection.

The first seven volumes of a 30-volume country-by-country inventory
of stained-glass windows made in Europe between the 12th and
16th centuries. (See “Unesco Courier™, April, 1967).

Austria: Middle Ages, Graz, Vienna, Hermann Bohlhaus, Col-
ogne, 1962 - Belgium: 12th to 15th Century, Ministry of National
Education, Brussels, 1961 - France: Les Vitraux de Notre-Dame
et la Sainte-Chapelle de Paris, Editions CNRS, 1965 - Fed. Rep.
of Germany: Swabia from 1200 to 1350, Deutscher Verein fur
Kunstwissenschaft, Munich 1959 - Scandinavia: Middle Ages, Kingl.
Vitterhets Historie och Antikvitets Akadamien, Stockholm, 1964 -
Switzerland: 12th to beginning of 14th Century; 14th to 15th
Century, Birkhauser Verlag, Basle, 1956-1965.

REFERENCE BOOKS AND CATALOGUES

Catalogue of Colour Reproductions of Paintings prior to 1860.
Trilingual: English-French-Spanish. Unesco, Paris, 1968 (£2.55,
$8.50).

Catalogue of Reproductions of Paintings 1860-1969. Trilingual:
English-French-Spanish. Unesco, Paris, 1969, £2.55, $8.50 (See
also inside back cover).

Unesco's Division of Internationai Dissemination of Culture
has a collection of 15,000 colour reproductions In its archives,

which are open to the public for consultation at Unesco H.Q.
In Paris. Entries in the catalogues above cover nearly 3,000 of
these reproductions.

Films on Art (Panorama 1953) by Francis Bolen, Unesco, Paris,
1953.

Dictionnaire Polyglotte des Termes d'Art et d'Archéologie, by
Louis Réau, trilingual: English-French-Spanish, Presses Univer-
sitaires de France, Paris, 1953.

Dix Ans de Films sur I'Art (1952-1962) . Peinture et Sculpture.
Unesco, Paris, 1966, £1.65, $6.50 (in French only). .
International Directory of Photographic Archives of Works of Art.
Bilingual: English-French, Vol. |, Editions Dunod, Paris, 1954,
Vol. 1l, Unesco, Paris, 1956.

Répertoire d'Art et d’'Archéologie, New Series, Tome | (1965).
Published under the direction of the Comité Frangais d'Histoire
de I'Art. Editions du CNRS, Paris, 1966 (in French only).
Glossarium Archaeologicum {multilingual illustrated dictionary).
Rudolf Habelt Verlag, Bonn. Polish Scientific Publications, War-
saw, 1961.

Raphael - Stanza della Segnatura (Paintings from the Vatican).
Vatican City, Polyglot Vatican Press, 1960 (£7, $20).

CATALOGUES OF UNESCO TRAVELLING EXHIBITIONS
Unesco, Paris (out of print).

Impressionism till Today {1949). Leonardo da Vinci - exhibitions A,
B, C (1952). Persian Minjatures (1956). Two Thousand Years of
Chinese Painting (1961). Japanese Woodcuts (1961). Paintings
prior to 1860 (1961). The Art of Writing (1965). Water-colours
(1966). Paintings from 1900 to 1925 {1967).

COLOUR SLIDES

Unesco “Art Education Slides”, Trilingual: English-French-Spanish
(30 colour slides per set). Editions Publications Filmées d'Art et
d'Histoire, Paris, 1962. Prices per set vary according to country,
but do not exceed equivalent of $12 in local currency.

Play, Explore, Perceive, Create - Three-dimensional Art for the
Adolescent - Visual and Plastic Stimuli in Art Education - The Art
of the Child in Japan - Industrial Design - Modern Architecture -
Graphic Design - To appear shortly:  African Children's Art -
Latin American Children’s Art

REPRODUCTIONS OF PAINTINGS

Unesco "Art Popularization Series”.

Colour reproductions of works by young contemporary artists
(chosen from exhibits at international art festivals). New York
Graphic Society, Greenwich, Conn., U.S.A,, Price: $10 to $16
according to format.

2nd Sao Paulo Biennial (1953): Houses, Alfredo Volpi (Brazil)
- Blue Horizons, Luis Martinez Pedro (Cuba).

27th Venice Biennial (1954): Story of a Candle, Mordecal Ardon
(Israel) - Sun Animal, Karel Appel (Netherlands) - Still Life, Antonl
Clave (France) - The Lovers, Wolfgang Hutter (Austria) - Portrait,
Tadeusz Kulisiewicz (Poland).

3rd Sao Paulo Biennial (1955): Against a Blue Background,
Milton Dacosta (Brazil) - Who's Who, Roberto Matta (Chile) -
Construction No., 75, lvan Ferreira Serpa (Brazil).

3rd Hispano-Americana Biennial (1955): Interior and Landscape,
Rafael Zabaleta (Spain).

28th Venice Biennial (1956): The Fish, lustin Daraniyagala (Ceylon)
- Still Life, Miodrag Protic (Yugoslavia).

29th Venice Biennial (1958): Fans, Kenzo Okada (Japan) - Painting,
1958, Antonio Tapies (Spain).

International Art Critics Association (1959):
Saito {Japan).

5th Sao Paulo Biennial {1959): Sacco e Rosso SP 2 1958,
Alberto Burri (ltaly). )

30th Venice Biennial (1960): Suite Byzantine, Antonio Zoran
Music (ltaly) - The Oracle, lannis Spyropoulos (Greece).

31st Venice Biennial (1962): Du Noir qui se léve, Jean-Paul Rio-
pelle {Canada) - The Blue Birds, Carl-Henning Pedersen (Denmark).
32nd Venice Biennial (1964): March 1960 (grey and white with
ochre), Roger Hilton (United Kingdom).

33rd Venice Biennial (1966): Interior IV (The Geometrician),
Horst Antes (Germany).

34th Venice Biennial (1968). Ansia de Vivir, Manuel H, Hompé
(Spain).

Painting E, Yoshlshige



HE impressive mass of
the 15th century Castello Duino stands
on a rocky promontory overlooking the
Adriatic Sea a few miles south of
Trieste in ltaly. For three weeks last
summer this ancient monument
housed a gathering of eminent men
and young scholars, from 21 countries,
attending the 3rd International Summer
Schoo! on Disarmament and Arms
Contiol.

in the course of a con-
versation ; with Professor Edoardo
Amaldi, ‘during the 19862 summer
school for physicists organized by the
{talian Physics Society, that Professor
Carlo Schaerf first put forward the
idea of an international school on
disarmament and arms control.

It was

As Professor of Physics at Rome
University and author of a number of
important papers on nuclear physics,
Carlo Schaerf was more aware than
most of the full implications of modern
warfare and he was determined to
make his own contribution to the cause
of world peace.

Perhaps the formula used with great
success to expose physicists to the
latest experimental and theoretical
results and update their education in
fields that were not exactly their own
could be used also in the field of
disarmament and arms control.

Disarmament, Dr. Schaerf reasoned,
is a political problem. It can be
achieved only by the concerted poli-
tical decisions of world leaders acting
under pressure from their respective
national public opinions. However,
disarmament is also a very difficult
technical problem. To understand the
political problems of disarmament a
vast amount of technical information is
necessary.

Suppose such information could be
brought to the attention of men of
influence in countries throughout the
world, would not this at least have a
moderating influence on the councils
of men and perhaps finally snowball

An ltalian ini

tiative

SCHOOL

FOR DISARMAMENT

until disarmament and arms control
became a self-evident necessity
instead of a utopian dream?

Professor Amaldi, himself a member
of the Continuing Committee of the
Pugwash Conference, the informal
organization of scientists for the inter-
national exchange of ideas on the
impact of science on human affairs,
accepted the idea with enthusiasm.

Then began the long struggle to
convince other people of the value of
the idea and to raise the funds ne-
cessary for its realization. The Car-
negie Endowment for International
Peace, in the United States, and the
ltalian National Commission for Unesco
were the first to act on the initiative
and grant financial support. The
School opened its doors for the first
time on July 13, 1966, with Professor
Amaldi as Director.

Invitations to the principal lecturers
at the Summer School were issued on
the basis of the teachers' specific
interest and reputation in the sphere
of disarmament and related subjects.
Amongst the personalities who have
lectured at the School are such experts
as Mr. Jules Moch, of France, former
statesman and at one time president of
the United Nations Disarmament
Commission, Mr. V. Emeljanov, presi-
dent of the Commission for the
Scientific Problems of Disarmament
of the Academy of Sciences of Mos-

cow, Mr. M. Markovich, Professor of

the Philosophy of Science at the Uni-
versity of Belgrade, and Mr. Bert
Roling, Secretary-General of the Inter-
national Peace Research Association.

Participants included young scho-
lars of international relations, foreign
office officials, sociologists, econo-
mists, etc.

Courses cover a period of two
weeks with approximately three ses-
sions every day. They start with formal
lectures and continue with fong dis-
cussions. Round tables, open discus-
sions and very specialized seminars

are organized on the initiative of the
Director or at participants' request. At
night, people gather in small, informal
groups to continue the arguments of
the day. The 1970 course was follow-
ed by a week-long symposium,

One of the techniques that has been
adopted by the School, both for
teaching purposes and for research, is
the use of social simulation and game
theory, both highly complex techni-
ques employing laboratory experimen-
tation with environments simulating
those of international situations. The
game theory was applied to disarma-
ment problems in the early 1960s and
the Schoo! sought to integrate this
knowledge and induce more and
better research on them.

OW, at the end of several
years' experience, the School has be-
come an internationally recognized
initiative in the field of peace-orientat-
ed education and research.

It is a minimum budget operation
with no regular financing, and while
this situation causes the organizers
some headaches it also ensures the
School's great virtue of independence.
No national or political pressure group
can claim to influence in any way the
work of the School. Impartiality and
the freedom to discuss any argument
on its merits are the rule.

The International Summer School on
Disarmament and Arms Contro!
attempts to achieve the fusion of
knowledge-seeking and social action.
Perhaps, in the words of one distin-
guished participant, Professor Rapo-
port of the University of Toronto, from
this initiative and others like it “an
applied science of peace will emerge,
just as in another age natural science
was born when philosophers overcame
their reluctance to handle things and
moved into the workshops where
craftsmen and artists were already
working.” N |
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Educational aid
for the Palestine
refugees

Appeal by Mr René Maheu

Director-General of Unesco

I HERE are one and a half million
Palestine refugees in the world and they
demand justice.

In whatever manner these demands may
be met on a political level, as part of a peace-
ful settlement between States, we know that
there can be no true and effective justice for
these refugees, or for all men and women
everywhere, that is not based on the recog-
nition of their human rights. These rights are
inalienable and on no account can be denied.

The right to education is one of these
rights.

For over 20 years, Unesco has been
associated with the United Nations Relief
and Works Agency for Palestine Refugees
(UNRWA) in order to provide these refugees
with the education to which they have a right.

This action, which began without resources
or adequate preparation, has developed and
become progressively better organized and
equipped until, despite the continued pre-
cariousness of the refugees’ position and of
the status of the Agency itself, and despite
a psychological atmosphere continually upset
by violence, it has become the most ambi-
tious educational undertaking under inter-
national administration. Even in the territo-
ries occupied as a result of the events of
June 1967, this action continues in circum-
stances as near normal as possible.

At present, the 500 schools which UNRWA
has established and which it administers:
with technical assistance from Unesco, in
Lebanon, in the Syrian Arab Republic, in Jor-
dan on both banks of the River Jordan and
in the Gaza Strip, accommodate 192,000
pupils for primary education alone, to whom
must be added the 35,000 pupils who attend
public and private schools in the host count-
ries, thanks to UNRWA subventions. For
secondary education the figures are, res-
pectively, 53,000 and 30,000, with 2,500 for
technical education. Finally, over 800 stu-
dents have been awarded scholarships to
continue their studies at university level.

In terms of numbers, the percentage of
Palestine refugees receiving education is
among the highest in the Arab countries,
while from the point of view of quality a
constant improvement has been noted, thanks
in particular to the systematic effort which
has been made to train teachers—almost all
Palestinians—who, at the rate of 2,700 a year,




are admitted to five teacher-training schools
and to the Institute of Education established
at Beirut for primary teachers already in
service.

And now the continuation of this humani-
tarian work, a signal example of international
co-operation, is endangered by the precari-
ousness and insufficiency of the resources
available to UNRWA as the agency respon-
sible for financing the project.

These resources, as we know, are derived
entirely from voluntary contributions, which
are decided upon each year and are supplied
by a small number of States. To meet the
requirements of an ever-increasing popula-
tion, the Agency has recorded, for several
years now, a deficit which is continually
increasing and which in 1970 will have reach-
ed $5,300000 for a budget of $47,800 000.
This chronic deficit has up till now been
covered by drawing on the Agency’'s work-
ing capital fund, but this is now so seriously
depleted that it would be risky to have
recourse to it again.

IN these circumstances—as Sec-
retary-General U Thant pointed out to the
General Assembly of the United Nations—
short of a substantial and regular increase of
resources, major reductions in the activities
of the Agency will become necessary. And as
it is impossible for the reductions to affect the
medical and health services, which are prime
necessities, or the food rations, amounting
as they do to 1,500 calories a day, i.e. the
bare minimum for subsistence, the Commis-
sioner-General, Mr. Michelmore, has regret-
fully reached the conclusion that it is in the
education appropriations that the inevitable
cuts must be made.

These cuts, which will become effective.

as from the coming school year, beginning
September 1, 1971, may amount to as much
as 20 per cent of the appropriations envisag-
ed for that year, and will have to be decided
on in April at the latest if additional contrib-
utions are not forthcoming before that date.

In the face of this possibility, whose serious
effect on the morale of the refugees needs
no emphasis, the Executive Board of Unesco
has authorized me to appeal to the spirit of
international solidarity with a view to collect-
ing the funds necessary for maintaining and
expanding the education services for Pales-
tine refugees, and the General Assembly of

the United Nations has urged all govern-
ments to respond generously to this appeal.

It is this appeal to international solidarity
which | formally launch in virtue of the
authority and backing thus accorded me.

| turn first to governments who have the
power, as it is their duty, to work for the
establishment of justice and peace. | ask
them to consider, by reference to other
expenditures, the immense value deriving in
human terms from the few million dollars—
ten million. would be enough for the time
being—which are necessary to pursue the
work of education on which we have
embarked.

The money | am seeking can be paid either
into UNRWA's general fund or into a deposit
account specially opened by Unesco for the
education of the Palestine refugees. Accord-
ing to the wishes of the donors it can either
be allocated to the UNRWA-Unesco pro-
gramme as a whole or earmarked for a par-
ticular undertaking or a particular sector of
that programme.

But | also appeal to private bodies and
movements—in a word to all men and women
of goodwill—for justice and peace are the
common possession of all mankind and the
concern of everyone.

And it is in virtue of the rights of all men
and women that | make this appeal. Human
rights are a universal cause and no one could
possibly remain indifferent and inactive in the
face of the derelictions or violations to which
these rights are, alas, subject. in so many
ways and so many places throughout the
world. We must act while there is yet time.

At the start of a New Year which leads us
to reflect on the passage of time and the use
we have made of our lives, at a time which
Pope Paul VI asks us once more to devote
to ardent meditation and courageous resol-
ves in regard to the problems of peace, as
we again discern the hope of a peaceful
settlement of the conflict which has ravaged
the Near East for twenty-five years past, the
international community cannot disregard an
essential aspect of the problem of the Pales-
tine refugees on whom the whole of that
conflict centres.

In these circumstances may there be wide-
spread and generous response to Unesco’s
appeal on behalf of the noble cause of the
right to education.

See boxed article page 40.
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INTERNATIONAL AID
WHEN DISASTER STRIKES

Sir,

While. the world at large is indifferent
to the inadequacy and muddle of the
aid extended to Pakistan, following last
November's tidal disaster in East Pakis-
tan, a group of some 300 persons in
the small town of Dole, in the French
Jura, has been greatly disturbed by
these tragic events.

Spontaneously, these people have set
up a committee to call for the launching
of a full-scale international relief pro-
gramme. Following their example, over
600 persons in Dole have signed a
petition addressed to the French autho-
nties. Active support has come from
other groups in this part of France.

The problem, of course, is not a local
but an international one and of direct
concern to organizations such as Unes-
co. Today, new means of commu-
nication shrink distance and make the
world a smaller and more interdependent
community. This new situation demands
the organization of massive relief ser-
vices to meet major emergencies.

Each country should have its own
inter-aid organization that can immedia-
tely go into action as part of an inter-
national relief operation in the event of
a major disaster or catastrophe anywhere
in the world.

Soon, Man will have conquered space,
but will he still deserve the name Man
if, on earth, he has lost the attributes
of human dignity?

J. and N. Babaskeroff
Orchamps, France

For details of international aid for
educational reconstruction in East Pakis-
tan, see “ Unesco Newsroom ", page 40
— Editor.

NAIVE AND TRUSTING ?.

Sir,

In a letter published in your July 1970
issue, a reader maintaing that world
peace can never become a reality while
States spend large sums on armaments
and, in their school programmes, glori-
fy national heroes and the art of war.

This is a naive and trusting viewpoint
and one that Is blind to the fact that
human institutions are vulnerable and
require constant vigilance and defence
against attack.

Our civilization may be far from ideal,
but it does at least make possible a
certain order and stability and provide
some opportunity for development. We
have a duty to ourselves and our chil-
dren to consolidate and defend it

A. Bénésis
Nice, France

MISGUIDED MAXIM

Sir,

| read with great interest Philip
Noel-Baker's article, "The Arms Race,
Escalation of Total Madness”, in your
November 1970 Issue. [t presents a
picture of the vast and increasing sums
spent by most countries on the produc-

Letters to the Editor

tion and importation of arms. In so
doing, are they merely paying heed to
that most senseless of maxims, “If you
want peace, prepare for war™?

The disastrous effects of the arms
race can be judged by comparing the
situation of other countries with those
of the Federal Republic of Germany
and Japan, two nations which have
enjoyed a greater economic expansion
than any others since the Second
World War, although both were largely
in ruins in 1945.

The explanation is simple. Follow-
ing their defeat these two countries
were forbidden for some time to
maintain armies. Whereas in other
countries young people of working age
were obliged to spend one or two
years in uniform, being fed, clothed
and armed by the rest of the working
population, the Germans and Japanese
were able to devote all their efforts
to constructive tasks. As a result, new
towns have risen from the ruins of war
and the standard of living in these two
countries has steadlly increased over
the past 25 years. E. Aisberg

Paris, France

A GOOD TEACHER—WORTH TONS
OF GLOSSY EQUIPMENT

Sir,

Dr. Malcolm Adiseshiah's article
“The Crisis In Development” (October
1970 number) makes challenging read-
ing, and although the problems with
which it deals are familiar, it gives
a masterly survey of them which | read
with growing appreciation and concern.
| wish only to comment on one item,
not in the article itself, but in the
illustrations which accompany it.

On page 13 you show two photo-
graphs, evidently intended to point a
contrast, comparing two mathematics
classes, one in the Sudan where chil-
dren are working in the sand, and one
in Europe where children are studying
sets and relations. | would suggest
that the pictures present a false anti-
thesis, and the caption includes one or
two misapprehensions.

Apart from the Meccano which is
visible in the lower photograph, the
child shown is not using particularly
sophisticated equipment, such as could
not be improvised in the Sudan.

Sand is not necessarily a makeshift
material, and the conditions in the
upper photograph may well be ideal
for the lesson being learnt in the cli-
mate prevailing. In any case, few
better materials than sand and stones
could be found for primary children to
learn about matching of sets (which is
what seems to be going on in the iower
picture).

Although it is a commonly used jour-
nalistic cliché to describe modern school
mathematics as having been confined to
research specialists a generation ago, it
is just not true, except in the very
limited sense of the symbols used. The
ideas of “new mathematics” are very
simple, and relate the subject to the

child’s psychology and his future
studies in a far more meaningful way.
The true antithesis between the

schools shown probably lies in what

cannot be shown in a photograph—the

mental attitudes of the two teachers. In
Africa we urgently need teachers who
understand the meaning of mathematics
and whose minds are sensitive to their
pupils’ ways of learning and to the
influence of a strange environment. It
does the cause of reform in mathema-
tical education a disservice to suggest
that expensive equipment is required; a
good teacher is worth the weight in
plutonium of a roomful of glossy equip-
ment, and every bit as potent. Never-
theless, let the children play with

Meccano |
H. Martin Cundy
Professor of Mathematics (Unesco)
University of Malawi
Limbe, Zambia

POSSIBLE
MISUNDERSTANDING

Sir,

We have noticed that in the Novem-
ber 1970 issue of the “ Unesco Cou-
rier ", on page 23, a list of wars and
conflicts in the various regions of the
world, since the Second World War, has
been given. The section devoted to
“ Far East and South Asia “ contains a
few references to India which are not
factually correct and which could be
considered as tendentious. * It is true
that there have been some internal
disturbances in India as in most coun-
tries in the world at some time or other,
but they should neither be magnified
unnecessarily nor construed as “ con-
flicts " and certainly not as conflicts
with a neighbouring country.

For example, to mention India and
Pakistan as the two parties involved in
internal disturbances which are called in
the article “Indian communal riots” or
to characterize the police action in
Hyderabad as a conflict between the
Indian Government on the one hand and
the Nizam and the Moslems on the other
hand, is not only a false statement but
an interference in the internal affairs of
a Member State of Unesco.

We wish to believe that the author of
this document has not fully realized all
the unfortunate implications of such
assertions not only for India but for
many other countries as well.

E. Pouchpa Dass
Indian delegation to Unesco

The conflict referred to took place
in 1948, when Hyderabad still had a
special independent status, and for this
reason was included in the list. The
Editors of the “Unesco Courier” are
fully aware that India Is made up of
peoples of many religions, including
many Moslems, and did not imply, in
any way, any political or religious
discrimination on the part of the Indian
Government. The phrase “Indian com-
munal riots” referred to disturbances
that took place at the time of the
partition of the Indian sub-continent in
1947. We regret if any misunderstand-
ing has been caused by this reference
or any other statement about any other
countries reproduced from the “SIPR|
Yearbook of World Armaments and Dis-
armament 1968-1969", published by the
Stockholm International Peace Research
Institute.—Editor.

Imp. GEORGES LANG, PARIS. IMPRIME EN FRANCE. — Dépét légal. 1°f trimestre 1971 - C 1









	Contents


