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This issue of the “Unesco Courier” is devo-
ted to “World Humour — and the Importance of
NOT Being Earnest”. The intriguing figure on
our cover, opening his patched robe to reveal
a decor of startling magnificence, is one of
history’s great pranksters, Nasrudin Hodja,
comic folk hero of the Muslim world since
early medieval times. To the question very
often posed: Is humour international? Nasru-
din has supplied the answer. His anecdotes
have girdled the earth with people holding
their sides or rolling in the aisles all the way
from China to Europe and from America to
Africa and the Middle East.

Drawing by Richard Williams and Errol le Cain,
from “The Pleasantries of the Incredible Mulla Nasru-
din” by ldries Shah © 1968 Muila Nasrudin Enterprises
Ltd., published by Jonathan Cape Ltd., London,

Back cover: photo Maltete © Rapho, Paris
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have got over it?" *“Sire”, said Nas-
rudin, drying his tears, “seeing your
face for a moment in the mirror upset' |
you for quite a time. | see you all
day long. It's only right that | should
weep a little longer.

Variants of these stories occur in
which ordinary people get the better
of the powerful and in which the
“adversary” who is made a foo!l of is
not Tamerlane but a bey or a pasha.

However Nasrudin's witticisms some--
" times have quite a different character,
as in the following story. A man
said to Nasrudin, “Look at that goose
“running over there.” “And what's that
to do with me?” Nasrudin replied.
“But it's just gone into your house”,
"the man said. “And what's that to do
with you?” retorted Nasrudin.

Nasrudin, one of the poorest of men,
also stands up for a certain stan-
dard of human dignity and moral inte-
grity although it is the ‘comic vein
which prevails, as in the following tale.

One day Nasrudin was a guest at
dinner and turned up wearing thread-
bare clothing. Everyone ignored him.
Feeling his pride hurt, he slipped out
of a side door, hurried home, changed
into suitable clothing, put on a beauti- -
ful fur-lined cloak and returned to the
palace. This time he was welcomed
at the door with great ceremony and

'STROKE OF LUCK

Nasrudin Hodja lost his donkey and began to look for it crying “Thanks be to
God, thanks be to God”.. “Why are you thanking God?” people asked him. - -
" “'m thanking him because I wasn't on the donkey when it got lost, otherwise | -
should have got lost with it.” R .

Drawing from “Politikin Zabavnik”, Belgrade

was ushered to a place at the prin- .~

cipal table. He was offered the best °
dishes and every attention was lavish-
ed upon him. After enjoying all his
favourite foods, Nasrudin took hold of
the fur on the ample sleeve of his
cloak, leant towards it and pushed it
_affectionately towards a well-filled
plate saying “Eat, eat, my furl”

The other guests were intrigued
by this prank. “Nasrudin, what are
you doing?” ‘With his customary good
humour, he described what sort of
welcome he had been given on his -
first arrival and the reception that had -
_been accorded him when he returned a
second time.. “As it is my fur that has
received the honour”, he concluded, “it
too should share in the feast”, :

The humour of Nasrudin is not only
social satire, it is also a way of looking
at life which was obviously not always
in agreement with the ideology and
ruling powers of the time.

The character of Nasrudin is a pro-
duct of anonymous creators: crafts-
men, peasants, shopkeepers, donkey
drivers, carters, beggars, shrewd
townsmen and countrymen, dreamers,
all those who felt social injustice more
clearly than they understood the .
reason behind it, and who expressed
their human predicament in stories,
tales, jokes and quips.

ONION MYSTERY

One day when Nasrudin Hodja was stealing onions in a field he was caught by the
owner, who asked what he was up to. “l was blown here by the wind", replied
Nasrudin unabashed. “And who uprooted the onions?” “l caught hold of them

" to stop myself being blown away.” “And how did they get in the sack?” “That's
just what | was wondering when you interrupted me.” :

Nasrudin’s stories have a value
which is universal: always using the
same . effect, that of comedy, they
approach and sometimes even rival
the great works of world literature.

M Ivan Sop

_ Drawing by Aleksandar Klas, Belgrade
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throughout the world that are famous,
or worthy of being famous for their
wit.

It is worth recalling that even in the
darkest periods of the Middle Ages,
every European spent a quarter of his

‘life at carnivals, since the high days

and holidays of those times added up
to three months out of every yearl

At one time, each of the seven
cities of ancient Greece contended for
the honour of being the birthplace of
Homer, incontestable proof that all
of Greece c'aimed the lliad as its
own. For centuries, at least six cities

- of the Middle East and Central Asia

.I'VANUSHKA -

have claimed and still claim to be the
burial-place of Nasrudin Hodja. If
the “disturber of complacency,” as
Nasrudin Hodja is known, has six
different burial places in six different
cities, that means that he never died
and never will die. He, like all heroes
of folk humour, is immortal (see ar-
ticle page 16).

Humour is national and internatio-
nal—national in its form but in its
content common to all mankind. Spring-
ing from the depths of a people’s
life, and drawing upon the incompara-
ble wealth of experience, humour
in its highest classical forms of ex-
pression always becomes international
property. Universality is of the very
essence of humour,

Every people has its own favou-
rite quick-witted hero who embodies
all its joys and sorrows, all its skill,
cunning, common sense and resour-
cefulness, in short, everything neces-
sary to live in a hard world among
the strong and the all-powerful, whom
one must deceive and outwit if one is
to survive. Much can be said about
each of these heroes of folk humour.

DURACHOK—Ivan

the Fool—for instance, is a favour-
ite of Russian folk stories. He en-
joys neither wealth nor station, he
suffers many trials and tribulations, the
high and mighty of this world -look
down upon him with disdain and take
him for a fool, and Ivan himself is not
averse to posing as a fool.

But he is always ready to come to

" the aid of a friend or of any good,

deserving person in need of a helping
hand, and finally all the troubles that
he encounters end up bouncing off
him. He conquers the strong, outwits
the clever, surmounts misfortunes and
hardships, and copes successfully with
even the most hopeless and insolu-
ble problems, usually with some gain
for himself.

Nesterko Is a hero of Byelorussian

_folk tales who is too lazy to work and

not bold enough to beg, and so lives
by his wits and the bold inventiveness
of hig artful dodges.

The cheerful rogue Pacala is a hero
of Moldavian tales who Is charac-

u

terized by the quality of “dor"—a
mixture of hopefulness and nostalgia.
Arlecchino, (Harlequin) the hero of

ltalian folk comedy, is a country lad—
bright, naive and direct. He is not very

practical and does everything on im- -

pulse, for which he Is rewarded with
cuffs and blows. But this does not

diminish his gaiety or his open and.

childishly naive view of the world.
The favourite character of the French

‘puppet theatre, Polichinelle, is a jolly ,‘

hunchback, a bully and a mocker.

Nasrudin, the hero of Eastern hu- “
mour, goes by many names: the Azer- .

baijanians call him Mulla Nasrudin, the
Tajiks—Mulla Mushfiki, the Turkomans
—Nasrudin Hodja, the Tatars—Ahmed
Akai, the Kazakhs and Kirghiz—Aldar-
Kose. He Is a convivial fellow, a man
of wit and wisdom, a rebel and a pro-
tector of the weak.

A LL these national heroes of folk
humour are basically similar in
that they stand up for the downtrodden
and abused, are optimistic and cheer-
ful by nature, witty, cunning, resilient
and able to overcome any obstacle.
But they are as different as the
national characters of the peoples who
created them.

And how instructive, significant and
relevant for the modern world are the
heroes of the great classics of com-
edy: Tom Sawyer and Huckleberry
Finn, Khlestakov and Chichikov, Fal-
staff and Monsieur Jourdain, Don
Quixote and Sancho Panzal

Cervantes’ two heroes, for instance,

.. though opposites in many ways, share

a wonderful and rare human quality—
unselfishness. Because of this quality
we are ready to forgive them their
eccentricities, follies, shortcomings
and foolishness. Sancho Panza, the
realist, is no less unselfish than Don
Quixote, the dreamer. He abandons
his position of power, of which he has
grown weary, taking only some oats
for his ass and half a loaf for himself—
the only profit derived from his
governorship. Yet his “laws”™ stand
and are known as the “Decrees of the
Great Administrator, Sancho Panza”,

Don Quixote and Sancho Panza are
not of this world, because they are
too good for it. 'We may measure the
world by their standards of humanity,
unselfishness and wisdom. In the crazy
world of these characters, there is
so much freedom and poetry lost by
people in their everyday lives that in
the final analysis the mad Don Quixote
turns out to be more sane than the
“normal” people, who are consumed
by greed and the lust for power.

We would like to believe that the
happy day will eventually come when
the wisdom embodied in the images of
these and other immortal comic heroes
will become popular not only among
the citizens but also among the leaders

. garian,

of the countries represented in the
United Nations.

Humour and satire represent the.
two poles of laughter. In between is
a whole world of different tonalities:
Aesop's merry and bitter mockery, Ra-
belais’ rollicking fun, Swift’s biting,
sardonic humour, .Erasmus of Rotter-
dam’s refined irony, Voltaire's wise
ridicule, Béranger's alternatively care-
free and. satirical laughter, Beau-
marchais’  sparkling wit, Daumier's
caricatures, Goya's horrifically cruel
world of grotesques, the barbed ro-
mantic irony of Heinrich Heine, Ana-
tole France's scepticism, Mark Twain's
gaiety, Shaw's ironic humour, Jaroslav
Hasek’s mischievous wry comedy, Go-
gol’'s laughter through tears, Saltykov-
Shchedrin’'s wrathful, scourging,
scalding, scathing sarcasm, Chekhov's
soulful, sad lyrical humour, Maya-
kovsky's trlumphant laugh, Gorky's
optimistic satire, and the irrepressible
humour of Tvardovsky's hero, Vasily
Terkin,

What richesl Aristophanes, Juve-
nal, Shakespeare, Moliére, Lope de
Vega, Goldoni, La Fontaine, Krylov,
Griboyedov, Dickens, Fredro, Chalup-
ka, Caragiale, and Delavrancea—all
masters in using the multi- coloured
pallet of laughter.

True laughter is rich in different hues
and glows with the most diverse emo-
tions. This was beautifully expressed
by Leonardo da Vinci in his Mona-
Lisa. ‘What an Iinspired smile on
her beautiful countenance, at once
mocking, mischievous, tender, pensive,
sceptical and melancholic and express-
ing many other deep and contradic-
tory emotions.

I O live aright, one must laugh, and

to laugh one must know what
laughter is and what laws govern it.
| therefore suggest to you, dear
readers, that you get hold of a copy of
my book, Comedy, or How Laughter
Castigates the World's Shortcomings,
Purifies and Reforms Man and Asserts’
the Joy of Living (1) and keep it by your
bedside—you will never suffer from
insomnia. But before you fall asleep -
please think about whether or not your
town is worthy of staging a carnival:
of humour.in its tumn. -And-when. you
awake in the morning, don’t forget:to
smile and wish everyone a happy Apnl
Fools' Day.

In the world of Iaughter and in ther
laughter of the world lies one of the
hopes for peace on earth. The citizens
of Gabrovo are right: the world will
never perish so long as it can laughl

In other words, the world will never
die, if it dies laughing.

W Yurl Boryev

(1) 1t has been published in Russian, Bul-
and German, and hope that
all the "Courier's” readers understand one
of these languages, at least in their dreams.
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minimum of aesthetic judgement, two cha-
racteristics which can only exist when a
certain level of culture has been reached.
An illiterate person may be able to draw
because he has inherited a natural cultural

. sensibility.

However, the cartoon—in the opinion
of the Spanish humorist Maximo, which
| share—is a literary form.  Although
expressed fundamentally through drawing,
it is much closer to the narrative form of
expression than the plastic arts. One might
say (even of work like Steinberg’s which
would seem to suggest the contrary} that
in humorous drawings the aesthetic treat-
ment always takes second place and the
idea is always of primary importance.

NCE we accept the status of the car-
' toon as a literary form, it seems lo-

gical to point out that the development of
the cartoon is closely linked to the develop-
ment of printing techniques. Even if some
scholars claim to have found traces of gra-
phic humour in the contexts of prehistoric
times, Ancient Egypt, Classical Greece and
the Middle Ages, the cartoon as such was
born when printing allowed it to be widely
circulated.

Vases have been found in Apulia, Cam-
pania and Sicily which, like the paintings
of Cranach, Breughel, Bosch or Teniers,
provide examples of a caricaturist’s outlook
on the world, bordering on the humorous.
Other artists, such as the English painter
Hogarth or the Spaniard Goya, can be
seen as genuine humorists.

But the development of the cartoon went
hand in hand with the rise of periodical
publications: in Germany and the Nether-
lands during the religious wars; in England
with the growth of journals of opinion;
and in France under the Bourbon monar-
chy and during the Revolution, until Napo-
leon and his rigid censorship of the press
cut short its development.

The spread of lithography brought the
cartoon a wider audience during the 19th
century. This was particularly striking in
France in publications like La Caricature
{1825) and Le Journal pour Rire (1848} both
founded by Charles Philipon, and in Chari-
vari (1832). This last magazine numbered
among its contributors the great caricatu-
rist Honoré Daumier. Almost every great
French caricaturist of the age appeared in
Philipon's magazines: Paul Gavarni, Gus-
tave Doré, Grandville, Bertall and Andre
Gill.

In Spain, however, few printed cartoons
were produced during the religious wars
in Europe. “Spain itself was a caricature”,
commented the 19th-century thinker Jacinto
Octavio Picon. Then during the war of
independence the country found an effec-
tive pioneer in Leonardo Alenza.

In the mid-19th century, satirical publi-

cations began to proliferate in Spain: Gil
Blas (1864), El Fisgén (1865}, Dofia Ma-

. nuela (1865), El Sainete (1867), La Gorda

(1868), Jeremias (1869), La Flaca (1871).
In the majority of them we find the work
of the prolific Francisco Ortego, the most
important cartoonist of 19th-century Spain,
whose work was to some extent carried-on
by José Luis Pellicer (EI Cohete, 1872).
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In Spain, as elsewhere in the world, the
history of graphic humour, which began
about 150 years ago, has been a check-
ered one, But in general terms we can
follow the evolution of cartoon humour from
the viewpoints of aesthetics, expression,
content and diffusion.

From an aesthetic viewpoint, the general
tendency in cartoon-drawing has been
towards progressive economy of line. Even
though the immense amount of detail shown
by contemporary cartoonists such as Topor
rivals the work of Bertall, in the 19th
century, the majority of today’s cartoonists

have opted for a simplification of forms, a.

rigorous visual synthesis and an economy
of detail which in the last century already
characterized the work of French illustra-
tors such as Doré and Caran d’Ache.

If attempts to separate content and
form are regarded today as arbitrary and
controversial, then to try to separate the
purely aesthetic aspect of a cartoon from
the idea it seeks to express would be the
very height of absurdity.

The aesthetic evolution of the cartoon has
therefore been accompanied by changes in
its form of expression, which have also be-
come more simplified. Texts or captions,
where present, have become shorter and
more cryptic, the drawings less concerned
with detail except where necessary.

Most important of all, however, is the
fact that the drawing has thus gained
complete autonomy and its own power as a
means of expression. Even the best humor-
ous drawings of the last century were
almost always illustrations—often excellent,
but ultimately no more than illustrations—
of a given text which was often a play
on words or a literary joke; a text, in short,
which could have stood alone without the
image.

But although cartoons of this type are
still published today, they are no longer
considered to qualify as genuine graphic
humour if the drawing can be suppressed
leaving the words on their own. Only when
the text, title or caption have no meaning
without the image are we looking at a
genuine cartoon. Purists go even further:
only the “mute” joke, the cartoon with
no words, is for them the genuine article.

However, even without making this sort
of demand for absolute purity—almost im-
possible in political or topical cartoons—a
close interdependence between text and
image is today considered indispensable
in graphic humour. And if we are now
thoroughly aware of this new dimension of
humour, it is very largely due to the car-
toonists and humorists of North America:
they “invented” modern cartoons, as they
“invented” the silent movie comedies. This
conclusion in no way detracts from the
merit of their European forerunners, such
as Méliés or Max Linder in the cinema,
and Caran d’Ache in cartoons,

It is almost axiomatic that in talking about
American influence, we tend to consider
as American both the Rumanian Saul Stein-
berg—the greatest cartoonist of all time—

‘and Charles Chaplin, who is an English-

man. But in addition to Steinberg other art-
ists working in America have had a strong
influence at a number of different levels:
Peter Arno, James Thurber, Charles Ad-
dams, among others. The New Yorker and

Britain's Punch, with its extraordinary Ron-
ald Searle, have incubated the best of
modern humour,

Yet Spain too has made its own very
important contribution to graphic humour in
the form of “gratuitous humour” or what
| have called “Codornicesco” (1}. It has
sometimes been suggested erroneously
that this is an imitation of the humour that
in Italy under Mussolini appeared in publi-
cations such as Bertoldo. The simple fact
is that Spaniards and ltalians made similar
discoveries at about the same time. It is
inevitable that periods of censorship which
prohibit critical humour foster development
of cartoonists specializing in allusive hu-
mour, particularly in the field of the verbally
absurd, where both the Spanish and the
ltalians have reached standards that are
difficult to match.

When it comes to the problem of content,
evolution has been much more blurred and
contradictory. One widespread idea is that
humour (critical . humour, since drawings
such as Steinberg’s by their nature lie on
the periphery of this argument} has mainly
concentrated, during the last century and
a good part of the present one, on poking
fun at anything new, from new means of
transport to political theories,

This idea demands a closer look. lh gen-
eral terms, one can say that cartoons have
been moving from “right” to “left"—nobody
would consider the French cartoonist Siné
as a conservative, for example—though it
is equally true that progressive tendencies
were also expressed during the last century.

Even if it is true that Cham, Bertall and
Doré were clearly reactionaries (Doré took
refuge in Versailles when the Commune
took over Paris during the Franco-Prussian
war), and that Forain and Caran d’Ache
were violently anti-semitic, it is no less true
that Daumier (who refused the Legion
of Honour offered him by the Second Em-
pire} displayed a distinctly critical and pro-
gressive attltude in his work.

AT an International level, the fact that
some critical humour seems to have
moved towards non-conservative and some-
times even revolutionary standpoints is due

to its circulation among a much wider and
more varied public.

This brings us to consider the dissemi-
nation of humour generally. It is obvious
that the number and circulation of humorous
publications have continued - to increase, i
even if their growth has been uneven.

Cartoons have also_ moved successfully
into the general information field—after a
long period of finding the door shut in their
face—and have won a better-placed and
wider showing in the daily press.

Most significant of all, the importance of .
the cartoon is now almost universally recog-
nized. Today cartoons are not used sim-

. ply to fill up space. They occupy a privi-

leged place in the best pages, next to
the main editorial or the articles of leading
contributors.

W /van Tubau

1) Codornicesco: form of humour found in the
Spanish satirical weekly La Codorniz.
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