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ABSTRACT

Based on transcribed spoken data from casual conversations among friends, as well as from
television variety shows, this study intends to illustrate and discuss how Taiwanese and Poles
produce humor, perceive humor and use humor to achieve different communicative goals. In
my analysis of the data, I have adopted the methodological approaches informed by
conversation analysis, multimodality and interactional linguistics.

Analyzing the data, I have observed that both laughter and smiling help regulate a
talk-in-interaction. ~ Laughter, for example, can be used to show one's appreciation of
humor/teasing, as an invitation to laugh or to show disagreement. On the other hand, smiles
can be used to reject humor/teasing, to show sarcasm or to provoke conflict in a dramatic way.
In addition, Taiwanese friends are observed to use six discourse strategies in their
conversations, including the use of quotation, rhetorical question, theatrical performance,
back-handed remark, fictional episode and choice of dramatic expression/code. Polish
friends, on the other hand, are observed to use five discourse strategies to construct humor,
including the use of quotation, back-handed remark, fictional episode, choice of dramatic
expression and highlighting contradiction.

I have further observed that there are eight types of humor employed in J EE 2K T
Kang Xt Ldile, which may include the use of personal narrative, wordplay, sarcasm, innuendo,
other-deprecating humor, self-deprecating humor, self-bragging humor and 4 J& 98 Wulitou
“nonsense.” In Kuba Wojewodzki, on the other hand, the types of humor may include
personal narrative, wordplay, sarcasm, innuendo, other-deprecating humor, self-deprecating
humor, self-bragging humor and teasing.

As for the organization of the study, Chapter One introduces the problem, background

information of the data, transcription systems and research objectives. Chapter Two reviews
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previous studies on humor, with a special focus on its social functions and how it has been
developed in Taiwanese and in Polish societies. In addition, the methodological approaches
used for analysis are also introduced in this chapter. Chapter Three analyzes the
pragmatic/interpersonal functions of laughter and smiling. Chapter Four and Chapter Five
illustrate and discuss the discourse strategies used by Taiwanese and Polish friends to
construct humor, so as to negotiate previously established friendships and intimate
relationships. Chapter Six and Chapter Seven further analyze how different types of humor
are used on television variety shows in Taiwan and in Poland, respectively. Chapter Eight
discusses some of the most important issues concerning humor and summarizes the
characteristics of Taiwanese and Polish humor. Finally, Chapter Nine concludes the findings

of this study and discusses implications for future work in this area of research.
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Swobodne Rozmowy i Telewizyjne Programy Rozrywkowe

mgr Li-Chi Lee Chen
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STRESZCZENIE

Przedmiotem rozprawy doktorskiej jest przedstawienie 1 analiza sposobOéw tworzenia,
postrzegania 1 uzywania humoru przez Tajwanczykow i Polakow do osiggniecia réznych
celoéw komunikacyjnych. Badania oparte zostaly na zapisach danych moéwionych
zaczerpnietych z potocznych rozméw pomigdzy przyjaciolmi oraz telewizyjnych programow
rozrywkowych. W analizie danych przyjeto zatozenia metodologiczne bazujace na analizie
konwersacji, multimodalno$ci oraz lingwistyce interakcyjne;.

Analiza danych wykazata, ze $miech i u$miech pomagaja regulowac interakcje
podczas rozmowy. Smiech, na przyklad, moze byé uzywany do wyrazania uznania dla
czyjego$ poczucia humoru lub przekomarzania sig, jest zaproszeniem do zartow ale takze
moze wyraza¢ dezaprobate. Z drugiej strony, uS§miech moze by¢ uzywany w celu odrzucenia
zartu lub przekomarzania si¢, moze wyraza¢ sarkazm lub wywotywac konflikt w dramatyczny
sposéb.  Ponadto zaobserwowano, sze$¢ roznych strategii dyskursu stosowanych przez
Tajwanczykow, sg to cytaty, retoryczne pytania, teatralne wystgpienia, dwuznaczne uwagi,
fikcyjne epizody oraz wybdr dramatycznych zwrotow/kodow. Z drugiej strony, u Polakow
zaobserwowano stosowanie pigciu strategii dyskursu w tworzeniu humoru: uzywanie cytatow,
dwuznacznych uwag, fikcyjnych epizodéw, wybor zwrotéw dramatycznych i podkreslajacych
sprzecznosci.

W dalszej cze$ci badan wykazano istnienie o§miu typow humoru w programie J EE 3¢
T Kang Xi Laile. Uczestnicy programu uzywaja narracji personalnej, gry stow, sarkazmu,
insynuacji, humoru polegajacego na deprecjacji innych, samo-deprecjacji, przechwalaniu si¢
oraz fi J& 58 wuilitéu ,,nonsensu”. Rodzaje humoru stosowane w programie Kuba Wojewédzki
to narracja personalna, gry stowne, sarkazm, insynuacja, humor polegajacy na deprecjacji

innych i samo-deprecjacji, przechwalanie si¢ oraz przekomarzanie si¢.



Badanie zostato przedstawione w nastgpujacy sposob: w rozdziale pierwszym zawarto
przedstawienie przedmiot badan, informacje o danych, sposoby transkrypcji oraz cele
badania. Rozdziat drugi omawia badania nad humorem ze szczegdlnym naciskiem na jego
spoleczne funkcje oraz rozwdj humoru w tajwanskim i polskim spoteczenstwie. Ponadto w
rozdziale tym przedstawiono metodologiczne podejscia uzyte do analizy. Rozdziat trzeci
analizuje pragmatyczne 1 interpersonalne funkcje $miechu 1 u$miechu. W rozdziatach
czwartym 1 pigtym przedstawiono i omoéwiono strategie dyskursu stosowane przez Polakow 1
Tajwanczykow w celu tworzenia humoru dla uzgadniania wcze$niej zawartych przyjazni i
bliskich relacji. W rozdzialach szdstym i1 siddmym zawarto dalszg analiz¢ réznych typow
humoru uzywanych w programach telewizyjnych w Tajwanie i1 Polsce. Rozdzial 6smy
omawia niektore z waznych kwestii dotyczacych humoru i podsumowuje cechy humoru
tajwanskiego 1 polskiego.  Rozdziat dziewiaty podsumowuje wyniki badan i omawia

implikacje dla dalszych prac w tej dziedzinie.
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PREFACE

Based on the notion that humor is culturally shaped, the present study investigates the process
of how humor is created, used and perceived by Taiwanese and Polish speech participants in
talks among friends, as well as on television variety shows. Since the aftermath of World War
I, Taiwan and Poland have undergone a process of rapid social and economic change
triggered by modernization. These socio-economic changes, I believe, are influential to
Taiwanese's and Poles' behavioral patterns and their everyday linguistic practices, as
manifested in their humor.

The main body of the present study comprises nine chapters. Chapter One describes the
problem that this study intends to address. In this chapter, major social-psychological theories
of humor (i.e., Superiority, Relief and Incongruity Theories) and linguistic theories of humor
(i.e., the Semantic Script Theory of Humor, the General Theory of Verbal Humor and the
Audience-Based Theory of Verbal Humor) are reviewed in the discussion of the problem. In
addition, the background information of the data, transcription systems and research
objectives are also stated in this chapter.

Chapter Two reviews various strands of research on humor that are related to the theme
of the present study. I first discuss the uses of humor in society and its social functions. In
addition, what has constructed modern Taiwanese humor is also discussed, including previous
works on Chinese and Japanese humor, as well as on the style of 4 J& JH wulitou “nonsense”
in Stephen Chow’s farces. With regard to Polish humor, this chapter focuses on how humor is
used in Polish politics, in prose and poetry, in fantasy literature, in drawings and posters, in
visual arts, in contemporary press, on the Internet and in broadcast media. Finally, the
analytic framework informed by conversation analysis, multimodality and interactional
linguistics is also introduced.

Chapter Three presents my analysis of laughter and smiling. In this chapter, the
pragmatic/interpersonal functions of laughter and smiling are illustrated and discussed. This
chapter is based on the notion that laughter and smiling are not only expressions of emotion or
subconscious responses to stimuli. Laughter, for example, can be used to show one's
appreciation of humor/teasing, as an invitation to laugh or to show disagreement. Smiling, on

the other hand, can be used to reject humor/teasing, to show sarcasm or to provoke conflict in
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a dramatic way.

Chapter Four and Chapter Five present my analysis of the discourse strategies used by
Taiwanese and Polish friends to negotiate previously established friendships and intimate
relationships in a humorous way. Taiwanese friends use six discourse strategies in their
conversations, which may include the use of quotation, rhetorical question, theatrical
performance, back-handed remark, fictional episode and choice of dramatic expression/code.
On the other hand, five discourse strategies are observed in my Polish data, including the use
of quotation, back-handed remark, fictional episode, choice of dramatic expression and
highlighting contradiction. While the same discourse strategies are observed in both cultures
to construct humor, they are used differently in different interactions.

Chapter Six and Chapter Seven analyze different types of humor on television variety
shows in Taiwan and in Poland, respectively. In my analysis, there are eight types of humor
found in FEEEZR T Kang Xi Ldile, including the use of personal narrative, wordplay, sarcasm,
innuendo, other-deprecating humor, self-deprecating humor, self-bragging humor and 4 Ji 58
wulitou “nonsense.” In Kuba Wojewodzki, on the other hand, the humor types observed
include personal narrative, wordplay, sarcasm, innuendo, other-deprecating humor, self-
deprecating humor, self-bragging humor and teasing. My qualitative analysis of these types
of humor has further reflected cultural difference between Taiwan and Poland.

Chapter Eight discusses the implications of the present study. In this chapter, various
social issues concerning the findings of the present study are discussed, including politics,
religion and the LGBT community. In addition, the frequent use of 4 JE BH wulitou
“nonsense” in contemporary Taiwanese society, as well as Poles' directness reflected in their
humor are also discussed. This chapter also deals with gender issues which remain untouched
in the previous chapters. In addition, this chapter also discusses the talking styles of the hosts
in both programs, in an attempt to find out whether they are being humorous or vulgar. In the
end of this chapter, characteristics of Taiwanese and Polish humor are summarized.

Finally, Chapter Nine summarizes the major findings of the present study and suggests
future research directions. In this chapter, I argue that quantifying the speech acts of humor,
including its discourse strategies and types, should be possible and meaningful. It may also
be interesting to investigate how Taiwanese and Polish children perceive and use humor in
their interactions, and whether gender is also influential. In the end of this chapter, I suggest
that future studies on humor should focus more on how humor regulates cross-cultural

communication between Taiwanese and Polish speech participants.
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Chapter One
INTRODUCTION

“Analyzing humor is like dissecting a frog. Few people are interested and the frog dies of it.”

—Elwyn Brooks White (1899-1985)

Humor has long attracted scholarly interest in many academic disciplines, such as linguistics,
psychology, anthropology, cultural studies, etc., which is against White on his second point
that few people are interested in analyzing humor. While I hold an opposite attitude towards
White on his second point, I completely agree with him on his first and third points. That is,
to understand the mechanism of humor, one needs to first destroy the humor. And, while you
learn a lot in the process, you might kill the humor in the end. However, the analysis of the
mechanism of humor perhaps has become a key ingredient to the understanding of how the
mind works in human interactions. Indeed, humor is prevailing in our daily life and in all
corners of the world. It can be observed in talks among friends, on television programs, in
newspapers, in magazines and so on. In other words, humor is ubiquitous in our everyday
social interactions, an intriguing human behavior which requires explanations and studies.
The present study, thus, aims at understanding the mechanism of humor in social
interactions in Taiwan and in Poland, respectively, as well as how the difference between the
two cultures is reflected in Taiwanese's and Poles' uses of humor. In the following, Section
1.1 discusses the problem of the past studies on humor. Section 1.2 describes the data used
for analysis and the research procedure. Finally, Section 1.3 describes the research objectives

of the present study.

1.1 The Problem

Social-psychological theories of humor are commonly clustered into a tripartite division:
Superiority, Relief and Incongruity Theories (Raskin 1985). These three major theories are
further labeled by Attardo (1994) as social, psychoanalytical and cognitive frameworks, as



manifested in the following table:

Table 1: The Three Families of Theories

Cognitive Social Psychoanalytical
Incongruity Hostility Release
Contrast Aggression Sublimation
Superiority Liberation
Triumph
Derision
Disparagement

(Attardo 1994: 47)

The superiority theories of humor assume that people frequently laugh at others' misfortunes
to show superiority. Such theories are often connected to the great philosophers. According
to Chapman and Foot (2007: 1), laughter was viewed by Plato as “malevolent behavior
stemming from hurtful aggression, envy, or spite at seeing the enemy vanquished,” while
Aristotle, Cicero and Quintilian regarded it as “a form of behavior from which civilized man
should shrink.” In addition, comedy, as a form of humor, was viewed by Aristotle as “an
imitation of men worse than the average; worse, however, not as regards any and every sort of
fault, but only as regards one particular kind, the Ridiculous, which is a species of the Ugly”
(Poetics, quoted after Raskin 1985: 36). This has also shown superiority theorists' viewpoint
towards humor. Relief theories, on the other hand, treat humor from a physiological or
psycho-physiological perspective (Rutter 1997). Freud's (1905/1960) psychoanalysis of jokes
and humor has revealed not only their psychological process, but also their tension relief
function. As explained by Raskin (1985: 38), “the basic principle of all such theories is that
laughter provides for mental, nervous and/or psychic energy and thus ensures homeostasis
after a struggle, tension, strain, etc.”

Departing from the first two groups of theories concerning humor, incongruity theories
view humor from a cognitive perspective and focus on its incongruity and resolution. In his
philosophical study of humor and laughter, Morreall's (1987) has observed that many
historical figures (e.g., James Beattie, Immanuel Kant, Arthur Schopenhauer, etc.) already
connected the cause of laughter with incongruity. Shultz (1976) and Suls (1972, 1983) have
further proposed a two-stage incongruity-resolution model to perceive humor, which was later
applied to the analysis of garden-path jokes (see, e.g., Yamaguchi 1988; Dynel 2009).

Linguistic theories of humor, on the other hand, may include the Semantic Script Theory



of Humor (Raskin 1985, 1987), the General Theory of Verbal Humor (Attardo and Raskin
1991; Attardo 1994, 1997, 2001; Raskin and Attardo 1994) and the Audience-Based Theory of
Verbal Humor (Carrell 1993, 1997). As defined by Raskin (1985: 81), the script is “a large
chunk of information surrounding the word or evoked by it” or “a cognitive structure
internalized by the native speaker and it represents the native speaker's knowledge of a small
part of the world.” In light of this, the semantic script theory of humor argues that when a text
is fully or partially compatible with two opposite scripts, this text can be characterized as a
single-joke-carrying text. This humor theory, however, ignores other factors, as it assumes
that the most influential factor is script opposition. The general theory of verbal humor, thus,
“incorporates, subsumes and revises” the semantic script theory of humor (Attardo and
Raskin 1991: 329) and suggests more influential factors that inform the joke: script
opposition, logical mechanism, situation, target, narrative strategy and language. Finally, the
audience-based theory of verbal humor focuses on the audience of the joke texts. This humor
theory argues that whether a text is humorous is decided by its audience. While the above
theories can capture the complex phenomenon of humor from either social-psychological or
linguistic perspectives, they focus exclusively on the structure, form or content of jokes or
joking.

Certain types of joking behaviors in conversations were also investigated. For example,
Tannen (1984) illustrated the roles of joking and irony in talk among friends, as well as their
relation to different conversational styles. Norrick (1993, 2003) also analyzed joking
behaviors in naturally occurring conversations. Norrick’s works are inspiring in the study of
conversational joking, in the sense that he has not only categorized different conversational
joking forms, but also distinguished them by examining their humor mechan isms.
Nevertheless, there is no clear distinction between each joking form, as one joking form may
fade into another in conversation. As Norrick (2003: 1338) has further argued, “The
flexibility and protean character of conversational joking forms is an integral part of their
attraction: joke punchlines turn into wisecracks, witty repartees grow into anecdotes,
anecdotes develop into jokes, and soon.” Norrick's categorization of conversational humor,
however, needs modification to account for the data collected in Taiwan and in Poland, since
humor is culture-specific.

In Taiwan, conversational humor is seldom academically studied. Many previous studies
focused on #H % Xiangsheng “the traditional humorous Chinese verbal performance” (see,

e.g., Tong 1999) or ancient Chinese jokes (see, e.g., Chen 1985; Huang 2009). Kuo's (1996)



study focused on conversational humor in the context of Taiwan. She applied Norrick’s
(1993) categorization of humor (i.e., personal anecdotes, jointly produced narratives,
wordplay, punning, wordplay interaction, sarcasm and mocking) to her analysis, in particular
focusing on the gender difference. Her research, however, was limited by Norrick’s model
and could not capture the whole gamut of conversational humor in Taiwan. Liao’s (2001,
2003a, 2003b, 2003c) studies also analyzed how humor was expressed and perceived in
contemporary Taiwan, with a special focus on the latter. Her studies, however, were mostly
based on old Chinese jokes, instead of conversational data. Both Kuo’s (1996) and Liao’s
(2001, 2003a, 2003b, 2003c) studies cannot be used to account for the data collected in
contemporary Taiwan, since the language has changed greatly within the recent decade.
Moreover, while Kuo's (1996) research findings were based on conversational data in Taiwan,
she did not discuss how humor is used in institutional discourse (e.g., television variety
shows), which has greatly influenced the use of humor in casual conversations.

On the other hand, the studies on Polish humor have flourished like mushrooms. In his
overview of Polish humor studies in philosophy, literary studies and linguistics in the 20" and
21* century, Chtopicki (2012) has pointed out that Polish researchers, in particular linguists,
are focusing more and more on international humor research. His observation is evidenced in
tons of studies on Polish humor. For example, many studies on Polish humor have discussed
how humor is presented in different written genres, such as in prose and poetry (see, e.g.,
Jarniewicz 2012; Kamocki 2012; Lemann 2012a; Lemann and Gucio 2012), in fantasy
literature (see, e.g., Lemann 2012b), in drawings and posters (see, e.g., Libura 2012; Libura
and Kietbawska 2012), in visual arts (see, e.g., Curyto-Klag 2012), in contemporary press
(see, e.g., Wojtak 2012) and on the Internet (see, e.g., Grochala and Dembowska-Wosik
2012b). Others have focused on how humor contributes to political discourse (see., e.g.,
Brzozowska 2012; Dynel 2012b; Swigtkiewicz-Mosny 2012) and the broadcast media (see,
e.g., Dynel 2012a; Grochala and Dembowska-Wosik 2012a; Grzegorczyk 2012). While these
studies have outlined the overall perspective of contemporary Poland by looking at Poles' uses
of humor in different genres, they looked at Polish humor from within the Polish society. In
other words, they did not discuss how Polish humor is from outside the Polish culture.

Therefore, this study intends to present a cultural perspective towards thinking about the
Taiwanese and Polish humor in casual conversations and on television variety shows. It is
hoped that the research findings can not only make a complement to the studies on Taiwanese

and Polish humor, respectively, but also show the difference between the two cultures. [



believe that studying cross-cultural patterns in humor can provide invaluable insights into

how the mind works.

1.2 Database and Research Procedure

In the following subsections, the data used for analysis and the background of the two
television variety shows, (which part of my research findings are based on) are introduced.
Next, Taiwan's multilingual environment and the two transcription systems used for

transcribing the Mandarin and Southern Min data are also introduced.

1.2.1 Background Information of the Data

The data used in this study come from casual conversations among Taiwanese and Polish
friends, as well as from television variety shows in Taiwan (i.e., FEEEH T Kang Xi Ldile) and
in Poland (i.e., Kuba Wojewoddzki). As for the data from casual conversations, all the
recordings were from private conversations among close friends, made either at home or in a
quiet coffee shop. Although the conversations were quite personal, all the speech participants
fully understood that the recordings would be studied and used for academic purposes. In
addition, while just a few of the them knew that I was interested in humor used in everyday
social interactions, none of them were told about my research procedure. Moreover, none of
them had received trainings in linguistics, psychology, human behaviors or in any of other
relevant fields. Although many of the recording were made without my presence, the speech
participants were asked to interact in different groups, including same- and mixed-sex groups.
In other words, the variable of sex was controlled.

As for the data from the two television variety shows, I did not record any all-female
interactions, as there was always a male host on each of the two programs. In the following,
the background of the two programs is introduced. FEEEZR T Kang Xi Ldile was a late-night
variety show structured like a talk show. It had received high viewing rates since its first
broadcasting on television in 2004. It was popular not only in Taiwan, but also in China,
Hong Kong, Macao, Singapore, Malaysia and some South East Asian communities where

Mandarin is spoken. On October 16, 2015, the host 2% B¢ 7k Cai Kang-Yong officially



announced that he was quitting for personal reasons. Upon hearing Cai's announcement, Cai's
co-host 14 EE Bify Xui Xi-Di immediately announced to stand shoulder to shoulder with him.
This program went off the air in the beginning of 2016, and the last episode was broadcast on
January 14, 2016. As evidenced in its constant high viewing rates, many people born in the
1980s have claimed that they were fans of this program and grew up with it. This program
was conducted by pairing two hosts with different interviewing styles. While Cai was quiet,
straightforward and liked to ask serious questions, Xu was an unruly, sexy woman who
frequently joked about her guests or did things to embarrass them. The chemistry between the
two hosts made the program extremely popular and become one of the longest running
television variety shows in Taiwan. In addition, the name of this program was a mash-up of
the hosts' names, each being taken a character; that is, JE Kang and EE Xi. Interestingly, the
combination of these two characters coincided with the reign-title of 2 # Xudnye (1654-
1722), the second Chinese emperor of the Qing Dynasty, who is usually referred to as J¢ L7
Kangxidi “The Kangxi Emperor.” In 2007, [ % 8. Chén Han- Didn joined the program as a
regular assistant host to liven up the atmosphere, in particular when the invited guests were
silent types. Each episode, about 45 minutes in length, featured celebrity interviews, and the
invited guests might include entertainers, politicians, sportspersons, Internet celebrities, and
so on. The humorous remarks examined in this study come from six episodes randomly
selected in 2010, 2011 and 2012.

Kuba Wojewdodzki, on the other hand, is a televised entertainment talk show in Poland,
first aired in 2002. This talk show was broadcast in Polsat, Poland's second biggest television
channel till June 2006. From September 2006 it has been broadcast in TVN (TV Nowa),
another Polish commercial television network. This entertainment talk show, as its name
suggests, is hosted by Jakub Witadystaw Wojewodzki, a Polish journalist, television
personality, drummer and comedian. In Kuba Wojewodzki, numerous controversial issues are
explored. The humorous remarks examined in this study come from five episodes randomly
selected in 2006, each episode lasting for about 45 minutes.

Interestingly, B EE 3 T Kang X7 Ldile and Kuba Wojewddzki have many characteristics
in common. They both last for an hour with commercials, and the hosts Cai, Xu and
Wojewodzki are more likely to ask face-threatening questions to entertain the audience. In
addition, opinions about both programs are controversial and widely divided. While some
viewers think that the three hosts’ talking styles are quite entertaining and can be viewed as

“humorous,” still some think that they are simply being rude to their invited guests. To use



the data coming from both programs, therefore, helps highlight the difference between the

humor employed on the television and that in everyday interactions.

1.2.2 Taiwan's Multilingual Environment, Data Collection and Transcription

My data come from casual conversations and television variety shows in Taiwan and in
Poland, respectively.  Although Mandarin Chinese (hereafter Mandarin) is the official
language spoken in Taiwan,' many Taiwanese also speak Southern Min and Hakka. All the
three languages belong to the Sino-Tibetan language family. In addition, aboriginal groups
are also found in Taiwan, with 16 tribes speaking different versions of Formosan. These
languages belong to the Austronesian language family. There is also a Japanese Creole in
Taiwan, which is blended with two Taiwanese Austronesian languages (i.e., Atayal and
Seediq), Southern Min and Mandarin in phonology, lexicon and grammar (see, e.g., Sanada
and Chien 2009; Chien and Sanada 2010).

With all these languages spoken in Taiwan, Southern Min is spoken by the majority of
people in Taiwan in addition to the official language. According to Huang's (1995) and Ang's
(2013) investigations, about 70-75% of the Taiwanese people speak Southern Min. Sandel
(2003) has further pointed out that although the language practices of a particular group or
individual were once evaluated negatively because of the ruling KMT’s (Kuomintang, the
Nationalist Party) language policy,” thanks to the liberalization in Taiwan’s political
environment under President Lee Teng-Hui’s leadership in the 1990s, there has been a new
market value attached to the local languages. Therefore, it will not be surprising to find, in
my data from casual conversations among Taiwanese friends, that speech participants code-

switch to this language from time to time.

' The term Mandarin Chinese may also refer to the official language spoken in China. However, there are

many linguistic differences between Taiwan and China (see, e.g., Chen 1999: 41-49). In addition, Chung’s
(2001) study further points out that as Japanese was once the official language in Taiwan, the linguistic
borrowing from the Japanese language reflects cultural dominance in Mandarin spoken in Taiwan. In other
words, Taiwanese Mandarin (or Taiwanese-accented Mandarin) has its distinctive linguistic features that
might reflect its own culture. In order not to obfuscate the issue in discussion, the data used for my analysis
only come from the interactions among native Mandarin speakers who were born in Taiwan, or were brought
up in Taiwan. Regional linguistic varieties in Taiwanese Mandarin (e.g., Taipei accent vs. Taichung accent
(see, e.g., Liao 2008); Taipei accent vs. Tainan accent (see, e.g., Su 2012)) that do not influence the
discourse/pragmatic functions of an utterance will not be discussed.

As investigated by Sandel (2003), the KMT government enforced its Mandarin Language Policy from 1945
to 1987, strictly sanctioning the use of the local languages or dialects in fields it could control. For example,
students’ use of the local languages or dialects will lead them to severe physical punishment or heavy fines.
Sandel further points out that the policy has the impact on the successive generations of bilingual speakers in
Taiwan.



As my data are not only from Mandarin, but also from Southern Min, two transcription
systems will be adopted. For the Mandarin data, I will use ¥ 35 Bf 3 Hanyi Pinyin
“Transcription into Chinese Characters,” which is commonly used by many international
institutions. As Mandarin is a tonal language, the tone of each transcribed character will be
marked on the vowel.> For the data in Southern Min, I will use [ F5 /7 5 $F3% /7 & Bbdanlam
Hong'ggian Pingyim Hong'an “Southern Min Dialect Spelling System,” a romanization
system for Hokkien Southern Min.* For the data in Polish, on the other hand, no transcription
system is needed since Poles also use an alphabetic writing system in their language. Each of
the examples in Mandarin, Southern Min and Polish will be accompanied by an English
translation, which is marked with transcription symbols.’ As part of my data come from
casual conversations among Taiwanese and Polish friends, pseudonyms will be used in order
to protect the confidentiality of the speech participants. In addition, due to the fact that
different cases of proper names in Polish are morphologically distinguishable, cases of Polish
speech participants' pseudonyms will be used in accordance with those of their real names in
original conversations. To present the data from JE EE 3¢ T Kang Xi Ldile and Kuba
Wojewddzki, on the other hand, speech participants’ real names will be used, as they are
already well-known celebrities in Taiwan and Poland, and that their conversations are

broadcast to the public.

1.3 Research Objectives

This study will illustrate and discuss how humor is employed in Taiwanese and Polish
interactions, in particular by analyzing casual conversations and television variety shows. I

intend to address the following questions:

(1) Are laughter and smiling expressions of emotion or subconscious responses to
humorous stimuli? Do they have pragmatic/interpersonal functions in social

interactions? If so, what are they?

For example, ma marked with different tones has different meanings. #5 ma “mother” is marked with a
high-level tone. Jiif md “linen” is marked with a rising tone. H md “horse” is marked with a falling-rising
tone. B ma “to scold” is marked with a falling tone. Finally, W ma “a modal particle” is marked with
nothing as a neutral tone.

The transcription of the Southern Min data in my study is based on Lin’s (2007) Dictionary of Mandarin
and Minnan Dialect.

See Appendix 1.



(2) What are the discourse strategies adopted by the speech participants to create
humor to negotiate previously established friendships and intimacy? Are they verbal
or non-verbal? And, what are the pragmatic functions of these discourse strategies in
talks among friends?

(3) What are the types of humor on television variety shows? How are these types of
humor constructed? And, what are their pragmatic functions in interactions on
television?

(4) What do the uses of humor in casual conversations and in television variety
shows reveal about the difference between the two genres?

(5) Do Taiwanese's and Poles' uses of humor reflect the societies where they live, as
well as their personality traits? If so, how is that?

(6) Is gender an influential factor in the production and appreciation of humor? If so,
how is that?

(7) Are the controversial talking styles of the hosts in both programs indeed
humorous or simply vulgar?

(8) Does humor reflects cultural difference between Taiwan and Poland? How is the

difference reflected in the characteristics of Taiwanese and Polish humor?

In order to provide a rough answer to each of the above addressed questions, it is important to

review some of the major related works on humor in the literature in the next chapter.



Chapter Two
LITERATURE REVIEW

In this chapter, previous major related works are reviewed and discussed. In the following,
Section 2.1 discusses the uses of humor in society and its social functions. Section 2.2
discusses what has constructed modern Taiwanese humor. In this section, some ink is spent
on the discussion of Chinese, Hong Kongnese and Japanese humor. Section 2.3 discusses
humor and its historical development in Poland, as manifested in different genres. Section 2.4
introduces the methodological approaches used in the present study. Finally, Section 2.5

concludes the literature review and the relevant discussion in this chapter.

2.1 Humor, Its Uses in Society and Social Functions

According to Weems (2014), humor is a psychological coping mechanism, resulting from “a
battle in our brains between feelings and thoughts” — “a battle that can only be understood by
recognizing what brought the conflict on” (p. 9). It can be used to shape human interactions
in intragroup situations, intergroup situations and intergroup interactions (Martineau 1972).
For example, joke-telling (as an expression of humor) can be used to replace face-threatening
acts in addition to its entertaining functions. In her analysis of joke-telling in Taiwan, for
example, Liao (2003b) has observed that one might tell a self-disparaging joke to get out of
the danger thanks to the politeness involved in joke-telling. In observing Nigerian stand-up
comedies, Adetunji (2013) has also observed that comedians may use self-deprecatory scripts
to “[reduce] their stage-authority and social or economic aloofness” (p. 19).

The pragmatic/interpersonal functions of humor can also be seen in different societies
and across generations and gender. In her investigation of humor in business meetings in
New Zealand and in Japan, Murata (2014) has observed that humor can be used to create team
spirit among meeting members, despite the difference between the two cultures. Franzén and
Aronsson (2013) have analyzed staff-resident interactions at a treatment home for boys. The

result of their findings shows that humor and teasing are essentially ambiguous. By using the

10



ambiguity of humor and teasing, staff members are allowed to temporarily violate the social
order, but strengthen local rules of conduct. On the other hand, the boys may magnify or
transgress institutional and generational boundaries by joking together with the staff
members.

Reichenbach's (2015) recent study on young Bahraini women's laughter has also
indicated the ambiguity of humor, which allows women to juggle with gendered identities in a
society ruled by men. As she further points out, different types of humor can be used by a
young Bahraini woman to “negotiate closeness or distance in social relations” (p. 533). Men,
on the other hand, may use sexist humor to predict male in-group cohesion, to serve as a form
of sexual harassment and to enlarge self-reported rape proclivity and victim blame (Thomae
and Pina 2015). Sexist humor, as Thomae and Pina conclude, helps men “establish positive
distinctiveness through intergroup comparisons and reduce male in-group threat,” which
results from their “adherence to in-group norms and a perceived instability or illegitimacy of
the intergroup hierarchy” (p. 200). Indeed, women and men may use humor to construct a
stereotypical gender identity, despite the fact that the norms are frequently challenged
(Holmes 2006; Schnurr and Holmes 2009).

Strain, Saucier and Martens (2015) have also investigated how men and women
perceive the anti-men, anti-women and neutral jokes in printed Facebook profiles. According
to their findings, both men and women rate anti-women jokes as more sexist than neutral
ones. Women also rate anti-men jokes as sexist humor. When men display anti-women
humor, they are perceived less positively than men displaying anti-men humor and women
displaying either anti-men or anti-women humor. Ford et al. (2015), however, have further
warned that sexist humor may have a lasting and harmful outcome for women, as it can result
in a temporary state of self-objectification in women.

Some researchers have focused on recipients' reactions to humor. Hay (2001), for
example, has analyzed the strategies used to support humor in an interaction, as well as the
implicatures showing full support of humor. According to her investigation of conversational
data, a recipient of humor may show his/her support by contributing more humor, playing
alone with the gag, using echo or overlap, offering sympathy or contradicting self-deprecating
humor. The implicatures indicate that the recipient recognizes a humorous frame, understand
the humor, appreciates the humor or agrees with any message associated with humor.

In sum, while humor is mainly produced for entertainment, it can be further employed

for various purposes in different societies and cultures. In addition, gender is also influential
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on the production and perception of humor. Although humor differs across societies, cultures
and gender, the bottom line is that “We all enjoy a good laugh” (Boxer and Cortés-Conde
1997: 293). As humor may further elicit laughter, it may bring about positive effects on
people. By laughing together, the closeness and solidarity are further established.

2.2 What Has Constructed Modern Taiwanese Humor?

The present study believes that Taiwanese humor greatly overlaps with Chinese humor and is
also influenced by Hong Kongnese and Japanese humor. Before going into our discussion
regarding what has constructed modern Taiwanese humor, I would like to give a brief
introduction of the history of Taiwan.

The Han Chinese are believed to be the largest ethnic group in Taiwan. Before their
immigration, however, Taiwan was mainly inhabited by its aborigines, the Austronesians who
first came to Taiwan more than 8,000 years ago. In 1542, Portuguese mariners came across a
forest-cloaked island on their way to Japan. Amazed by its natural beauty, they named it //ha
Formosa “Beautiful Island.” This island, now known as Taiwan, was later colonized by the
Dutch and Spanish during the 17" century.® Both colonies fell subsequently. The Spanish
colony fell because of the Dutch invasion in 1641. After Koxinga (#f % )y Zhéng Chéng-
Gong)’ defeated the forces of the Dutch East India Company in 1662, the first Han Chinese
polity was established in Taiwan. Koxinga later took over Taiwan and used it as his base
against the Manchu-ruled Qing Dynasty of China, in an attempt to restore the Ming Dynasty.
After the Taiwan-based Ming loyalists were defeated in 1683, Taiwan became part of the Qing
Empire. In 1895 Taiwan was ceded to Japan, and in 1945 the Republic of China assumed its
control over Taiwan after Japan's surrender. The historical development of Taiwan has
constructed this small island as a multi-lingual, multi-ethnic and multi-cultural community.
The present study believes that such diversity is further reflected in modern Taiwanese humor.

There is no direct evidence showing that modern Taiwanese humor is influenced by
the Spanish and Dutch cultures, as their colonies occurred more than three hundred years ago.
However, this study believes that modern Taiwanese humor is a big melting pot of Chinese,

Hong Kongnese and Japanese humor, but with certain change to be best adapted to its

6

As investigated by Andrade (2008), there was also a short-lived Spanish colony in northern Taiwan (1626-
1642) during the Dutch colony (1624-1662).

Koxinga is a Ming loyalist. More information about Koxinga can be seen on Wikipedia
(https://en.wikipedia.org/wiki/Koxinga).

7
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diversified environment. In the following, Subsection 2.2.1 reviews previous studies on
Chinese humor and discusses how it overlaps with modern Taiwanese humor.  Next,
Subsections 2.2.2 and 2.2.3 discuss Stephen Chow’s ## J& §H wulitéu “nonsense” and
characteristics of Japanese humor, which are believed to have influenced Taiwanese's thinking

ideas and their use of humor in their life.

2.2.1 Chinese Humor, Its Types and Historical Development

Chinese humor first appeared in the form of riddles or jokes (Liao 2001). Chen (1985) has
observed four sources of Chinese written jokes, including %€ 5 xidohua “common people’s
talk,” 4% 28 B 5 xian-Qin yuyan “pre-Chin parables” (prior to 221 B.C.), #i§ & & huaji xi
“huaji play” and & & % Qingydn ji “Ching-yan anthology.” The term § F& hudjr first
appeared in the ancient Chinese literary work %% &% Chuici written by Jifi J]R Qi Yudn (343-290
B.C.) to describe “a smoothen and ingratiating manner with the prince which he obviously did
not possess” (Kao 1974: xix). Chen (1985) further argued that the concept of & F& hudji later
changed to that of modern humor and had five types, including mean, obscene, witty, ironic
(sarcastic) and humorous. Liao (2003c), however, questioned this idea and argued that
modern humor contains more wisdom and elegance than & & hudjt, despite the fact that the
latter also contained funny action, ridiculous speech and witty thought.

According to Yue (2010), Chinese humor has a history of over 3,000 years. Yue has

further categorized different types of Chinese humor according to its forms and the periods

when it first occurred, as shown below:

Table 2: Major Forms of Humor in Chinese History

Form Appearing time  Brief description

Comics

Comic acts Humor performed by professional comedians plying comics and
Pai you (JE&) around 800 B.C. acrobatics for royals and aristocrats.

Humor performed by two comedians, one playing a smart person and

Two-person show around 500 B.C.  one playing a dumb person, trying to make fun of life, political or

' % .
Can jun play (2 515) otherwise.
Witty show Humor shown via cross-talks, single man talk shows, etc. to riddle
Qu yi (il 25) around 600 A.D. funny and unfair things in life.
Comic drama Humor shown through plays and operas to portray funny or humorous
Xi ju (B ) around 800 A.D. scenes, events, and figures in life.
Cross-talk around late 1800  Humor shown via comedic performance in the form of a monologue
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Xiang Sheng (1) or a dialogue.

Satires

Satire prose Humor shown via various idioms, scripts, proverbs, fables, parables

around 500 B.C.

FEFHCO in ancient time.

(F%%Sgg; around 500 B.C.  Humor shown via folk jokes, folklores, folk shows, folk thymes, etc.
Satire novels around late 1800 Humor shown via novels, short essays, to ridicule undesirable

(R ZINGEE) political reality.

Political satires Humor shown via various political jokes, satires, and stories to

around early 1900

(LI 5E5ER) ridicule undesirable political reality.

Modern Humor

Cold humor around carly 1970 Dry, harsh, bitter humor shown via various verbal and non-verbal
e RN Y acts.

Jerk humor around carly 1980 Humor shown via self deprecation, other deprecation, and self

(1 L) Y bragging.

Non-sense humor around carly 1980 Malicious, and self-entertaining humor shown via various verbal and
(e JoE 51 14 R y non-verbal acts.

(Yue 2010: 407)

As Yue's (2010: 407) table shows, modern Chinese humor first appeared in the 1970s and has
three forms: cold humor, jerk humor and non-sense humor. These three types of humor also
overlap with modern Taiwanese humor. For example, jerk humor, based on its characteristics,
can be further categorized into three humor types frequently used in the Taiwanese society:
self-deprecating humor, other-deprecating humor and self-bragging humor.® In addition, non-
sense humor is also a frequent humor type in contemporary Taiwan.’

It is believed that Confucius (551-479 B.C.) and his sayings have greatly influenced
the mind of Chinese people. However, whether Confucius was a humorous person still
remains controversial. In quoting the conversations between Confucius and his disciples, Kao
(1974) has come to the conclusion that Confucius was indeed humorous. He, however, did
not explain why the conversations are funny. While Liao (2001) holds the same viewpoint as
Kao's (1974), she goes a step further in explaining why Confucius was humorous. As she has
observed, Confucius employed verbal techniques to create humor, mainly by self-deprecating,
other-deprecating and self-bragging. However, Liao has also pointed out that Confucius was
not regarded by REEHE Lin Yi-Tdang as humorous. HREEEE Lin Yi-Tang was called H42R KRl
Youmo Dashi “Master of Humor” in China because it was he that first brought the concept of
humor into Mandarin and translated it as K 2k youmo “humor,” a neologism first coined in

1924. According to Lee's (2009) investigation, ¥ 55 % Lin Yi-Tdang was China's most well-

8  See Sections 6.5-6.7.
®  See Subsection 2.2.2 and Section 6.8.
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known bilingual writer, who had been writing books in English to promote the Chinese
culture from 1935-1967. While many of his books were bestsellers, he also set up many
magazines published in Mandarin to promote the Western literary humor. For example, he
launched the magazine g Lunyii “The Analects Fortnightly” in Shanghai in 1932 to support
a humorous writing style, which immediately changed literary trends.

To better understand the humor of #k 5 4% Lin Yi-Tdng and Confucius, Liao (2001)
has proposed the psychological distance theory. In the meantime, she has also proposed the
social theory of B % & 4% yu jido yu lé “wrapping instructions in entertainment/amusement”
to understand Chinese and Taiwanese verbal humor. Her findings are as the following:
Firstly, as humor has both entertaining and educational functions, it is regarded as a good
thing for both Chinese and Taiwanese. Secondly, humor mainly serves to educate and trigger
a thoughtful smile. Thirdly, recycled jokes are the favorite joke type in Taiwan. Fourthly,
Taiwanese think that a man with a sense of humor does not need to laugh hilariously because
laughing hilariously is considered abnormal. Fifthly, joking is not always regarded as “being
humorous” by Taiwanese. Sixthly, Taiwanese think that it is improper to build a joking or
humorous relationship with fathers and superiors at work. Finally, for Westerners, humor may
include joking, magic, clowning, cartoon, comic strips and so on. For Taiwanese, these terms
are not parallel.

Although Liao's (2001) study intended to understand Taiwanese's perception of humor,
her research was conducted from a traditional Chinese perspective. In other words, Liao can
be regarded as studying Taiwanese perception of traditional Chinese humor (i.e., humor of #f
#& 4 Lin Yu-Tang and Confucius). Her findings, therefore, cannot be used to explain why
certain types of humor are popular in contemporary Taiwan. Nevertheless, Liao's study has
indicated the vague boundary between traditional Chinese humor and modern Taiwanese
humor. While modern Taiwanese humor has perhaps developed its own characteristics, it at

the same time overlaps with Chinese humor and is greatly influenced by it.

2.2.2 Hong Kongnese Humor: The Style of )5 58 Wilitéu “Nonsense”

Hong Kongnese humor can be said to be characterized by i JE JH wulitou “nonsense,” which

is an important element in Stephen Chow’s farces (Tan 2000; Jiang 2004; Chueh 2006; Yen
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2009; Tao 2010)." As a farce is intended to promote laughter through highly exaggerated and
extravagant situations, the style of # J& BH wulitou “nonsense,” therefore, is embedded with
these characteristics, usually through the rhetorical devices of hyperbole and irony. The term
4 J5 BH wulitou “nonsense” consists of three Chinese characters: £ wu “without,” J& /7
“millimeter” and PH tou “head.” According to Tan’s (2000) investigation, this term first
appeared as a popular Cantonese saying in fff; |1 Fdshan, a prefecture-level city in central J&
¥ Gudngdong, China. When a person’s behavior and words are hard to comprehend, as they
are vulgar, arbitrary and without a clear purpose, this person might be referred to as
expressing i Ji GH wilitou “nonsense.” Tan further adds that £ J& 58 wulitéu “nonsense” is
expressed through ridiculing or mocking each other. In an interaction, may it be verbal or
non-verbal, a participant’s use of 4 J& §H wulitéu “nonsense” still gets to the essence of the
topic, but with a playful attitude towards life. The use of it therefore conveys a profound
social connotation. Jiang (2004: 159-171) further summarizes the characteristics of 4 J& GA
wulitou “nonsense” as having no rhyme or reason in one’s verbal and non-verbal behaviors.
Based on the viewpoints above, we may conclude that when a speech participant’s
contribution is out of expectation in a certain speech context, as it may deviate from the main
topic but still gets to the essence of it, this participant can be referred to as 4 JE 5H wulitou
“nonsense.” The verbal and non-verbal acts of this person are sometimes malicious and may
also be highly exaggerated and ironic. The use of i J& JH wulitéu “nonsense” as a humor
strategy in a verbal interaction, therefore, can be regarded as a type of conversational
implicature, since it may exploit or flout the maxim(s) of Grice's (1975) Cooperative
Principle. The following extract from Stephen Chow’s film illustrates the characteristics of 4

PAYRY

JE BH wulitou “nonsense”:

Extract (01) < E#EERERESHEE>

Linglingqi Dazhan Jingiangke

01 — &N ARV R IRIRAEACFOMER A B UR T 2 A I AR ARBERL BB BN > A
EAEAERTT o IR TR B S K B > ARERAURERT ~ ARERAY AR o AR
SRR - Wi EASE T ~ P HE T > B A A Dry Martini > #ERHE
HUREFE T H -
niirén: ni yiwéi ni duo qilai wo jiu zhdo budao ni le ma? méi youyong de, ni shi nayang
lafengde nanrén, bugudn zai shénme difang, jiu hdoxiang qihéi zhong de

10 Stephen Chow, also named J# & Bt Zhou Xing-Chi, is a famous Hong Kongnese actor, comedian, film

director and producer. More information can be seen on Wikipedia
(http://en.wikipedia.org/wiki/Stephen Chow).

W W R R4 48 7K Linglingqi Ddazhan Jingiangké “From Beijing with Love” is a 1994 Hong Kongnese
action and comedy film. More information can be seen on Wikipedia
(http://en.wikipedia.org/wiki/From_Beijing with_Love).
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yinghuochong yiyang, nayangde xianming, nayangde chiizhong. ni na youyude
ydnsheén, xixiide huzhazi, shénhiiqiji de daofd, haiyou nabéi dry martini, dou
shenshénde mizhu le wo.

02. — il > BERREARER I € > (HRATHETTHL o AEEIER - IR BT 5 HERR R
BWF L W N A BN 2
buguo, suiran ni shi nayangde chiise, danshi hangyouhanggui. bugudn zénmeyang, ni
yao filging zuéwan de guoyéféi ya! jiao niirén biiyong géi gidn ma?

03. BN : LLARIBHME NN > o DIk — B - HAEER—FEE -
nanrén: wo yiwéi ping women liangrén de jiaoqing, kéyi tan yididn ganqing de, xiang
budao hai shi yibi mdimai.

04, TN ¢ IR ZLAT SR I !

niirén: jidng ganqing yé shi yado fu qidan de a!

Translation

From Beijing with Love

01. — Woman: You think you can hide away from me? You will not make it. A chic man like
you is like fireflies in the darkness. You are always bright and outstanding no matter
where you are. Your gloomy eyes, stubble, wonderful kitchen knife skills and that cup
of Dry Martini. All these have deeply attracted me.

02. — However, even though you are such a perfect man, I am not supposed to break my own
rules. Anyway, you should pay me for last night! Do you think prostitution is free?

03.  Man: I thought we are already on a friendly term and could go out sometimes, but it
still turned out to be transactional sex.

04. Woman: Going on a date with me also costs money!

The above extract is taken from one of Stephen Chow’s films % 14 KER 448 % Linglinggr
Dazhan Jingiangke “From Beijing with Love.” In a scene of the film, a man and a woman are
talking in the market. The man is a vendor selling pork, his upper body naked but with a blue
apron. He is somewhat dirty since he is chopping pork. On the side of his cutting board is
also a cup of Dry Martini. The woman is wearing a white dress, gazing at the man soulfully.
From the outfits of both characters, it seems reasonable to suppose that the man and the
woman, in the film, belong to the lower-middle class.

The dialogue starts in such a way that the woman is showing how much she
appreciates the man. From the utterances in line 1, we might be lured into a parse that the
woman is pursuing the man, longing to win his heart. She, in line 2, however, abruptly
changes the topic and shows us her real intention; that is, she is a prostitute and she is asking
the man to pay her for her sexual service the previous night. This abrupt change of the
proposition is unexpected and can be regarded as an expression of 4 JE FH wilitéu

2

“nonsense.” This can be seen in many of Stephen Chow’s films. In addition, the woman’s
description of the man is also worth a mention in passing. She uses many expressions to

show her appreciation to the man, e.g., B E MR youyude ydanshén “gloomy eyes,” % i 1)
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5 18 1 xixiide hizhazi “stubble” and also a metaphor, e.g., % B rh {2 K &k gihéi zhong de
yinghuochong “fireflies in the darkness.” It is interesting to note that the first two expressions
are about the details of the man’s face, both denoting “sexiness” of the man that attracts the
woman. In the scene of the film, however, the man looks sloppy and unkempt. All these
expressions, therefore, are highly exaggerated and ironic.

Interestingly, many supporting roles in Stephen Chow’s films are not overlooked.
Instead, they are as famous as the leading roles, thanks to their remarkable and unique traits
expressed by breaking the social norm of speaking, which further results in a humorous effect
of 4 J8 BH wulitéu “nonsense.” In her analysis of Stephen Chow’s films, Chueh (2006) argues
that the use of #f JE JH wulitéu “nonsense” also implies transfer of power to the speaker.
Goffman (1999: 319) in studying the elements of human behavior points out that “societies
everywhere, if they are to be societies, must mobilize their members as self-regulating
participants in social encounters.” More specifically, elements that are related to universal
human nature are built into an individual, which may include the ethical rules that each of us
acquires from our society. In other words, people’s everyday interaction is bound by an
established set of rules. The use of ff JE HH wulitou “nonsense” in a verbal interaction,
however, is in an attempt to break the social norm of speaking. The speaker very often goes
off the track in his/her narration, ignoring the rules that s/he should abide by. The use of this
humor strategy, therefore, can be regarded as a speaker’s struggle against power.

While Hong Kongnese humor is known to be characterized by £ JE FH wulitou
“nonsense,” it is intriguing to know when this type of humor first influenced Taiwanese's
sense of humor. During the 1980s when there were only three government-controlled
wireless television stations in Taiwan, Hong Kongnese dramas were broadcast on television
and were extremely popular among the Taiwanese audience. It is therefore reasonable to
believe that the influence of Hong Kongnese humor perhaps began in the 1980s. In fact, as
observed by Yue (2010: 407), i J& JH wulitou “nonsense” first appeared as a type of modern
Chinese humor almost the same time when jerk humor first appeared in China, both around
early 1980s. Yue's categorization of these two types of humor has implied that while jerk
humor seems to be focusing on the target(s) of the humor (i.e., by self-deprecating, other-
deprecating or self-bragging), the production of #f J& JH wulitéu “nonsense” is more goal-
oriented. It is because #f JB JH wilitéu “nonsense” is created verbally and non-verbally to

serve a self-entertaining function, despite its malicious effect.
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Since the Cable Television Law was enacted in Taiwan in 1993 to regulate the “Fourth
Channels”,"” as well as to rein in copyright violators (Byrd 1996), Hong Kongese dramas have
not been as popular as they were in the 1980s, as Japanese dramas came to dominate on
television in Taiwan. However, Stephen Chow’s farces have been repeatedly broadcast on
fourth channels even nowadays, to the extent that his movie lines have become well-known
and actually used by many Taiwanese. Additionally, Taiwan is a high-context society.
According to Hall (1976), in high-context societies or groups, people are closely connected to
each other and are aware of the rules of communication. As most in-group members know
how to interact with others because of years of interaction, understandings of communication
are already internalized, and thus the rules of communication do not need to be explicitly
stated. As Stephen Chow’s farces have been repeatedly broadcast on television, most
Taiwanese are familiar with his style of 4 Ji i wilitéu “nonsense.” Based on Hall's (1976)
discussion of high-context culture, we may say that this type of humor is perhaps not
understood by those in the outer circle, i.e., those who do not watch his movies.

Although modern Taiwanese humor can be regarded as including 4 JE GH wuilitou
“nonsense,” there has not been much discussion on how this type of humor is used in the
contemporary Taiwanese society. While the studies reviewed above have discussed 4 J& JH
wulitou “nonsense” from different perspectives, they simply focused on how it was used in
Stephen Chow’s farces, as well as its implicated social meanings. In view of this, some ink
shall be spent on the discussion of how 4 J& JH wulitéu “nonsense” is used in Taiwan, as well

as what it has revealed about the Taiwanese society and its frequent users.

2.2.3 Japanese Humor and Its Adaptation in Contemporary Taiwan

Japan can also be regarded as a high-context society, where rules of communication are not
always stated explicitly (Hall 1976). Maemura (2014) has further argued that because of the
high-context setting in Japan, kuuki (which literally means “air” or “atmosphere”) has greatly
influenced Japanese people's behaviors in social interactions. In her cross-cultural analysis of
humor in business meetings in New Zealand and in Japan, Murata (2014) has observed that
while the main function of humor is to create team spirit among meeting members in both

cultures, there are significant cultural differences. In the Japanese society, more humorous

2 This term first appeared in the 1970s and was used to refer to the illicit cable television entrepreneurs

presenting news and entertainment alternatives to the three government broadcasters (see Byrd 1996).
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remarks are produced by those who are more authoritative or are in charge of the interaction.
Other less powerful members are found to simply respond or to react with laughter. Such
behaviors have reflected the importance of hierarchy in Japanese corporate culture, which can
be said to be governed by the implicit social norm in Japan. '

In addition, Japanese people's sense of humor is also influenced by the high-context
setting where humorous remarks are created and perceived. According to Oshima's (2013)
investigation, in Japan the function of telling funny stories is to make sure what is normal
within the inner circle, i.e., the Japanese society, as the in-group members already possess the
so-called common knowledge. In other words, Japanese funny stories are not intended “to
send messages, identify themselves, or reduce tension for the outer circle” (p. 107). Rather,
these funny stories (based on personal experiences) are told to reinforce the in-group
solidarity.

As Japanese humor is not intended to entertain the outsiders, it is uniquely suited to
the mind of the Japanese and may have its unique characteristics, which are very often
knocked by foreigners for being too silly or too hard to understand. The most important
elements of Japanese humor can be said to be vagueness and imperfection, as further
evidenced in the structure of the Japanese slapstick comedy {& A" manzai, a dyadic exchange
of 7R - boke “vagueness” and >/ ¥ I 3 tsukkomi “to poke.” The boke-tsukkomi exchange,
to borrow Tsutsumi's (2011: 147) words, is “a comical verbal battle of words and worldviews
between the boke player and the tsukkomi player.” While the boke player serves to entertain
the audience by uttering silly and out-of-context words, the tsukkomi player uses straight and
sharp responses (usually with funny quips) to bring the dialogue back to the topic. The
funniness comes from the misunderstandings between the two comedians. The intentionally
constructed stupidity by the boke player and their witty interaction based on the punning
wordplay have further suggested Japanese people's preference for vagueness and
imperfection.  While the tsukkomi player's responses represent most Japanese people's
thinking ideas, the boke player can be regarded as those whose behaviors are different from
the majority of people. More specifically, it is acceptable and forgivable when a Japanese
diverges from the regulated social norms once in a while. This is in particular evidenced in
the Japanese idiomatic expression: Jif DH> I HE X ¥ T tabinohaji wa kakisute “Once over the

2

border, a Japanese is allowed to discard his shame and do anything.” Although the Japanese

manzai is exclusive to the Japanese culture, similar chemistry between the boke player and the

3 Liao (2001) has observed a similar phenomenon in Taiwanese society, in which joking with one's father or

with one's superior at work is regarded as inappropriate.
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tsukkomi player in manzai can also be seen on television variety shows in Taiwan, but with
certain adjustment.

Japanese humor is also characterized by self-deprecation, as evidenced in many
Japanese comedians' deliberately uglified styles, such as the Japanese comedian & #} 7 >~
Shimura Ken's popular shtick 2% /3 3 U X A Henna Ojisan “Obnoxious Uncle.” This funny
character is also well-known by most Taiwanese and has later become the source of

4

inspiration for many Taiwanese celebrities to entertain their audience.' More specifically,
Japanese self-deprecating humor created by uglifying oneself or by acting like a silly fool has
become acceptable and even popular in contemporary Taiwan.

Obviously, certain characteristics of Japanese humor can be found in modern
Taiwanese humor, but with certain adjustment. Like Japan, Taiwan is also a high-context
society. The Taiwanese media environment can be said to be influenced by Japan, not only
because Taiwan was once under Japanese rule, but also because Taiwan is geographically
close to Japan. The influence of the Japanese culture can be seen in Taiwanese younger
generation's frequent use of modern Mandarin neologisms, which are borrowed from the
Japanese kanji, but with more abundant usages (Chen and Chen 2011a). In other words, while
the Japanese culture has certain impact on the Taiwanese society, it is not fully accepted by
Taiwanese. Instead, Taiwanese may change its form or interpret it differently to adapt it to the
multi-lingual, multi-ethnic and multi-cultural Taiwanese society. This perhaps can also be
seen in modern Taiwanese humor. It addition, it is perhaps more diversified than its Japanese
counterpart. As argued by Mintz (1999: 237), “relatively stable and homogeneous societies
have less use for humor than dynamic and heterogeneous ones.” While modern Taiwanese
humor has perhaps absorbed certain characteristics of Japanese humor, it has turned into a
more diversified one.

To conclude, Taiwan's maritime geography has made this small island a fusion of a
number of cultures, as evidenced in its multi-lingual, multi-ethnic and multi-cultural society.
In addition, thanks to the prevailing of Stephen Chow’s farces and the import of Japanese
culture, modern Taiwanese humor is like a big melting pot of Chinese, Hong Kongnese and
Japanese humor. To be best adapted to its diversified society, modern Taiwanese humor has
combined the above humor types and further developed them into a more local one that is

exclusive to the Taiwanese society.

14 See Appendix II for the Japanese comedian's and other Taiwanese celebrities' popular shticks.
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2.3 Humor in the Society of Poland

In this section, previous studies on Polish humor in different written and spoken genres are
reviewed. Subsection 2.3.1 discusses Polish humor in different written genres. Subsections

2.3.2 and 2.3.3 discuss Polish political humor and humor used in broadcast media in Poland.

2.3.1 Development of Written Polish Humor

Polish humor can be observed in various written genres, such as in prose and poetry (see, e.g.,
Jarniewicz 2012; Kamocki 2012; Lemann 2012a; Lemann and Gucio 2012), in fantasy
literature (see, e.g., Lemann 2012b), in drawings and posters (see, e.g., Libura 2012; Libura
and Kietbawska 2012), in visual arts (see., e.g., Curylto-Klag 2012), in contemporary press
(see., e.g., Wojtak 2012) or on the Internet (see, e.g., Grochala and Dembowska-Wosik
2012b). The above studies on written Polish humor suggest that Poles' uses of humor in these
written genres have not only reflected the changes in their sense of humor across different
ages, but they have also shown the socio-political situations in different eras in Poland, as
well as the social changes between each era.

Lemann (2012a), for example, analyzed humor in Polish prose from the Middle Ages
to the 20™ century. Old Polish humor, according to Lemann, was present in the literature of
the old Polish era, including the Middle Ages, Renaissance and Baroque. In the Middle Ages,
there was a contrast between gentry laughter and its ludic, plebeian counterpart, which
reflected the tensions of conflicts in politics and the society. In Renaissance, Poles favored
facetiaestics, a branch of literature filled with verbal humor that was based on homonymy and
anthroponomastics. Sarmatian literature was popular in the Baroque period, as its style and
humor are known as gaweda szlachecka “gentry tale,” which “is characterized by spontaneity,
color, comedy of manners, jovial humor and numerous anecdotes” (p. 24). As Lemann further
argues, “[I]n old Poland people laughed readily and had a high cultural and literary awareness
of humor” (p.18).

In addition, Lemann (2012a) also analyzed the humor of the Polish Enlightenment.
She has found that humor of this age was in relation with the reforms in politics and the
society, such as political satire written by the reformers of the Stanislavian times (see, e.g.,

Ignacy Krasicki, Adam Naruszewicz or Stanistaw Trgbecki). In the era of the partition of
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Poland, which may include Romantism (1822-1863), Positivism (1864-1890) and Young
Poland (1819-1918), laughter was not dominant in the literature. For example, in the era of
Romantism, Poles dared not laugh, as it was sad in that era. In the era of Positivism, however,
the situation improved, as evidenced in various prose forms containing humor elements, such
as novellas, scenes and novels. Newspaper columns, current affair chronicles and humorous
pieces were also popular in this era. In the era of Young Poland, however, humor became less
favorable, as decadence, catastrophism, pessimism, nihilism and slogans that declared the
autotelic nature of art dominated it. As Lemann further argues, “This is an age of lyricism,
anxiety, sense of antinomy between the world available to the senses and the inner one, more
inclined towards frenetic seizures than warm, gentle humor of the previous era” (p. 33).

Kamocki (2012) also analyzed literary humor from the Middle Ages to the Polish
Enlightenment. In his analysis, he focused on the grotesque humor of the superb Renaissance
trifles by Jan Kochanowski (i.e., The Dialogue between Master Polikarp and the Death) and
the absurd poetry and prose works in the Sowizdrzat literature (e.g., the mock Criminal Codes,
Maciek's Peregrinations, trifles by Jan of Kijany, the 18" century mock-heroic poem
Monachomachia or The War of the Monks by Bishop Ignacy Krasicki). Based on his analysis
of humor in these Polish literary works, Kamocki concludes that “even though ideologies or
value systems have changed over the ages, the human being has remained the same homo
ludens” (p. 55). In other words, Poles laugh at different things in the same way, which has
further proven that the comic is everlasting.

Analyzing the Polish prose between the 20™ and early 21* century, Lemann and Gucio
(2012) attempted to map out the situation of humor in contemporary literature. As they have
observed, when Poland regained its independence during the interwar period (1918-1939),
grotesque works became popular in Poland, thanks to their nonsensical, surrealistic and
political nature. Laughter also had its own therapeutic value in this era, as catastrophic moods
were evoked. The domineering humor in the World War II included the gallows variety,
black, grotesque, mocking death, seeking to ridicule and make light of it. In the age of
People's Republic of Poland, Poles resisted the new times with satirical works. After the
“thaw,” known as the Polish October Revolution that marked a change in Polish politics in
1956, literature deprecating absurdities of the new order developed or made use of Aesopian
language. After 1989, censorship was abolished and authors enjoyed full freedom in writing.

During this period, a new repertoire of humor was introduced, such as playing with traditions
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and conventions, intertextual humor feeding on literature and the rapidly developing media
and mew topics (e.g., the new mentality and subculture).

Jarniewicz (2012) also analyzed literary humor in poetry, but focused on the changes
after the fall of Communism in Poland in 1989. He has observed that new poetic voices came
into existence, which were against the established tradition, characterized by the opening of
poetry to numerous types of humor. Among them, the irreverent and subversive type of
humor was domineering. As this type of humor is constructed by the apparently contrastive
sense of despair and anxiety, it was frequently used in poems to voice dissatisfaction with the
new social and economic order. In other poems, the poets' playful confrontation with mass
culture was accompanied by the subversive humor, which was used to suspend the
distinctions between the high-brow and the low, between the elitist and the popular.

As an extremely syncretic genre, fantasy literature provides one of the most interesting
and unique phenomena of Polish literary humor. Lemann (2012b) categorized fantasy into
various subgenres (e.g., high and low fantasy, heroic fantasy, urban fantasy, sword and
sorcery, comic fantasy, etc.), in an attempt to find out how humor functions in them. As she
has observed, there is a distinction between high and low fantasy, which can be used to label
comic discourse in Polish fantasy. While the former uses the intellectual humor immersed in
the element of the empirical world to create the secondary worlds, the latter uses humor to
comment and transform the empirical reality, not only to entertain the readers, but also to
establish harmony with them.

In addition to literature, humor also contributes to the artistry of drawings and posters.
Curyto-Klag (2012), for example, has observed the black humor in the works of Stanistaw
Ignacy Witkiewicz, a Polish modernist polymath. According to Curyto-Klag, while the
artist's drawings are characterized by “monsters” and “demons,” which are not considered
funny, they are at the same time infused with humor, which results from the conflict between
the visual content and the title, or between the incongruous elements conveyed in them. His
drawings, therefore, are likely to elicit a smile from their viewers, despite the fact that they
might cause mental discomfort. In addition, like humor in literary works, humor in drawings
and posters are also in close relation with the historical changes in Poland. For example,
Libura (2012) has observed that humor in the images of cartoons is sensitive to the socio-
political changes after World War II. After the communist times, in particular after Stalin's
death and the Polish October Revolution, there existed a mainstream of satirical cartoons, as

the above historical events guaranteed partial freedom of speech. While many satirical
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cartoons created allusive messages during those times, cartoonists were more likely to convey
trivial and brutal messages after the 1989 breakthrough in Poland. In addition, after the
censorship was canceled, many satirical drawings are now considered not as refined as before.
They, however, still reflect the debates in contemporary Poland. The development of Polish
satirical cartoons has further shown Poles' sense of humor. As Libura further argues, Poles are
more attracted by cartoons “which involve intellectual play based on a wordplay or surprising
visual interpretation of conventional phrases” (p. 403). Poles' sense of humor is also seen in
Polish posters.  Analyzing posters that address different themes (i.e., political, social,
occupational safety, advertising film and theater events, circus performances, exhibitions,
commemorative events, commercial products, sports and tourism), Libura and Kietbawska
(2012) have observed that some posters show humor in a more sarcastic or obscene way. As
they further argue, sarcastic or obscene humor represents the style of the younger generation
and counterculture graphic designers in Poland.

In contemporary Poland, daily newspapers, periodicals and online social networking
services also contribute to the success of non-verbal communication between an editor and
his/her readers, including those Internet users. As humor brings about laughter, more and
more researchers have paid attention to the comic discourse in these genres. Wojtak (2012),
for example, analyzed the various components of the comic discourse on daily newspapers
and periodicals. As she has observed, the contemporary Polish press is characterized by using
“the convention of genres typical for the press in its informing version as a vehicle of parodist
functions and other shades of tendentious humor” (p. 237). In other words, the contemporary
Polish press aims at amusing its readers by presenting the political, social and moral reality in
a parodist manner. Additionally, due to the development of many online social networking
services, more and more people begin chatting, exchanging information and self-promoting
online. While online communication can be fast and in real time (e.g., instant messaging), it
is still not face-to-face verbal interaction. It, therefore, has developed its own genre with its
unique humor. Grochala and Dembowska-Wosik (2012b), for example, analyzed how Poles
present humor on the Internet. They analyzed funny status updates in instant messaging and
social networks and presented how emoticon, acronyms and humor are used in online
etiquette. They also analyzed online Polish jokes about blondes, mother-in-law and police
officers, which are popular topics for joking in Poland. In addition, how Polish politicians use
humor in their self-presentation on their weblogs was also discussed in their study. While

online communication has developed its own genre for humor research, Grochala and
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Dembowska-Wosik have concluded that it is impossible to describe humor only in relation to
this medium. More specifically, the Polish-ness of humor on the Internet is greatly influenced
by the Polish language itself, which is based on wordplay and choosing specific topics for
joking.

In sum, results of findings of previous studies on written Polish humor have shown
that while Poles' sense of humor is greatly influenced by the society where they live, their
uses of humor also reflect the socio-political situations in different eras. Moreover, Poles'
uses of humor in daily newspapers, periodicals and online social networking services have

further shown the importance of humor in non-verbal communication.

2.3.2 Humor in Polish Political Discourse

Politics is a popular source of humor in Poland, which can be traced back to the period of the
People’s Republic of Poland (i.e., Polska Republika Ludowa, PRL, 1945-1989). During the
PRL period, however, many Poles were punished or sentenced to prison for telling political
jokes. Jokes at that time reveal a true history of the Polish society, which is different from the
truth set up by the national apparatus. In her analysis of political jokes in Poland during the
PRL period, Swiatkiewicz-Mosny (2012) has found that different characters were used in
jokes due to the political changes at that time. For example, the Polish Workers’ Party (i.e.,
Polska Partia Robotnicza, PPR) became the formal authority in Poland in 1947, and from
December 1948, the PPR and other parties formed the Polish Workers’ United Party (i.e.,
Polska Zjednoczona Partia Robotnicza, PZPR). During the period of the PPR and PZPR,
many jokes about a mountain shepherd appeared. These jokes were used to mock the party
and the new system of authority, in an attempt to show a different viewpoint that was not
suggested by the authority. After the death of Stalin in 1953, repressions decreased. Stalin
became the target of jokes at that time. In 1956, Bolestaw Bierut, a Polish communist activist
and the first leader of the PRP, died in Moscow. His unexplained death was regarded as the
beginning of de-stalinization of Poland. Jokes about Bierut, leaders of the revolution, Russian
people and discoveries of the USSR scientists florished like mushrooms. In addition, during
the 1960s, Poles started to realize that there was little development and progres, and that there
was economic backwardness in Poland. Jokes about the difficult social situation and the

authority’s lack of basic knowledge appeared. Anti-Semitic activities of the government also

26



took place during the 1960s. In 1968, riots also broke out. Because of all these, Jews and
students became the enemies of the government, and further were used as the main characters
in the jokes. Moreover, there was a significant growth of economy in the 1970s. Shops in
Poland started to offer products which had not been available for a long time. However, the
policy of the government was incompetent and later brought about crisis. Jokes about the
crisis, in particular about the low salaries, vouchers for products and empty shops, appeared
during this period. In December 1981, martial law was introduced in Poland and a special
role was played by militias. Jokes during the 1980s not only mocked the authorities’
stupidity, but also laughed at the activities of militias, e.g., Civil Militia (Milicja Obywatelska,
MO), Motorized Division of Civil Militia (Zmotoryzowane Oddziaty Milicji Obywatelskiej,
ZOMO) and Voluntary Reserve of Civil Militia (Ochotnicza Rezerwa Milicji Obywatelskiej,
ORMO). Swiatkiewicz-Mosny has further pointed out that political jokes during the PRL
period can be amusing, but “the ridiculed reality was very gloomy indeed” (p. 431). Besides,
as they showed a dichotomy of we (e.g., people who laughed at jokes) vs. they (e.g., people
who were laughed at), it was much easier to tell jokes to ridicule politicians. By contrast, it
seems to be more difficult to tell political jokes in modern society, in the sense that all the
listeners can be potential supporters of the mocked politician.

Interestingly, among the political jokes in Poland, many are ethnic. = In her
investigation of ethnic Polish jokes, Brzozowska (2012) has found that in the interwar period,
there were many jokes about Jews. These jokes were more likely to focus on Jews’
intelligence, sharp tongues, specific logic and philosophy of life. They were also presented as
traders. Besides Jews, Germans were also made fun of in the jokes, mainly because Germany
has for a long time been a powerful neighbor. More jokes about Germans were found during
the Second World War. These jokes reflect Poles’ attitude towards Germans. On the one
hand, Germans are respected for their abilities. On the other, they are perceived as a threat.
After the Second World War, the image of Russians drinking vodka frequently appeared in the
jokes. In the “Cold War” period, Russians appeared in the jokes accompanied by Americans
to form a contrast.

In analyzing political humor in contemporary Poland, Dynel (2012b) has found that
Poles still express their dissatisfaction with both current and past political situations, despite
the political changes taking place since 1989. This is done by joking about political figures
and events. According to Dynel, among the three joke types, Polish political jokes belong to
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the category of problematic ones (cf. Davies 2005)."> Jokes as such can be understood only
intraculturally, as they require the knowledge of the Polish history and culture. The following
is an example of political jokes of Polish provenance. To understand this joke, hearers should
have the knowledge of Nelly Rokita, a Polish politician disreputable for her lack of eloquence

and ludicrous claims.

Nelly Rokita mowi za duzo, bez sensu i zle po polsku, a wigc spelnia wszelkie warunki, aby zostac¢
czotowym politykiem. (Translation: Nelly Rokita talks too much, without sense, and uses poor
Polish, which is why she meets all the conditions to be a top politician.)

(Dynel 2012b: 438)

Dynel further points out that humor can be produced by politicians in various genres, as in an
interview, a debate or a speech. Humor as such can be unintentional or intentionally
employed. While the former is an unintentional verbal faux pas by politicians, the latter
comes from prepared speeches to give a positive presentation of politicians. In addition,
political satire and parody are prevailing in Polish media channels. The former can be
understood as an aggressive commentary on a political event or on a political figure for
his/her unfavorable actions, while the latter can be regarded as a subtype of the former, but the
understanding of it is firmly decided by the knowledge of the verbalization to which it refers.
Therefore, political satire is also frequently used in Polish magazines and newspapers.

In fact, using political humor to show dissatisfaction is a worldwide phenomenon. In
investigating the nationwide anti-government demonstrations in Turkey, Gorkem (2015) has
also observed that protestors used humor to target and degrade Turkish Prime Minister Recep
Tayyip Erdogan, the government and the police forces. Political humor as such can be found
in captions, caricatures, graffiti, posters and slogans. In analyzing political jokes from
materials about the current Greek debt crisis, Tsakona (2015) has also observed that political
jokes help show a critical perspective towards the current socio-political conditions in Greece.
To sum up, political humor in Poland has reflected different socio-political situations during
different periods in Poland. In addition, as can be found in other countries, Poles use humor
to show their dissatisfaction towards the current socio-political situation, while they at the

same time use it to reinforce solidarity with their fellow countrymen.

5 Dynel (2012b) uses Davies’ (2005) categorization of jokes. According to Davies, jokes can be divided into

three types: transposable, switchable and problematic ones. Transposable jokes are available cross-
culturally. Switchable jokes are with equivalents in different countries. Finally, problematic jokes can be
understood only intraculturally.
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2.3.3 Humor in Polish Broadcast Media

Humor is also observed in interactions in the airing of audio and video to the public, such as
on television, in the movies or on the radio. As these broadcast media aim at attracting a large
number of audience members, and that entertainment can be seen as an important function of
media use, humor is therefore indispensable in these broadcast media forums. In the
meantime, studying humor in Polish broadcast media is important, as it helps understand
Poles' attitudes and views on the world at different times.

While many humor studies focused on how humor is employed in different Polish
broadcast media forums (e.g., Dynel 2012a; Grochala and Dembowska-Wosik 2012a;
Grzegorczyk 2012), their findings have outlined the development of the contemporary
Poland. Grzegorczyk (2012), for example, analyzed humorous public television programs
produced in Poland, starting with the 1950s' Kabaret Starszych Panow “The Cabaret of
Elderly Gentlemen.” He has observed that the performances of Zielony Balonik and the
poems of Galczynski and Tuwim from the pre-television era have had a great influence on the
convention based on refined allusion, grotesque, parody and ridicule. This convention and the
political situation of communist Poland later contributed to an original and unique form of
humor on public television in contemporary Poland. Grzegorczyk has further pointed out that
although more politically inclined humor is demanded, which is satisfied by satirical
television programs, humor has further developed a new form in the modern society. Poles'
taste for humor can be seen in their openness to foreign, comedy series and liberal treatment
of formerly tabooed issues, such as religion, sex and coarse language.

The Polish taste culture is also characterized by different sources of humor in the
movies, which can be seen in the comedy genres. In analyzing Polish films and series, Dynel
(2012a) argues that Polish comedies are diversified, which shape and respond to the
audience’s requirements. These comedies can be divided into different genres based on the
prevailing types of humor: grotesque comedies, slapstick comedies, satirical comedies,
lowbrow comedies, comedy-dramas and romantic comedies. Dynel has further pointed out
that although there were many grotesque, slapstick and satirical comedies in the past decades,
Poles are developing a taste for comedies that require less thinking, which is manifested in the
overpowering data of lowbrow or romantic comedies in the modern society. However, classic
comedies are still popular among the younger generations, as evidenced in constant DVD re-

releases and television listing schedules.
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Polish radio programs are also important sources for humor research. Grochala and
Dembowska-Wosik (2012a), for example, analyzed public radio programs specializing in
entertainment, such as llustrowany Tygodnik Rozrywkowy “lllustrated Entertainment
Magazine,” 60 Minut na Godzing “60 Minutes Per Hour” and Akademia Rozrywki “The
Academy of Entertainment,” as well as commercial stations. As they have observed,
“[E]ntertainment has become an indispensable element of the radio” (p. 267). In addition,
unintentional humor resulting from radio presenters' mistakes is perceived by their listeners as
the most interesting.

Obviously, the media make and spread a set of meanings, which are highlighted by an
orderly, logical and consistent relation of parts. As Filas and Planeta (2009: 141) have argued,
the media can be regarded as “the most important source of cognitive models of reality,” from
which people in modern societies develop their knowledge about issues that are important for
the community. To sum up, Poles' uses of humor in these broadcast media have reflected their

attitudes and viewpoints towards their society and the world.

2.4 Methodological Approaches to Humor

In choosing the methodological approaches to humor, we are now entering a potential
minefield of terminology. I argue that there is no fixed definition of what humor is. While
humor is culture-specific, and can used in different genres within the same culture, the most
salient function of it can be said to be achieving a certain communicative purpose. In many
empirical cases, however, there is no direct evidence showing that humor is created
intentionally for such a communicative function, as an utterance or a move may trigger humor
unintentionally.  In addition, intentional humor may not be perceived as humor by its
receiver(s) in many social interactions. The present study, therefore, takes a broader
definition. That is, any verbal or non-verbal expression that triggers laughter or smiling
because of one's appreciation of such an expression can be defined as humor. In addition, a
humorous utterance or move used in the present study is signaled by any linguistic or
paralinguistic cues observed in an ongoing speech event. More specifically, the
contextualization cue(s) may help decide whether a speech participant intends to create humor
and whether an utterance or a move is perceived by its receiver(s) as humorous. The

contextualization cue(s) will also be used to analyze a speech participant's verbal and non-
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verbal behaviors.  In addition, many social and cultural factors will be taken into
consideration in explaining how humor functions in talk-in-interaction. The methodological
approaches used in the present study are thus informed by conversation analysis,

multimodality and interactional linguistics.

2.4.1 Conversation Analysis

Conversation analysis (henceforth CA) is a methodological approach used to study naturally
occurring spoken data. It is used to analyze the structures, patterns and processes of various
social interactions, which may include everyday verbal and non-verbal practices. As once
described, CA is “perhaps the only completely new sociological research methodology
developed in the United States since World War II”” (Heritage 2003: 1). Heritage has further
stated that the published expression of CA first appeared in Schegloff's (1968) study on
sequencing in conversational openings, and that since that time CA has been developed
greatly and applied to the analysis of various languages. The development of CA was
inspired by Garfinkel's (1967) ethnomethodology and Goffman's (1983) interaction order.
The former's interpretive procedures that underlie social action helps understand how people
in their everyday life use commonsense knowledge to achieve a success of interaction. This
methodology also uses social factors to account for different situations of speaking. The
latter, on the other hand, focuses on the moral underpinning of social interactions. More
specifically, the ritual procedures may influence the orderly conduct of people's daily life.'
While the methods of CA are frequently used to analyze casual conversations, CA was
first developed to investigate interactions that were institutional by nature.'’

Schegloft (1992a, 1992b), CA was first developed by Sacks and his colleagues when they

According to

analyzed recorded data from telephone calls to a suicide prevention center in San Francisco
and from other interactions in group therapy sessions, with a special focus on turn-taking,
adjacency pairs and story-telling. Based on the CA approach, Sacks, Schegloff and Jefferson
(1974) have further set up the turn-taking system in conversations. Their study is significant
in the fields of both linguistics and sociology in that its focus is on how the language interacts

with the social order. Schegloff (1996) has further used the CA approach to review the past

16 Although the development of CA is influenced by Goffman's (1983) interaction order, Goffman himself was

critical about CA, which according to Schegloff (1988) was due to his misreadings of the CA studies.
Although CA was first developed to analyze interactions that were institutional, many studies using CA did
not distinguish the distinctive features of institutional talks until the late 1970s (Heritage 2005).

17
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treatment of “action” in sociology, focusing on the practice of agreeing with another by
repetition in a talk-in-interaction.'® Hutchby and Wooffitt (1998) have pointed out that the
transcripts are not simply considered as “data,” but are seen as representing the data. They
have further argued that many CA studies today are still based on audio data. As speech
participants who are being recorded have visual access to each other and that a face-to-face
interaction also involves non-verbal communication, focusing on speech participants'
utterances exclusively might miss out some salient features in their management of the social
exchanges. In the following subsection I will discuss the importance of using multimodality

in analyzing humor in talk-in-interaction.

2.4.2 Multimodality

Each individual possesses a wealth of knowledge and experience regarding language use. In
a social interaction, speech participants not only send verbal messages, but also non-verbal
ones, despite their complex interplay. Seyfeddinipur and Gullberg (2014: 1) have also pointed
out in the beginning of their book that “[l]Janguage use is fundamentally multimodal.” That is,
in an ongoing talk speakers may point to locations with hands, position their bodies, use facial
displays and engage in mutual gaze for different communicative purposes. Knapp, Hall and

Horgan (2014) have further listed the dynamic body movement and positioning:

Dynamic body movement and positioning typically include the following: gestures; movements of the
limbs, hands, head, feet, and legs; facial expressions, such as smiles; eye behavior, including blinking,
direction and length of gaze, and pupil dilation; and posture. The furrow of the brow, the slump of a
shoulder, and the tilt of a head are all considered body movements and positions. Specifically, the
major areas are gestures, posture, touching behavior, facial expressions, eye behavior, and vocal
behavior.

(Knapp, Hall and Horgan 2014: 12)

A speech participant may use visible bodily actions to show how s/he is engaged with other
speech participants in a social interaction. As argued by Kendon (2004: 1), “[H]Jumans, when
in co-presence, continuously inform one another about their intentions, interests, feelings and
ideas by means of visible bodily action.” As Kendon has further pointed out, while these
visible bodily actions may be combined with spoken words, they can also be used “as

complements, supplements, substitutes or as alternatives to them” (p. 1).

8 According to Schegloff (1996), the practice of repeating what one has said constitutes the action of

“confirming allusions.”
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Similarly, in creating humor in a social interaction, a speech participant is very likely
to resort to the simultaneous use of multimodal resources, as humor can be created both
verbally and non-verbally. As pinpointed by Kendon (2004: 108), “speakers create ensembles
of gesture and speech, by means of which a semantic coherence between the two modalities is
attainted.” Furthermore, based on Kendon's (2004: 13-14) account of gestures as having
“features of manifest deliberate expressiveness,” we may expect a speech participant to
intentionally use gesticulation to create humor, either alone or combined with verbal speech.
Such an approach is particularly important to the study of humor in Polish interactions. As
Wierzbicka (1999: 269) has observed, “In Polish culture, the expectation seems to be that the
expression of a person's face mirrors their current psychological state, and that to fully
understand another person one has to engage not just in verbal dialogue, but also in a 'facial
dialogue'.” From this perspective, to understand Polish humor one should also understand the
visible bodily action.

To the above, it is important to examine how speech participants resort to multimodal
resources when analyzing their humor, including the discourse strategies they use, as well as
different types of humor they create. In addition, the multimodality approach also facilitates
the understanding of laughter and smiling. As I will illustrate and discuss in Chapter Three,
although laughter and smiling can be stimulus-responses to humor, many of their occurrences
are observed to be irrelevant to humor (e.g., Van Hooff 1972; Ekman and Friesen 1982; Glenn
2003; Holt 2011; Warner-Garcia 2014). In other words, many occurrences of laughter and
smiling can be regarded as gesticulation in Kendon's (2004) view, as they are employed for
certain communicative purposes. Taking speech participants' use of multimodal resources
into consideration helps understand their laughter and smiling in their interactions. In a

nutshell, the multimodality approach is significant in the analysis of humor.

2.4.3 Interactional Linguistics

As pointed out by Couper-Kuhlen and Selting (2001: 4), linguistic studies inspired by the
Chomskian paradigm are more likely to treat what happens in a talk-in-interaction as “merely
a contextual, real-time application of structures whose well-formedness is determined out of
context by the linguistic system.” This viewpoint is questionable from an interactional

perspective, as Couper-Kuhlen and Selting further put it:
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Rather than conceptualizing language as an abstract and balanced system of pre-established discrete
elements which are combined with one another into “sentences” that are then realized in speech,
interactional evidence suggests that language forms and structures mist be thought of in a more
situated, context-sensitive fashion as actively (re)produced and locally adapted to the exigencies of the
interaction at hand.

(Couper-Kuhlen and Selting 2001: 4-5)

Different from formal linguistics, interactional linguistics is an interdisciplinary
approach to the study of language structure and use in social interactions. It is used in the
fields of linguistics, anthropology and the sociology of language. As pinpointed by Li (2014),
interactional linguistics is developed from three research approaches, including British CA-
informed phonetics/phonology (cf. Local, Wells and Sebba 1985; Local, Kelly and Wells
1986), interactional prosodic study (cf. Couper-Kuhlen and Selting 2001) and discourse-
functional linguistics (Ford, Fox and Thompson 2002). Interactional linguists draw from three
perspectives, including functional linguistics, linguistic anthropology and CA. As Schegloff,

Ochs and Thompson (1996) further put it:

Functional linguists with interests in language as it appears empirically in conduct have found a
potentially attractive resource in work developed in the last thirty years — largely under the aegis of
sociology — on the organization of conversation interaction. Conversation analysts have sought input
from linguists for at least twenty years to help describe the grammatical shaping of one of the most
fundamental units in talk-in-interaction, namely turns; the research efforts of functional grammarians
can be a prime source of such input. For at least thirty years, since the introduction of the
Ethnography of Communication (Gumperz and Hymes 1964), if not longer, linguistic anthropologist
have appreciated the centrality of careful examination of recorded communicative events, and in
recent years have come increasingly to articulate ways in which social order and cultural
understandings are constituted and socialized through the moment-by-moment, turn-by-turn
organization of everyday conversational interaction.

(Schegloff, Ochs and Thompson 1996: 3)

More specifically, this research approach draws upon Gumperz's (1982, 1992) interactional
sociolinguistic theory, focusing on language in its social context, while it at the same time
adopts the CA methodological methods to study how grammatical structures and recursive
patterns contribute to a talk-in-interaction. Selting (1996), for example, analyzed the role of
linguistic schemata when speech participants organize and project turn-constitutional units
and their ends. As she further suggested, syntax and prosody are relevant and complementary,
as “syntactic units are locally contextualized by prosody” (p. 384).

In writing an introduction for those interaction-based studies of German and English
languages, Ford and Wagner (1996) have claimed that language should be closely and
carefully studied at the interactional level, as it would be impossible to fully understand its

mechanism without examining its interactional functions. As concluded by Couper-Kuhlen
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and Selting (2001: 3), the goal of interactional linguistics is to better understand “how
languages are shaped by interaction and how interactional practices are molded through
specific languages.” To fully understand how humor is created and perceived, we should
examine it at the interactional level.

In sum, the three methodological approaches of CA, multimodality and interactional
linguistics focus on how language is used from an interactive perspective. Adopting the three
methods thus helps understand how humor is culturally shaped and how it contributes to a

talk-in-interaction.

2.5 Conclusion

In this chapter I have reviewed previous works on humor that are relevant to the present study.
It 1s argued that humor is not only produced to entertain others, but it can also be used for
different functions across societies, cultures and genders. In addition, I have also argued that
Taiwanese humor is a big melting pot of Chinese, Hong Kongnese and Japanese humor, but
with certain changes to be better adapted to its diversified environment. On the other hand,
Polish humor is diversified, as can be seen in various genres, i.e., in politics, in prose and
poetry, in fantasy literature, in drawings and posters, in visual arts, in contemporary press, on
the Internet and in broadcast media. The diversity of Polish humor has also built up a picture
of the historical development of Poland. In addition, the methodological approaches used in
the present study are informed by CA, multimodality and interactional linguistics. The
following five chapters are based on these three approaches and present my analysis of the
pragmatic/interpersonal functions of laughter and smiling, through the lens of modern

Taiwanese and Polish humor.
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Chapter Three
LAUGHTER AND SMILING

“Laugh, and the world laughs with you; weep, and you weep alone.”

—Ella Wheeler Wilcox (1850-1919), "Solitude," (1888)

As the lines of the above famous poem reveal, laughs are contagious, and that laughter invites
laughter in many social interactions, especially in humorous talks. My analysis in this chapter
focuses on laughter, smiling and their pragmatic/interpersonal functions in humorous talks in &
EE 3 T Kang Xt Ldile and Kuba Wojewddzki. 1 argue that laughter and smiling are not only
expressions of emotion or subconscious responses to humorous stimuli. They, in fact, can be
used by speech participants as a device to regulate an ongoing social interaction for different
communicative purposes. On television variety shows, smiling can be further used to elicit an
entertaining effect. In the following, Sections 3.1 and 3.2 illustrate the different
pragmatic/interpersonal functions of laughter and smiling, respectively. For the ease of
understanding, each extract is accompanied by an English translation and screenshots. As the
functions of laughter and smiling are similar on both television variety shows, no further ink
is spent in discussing the cultural difference between the two programs. Finally, Section 3.3

summarizes and concludes the findings in this chapter.

3.1 Laughter and Its Pragmatic/Interpersonal Functions

Laughter, according to O'Donnell-Trujillo and Adams (1983: 175), “is not a linguistic
construction but an acoustic one, with no readily apparent semantic or syntactic features.”
More specifically, laughter is a non-lexical component in an interaction, which is very
different from speech. Van Hooff (1972) has classified smiling and laughing from an
anthropological perspective. He argues that increased baring of the teeth shows increasingly
non-hostile or friendly attitude. Increased mouth opening and vocalization, on the other hand,

accompany increased playfulness. In other words, a broad smile can be used as an indicator
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for a highly friendly attitude, but not necessarily for the high degree of playfulness, and vice
versa for laughter.

There was a tendency to “treat laughter simplistically as a response to humor and thus
to imply a casual, stimulus-response relationship from humorous event to perception of
humor to laughter” (Glenn 2003: 24). Treating laughter as only a response to humorous
remarks, however, is questionable and improper. For example, Provine's (1996) study has
observed that less than 20% of the laughter in his data corpus were a reaction to humor. Holt
(2011) has the same observation and has further claimed that laughter is an action in itself that
shows the recipient is willing to bring the topic closer. Its presence arises from the
incongruity, as there are various candidates to which the recipient orients in laughing, which
may include the preceding figurative expressions that are exaggerated, dramatic or overdone.
The recipient may also orient to other properties, such as the laughter or smile voice in the
preceding turn.

While laughter is very often unplanned and produced subconsciously, it can also be
produced strategically to cope with face-threatening aspects of disagreement. Warner-Garcia
(2014) calls this type of laughter coping laughter, which has four interactional functions:
face-threat mitigation, face-loss concealment, serious-to-nonserious frame switch and topic
transition facilitation. Schnurr and Chan's (2011) study has also argued that while laughter is
not an adequate response to certain types of humor at work (regarding rapport management),
the result of their findings has suggested that laughter may have different types and functions.
As they have found, laughter may serve “as a signal for the listeners to acknowledge the non-
serious intention of the speaker’s comments rather than to express agreement with the
speaker’s self-denigrating utterance” (Schnurr and Chan 2011: 32). In analyzing the data
from the two television variety shows, I have observed three major pragmatic/interpersonal
functions of laughter. More specifically, laughter can be used by a listener to show his/her
appreciation of humor/teasing, by a speaker to invite his/her listener(s) to join in the laughter,
or by a listener to show disagreement to a proposition in the prior speaking turn(s). In the

following subsections, all these functions will be illustrated and discussed.

3.1.1 Laughter Used to Show Appreciation of Humor/Teasing
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Jefferson (1979) has observed three possible responses to an invitation to laugh. Listeners
may accept the invitation by laughing together with the invitation offerer, remain silent or
decline the invitation, perhaps by speaking seriously on a certain topic. 1 have observed
similar responses in my data. While listeners may reject humor/teasing by smiling," they are
more likely to show appreciation of humor/teasing by laughing. The following extract
illustrates this point, in which the victim of teasing Billie shows her appreciation of the

hostess Xu's teasing by laughing.

Extract (02) [KXLL 05.01.2010]

01. — L] : W > SE=JREIRF R LA T > R TR A BERE - 3 3808 A B A
oo REFE A 0 WA 0 TR WREART o ) FRIFFEM > TIN5 i i
HE > KM
billie: en, di santdi de shihou yiwéi shi pangle, yinwei wo yé bu xidodé shuo, hdo jige
yue nage méiyou ldi, jiu qu kan yishéng, yisheng shuo, “éi, ni huaiyun le.” wo hdo
haipa, wo na shihou gaoling chanfu ye, tian a!

02.  ZEBEK - Mis it AN BES M > 4F— R RN 2
cai kang-yong: ta shuo ta bu xidode ta, hdo yizhenzi méiyou lai ma?

03. — fRERGS « WREE A TG B2 A 2R 2

xu xi-di: ni ganging shenghuo daodi shi you duo luan a?

Translation

01.  Billie: Well, I did not realize that I was pregnant with the third child. I thought I simply
became fat. I had not had my period in several months, so I went to see a doctor. The
doctor told me, “Hey, you are pregnant.” I was very afraid, because I was a woman of
advanced maternal age. Oh, my God! #fig.1

02.  Cai Kang-Yong: [Cai asks X1.] Did she say that she did not know she had not had her
period in a while?

03. — Xu Xi-Di: How complicated

e

‘ ' -

7 x =7 ) B LR
O e | A A “aep A ) enzhwrrsrazss
ofl &y 2

/{E',g%lgﬁ‘ Y/ s{iwl‘

In the beginning of the sequence, Billie shares her experience of being a pregnant woman of
advanced maternal age. Her fear of such an experience is evidenced in her frowning during
narration (fig.1). Without showing concern for Billie, the host Cai focuses on Billie's mention

of not realizing that she had not had her period in a while (line 2). Building on Cai's question

19 See Subsection 3.2.1.
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to her, Xu further teases Billie by implying that Billie's being unaware of her pregnancy
results from her complicated love life (line 3). Upon hearing Xu's teasing remark, Cai first
bursts out laughing (line 3, fig.2), followed by Billie's laugh (line 3, fig.3). Their laughter can
be regarded as a cue that signals their understanding and even appreciation of Xu's teasing of
her.

Interestingly, laughter used to show appreciation of humor/teasing is always
accompanied by a specific type of smiling, which very often consists of an open mouth, bared
teeth and shrinking eyes. As these facial expressions are frequently used to display pleasure
or happiness, laughter accompanied by such a smiling face can therefore be used as a cue to
show acceptance and appreciation of humor/teasing. Billie's smiling continues even when her
laughter fades away. Ruusuvuori and Perédkyld (2009) have observed that facial expression
can stretch the temporal boundaries of an action. In light of this, the smile produced in the
prior turns of speaking is very likely to continue in the following speaking turns. This
phenomonon is evidenced in the above sequence.

In my data I have also observed that laughter used to show appreciation of one's
humor/teasing is not only accompanied by the above mentioned facial expressions, but also
accompanied by hand gestures and body movements. The following extract illustrates this
point, in which the invited guest Gorniak further uses hand gestures and body movements to

show that she really appreciates the host Wojewddzki's humor.

Extract (03) [KW 13.03.2005]
01.  Edyta Gorniak: Dobry wieczor.
02. — Kuba Wojewddzki: Tak si¢ ciesze, dziecko moje.

Translation
01.  Edyta Gorniak: Good evening. (1: Gorniak #fig.4)
02. — Kuba Wojewddzki: I am so happy, my kid. (L: Gérniak #fig.5, 6)

In the above sequence, after Gorniak greets, Wojewodzki expresses his pleasure to have her as

his guest. In expressing his pleasure, Wojewddzki further calls Gorniak dziecko moje “my
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kid,” which makes her burst out laughing. We have no idea whether Wojew 6dzki intends to
entertain his guest by using this address form, but Gorniak's laughter (line 2) can be used as a
cue signaling that Gorniak perceives this address form as an expression of humor, and that she
is further entertained by it. As we can see in line 2, Gorniak's laughter is accompanied by an
open mouth, bared teeth and shrinking eyes (fig.5 and 6). Upon hearing Wojew 6dzki's
address form, Gorniak throws her whole body backwards (fig.5) and further uses her hand to
cover her smiling face (fig.6). All these physiological changes accompanying laughter shows
that Gorniak appreciates Wojewddzki's humor. This can be seen in Sakuragi's (2005) detailed

description of the physiological changes that accompany natural laughter:

Laughter begins with the widening of the mouth and pulling up at its corner accompanied by repetitive
contractions of the diaphragm, continuous contractions of the facial muscles, raising corners of the
eyes and eyebrows, flaring of the nostrils, elevation of the cheeks, retraction of the mandible and head,
vasodilation of the face, neck and hands, exophtalmia and tears (...). Excessive laughing would often
throw the whole body backward, shake and disturb the respiration, especially in infants when sitting.
(Sakuragi 2005: 48-49)

Indeed, laughter does not come straight from the body, but is very often accompanied by a
series of facial expressions and hand gestures, as well as body movements. As all these are
used to display pleasure and happiness, they are further used to show appreciation of

humor/teasing in social interactions.

3.1.2 Laughter Used to Invite More Laughter

Zijderveld (1983) has found that laughter is not only a subconscious response to humorous
stimuli, but can also be used to constitute a comic frame. Glenn and Knapp (1987) have also
found that laughter is one of the primary frame markers used to signal playfulness. Glenn
(2003) has further pointed out that the current speaker may use laughter as a cue to indicate
that the ongoing utterance is laughable, even before the utterance is completed. In light of the
above, we may therefore conclude that laughter can be used strategically to attract more
laughter, perhaps by serving as a reminder. The following extract illustrates this point, in
which the hostess Xu immediately burst out laughing upon finishing her funny anecdote
based on 4 J& JH wuilitéu “nonsense”.”® Her laughter, not surprisingly, attracts more laughter

from others.

20 See the discussion of 4 JE §H wuilitéu “nonsense” in Subsection 2.2.2.
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Extract (04) [KXLL 05.01.2010]

O1.  ZRERDS : WA — el i5 & 28 SRUTRK IR A A7 SR AU IR AR HE B - AR K > IR 1
gﬂﬂﬁjﬁ  INERRIF ARG BAR S > IRAE B R R — B sk R R
Xu xi-di: késhi you yixié mama hui turan chénmi yu nazhong hdolaiwii shi de nazhong
tuiché, hén da, ranhou lunzi yé hén da, ranhou jiushi hdoldiwii mingxing hén xihuan,
ni zhidao yibian chénpdo, ranhou yibian zheyang tui yinger che.

02.  ZEREK - %o
cai kang-yong: dui.

03.  ZRERGS : BUIRMEIRTES I ARER - WABERK » AR EEAEECHEMR L - 7Rl
HRTERE -
Xu xi-di: xiang nazhong ni zai taiwan jiu bu néng yong, yinwei ta tai da, youshihou
qilou motuoché hen dud, ni jin hui kd zai nabian.

04. — R HIF /N EZE AR > IR E CERIRK -

ni jiu zhithdo bd xidohdi fang zai nabian, ni ziji xian hui jia.

Translation

01.  Xu Xi-Di: But some mothers, for no reason, become fond of those Hollywood type
baby carriages, which are big, and their wheels are also very big. Hollywood
celebrities like to use them. You know, they can do jogging in the morning, while they
at the same time can push their baby carriages.

01.  Cai Kang-Yong: Right.

03.  Xu Xi-Di: But you cannot use those baby carriages in Taiwan, because they are too big.
Sometimes if there are many motor scooters in the arcade, your baby carriage probably
will be stuck there.

04. — In that case, you will have to leave your baby there and go home alone. #fig.7 (L: Xu

#1ig.8) (L #11g.9)

The beginning of the sequence is Xu's narration of her experience with other Taiwanese
mothers. She argues that while the Hollywood type baby carriages are beautiful and exotic,
they in fact are not useful in Taiwan, as this type of baby carriages might get stuck in the
crowded arcades (line 3). Without offering any solutions to such a problem, Xt directly
jumps to her conclusion, saying that mothers therefore have no choice but to leave their
babies there and go home alone. Xu is joking for sure, as no mothers would abandon their
children simply because the baby carriage was stuck somewhere. It is noteworthy that during
the whole narration (including the joking part), Xu's facial expression remains the same (line

4, fig.7). That is, she does not show any signs that she will jump to an unexpected conclusion.
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Her co-host Cai's facial expression (fig.7) indicates that he is still pondering on X's narration
and conclusion. Upon finishing her utterance, X1 bursts out laughing, which further makes
Cai laugh with her (fig.8). Both Xu and Cai laugh even harder, as we can see in the changes
of their facial muscles (fig.9). This perhaps shows that X1 (the humor producer) and Cai (the
humor recipient) appreciate the unexpected, but funny conclusion of the narration.

Indeed, laughter is contagious. When one laughs, others are very likely to laugh with
him/her for no reason. According to Neuendorf and Fennell's (1988) observation, students
who watched a video accompanied by canned laughter laughed more, but they did not regard
the program as funnier. As laughter can be used to invite others to join the laughing squad,
many instances are found at the end of an anecdote. Despite the fact that Xu's unexpected
conclusion is regarded by Cai (and perhaps by other invited guests and the television viewers)
as funny, Xu's laughter serves as a reminder, indicating that her utterance is laughable, thereby

inviting others to join the laughing squad.

3.1.3 Laughter Used to Show Disagreement

Laughter can be planned and produced consciously in certain situations. It can be fake and
produced by imitating the sound of natural laughter that displays pleasure and happiness. As
it is not produced naturally, listeners, upon receiving this type of laughter, might understand
that the current speaker laughs not because s/he is happy or intends to invite more laughter.
On the contrary, the current speaker may be using fake laughter to show disagreement. The
following extract illustrates this point, in which the host Wojewodzki's fake laughter is
produced by imitating its natural counterpart. Furthermore, many gestural cues

accompanying this type of laughter can be observed.

Extract (05) [KW 26.02.2006]

01. Kuba Wojewodzki: Takiej twojej, przepraszam bo ty nie lubisz, ale takiej jedrnosci
twoje;j.

02.  Kazimiera Szczuka: Znaczy to jedrnos¢ to niby takie macanie. To ma oznaczac ten
gest, tak?

03. — Kuba Wojewodzki: To to jest twoja interpretacja. O, ho, ho, ho, ho.

Translation

01. Kuba Wojewoddzki: Your, sorry, because you do not like your firmness. #fig.10

02.  Kazimiera Szczuka: By firmness you mean groping. #fig.11 This is what your gesture
means, right? (I: Szczuka)
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03. — Kuba Wojewodzki: This is your interpretation. Oh, ho, ho, ho, ho. #fig.12

In the beginning of the sequence, Wojewddzki mentions the word jedrnosci (the possessive
case of jedrnos¢ “firmness”), which is frequently used to describe a female body (line 1).
Wojewodzki’s mention of the word is accompanied by a hand gesture (fig.10), which is
perceived by Szczuka as groping (line 2). In this line, Szczuka also imitates Wojewodzki’s
hand gesture (see fig.11) when she says that Wojew ddzki perhaps intends to use the word
Jedrnos¢ “firmness” to refer to a fit female body. Such an interpretation is later rejected by
Wojewddzki, accompanied by a particular type of deep-throated laugh of Santa Claus and the
Jolly Green Giant: “Oh, ho, ho, ho, ho” (line 3). Wojewddzki’s laughter is accompanied by a
hand gesture. To illustrate, he moves both hands forwards and points at Szczuka with index
fingers, no smiling face observed (fig.12). From Wojewo6dzki's utterance and other gestural
cues, his laughter “Oh, ho, ho, ho, ho” is not used to display pleasure or happiness. Rather, it
is used to show disagreement.

Interestingly, in social interactions in Taiwan, speech participants also use the same
type of laughter to show disagreement. Different from Wojewddzki's deep-throated laugh,
speech participants in Taiwan are more likely to use fake laughter to reject one's
humor/teasing, but in a sarcastic way. This is done by distinctly pronouncing a string of I ha
or a string of MJ he. Sakuragi (2005: 48-49) has defined natural laughter as “short and broken
sounds produced by an abrupt, strong expiration followed by deep inspirations of air
generated by short, interrupted, spasmodic contractions of the chest and especially the
diaphragm.” The production of it is therefore arbitrary, as each person has his/her own
distinctive laughter, of which the quality is influenced by many factors. Fake laughter,
however, has fixed phonetic forms in Taiwanese verbal interactions. @~ When a speech
participant distinctly utters F5#3 ¥y hahaha or W[N] héhéhé as a response to humor/teasing,
for example, one may immediately know that s/he is rejecting the humor/teasing in a sarcastic

manner by imitating the sound of natural laughter. This type of laughter is perhaps followed
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by a further explanation, as in B ME > ANIF 5 | hahaha, bu hdo xido! “Hahaha, it is not

',’

funny

3.2. Smiling and Its Pragmatic/Interpersonal Functions

Facial expression is no longer considered as a subconscious expression of emotion. Many
studies on facial gestures have found that faces can be used by speech participants to regulate
a social interaction. Kendon's (1975: 330) pioneering work, for example, has illustrated how
facial gestures serve as a “delicate tuning device.” Ekman and Friesen (1982) have also
distinguished three types of smiles: felt smiles (showing positive emotion), false smiles
(intending to appear as if positive emotion was felt) and miserable smiles (acknowledging
feeling miserable). Mehu and Dunbar (2008) have applied the power asymmetry hypothesis
to the analysis of three affiliative human behaviors: spontaneous smiles, deliberate smiles and
laughter. They have observed that young men show higher proportions of deliberate smiles
(in comparison to laughter) when they interact with people of a different age than when
interacting with people of the same age. Age, however, is not a factor to women in affecting
their affiliative behaviors. In other words, deliberate smiles in men play a significant role in
regulating the hierarchical relationships.

Bavelas, Gerwing and Healing (2014) have further observed different
pragmatic/interpersonal functions of facial gestures: modal functions, performative functions,
parsing functions and interactive or interpersonal functions. Smiling, according to them,
serves some of these functions. For example, its modal function can mark ironic humor (cf.
Coates 1991), its performative function can serve as a back channel (cf. Brunner 1979) and its
parsing function can punctuate narratives (cf. Chovil 1989, 1991/1992). In my data, I have
observed different pragmatic/interpersonal functions of smiling. While smiling can be
regarded as part of laughing that displays pleasure and happiness, it can also be used to reject
humor/teasing, to mark non-verbal sarcasm or to provoke conflict in a dramatic way, as will

be illustrated and discussed in the following subsections.

3.2.1 Smiling Used to Reject Humor/Teasing
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While laughter can be used to show appreciation of humor/teasing, smiling is more likely to
be used for the opposite purpose. As the use of it signals politeness in social interactions, it
can be used to reject one's humor/teasing, but in a polite way. However, such a smile
demonstrates power in negotiation. The following extract illustrates this point, in which the
host Wojewodzki's silence accompanied by a smile can be taken as a cue, showing that he

does not appreciate his guest Ibisz's humor.

Extract (06) [KW 02.04.2006]

01. Kuba Wojewodzki: Jest nawet taki dowcip na jego temat, ze przylecieli kiedy$
Marsjanie i pytaja: ,,A gdzie ja wyladowatem? Co to jest?” A, a rolnik mowi: ,,To jest
ziemia.” A on méwi: ,,A to ja styszatem, to tutaj pracuje ten Ibisz.” Krzysztof Ibisz.
Wielkie brawa! Jest!

02.  Krzysztof Ibisz: No tego dowcipu nie styszalem.

03. Kuba Wojewoddzki: Nie styszate$ tego?

04.  Krzysztof Ibisz: Prosty spiker, prawie jak Kuba. Prawie, tylko dykcja lepsza.

Translation

01.  Kuba Wojewddzki: There is even such a joke about him. One day a Martian came,
asking, “Where did I land? What is this?” A farmer says, “This is Earth.” And the
Martian says, “I heard that Ibisz is working here.” Krzysztof Ibisz. A big round of
applause for him! Here he is!

02.  Kirzysztof Ibisz: Well, I have not heard of that joke.

03.  Kuba Wojewodzki: You have not heard of that?

04.  Krzysztof Ibisz: A simple anchorman is almost like Kuba. (1: Wojewodzki #fig.13, 14)
(L) Almost, (I: Wojewodzki #fig.15) only that he has better elocution. (I: Ibisz) (L)

(N ~'x N
programie Kuby ez zi\é\lw*ﬁ‘f{)gramie Kuby

KUBAIha numer, 75 550 oktnes cillKWBAYma numer, 75 550

The above sequence occurs in the beginning of the show. Wojew 6dzki introduces Ibisz by
telling a joke (line 1), implying that Ibisz is so famous that even an extraterrestrial from Mars
has heard of him. In response, Ibisz tells a joke about Wojewddzki (line 4). Ibisz's joke
implies that Wojewodzki is like an anchorman without elocution, who has no other skills but
broadcasting. Ibisz's joke therefore can be regarded as teasing Wojewodzki. While Ibisz's
joke attracts laughter from the audience (line 4), Wojew 6dzki simply smiles as a response.
Interestingly, upon hearing the first part of Ibisz's joke, Wojew 6dzki turns his head to the

other side to refrain from looking at Ibisz (fig.14). As eye contact helps place one's
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interactant under some obligation to interact, Wojew 6dzki's avoiding looking at Ibisz perhaps
shows his intention to reject Ibisz's teasing of him, but in a polite way, as cued by his smile.

Goffman's (1963) observation also supports this argument:

[M]utual glances ordinarily must be withheld if an encounter is to be avoided, for eye contact opens

one up for face engagement (...). [T]here is a relationship between the use of eye-to-eye glances as a

means of communicating a request for initiation of an encounter, and other communication practices.
(Goffman 1963: 95)

Wojewodzki later turns his head back and gazes at Ibisz directly (fig.14 and 15). His gazing
at Ibisz without a word can be interpreted as facing Ibisz's teasing of him directly, which
demonstrates power. In other words, Wojewodzki is in control of the whole interaction, as his
gaze places Ibisz under some obligation to interact more, which however might not receive an
equal response. By putting on a smile, Wojewodzki also maintains his face and Ibisz's, as it
signals politeness.

While maintaining strong eye contact demonstrates power, avoiding eye contact shows
weakness and a lack of confidence. In other words, smiling while refraining from gazing at
the teaser can be regarded as partially accepting humor. The following extract illustrates this
point, in which the victim of teasing XU avoids eye contact when he at the same time keeps

smiling.

Extract (07) [KXLL 25.02.2011]

01. DR R R 0 At AR A IR A Bt R AR A > R AR H
29 o
XU jian-guo: ta hai gén yan-fii shuo, ta shéngri de shihou yao jiao ta bang ta hua yige
huaxiang géi ta, song ta zuo shéngri liwu.

02.  ZEEEIK : URERWREARJEENZBEIN > ZrdE 2
cai kang-yong: ni ganma name chicu a, xi jian-guo?

03. — FFEE -

Vo

XU jian-guo: ...

Translation

01. X Jian-Gué: He also asked Yan-Fu to draw a portrait for him on his birthday, as a
birthday present. (I: Jidotang)

02.  Cai Kang-Yong: Why are you so jealous of him, Xt Jian-Gu6? (1: Cai)

03. — Xu Jian-Gud: (S) (I: Xu #fig.16, 17, 18)
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The above sequence is from a conversation on the friendship between Xt and his two male
friends (Jiaotang and Yan-Fu). In the beginning of the sequence, Xu says that Jiaotdng once
asked Yan-Fu to draw a portrait for him as a birthday present. Xu's mention of this personal
anecdote is later commented by the host Cai as Iz Jif chicii, which literally means “eating
vinegar.” As this expression is used to describe the jealousy caused by the third person that
appears between two lovers or between a couple, Cai's use of this expression can be regarded
as teasing XU. In receiving teasing, Xu perhaps intends to continue with his anecdote or to
argue with the teaser Cai, as we can see in his facial gesture (fig.16). He, however, stops
talking and turns his head to the other side to avoid eye contact, while he at the same time still
keeps smiling (fig.17 and 18). Xi's refraining from gazing at Cai can be interpreted as
rejecting to further interaction. We have no idea whether Xt appreciates Cai's teasing of him,
but he is forced to partially accept Cai's teasing. His choice of avoiding eye contact also
shows his weakness and a lack of confidence in rejection.

Comparing Extracts (06) and (07), we may note that although both Wojewddzki and
X use smiling as a response to teasing, they demonstrate different levels of rejection. While
Wojewodzki rejects Ibisz's teasing completely, XU partially accepts Cai's teasing. The
different levels of rejection results from the asymmetrical relationship between a host (more
powerful one) and his/her guest (less powerful one) on television variety shows. As Holmes
(2000: 175) has observed, “[Humor] is often used to legitimize an emphasis on power
relationships; in such situations, more powerful participants tend to make fun of those who
are less powerful.” It is therefore understandable why Wojew 6dzki rejects his guest's teasing
completely, while Xu, as a guest, partially accepts his host's teasing. Despite the different
levels of rejection, their smiling is used to signal politeness in performing the act of rejection.
In addition, their smiling as a response to teasing may be further perceived by the audience

and perhaps other speech participants as funny.
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3.2.2 Smiling Used to Mark Non-Verbal Sarcasm

While laughter may signal that something is funny, people sometimes attempt to suppress the
feeling of laughing out owing to some social norms, even when they are much entertained.
For example, laughing at another's lack of intelligence is regarded as ethically wrong in many
cultures, and therefore speech participants might manage to repress the urge to laugh, so as to
appear polite and good mannered. Repressing such a feeling, however, might further
constitute a specific smiling face. When a speaker says something funny, which however is
perceived by the listener as stupid, such a smile can be observed. This type of smiling is used
to mark non-verbal sarcasm. The most obvious facial gesture of this type of smiling is formed
by having lips pressed tightly together. While the listener is very likely to be silent without
further showing any opinions, the current speaker might still know that something has gone
wrong in the prior turn(s) of speaking if s/he is sensitive to the listener's smiling. In addition,
the listener might use eye contact to look for support from other speech participants (besides
the current speaker).

In a nutshell, the sarcastic nature of this type of smiling results from the listener's
attempt to suppress the feeling of mocking the current speaker, while s/he at the same time
shows it indirectly, but obviously. The following extract illustrates this point, in which the
host Wojewddzki's smiling shows the above mentioned features that are used to mark non-

verbal sarcasm.

Extract (08) [KW 21.05.2006]

01. Kuba Wojewoddzki: Masz dysleksje 1 dysgrafig?
02.  Michat Koterski: Doktadnie.

03. Kuba Wojewodzki: Co to znaczy?

04. — Michat Koterski: Nie wiem.

Translation

01.  Kuba Wojewddzki: You have dyslexia and dysgraphia?

02.  Michat Koterski: Exactly.

03.  Kuba Wojewddzki: What does it mean?

04. — Michat Koterski: I do not know. (I: Koterski) (L: Koterski, Poniedziatek #fig.19)
(1: Wojewodzki #fig. 19, 20, 21)
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In the above sequence, the host Wojewo6dzki asks his guest Koterski whether he has dyslexia
and dysgraphia. After receiving a positive answer, he asks Koterski to explain further why he
thinks he has these learning disabilities. Koterski, however, simply says he does not know,
which echoes his previous response to Wojewo6dzki's question. That is, Koterski's nie wiem “I
do not know” (line 4) has perhaps indirectly proven that he has dyslexia and dysgraphia,
regardless of the actual fact. In addition, while Koterski's smiling and laughter might signal
“playfulness” in his self-disclosure, his simple response greatly entertains Wojew 6dzki and
the other invited guest Poniedzialek. This is perhaps due to his successful role in a 2002
Polish comedy-drama Dziri Swira “Day of the Wacko.” As Koterski has successfully enacted
the role of a dopey son in the movie, people might make a connection between him and his
role in the movie. In other words, Koterski's simple response also echoes his role in the
movie. Wojewddzki's smiling formed by pressing the lips tightly (fig.21), therefor, marks
non-verbal sarcasm, as he can be regarded as managing not to laugh at Koterski's funny
response, which is considered as not intelligent.

Previous studies (e.g., Gibbs 2000; Smoski and Bachorowski 2003; Bryant 2010,
2011; Gonzélez-Fuente, Escandell-Vidal and Prieto 2015) have shown that laughter and
smiling can be used as ironic gestures during the production of verbal irony. The above
analysis has further shown that smiling alone can be used to mark non-verbal sarcasm. In
fact, during the whole program, Wojewodzki frequently uses this type of smiling as a response
to Koterski's funny answers. While he chooses not to show any opinions, he frequently
exchanges eye contact and smiling with Poniedzialek to look for support. As this type of
smiling marks non-verbal sarcasm, getting positive feedback from someone else therefore

rationalizes the sarcastic nature of this smiling. In doing so, solidarity is also established.

3.2.3 Smiling Used to Provoke Conflict
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A smile can also be used to provoke conflict. As defined by Kendon (2004: 310), facial
gestures include “eyebrow movements or positionings, movements of the mouth, head
postures and sustainments and changes in gaze direction.” The facial gesture of this type of
smile is characterized by slightly raising one corner of one lip and by looking somebody up
and down. It is very often accompanied by different forms of verbal aggression and hand
gestures that are used to pick a fight.

In my data from JEEE 3 T Kang Xi Ldile, I have observed the most instances of this
type of smiling, all of which are used by the hostess Xu to result in a humorous effect to
attract laughter.  The following extract illustrates this point, in which Xu's smile is
accompanied by hand gestures and is synchronized with her deprecation of the invited guest

Lit in timing and meaning.

Extract (09) [KXLL 29.12.2010]

01.  fRECHE : "R ERRITOUNEE -
xu xi-di: késhi zhongdidan shi ni you bu lihai.

02.  ZEBEIK : WRIERZAS R ZLEEE M FEE 2 R Bl i e | IR EE e B s — AR 2
cai kang-yong: ni yinggai bushi yao jidng zheju hua ba? ni shi yao jidng biéde ba! ni
zénme hui maochii zheyiju lai?

03. — ZRERDE © JR2 T ZEAHIE |

Xu xi-di: ni shi xityao béi jiao ba!

Translation

01.  Xu Xi-Di: But the point is, you are not good at all. (L: Lia) (L)

02.  Cai Kang-Yong: (L: Xu) You did not intend to say this, right? I think you intended to
say something else! How could you say this unexpectedly?

03. — Xu X1-Di: (X1 looks at Lil1.) You need to be taught instead! (1: Xu #fig.22, 23, 24) (L)

& TESS B - , B q Mio TRLRSS

The above sequence is from the interaction on Liu's latest released ballroom dancing
instructional DVD, in which Xu argues that Liu is not qualified to release such a product, as
she is not good at dancing at all (line 1). The laughter triggered by Xu's deprecation signals
other speech participants' (including Liu's) understanding of Xu's deprecation as play. Xu's

laughter in line 2 also signals a playful frame. Building on everyone's understanding that she
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is simply joking, X1 further dramatizes her deprecation of Liu. This is done not only verbally,
but also non-verbally (line 3, fig.22, 23 and 24). As the above figures show, X1's smile shows
contempt, produced by slightly raising one corner of her lip. She also looks Litu up and down
and speaks in a sneering manner, while she at the same time leans to one side and flips her
hair to show that she is sexier than Litl. In other words, X1 can be regarded as using her smile
to provoke a conflict between her and Li. The dramatic nature of her facial and hand

gestures, as well as body movement, results in a humorous effect.

3.3 Conclusion

In this chapter, I have illustrated and discussed different pragmatic/interpersonal functions of
laughter and smiling from an interactional perspective. The writing of this chapter is based on
the notion that laughter and smiling are not only expressions of emotion or subconscious
responses to stimuli. With the inspection of the data from FEEEH T Kang Xi Ldile and Kuba
Wojewodzki, 1 have observed various pragmatic/interpersonal functions of laughter and
smiling. Laughter, for example, can be used to show one's appreciation of humor/teasing, as
an invitation to laugh, or to show disagreement. Smiling, on the other hand, can be used to
reject humor/teasing, to show sarcasm or to provoke conflict in a dramatic way. My findings
of these functions are summarized below.

Firstly, laughter used to show appreciation of humor/teasing is always accompanied by
a specific type of smiling, characterized by an open mouth, bared teeth and shrinking eyes. It
is sometimes characterized by body movements and hand gestures, such as moving the whole
body backwards and using hand to cover the smiling face. Secondly, laughter can be used as
a reminder, indicating that the utterance is laughable, thereby inviting others to join in the
laughter. In addition, many instances are found in the end of an anecdote. Thirdly, laughter
can be fake, produced by imitating the sound of natural laughter that displays pleasure and
happiness. Upon receiving this type of laughter, listeners might understand that the current
speaker laughs not because s/he is happy or intends to invite more laughter. It can be used to
show disagreement. Fourthly, the use of a smile signals politeness in social interactions, and
it therefore can be used to reject humor/teasing, but in a polite way. However, such a smiling
face demonstrates power in negotiation. Fifthly, repressing the feeling of laughing out loud

might constitute a specific smiling face. When a speaker says something funny, which is
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perceived by the listener as inappropriate, such a smile can be observed. This smiling is used
to mark non-verbal sarcasm. The sarcastic nature of this type of smiling results from the
listener's attempt to suppress the feeling of mocking the current speaker, while s/he at the
same time shows it in a passive-aggressive manner. Finally, the facial gesture of smiling used
to provoke conflict is characterized by slightly raising one corner of one lip and by looking
somebody up and down. It is very often accompanied by different forms of verbal aggression
and hand gestures that are used to pick a fight.

To conclude, laughter and smiling have their distinctive pragmatic/interpersonal
functions, which can be used by speech participants as a device to regulate an ongoing social
interaction for different communicative purposes. On television variety show, moreover,

smiling further results in an entertaining effect.
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Chapter Four
DISCOURSE STRATEGIES IN TAIWANESE
VERBAL INTERACTIONS

“A general theory of discourse strategies must therefore begin by specifying the linguistic and socio-
cultural knowledge that needs to be shared if conversational involvement is to be maintained, and then
go on to deal with what it is about the nature of conversational inference that makes for cultural,
subcultural and situational specificity of interpretation.”

Gumperz (1982: 3)

Unlike television variety shows that aim at entertaining the audience to attract high
viewership, casual conversations are less humorous and may have other purposes. Jenlink
and Carr (1996) have identified three broad purposes of conversation (i.e., transacting,
transforming and transcendent),” all of which can be observed in talks among friends. As
humor may attract laughter, it plays an important part in helping speech participants negotiate
previously established friendships and intimate relationships. This chapter, thus, analyzes
how humor is constructed in conversation among Taiwanese friends through the deployment
of various discourse strategies, which may include the use of quotation, rhetorical question,
theatrical performance, back-handed remark, fictional episode and choice of dramatic
expression/code. In addition, Gumperz's (1982: vii) observations on discourse strategies have
shown that “an individual's choice of speech style has symbolic value and interpretive
consequences that cannot be explained simply by correlating the incidence of linguistic
variants with independently determined social and contextual categories.”  To fully
understand the mechanism of these discourse strategies, as well as how they are used to

construct humor by close Taiwanese friends, many social factors will be taken into

21 AsJenlink and Carr (1996) observe, conversation is conducted for three broad purposes. Firstly, it is

conducted to negotiate or to do exchange in an existing problem setting (i.e., transacting). Secondly, it is for
individuals to suspend their own opinions, assumptions and judgment of others’ viewpoints (i.c.,
transforming).  Thirdly, it helps speech participants to move beyond the existing mindsets (i.e.,
transcendent).
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consideration. In the following, Sections 4.1-4.6 illustrate and discuss the above discourse

strategies. Section 4.7 summarizes the findings in this chapter.

4.1 The Use of Quotation

Quoting someone’s remarks is a common verbal behavior in conversation. Among the
various types of quotation, the use of direct quotation most helps dramatize the speech event.
It is worth noting that the dramatic nature of direct quotation is perhaps reinforced with the
use of personal pronouns. In recent years, there has been renewal of interest in how personal
pronouns are used in directly quoted speech, with a special focus on their pragmatic functions
(see, e.g., Biq 1991; Lin 1993; Chen 2007). As there is a role shift from the actual discourse
to the situation being described in direct quotation, the utterance is therefore dramatized. Due
to this dramatic nature, direct quotation containing a personal pronoun is frequently used to
achieve various communicative purposes.

In my Mandarin spoken data, I have observed that directly quoting someone's remark
can be used as a discourse strategy to construct humor due to the aforementioned dramatic
nature. In the following extract, Tang directly quotes her boyfriend Tomek’s remark to her as
a self-directed humor, which is prefaced by a Mandarin exclamative particle 8 hou “hey” to
show impatience and anger of Tomek. Tang’s use of the second-person singular pronoun #f
ni “you” as self-reference in the directly quoted speech also helps her assume her role in the

described situation, but in a more vivid way.

Extract (10) [Chén (F), Tang (F), Wu (F)]

01. B : &K > AIBBIRW > Tomek » 73R Tomek WPZRISF| 58 2 1% » Tomek & T HY S
—{8 A2 2
chén: ei, buguo xiang ni a, tomek, ni gén tomek chdojia chdao dao kii zhihou, tomek
dangxiade di yige fanying shi shénme?

02. % fh—FtAE B ORI A G AR T H) - SRR R 2.
tang: ta yi kaishi kandao wo kii de shihou ta bu hui buwéisuodong, ta juéde shuo ni
wei shénme yao...

03. B : BHER 5 A —E RS EE L > WhE -
chén: hdaoxiang nanshéng di yige fanying dou hui zheéyang, xiadao.

04. % ¥ > R ERMMRIEES BT AR > AR A > o Rt
fls R e SEAT .
tang: dui, keshi jiushi dang women liangge dou léengjing xialai de shihou, xidngyixiang
wei shénme, e, wei shénme, ta wei shénme hui juéde...

05. B : ARflrer el Lo o
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06.

07.

08.

09.

10.

I1.

12.

13.

14.

15.

16.

17.

18.

19.

20.

21.

22.

23.

chén: na ta hui bu hui ba zitai fang ruan?

o Al ER L e R -

tang: ta hui a! ta hui gén wo daogian.

B - IRAEFRARME - IR AL AR ARG

chén: ni zhidao wo nage, taiwan nawei niishéng de laogong bu hui.

il B TR R > N & Tt B s AT > Wi iR s 0 i o P
5> LR B LR BAMRA S U AR T - AR GRS 544 - L
B o LLEURE - LA S

ta kandao ta dangxia liu yanlei, yinwei wo jit wen ta shuo ni youméiyou, jiu shi yong
niishéng zhézhong, qidng, bijido qidng, bijido youshi, jit shi women hén réngyi bd
women de nazhong ydnlei a, béishang de nazhong fumian gingxu, bijiao, bijiao jiu shi,
bijiao rongyi...

S

wiu. en.

B 3% UHEFRAMAE - HERMEE 7RG -

chén: bidoda, youqi shi kuazhangshide bidoda, qishi women shi zhe fangmian hdi man
you jigido de.

it TR E R R A A 2 S8 AR FUEIR o TR s e S R B )
VR RBRE G AR © |

wo shuo, “ni you shizhe jiu shi kuazhangshide bidoda? rang ldogong zhidao qishi ni,
yinwei ta zhezhong fanying gén dongzuo gen taidu hui shéngqi.”

RIS - T o ) fhA S -

ranhou ta jiu shuo: “you a.” ta you kii guo.

R TERE TR RER: © [XORT o BERE—H 2 |

késhi ta jingran dangxia de fanying shi: “you lai le. zénme shi zhe yizhao?”

R IR > BB ER R o R R R FE

wu: wo gen ni jidng, zhége bijiao bu zhiin de shi, yinwei tamen shi fiiqi.

R 2y R — B AE [ — R IR L

yinwei figi shi yiqi shui zai tong yizhang chuang shang.

BE - WA Z BT YE_ B EE AR o 2 s A A FE R T 3 A — 4R
A A

chén: késhi tamen zhigian zai shanghdi jiu zheyang ye, yinwei ta shuo ta xianzai bu
yong zhége fangshi, tamen yi’nidn qian cdi jiéhun...

E R

WU en, en, en.

BE - REZH

chén: shi zhigian.

R Fo KACK...

wi: Wo, wo, wo ziji shi...

BE - At o TIRERURER 2 (BJEEOE 2 BB 2 ) Bk 0wk o IRE S A OB R AR
FE...

chén: ta shuo, “ni ganma kii? zénme kii? zénme? ” jiu, jiu, nage nanshéng de fanying
jingran shi zhéyang...

% RIS WA —FHRER. ..

tang: keshi wo juéde, yinwei wo yi kaishi kii...

BE - i HARE T > RACHIs ...

chén: érqié ta dangxia, ta houldi yé méiyou...

% M RERIAR . e R BRI RAG R -

tang: késhi wo yi kdishi kii, ta hui anwei wo, zhidao zuijin wo kaishi yizhi kii.

24. — AR - TH > IRANEESR TR 2 IRSRIRE A © |
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)

ranhou ta jiu shuo, “hou, ni bu yao zai kii le hdo bu hdo? ni kit name jiii yé méiyong.’

25, REEARE CERTE A1 o [RBAEZE—ER 2 |
ranhou houlai ziji qu cesuo xiangyixiang hou. “wo wei shénme yao yizhi kii?”

26. ARBMARMKEAGRBH 2
ranhou yé youdian wo hui bu hui tai guotou?

27, RBEAIEIREANT AR 1 o R LR T -
ranhou houlai huilai women jiu zhijié shuijiao le, gétian zdoshang jiu hdo le.

28. B B BB AA L > TRBIRALN A
chén: dui la, méige rén bu yiyang, késhi wo nawei péngyou ta...

29. % - RWBEEERBREETLR > WREENERFHELAKMN -
wu: wo, wode yisi shi shuo yanlei shi ge gongju, késhi ta bunéng changchang bei na
chiildi yong.

30. % B~ B B TREERIRA
tang: dui, dui, daole houmian dou méiyong.

31 B HE > BRSO FELAH -
wu: zhénde, ta bu nénggou bei changchang na chiilai yong.

Translation

01.  Chén: [Chén is talking to Tang and stretches her left hand towards Tang.] Hey, but
how about you and Tomek? When you started to sob after having a quarrel with
Tomek, what was his first reaction to your tears?

02.  Tang: When he first saw me sobbing, he reacted to my sobbing behavior. He was
wondering why I...

03.  Chén: [Chén turns around and looks at Wu.] It seems to be a common reaction of all
men. They become shocked.

04. Tang: Right, but later when we both calmed down and were thinking why, well, he was
wondering why...

05.  Chén: Would he swallow his own pride?

06. Tang: Yes! He would apologize to me.

07.  Chén: [Chén talks to W1 and points at her.] You know that the Taiwanese woman’s
husband has never done that.

08.  He saw her shedding tears, and I asked her whether she had used woman’s weapons,
such as our tears or negative emotions, which are easier to, easier to... [Chén moves
both hands in front of her chest.]

09.  Wau: Okay.

10.  Chén: to express, especially to express in a dramatic way. We in fact are quite good at
this.

11. T asked her, “Have you ever tried to express your emotions dramatically to show your
husband that you are not happy about his behaviors and attitude?”

12.  Then she said, “Yes.” She did it by crying.

13.  But his reaction was, “[Chén sighs.] Oh, not again. Why this again?”’

14.  Wu: [W1 points at Chén.] Let me tell you. It did not work because they are a couple.

15.  Itis because couples sleep in the same bed.

16.  Chén: But they were already behaving like this in Shanghai, because she said she had
stopped acting like that. They got married a year ago...

17.  Wa: Okay.

18.  Chén: She did it before.

19. Wau: As for me, I...

20.  Chén: He asked her, “Why are you crying? What are you crying for? Why?” That was
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21.  Tang: ButI feel that, I cried in the beginning...

22.  Chén: And he later did not...

23.  Tang: I cried in the beginning and he would comfort me. But recently I cried again. (1:
Chén)

24. — Then he said, “Hey, would you please stop crying? Crying is not going to work.” (L:
Wu, Chén)

25.  Then I went to the bathroom and thought for a while. “Why am I crying?”’ [ Tang
ponders.] (I: Tang) (L: W1, Chén)

26. I was thinking whether I had over-reacted. (L: Tang) [Tang stretches both hands, palms
up. ]

27.  Then when we returned, we went to bed directly. The next day, everything went back
to normal. (L: Chén)

28.  Chén: Right, it is case by case, but that Taiwanese friend...

29.  Wau: I, I think tears can be used as a weapon, but we cannot use them often. (1. W)

30. Tang: (I: Tang) Right, right, tears did not work at all in the end. (L: Tang)

31.  Wa: It is true, tears cannot be used often. (I: W)

The above conversation is about men's reaction to women’s tears. In the beginning of the
conversation, Chén asks Tang how her boyfriend Tomek reacted when she cried after having a
quarrel with him (line 1). In her response, Tang says that Tomek did react to her tears (line 2).
For example, he apologized to her and comforted her (lines 6 and 23). But recently when she
cried again, Tomek became indifferent to her sobbing behavior and even directly asked her to
stop it (line 24). What has to be noticed here is that when Tang shows how Tomek asked her
to stop crying, she uses 4K 1% fth g 5% ranhou ta jin shuo “then he said” to indicate that her
following remark is directly quoted from Tomek. In adition, the directly quoted speech is
prefaced by Hi hou “hey,” a Mandarin exclamative particle frequently used to show
impatience and anger. Tang’s use of I ni “you” as self-reference also helps her assume her
role in the described situation. In brief, Tang’s use of i hou “hey” and I ni “you” to show
Tomek’s reaction to her tears further helps her vividly present the direct confrontation
between herself and Tomek.

It is interesting to note that Tomek is Polish, who cannot speak Mandarin at all.
Clearly Tang translates Tomek’s remark when she quotes it. Her use of & hou “hey” and I
ni “you” in her translated quoted speech perhaps further shows her intention to dramatize the
speech event. Tang’s use of direct quotation is perceived by her friends Wu and Chén as
humorous, as we can see in the laughter occurring after Tang’s remark (line 24). Reflection
on the above may make clear that the funniness perhaps results from the dramatic nature of
Tang’s directly quoted speech.

There is another type of quotation. Sams (2010) has observed that many quotations in

conversation do not quote words uttered in the past or created in the context of hypothetical
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world. That is, speakers are not demonstrating something they know to have happened in the
past. Quotations as such can be regarded as acting of mental states, rather than those of a
particular situation. These special quotations can be categorized into two subtypes: inner
speech and future dialogue. The former can be considered as a demonstration of the speaker’s
mental state (cf. Barnes and Moss 2007),” whereas the latter is proposed speech for
participants in stories that happen in the future. Sams has also investigated their discourse
functions. According to her, while inner speech can be used to signal a cognitive change or
for its recipients to align themselves with a narrative, future dialogue can be used to co-
construct a narrative for a hypothetical event.

Differing from Extract (10), in which Tang directly quotes Tomek’s remark as a
discourse strategy to construct humor, quoting one's own inner thoughts can be used as a
discourse strategy to attract laughter. Inner speech as such is usually prefaced by one or more
Mandarin exclamative particles and followed by speaker’s own laughter. In the following
interaction, Shén quotes her inner speech as a discourse strategy, which successfully elicits
laughter from other speech participants. Her quoted inner speech is prefaced by exclamation
of wonder (i.e., I wa “wow”), which, I suggest, can be used as a possible prosodic cue for

humor.

Extract (11) [W1 (F), Shén (F), Xu (F), Huang (M)]

01. % : U8 %> RREFEIRRL > Mgt - KRR w2 S8 -
wu: o, dui, ranhou libai si shi yinwei, td jiu gén wo jiang, yinwei women jiu tdolun dao
wénxué.

02. W2 > FARICK - AT > Wi E P 2 TAER T -

0, women shi xian yué, houlai women, jitishi wo you péi ta qu gongzuode difang.

03. JRIEMfEHS] B — BHRA BIRAEN — EAEM IS - L — B -
fanzheng ta congtoudaowéi jin yizhi hén xiwang wo nénggou yizhi zai ta pangbian,
Jiushi duo yididn shijian.

04.  SRIEFIABMFBAAE - 4F > FREEEFARME R A B2 A gay JEHET
ranhou wo na shihou jiu xiang shuo, “hdo, wo yao bang wo nage tongzhi péngyou wen
ta shibushi gay zhe yangzi.”

05. AW > Wi > eS8 AR RIS, > BARFHEL > WAy 2 PR g
T SO > SRR TN A HRER £ 6] A5 2
yinwei xidng shuo, jiushi, ta hdo xithuan, ta hén xihuan lido wénxué, wo hén yayi,
yinwei duoban ni zhidao lido nazhong wénxué guade, ranhou dianying guade bu dou
dou hén duo tongzhi ma?

06.  IRIRARIF I AH G A AR E RS
ranhou na shihou xidng shuo wo bu xidngyao bido cuo qing.

07.  HEFRASTE MR A R P IR - ot ARG F AR R -

qishi wo libai yi gén td jian mian de shihou, wo yé youdian haipa ta shi tongzhi.

22 According to Barnes and Moss (2007), quotations that are used to demonstrate inner speech are sometimes

termed Reported Private Thoughts (RPTs).
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08. — I : flER PRl SR IE O i RIS > FgOARAR - T > K RSB S MR
W0 AR AR ?
shén: ta gen wo jiang shuo ni danxin ta shi tongzhi, wo jiu xinli xiang: “wa > dawei yé
hén xihuan liao wénxué hé dianying, na shibushi yé shi yiming tongzhi?”

09. — FHRAMEIGR

hai wo hén jinzhang.

Translation

01.  Wau : Oh, right, and on Thursday he told me. We talked about literature.

02.  Oh, first we made an appointment, and then we, I accompanied him to the place where
he was working.

03.  Anyway, he hoped that I could stay by his side all the time, he wanted to have more
time to be together with me.

04.  And I was thinking, “Okay, I should do my gay friend a favor by asking him whether
he is gay.” (1: Wu, Xu)

05. It was because he liked it so much. He liked to talk about literature. I was surprised,
[W1 looks at X1 and stretches out her left hand.] because you know, people who like to
talk about literature or movies are very likely to be gay. (I: X)) [X nods her head.]

06.  1did not want to confess my love to the wrong person at that time.

07.  [Wu turns her head and looks at Shén.] In fact, I was afraid that he might be gay when
we met on Monday.

08. — Shén: [Shén points at Huang and then at Wi.] When he told me that you were worried
about whether he is gay, I was thinking, “Wow, David also likes to talk about literature
and movies. Is it possible that he might also be gay?” (L: Shén, Wu, Xu, Hudng)

09. — I was worried about that.

The above sequence is composed of two parts. The first part is on Wi’s new date and her
doubt about his sexual orientation, which is evidenced in her remark to Xu (line 5).
According to Wu’s experience, men who like to talk about literature and movies are very
likely to be homosexual. The second part is on Shén’s self-disclosure of the same experience.
In sharing with others about her story with her date David, Shén quotes her inner thoughts, as
shown in line 8. In this line, Shén’s inner speech is prefaced by I wa “wow,” a Mandarin
exclamative particle used to show wonder. Shén’s remark in line 8 can be regarded as a type
of self-directed humor presented by self-quoting previous, inner thoughts. By using inner
speech prefaced by the Mandarin exclamative particle I wa “wow,” Shén successfully
dramatizes her inner thoughts of finding that her date David also liked to talk about literature
and movies, like Wii’s. As Shén is known by other speech participants as a strong, tough
woman who seems to accept whatever comes to her, her self-disclosure of her worries about
her date David’s sexual orientation shows an expectation gap. Shén’s self-disclosure,
therefore, helps her evoke sympathetic feelings from other speech participants towards her.
That is, Shén is showing others that she is not afraid to reveal her weakness. In so doing, she

perhaps also attracts sympathy from others. In addition, she can be regarded as building
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solidarity with W1, as she is showing Wu that she is not the only person to have had such
worries. Shén’s laughter in line 8 also frames her inner speech as humorous, thereby inviting
others to join in the laughter. The laughter from other speech participants in the same line
perhaps indicates their appreciation of Shén’s humor.

It is interesting to note that Shén’s inner speech is prefaced by the Mandarin
exclamative particle [ wa “wow” and followed by her own laughter. In analyzing Russian
spoken data, Bolden (2004: 1113) has observed that the onset and offset of quotations are
generally marked by “a variety of devices that include grammatical framing, re-anchoring
devices, and prosodic shifts for their onset and several reposition devices and sequences
practices for their offset.” Sams (2010), however, claims that Bolden’s observation is far-
fetched and further argues that when inner speech is used as a type of quotation in
conversation, the recipient must depend on contextual cues to fully understand the use of it. It
is due to the fact that the speaker does not appear to employ specific prosodic cues to indicate
what type of quotation is being used. However, the above interaction shows that when inner
speech is used as a discourse strategy to construct humor, prosodic cues as exclamation can be

expected, as the speaker perhaps intends to dramatize his/her utterances.

4.2 The Use of Rhetorical Question

Many questions are produced to seek a response, such as information, confirmation or
agreement, while still some are interrogatively formatted but not intended to seek an answer.
Ilie (1999) has observed three recurring types of non-standard questions employed in talk
shows, i.e., expository questions, rhetorical questions and echo questions. These three types
of questions are in contrast with standard response-eliciting questions, and thus are frequently
used to serve several argumentative functions in talk shows.

In my data, I have observed that rhetorical questions can be used as a discourse
strategy to result in a humorous effect in conversation among friends. Although the speaker
does not intend to seek a response when asking a rhetorical question, it is still a question by
nature. As a question, it is very often in need of an answer, which further requires the listener
to consider the how’s and why’s of the interrogator. Furthermore, during the thinking process,
the listener is very likely to get the metamessage of the speaker’s question. That is, the

speaker is perhaps attempting to attract laughter by asking a question that does not seek an

60



answer. The following extract illustrates this point. In Extract (12), Zhéng asks a yes-no
question in response to Tang’s disclosure of other students’ poor hygiene habits in the
dormitory and immediately provides an answer to it. It, therefore, can be regarded as a
rhetorical question, which invites other speech participants to ponder on the humor encoded in

his question.

Extract (12) [Guo (F), Tang (F), Song (F), Zheéng (M)]
01. 5 : WEIREFRZZA NHEREKRE - el AEHE -
gud: wo yinxiang zui shénke shi you rén jiushi dabian da dao, jiushi sizhou dou you.
02.  Ji: ¥R 2 NIRRT HE o Bl o
tang: dui bu dui? xidoxué de shihou changchdng hui, guozhong yé hui.
03.  Zf : WK > WRMERIT > A5 &R > il ERA IR E
guo: késhi ni, nimende cesuo, sushe ceésudo, jidé wo you yici qu...
04.  Ji: dREKT -
tdng: yé shi zhe yangzi.
05.  Ef: ¥ > WRIEHKER -
guo: dui, yé shi zheé yang ye.
06.  Ji: i HEF@MAWER T RS HEAELR R 2
tdng: érqié ta pangbian jiu you ge shuazi, ni wei shénme bu qu shud yi shua?
07. Z: BOLHEERF 7H !
guad: ta yijing you yige shuazi le 0!
57 .

08. ZR: Mg o
song: o.
09. % : i H. > T H Maciej 2 BRI > BB RME SN L SERITEA & 3

tang: érqie, érqie maciej hdi gén wo jidng shuo, ta faxian women sushé de rén shang
wan cesuo dou bu hui xi shou.
10. SR AR —ITRMMEEERET -
ta shuo jiushi dajia yi dakai mén jiu zhijié zou chiiqu le.
1. SRIRHTTH R > AP EA e LBt —F FHE -
ranhou gianmian shi, tamen dou bu hui qu xi yixia shou zai zou.
12, — BB« IR~ IRARERE IR A TENS Ay 2 TR E R A e — Ik T -
zheéng: ni, ni queding ta méiyou xi ma? ta gdobuhdo shi yijing shén jinqu limian xi yi xi
le.
13, K UR o GFRENR o fR | ARFEFZ PG HE -
song: o, hdo € o, ni! ni zai chi dongxi ye.
14, B B> JREERZIRTPY o e EIRE BE T 2
tang: dui a, ni zai chi dongxi. shéi hui zai nabian xi shou a?
15, 2B - i HABE FEARARAR AR AE R Py ek -
guo: érqié nage xingzhuang hén xiang nage dongxi o.
16. 7 : fhlgNZ -
song: td zhao chi.
17. M Fo REFHBAR
zheng: wo, wo bdidubugin.

Translation
01.  Gud: What has impressed me most is that someone shat everywhere.
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02.  Téng: See? It usually happens in elementary school or junior high school.

03.  Gud: But you, your toilet, the toilet in the dormitory. I remember I was once there...

04. Téng: The same.

05. Guod: Yes, the same.

06.  Téng: And there was a toilet brush. Why did you not clean it with the brush?

07.  Gud: There was already a toilet brush! [Zhéng is looking at Song. ]

08.  Song: Okay.

09. Téng: And, and Maciej also told me that he had found that people in the dormitory do
not wash their hands before leaving the toilet.

10.  He said that everyone simply opens the door and directly walk out.

11.  And there is a sink in front of them, but they do not wash their hands before leaving.
[Tang imitates the way people wash their hands.]

12. — Zhéng: You, are you sure he did not wash his hands? Maybe he already put his hands
inside and washed them. (I: Zheéng)

13.  Song: (L: Song) Oh, you are disgusting! And you are eating. (L: Gud, Song, Tang,
Zheng)

14.  Téng: Yes, you are eating. Who is going to wash their hands there? (L: Gud, Song,
Tang, Zheng)

15.  Gud: (I: Gud) And the shape of that looks like that thing. [Gud points at the sausage on
Zheng’s plate. (1: Zheéng) Zheng keeps eating.] (L: Tang)

16.  Song: He still keeps eating. (L: Gud, Song, Tang)

17.  Zhéng: I, I am invulnerable. (L: Tang)

The above interaction is on personal hygiene practices, such as cleaning the toilet after
messing it up or washing one's hands after using the toilet. To point out that some people do
not have good hygiene, Tang quotes her boyfriend Maciej’s words and says that many
students in the dormitory do not wash their hands before leaving the toilet, despite the fact
that there is a sink close to them (lines 9-11). In response to Tang’s disclosure of others’ poor
hygiene habits, Zhéng asks a yes-no question by using the Mandarin question particle " ma
(line 12). He immediately provides an answer to it, as can be seen in the same line. Zheéng’s
yes-no question, therefore, can be regarded as a rhetorical question, as he does not intend to
seek an answer.

It is interesting to note that Zhéng immediately gives a smile after he provides an
answer to his own question (line 12). Zhéng’s smiling perhaps shows his intention to use this
rhetorical question as a discourse strategy to entertain others, which has not only resulted in
laughter, but has also provoked attacks from other speech participants. For example, Song
directly attacks Zheéng by saying that he is disgusting (line 13). Her laughter before her
utterance, however, indicates her appreciation of Zhéng’s humor in the previous turn. In
addition, all the speech participants start to laugh upon hearing Song’s remark to Zhéng,

including Zhéng himself (line 13).
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In lines 13-15, the humor producer, Zhéng, becomes the target of an attack. That is,
Song, Tang and Guo start to form a league against Zhéng. For example, Tang partially
repeats Song’s words in line 13 /R ¥E Wz ¥ P4 ni zai chi dongxi “you are eating” (line 14).
Tang’s echoing of Song’s utterance indicates that she agrees with Song; that is, both Song and
Tang do not understand why Zhéng could think of such a disgusting thing while he is still
eating. Indeed, as many scholars have observed (e.g., Norrick 1987; Tannen 1987, 1989),
when a person echoes the utterance of the other, s/he asserts the same evaluation while at the
same time showing agreement and rapport with him/her. Gud also shows her support of
Song’s utterance in the previous turn. Different from Tang’s echoing of Song’s utterance {/%
YENWZ ¥ VY ni zai chi dongxi “you are eating”, Guo uses [ii] H. érgié to preface her remark to
Zheéng (line 15). Exploring the semantic-discourse-pragmatic functions of the Mandarin
lexeme Tfi] H. érgi¢, Chang (2012) has observed that [fij H. érgié, in semantics, is the sum of the
corresponding statements. While it marks the continuation of the preceding statement, it also
introduces new information. In other words, Gud not only shows support to Song by
continuing with the same topic initiated by Song, but she also adds something new to tease
Zheéng. As can be seen in line 15, she implies that what Zhéng is eating at the moment, a
sausage, in fact looks like excrement. Interestingly, while Guo uses HF[E ¥ P nage dongxi
“that thing” to implicitly refer to excrement, her smiling perhaps shows her intention to invite
Zheéng to make a connection himself between the sausage he is eating and excrement.

Zheng gives a smile upon hearing Gud’s utterance (line 15), which suggests that he
understands Gud’s reference. He, however, keeps eating his meal and subsequently claims
that Guo’s referring to his sausage as excrement will not work at all, as he is invulnerable
(line 17). Zheng’s self-disclosure also attracts Tang’s laughter. We have no idea whether
Zheng has already expected to provoke attacks from Song, Tang and Gud when he uses his
rhetorical question as a discourse strategy to construct humor. What the above interaction
makes clear at once is that Zheng’s use of this discourse strategy immediately puts him in the
center of the attention, extends the conversation and results in more laughter in the following
speaking turns. When the four speech participants laugh together, the conversation may be

carried on in a harmonious way.

4.3 The Use of Theatrical Performance
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Before turning to the term theatrical performance used in this section, we must draw attention
to two relevant terms, i.e., theatricality and performance. According to Postlewait and Davis
(2003), theatricality is an expansive concept, which touches upon “the aspects and nature of
performance, the history of aesthetic styles, the means and modes of representation, the
communicative power of art and artistry, the formation of subjectivity, and the very operations
of public life (from politics to social theory)” (p. 2), whereas performance is categorized as
“illusory, deceptive, exaggerated, artificial, or affected” (p. 4). Given the above contending
meanings of theatricality and performance, respectively, we may briefly define theatrical
performance as showy mannerisms or behaviors, usually exemplified by exaggerated self-
display, and practically inextricable from artificiality.

When theatrical performance is used as a discourse strategy, the humor producer very
often resorts to the performing body, i.e., dramatic gesticulation or body movement, to result
in a humorous effect. In other words, the funniness relies on the speaker’s non-verbal
communicative skills, rather than on the content of the utterance itself. Extract (13) illustrates
this point, in which Du uses theatrical performance as a discourse strategy to result in a
humorous effect. In the meantime, she cooperates with Zhao in constructing a negative
identity for Jennifer, the target for a gossip exchange. Her use of this discourse strategy to

construct humor is based on her body movement.

Extract (13) [Du (F), Chén (F), Zhao (F)]
O1. AL : &k BIREHGH » FAY Jennifer £ HIARZHE

du: ei, zhao ni zhéyang jidng, zhénde jennifer fuchii hén duo ye.
02. P o M o

chén: shi a.
03. At IR EAHIREL > REBERIE R -

du: jin shi gén wang jingli nayang, ranhou wo zhidao jiu yige.
04. i : BN > HHEIM AR > HHE

zhao: dui a, changchang jiu hui juéde shuo, wei shénme?
05. At : LA SEEE - IREE - VEIAREA

du: jin ouér chuan ge shénme, ni zhidao, v ling de youméiyou.
06. i : W > REMMAT > REFACH...

zhao: a, wo zhénde zuo bulido, wo juéde ziji dou...
07. Ak : #AREEEE VHE » M@ EEHEIERE. .

du: ta hen xthuan chuan v ling, ta chao xihuan chuan nage jiushi...
08. B : By AT AARGFNG 2

chén: ta shéncdi you hen hdo ma?
09. M A WEPRE

du: you, ta shéncdi buicuo.
10, G - o % MeErie > 3 MURES RIS R SR EIEE X

zhao: ta, dui, ta hui bd, wo, ta jin méici dou bd ziji nongde feichang sha.
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1 RN [ > Jennifer » WR/EJEAR > [EJEEK © |
ranhou biérén jin shuo, “bu hui la, jennifer, ni zénmeyang, zénmeyang.”
12 SRMRMH © T EAIN 2 )
ranhou ta jiu shuo, “zhénde ma?”
13, REBRIMAESSE. ..
ranhou wo jiu zai pangbian...
14, — A - IR TR BA G R B > EAK -
du: ranhou jiushi qian xiong jiu kaishi doudong, zheéyang.
15, # o pHE) 2 WA B P E - BIEIHOREIR T -

zhao: doudong? yé méiyou dao doudong la. doudong yé tai kuazhang le.

Translation

01.  Du: Hey, according to what you just said, Jennifer has made great efforts.

02.  Chén: Exactly.

03.  Du: [Du looks at Zhao.] It is evidenced in how she interacted with Manager Wang, and
I also know the other example.

04.  Zhao: Right, and very often I could not help but ask myself why. [Zhao is shaking
her head.] (1: Zhao)

05.  Du: She sometimes would put on a V-neck shirt, you know. [Du touches her chest with
both hands.] (I: Du)

06.  Zhao: I will never be able to do that. I feel that I...

07.  Du: She likes to put on a V-neck shirt. She likes to wear... [Du touches her chest with
both hands.] (I: Du)

08.  Chén: Is she in good shape?

09. Du: Yes, she is in good shape.

10.  Zhao: She, yes, she is more likely to make herself extremely attractive.

11.  Then others would say, “Not at all, Jennifer, you blah blah blah.”

12.  Then she would say, “Really?”

13.  And I was there... [Zhao rolls her eyes.]

14. — Du: Then she would start to shake her boobs, like this. [Du starts to shake her body.] (I:
Du)

15.  Zhao: Shaking boobs? (L: Du, Zhao) [Chén shows her surprise with both eyes wide
open.] Maybe not shaking boobs. Shaking boobs is too ridiculous. (L: Du, Chén, Zhao)

The above sequence is mainly on Jennifer’s dress sense. In the beginning of the interaction,
Du introduces Jennifer for negative gossip. In lines 1 and 3, Du says that Jennifer is trying
everything possible to attract men’s attention, which can be seen in her interaction with
Manager Wang, as well as with other men. Du’s opinion about Jennifer is immediately
supported by Chén and Zhao, as evidenced in their tokens for agreement, i.e., +& W shi a
“exactly” (line 2) and ¥/ dui a “right” (line 4). The topic of the conversation then shifts to
Jennifer’s preference for sexy clothes. In lines 5 and 7, Du says that Jennifer seems to have a
preference for V-neck shirts. Du’s hand gesture (i.e., touching her own chest with both hands)
accompanying her utterance and her intended smiling suggest Jennifer’s motivation of

wearing a V-neck shirt. In other words, Jennifer perhaps intends to show off her cleavage in a

65



deep V-neck shirt. Zhao, in her turn speaking, immediately shows her agreement by saying
that she will never be able to act like Jennifer does (line 6).

Chén hardly speaks in the interaction, as she probably has never met Jennifer. This is
evidenced in her question in line 8, in which she asks whether Jennifer is in good shape. This
question suggests that she does not know how Jennifer actually looks, and that women who
like to put on a V-neck shirt are very likely to be in a good shape. From the responses of Du
and Zhao in lines 9 and 10, respectively, we may say that both of them think that Jennifer has
got the means to attract men, as she is in a good shape, and that she is doing everything
possible to make herself even more attractive to men. In lines 11-12, Zhao has a step further
and directly quotes Jennifer’s utterance with others to dramatize the speech event. Zhao’s
rolled eyes (as described in line 13) further reveal her loathing of Jennifer’s hypocritical
reaction to others’ flattery of her, as she was the witness of the whole interaction.

To make Zhao’s directly quoted speech more interesting, Du uses theatrical
performance as a discourse strategy to expand the dramatized speech event, i.e., Jennifer’s
interaction with others which Zhao witnessed. In line 14, Du starts to imitate how Jennifer, in
the imagined interaction, shakes her breasts in deep V-neck shirt to attract men’s attention.
The humorous effect results from Du’s dramatic body movement accompanying her utterance Hij
Ja 5t BA 25 B B gidn xiong jin kaishi doudong “start to shake her boobs.” Clearly, DU’s aping
of the way Jennifer shows off her sexiness is exaggerated and artificial, as we can see in
Zhao’s response in the following turn. In line 15, Zhao says that it would be ridiculous if
Jennifer did it that way, despite her intention to attract men’s attention.

Du’s use of theatrical performance as a discourse strategy not only attracts laughter
from Zhao and Chén in the following turn, but it also helps her build rapport with Zhao. In
other words, she cooperates with Zhao in constructing a negative identity for the gossip target
Jennifer, but in a humorous way. In so doing, both Du and Zhao may claim “social capital”?
by discursively achieving acceptable self-image at the expense of Jennifer. As Jennifer is a
woman in good shape, who dares to show off her sexiness by wearing a V-neck shirt, it is very
likely she will attract the attention of men. Jennifer can therefore be regarded as the potential
marketplace rival for Du and Zhao. By constructing a negative identity for Jennifer, Du and

Zhao work together in lowering the esteem of Jennifer’s dress sense. Indeed, Guendouzi

23

Bourdieu (1987) coined and expanded upon the term “symbolic capital.” Based on this term, Eckert (1993)
argues that while the value of men’s capital is established by the marketplace, women, on the other hand,
must compete to prove their moral worth in terms of community norms, so as to achieve their social identity,
and therefore their “social capital.” Coates (2000) further suggests that women should pay attention to
norms of femininity even when getting involved in small talk backstage.
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(2001) has observed that women’s roles in the current social marketplace are still restricted by

29 <6 2

attributes, such as “physical appearance,” “moral worth” and being regarded as a “good

mother.” Therefore, women are frequently found to discursively compete for the social
capital, which has been tied to these attributes, perhaps by “bitching”.**

I have also observed that the discourse strategy based on the use of theatrical
performance in verbal interactions among Taiwanese friends also largely relies on the use of
exaggerated, artificial expression of emotion. More specifically, a speaker perhaps intends to
cause a humorous effect by dramatizing his/her fake feelings. The listener, on the other hand,
has to find the indexical signs to appreciate the humor. The following extract illustrates this
point. In the interaction of Pan, Siin, Huang, and Zhao, Stin reacts to Pan’s self-disclosure by
dramatizing her fake emotion to result in a humorous effect. Stn’s use of theatrical
performance as a discourse strategy to result in a humorous effect is immediately recognized
and perhaps appreciated by Pan, as there are contextualization cues in Siin’s non-verbal

behavior.

Extract (14) [Pan (F), Stin (F), Huang (F), Zhao (M)]

01. & : FAMEIFERRIZEON - R E M =B52 EYE -
pan: women libaiwii qu chi fan ma. ranhou qishi ta sandidn yao shangban.

02. f#%&: bPt-
sin: shangban.

03.  #& : FrDLHERE - MERIREAEH « [ HEIRW DIAHAZ > FATT LU H
—REIZERT © |
pan: suoyi qishi hén gan. ranhou wo na shihou xiang shuo, “qishi ni keyi buyong
Jjiushi, women keéyi buyong yiqi chi zheé yangzi.”

04. > & : 1% > 1% |
sun: hai, hai!

05.  #H : MEPEBIEIRE L -
zhao: nanguai xianzai ni danshen.
06. & : i | HIRAERAIE R —IENZIN] > FARAIE BNz |
pan: dui la! dan women houldi hdishi yiqi chi a, women houldi haishi yiqi chi a!
07. B2 - R £ £ E!
sin: shi, shi, shi, shi, shi, shi!
08. Ik : FARAE S —HEIZIN -
pan: women houlai haishi yiqi chi a.
09. f&: RMERMED HHFLET -
sin: zongsuan women kandao yixié xiwang le.

2% Guendouzi (2001) studies the genre of gossip and suggests two distinctive sub-genres, i.e., bitching and peer

group news-giving, both of which are operating in the private domain. Focusing on the sub-genre of
bitching, Guendouzi argues that bitching is a backstage, off-the-record talk that relies heavily on “a ‘safe’
discursive environment to avoid any risk to the gossip instigator’s positive self-image” (p. 34).

67



Translation

01.  Pan: We ate together last Friday. In fact he had to work at three o’clock.

02.  Sun: Working.

03.  Pan: So his schedule was tight. And [ was thinking at that time, ““You do not have to,
we do not have to eat together.”

04. — Siin: [Stin shakes her head a little bit and closes her eyes for a moment.] (h) [Siin
covers her own face with her left hand.] (I: Stn) (L: Pan) (h) (I: Huang)

05.  Zhao: No wonder you are still single. (I: Stin) (L: Huang) (1: Pan)

06.  Pan: You are correct! (L: Pan) But we ate together in the end. We still ate together in
the end!

07. Sin: Yes, yes, yes, yes, yes, yes! (I: Stin, Huang)

08.  Pan: We still ate together in the end.

09.  Sin: At long last we see a ray of hope. (L: Siin)

In the beginning of the sequence, Pan talks about the date with her potential new boyfriend.
In line 3, she quotes her “inner speech” (see Sams 2010), saying that her potential new
boyfriend did not have to insist on eating lunch with her, as his schedule was tight. Pan’s
utterance presupposes that while she shows her understanding of her potential new
boyfriend’s tight schedule, she at the same time gave up a good opportunity to have another
date. To remind Pan of this, Siin reacts in a dramatic, but humorous way, as we can see in line
4. In this line, Siin sighs dramatically, which is the source of humor. Although sighing is
traditionally viewed as a breathing behavior associated with negative emotional states,
according to a questionnaire study conducted by Teigen (2008), there is a tendency for people
to connect sighing with negative and deactivated emotions. That is, sighs in other people are
very likely to be perceived as sadness, whereas one's own sigh is believed to serve as an
indicator of “giving up” something or someone. This can be explained from a physiological
perspective. Vlemincx et al. (2009), for example, support the explanation that people sigh
during stress and negative emotions (e.g., panic and pain).” From this perspective, Stin’s
sighing twice, as we can see in line 4, can be interpreted as showing her negative emotions for
Pan, suggesting that Pan should not have had such a thought of giving up this chance of going
to lunch with her potential new boyfriend. However, Stin’s smiling in the same line frames
her sighing and body movement as play. In other words, her sighs can be viewed as a

discourse strategy based on theatrical performance. When sighing is used as a discourse

2 Vlemincx et al. (2009) also claim that people sigh not only to show negative emotions, but also positive

emotions (e.g., relaxation and relief). Based on the results of three experiments on sigh rate during short
imposed states of stress and relief, they further propose that how people sigh can be used to detect their
different psychological conditions (i.e., stress or relief). Their findings show that stress is induced by
exposure to a loud noise stress or by anticipation of it, whereas relief is induced by the end of the stressor or
the anticipation that no stressor would follow.
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strategy to result in a humorous effect, it is no longer a physiological reaction that is
automatically generated to show the sigh producer’s true emotional state.

Stin’s smiling immediately following her sighing can be viewed as a cue for humor,
which is understood by Pan, as evidenced in her laughter. Having reviewed literature on
facial and vocal expressions of emotion, Russell, Bachorowski and Fernandez-Dols (2003)
argue that there are many determinants of sending an expression of emotion, which may
influence the receiver in various ways. That is, expressions that seem to be “emotional” are
not always the expressions of the assumed emotions. To decode the message encoded by the
sender, the receiver needs to find out possible cues, such as the tension and relaxation of facial
muscles of the sender. Analyzing Finnish two-party verbal interactions, Ruusuvuori and
Perdkyla (2009) have also observed that facial expression can stretch the temporal boundaries
of the turns at talk. Furthermore, the temporal flexibility of the face may enforce its role as a
device to secure shared understanding and affiliation.

While the above interaction shows that facial expression can be used as a
contextualization cue to frame the verbal interaction as play, it can also be used as a subtle
device to produce humor. In my data I have observed that the funniness based on the use of
theatrical performance may rely on the speaker’s intended smile, which is used for
provocation. That is, the speaker perhaps intends to use smiling as an act of provoking or to
excite anger from the listener, so as to result in a humorous effect. The following extract

illustrates this point.

Extract (15) [Wu (F), Zhéng (F), Pan (M), Stin (F)]
0. % : WOHERE > Ryt BIRE REIR A VARG °
wu: zheng ya-li, wei shénme ni méici dou méiyou chi de hén ganjing?
02. B3 WARMAWEMN > AW EN -
zheng: wo, yinwei zhi you zhan jiangyou, zhi you zhan jiangyou.
03. ¥ : A~ RARTIZMW
pan: wo you, wo you méindizi a!
04. I WAFEIZETIZL
zhéng: wo bu xihuan chi méindizi.
05. — ¥ - A A EmmE -
pan: méiyou! jiu zhi you jiangyou éryi.
06. B : AHEE » I > HERVY 2

zheng: shénme jiangyou? wo ting budong, shénme dongxi?

Translation

01.  Wu: Zheéng Ya-Li, why are you not able to finish the food on your plate? [Zhéng is
eating. W1 is looking at the lettuce on Zheng’s plate.]

02.  Zhéng: I, (L: Siin), it is because there is only soy sauce, only soy sauce. (L: Zhéng)
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03.  Pan: I have, I have mayonnaise! [Pan is looking at Zhéng.]

04.  Zhéng: I do not like mayonnaise. (L: Stn) (1: Wa)

05. — Pan: [Pan is looking at Zhéng.] (1: Pan) No (other sauces)! I only have soy sauce. (L:
W1, Siin, Pan)

06.  Zhéng: Why did you mention about soy sauce? (L: Wu, Stin, Pan) I cannot get it.
What?

The above interaction takes place in Pan’s place. In the beginning of the sequence, Wi asks
Zheéng why there is still food left on her plate (line 1). In her response, Zhéng says that it is
because there is a lack of choices for sauce, implying that she does not like what she is eating,
i.e., lettuce with only soy sauce (line 2). Pan, the host, then offers to provide another sauce
mayonnaise, which, however, is immediately rejected by Zheéng in her speaking turn (lines 3
and 4). Zheng’s rejection can be regarded as a face-threatening act to Pan. Her rejection of
Pan’s kind offer is later perceived by Stin as a funny act, as evidenced in Stun’s laughter. In
his response, Pan changes his facial expression and claims that he only has soy sauce for
Zhéng (line 5).

It is interesting to note that Pan’s utterance in line 5 provokes laughter from the other
two speech participants Wu and Stin, which, therefore, can be regarded as humorous. Also
note that Zhéng’s utterance I, A~ &= #k N7 3£ J 2% wo bu xithuan chi méindizi “I do not like
mayonnaise” can have possible readings. While Zhéng perhaps intends to show that she
simply does not like mayonnaise, this utterance can also be interpreted in a negative way.
That is, Zhéng’s rejection can be interpreted as blaming Pan for not having enough sauce
choices for his guests. Pan’s use of the Mandarin negator % F méiyou “no (other sauces)”
further suggests his intention to interpret Zhéng’s utterance in such a manner. More
specifically, Zhéng’s utterance I, A = 8 Wz 3 T4 %% wo bu xihuan chi méindizi “1 do not like
mayonnaise” is perhaps interpreted by Pan as “Why do you not have more choices for
sauce?” In other words, Pan can be regarded as introducing an answer to his imagined
question encoded in Zhéng’s utterance.

From Pan’s response, on the other hand, we can assume that he perhaps intends to
provoke a confrontation, which is also evidenced in his intended smiling, i.e., smiling by
lifting the corners of his closed mouth. Such smiling can be viewed as an instigating facial
expression for provocation.”® From the laughter that follows Pan’s response, we may assume

that Pan perhaps intends to result in a humorous effect by using provocation. This is

26

Also see Subsection 3.2.3 for my analysis of smiling used to provoke conflict in FEEEAR T Kang X7 Ldile, in
which the same type of smiling is dramatized and accompanied by different forms of verbal aggression and
hand gestures that are used to pick a fight.
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particularly evidenced in his own laughter, which has framed his provocative utterance as
play. In addition, as Zheéng’s response in line 4 can be seen as a face-threatening act to Pan,
Pan’s use of theatrical performance as a discourse strategy based on provocation successfully
dissolves the awkwardness after Zhéng’s rejection, but in a funny way.

In my data I have also observed that pretended anger and the ensuing aggression can
be the source of humor in an interaction. That is, the speaker may pretend to be angry or to be
irritated by other speech participants. The anger may be expressed both verbally and non-
verbally to result in a humorous effect. In the following interaction, Tang’s discourse strategy
is based on the use of theatrical performance, which is further based on his pretended anger

and the ensuing aggression.

Extract (16) [Stun (F), Gud (F), Du (F), Tang (M)]

01. £ MIBIVIERE > #R » BOEIZ SE AR !
sin: ranhou fanzheng jiushi, e, wo jiushi chi wan fan ma!

02. WA B L MR - AR R EEERLE - RRMEIFLE -
yinwei chi wan fan ta wen wo chdao dud wenti de, baokuo jiushi wo xthuan kan ndxie
shii, ranhou ta kan ndxié shii.

03. ORI AS BT Mt 1o 3 R 2 L3 R G 2 RN > —BR L o
td jiu buduande tuijian wo dianying gen shii ni zhidao ma? jiushi chi fan, yilushang.

04.  SRf&rp H MUk R FET > 1R - M SEna AR SE—(E R E MR R R« T RE RS IE
Wi R AR A BT 2 )
ranhou zhongjian ta jiv wen wo shuo, o, ta xian chi fan de di yige wenti ta jiv wen wo
shuo, “ni zhege libai, jiushi zhege zhoumo you shénme jihua?”

05. W R [FREEHINK -

0, Wo shuo, “wo hui qu zhdo péngyou.”

06.  RBAMBHARFEM MR F > Ml — BARER IR A AR -
ranhou ta jiu hén xiangxide wen wo shuo, td jiu yizhi hén zaiyi wo qu zhdo ni.

07.  HWHRREH - LK kolega - |
yinwei wo shuo, “wo qu zhdo wode kolega.

08. A :mo
du: en.

09. 1& : $k kolega -
sin: zhdo kolega.

10. % WREEEE [k znajomy o |
tang: ni yao shuo, “zhdo znajomy.”

11. M :Tezo
du: tez.

12. IR : A& znajomy ST AR .
sun: keshi znajomy bu kénéng shi nazhong...

13, Ak - RS
du: dou shi nande a!

14, £& B > ARFENS ?
sun: ginmide, ni zhidao ma?

15, 3 AT RN > IREREERH T o
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16.

17.

18.

19.

20.

21.

22.

23.

24.

25.

26.

27.

28.

29.

30.

31.

32.

33.

34.

35.

36.

37.

38.
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tang: keéshi bu shu a, ni jiu likai le.
i‘é DUFML > ROIERUE.

in: hdo la, fanzheéng jiushi...
}_E REF

B A — B MER
du: ta you yididn xido zaiy!.
2L - AR R ABER -
guo: bi’ér yé hén zaiyi ta ye.

A A A PR ADH -
wo congldi méiyou gen ta jidang.

& R WRRENS 2 METER -

sin: é, ni zhidao ma? ta chdo zaiyi de.
KL RRZHE
du: zhongshizhidi!

1% - FORRRHE > IR

sin: hén zaogao ye, ni zhénde shi...

% BRI L B o ERR 2 -

tang: dou ban chiiqu, dou ban chiiqu, dou ban chiigu.

FRARME - FRARME B [ E A A -

wo nage, wo nage fangjian wo dang cangku yong.

2 PLA SRR R o PR AR SRR

guo: bi’ér yé zheyang wen wo, wo gén td shi zéenme renshi de.

% TIRME B LWL -

sin: wo nage nanshéng yé shi zheyang.

filbis - RSB AT 2

ta shuo, “nizénme hui gén ta renshi?”

SRR AR AL U RE RS - 5 I8 MR - FRAR AN AR R A ] 43 AR

ranhou wo na shihou xiang shuoé zaogao, zhege jiéshi, wo yé buxiang bang ta jianjié
chiigui.

FARE - T A —E A5 > R ELFFR M - |

wo xidng shuo, * e, e, qzshl td you yige niishéng tongxué, wo yé yao qu baifing ta.”
P FEIREL 82 kolezanka o

wo jitt bd ni shuo chéng shi kolezanka.

gt PTREER A —E  FRE R RFFR A o 11 EL A P2 e —
BRI > TR ETFHREZ N - |

wo shuo, “tamen lidngge xianzai zhu zai yiqi > wo yao yiqi qu baifdang tamen. érqié
tamen shi zhu zai yige boldande jiating, suoyi wo hui baifang hén dué rén.”

AR RIEN R AR

késhi wo zheyang jiéshi zhihou...

92 AT -

guo: tai yithui le.

& - AR B AT - T Al B IR 2 )

sin: nage nansheng jiv shuo, “késhi ta daodi shi shei?”

2 BA  FORR BRI AT o s 0 (A B A -

guo: méiyou, wo jiu hén zhijie gén bi’ér jiang, wo shuo, “ta you ndan péngyou.”
AR B -

wo jiu hén zhijie.

7 Fo WREK - R EHMA B WA -

sin: wo, wo shi houldi, jiushi xiang shuoé tda you nan péngyou.



39.  H: WARSES B WAHEL..
guo: yinwei wo juéde, zhe, méiyou shénme hdo...
40. & RSN o (HRFRABRERAR A M2 W R AN HE 2 B
sin.: shi méicuo, danshi wo na shihou hén pa ta shi ruguo bu jieshou de hua.
41, AR - RAFRST - IIERUR: » FRYSIANE - K 2y Al — AR AR KNE ¥ 7 )
JE o
tda houldi jiushi, yinwei wo xian, fanzheng jiushi, zhénde do buguo, yinwei td jiu yizhi
hén xidng zhidao duifangde di.
42,  SRBIAEE...
ranhou wo xiang shuo...
43. — % FATR BT |
tang: guan wo pi shi a!
44 3 ERRE | B -
gud: duibuqi o! duibugi.

Translation

01.  Sin: Anyway, eh, I finished eating (with him)!

02.  He asked me tons of questions after eating, including what kind of books I like to read,
and he also told me about his favorite type of books.

03.  He continuously recommended movies and books to me, you know? Not only during
the meal, but also during the walk.

04.  And during the conversation he asked me, oh, the first questions he asked me during
the meal was, “As for this week, what is your plan for the weekend?”

05.  Oh, I answered, “I will visit a friend.”

06.  Then he asked me about the details. He cared about you very much. [Siin stretches her
left hand and points at Tang.] (L: Siin)

07. Ttis because I said, “I will visit my kolega (male friend).”

08.  Du: Okay. [Du is nodding her head.]

09.  Sun: Visiting a kolega (male friend).

10.  Tang: You should have said, “visiting a znajomy (an acquaintance).”

11.  Du: Tez (Also).

12.  Siin: But znajomy (acquaintance) is not...

13.  Du: Both words refer to male! [Du looks at Tang.]

14.  Siin: close, you know?

15.  Tang: But not close, so you simply visit him and leave. (I: Tang)

16.  Siin: Okay, anyway...

17.  Gud: Well done.

18.  Du: He seemed to be concerned about this male friend. (I: Du)

19.  Guo: Bill was also concerned about him. (I: Gud) [Gud points at Tang. ]

20. I have never told him about that. (L: Du, Stin, Gud)

21.  Sian: [Stin moves her body towards Gud.] Hey, do you know that he was so concerned
about him?

22.  Du: You have become a common target for scorn! [Du stretches her right hand towards
Tang and imitates the raking with the machine gunfire.] (L: Du, Stin, Gud)

23.  San: [Stn looks at Tang.] (I: Stin) You are really so terrible at this...

24. — Tang: [Tang moves his right hand forward and backward and raises his voice.] All of
you move out, move out, move out. (I: Tang) (L: Du, Stin, Gud) [Stin is clapping
hands.]

25. — That, that small room of mine will be used as a warehouse.

26.  Guo: (L: Gud, Stn) [Gud looks at Siin, with her mouth covered by her left hand. She
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points at Tang with her right hand. Stin also points at Gud.] Bill also asked me like this,
asking me how I met him.

27.  Sun: (I: Stin) The guy that I met also behaved like this.

28.  He asked me, “How did you meet him?”

29.  Then I was thinking, oh no, how could I explain, because I did not want to make him
come out indirectly.

30. Itold him, “Well, he has a female friend staying with him. I am visiting her, too.”

31.  Itold him that you are my kolezanka (female friend). [ Stin points at Gud. ]

32.  Isaid, “They live together now. I am going to visit both of them. Besides, they are
staying with a Polish family, so I will meet many people at the same time.”

33.  But after [ explained to him...

34.  Gud: [Guod stretches her right hand.] You were being too indirect.

35.  Sin: And that guy asked me, “Who on earth is he?” [Stin points at Tang.] (L: Du)

36.  Gud: I did not do that. I told Bill directly. I said, “He has got a boyfriend.”

37. 1was being very direct.

38.  Sin: I, later I wanted to tell him that he has a boyfriend.

39.  Gud: It is because I think that there is no need to...

40.  Sin: You are right, but I was afraid maybe he would not accept that.

41.  Later he, because I, anyway, [ was not able to hide anything, because he really wanted
to know who this male friend was.

42.  Then I wanted to tell him that... [ Tang raises his head and looks at Stn.] (I: Tang) (L:
Stn) (I: Guo, Du)

43. — Tang: It is none of my fucking business! (1: Tang) (L: Stin, Gud, Du)

44.  Guo: Sorry! I am so sorry.

The beginning of the interaction is about Stin’s dating someone. In line 4, Stin shows her
date’s curiosity about her plan for the coming weekend by directly quoting his question to her.
She subsequently points out that her date was concerned about the male friend that she is
going to spend the weekend with (lines 5-7 and 9). From her use of the second-person
singular pronoun {8 ni and her pointing at Tang (line 6), it becomes clear that Stin is talking
about Tang. The other participant Du later shows her agreement by summarizing Stin’s date’s
feelings (line 18). Guo, in the following turn, also shows agreement by offering the same
experience. She says that her date Bill is also concerned about Tang, as she is currently
staying in Tang’s place (line 19). In her turn of speaking, Du summarizes the conversation so
far by using the Mandarin idiom %3 % Z W] zhongshizhidi, which literally means the target of a
multitude of arrows (line 22). As this idiom is derogatory in semantic meaning, Du’s use of it
to refer to Tang suggests that Tang is to be blamed for causing such concerns. Following
Du’s idiom, Guo also attacks Tang by adding fRAEREHS » VR E A& hén zaogao ye, ni zhénde
shi “you are really so terrible for this.”

From the interaction so far, we may say that Stin, Du and Gud have formed a coalition

against Tang, the only male, despite the fact that their laughter and smiling have framed the
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whole interaction as play. In response to the coalition of Stin, Du and Gud, Tang asks all of
them to leave his place (line 24), which can be seen as an expression of his anger. Lazarus
(1991, 2001) assumes that emotions are associated with specific appraisals, which reflect the
core meaning of the event that elicits each emotion, including anger. He further adds that the
motive used to preserve self-esteem against assault is activated for anger to appear. In other
words, Tang’s anger results from his intention to preserve his self-esteem against attack from
other speech participants. In addition, when Tang asks other speech participants to leave his
place, he also uses hand gestures to signal his anger. His use of the direct imperative #[#ft H
2= dou ban chiigu ““all of you move out” combined with his hand gestures can be viewed as an
aggressive act, motivated by anger. Averill (1983: 1147) has clearly explained the connection
between anger and aggression: “Anger is the drive or motive behind many, if not most, forms
of aggression. Alternatively (by more phenomenologically oriented psychologists), anger is
the subjective experience that accompanies aggressive impulses.” Clark, Pataki and Carver
(1996) also argue that anger expressions can be used as an intimidation strategy to gain
immediate compliance, in the sense that they create the impression that the expresser is
strong. Also note that Tang’s anger is evidenced in his use of the vulgar expression [# % it 35
]\ guan wo pi shi a! “It is none of my fucking business!” (line 43). In Tang’s swearing, the
lexeme Jig pi literally means “fart” and is frequently used as an expletive in conversation. As
Jay (1992; 2000) has observed, swearing helps a speaker express his/her emotional state,
especially anger and frustration, as well as communicate that information to the listener. That
is, Tang perhaps intends to convey his anger to other speech participants by swearing.
However, the ensuing laughter of Du, Siin and Gud in line 24 suggests that they
perceive Tang’s anger and his verbal and non-verbal aggressions as humor. Tang’s smiling
also shows his intention to frame his anger and verbal and non-verbal aggressions as play. In
other words, Tang can be regarded as using theatrical performance as a discourse strategy to
construct humor, based on pretended anger and the ensuing aggression. In so doing, Tang
successfully copes with the awkward moment when all the other speech participants treat him

as a target for attack, but in a humorous way.

4.4 The Use of Back-Handed Remark
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In everyday verbal interactions, Taiwanese speech participants use different linguistic
strategies to show criticisms in an indirect way for different communicative purposes. In his
analysis of political debates in Taiwan, Chen (2007) has found that one debater intended to
show rapport with his political opponent in a sarcastic way. This is done by using the
inclusive first-person plural pronoun and the referring form (e.g., surname plus title) to
address his debating opponent (p. 44). A back-handed compliment or remark can also be
viewed as an indirect linguistic strategy to show criticism. While it is disguised as a
compliment to express praise or admiration, it in fact is used to belittle or to insult someone in
an indirect way.

In my data, I have further observed that a back-handed remark can be used to show the
speaker’s contempt for someone else, but in an indirect way. As the use of it entertains not
only the speaker him/herself, but also other speech participants who can sniff out the true
meaning of it and also appreciate its funniness, it can be regarded as a discourse strategy to
elicit laughter. Moreover, the indirect nature of the back-handed remark is the source of the
humor. Extract (17) illustrates this point. In the following, Zhang shows her distaste for

someone else in a sarcastic way, which subsequently elicits laughter.

Extract (17) [Zhang (F), Wu (F), Gao (F), Cai (M)]

0l. iR : GADESKAIH !
zhang: kai wanxiao de la!

02. [HILHBMBIEE WIRIEF H > TR BN B AR IR —FE ) -
dan wo dui ta chuanzhuo pinweéi feichangde, wo juéde tidao xinggadn yé bu shi td na
vizhong de.

03. At SRAR BB > BRAE R T -

Jjiushi ta chuan de tai mingxidn, nage yiwei tai mingxian le.

04. %= K EHEBHEENEREETARESFGD  BHL -
wu: wo, wo yizhi juéde zhénzhengde xinggdn qishi bing bu shi zai chuan de shdo, lou
de duo.

05. & Mo
gao: en.

06. ik : M#RER S A - BRASEEAFN °
zhang: ta dou lou man dud de a, ni bu juéde ma?

07. HE2ZEEH > HARDMER o
you loudao gai lou de, dou you loudao gai lou de.

08. Z:MR> AXEBRERBHHC -
wu: di, rénjid xthuan zhdnxian ziji.

09. iR : B> W2 MWRERIACH T -
zhang: dui la, yé shi, na yé shi zhdnxian ziji de yizhong fangshi.

10. % B RRREBECD -
wu: dui a, na shi zhdnxian ziji.

11— B B FRAFRGER !
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zhang: hdo la, wo hdo xianmui o!

12, @ WRARGREE 2 % 0 WRMCAREF — A IR R R 2
gao: ni hén xianmu? hai, ni bi ta hdo yibdibei ni hai xianmu ta?

13, 5o A !
wu: jiushi ma!

14, 25 RBBEMPORT -
cai: zhang miao-xia zuo bu lido.

15. EE : BHICEE o
zhang: kai wanxiao.

16. @ ARM > ERARDE. .
gao: bu shi la, zhe wo shuo zhang miao-xia...

17 R AT -
zhang: wo zuo bu lido.

18, 2% : fhpyIRLLE) - BHME. ..
cai: tade naxié dong, dongzuo...

19. > Bk - AT > @R -
zhang: wo zuo bu lido, chdo xianmu ta de.

20. o OWREAEEE] S EE - BEITAER U BRI AR
gao: ni juyou congming, zhihui, zixin suoyoude yiqie, dou shi ta méiyou de...

21, 2% FERTSBERAGHL.
cai: gingwen dui qiu jingli...

22, B RAHBEFEE?
gao: wei shénme yao xianmu?

23, 2K GRS ERACHG HING
cai: gingwen dui qiu jingli youyong ma?

24 HR AW e A MK e T B RHES - ERIRA A !
zhang: méi youyong a, wanquadn méi youyong o, wanqudn yidingdianr dou, dou méi
youyong!

25, MHBEEAA -
érqie wo pifii bu bdi.

Translation

01.  Zhang: I was joking!

02.  ButI have a strong feeling towards her dress sense. I think it is not sexy at all.

03.  Her intention to get dressed like this is too obvious. That intention is too obvious.

04.  Wau: It has always been my opinion that the real sexiness does not equal to wearing less
clothing or showing more skin.

05.  Gao: Okay.

06.  Zhang: She shows a lot of her body. Do you not think so? [Zhang looks at Gao.]

07.  She has shown what she is supposed to show. [Gao ponders.]

08.  Wu: Well, she simply likes to show herself. (1: W)

09.  Zhang: Okay, you are right. That is also a way to show oneself.

10.  Wu: Right, that is a way to show oneself.

11. — Zhang: Anyway, | envy her very much! (1: Zhang) (L: Wu)

12.  Gao: (I: Gao) You are envious? Hey, you are much better than her. How could you be
envious of her? (L: Zhang)

13. W Itis true! (I: Wa) (L: Zhang)

14.  Cai: Zhang Miao-Xia will never be able to do it. [Cai looks at Gao seriously.]

15.  Zhang: You must be joking.

16.  Gao: No, I mean Zhang Miao-Xi4 is...
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17.  Zhang: I will never be able to do it.

18.  Cai: Her behavior...

19. — Zhang: I cannot do it. I super envy her. (I: Zhang)

20.  Gao : [Gao talks to Zhang.] You are smart, intelligent (L: Zhang), and confident. You
have got all these qualities which she lacks.

21.  Cai : [Cai looks at Gao.] Excuse me, as for Manager Qtu...

22.  Gao: Why are you envious of her?

23.  Cai : [Cailooks at Zhang.] (I: Cai, Zhang) Excuse me, will all these qualities work on
Manager Qtu? (L: Cai)

24.  Zhang: They will not work. They will not work at all. (L: Zhang, Wu, Gao, Cai) They
are not useful at all!

25.  Besides, I have dark skin.

The above interaction is about sexiness. In talking about sexiness, all the speech participants
use someone as a target for a gossip exchange. Zhang initiates the topic, focusing on the
gossip target’s dress. In line 2, she directly shows how she feels about the gossip target’s
dress sense, which is not sexy at all to her. Zhang, in line 3, further claims that the gossip
target’s dress sense perhaps has shown her intention to attract the attention of others. Wu
subsequently shows her support in the following turn (line 4). After getting feedback from
W, Zhang then turns to Gao and asks for support (lines 6 and 7). While Gao is still
pondering on Zhang’s question, Wl provides her opinion on the gossip target’s dress sense,
but in a sarcastic way. In line 8, Wu claims that the gossip target simply likes to show herself,
which can be seen as Wi’s defense for the gossip target. However, Wi’s subsequent smiling
can be seen as an indicator for sarcasm. That is, while she seems to be speaking for the gossip
target, she is in fact criticizing the gossip target sarcastically, thereby building rapport with
Zhang.

Interestingly, W uses A & rénjia to refer to the gossip target, as in line 8. In her
study of A\ % rénjia in Mandarin, Chiu (2000) has observed that while A % rénjia is a long
distance anaphor to refer to someone mentioned in prior speaking turns, it can be used by the
speaker as a discourse marker to signal that the upcoming proposition is in contrast with
his/her interactant’s knowledge/meta-knowledge. In addition, the interactant can use it as a
cue to detect the speaker’s communicative intention, such as for defense, dispute or refusal
(cf. Liu 1994).”7 From this perspective, we may say that Wi’s use of A\ 5% rénjia can be seen
as her defense for the gossip target, which is against Zhang’s accusation in prior speaking
turns. Wu’s smiling, however, indicates that her utterance should not be taken literally. That

is, while she literally shows that her thinking is in contrast with Zhang’s, she in fact agrees

27 Liw’s (1994) study is on the non-referential A ldng, which is the Taiwanese counterpart of the Mandarin A

K rénjia.
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with Zhang. This is manifested in her utterance in line 4, in which she agrees with Zhang.
Wu’s use of A\ & rénjia in her defense for the gossip target is therefore sarcastic. In other
words, Wu can be viewed as building rapport with Zhang, but in a sarcastic manner.

Following Wu’s sarcasm, Zhang not only agrees with Wi (line 9), but she also
expresses her envy of the gossip target, as we can see in her use of the emotion verb ¥ %%
xianmu “envy” (lines 11 and 19). According to Hong’s (2009) categorization, the emotion
verb ¥ % xianmui “envy” is an experience-oriented verb directed towards a target because of
certain stimuli. More specifically, it is a stative verb used to express an emotional state of an
experiencer who feels discontent because of a target-entity, which may be someone with
superior abilities, advantages, or because of a target-situation, which describes an
advantageous situation (p. 108). In light of this, Zhang’s use of the emotion verb % %&
xianmu “envy” can be literally viewed as showing her inner feelings towards the gossip target,
to whom she feels inferior and is therefore discontented with herself. Zhang’s smiling
following her use of the emotion verb %% xidnmu “envy” frames her utterances as not meant
literally, which can be seen as back-handed remarks. In other words, she perhaps intends to
criticize the gossip target in a sarcastic way.

It is interesting to note that the emotion verb ¥ %& xianmu “envy” is preceded by
degree adverbs I hdo “very” (line 11) and #8 chao “super” (line 19), both of which are used
as intensifiers to strengthen the oppositeness of Zhang’s actual thoughts. In addition, Zhang
also uses an affective sentence-final particle 2 o, which is frequently used as the modal
marker to signal the attitude of the speaker (line 11). Zhang’s use of it can be regarded as
reinforcing the sarcasm encoded in her remark, in the sense that her being envious of someone
is in fact not true. Her use of back-handed remarks, therefore, can be regarded as a discourse
strategy to elicit laughter, as she perhaps intends to criticize the gossip target in an indirect,
but funny way.

From Gao’s reactions in lines 12 and 20, it is hard to tell whether she understands
Zhang’s humor. However, Zhang’s smiling following her own back-handed remarks in lines
11 and 19, respectively, prove clearly that she perhaps intends to attack the gossip target, but
in a humorous way. In addition, while Zhang’s humor is further understood and appreciated
by W, as indicated by Wu’s laughter (line 11), her self-deprecating also successfully attracts
positive feedback from Gao (lines 12 and 20). As self-deprecating is considered benign in
social interaction according to Leech’s (1983) Modesty maxim, we may say that Zhang’s use

of back-handed remarks as a discourse strategy not only helps her criticize the gossip target
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without herself losing face, but she also successfully builds rapport with other speech

participants in a humorous way.

4.5 The Use of Fictional Episode

The term fiction can be generally defined as something created by the human mind (Phillips
1995). I therefore use fictional episode to refer to an imagined situation created by a speaker
for a specific communicative purpose, such as resulting in a humorous effect. In the
following extract, Zhang quotes Cai’s utterances and uses a fictional episode as a humorous
response to Cai’s joking behavior in the prior speaking turn. Both Cai and Zhang are found to

use touch as a cue for the subsequent humor.

Extract (18) [Cai (M), Zhang (M), Stin (M)]
01. 2 :—FhT# ? IREPURE T T
cai: ythu wugianwan? name kuai jiv mai wan le a?
02. iRk : HZE T HRAEL..
zhang: mai wan le a! nage...
03. 2% : FREEMEH > BR...
cai: wo hai xidng shuo, é...
04. — i : EEFIRWBE PR | AR ?
zhang: hdi xiang shuoé ni yé xiang mdi yihu o! shi bu shi?
05. 2% : M > R8> B Bk > FOREAEW -
cai: xidng shuo, ni gai wan, wo, wo ban qu, wo guoqu zhu a.
06.  FIRHIZFHLF T -
qian nide mingzi jiu hdo le.
07. B : BERHLTIE 2
zhang: gian wode mingzi o?
08. 2K : ¥}eo
cai: dui.
09. — iR : IRATREE RS I LM o B FAY 4% W]
zhang: ni kenéng hui béi rénjia gan chiiqu a. gian wode mingzi a.
10. 25 B, ..
cai: wo jiu shuo wo shi...
1. 2 : SR> SR - Ja fEAR R A !

sun: lai la, lai la, zhege géi ni zhu la!

Translation

01.  Cai: A house costs fifty million NT dollars? All of them were already sold out?
02.  Zhang: [Zhang looks at Cai.] They were sold out! As for...

03.  Cai: I was thinking, well... [Cai pats Zhang on the shoulder.]

04. — Zhang: You were thinking about buying one, right? (L: Zhang) (1: Siin)

05.  Cai: I was thinking, [Cai pats Zhang on the shoulder.] when you finish the interior
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decorating, I, I can move, I can move over. (I: Zhang)

06. I can simply claim that I know you.

07.  Zhang: You claim you know me?

08. Cai: Yes.

09. — Zhang : [Zhang puts his right hand on Cai’s shoulder.] You probably will be swept out
if you claim you know me. (L: Zhang) (I: Stin) [Cai does not know how to react.]

10.  Cai: [Cai imitates holding a microphone.] I would say that I am...

11.  Sun: [Siin passes a house-shaped pepper shaker to Cai.] Glad to be of help. You can
live in it!

As the background information shows, one of the speech participants Zhang is working for an
interior design company. Prior to the above interaction, Zhang was talking about the houses
that he had decorated. Although these houses were extremely expensive, all of them sold out
in a very short period of time. Cai, therefore, expresses his surprise at the wealth of those
who could afford to buy the houses (line 1). He subsequently shows his interest in moving
into one of these houses (lines 3 and 5). As shown in line 4, Zhang does not wait for Cai to
finish his utterance, but interrupts him and directly assumes an answer for him. Zhang's
answer is based on an imagined situation, which is prefaced by a directly quoted speech from
Cai's utterance in the prior speaking turn, i.e., 32 A8 5 hdi xidng shuo “was/were thinking.”
Here, Zhang can be regarded as using a fictional episode, assuming that Cai already planned
to buy an expensive house. Zhang’s laughter further reveals his intention to frame his created
fictional episode as play, which is appreciated by the other speech participant Stn, as
evidenced in his smiling (line 4).

Not following Zhang’s fictional plot, Cai says that he was in fact thinking about
moving into one of these expensive houses (line 5), but did not intend to pay the construction
company for the house. As he further explains, he could simply claim that he knows Zhang,
as manifested in the expression %% 1K 1) % & ¥t IF T qian nide mingzi jiu hdo le, which
literally means “I could simply sign your name” (line 6). By using this expression, Cai
perhaps intends to construct Zhang as an extremely important person in the construction
company, who can give away houses at his discretion. Obviously, Cai is simply joking. In his
turn speaking, Zhang repeats Cai’s expression and says that this expression will get Cai swept
out instead (lines 7 and 9). Zhang’s utterance is also based on an imagined situation. By
replying in this way, he can be regarded as rejecting Cai indirectly. His subsequent laughter
and Stn’s smiling have further framed his indirect rejection as humor.

Also note that Zhang touches Cai on his shoulder before he rejects Cai (line 9).

Similar touch is also found in lines 3 and 5, in which Cai pats Zhang on his shoulder before he
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requests. In fact, the act of touching is socially influential and persuasive, and is frequently
used in requesting, as it may increase compliance to the request due to the conveyed
psychological intimacy (e.g., Kleinke 1977; Willis and Hamm 1980; Smith, Gier and Willis
1982; Hornik and Ellis 1988; Hornik 1992; Kaufman and Mahoney 1999; Guéguen and
Fischer-Lokou 2003; Guéguen 2007).?* Inspired by these studies on the effect of touching, we
may further ponder on Cai’s and Zhang’s non-verbal behaviors accompanying their request
and indirect rejection, respectively. Cai’s request to Zhang can be perceived as simply joking.
By patting Zhang on his shoulder, Cai perhaps intends to reinforce the persuasive function of
his request. As Cai is simply joking, not in an attempt to request something from Zhang, the
persuasive nature encoded in Cai's touch may thus dramatize the speech event and result in a
humorous effect. On the other hand, Zhang’s indirect rejection is expressed in the form of
reminding. More specifically, Zhang can be regarded as rejecting Cai’s request by reminding
him of the consequences of claiming to be his friend. Accompanied by the act of reminding,
Zhang's touch can be interpreted as showing psychological intimacy to Cai, in the sense that
he kindly reminds Cai of the possible outcome. However, Zhang's indirect rejection (in the
form of reminding) can be regarded as teasing Cai if judged by its content. While his use of
touch may convey intimacy to Cai, the teasing content contradicts the benevolence conveyed
by his touch. The contradiction also dramatizes the speech event and further strengthens the
humorous effect.

It is interesting to note that Zhang's use of touch also conveys power and status. It is
because this bodily action is used in the act of reminding, and that only people who know
more are considered eligible and qualified to remind those who know less (cf. Hall, Coats and
Smith LeBeau 2005). While Cai's touch dramatizes the speech event and further results in a
humorous effect, Zhang's touch also has similar function. In other words, Zhang's touch
serves as a booster to his use of fictional episode as a discourse strategy to create humor.
Furthermore, Cai's initial move and Zhang's subsequent moves can be regarded as a
competition disguised in humor. In light of this, it seems reasonable to assume that Zhang
and Cai, both male, perhaps intend to use touch as a cue for their subsequent humor. I cannot
say for certain whether shoulder touching or shoulder patting can be used as a non-linguistic
cue for humor in interactions as such. The above sequence seems to be in favor of the

hypothesis that touching is perhaps a cue for humor created by conveying fake benevolence.

28 Dolinski's (2013) study, however, has argued that the compliance to a request is more likely to be decreased

when a man touches another man. Such a phenomenon is frequently seen in a homophobic society.
Hall, Coats and Smith LeBeau's (2005) meta-analysis of several non-verbal behaviors shows that touch may
indicate power and status, as higher-status, powerful people are found to initiate touch more frequently.

29
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As the use of touch in certain social interactions conveys psychological intimacy and perhaps
benevolence, the use of this bodily action in joking or teasing may dramatize the speech event
and further result in a humorous effect. In other words, the psychological intimacy may be
fabricated by shoulder touching or shoulder patting, by using which a playful frame can be

signaled.

4.6 The Choice of Dramatic Expression/Code

This discourse strategy is based on speaker’s dramatization of a certain speech event to result
in a humorous effect in an interaction. Different from the discourse strategy of theatrical
performance as discussed in 4.3, the funniness of this strategy relies heavily on the content of
the utterance itself, rather than on the speaker’s non-verbal communicative skills. In the
following interaction, Zhang responds to Cai’s joking behavior with dramatic expressions.
The funniness of Zhang’s utterances result from his deliberately created appreciation, which

appears awkward in a casual interaction among friends.

Extract (19) [Cai (M), Zhang (M), Stn (M)]
O1. 2% : (A ~ ARME LIS R E AR EEIR T -
cdi: nage, nage ythou wo jia yao zhuanghuang jiv kao ni le.
02. HE: SRR 2
zhang: kao wo o?
03. 2% : HIPT -
cdi: dui a.
04. — iR : 20 ? BUGHHRA FoE et e |
zhang: shi 0? ganxie ni géi wo zhege jihui!
05. 2K : &~ FEEMIRL -
cdi: wo, wo hui tongzhi ni de.
06.  fRFEW > HRIRAER ARG AT 2 WA s |
sun jia-feng, zhang sheng-nian de dianhua jihao? jiao ta guoldai a!
07.  BANHEA T ?
méiyou nian cuo mingzi ba?
08. iR : WA ~ IANGEE » IBIRESFELS 215 2
zhang: méiyou, méiyou nian cuo, na ni yao zhuanghuang jihu? ha?
09. 2 : P71 -
cai: wo yihu jiu hdo le.
10. R :—Fg?
zhang: yihu o?
1. #&:—Fmg -
sun: yithu éryi.

12, B RDTHE > PR T -
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zhang: tai shdo le la, yihu tai shdo le la.
13, & EOERT SR

sin: *zizio ai guicing hoo kitiao*.

14, BR ¢ Ho o~ RESTH T LETHGER T

zhang: wo shi, wo shi ddasuan xiaban beizi dou kao ni le ne.
15, 2% R R WK — T -

cai: hdo, méi wenti, wo, wo jid ylqianping a.
16. EE : —TFEIE ?

zhang: yigianping o?
17. 2 REA—TI > REBIEER > MRHBIRT

cai: wo jid you yiqianping, ranhou jiticéng lou gao, jiu jiao géi ni le.
18. & BF > WA R B An ] 55 52 H AT * o

sin. hdo, *a bbin’dzai ai kaisi doo ai gao citlai a 0o*.
19, 25 5 SRR KRB |

cai: zhe yipiao rang ni gan dade a!

20. — iR : R o KGRI G |
zhang: o, ganxie nide danshi!

Translation

01.  Cai: [Cai pats on the bag on Zhang’s leg.] Well, in the future if my house needs
interior decoration, I will depend on you.

02.  Zhang: (I: Zhang) You want to depend on me? [Zhang looks at Cai.] (1: Zhang)

03.  Cai: Yes.

04. — Zhang: Really? I appreciate your giving me this opportunity! (L: Stin, Zhang) (I: Cai)

05.  Cai: I, I will call you. [Cai imitates making a phone call.]

06.  Siin Jia-Féng, tell me the number of Zhang Sheng-Nidn. Ask him to come over!

07.  This is your name, right? [Cai points at Zhang.]

08.  Zhang: [Zhang puts his right hand on the shoulder of Cai and looks at him.] (I: Zhang)
Yes, it is correct. So how many houses of yours need interior decoration? Huh?

09.  Cai: (I: Cai) [Cai stretches his index finger.] One is enough. (L:Stin, Zhang) (I: Cai)

10.  Zhang: [Zhang turns around and looks at Siin.] (I: Zhang) Only one?

11.  Sun: Only one. (L: Siin)

12.  Zhang: That is not enough. One is not enough. [Cai pats the shoulder of Zhang.]

13.  Sian: *At least a few thousand houses*.

14.  Zhang: [Zhang puts his right hand on Cai’s shoulder and looks at him.] (I: Zhang) I, I
have decided to depend on you for the rest of my life. (L: Stin)

15.  Cai: Okay, no problem. My house measures a thousand pyeong.*

16.  Zhang: (L: Zhang) A thousand pyeong?

17.  Cai: My house measures a thousand pyeong and it has nine floors. You will be
responsible for it. (L: Zhang)

18.  Siin: Great, *and tomorrow you have to hand in the house layout plan*.

19.  Cai: You will get a pretty good haul! (1: Cai)

20. — Zhang: Oh, I appreciate your courage and insight! (L: Zhang) (1: Stin, Cai)

Prior to the above interaction, Zhang was talking about his job as an interior decorator. Cai

then says that he will ask Zhang for help if his house needs interior decoration in the future

% A pyeong is an area unit used in Asian countries, such as Taiwan, Japan and Korea. One pyeong is

approximately *°%,, square metres (i.e., 3.3058 square meters, 3.954 square yards or 35.586 squar feet).
Also refer to Wikipedia (http://en.wikipedia.org/wiki/Pyeong).
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(line 1). Cai’s choice of the verb 5 kao “to depend on” suggests his intention to exaggerate
the speech act of requesting (i.e., asking Zhang for doing interior decoration for his house), as
this verb also encodes the semantic molecule of trusting. In other words, Cai’s request can be
regarded as a joking behavior. In his response, Zhang repeats Cai’s verb & kao “to depend
on” in his confirmation about Cai’s request (line 2), which suggests that he has noticed Cai’s
intention for joking. He subsequently expresses his gratitude to Cai for trusting him (line 4).
Zhang’s response, thus, can be regarded as framing Cai’s request as a favor to him.

Note that Zhang’s expression of gratitude in line 4 consists of the verb J&# gdnxié “to
thank because of appreciation,” followed by the imposition caused by the favor /345 3 15
Wé&r ni géi wo zhége jihui “your giving me this opportunity.” Zhang’s expression of gratitude
belongs to the appreciation strategy category, which is not a preferred thanking strategy by
Mandarin native speakers (see Cheng 2005).>' As Cheng further argues, native speakers of
Mandarin use significantly less thanking, appreciation and repayment strategies than English
native speakers. In addition, among the eight thanking strategies used by Mandarin native
speakers, the appreciation strategy is still not a preferred one.” Zhang’s choice of this
thanking strategy is therefore intriguing. In addition, as the degree of gratefulness encoded in J&&
i ganxie “to thank because of appreciation” is higher than that encoded in #} 3 xieéxie “to
thank,” it would be awkward to use it as an expression of gratitude in a talk among friends.
Additionally, it would also be awkward to possess a high level of gratitude towards a favor in
an imagined situation, as thanking is a speech act based on a past act (see Searle 1969).*

From the above, we may reasonably assume that Zhang’s high level of gratitude in a
talk among friends, especially for the favor that does not exist, can be regarded as an intended
humorous response to Cai’s prior joking behavior. The inappropriateness and awkwardness of
Zhang’s appreciation strategy in such a context is the source of the humor. Zhang’s laughter
perhaps indicates his intention to frame his utterance as play. The other participant Siin’s
laughter further indicates that Zhang’s discourse strategy to construct humor is understood

and appreciated. Zhang’s intention to frame his high level of gratitude as play is also

31

Cheng (2005) has observed eight thanking strategies (i.e., thanking, appreciation, positive feelings, apology,
recognition of imposition, repayment, other and alerters) used by Mandarin and English native speakers.
According to Cheng (2005: 55), frequency of preferred thanking strategies for Mandarin native speakers
shows that directly expressing thanking is mostly preferred (36%), followed by strategies of alerters (23%),
positive feelings (12%), repayment (10%), appreciation (7%), apology (6%), recognition of imposition (4%)
and other (1%).

In analyzing speech acts, Searle (1969) has defined thanking as an illocutionary act performed by a speaker,
which is based on an act performed by the listener in the past. As the speaker benefits from this past act, or
at least s/he believes has benefited from it, s’/he therefore makes a statement to show how grateful or
appreciative s/he feels. This statement can be counted as an expression of gratitude, which belongs to the
category of Expressives (cf. Searle 1976).
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evidenced in the subsequent interaction with Cai. In line 8, for example, Zhang asks Cai how
many of his houses need interior decoration. Zhang’s smiling and his touching Cai on the
shoulder can be used as cues for humor.** Zhang’s subsequent reinforcement of the
imposition on Cai (lines 10, 12 and 14) and the other participant Stin’s cooperation with
Zhang (line 13) further suggest that Zhang’s appreciation strategy is not to express gratitude,
but to result in a humorous effect, while at the same time as a response to Cai’s joking
behavior. In line 20, Zhang uses the same discourse strategy again in response to Cai’s
utterances in prior speaking turns. In this line, Zhang not only shows a high level of gratitude,
but he also uses the positive word ifsi# ddanshi “courage and insight” to strengthen the degree
of gratefulness.

Among the dramatic expressions that are used as a discourse strategy to construct
humor, many are found to be metaphors, more specifically conceptual metaphors. Lakoff and
Johnson’s (1980) pioneering work argues that how people think or act are metaphorical by
nature, as metaphors are pervasive in our everyday life. In addition, conceptual metaphors are
embodied human experiences. This idea further suggests that metaphors are functional in
everyday verbal interactions, and that they can be used for certain communicative purposes.
In Extract (20), for example, Wang uses a metaphor to dramatize the speech event. In so
doing, Wang not only clearly illustrates his point, but he also successfully attracts laughter
from other speech participants. The humorous effect results from how other speech
participants process Wang’s selection of a certain concrete source domain and mapping it onto

the abstract target domain.

Extract (20) [Wang (M), Zhang (F), Wu (F), Xiong (F)]
O1. I : IRAEERR - WRAH B IR RER R 2
wang: ni shénme shihou, ni shénme shihou renshi de?
02. HE:#...
zhang: é...
03. %2 : REEf T -
wu: zdojiu zhidao ta le.
04. IR : KU o JURIRA. .
zhang: zdojiu zhidao td, zhishi méiyou...
05. % ARMMA AT LUk o
wu: nimen bu kéyi jianghua.
06. ik : FEFD W AR AFATRE AL - Al RS AR RS R
PAER] o PAERTBAAS TAE - RGBS -
zhang: chéngzan ta, jiushi, wo bu shi yinian qidan renshi ta, ta shi gen wo jiangshuo ta
zai nage kafei dian dagai shi ban’nian qian, ban’nidn gian kaishi gongzuo, ranhou

% See my analysis of Extract (18).
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07.

08.

09.

10.

I1.

12.

13.

14.

15.

16.

17.

18.

19.

20.

21.

22.

23.

24.

houlai yudao.

BN LB > IRBAMAR B O HUBR AT I -

ranhou women jiu zai jieshang yudao, ranhou ta hén kaixinde gén wo dd zhaohii.
FRARIFAGHR IR A ST B JERE » TR BRI A7 Ho At 1) 38 SRAEHEA

wo na shihou dou méiyou juéde zénmeyang, yinwei wo na shihou hdi you qitade
duixiang zai fan 'ndo.

I .
wiu. en.
iR FrLAIERR A ..

zhang: suoyi dou méiyou...

2R e

wu: kan ba! en, hdo.

HE U 5 4T o

xiong: en, hdo.

St A H AR R BT o

wu: bu shihéde jiu gankuai zhanduan.

ok FrRUERIR A .

zhang: suoyi dou méiyou ba ta...

BE - [E > ABEIREE -

xiong: tongyi, bu yao langfei shijian.

CR

wu: dui.

i HRAEME - R - BIRATEMTEIR AL -

zhang: dou méiyou ba ta kan, jiushi, dou méiyou ba td fang zai yanli.

W T > WAL > HEIKIIERE - REHE L > HHERE—RKISLEE -
ranhou qishi wo, wo zai, wo qu najia kaféiting, wo manchang qu, yinwei ta shi yijia
yingwén shiidian.

S MR NS R B ARERFGEA

wu: en, en, en, dui, ni gén wo jidng guo.

i MR LR IRME —T -

zhang: dengyixia jiushi kéyi géi nimen kan yixia.

I B ERARIRZATHAR > Wi > RIS R AR 2

wang: na yige shi bu shi ni zhigian shuo zhang, jiushi, hén xiang shi tongzhi de na
yige?

R~

zhang: o, dui!

IE - REEEl o B Rgia iR o IR

wang: zdo dashan, zdo, zdo jit you jiéguo, wo gén ni jidng.

R BBARML > MR EOE R TR > IRBATR -

wu: méi guanxi la, tamen jiu xityao zheyangzide shijian, méi guanxi.

25. > IE - Kig18 BB T !

wang: huo manman shdao haishi shdo qildi le!

Translation

01. Wang: When, when did you get to know him?

02.  Zhang: Well,... [ Zhang ponders.]

03.  Wu: She has known him.

04.  Zhang: I have known him, but I did not...

05.  Wu: You people be quiet.

06.  Zhang: I did not mention anything good about him. [Zhang looks at Wang.] I got to
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know him a year ago. He told me that he began working in that coffee shop about half
a year ago. [Zhang turns around and looks at Wu.] He began working there half a year
ago, and then we met.

07.  Then we bumped into each other on the street, and he said hi to me joyfully.

08.  Idid not have any feelings towards him at that time, because I was suffering
simultaneously the problems with the other guy. (I: Zhang)

09.  Wau: Okay.

10.  Zhang: So I did not...

11.  Wu: See? Well, okay. (I: Wi) [Zhang looks at W1.] (L: Zhang)

12.  Xidéng: Well, okay.

13. Wi Get rid of those who are not suitable for you.

14.  Zhang: So I did not...

15.  Xidng: I agree. Do not waste your time. [ Xiong raises her hand.]

16.  Wiu: Right.

17.  Zhang: I did not pay any attention to him.

18.  InfactI go to that coffee shop very often, because it is also a book shop selling English
books.

19.  Wau: Okay, you already told me about that.

20.  Zhang: I can show you later. [Zhang takes out her iPad.]

21.  Wang: Is he the guy that you talked about before, who looks gay?

22.  Zhang: Oh, yes! [Zhang nods her head.] (I: Zhang) (S)

23.  Wang: If you had chatted him up earlier, you would have got to know him earlier. |
told you. (I: Zhang)

24, W : [Wha stretches her hand.] It is okay. They needed time. It is okay. (L: Zhang)

25. — Wang: Although they were slow in making a fire, they did it at last! [Wang uses hand
gesture to imitate starting a fire.] (L: Wu)

The above conversation is about Zhang’s new date. Wang initiates the topic for conversation
(line 1), as he and Xiong know almost nothing about Zhang’s new date. The other participant
W has heard something about Zhang’s new date, which is evidenced in line 3. In her turns
of speaking, Zhang tells details of how she met her new date and how they later became more
familiar with each other (lines 4, 6, 7, 8, 10, 14, 17 and 18). Zhang’s self-disclosure of her
and her new date perhaps reminds Wang of someone, whom Zhang told Wang about before.
This can be seen in Wang’s polarizing question, which is immediately confirmed by Zhang
(lines 21 and 22). Note that there is a short silence following Zhang’s confirmation, as (S)
indicates (line 22). Wang’s question can be regarded as introducing a new topic on a previous
interaction between himself and Zhang, with which only they are familiar. As Wl and Xiong
perhaps know nothing about their previous interaction, they cannot join the conversation. To
get past the awkward silence because of his unexpectedly switching the topic, Wang goes
back to the original topic, focusing on Zhang’s new date. In line 23, Wang states that he has
already suggested that Zhang should have chatted up her new date. His use of F& IR 5 wo

gen ni jiang “l told you” can be regarded as his blaming Zhang for not accepting his
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suggestion earlier. Zhang's smiling in the same line indicates her understanding of Wang's
pretended anger as humor. In response to Wang's blame of Zhang, Wu uses % B 1& méi
guanxi “it is okay,” followed by an excuse for Zhang (line 24). While Wu can be regarded as
speaking for Zhang, she is in fact teasing Zhang in a sarcastic way, which is appreciated by
Zhang, as her laughter indicates (line 24). Wu’s humor can be regarded as showing her
support to Wang’s humor in the previous speaking turn.

To further construct the funniness of the conversation based on the romance between
Zhang and her new date, Wang subsequently uses the LOVE IS FIRE metaphor as his support
to Wu’s humor, which is regarded by Wu as funny (line 25). Although Kovecses (1986)
argues that the feeling towards romantic love is universal, as “[r]Jomantic love is a feeling
which is characterized by affection, enthusiasm, interest, longing and intimacy” (p. 78), such
a feeling can be dramatized in various ways for different communicative purposes. As the
above interaction shows, while Wang’s choice of the LOVE IS FIRE metaphor perhaps shows
his intention to result in a humorous effect, the funniness results from how other speech
participants perceive Wang’s metaphor, which can be explained by Ahrens’ (2002)
Conceptual Mapping Model and the concept of mapping principles. Ahrens has suggested
that metaphors can be studied in terms of the entities, qualities and functions that can map
between a source domain and a target domain. We may therefore say that the romantic love
between Zhang and her new date can be understood as fire, in the sense that fire involves
being caused by someone, and that romantic love also involves being caused by someone, i.e.,
by Zhang, her new date or both. In addition, the difficulty of starting a fire is like that of
starting a romantic relationship, which can be seen in Wang’s use of k1818 48 huo manman
shao “being slow in making a fire” (line 25). While this utterance suggests that the romance
between Zhang and her new date was full of twists and turns in the beginning, the following
utterance i &% B #E 3 T hdishi shao qildi le “the fire being set in the end” shows that the
romantic love between Zhang and her new date can be as strong as a burning fire. As Wang’s
LOVE IS FIRE metaphor is framed as play by his intended choice of such a dramatic
expression, other speech participants Zhang, Wi and Xiong may use different mapping
principles to obtain the funniness encoded in this metaphor.

Noteworthy, speech participants are also found to use fixed expressions as a strategy
to dramatize certain speech events, so as to result in a humorous effect. As fixed expressions
are frequently used in everyday verbal interactions, hearers may quickly perceive the dramatic

effect of the expressions, and further appreciate the humor encoded in them. In the following
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extract, Chén uses a fixed expression to show her support to Jian’s point of view, but in a

humorous way.

Extract (21) [Chén (F), Jian (F), Lin (F)]

01.

02.

03.

04.

05.

06.

07.

08.

09.

10.

B AIBIRIIF B UGB LA o PR T AR R 5 I A ok LA
chén: buguo ni gang shuodao jiushi qinglii hubi, wo kan wo jiéjie gén td nan péngyou
yé shi hubii.

S - ST ) FRERRGE o RIEA A N e R -

Jian: dui a! wo gén ni jiang, lidngge xiangxiangde rén hui hén chong ye.
I R 55 I A PR ELA T 2 AR AP ELAE -

ni géen ni ndan péngyou shi bijiao hubii ba? nimende gexing.

AR - HAf 2

lin: hubu?

BE - B L. .

chén: jiu yige bijiao...

fi - I — R bR > o PR

Jian: biru shuo yige bijiao, e, kuai...

BE - Sl —ERIE -

chén: jizao, yige bijiao man.

i PREARE -

Jian: bijiao hén man.

AR IRGERR L RYES - A

lin: ruguo zheyang bi dehua, shi you.

S+ R A {1 R o A I 2 AN TR - AR I

jidn: yinwei liangge dou ji huo lidngge dou man bu xing ye, na méi banfd.

1. — B - AR

chén: na hui chushi!

12, £ © B AR K HE ZE R 1 o
Jian: dui! bu shi hén dade chongtu jiushi lengdiao.

13. B ¥ o
chén: dui.

Translation

01.  Chén: But you just mentioned about complementary personalities of lovers. I have
observed my big sister and her boyfriend. They are also complementary.

02.  Jian: Exactly! Let me tell you. Lovers with similar personality traits will have conflicts.

03.  [Jidn looks at Lin ° ] You and your boyfriend are complementary, right? Your
characters.

04. Lin: Complementary?

05.  Chén: I mean one is more...

06.  Jidn: For example, one is more, well, hasty...

07.  Chén: More quick-tempered, while the other is more lukewarm.

08.  Jidan: More lukewarm.

09.  Lin: If you compare our personality traits like this, then yes.

10.  Jidn: It is because it is impossible for lovers to be together if they are both quick-

tempered or both lukewarm. They cannot live together in peace.

11. — Chén: There will be an accident! (L: Chén, Lin)

12.
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Jidn: (L: Jian) Exactly! They would either have a big conflict or live together without



any passion.
13.  Chén: Exactly.

The above interaction is an exchange of opinions about whether lovers in a relationship
should have similar personality traits. Chén first gives an example of her sister to show her
support of the idea that lovers should be complementary (line 1), which is immediately
supported by Jian (line 2). Jidn further claims that lovers with similar personality traits might
have problems (line 10). To show her support to Jian’s viewpoint on this issue, Chén further
specifies Jidn’s viewpoint by using HR€r Hi 58 na hui chiishi “there will be an accident,” which
attracts laughter from Lin and Jian (lines 11 and 12). Chén’s laughter can be treated as an
indicator of humor, which is appreciated by other two speech participants, as we have seen
previously.

Note that the Mandarin expression, which consists of two lexemes H} chu “out” and
I shi “thing,” is a fixed expression used to refer to an unexpected, extremely unfavorable
accident. ~ As Moon (2003: 2) has observed, fixed expressions may include frozen
collocations, grammatically ill-formed collocations, proverbs, routine formulae, sayings and
similes. She further claims that fixed expressions may be fully understood only when they are
considered with the texts in which they are used. The use of this fixed expression to refer to a
relationship between lovers seems awkward. Chén’s use of it, thus, can be regarded as
dramatizing the speech event, and other speech participants may quickly make a connection
between the actual speech event and Chén’s dramatization of it due to ‘“‘short-circuited
implicature” (Morgan 1978: 274). Other speech participants, therefore, can perceive Chén’s
humor in an extremely short period of time and appreciate it.

The above examples of dramatic expressions have further shown that there is perhaps
a cognitive selection mechanism in the process of producing humor. That is, speech
participants are standing at the crossroads of choosing between different potential
expressions/codes that can be used to result in a humorous effect because of their dramatic
nature. Furthermore, although not shown above, many dramatic expressions in Taiwanese
social interactions, including online communication (e.g., Facebook), are based on the shared
in-group knowledge about the common community. Most of these dramatic expressions are
found to be associated with the Taiwanese society, such as the current socio-economic

situation in Taiwan. Because of the shared in-group knowledge, humor based on such
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knowledge may evoke a hearty laugh or smile from the in-group members, which probably

are not considered as humorous by the out-group members.*

4.7 Conclusion

Based on empirical data from casual conversations among Taiwanese friends, I have taken an
interactional perspective in analyzing how speech participants employ verbal and non-verbal
discourse strategies to negotiate previously established friendships and intimate relationships
in a humorous way. These strategies include the use of quotation, rhetorical question,
theatrical performance, back-handed remark, fictional episode and choice of dramatic
expression. Findings of these strategies are summarized below.

Firstly, a speech participant may directly quote someone else’s remark or his/her inner
speech as a humor strategy. S/he may also use an exclamative particle in a quoted speech to
dramatize the speech event. Secondly, a rhetorical question may help put the humor producer
in the center of attention, further extending the conversation. Thirdly, in using theatrical
performance as a humor strategy, a speech participant very often resorts to the performing
body. The use of it also largely relies on the use of exaggerated, artificial expression of
emotion, e.g. sighing. A speech participant may also use smiling (as an act of provoking) or
pretended anger and the ensuing aggression to result in a humorous effect. Fourthly, as a
back-handed remark can be viewed as an indirect linguistic strategy to show criticism, a
speech participant frequently uses a degree adverb as an intensifier to strengthen the
oppositeness of his/her actual thoughts, so as to result in a humorous effect. Fifthly, a speech
participant may use a fictional episode as a discourse strategy to create humor. The humorous
effect may be further reinforced by dramatizing the speech event. This is perhaps done by
touching, thanks to the psychological intimacy conveyed by it. Finally, a speech participant
may choose a dramatic expression or code, of which the funniness relies heavily on the
content of the utterance itself. These expressions may also include metaphors and fixed
expressions.

In the next chapter, the discourse strategies adopted by Polish friends to result in a

humorous effect in their conversations will be illustrated and discussed.
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See Appendix I11.
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Chapter Five
DISCOURSE STRATEGIES IN POLISH VERBAL
INTERACTIONS

In this chapter, how Polish friends use different discourse strategies to construct humor to
negotiate previously established friendships and intimate relationships is illustrated and
discussed. Analyzing the data, I have observed five discourse strategies used by Polish
friends, including the use of quotation, back-handed remark, fictional episode, choice of
dramatic expression and highlighting contradiction. In Sections 5.1-5.5, the above discourse
strategies are carefully examined and discussed. Next, Section 5.6 concludes the findings in

this chapter.

5.1 The Use of Quotation

As illustrated and discussed in the previous chapter, a speech participant may directly quote
someone else's remark or his/her inner speech to result in a dramatic effect. Such a dramatic
effect comes from the role shift from the actual world to the situation being described. In
other words, the use of quotation as a discourse strategy helps a speaker dramatize the speech
event that s/he wants to share with others. In my Polish data, I have observed that Poles also
frequently use this discourse strategy to result in a dramatic effect. In conversations among
friends, moreover, this discourse strategy is further used to elicit laughter and smile, thanks to
its dramatic nature.

The following extract is from an interaction among three Polish friends, all female. In
describing how one dealt with her sick boyfriend Lukasz earlier that day, Tatiana uses direct
quotation to dramatize the speech event. She also employs paralinguistic devices, such as
facial gesture and raising vocal volume, to enact the role of Lukasz. Tatiana's use of quotation

in different speaking turns successfully elicits laughter and smile from Ewa and Anna.

93



Extract (22) [Tatiana (F), Ewa (F), Anna (F)]

01.  Tatiana: Ale musimy porozmawia¢ o czyms wesotym.

02. Ewa: Mozesz opowiedzie¢ o tym, jak Grawcu pomogt jej z dzisiaj.

03.  Tatiana: Aaa, bo Lukasz jest bardzo chory, lezy w t6zku od rana i w ogoéle nic nie
moéwi prawie, znaczy to co zdazyt powiedzieé, to zdazyt powiedzied.

04. Ewa: Tatiana si¢ zmyta godzing przed spotkaniem do mnie.

05.  Tatiana: Wracam w ogole od lekarza, nie do$¢, ze jestem podtamana tym wszystkim i
w ogole, dzwoni¢ do niego pod tym szpitalem. Tak bluznit, tak kurwami rzucat. Przez
tych lekarzy, miat takg sile. Takg dostat takiego kopa. Tak si¢ wnerwil, Ze...

06. Anna: Adrenalina.

07.  Tatiana: Jeszcze nie styszatam, Zeby on tak bluznil, nie? No i jad¢ do domu, wchodze
do domu. On lezy w t6zku 1 do mnie, tak jakby nie mial sity ze mng gada¢. No i ja
mowig, znaczy on si¢ mnie pierwszy zapytal, jak ja si¢ czuje, no i mowig, ze widze, ze
ty gorzej no i méwie, ze fizycznie to jako$ si¢ czuje, tak? Gorzej tak psychicznie.

08.  Anna: Yhym.

09.  Tatiana: ,,Ojejku, a jak ja sie czuje...”

10.  Ewa: Ja bym go walng¢ta normalnie.

11. — Tatiana: ,,Zrob mi herbaty.” Zrobitam mu herbate. ,,Nie chcg herbaty!”

12.  Tatiana: Ja juz taka zmieszana. O co w ogole chodzi?

13. — A on tak: ,,Chce mi si¢ pi¢.” ,,No to ci zrobitam. Chcesz herbaty?” ,,Nie, nie chce
herbaty.” ,,Chcesz sok?” ,,Nie, nie chce soku.” ,,To co chcesz?” ,,Wody.”

14.  Nalalam mu ten wody.

15. — ,,No masz wypij ta wode?” ,,Nie chce wody!”

Translation

01.  Tatiana: But we need to talk about something cheerful. (I: Tatiana, Ewa) (L: Anna) (S)

02. Ewa: [Tatiana and Anna look at Ewa. Ewa lowers her head while speaking.] Maybe
you can tell us how Grawcu helped her today. (I: Ewa)

03.  Tatiana: [Tatiana turns away and looks at Anna.] Ahh, it is because Lukasz is very
sick, lying on the bed from morning. And in general he says almost nothing.

That is, he only said what he had to say. [Tatiana looks at Ewa.] (I: Tatiana) He only
said what he had to say.

04. Ewa: Tatiana ran away to my place an hour before the gathering. (L: Ewa) (I: Anna)

05. Tatiana: I am coming back from the doctor. I not only feel in despair because of all
these. I call him in front of the hospital. He was swearing so much, uttering a lot of
damn. (L: Anna) Because of those doctors he got so much strength. [Tatiana clenches
her fist and moves her left hand upward and downward.] He suddenly became full of
energy. He was so angry that...

06.  Anna: Adrenalin. (L: Anna) (I: Ewa)

07.  Tatiana: I had not heard him swear like that, had 1? Well, and I am driving home and
entering the house. He is lying on the bed and acting to me, [Tatiana imitates her
boyfriend Lukasz by squinting her eyes.] (I: Ewa), as if he did not have any strength to
talk to me. Well, and I say, that means he first asked me how I feel. Well, and I say that
I can see that you are worse, well I say that physically I feel somehow okay, right? But
mentally I feel worse. [Tatiana squints her eyes again.]

08.  Anna: Uh-huh.

09.  Tatiana: [Tatiana imitates her boyfriend's sick voice.] “Oh, but I am feeling really
badly...” (I: Tatiana, Ewa, Anna)

10.  Ewa: (I: Ewa) [Ewa covers her face with both hands.] I would have punched him
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11. — Tatiana: “Make me tea.” I made him tea. (V) ,,I do not want tea!” (I: Tatiana) (I: Ewa)
(L: Anna)

12.  Tatiana: [ am so confused. What on earth is going on?

13. — And he is like this: “T am thirsty.” “Well, I made you something. You want tea?”” “No,
I do not want tea.” ““You want juice?” “No, I do not want juice.” “What do you want?”
“Water.” (I: Anna, Ewa)

14. I poured him water.

15. — “Well, you drink this water?”” (V) “I do not want water!” (L: Anna, Ewa) (l: Tatiana)

Prior to the above sequence, the three speech participants were talking about something
unpleasant.  Tatiana thus proposes to change the topic of conversation and talk about
something cheerful (line 1). After a long silence, Ewa suggests the episode of Tatiana's
boyfriend Lukasz, as indicated by Lukasz's nickname Grawcu (line 2). As Ewa lowers her
head while speaking, it becomes difficult to tell to whom she is talking. Upon hearing Ewa's
mention of Lukasz's nickname, Tatiana begins her self-disclosure of how Lukasz interacted
with her earlier that day, as can be seen in her subsequent narrative (lines 3, 5,7, 9, 11, 12, 13,
14 and 15). To enact the role of Lukasz as an unsatisfied, spoiled boyfriend, Tatiana uses
quotation as a discourse strategy, which further brings about laughter.

As the above extract shows, in lines 7, 11, 13 and 15, Tatiana both indirectly and
directly quotes Lukasz's utterances. Most of these quoted remarks are accompanied by certain
paralinguistic devices. In line 7, for example, Tatiana indirectly quotes Lukasz's reaction to
her after she came back from the hospital, as in on sie mnie pierwszy zapytal, jak ja sie czuje
“he first asked me how I feel.” Tatiana's indirectly quoting fukasz's utterance is dramatized
by her facial gesture, made by imitating Lukasz's tired face. Tatiana's facial gesture which
portrays Lukasz as an exhausted patient further entertains Ewa, as indicated by her smiling in
the same line. In lines 11, 13 and 15, moreover, Tatiana can be regarded as directly quoting
her conversation with Lukasz.

It is also interesting to note that, in passing, Tatiana raises her vocal volume when
quoting Lukasz's responses Nie chce herbaty! “1 do not want tea!” (line 11) and Nie chce
wody! “I do not want water!” (line 15), as indicated by (V) in the same lines. While her use
of direct quotation has dramatized the speech event, shifting from the actual discourse to the
situation being described, Tatiana's change of her vocal volume in direct quotation further
makes tukasz's enacted role more vividly presented. To the above, Tatiana's quoting of
Lukasz's utterances accompanied by her facial gestures and raised vocal volume successfully

enacts the role of Lukasz, results in a dramatic effect and further elicits laughter and smiles.
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5.2 The Use of Back-Handed Remark

In the previous chapter, I have analyzed and discussed how a back-handed remark is used as a
discourse strategy to construct humor in a conversation among Taiwanese friends, most
female. I have pointed out that the indirect nature of this discourse strategy is the source of
humor. Recall that in Extract (17), Zhang uses this discourse strategy to criticize the gossip
target in an indirect but funny way, while she at the same time successfully builds rapport
with other speech participants.

Analyzing the data from an interaction among three Polish friends, all female, I have
observed a similar function of this discourse strategy. In the following interaction, the
conversation concerns Tatiana's father, who likes to keep unnecessary stuff, but always forgets
where he has put important documents. In her response to Tatiana's complaint about her
father, Ewa uses a back-handed remark to build rapport with Tatiana, while her remark at the

same time entertains the other participant Anna.

Extract (23) [Tatiana (F), Anna (F), Ewa (F)]

01.  Tatiana: M0j ojciec to jest ewenement taki, ze po prostu.

02.  Anna: Ale nie wiem, nie przegladatam tego, tylko szukatam wtasnie.

03.  Tatiana: Ale ty, to Ze znalazta$ pomiedzy obrusami to nie jest gtupie, to tylko §wiadczy
o tym, ze on bedzie jak dziadek, kurwa, chomikowal wszedzie. On ma tak,
przyjechatam do niego do Anglii i patrzg, a on ma takg sterte lekow 1 patrze.

04.  Jadtam co$ i to bylo na stole, patrze i kurwa 2011, 2009 i méwige ,, Tato, to sa
przeterminowane leki, to trzeba wyrzuci¢.” I chee to wyrzucié, a on ,,Nie absolutnie,
nie wyrzucamy,” W ogoéle, on méwi, ze on to schowa.

05. Mowie ,,Kurwa, po co ci te leki? One sg przeterminowane, tak?” ,,Nie martw sie.”

06. — Anna: Moze bedzie jako$ przerabiat.

07.  Tatiana: ,,Moze jeszcze si¢ do czego$ przyda.”

08. — Ewa: Tak, zawsze si¢ do czego$ przyda.

Translation

01.  Tatiana: Simply put, my father is unbelievable.

02.  Anna: But I do not know. I did not browse. I was simply searching.

03.  Tatiana: But you, you found it between the table clothes, which is not stupid. (L:
Tatiana) This only proves that he will be like grandfather, damn it, collecting stuff
everywhere. He is like this, I came to him, to England, and I see that he has such a pile
of medications, and I see that.

04. I was eating something and they were on the table. I see and damn it, 2011, 2009, and I
say, "Dad, these are expired medications. You should throw them away." I want to
throw them away, and he (V) "Absolutely no, we are not throwing them away." In
general, he says that he will keep them somewhere. (1: Ewa)

05. Isay, (I: Tatiana, Anna) "Damn it, what are these medications for? They are expired,
right?” (L: Anna) "No need to worry.”
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06. — Anna: Maybe they will be converted into something. (L: Anna)
07. Tatiana: "Maybe they can still be used as something useful.”
08. — Ewa: Yes, they can always be used as something useful. (I: Anna)

Prior to the above interaction, the topic of the conversation was Tatiana's father, who forgot
where he had kept an important document. As Anna was renting Tatiana's father's flat, this
important document was found by her. Tatiana comments on her father as an exceptional and
unusual person (line 1). In lines 3-5, Tatiana gives another example, illustrating his father's
habit of keeping unnecessary stuff, such as unused but already expired medications. In so
doing, Tatiana uses quotation as a discourse strategy to dramatize the conversation between
her and her father, which entertains Ewa, Anna and perhaps Tatiana herself, as signaled by
their smiling faces and laughter.

Anna first comments on Tatiana's father's insistence of keeping expired medications,
as we can see in line 6. In this line, Anna can be regarded as showing agreement with
Tatiana's father. She, however, bursts out laughing upon completing her utterance. Anna's
laughter perhaps indicates that she is simply joking, and that she is entertained by her own
remark. In other words, Anna can be regarded as criticizing Tatiana's father in an indirect but
funny way. In line 7, Tatiana continues and quotes her father's remark to show his attitude
towards expired medications. That is, her father thinks that expired medications should not be
thrown away, as they can still be used as something useful in the future. In her response, Ewa
directly quotes Tatiana's quote from her father and further adds tak “yes,” which shows that
she agrees with Tatiana's father. Although Ewa's facial expression cannot be seen due to the
angle of the camera, judging from the whole interaction containing the above sequence, Ewa
can be thought of as not agreeing with Tatiana's father. Thus, Ewa's quote in line 8 can be
regarded as showing disagreement with Tatiana's father, but in an indirect and sarcastic way.
The humor comes from the indirect nature of her quote, of which the sarcasm is intensified by

2

her use of zawsze “always.” More specifically, Ewa's back-handed remark is constructed by
using quotation with an intensifier. Her humor is immediately appreciated by Anna, as
signaled by her smiling in the same line.

The above interaction has revealed that both Anna and Ewa use back-handed remarks
to show indirect criticism towards Tatiana's father, and that their back-handed remarks are
used in response to Tatiana's narration. While Anna and Ewa perhaps intend to use back-

handed remarks as a support to Tatiana's complaint about her father, their back-handed

remarks can also be regarded as a discourse strategy used to construct humor, regardless of
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their intention. Anna's laughter in line 6 perhaps indicates her intention to use this discourse
strategy to construct humor. Although I cannot say for certain whether Ewa intends to
construct humor via the same discourse strategy, her back-handed remark in line 8 is
appreciated by Anna, as signaled by her smiling. In a nutshell, in both Polish and Taiwanese
interactions, a back-handed remark is frequently used to build solidarity, uniting all the speech
participants as a whole in an ongoing interaction. While it is used to build rapport with one
another, it simultaneously is against someone outside this speech activity. The humor comes

from the indirect nature of this discourse strategy, which is reinforced by sarcasm.

5.3 The Use of Fictional Episode

As defined in the previous chapter, a fictional episode is an imagined situation created by a
speaker for a specific communicative purpose, such as creating humor. In analyzing data
from conversations among Polish friends, I have also observed examples of speech
participants using this discourse strategy to construct humor. While all the examples used in
this study indicate that the purpose of using this discourse strategy is to construct humor, it is
used in different ways. In the following, how this discourse strategy is used to construct
humor in conversations among Polish friends is illustrated and discussed.

Extract (24) is an interaction of Anna, Ewa and Tatiana. The conversation begins with
Ewa's question directed at Anna, which is based on a presumption that Anna has not seen
Ewa's boyfriend Leszek for a long time. After Ewa has gotten a positive answer, she
immediately creates an imagined situation, in which Anna wants to see Leszek. Ewa's use of

fictional episode as a discourse strategy brings about laughter.

Extract (24) [Anna (F), Ewa (F), Tatiana (F)]
01.  Ewa: Juz dawno go nie widziata$ chyba?
02.  Anna: Mateusza?

03. Ewa: Nie, Leszka.

04.  Anna: Dawno nie widziatam.

05. — Ewa: To jest.

06.  Anna: Spoko.

07.  Tatiana: Niech przyjdzie na moment.

08. Ewa: Leszek.

09.  Tatiana: Pokaz sig.

10. — Ewa: Chodz na chwile, bo Ania nie wiedziata, ze jestes.
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Translation

01. Ewa: Maybe you have not seen him for a long time?

02.  Anna: Mateusz?

03. Ewa: No, Leszek.

04.  Anna: I have not seen him for a long time.

05. — Ewa: He is here. [Ewa raises her right hand.] (L: Ewa) [Ewa stands up.]

06.  Anna: (L: Anna) Calm down. [Ewa walks to the door.]

07.  Tatiana: Let him come for a moment.

08. Ewa: Leszek.

09.  Tatiana: Show up.

10. — Ewa: Come for a moment, because Ania (Anna) did not know you are here. [Anna
covers her face with left hand.] (I: Anna)

In the beginning of the sequence, Ewa presumes that Anna has not seen her boyfriend Leszek
for a long time, as we can see in her question directed at Anna (line 1). Anna subsequently
gives a positive answer (line 4). Anna's answer, however, is taken by Ewa as an indirect
request to see Leszek, as we can see in Ewa's subsequent response and action. In line 5,
Ewa's fo jest “he is here” followed by her hand gesture can be used as a signal that she thinks
that Anna wants to see Leszek and expresses her request in an indirect way. Following Blum-
Kulka's (1987) typology of request patterns based on the scale of indirectness, it is possible to
regard Anna's answer as an indirect request, more specifically via the use of a mild hint.>*
From Anna's subsequent response spoko “calm down” (line 6) to stop Ewa from bothering
Leszek, it becomes clear that her answer in line 4 is simply a statement of the fact that she has
not seen Leszek for a long time, not a request to see him. Ewa, however, ignores Anna's
response and walks to the door to ask Leszek to come in. Ewa's laughter in line 5 and her
ignoring of Anna's response spoko “calm down” perhaps indicate that she intends to
misinterpret Anna's answer in line 4. In other words, Ewa can be regarded as creating an
imagined situation, in which Anna wants to see Leszek but requests in an indirect way.

Ewa's use of fictional episode as a discourse strategy in this context further results in a
humorous effect. While Ewa entertains herself by getting immersed in her created imagined
situation, as signaled by her laughter in line 5, part of the funniness perhaps comes from
Anna's embarrassment, who does not intend to impose on Leszek. The embarrassing incident

is caused by Ewa's imagined, in which Anna asks her to tell Leszek to come in. Although

% According to Blum-Kulka (1987: 133):, there are nine request categories, including mood derivable (e.g.,

Clean up the kitchen./Move your car.), performative (e.g., I'm asking you to move your car.), hedged
performative (e.g., | would like to ask you to move your car.), obligation statement (e.g., You'll have to move
your car.), want statement (e.g., I would like you to clean the kitchen./I want you to move your car.),
suggestory formulae (e.g., How about cleaning up?/Why don't you come and clean up the mess you made
last night?), query preparatory (e.g., Could you clean up the mess in the kitchen?/Would you mind moving
your car?), strong hints (e.g., You've left the kitchen in a right mess.) and mild hints (e.g., We don't want any
crowding (as a request to move the car).).
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Ewa has heard Anna's spoko “calm down,” she chooses to ignore it. While she perhaps
intends to arrange a meeting for both Anna and Leszek, she simultaneously creates a chance
for Anna to impose on Leszek. In line 10, Ewa further makes it clear that it is Anna that
requests Leszek to come in, which has embarrassed Anna even more, as we can see in her
covering of her face with left hand.

It is interesting to note that creating a slightly embarrassing situation for a close friend
can be regarded as part of the process of negotiating friendships and intimacy. In analyzing
embarrassment and social organization, Goffman (1956) has observed that when an individual
is flustered because of embarrassment, s’he will make effort to hide this emotional state, as
each individual does not like to feel or appear embarrassed. However, as embarrassment is an
emotional state that cannot be faked, expressing it also indicates to others that the
embarrassed individual is trustworthy and pro-social (see Feinberg, Willer and Keltner 2012).
Weisfeld and Weisfeld's (2014) study has further indicated that the embarrassing situation
may be amusing and is not always accompanied by anxiety. The frequent and distinctive
smiling and laughter accompanying such embarrassment may signal the humorous aspect of
the embarrassing incident. In other words, embarrassment may consist of two universal
emotions (i.e., shame and humor appreciation) experienced by the victim or other speech
participants. In light of the above, close friends are more likely to show their emotional state
when they feel embarrassed, as it is a potentially humorous situation. Therefore, making a
friend embarrassed and seeing how s/he reacts to such an embarrassing situation can be
amusing sometimes. Functionally, both the embarrassed friend and others can also learn from
the uncomfortable position of the embarrassed friend. In addition, the embarrassed friend's
subsequent reaction might further trigger a series of exchanges and laughter.

The following is another example, in which the same discourse strategy is also used to
create humor. Different from Extract (24), in the following, the imagined situation is not
constructed by a single person, but is co-constructed by some of the speech participants. The
following sequence illustrates this point, in which two fictional episodes are co-constructed
by some of the speech participants to make fun of Pawel. It is because Pawet is so focused on
the computer game that others have to wait for him.  Laughter, smiling and other

contextualization cues can be observed during the whole interaction.

Extract (25) [Leszek (M), Ewa (F), Dominik (M), Pawet (M), Jacek (M)]
01. — Leszek: Dobra to my si¢ najebmy, bo Pawet to juz chyba nie schodzi.
02. — Ewa: Fajnie, ze wpadliscie.
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03.  Dominik: Cicho tam! My bedziemy grac.

04.  Leszek: Kurwa no chujowo, ze si¢ tego nie da pusci¢ na ten no...
05. Pawel: No wiem, probodj¢ wiasnie cos z tym zrobic.

06. — Dominik: A tam porno.

07. — Leszek: I jeszcze dzwigk w tym.

08. — Dominik: My czekamy az pusci Aliena, a on...

09.  Pawel: Chtopaki, spokojnie, zaraz.

10. — Jacek: Pawel, moze zgasimy $wiatlo? Bedzie lepie;.

Translation

01. — Leszek: [Leszek looks at Pawel, who is playing the video game with an immersive
virtual reality headset. Leszek then turns to Dominik sitting next to him.] We had better
go and get drunk, because maybe Pawel has already decided not to leave the game. (L:
Leszek) (I: Dominik, Ewa)

02. — Ewa: It is good that you came over. (L: Leszek)

03.  Dominik: [Dominik looks at Ewa.] You be quiet! (I: Dominik) We are going to play it.
(S)

04.  Leszek: Damn it, well, do not put that on that...

05. Pawel: Well, I know. I am just trying to do something with it. [Leszek looks at
Dominik, nodding his head.] (I: Leszek, Dominik)

06. — Dominik: But there is porn over there. [Dominik points at Pawel.] (L: Dominik) (1:
Leszek)

07. — Leszek: And there is even sound in it. [Leszek points at Pawet.] (I: Leszek) [Leszek
starts singing a song from a porn movie and shakes his body.] (L: Dominik)

08. — Dominik: [Dominik turns to Jacek.] (L: Dominik) We are waiting to play alien, but
he...

09. Pawel: Boys, calm down, soon.

10. — Jacek: [The music of the video game plays.] Pawel, maybe we turn off the light? It will
be better. (1: Jacek) [Jacek pretends as if he is giving a massage to Pawet.] (L:
Dominik) (I: Leszek, Ewa)

In the beginning of the sequence, Leszek tells Dominik that Pawet does not show any sign of
allowing others to play the game (line 1). His laughter and his use of the vernacular form my
sie najebmy “we go for a drink and get drunk” frame his complaint-like utterance as simply
joking, which is understood by Dominik and Ewa, as signaled by their smiling faces.
Although Leszek can be regarded as proposing to go for a drink, he in fact is showing his
frustration in a funny way. Ewa further treats Leszek's complaint-like utterance as an
invitation to co-construct a fictional episode, as evidenced in her subsequent remark Fajnie,
ze wpadliscie “It is good that you came over” (line 2). In Ewa's constructed fictional episode,
all the guests will be leaving for a drink soon. It is not clear whether Ewa intends to use this
discourse strategy to create humor, as Ewa does not show any signs. Leszek's laughter in the
same line, however, indicates that he is entertained by Ewa's utterance. In fact, the other

speech participant Dominik is also entertained. Although Dominik's utterance Cicho tam!

101



“You be quiet!” can be taken as a sign for being offended, his smiling in line 3 indicates his
appreciation of Ewa's humor. In other words, Ewa can be regarded as co-constructing the
fictional episode with Leszek to attract laughter and smiles.

The second fictional episode is also initiated by Leszek. Interestingly, although it is
Dominik that accuses Pawet of playing an adult erotic game (line 6), Leszek's non-verbal cues
should not be overlooked. In response to Pawel, Leszek turns to Dominik, nodding his head
and smiling. These non-verbal cues can be used as an invitation to tease Pawel, despite the
fact that both Leszek and Dominik know that Pawet is in fact playing an alien-related game.
Dominik's smile perhaps shows his understanding of them. As Pawel is wearing an
immersive virtual reality headset, others can pretend that they do not know exactly which
computer game Pawetl is playing. Dominik's laughter following his accusation frames his
remark as play. His accusation can be regarded as a subsequent move in co-constructing a
fictional episode for Pawet. Following Dominik, Leszek further indicates that the music of
the adult erotic game can be heard (line 7). Leszek's support of Dominik's accusation also
entertains Dominik, as signaled by Dominik's laughter in the same line. Dominik further
implies that Pawel is so immersed in the adult erotic game that others cannot play the other
game (line 8). Dominik's gaze directed at Jacek can be regarded as an invitation to join the
teasing squad, which is quite successful. Although Jacek was simply observing when Leszek
and Dominik co-constructed the fictional episode for Pawel, he joins the teasing squad when
he is invited by Dominik. In line 10, Jacek suggests to turn off the light, as the atmosphere
will probably make Pawel more comfortable playing the adult erotic game. Jacek's smile
suggests his intention to frame his suggestion as play. His suggestion followed by his body
gesture further attracts laughter from Dominik and smile from Leszek and Ewa.

It is interesting to note that while the co-construction of the fictional episode is
signaled by many contextualization cues, the source of the co-construction is based on a we
vs. him contrast. For example, in line 8, Dominik's first-person plural pronoun my “we” has
constructed Dominik and others as a whole against on “he,” namely Pawet, who keeps
playing the “adult erotic game.” Indeed, the use of the first-person plural pronoun implies
both authority and communality. As Pennycook (1994: 175) has stated, “/[The first-person
plural pronoun] is always simultaneously inclusive and exclusive, a pronoun of solidarity and
of rejection, of inclusion and exclusion.” However, as a victim of the humor, Pawet is also
invited to co-construct the fictional episode, as evidenced in the use of the address form in

line 10. In the above sequence, both the proper noun Pawef (line 1) and the third-person
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singular pronoun on “he” (line 8) are used as a third-person reference to Pawetl. In line 10,
however, the proper noun Pawef is used as an address form. Clearly, there is a pronominal
shift from the third-person reference to the second-person reference. More specifically, this
pronominal shift indicates Jacek's direct invitation to Pawet to participate in co-constructing
the fictional episode. It thus becomes clear that when this discourse strategy is used to create
humor, many contextualization cues can be observed. In addition, a speech participant may
also invite others to co-construct a fictional episode, perhaps by using gaze.

The following is another example, in which the fictional episode is co-constructed by
two speech participants. While the humor is created via the use of the same discourse
strategy, the funniness may also come from the listener's processing of the speaker's humor in
a created imagined situation. In other words, the listener has to carefully ponder on the
speaker's words to get the humor. In Extract (26), Pawel is playing an adult erotic game, in
which a woman is dancing in front of him.’” Leszek's further question directed at Pawet can
be regarded as constructing a fictional episode for Pawel, in which Pawel probably has

forgotten that he is not playing the game alone.

Extract (26) [Leszek (M), Pawel (M), Jacek (M), Dominik (M), Janusz (M)]
01.  Leszek: A mozesz si¢ rozgladac?

02.  Pawel: No kurwa.

03.  Leszek: Tak? O fuck man, musze to zobaczyc.

04. Pawel: Ale jakis$ kole§ mnie po jajach masuje.

05.  Leszek: Ja pierdole, dobra bania, nie?

06.  Jacek: Ja pierdole, ale to wirtualnie, wirtualnie.

07. — Leszek: Ty tylko pamigtaj, ze my tu siedzimy, nie?

08. — Janusz: Wtasnie powinno by¢ uczucie takiego 4D.

Translation

01.  Leszek: And can you look around?

02. Pawel: Yes, damn it.

03.  Leszek: Yes? (I: Leszek) Oh fuck man, I have to see this. (L: Jacek)

04. Pawel: But someone is rubbing my balls. (L)

05.  Leszek: Fuck, nice stuff, isn't it?

06.  Jacek: Fuck, but it is virtual, virtual. (L: Jacek) [Leszek leaves the room.]

07. — Leszek: [Leszek talks in the other room.] You only need to remember that we are
sitting here, don't you? (L: Dominik)

08. — Janusz: [Janusz looks at Dominik while giving a massage to Pawet.] There certainly
should be such a 4D virtual feeling. (L: Dominik, Jacek) (1: Janusz)

% According to the background information of the data, in Extract (26), Pawel is playing an adult erotic game,

whereas in Extract (25), he is playing an alien-related game.
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In the context where the above interaction takes place, Pawet is playing an adult erotic game
with an immersive virtual reality headset. In line 1, Leszek asks Pawetl whether he can look
around, as the game is in three-dimensional space. After getting a positive answer from
Pawet (line 2), Leszek shows his keen interest to play it. Pawel's self-disclosure ale jakis
koles mnie po jajach masuje “but someone is rubbing my balls” in line 4 portrays himself as a
victim of the dancing woman in the game, which triggers not only laughter (as indicated in
the same line), but also responses from other speech participants. For example, in response to
Pawel's self-disclosure, Leszek uses an imperative sentence ty tylko pamigtaj, ze my tu
siedzimy “you only need to remember that we are sitting here,” which is resolved into an
interrogative by his additional use of the tag nie “don't you,” as we can see in line 7. Leszek's
response, however, is not intended to seek an answer. While seeking an answer might be a
possible assumption encoded in Leszek's utterance, there is still the other assumption. In
other words, Pawel's live broadcast of his experience of being massaged by a dancing woman
might give other speech participants an impression that he is so involved in the game that he
probably has forgot that others are still sitting close to him. Leszek perhaps intends to make
manifest to Pawet that he is not playing the adult erotic game alone in his room and therefore
should not act as if no one were watching.

Leszek's response can be regarded as teasing Pawel, which elicits laughter from
Dominik (line 7). In addition, Pawel's self-disclosure in line 4 can be regarded as self-
deprecating humor, as his portraying himself as a victim of the dancing woman is self-
directed and elicits laughter. As the use of this type of humor shows that the speaker is not
afraid of revealing his/her own weakness, it helps evoke mixed feelings (e.g., pity, sympathy,
appreciation and love) from the listener towards the speaker (see Zajdman 1995). In the
above case, Pawel's self-disclosure successfully attracts such mixed feelings from other
speech participants, as evidenced in Leszek's reminder (line 7) and Janusz's offer on body
massage (line 8). Leszek and Janusz can be regarded as co-constructing a fictional episode
for Pawel to tease him, as they both assume that Pawetl is so immersed in the game in their
created imagined situation.

It is interesting to note that while Leszek's reminder can be regarded as a discourse
strategy based on using a fictional episode, its funniness also comes from the listener's
processing of the implication conveyed by the utterance. His utterance disguised in the form
of an imperative with a tag requires other speech participants to search for its implication in

such an interaction. That is, other speech participants have to take the addressee of his
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utterance, namely Pawel, into consideration. By combining Leszek's reminder and Pawel's
self-disclosure as a whole, Leszek's humor can be understood. Sperber and Wilson's (1986)
insightful relevance theory and Howard's (1983) schema theory can be used together to
account for Leszek's humor. According to Sperber and Wilson, a speaker's utterance conveys
a number of conversational implicatures. That is, his/her listener is always searching for
possible meanings encoded in each of his/her utterances. Having found the meaning that
most fits the listener's expectation of relevance, the processing will stop. On the other hand,
the assumption of the schema theory is that each person has schemata for many familiar
events, which can be used to fill in the gaps in an interaction. In other words, a person may
search for the most relevant meaning of his/her interlocutor's utterance(s) according to the
context where the interaction takes place, as well as his/her past experience. In sum, while
Leszek can be regarded as co-constructing a fictional episode with Janusz to create humor, he
is also inviting others to get ponder on Pawel's self-disclosure and get the implication encoded
in his reminder to Pawel.

A fictional episode may also be co-constructed by a group of speech participants.
Different from Extracts (25) and (26), the fictional episode is distinguished from the actual
world by the speech participants' intentional choice of the formal register in a conversation
among friends. In the following extract, Dominik, Leszek and Janusz co-construct a fictional
episode on purpose, in which certain linguistic features of formality can be observed. Such
features, however, might seem awkward in a conversation among close friends. The

awkwardness is the source of humor, as the following extract illustrates.

Extract (27) [Dominik (M), Leszek (M), Janusz (M), Ewa (F)]

01. Dominik: Aha, co$ si¢ nagrywa, tak? Aha, to trzeba.

02. — Leszek, czy ty tez czujesz si¢ dzisiaj wspaniale?

03. — Leszek: Alez oczywiscie, Dominiku. Uwazam, ze dzisiejsza pogoda wyglada naprawde
super.

04. — Dominik: Powiem ci, ze bardzo si¢ ciesze, ze spotkaliSmy si¢ dzi$ tutaj, w takim
bardzo naszym, fajnym dawnym gronie.

05. — Leszek: Nie $mialbym z tobg polemizowac.

06.  Pluszak,*® uzyj jakich$ madrych stow ze swojego stownika.

07. — Janusz: Asertywnos¢.

Translation

01.  Dominik: Aha, it is recording, right? [Dominik looks at the camera.] Aha, it is
necessary. [Dominik turns to Leszek.]

02. — Leszek, do you also feel great today? (I: Dominik, Leszek)

%8 Pluszak is a teddy bear-like plush toy and is used by others as Janusz's nickname.
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03. — Leszek: Of course, Dominik. (I: Dominik) I think that the weather today looks really
great. (I: Leszek) (L: Ewa)

04. — Dominik: [Dominik looks at the camera.] I shall tell you, I am very glad that we are
meeting each other here today, in such a good company of old friends. [Dominik turns
to Leszek.] (I: Dominik)

05. — Leszek: I would not dare to argue with you. (I: Leszek) (L: Ewa) [Leszek looks at
Janusz] (1: Leszek)

06.  Teddy, use some sophisticated words from your own lexicon.

07. — Janusz: Assertiveness. (L)

Prior to the above sequence, Ewa changes the position of the camera and asks the male speech
participants in a whisper not to curse or to swear that much. As a sarcastic response to Ewa's
request, Dominik changes his speaking style on purpose and talks in a more polite and formal
manner. For example, he addresses Leszek when asking a question (line 2). Dominik's
smiling further frames his formality as play, which is understood by Leszek, as signaled by
Leszek's smiling in the same line. In his response, Leszek also addresses Dominik in return,
as evidenced in the vocative form Dominiku (line 3). Leszek's smiling also frames his formal
speaking style as play. He continues and further uses weather as a topic of conversation. As
talking about weather is a good strategy to start a first encounter conversation with a stranger,
Leszek's use of it as a conversational topic with a friend is therefore awkward. Such
awkwardness is the source of humor, which makes Ewa burst out laughing.

Dominik and Leszek continue with their fictional episode, as we can see in lines 4 and
5.  For example, their choice of certain words has framed the casual conversation as
extremely formal, as if it were a formal speech delivered by an extremely old professor in a
gala dinner. These words/phrases used to mark formality may include ciesze si¢ “I am glad,” w
takim bardzo naszym, fajnym dawnym gronie “in such a good company of old friends,” and
polemizowac “argue.”  However, their smiling frames their formality as play and is
appreciated by Ewa as humor, as signaled by her laughter in line 5. In line 6, moreover,
Leszek further asks a question and invites Janusz to co-construct the fictional episode. His
question has framed the fictional episode as an interaction of intelligent people, who always
use sophisticated words. Janusz's response with a deliberately chosen word asertywnosc
“assertiveness” not only indicates his participation in co-constructing the fictional episode,
but also is an expression of humor, which makes everyone laugh, as we can see in line 7.
While a person's use of a sophisticated word in a conversation may be an indicator of his/her
high intelligence, the intentional choice of it to show off one's educational background

regardless of its appropriateness in such a context may sound funny.
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According to Urbanova (2005), there are, in total, eleven types of dialogic structure
classified in accordance with the level of formality and the relationship between the speech
participants. As Urbanova has observed, in a first encounter conversation intended to seek
common ground and show respect to each other, the conversation is rather formal. The
features of formality may include “polite formulae, address and expression of appreciation”
(p- 159). As I have illustrated, the co-constructed fictional episode in Extract (27) is based on
the speech participants' intentional use of the formal register, such as their strategic use of the
address form and certain words/phrases and their choice of weather as a topic of conversation.
Clearly, these features belong to the first encounter conversation and are not expected in a

casual conversation among friends. The awkwardness, therefore, results in a humorous effect.

5.4 The Choice of Dramatic Expression

The choice of dramatic expression, as defined in the previous chapter, is a discourse strategy
used to result in a dramatic effect, so as to bring about laughter in an interaction. In analyzing
Mandarin data from conversations among Taiwanese friends, I have observed that a dramatic
expression can be either a metaphor or a fixed expression. This discourse strategy is also
observed in my data from casual conversations among Polish friends. The following extract
is from a conversation about Ewa's father. Her father is a doctor, but he does not know how to
take care of himself. In commenting on Ewa's father, Tatiana uses a fixed expression to result
in a dramatic effect. Tatiana herself is immediately entertained by her use of this fixed

expression, as the following interaction shows.

Extract (28) [Ewa (F), Tatiana (F), Anna (F)]

01.  Ewa: M¢j tata operowat ze zkamanymi zebrami, przez miesigc.

02.  Tatiana: No co ty?

03. Ewa: No tak, bo on nie po6jdzie do lekarza, bo jego tylko boli, trzy Zzebra miat
ztamane po nartach.

04. — Tatiana: Lekarz si¢ znalazl!

05. Ewa: Naprawde, najgorzej to lekarza wyleczy¢.

06. Anna: Szewc bez butow chodzi.

07. Ewa: No naprawde, to jest adekwatne idealnie.

Translation
01. Ewa: My father has been performing operations for people with broken ribs, for a
month.

02.  Tatiana: [Tatiana looks at Ewa with eyes wide open.] Really?
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03. Ewa: Well yes, it is because he is not willing to see any doctor, since it only hurts.
Three ribs got broken while skiing.

04. — Tatiana: [Tatiana looks at Ewa.] What a good doctor. (L: Tatiana) (I: Ewa, Anna)

05.  Ewa: True, the worst thing is to treat a doctor!

06.  Anna: [Anna looks at Ewa.] A shoemaker walks without shoes. [Anna swings her left
hand upward.] (L: Anna)

07.  Ewa: Well true, this expression is perfectly adequate for him.

The above interaction begins with Ewa's mentioning of her father's recent life. Ewa's father is
a doctor. From line 1 it its known that her father is an orthopedist and has been working for a
month. He, however, broke three of his ribs while skiing and was not willing to have the
broken ribs checked by another doctor (line 3). Lines 1 and 3 can be regarded as Ewa's
complaint about her father. As her father is also a doctor, more specifically an orthopedist, he
should know that as a wounded patient, he should take a break from his work or at least not
perform any operations. In addition, he should have his broken ribs checked by another
doctor. He, however, still chose to work with broken ribs and was not willing to see a doctor.
Both Tatiana and Anna comment on Ewa's father's behavior in different speaking turns (lines
4 and 6). Their comments are immediately approved by Ewa, as we can see in her use of
naprawde “true” (lines 5 and 7).

It is interesting to note that Tatiana's comment Lekarz si¢ znalazt! “What a good

"7

doctor!” results in a dramatic effect in this context. The Polish verb phrase znalez¢ sig
literally means “to find oneself.” It is used in a context in which someone finds him/herself in
a position that gives him/her authority to comment on others or teach them something.
However, this person is not considered by others as authoritative and s/he therefore does not
have the right to comment or teach. This verb phrase later becomes a fixed expression and is
used to refer to someone's self-centered behavior in a sarcastic way. As this fixed expression
is frequently used as criticism to attack someone, Tatiana's use of this fixed expression implies
that Ewa's father is a bad doctor. This, however, is not true. Recall that in the beginning of
the above sequence, Ewa complains about her father for not being able to take care of himself.
This also results from her father's identity as a doctor. Focusing on Ewa's father's identity as a
doctor, Tatiana comments with this fixed expression. As Lekarz si¢ znalazi! “What a good
doctor!” is frequently used to mock a bad doctor, and that Ewa's father simply does not know
how to take care of himself because he is a doctor, Tatiana's use of it to refer to Ewa's father
therefore results in a dramatic effect. The dramatic nature of using this fixed expression in

this context is the source of humor. Tatiana's use of this fixed expression can be regarded as a

discourse strategy to create humor. Indeed, Tatiana herself is immediately entertained by this
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expression, as signaled by her laughter in the same line. Smiling of Ewa and Anna also
indicates their appreciation of Tatiana's humor.

In my data I have also observed that a referring expression can be used to result in a
dramatic effect to create humor. As a referring expression may refer to a member from a
group of people sharing common characteristics, using it to refer to someone in a talk-in-
interaction may directly connect this person to that group. As the connection as such is often
arbitrary and is not based on any actual facts, directly connecting someone to a certain group
helps dramatize the speech event. The dramatic effect comes from the speaker's direct
projection of the source domain (i.e., certain well-known traits of a certain group) onto the
target domain (i.e., the person being referred to), regardless of actual facts. In the following
extract, Mateusz uses the referring expression lewak “far leftist” to refer to Leszek in a

negative manner, as a means to tease him.

Extract (29) [Leszek (M), Mateusz (M), Pawet (M)]

01.  Leszek: Ale wtasnie nie pierdolisz stary, ale wtasnie nie.

02.  Stary widzisz, dzisiaj gadatem. Dzisiaj nawet jadgc samochodem z moim ojcem
gadatem na temat komuny wlasnie z moim ojcem jadac samochodem, nie?

03. Imoéwie mu tak: ,,Jak to byto podczas tej komuny? Bo kurwa caty czas mi mowisz, ze
bylo zajebiscie i w ogole wszyscy mieli robote, ale co z tego, jak wy nigdy nie
mogliscie nic kupic.”

04. A on powiedzial tak: ,,Komuna trwata tam powiedzmy 10 czy 15 lat, i to nie jest tak, ze
my nie mogli§my co$, czegos tego kupi¢ kurwa przez caty ten okres...”

05. No czy tam wigcej nawet, dobra wigcej, wiecej, tak dobra moze teraz dojebatem.

06.  Mateusz: No bylo od 1945 do 89-go.

07.  Leszek: No dobrze, to trwata w chuj lat cztowieku, a on powiedzial, ze tak naprawde
ten ocet stary 1 te kolejki i to wszystko.

08. I te kartki stary, gdzie naprawde chodzites z tg kartka i nie mogltes nic dostac.

09. To byto stary przez dwa ostatnie lata trwania komunizmu w Polsce.

10.  To nie bylo tak, ze przez caty okres nie mogtes$ dosta¢ nic.

11.  To bylo przez dwa ostatnie lata, kiedy juz na przyktad ludzie zaczynali si¢ buntowac
stary i...

12. — Mateusz: Mamy tu lewaka.

13.  Leszek: Co?

14. — Mateusz: Mamy tu lewaka.

15.  Leszek: Nawet nie wiem, co to znaczy, kurwa. Ty mi wez na ten temat nic nie mow.

16.  Pawel: Spytaj si¢ Korwina.*

Translation

01.  Leszek: But actually you are not bullshitting, man, but actually not.

02.  Man, look, I talked today. Today while driving a car with my father, I even talked with
my father about communism, actually with my father in the car, no?

03.  And I tell him like this: “How did it feel during the period of communism? It is

% Janusz Ryszard Korwin-Mikke is a libertarian conservative Polish politician.
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because, damn it, you are telling me all the time that it was fucking good and everyone
in general had a job, but also because of that you were not able to buy anything.”

04.  But he said like this: “Communism lasted, let us say, 10 or 15 years, and it is not like
we were not able to buy anything, damn it, not like we were not able to buy anything
all the time...” [Mateusz rolls his eyes, thinking in silence.]

05.  Well, it was even longer, okay longer, longer, okay maybe I now fucked it up.

06. Mateusz: Well, it was from 1945 to 1989.

07.  Leszek: Okay good, it lasted for fucking years man, and he said that it is true that all
you got were vinegar, man, and those queues.

08.  And those ration cards, man, where you could take the ration card and you could not
get anything.

09. It was, man, during the last two years of communism in Poland.

10. It was not that you could not get anything all the time.

11. It was during the last two years when people started to protest, man, and...

12. — Mateusz: We have a far leftist here. (L: Mateusz, Pawet)

13.  Leszek: What?

14. — Mateusz: We have a far leftist here.

15.  Leszek: (I: Leszek) I even do not know what it means, damn it. You had better not tell
me anything about that.

16.  Pawetl: Ask Korwin yourself. (L: Pawet)

The above interaction begins with Leszek's self-disclosure of what his father told him earlier
that day when taking a ride in a car. The conversation between Leszek and Leszek's father is
on the topic of communist Poland and is presented with directly quoted speech. In line 4, for
example, Leszek quotes his father's speech, saying that it is not true that people could not buy
anything during the communist era. In lines 9, 10 and 11 he further adds that it was only in
the last two years of communism that Poles had difficulty in buying things. Leszek's self-
disclosure can be regarded as showing his father's viewpoint towards communist Poland.
Without waiting for Leszek to finish his sentence, Mateusz interrupts, comments on Leszek's
self-disclosure and indirectly refers to Leszek as someone holding an extreme-left political
point of view. As evidenced in line 12, Mateusz uses the accusative case of the referring
expression lewak “far leftist” to refer to Leszek. Instead of calling Leszek a far leftist,
Mateusz's reference is presented in an indirect manner, as we can see in Mamy tu lewaka “We
have a far leftist here.” Mateusz's laughter in the same line frames his reference to Leszek as
a far leftist as simply “play,” which is perceived by the other speech participant Pawet as
humor.

The funniness of Mateusz's referring expression lewak “far leftist” comes from the
dramatic nature of it in this context. That is, Mateusz refers to Leszek as a far leftist while he
actually is not. From Leszek's presentation of his father's viewpoint, one may think of

Leszek's father as supporting the far-left regime during the communist era. Although Leszek
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presents his father's viewpoint as if he also held the same attitude towards communism, there
is no direct evidence showing that he is a far leftist. According to March and Mudde (2005), a
far leftist is radical first in the sense that s/he “rejects the underlying socio-economic structure
of contemporary capitalism and its values and practices” (p. 25).* Evidently, Leszek is not a
far leftist, as he simply presents his father's viewpoint, and that he is not a radical.
Interestingly, Leszek presents his father's viewpoint as if he was defending the
communist-dominated Polish government against Mateusz's accusation. This can be seen in
lines 9-11, in which Leszek's use of the address form stary “man” can be regarded as focusing
Mateusz's attention on his points, and that his continuous use of the sentence structure 7o
(nie) bylo... “It was (not)...” can be regarded as highlighting his points that Poles did not have
difficulty in buying things in the communist Poland (lines 9-11). As Leszek's presentation is
in an argumentative tone, Mateusz's use of lewak “far leftist” to refer to Leszek is perhaps
based on his use of such a tone, associating him with those radicals, regardless of the actual
facts. Although Leszek rejects Mateusz's humor, as indicated by his subsequent response (line
15), he is perhaps slightly entertained by Mateusz's humor, as indicated by his smiling in the

same line.

5.5 Highlighting Contradiction

In my data I have also observed that highlighting the contradiction between two events can be
used as a discourse strategy to result in a humorous effect. In an interaction a speech
participant may talk about two events that are usually regarded by most people as
contradictory, e.g., eating fast food vs. losing weight. While the connection between the two
events may seem contradictory in a normal situation, the speech participant may juxtapose
them as two closely related events. Instead of explaining the rationality of juxtaposing the
two events, the speech participant may choose to highlight the contradiction between them.
The funniness comes from their intentionally created contradiction. In Extract (30), Ewa talks
about her experience of going to an all-you-can-eat pizza festival, in which she could eat all
she could eat to her heart's content within a limited time period. She, however, mentions that
she was also going on a diet, thereby highlighting the contradiction between fast food and

diet.

%0 In March and Mudde's (2005) study, the term “radical left” is used.
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Extract (30) [Anna (F), Ewa (F), Tatiana (F)]

01.  Anna: Wiecie ja, kiedy ja ostatnio jadlam jakie$ jedzenie w Mc’u? Pitam kawe.

02.  Tatiana: Nie pami¢tam kiedy ja ostatnio jadtam fast fooda.

03.  Anna: To jedzenie.

04. — Ewa: Ja pamigtam, przed dieta, dzien przed dietg poszli$my na ostatni dzien
festiwalu pizzy. Pamigtam.

05. Tatiana: A ja nigdy w zyciu nie bytam na festiwalu pizzy, nie.

06.  Ewa: To jest takie fajne.

07.  Anna: Tez nie.

Translation
01.  Anna: Do you know I, when I ate something in MacDonald's last time? I was drinking
coffee.

02.  Tatiana: I do not remember when I ate fast food last time.

03.  Anna: It was food.

04. — Ewa: [ remember, before going on a diet, [Ewa moves her left hand with index finger
sticking out.] the day before going on a diet we went to a pizza festival, because it was
the last day. (L: Ewa, Anna) I remember.

05.  Tatiana: But [ have never been to any pizza festival in my life, never.

06. Ewa: It is really good.

07.  Anna: I have not, either.

The above sequence is from a conversation, in which Anna, Ewa and Tatiana are talking about
food. In the beginning of the sequence, the topic changes to fast food. In response to Tatiana,
who admits to having forgotten when she last ate fast food (line 2), Ewa claims that she still
remembers it. As can be seen in line 4, Ewa says that she went to a pizza festival the day
before going on a diet. The topic, then, changes to pizza in the subsequent speaking turns.

It is interesting to note that Ewa's additional information przed dietq “before going on
a diet” immediately follows her response ja pamigtam ‘I remember.” Ewa's hand gesture
perhaps further frames her additional information as play. Decomposing the word “diet,” we
may know that the semantic molecules*' of this word may include FOOD, THIN and EATING
LESS. On the other hand, fast food is usually considered by the public as containing a lot of
fat and calories, which are not healthy for those on a diet. The semantic molecules applied to
the word “fast food,” therefore, may include FOOD, FAT and UNHEALTHY. Clearly, Ewa's
additional information przed dietq “before going on a diet” can be regarded as highlighting
the contradiction between eating fast food and going on a diet.

Ewa further adds that she went to a pizza festival the day before going on a diet, which

can also be interpreted as her self-disclosure of eating too much pizza the previous day. In

*I In Wierzbicka's (1985a) study of animal terms, there are explications containing semantically complex

words. These words, according to Goddard (1998), are termed as “semantic molecules,” the semantic
competence or knowledge of native speakers.
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other words, while Ewa perhaps intends to result in a humorous effect by highlighting the
contradiction between “diet” and ‘“fast food,” the funniness also comes from her self-
disclosure of having eaten so much pizza that she had to go on a diet immediately the next
day. Ewa's additional information dzien przed dietq poszlismy na ostatni dzien festiwalu pizzy
“the day before going on a diet we went to a pizza festival, because it was the last day” also
entertains Anna, as indicated by her laughter. Ewa's self-disclosure also entertains herself, as
signaled by her laughter in the same line. In fact, Ewa's self-disclosure can be regarded as
self-deprecating humor,** which according to Zajdman (1995), helps create a positive image

in the sense that the speaker is not afraid of revealing his/her weakness.

5.6 Conclusion

This chapter is based on empirical data from interactions among Polish friends. Results have
shown that there are various discourse strategies used by Polish friends to construct humor,
including the use of quotation, back-handed remark and fictional episode. Speech participants
are also observed to choose a dramatic expression or to highlight contradiction to result in a
humorous effect. The functions of the five discourse strategies are summarized below.

Firstly, the use of quotation as a discourse strategy is frequently accompanied by
paralinguistic devices to enact the role of someone to result in a dramatic effect and further
elicit laughter and smiles. Secondly, while back-handed remarks can be used to construct
humor either intentionally or unintentionally, speech participants may also use them to
support another speech participant. Thirdly, the use of fictional episode is the most frequently
used discourse strategy to construct humor. A fictional episode can be constructed by a single
person or co-constructed by a group of people. In my data I have observed that a speech
participant may create an imagined situation to make another speech participant embarrassed,
so as to see how s/he reacts to such an embarrassing situation, which can be amusing
sometimes. In addition, when a fictional episode is co-constructed by some of the speech
participants, many contextualization cues can be observed. Speech participants may also use
the formal register to co-construct a fictional episode, which is distinguished from the actual
world. Fourthly, speech participants may use dramatic expression as a discourse strategy to

create humor, which may include a fixed expression or a referring expression. Finally,

42 See Sections 6.6 and 7.6.
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highlighting the contradiction between two events can be used as a discourse strategy to result
in a humorous effect. The funniness can be understood from the semantic molecules of the
contradictory events.

As my examples in Chapter Four and Chapter Five have shown, language use is always
strategic.  Verschueren's (1999: 56) theory of linguistic adaptation suggests that speech
participants constantly make linguistic choices “at every possible level of structure,” and that
they not only choose forms, but also strategies. To conclude, while humor can be used as a
strategy to reach different communicative purposes in social interactions, various discourse

strategies are also involved in the production of humor.
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Chapter Six
HUMOR IN EEER T KANG XI LAILE

My analysis in this chapter focuses on various humor types employed in & EE 3 T Kang Xi
Ldile. In his analysis of conversational joking, Norrick (1993) has observed a range of joking
types, including personal anecdotes, wordplay (e.g., punning, hyperbole, and allusion),
mocking and sarcasm. These joking types, as Norrick indicates, serve the interpersonal
functions of “self-presentation, testing and rapport-building” (p. 44). In this chapter, I attempt
to illustrate and discuss the interpersonal functions of different humor types in this program.
In Sections 6.1-6.8, I first categorize different types of humor based on their linguistic forms
and potential communicative functions. Then, I analyze and discuss how each type of humor
is employed in J EE 3K T Kang Xt Ldile, including the use of personal narrative, wordplay,
sarcasm, innuendo, other-deprecating humor, self-deprecating humor, self-bragging humor

and # JHE GH Wilitou “nonsense.” Finally, Section 6.9 concludes the findings in this chapter.

6.1 Personal Narrative

Tannen (1984) has indicated that many conversational devices (e.g., pace, overlap, rate of
speech, etc.) operating in story-telling are also found in other forms of talk. As she further
assumes, story is the prototypical narrative, which “recounts events that occurred in the past.”
Story-telling is also identified as one of the primary strategies for building rapport (Tannen
1989). More specifically, when we tell other speech participants a story about ourselves, we
simultaneously create solidarity and rapport with them, since “we present a self for
ratification by other participants in the conversation” (Norrick 1993: 43). Additionally, story-
telling is also a popular rapport-building strategy in many Asian cultures, which are more
likely to be other-oriented. In his study of small talks among Chinese friends, for example,
Chen (2009) has observed that Chinese people, in general, hold a negative attitude towards
“assertiveness and self-presentation” (p. 110). However, as he has further noted, while story-

telling is a self-effacing verbal behavior that contradicts the other-oriented image, Chinese
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people frequently tell stories about themselves, in the sense that their stories may not be
considered as gossips, and they therefore might escape from being accused of gossiping.

In FEEE2R T Kang Xt Ldile, moreover, many personal stories are funny anecdotes. To
attract the attention of the audience, the narrator very often dramatizes the speech event to
result in a humorous effect. Extract (31) illustrates this point, in which the host Cai asks his
invited guests, all mothers, whether their children would express gratitude to them after they
have done something for their children. One of the guests Xidozhe&n shares a humorous
anecdote about her and her daughter and successfully elicits laughter in the end of her
narration. As the following extract will show, although Xidozhén's personal narrative is
already a humorous anecdote if judged by its content, her use of direct quotation accompanied

by her constant hand gestures further helps reinforce its humorous effect.

Extract (31) [KXLL 05.31.2310]
01 ZEREsk @ AR BRI /NE > B OE i SRR S > Al > SR~ RS A
st AR iE AR 2
cai kang-yong: késhi nimende xidohdi, dang zuo wadn zhexié mafande shiqing, tamen,
nimen, nimen you xunlian tGmen shuo xiéxie nimen zheyang?
02. — /8 - & > BACHEHR © BIFKILE -
Xidozheén: hui, wo niiér hui ye. wo méici ti tun,
03.  ZEBEK : BLIRE M AT B E LE - it R B A 2
cai kang-vong: jiu ni bang ta anmo shénme zhexie, ta dou yao shuo xiexie ma?
04. — /N : 7 o (L RAT— PR RAMAAE] 152 H I - AR R A I
e o DRI IRASATE ? |
Xidozheéen: hui. danshi you yizhenzi wo jiu xunlian dao, yinwéi wo zhiyao td yao, biru
shuo wo na dongxi géi ta, wo jiu shuo, “na ni youméiyou shuo shénme?”
05. — WafE © [ RBiUeas - 1 JEkk -
ta shuo, “xiexie mamd.” zheyang.
= IR1% o T AR IRpAE o T HL it A R A -
ranhou, suoyi ta youshihou, érqié ta xianzai hdi hui wanydo.
07. — WaE © [ BRBUSAE - ) JEkK -
ta shuo, “xiexie mamd.” zheyang.
= B M E AR RAEE -
dui, ta dou hui wan de hen kudazhang zhéyang.
A% U —EE o B BRI
ranhou, suoyi yizhi dao, ddo, ddaozhiyu jiushi,
10, ZRRREZK - SRR B 2
cai kang-vong: zheyang xie ni you gaoxing ma?
11— /e - AR v BN > B 2% b A AR R
Xidozhén: hén gaoxing a, yinwéi ta zhende hen chéngken.
= REEUA BTN G A [ IRA A WAE ) R > AR Era [ -
ranhou ddozhiyu xianzai wo dou hui gén ta shué “ni youméiyou shuo shéme” de
shihou, ta dou hui shuo “xiexie.”
13. = LA A TRAE R AR IF > Bt © TR | WREEE s (578 ? IR AR
WEIERATIE 2 )

0

o))

0

o)

0

Ne)

1

[\
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Jjiu yizhiyu wo zai marén de shihou, wo jiu shuo, “ni kan! ni zénme hui bd zhege nong
ddo? ni youméiyou gén mama shuo shénme?”
14. — [ HBHELS |
“xiexie mama!”
15, ZERRK : i ERZEEINE » AN E 2
cai kang-yong: ta yinggai shuo duibugqi, duibudui?
16. /g EHRT

xidozhén: dul a!

Translation

01.  Cai Kang-Yong: But your kids. After you have done these troublesome things for
them, do they, you, have you taught them to say “Thank you?”

02. — Xidozhén: Yes, my daughter would say “Thank you.” Whenever I helped her with butt
tightening exercises,

03.  Cai Kang-Yong: Did she have to say “Thank you” after you had given her a massage?

04. — Xidozhén: Yes, [Xidozhén looks at the hosts and speaks with her left hand moving up
and down.] I even have taught her to the extent that, because whenever I gave her
something, [ would ask, “What are you supposed to say?”

05. — Then she would say, “Thank you, mommy.”

06. — So she sometimes, and recently she even bowed.

07. — She said, “Thank you, mommy.” [ Xidozh&n sits on the chair, stretches her both hands
and bows dramatically.] (L: X1)

08. — Yes, she always bowed dramatically.

09. — So she had been doing this till, and in the end, [Xidozhén speaks with her right hand
moving slightly forward.]

10.  Cai Kang-Yong: Did you feel happy when she thanked you this way?

11. — Xidozhén: Yes, because she seemed to be doing it sincerely. [Xidozhén speaks with her
both hands moving forward, palms up.]

12. — So whenever I asked her, “What are you supposed to say,” she always answered,
“Thank you.”

13. — It happened even at the moment when I scolded her. [ Xidozh&n speaks with her right
palm turned upward.] I told her, [ Xidozhén raises the volume of her voice and points at
the ground with the index finger in her right hand.] “Look! How could you pour this?
What are you supposed to say to mother?”

14. — [Xidozhen changes to a smiling face, stretches her both hands and bows again.] “Thank
you, mommy.” (L) (L: Xidozhén)

15.  Cai Kang-Yong: She was supposed to say, “I am sorry,” right? (L: Cai, X10)

16.  Xidozhén: Right! (I: Xidozhén)

In the beginning of the above sequence, Cai asks whether his guests, all mothers, would teach
their children to express gratitude when their children receive a favor from the parents (line
1). Then, one of the guests Xidozheén shares a personal story about her and her daughter.
Xidozhen’s narration is composed of utterances in different speaking turns, as indicated by the
arrows. In her narration, Xidozhén says that whenever she helps her daughter with butt
tightening exercises or gives something to her daughter, she would teach her to be thankful.

Her daughter, therefore, has cultivated the habit of expressing gratitude at all hours, even
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when she is supposed to apologize. In line 13, Xidozh&n quotes her own scolding remark to
her daughter, and in line 14, she quotes her daughter’s improper speech act. Xidozhen’s
imitating of her daughter’s overgeneralization of the speech act of thanking elicits laughter
not only from other speech participants, but also from Xidozhén herself. While Xidaozhén’s
laughter perhaps shows her appreciation of her own humor, it may also be used to signal a
play frame, thereby inviting others to join in the laughter.

It is also interesting to note that Xidozhén, in lines 5, 7 and 14, can be regarded as
directly quoting her daughter’s utterances 3 1 4% xiexie mdamd “Thank you, mommy,” as
she is imitating children's way of talking. Chen and Chen (2011a) have observed that in the
society of contemporary Taiwan, reduplicated address forms are more likely to be pronounced
in the order of a falling-rising tone and a rising tone in order to show intimacy. Therefore,
1% “mother, mom, mommy” is more likely to be pronounced by children as mdmad, instead of
mama (two high-level tones) or mama (a high-level tone followed by a neutral tone) when
they address their mothers. Furthermore, in line 7, Xidozhén’s direct quotation is
accompanied by hand gestures and body movement. By using direct quotation and the
performing body, Xidozhén successfully dramatizes her utterance and acts out the words of
her daughter. Xidozh&n’s non-verbal performance further elicits laughter from the hostess Xu.
In lines 13 and 14, Xidozhen further shows her daughter’s improper speech act in apologizing,
which is manifested in the host Cai's response (line 15). Cai’s elaboration of Xidozhén’s
funny anecdote and his subsequent laughter in the same line show his appreciation of
Xidozhén’s humor.

One may notice that, in the above interaction, direct quotation, hand gestures and body
movement are used to reinforce the funniness of the personal narrative, and that the laughter
immediately follows the directly quoted speech. The narrator Xidozhén also uses laughter to
frame her personal narrative as a funny anecdote. In fact, a narrator’s use of directly quoted
speech and exaggerated self-display as a booster to strengthen the humorous effect is not
uncommon in my Mandarin data, including those from casual conversations among
Taiwanese friends. Recall that in Sections 4.1 and 4.3, I have illustrated and discussed how
Taiwanese friends use quotation or theatrical performance as a discourse strategy to construct
humor because of the dramatic effect. The funniness of Xidozhén’s personal anecdote also
results from the dramatic nature of the two discourse strategies.

The above features are found to be more salient when the narrator tells about someone

else’s funny anecdote, despite the fact that the narrator's use of other-oriented topics in story-
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telling can lead to the risk of being accused of gossiping (see Chen 2009). In the following
extract, the host Cai asks the invited guests whether they still drink medicinal liquor to
strengthen their bodies. After answering the question, one of the guests Hongdulast shifts the
topic from medicinal liquor to a story of his friend Baiyin, whose breathing is repeatedly
interrupted. In his narration, HéngdulasT directly quotes Baiyin’s words and tells how Baiytin
thinks about his health problems. By using direct quotation to construct humor, Hongdulast
successfully evokes the image of Baiyun in a humorous way. Hoéngdiilas1’s ensuing laughter
also frames his direct quotation as play, thereby inviting other speech participants to join in
the laughter. The host Cai’s humorous response and laughter also show his understanding and

appreciation of the humor.

Extract (32) [KXLL 30.03.2012]

O1.  ZREEK : 5k IRMIERZA TS EEN T 2N 2
cai kang-yong: éi, nimen yinggai bu zai hé zhezhong jiii le, yaojiti hdi hé ma?

02.  pLERHiHE - ARG |
hongdilasi: dangran hé a!

03.  ILEHE : VAT !
shén yu-lin: hé a!

04.  JLERHHT - M HEAMEREE | AR o SLRRMA ~ AL A MR H
FEHEA -
hongdulasi: érqiée hui you gongyingshang ye! zhénde gongyingshang. jiushi women
you, you mouwei yirén ta feichangde zhuizhong ydangshéng.

05.  ZEREAK @ & -

cai kang-yong: shi.
06.  JLERHNHT : ek > HTE R AW o
hongdilasi: ta hui qu, bifangshuo qu lugii a.
07. ZERFEK : M o
cai kang-yong: en.

08.  PEHRHi T « Kk — LB EE > W LU LY AR

hongdilasi: qu zhdo yixié guanyu zhége, kéyi qing xié de nazhong jiii.

09. ZXEEJjk : OK o

cai kang-yong: ok.

10. — JPE#CH - R B > AREFE IR AR 0 THEWN > AR o IREH
SEEOEE T  RIMELF RN T - BRI HEER o 1 HREANEE
RE R o ]
hongdilasi: daddng limian, taigé meici dou hui gén baiyun jiangshuo, “baiyun a,
zhénde zhénde, ni zhénde shénti yao zhuyi yixia. ni nage duzi yijing bushi pang le, ta
limian dou shi xiide. érqié wo zhénde kandao nide lianse.”

- — A IR 32 a4 TR !
td youshihou zhanzhe dou hui dahii ye!

12.  1REREE - B B2 2

Xu xXi-yuan: qué ydang shibushi?
13. — BEERH I « it A — AR AR PRI ) IR ARRAR KR - IRAR S5 I ST« TIRETENE
WG 2 ) HCEN R AERERE o A 2 IR E IR A 2K

1

—_—
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hongdiilast: jiushi ta you yizhong nazhong hiixi de shihou hén dashéng, ranhou
pangbian jiu juéde, “ni shi zai shuijiao ma?” qishi ta bushi zai shuijiao, ta jiushi nage

qi xi bu shangldi.
14, ZKREK - W -

cai kang-yong: en.
15, — BEERRIIT A7 IRR(G L 1) IR A% > B3 — P ey B b
hongdiilast: youshihou shuijiao de shihou, shui dao yiban hui dudnzhande,
16.  ILERK : ¥ -
shén yu-lin: dui.
17. H%ﬁlﬁiﬁﬁ S IEPPOERS o ARBERMTRBIECAE > Tt © (REAEER—
° ]
hongdiilasi: tingzhi hiixi zhéyang. ranhou women jiu hén danxin baiyun, wo shuo, “ni
zhénde yao zhuyi yixia.”
18. — AZEH : [ILBAMRML - FRERCREHEMLF 7 > JRPIEE - )
baiyun shuo, “méiguanxi la, wo dou yijing zhunbéi hdo le, wusuowei.”
19, IREREE - BRI T > AR ?
Xu xi-yuan: kankai le, shibushi?
20, ZEBREIK - HUE - HHE
cai kang-yong: huoda, huodda!
21, SREHEE © BERR P b SE !
wu ming-zhii: shuimidan zhongzhi zheng la!
22, JEERHI o HHEES
hongdilasi: dui dui dui!

Translation

01.  Cai Kang-Yong: You no longer drink this kind of wine, right? Do you still drink
medicinal liquor?

02.  Hongdilasi: Of course, we drink it!

03.  Shén Yu-Lin: We drink it!

04. Hongdilasi: And there are always suppliers, real suppliers! We have, there is a
entertainer who cares a lot about regimen.

05. Cai Kang-Yong: Yes.

06.  Hoéngdilast: He goes to, for example, he goes to Luglt Township.

07.  Cai Kang-Yong: Okay.

08.  Hongdilast: To find the liquor that can help clear blood vessels.

09.  Cai Kang-Yong: Okay.

10. — Hoéngdilast: In Celebrity Imitated Show, Brother Téi is telling Baiyun each time he
meets him, [Hongdiilast touches the guest sitting next to him to imitate how Brother
Tai talks.] “Baiyun, seriously, you really need to take care of your body. Your belly is
not simply fat. Your fat belly shows that your body is weak. And I also see your weak
face.”

11. — Sometimes he snorts even when standing!

12.  Xu Xi-Yuan: Lacks of oxygen, right?

13. — Hoéngdilasi: [Hongdilast uses hand gesture and knits his eyebrows to show his
concern.] It is because he breathes loudly and those standing by him would think, “Are
you sleeping?” He in fact is not sleeping. He simply has a hard time breathing.

14.  Cai Kang-Yong: Okay.

15. — Hongdulasi: Sometimes when he sleeps, there will be a short period of,

16.  Shén Yu-Lin: Right.

17. — Hoéngdilasi: There are pauses in breathing. So we are worried about Baiytn. I told him,
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[Hongdiilast points at the guest sitting next to him.] “You really need to be aware of
that.”

18. — And Baiyan answered, [HongdulasT raises his right hand and waves it.] “It is okay. I
have prepared myself for that. It is fine with me.” (L: Hongdulas1) (L)

19.  Xu Xi-Yudn: He has decided to move on, right?

20.  Cai Kang-Yong: Very light-hearted! He is very light-hearted! (L: Cai)

21.  Wu Ming-Zhii: He has got sleep apnea!

22.  Hongdulasi: Absolutely right!

In the above interaction, the original topic is on medicinal liquor, which is regarded by many
Taiwanese men as a tonic. In line 10, the topic shifts to the health problem of Hongdiilast’s
friend Baiyin. In line 17, Hongdulast quotes his own words to Baiyun to show his concern
for him. And in line 18, he further quotes Baiylin’s ensuing response. In this line, Baiyin
jokes about his own health problem as a response. We do not know, however, whether Baiyun
has uttered these words, since when a speech uttered in one context is repeated later in
another, it is fundamentally changed even if it is reported accurately (Tannen 1986, 1989).
Hongdiilast, however, successfully reminds other speech participants of the image of Baiylin
by directly quoting his remarks. As Baiytn is already a well-known comedian in Taiwan who
likes to joke about others and about himself all the time, Hongdulas’s direct quotation of
Béiyun’s self-joking behavior evokes the image of Baiyln and successfully elicits laughter
from other speech participants. His use of gestures also helps reinforce the funniness of his
direct quotation.

There are other things to note, in passing. Right after Hongdiilas1 finishes his direct
quotation of Baiyin’s words, he starts laughing, and then other participants also join in the
laughter. Therefore, we can say with a fair amount of certainty that Hongdulast perhaps
intends to highlight the funny part of his anecdote about Baiyun, thereby inviting other speech
participants to laugh with him. In lines 19 and 20, the host Cai and his co-host Xu elaborate
Hongdiilast’s narration about Baiylin. More specifically, the two hosts can be regarded as
elaborating Baiyun’s attitude towards his own health problem in a humorous way. In line 20,
for example, Cai laughs when he summarizes BaiyGn’s attitude as 3 3% huodd “very light-
hearted.” While this phrase may be used to refer to Baiyin as a very light-hearted person,
who is always optimistic about his life, Cai perhaps is also in an attempt to strengthen
Baiyun’s funny characteristics, but in a sarcastic manner. It is because the phrase #§#£ huodd
is frequently used in Buddhism or in f# £ chdnxué “Zen” as a philosophy of life. A person
who is % £ huoda is not only light-hearted and optimistic about life, but is more likely to

emphasize cultivating moral character and a nourishing nature. Such a person always lives a
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simple life and is indifferent to fame and fortune. Cai’s use of this phrase to conclude
Baiyln’s optimistic attitude towards his health problem, therefore, reinforces the contrast
between a Buddhist or a Zenist and a funny comedian. In other words, Cai’s verbal behavior
in line 20 can be regarded as a humorous response to build solidarity with Hongdilast. Cai’s
laughter further shows his understanding and appreciation of Hongdilast’s humor, as he and

Hongdilast both hold the same attitude towards Baiyun’s funny characteristics.

6.2 Wordplay

Different from a personal narrative that elicits amusement with story-telling, wordplay has
little to do with personal experience. As defined by Norrick (1993: 60), the use of wordplay
in a conversation is “to present a general self-image of someone willing to suspend the
conversational business at hand for a laugh, of someone attentive to the form of talk and its
potential for playful manipulation as well as for communication proper.” In my Mandarin
data, I have observed that participants hardly employ wordplay to elicit amusement.
However, wordplay successfully elicits laughter each time it is used by the participants. The
following extract is from the opening remarks of the program, in which the humor is based on
the use of wordplay by three speech participants: the invited guest Billie and the two hosts Cai
and Xu. In the episode which Extract (33) comes from, celebrities who are already mothers
are invited to talk about how they raise their children. Billie, however, is not only a mother,
but also a grandmother, since she already has grandchildren. Cai, therefore, teases Billie by
calling her tH £} ziimii “grandmother,” implying that Billie is the oldest of all the guests. In
response, Billie proposes another address form, which is based on the use of wordplay. Her
proposal, however, elicits more teasing from the two hosts, which is also based on the use of

wordplay.

Extract (33) [KXLL 05.01.2010]
01.  ZEREIK © S RAFRERAR T > WSUGAT Buh—8e 4k » JUGHH AR DIAREE -
cai kang-yong: jintian de kangxildile, mamda dou yao zhan yi zheng ji, zhi you ziimii
keyi zuozhe.
02.  BODTLAL > W > BRI !
huanying wiwei, hai, nimen hdo!
03. fREEHE : #C o
Xu xi-di: huanying.

04.  SEHEA : 1+ WRECHORARLEEES o HRALE |
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cai kang-vong: ni, ni zhénde shi ziimii ye, ni zuozhe ba!
05.  IRERDH : FLIB IR R BB > G5RIRERy 1B EF NG °
Xu xi-di: wo yiwéi ni shi yinwei zunzhong td lie, jieguo ni shi wéile yao xiiru ta ma?
06.  ZRBEAK : AHBEZEEIE | MR A v BN A i HE BRI |
cai kang-vong: zimii shi ziinzhong ba! ta méiyou bu gaoxing biérén zhidao ta shi
zumit a!
07.  fREBGE : W] PE R pH BRI A B A R !
xu xi-di: késhi bei chéngwéi ziimii hdi shi youdidn shafengjing ba!
08. — LKA[ © &k > P REEHK |
billie: ei, wo shi tianmii éi!
09. — 1&EEf: © KAk ?
Xu xi-di: tianmii?
10. — A - G N REE > REHA—E -
billie: yourén shué wo shi tianmii, tianmii zhi you yige.
11 — ZEREK - ABRER ?
cai kang-yong: na dazhi shi?
12, — 1RERHE - TR B o

xu xi-di: wo rénailu.

Translation

01.  Cai Kang-Yong: Today, mothers have to keep standing till the end of the show, and
only grandmothers are allowed to sit.

02.  Let’s welcome our five guests. Hi! How are you? (L: X01) [Xu turns to the guests.] (L)

03. Xu Xi-Di: Welcome.

04. Cai Kang-Yong: You, you really are a grandmother. You can keep sitting! (L) (L: Cai)
(L: Billie)

05. Xu Xi-Di: [Xu turns to Cai.] (I: Xu) I thought you were showing respect to her, (L:
Cai) but turned out to be insulting her? (L: Cai)

06.  Cai Kang-Yong: Calling her grandmother is also showing respect! She is not unhappy
that others know that she is already a grandmother!

07.  Xu Xi-Di: [Xu turns to Cai.] But to be called grandmother still spoils the fun!

08. — Billie: Hey, I am Tianmi (fashion pioneer)! [Billie speaks sternly.]

09. — Xu X1-Di: Tianmiu (District)?

10. — Billie: Someone said [ am Tianmi (fashion pioneer). There can only be one Tianmi
(fashion pioneer). [Billie gives the hand gesture with her index finger up.]

11. — Cai Kang-Yong: And who is Dazhi Area? (L) (L: Billie)

12. — Xu X1-Di: I am Rénai Road. [ X1 points at herself.] (L: Xa) (L)

In the beginning of the sequence, Cai can be regarded as teasing Billie. In line 1, he first
states that only grandmothers have the privilege of sitting on the chairs. Of all the invited
guests, only Billie is a grandmother, but she does not look old and is quite energetic.
Therefore, there is no need to single her out from other guests, in that she is not too old to
stand. Here, Cai can be regarded as teasing Billie in an indirect manner. He, then, directly
calls Billie fH B} zizmii “grandmother.” In response, Cai's co-host Xu points out that the
address form #H £ ziimii “grandmother” is an insult, in the sense that that no woman would

feel happy to be called this way (lines 5 and 7). Here, X1 perhaps intends to highlight Cai's
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humor by creating the confrontation between Cai and Billie. As the conversation occurs on
the television variety show, Cai’s tease of Billie and X0’s subsequent enforcement of the
confrontation, therefore, is framed as play. In other words, they can be regarded as producing
humor to entertain their audience. In line 4, Billie’s laughter also signals her understanding
and perhaps appreciation of Cai’s humor.

In her response, Billie proposes another address form K £} tianmii (line 8). While K
B} tianmii can be a short form of [ (% K £F shishang tianmii “fashion pioneer,” it is hardly
used in this way. Billie’s self-reference as < B} tianmui “fashion pioneer” perhaps results
from her public image that she has taste in fashion. In addition, it is noteworthy that both fH
zumu “grandmother” and K HF tianmii “fashion pioneer” consist of the lexeme miu
“mother.” In other words, these two address forms are close in pronunciation, despite the fact
that they are completely different in meaning. Billie’s use of X £ tianmii “fashion pioneer”
as self-reference perhaps shows her intention to focus people's attention on her good taste in
fashion, mainly by rhyming. Interestingly, the word K £} tianmui is ambiguous, as it also
refers to a district in Taipei City. Billie's use of K B} tianmii as a self-reference term is thus
funny, as other speech participants and the audience may wrongly connect her self-reference
to that district in Taipei City. In other words, Billie's use of the word X £} tianmui can be
regarded as a humor type based on the punning wordplay. As Dynel (2010) has observed,
puns can be used to puzzle the audience purposefully. Cruz (2015) has also regarded puns as
a type of false texts,” which are intentionally used to “(mis)lead the audience through
ambiguity to an interpretation which, though seemingly plausible and relevant, is unintended
or incorrect” (p. 470).

However, as the humor based on the punning wordplay requires quick thinking, it very
often leads to silence, in the sense that thinking takes time, and that the humorous effect might
fade away during the thinking process. Indeed, as lines 8 and 10 show, no laughter follows
Billie's humor. Xu first casts her doubt towards Billie’s self-reference term (line 9). To
highlight the funniness of Billie's use of X B} tianmu to refer to herself, Cai intentionally
interprets the word K £} tianmui as the district in Taipei City, as evidenced in his question to
her: 3R K B & ? na dazhi shi? “And who is Dazhi Area?” (line 11). As revealed by this
question, if K £} tianmii, a Taipei City district, can be used as self-reference by Billie, then

the Dazhi Area must be used by someone for the same purpose. Obviously, Cai's humor is

8 Leekam (1991: 160) has identified many false statements, which may include mistakes, lies, jokes, irony,

hyperbole, banter, understatement and hypocrisy. Based on Leekam's categorization, Cruz (2015) has
further identified puns as a type of false texts.
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also based on the use of wordplay, initiated by Billie. As he has highlighted the humor
encoded in Billie's self-reference term, and that his humor is based on it, it therefore becomes
easier to understand. Cai's intentional misinterpretation of Billie’s self-reference term can be
thus regarded as an icebreaker, as evidenced in the laughter from other speech participants,
including the teased target Billie (line 11). In other words, Cai’s humor is appreciated by
other speech participants, including Billie herself. His use of wordplay further triggers his co-
host X10’s participation in the teasing. In line 12, X also uses the same type of humor by
volunteering to be Rénai Road. More specifically, both Cai and X0 can be regarded as
forming a conversational duet to tease Billie to attract laughter.

To conclude, wordplay is not a preferred humor type in my data from FEEEZR T Kang
Xt Ldile, as its cognitive processing can be time-consuming, and that it may lead to silence.
As the hosts of the program, whose responsibility is to liven up the program continuously, Cai
and Xu thus need to cultivate quick thinking, so as to help their audience get the humor in a
short time. In addition, there should be an unspoken, tacit understanding between the two
hosts, which may further help them form a conversational duet to produce more humorous

remarks.

6.3 Sarcasm

Sarcasm, as Tannen (1984: 130) defines, is a stylized way of talking that frames an utterance
or a string of utterances as “not meant literally.” The purpose of sarcasm is often hostile,
which distinguishes it from irony or joke. In her analysis of the parliamentary interpellations
in Taiwan, Kuo (1992: 254) has found that “sarcasm conveys hostile criticism and reprimand
in an indirect way” and is frequently used in criticizing one’s political opponents in a political
speech event. In the data, it is observed that sarcasm can be used as a humor type. In the
following extract, the host Cai asks one of the invited guests Andy, who is working as an
entertainment agent, whether he would stop any two of his male entertainers from acting like
a gay couple, such as cleaning and combing each other’s hair. In his response, Andy uses
sarcasm to indirectly attack the other guest Jiaotang to result in a humorous effect. Andy’s
sarcasm towards Jidotang further elicits laughter. His use of sarcasm as humor, however, also

makes him a good target for teasing.
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Extract (34) [KXLL 25.02.2011]

O1. 2R : FrDUMNSR R IR 32 55 e R MR R T Y B 52 > IR SL 20 MG IR 2
cai kang-yong: suoyi ruguo lidngge bangbangtang nanhdi zai canting zhengli duifang
de toufd, ni hui like hezhi ma?

02. — Andy : —3& - H—EGFEH : TIRMIZEAZRW !
andy: yiding. wo yiding hui ma shué: “nimen yao bu yao lian a!”

03. Al FEEEE  RMABIEEZ T IR -

Jidotang: you zheme ydanzhong? women buguo zhuage toufa éryi ye.

04.  ZRBEK : FEHEAHEAZRERIM 2 VR ARHAWIR 2
cai kang-yong: nong toufd you shénme buyaolidan de a? ni shi song chao rén a ni?

05. [B&sE(R : REIA -
lu jia-yi: song chao rén.

06.  ZEREK : BB 2
cai kang-yong: wei shénme?

07.  Andy : 2 > WABEENIEFEEWRAR. ..
andy: bu shi, yinwéi ouxiang yirén ni changchdng hui béi rénjid...

08.  ZEREK : g !
cai kang-yong: o!

09.  Andy : i fHiEHE LT -
andy: jiu shi yong zhége huashang dénghao.

10, ZKBEK - 18 !
cai kang-yong: o!

1. Andy : JRPIERA ~ HAGHE > BRIFMITRER -
andy: suoyi wo bu, wo bu hui xiwang, chufei tamen shi zhénde.

12, ZRBEK - ARARBIDESE B R FEAE TR S - IRWHCERE ?
cai kang-yong: na ruguo livu dé-hua bang chénglong zai nong toufd, ni yé gan
zheyang?

13. Andy : 2| ~ BITEFERZRAEN » RAGW > FAHL -
andy: liu, liu dé-hua bu shi wode yirén, wo bu hui a, wo bu gan.

14, IRERYE : WRARAEAR S e [IREAZRP L ) ..
xu xi-di: késhi ni bu juéde nanxing hui shué “ni yao bu yao lian a!” jiu shi...

15, ZEREK : EAIRE. ..
cai kang-vong: zhe ju hua...

16.  IRERS : EABREEF -

Xu xi-di: zhe bu xiang wéi-zhong ge.

17, KRR : EAGHR R
cai kang-vong: zhe ju hua hén giiguai.

18.  TRERTLH : SBR[ o
Xu xi-di: dui a.

19, ZEREK : WA TIRE A -
cai kang-yong: wo méiyou tingguo zhe ju hua.

20 ARERDE : iE IR o
Xu xi-di: zhe yé shi pola a.

21, £ERE - W -
jigotang: pola.

22, BRBEIK ¢ AbAREEER A 1R o
cai kang-vong: ta xiangyao shudi yizi ye.

23, fEEE PV o
jigotang: hdo képa.

24 BAEEIR - WICEIEL LM —T -
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lu jia-yi: wo xian huiqu anfii ta yixia.

Translation

01.  Cai Kang-Yong: So if two Bang Bang Tang boys are cleaning and combing each
other’s hair in the restaurant, would you stop them?

02. — Andy: Sure. I for sure will scold them by saying, “You two should be ashamed of
yourselves!” (L) (L: Andy)

03.  Jiaotang: (L: Jiaotang, Xu) Is it really that serious? We are only doing hair.

04.  Cai Kang-Yong: (L: Cai, Xu) What is wrong with doing hair? Are you from the Song
Dynasty?

05. LulJia-Yi: (L: Lu) From the Song Dynasty.

06.  Cai Kang-Yong: Why would you do that?

07.  Andy: (I: Andy) No, it is because as an idol or an entertainer, you are very likely to
be...

08.  Jidotang: Okay!

09.  Andy: to be connected to the image of being gay.

10.  Cai Kang-Yong: Okay!

11.  Andy: So I do not, I do not want them to act that way, unless they are in fact a gay
couple.

12.  Cai Kang-Yong: If Liu De-Hua was doing Jackie Chen’s hair, (L: X11) do you dare to
scold them?

13.  Andy: (I: Andy) Liu, Liu De-Hua is not my entertainer. I will not do this and dare not,
either.

14.  Xu Xi-Di: [Xu looks at Cai.] But don’t you feel that, when a guy says, “You should be
ashamed of yourself,” he is...

15.  Cai Kang-Yong: This remark...

16.  Xu Xi-Di: It is not the style of (my agent) Wei-Zhong.

17.  Cai Kang-Yong: This remark is weird.

18.  Xu Xi-Di: I agree.

19.  Cai Kang-Yong: I have never heard anyone saying that.

20. XU Xi-Di: He can be regarded as shrewish. (L) (I: Andy) [Andy clenches his right fist
and touches the chair next to him.]

21.  Jiaotang: Shrewish. [Everyone looks at Andy] (L)

22.  Cai Kang-Yong: He seems to feel the urge to throw away his chair.

23.  Jidotang: It is scary.

24.  LuJia-Yi: (I: Lu) Let me take him back to calm him down.

In this sequence, the host Cai asks the invited guest Andy what he would do if any two of his
male entertainers are acting like a gay couple, such as cleaning and combing each other’s hair
(line 1). In his response, Andy quotes his own remark uttered in the imagined situation
created by Cai, as in /R Z& 4> B g W | nimen ydo bii yao lidn a! “You two should be
ashamed of yourselves!” (line 2). Andy's self-quotation, according to Sams (2010), serves to
act out the mental state of the speaker, instead of demonstrating something that the speaker
knows to have happened in the past. Obviously, while Andy is showing his attitude towards

the inappropriate behavior of his entertainers in the imagined situation, he can be regarded as
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attacking the other guest Jidotang in the actual world, but in a sarcastic manner. It is because
in a previous conversation, Jidotang was also talking about a similar experience of him and
his close male friend. In addition, Andy's use of the second-person plural pronoun {8 {f
nimen “you” also signals a role shift from Andy's entertainers in the discourse world to
Jiaotang and his friend in the actual world. While Andy's humor is based on the indirect
nature of sarcasm via a role shift from the discourse world to the actual world, the funniness is
also based on the face-threatening force encoded in Andy's direct use of the second-person
reference. As argued by Kuo (2002), including the second-person singular pronoun {8 ni
“you” in questioning or accusing “explicitly exposes the target of the attack and directly
confronts it, and therefore strengthens the face-threatening force of the speech act” (p. 38). In
other words, Andy can be regarded as attacking Jiaotang and his friend in a sarcastic, but
extremely face-threatening way.

Andy’s use of sarcasm is framed as play by his laughter which immediately follows
his scolding remark (line 2). His humor is immediately understood and perhaps appreciated
by everyone, including the victim of the sarcasm Jidotang, as signaled by their laughter (lines
2 and 3). Although Andy’s humor successfully elicits laughter, he later becomes a good target
for teasing also because of his humor based on sarcasm. For example, the host Cai is the first
to show disagreement with Andy, as we can see in his rhetorical question: F¢JHEE A {1 B A E
Jig IR 2 nong toufi you shénme bityaolidn de a? “What is wrong with doing hair?” (line 4).
Here, Cai can be regarded as criticizing Andy’s thinking for being out of date, as he refers to
him as someone in the ancient world, i.e., K ¥} N\ song chdo rén “(someone) from the Song
Dynasty.”** Cai’s co-host X1, in line 14, also questions the appropriateness of Andy’s use of
the expression YR ZEANEREIN | ni ydo bu yao lian a! “You should be ashamed of yourself!”
As this expression in X0’s thinking is more like an expression by women, Andy’s use of it is
therefore absurd. X1 later concludes that Andy’s use of this expression makes him more like
a bad-tempered, nagging woman, as we can see in her choice of the dramatic expression 3 5
pola “shrewish” to refer to Andy, which also elicits laughter (line 20).

To conclude, Andy's humor based on sarcasm comes from other speech participants'
mental process of his scolding remark, which is further reinforced by the face-threatening
force encoded in his use of the second-person plural pronoun {8 1Y nimen “you.” While

Andy's humor makes him the target of teasing in the following speaking turns, he successfully

M RE song chdo “the Song Dynasty” (960-1279 AD) was an era of Chinese history. Also refer to Wikipedia
(http://en.wikipedia.org/wiki/Song_dynasty).
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extends the conversation centering on him, and perhaps also attracts the attention from the

audience of the program.

6.4 Innuendo

Innuendo, as defined by Fraser (2001: 323), is "an implied message in the form of an
allegation whose content constitutes some sort of unwanted ascription towards the target of
the comment." In the present study, innuendo can be used as a humor type, which is usually
found in the two hosts’ questions. Among them, many are asked not to elicit an answer, but to
result in a humorous effect. The following extract is on one of the invited guests Jiaotang’s
interpersonal relationship with his male friends. To elicit more laughter, the host Cai uses
innuendo to imply that Jidotang, Xu and their common friend Guod are gay. Taking the hint,
his co-host Xt joins him by using the same humor. Instead of rejecting the two hosts’ implied
messages, both the teased targets Jidotdng and XU seem to be in an attempt to cooperate with

the hosts to make the story more plausible and amusing.

Extract (35) [KXLL 25.02.2011]
01. — ZRBEK « IRIMABBRAEE DA > — A IKEA I 2
cai kang-yong: nimen you kanguo liadngge nanshéng yiqi guang ikea ma?
02.  FEHE : FRIMERA W H L IKEA -
jidotang: wo zudtian cdi gén guo yan-fii yiqi guang ikea.
03. D HARE » XA EANT !
Xu jian-guo: érqié ni kan, you zhdo lingwai yige rén le!
04. — ZEFREIK « IRIE B A B2 PR b 2 3R 0R {18 2 2
cdi kang-yong: ranhou lidngge rén tiao dao chudngshang qu shi nage chudangdian ma?
05.  FE4 : A | RAIEH—RYE > M EE R8> ROEIRER. .
jidotang: zheénde! women qu shi yizhang shafa, ta shuo yao mdi yizhang shafa, women
zai nabian shi...
06. bE S e R E R E R TR SRR -
Xu jian-guo: ta shuo denghuir hai yao gén guo yan-fii qu hé xiawiicha, dénghuir lu
wan.
07. — LRERYE : SEIFHIRA ~ IR AERIE 2
Xu xi-di: zhéjian shi ni you, ni you shéngqi ba?
08. DIRA > FREIE A BER) o FREEE AT REIRA R °
XU jian-guo: méiyou, wo ganggang cdi tingdao, wo shuo zénme keénéng méiyou wo ne?
09.  £E4E - B > A BASERE - RIERTEMEMIE —REH -
Jiaotdng: dul, ta youdidn sheéngqi shuo. wo zudtian zai nage wéibo chuan yizhang yan-
fil.
10. DR IREE AR -
Xu jian-guo: fang yizhang guo yan-fii de zhaopian.

129



1. i WAERMEEX -
jidotdng: yinwei women qu hé cha.
12, D H _EEEE TRhE - BbEF e
XU jian-guo: érqié shdngmidn xiéshuo “shuai o, shuaige.”
13. — 87K © S WBBIELEN Gay T | [BJEH 2
cai kang-yong: s, wo juéde zheji tai gay le! zénme ban?
14. — (REREE - S > IR IEZ A —RE R ERRIE 2
xu xi-di: dui a, nimen lidng yinggai you yiqi yang huangjinliequdn ba?
15, M SEARW > RIRAE -
Jjidotdng: yan-fii you ydng la, wo méiyou ydng.
6. ZEEEK : B—RHEEM -
cai kang-yong: wanyi shi guibingou.
17. AR E R b H AR S A E b RS A o A bR
2y -
Xt jian-guo: ta hai gen yan-fii shuo, ta shéngri de shihou yao jiao ta bang ta hua yige
huaxiang géi ta, song ta zuo shéngri liwu.
18. — ZRBEK © VRERWRAREIZEEI > FFad ] 2
cai kang-yong: ni ganma name chicu a, xu jian-guo?
19. 2 C
xu z'idn-guo’
20. AR (A
céng shao-zong. nimen haoxlang zai rélian o.
21 FEREGK : ARTE ~ IRTERUE S EHIR |
cai kang-yong: ni zai, ni zai zhizao méijian shi ye.
22. DIREW S RA S BRA A A !

XU jian-guo: méiyou a, méiyou, méiyou, méiyou, méiyou!

Translation

01. — Cai Kang-Yong: Did you ever see two guys doing shopping in IKEA? (I: Cai) [Andy
and Lu look at each other.] (I: Andy, Lu)

02.  Jiaotang: I happened to do shopping in IKEA with Gud Yan-Fu yesterday. (L: Jidotang)
L)

03. X Jian-Gué: See? He was with another guy again! [ X1 stretches his right hand to
point at Jidotang.] (I: Xu)

04. — Cai Kang-Yong: (I: Cai, Xa) And you two jumped onto the bed to test the quality of
the mattress?

05. Jiaotang: (I: Jiaotang) You bet! We were sitting on a sofa, because he said he wanted to
buy one, so we were doing this... (I: Andy, Lu, Xi1)

06. Xu Jian-Gud: He said he would meet with Gud Yan-Fu later to drink afternoon tea,
right after he finishes this show. [ X1 touches the shoulder of Jiaotang.] (L: Jidotang)

07. — Xu X1-Di: (I: Cai, X1) Did you get mad because of this? (L: Jiaotang)

08. X Jian-Guo: No, I heard of it just now, and I asked him why he goes without me. [Xu
looks at Jiaotang and pretends to be angry.] (I: Jiaotang)

09.  Jidotang: (I: Jidotang) [Jiaotang points at Xu while still looking at the two hosts.] Yes,
he was a little bit angry. I uploaded a photo of Yan-Fu to my blog yesterday. [Jidotang
stretches out his hand to imitate the act of uploading the photo.]

10.  Xu Jian-Gud: A photo of Yan-Fu. [Xu also stretches out his hand to imitate the act of
checking the photo.]

11.  Jiaotang: It was because we were drinking afternoon tea.

12.  Xu Jian-Guo: And he wrote “Such a handsome, handsome guy” beside the photo. [Xu
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turns his head towards Jiaotang again.]

13. — Cai Kang-Yong: S (X1), I think our show today is so gay! (L: Cai, X1) What should
we do with it?

14. — Xu Xi-Di: [Xu turns her head towards Cai and knits her eyebrows.] Right, [Xu then
turns her head towards Jiaotang and Xt and asks them in a questioning tone.] you two
are keeping a golden retriever dog at home, right? (L: Jidotang, X) (L)

15.  Jidotang: (Jiaotang, Xu) Yan-Fu has one, but I do not.

16.  Cai Kang-Yong: Maybe it is a poodle.

17.  XuJian-Guo: He also asked Yan-Fl to draw a portrait for him on his birthday, as a
birthday present. (1: Jiaotang) [ XU touches Jidotdng’s shoulder and then imitates the act
of drawing.]

18. — Cai Kang-Yong: Why are you so jealous of him, Xu Jian-Gu6? (1: Cai)

19.  XuJian-Guo: (S) (I: Xu) [Xu turns to the other side with deep resignation. ]

20.  Ceéng Shao-Zong: You seem to be passionately in love. (I: X1) (L: Jiaotang)

21.  Cai Kang-Yong: (I: Cai) You, you are making scandals of yourself!

22.  Xu Jian-Gué: No, no, no, no, no!

In the beginning of the conversation, the host Cai initiates a question, implying that two guys
doing shopping in IKEA is beyond people’s understanding (line 1). As IKEA is a store selling
furniture and housewares, it has successfully created an image in the mind of many Taiwanese
that a young couple can easily find what they need for their new home, and therefore usually
couples go there for shopping. Cai’s question can be regarded as an initial move, implying
that two men doing shopping in IKEA are very likely to be a gay couple. Instead of rejecting
the implied message encoded in Cai’s question, both the teased targets Jiaotang and Xu seem
to be in an attempt to be cooperative with the host to bring laughter, as in lines 2 and 3. In
line 2, Jiaotdng mentions that he just went to IKEA the day before, and in line 3, Xu
immediately responds to Jidotdng's remark. Xu’s response, however, may give other speech
participants and the audience an impression that he is jealous of Gud, whom Jiaotang went
shopping with in IKEA the day before.

In addition, Cai, in line 4, asks Jiaotdng whether he and his friend Gud jumped onto
the bed to test the quality of the mattress when they were in IKEA. As the word K chudng
“bed” in Mandarin may connect people’s thinking with sex, as evidenced in the phrase I i
shang chuang “to be on the bed, to have sex,” Cai’s question can be regarded as an expression
of innuendo, inviting others to make a connection. This type of humor, not surprisingly,
brings laughter from other speech participants. In lines 5 and 6, both the teased targets
Jiaotang and X are still cooperating with Cai to make the story more plausible. Following
their remarks, the hostess X1 joins the conversation and asks Xu whether he is angry with
Jidotang, as he went to IKEA with the other guy, Gud, the previous day, and is meeting him

again after the show. Xu’s question is also an expression of innuendo intended to elicit more
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interesting remarks from the teased target, namely Xu. In answering XU’s question, both Xt
and Jiaotang form a conversational duet, as we can see in lines 8-12, in which Jiaotang keeps
making his relationship with Gud and Xu controversial, and Xl keeps showing his jealousy.

Cai, in line 13, comments on the two guests’ answers to the questions by saying that
the show is so gay. Cai’s comment is also an expression of innuendo. Directly pointing out
that X1 and Jiaotang are gay is not amusing at all. Instead of doing that, Cai simply says that
the show today is so gay, implicitly inviting other speech participants and the audience to
speculate the relationship of Jiaotdng, XU and Gud. The analogical process in making a
connection between the two guests’ remarks and “gayness” also helps result in a humorous
effect. Xu, in line 14, asks another question, which is also an expression of innuendo. The
innuendo embedded in X@’s utterance is based on her mention of ¥ 4 & K hudngjinliequan
“golden retriever dog,” a sturdy, large-sized dog usually kept by a Taiwanese young couple as
a witness of their love. Also note that X’s question {/R{M{fi JERZ A — B & B AN 2
nimen lidng yinggai you yiqi ydang huangjinliequdan ba? “You two are keeping a golden
retriever dog at home, right?”” agrees with Cai’s utterance in line 13. This is evidenced in her
use of ¥} Wi dui a “right” placed before the question. According to Kuo’s (1998)
investigation, when ¥}l dui a “right” appears in the initial position in a turn unit, it functions
as an agreement token to affirm the other interlocutor’s utterance in the prior turn.* It,
therefore, seems reasonable to suppose that X1 is implying that Jidotdng and Gud are a gay
couple. Both the teased targets Jidotang and Xu are still in cooperation with the hosts to make
the story more plausible and entertaining. Jiaotang, in line 15, says that his friend Gud does
have a golden retriever dog at home; that is, the hostess X1’s speculation is partially true. The
other teased target XU changes the topic and adds that Jiaotang also asked Gud to draw a
birthday card for him (line 16). Xu’s utterance, not surprisingly, attracts more teasing not
only from the host Cai (line 18), but also from the other guest Céng (line 20).

It is interesting to note that in line 18, Cai describes XU’s responses in prior turns as 1z,
B chicii, which literally means “eating vinegar.” This metaphor is used to describe the
jealousy caused by the third person that appears between two lovers or between a couple.
According to Xu's (2011) investigation, the phrase Wz fif chicu that connotes jealousy first
appeared in the Tang Dynasty (618-907 AD). Chen's (2012) study of food metaphors in

% Kuo’s (1998) investigation shows that ¥J I dui a “right” has three functions in Mandarin spoken discourse

depending on where it occurs in a turn unit. It functions as an agreement token in a turn-initial position.
When it appears in the turn-final position, ¥f ] dui a “right” can close a talk, while at the same time
strengthening what the speaker has just said. Finally, when ¥} ] dui a “right” occurs in the turn-internal
position, it can acknowledge the listener’s minimal responses and confirm the speaker’s previous utterance.
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Taiwanese Mandarin has further pointed out that the production of phrases as such is arbitrary,
and that understanding these phrases requires the shared cultural background of speaker and
listener towards the language. Nevertheless, as Chen further argues, many of these phrases
are fixed expressions, which have been repeatedly used in interactions. Listener, thus,
understands the derived meaning of a fixed expression immediately.* Cai’s deliberate use of
this NZ & chicu to refer to XU’s responses in prior turns can be regarded as a fixed expression.
While it is also an expression of innuendo to implicitly construct Xl as gay, the humor is
quickly and correctly perceived by other speech participants. The other guest Céng, for
example, understands Cai’s humor and immediately joins in the teasing, as evidenced in his
phrase 7E #\ % zai rélian “be passionately in love.” The above interaction shows that
innuendo can be used a form of humor, which can be created by asking questions. These
questions are further based on the co-constructed fictional episode by the two hosts, in which
Xt is homosexual and is jealous for Jiaotang. Although there is no direct evidence showing
that the two hosts do not intend to seek an answer when asking a question, the questions
above successfully bring laughter. In pondering the how’s and why’s of the questions, speech
participants are very likely to get the derived humor encoded in them during the thinking
process.

In my data, I have also found that a referring expression, e.g., a proper name, may
contain an implied message to result in a humorous effect. Innuendo of this type is also
embedded in a question. To understand the humor as such, it very often requires the
“common knowledge” of a particular-language community. In other words, this type of
humor helps assume the in-group membership of the community. In the following, Extract
(36) is about Andy’s wife. As it is rumored that Andy got married in order to disguise his
homosexual orientation, and that among all the speech participants only Andy’s good friend
Lu (female) has seen his wife, the two hosts therefore ask Lu to describe what Andy’s wife
looks like. Humorous remarks appear in one of the hosts’ questions, as well as in Andy’s
ensuing response. As the extract will show, the humorous remarks are based on the use of

innuendo, which essentially is based on the use of proper names, e.g., names of celebrities.

Extract (36) [KXLL 25.02.2011]
01.  ZXREK : B3a1h > /N Andy ] > Andy BRAEFESSTE ?

cai kang-vong: lu jia-yi, xido andy shiqi, andy gén shéi zai jiaowdang?
02.  Ef3Edf MR AL W P RE.

lu jia-vi: tade nii péngyou cong gaozhong jiu zdi...

% See Morgan’s (1978: 274) term of “short-circuited implicature.”
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03.

04.

05.

06.

07.

08.

09.

10.

I1.

12.

13.

BEBRIK ¢ AHRA > IRBPEEA o A o IRBIEAA - FRATAEEEERILR -

cai kang-yong: lai ldi lai, ni dao zhebian lai, ldi, ni dao zheli lai, women you hua yao
wen ni.

TRERGE - > A 2 BF 2 REE

Xu xi-di: you yige, zhénde? hdo duo wenhao.

SRR ¢ WRER MR INA > ANE 2

cai kang-vong: ni gén ta shi hdo péngyou, dui bu dui?

Eﬁg ﬂg A:A\ : %’-ékﬂ- o
lu jia-yi: dui.

SRBRIK - MER BRI > IR IERZHVE -

cai kang-vong: ni zuowéi ta dud nidan de hao you, ni yinggai zhidao.

Btaath - HERAERRERIR IR -

lu jia-vi: qishi wo zhénde conglai méi hudiyi guo.

IRERE - WRARFRAT R R B E Y > SERA AR A R A B R B

Xu xi-di: ni gei women yige zui jiandingde, rang women yongyudn bu hui zai hudiyi de
liyou huo gushi.

BRBEK - AR EARIOK 2

cai kang-yong: ta jiushi ai td taitai.

TR K
lu jia-yi: en.

TRERGG - OROKA MR BT 2

Xu xi-di: ta taitai de waixing shi shénme yangzi?
BtE2e VB 0 IR -

lu jia-vi: e, juanxiu.

14. — FRERDE © AN REIERRMIF—FE ?

15.

Xu xi-di: bu shi pan méi-chén de na yizhong?
Baaln - e REE.
lu jia-yi: bu shi, shi hai man...

16. — Andy : PR R LEH] !

andy: wo hai lin liang-le lie!

Translation

01.  Cai Kang-Yong: Lu Jia-Yi, when Andy was young, whom did he date?

02.  Lu Jia-Yi: She was his girlfriend in high school...[Lu sometimes turn her head towards
Andy, who is sitting next to her.]

03.  Cai Kang-Yong: Come, you come here. [Cai asks Lu to go to their side.] (1: Lu) We
have to ask you some questions. [Lu walks to the two hosts.]

04. Xu Xi-Di: A girlfriend? I have got so many doubts.

05. Cai Kang-Yong: You and he are good friends, right?

06. LuJia-Yi: (I: Lu) Right. (I: Andy) [Andy cocks his head to one side with folded arms
and glares at Lu and the two hosts]

07.  Cai Kang-Yong: As his good friend for so many years, you should know something.

08.  LuJia-Yi: I in fact have never had any doubt of that.

09.  Xu Xi-Di: Give us a strong reason or story to never have a doubt again.

10.  Cai Kang-Yong: He really loves his wife? [Lu turns her head towards Andy.]

11.  LuJia-Yi: Yes. [Lu nods her head.]

12. X0 Xi-Di: What does his wife look like?

13.  Lu Jia-Yi: Well, she is beautiful and graceful. (L: Lu)

14. — Xu Xi-Di: Not the type like Pan Méi-Chén?

15.
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Lu Jia-Yi: No, she is more like... (L) (I: Andy)



16. — Andy: (L: Andy) It would have been more convincing if Lin Lidng-Lé had been
mentioned instead! (L)

In lines 1-11, the topic of the conversation focuses on Andy’s relationship with his wife.
While the two hosts are casting their doubts towards Andy’s sexual orientation, the invited
guest Lu (Andy’s good friend) helps to clarify Andy’s relationship with his wife. In line 12,
the hostess X1 asks Lu to portray the attributes of Andy’s wife. In her answer, Lu uses the
phrase 1§ 75 juanxiu “beautiful and graceful,” which is tagged as being feminine in the
Mandarin-speaking communities (line 13). Based on Lu’s description, XU casts a yes-no
question: AN EIE LRI —FE ? bu shi pan méi-chén de na yizhong? “Not the type like Pan
Mgéi-Chén?” (line 14). This question containing the name of a celebrity, namely ¥ 3€ J& pan
meéi-chén, can be regarded as a type of humor based on innuendo, as the bearer of the name is
a female singer known for her masculinity. While X0’s question can have many possible
readings, all of them seem to be focusing the attention of other speech participants (including
the audience) on Andy’s sexual orientation. When Xu intentionally connects Andy's wife to a
masculine female singer, she at the same time highlights Andy's preference for a masculine
partner, regardless of the truth. In other words, Xu's question is a humor type based on
innuendo, inviting others to question Andy's sexual orientation. The laughter in line 15 also
indicates that the Xu's humor is understood and is considered amusing by other speech
participants. Indeed, a proper name may have different connotations, which are associated by

different people, as claimed by Lyons (1977):

[M]any proper names have quite specific connotations, or associations. The connotations which one
person associates with a name may be different from the connotations which another person associates
with the same name, even in cases where both persons would use the name to refer to or address the
same individual (or set of individuals). When the bearer of the name is a historically, politically or
culturally prominent place or person, the connotations of the name of this place or person may be
relatively constant for members of a particular language-community sharing the same culture.

(Lyons 1977: 220)

XU’s use of innuendo as humor and the ensuing laughter that occurs in a split second
can be best accounted for by Morgan’s (1978: 274) term of “short-circuited implicature.” As
Morgan argues, when a linguistic expression (in our case the name of a celebrity) recursively
appears in a certain context, the speaker does not need to make any reference to it, but it is
still understood and correctly perceived by other speech participants who share the same
knowledge. As a member of the same language-community, the teased target Andy

understands Xu’s humor and responds with the same humor type, as we can see in line 16. In
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this line, Andy mentions another name #k | 4% lin lidng-le, a female singer also known for her
masculinity.*” Tt is interesting to note that this proper name is embedded in the sentential
construction F#& ... W wo hdi...lie, which is frequently used to show disagreement. Andy’s
utterance in line 16, therefore, can be regarded as his understanding and rejection of Xu’s
humor, but expressed in an indirect way. In fact, it is not uncommon to see an interlocutor
responding to an innuendo with another innuendo. In his analysis of Akan informal discourse,
Obeng (1994) has found that one interesting feature of akutia (innuendo) is that one can only
respond indirectly if his/her interlocutor uses akutia (innuendo).

To conclude, as innuendo is “an implied message in the form of allegation” (Fraser
2001: 323), understanding the humor based on it requires taking many factors into account.
Xu's humor, thus, serves to solidify the in-group membership of the Mandarin community, as
only the in-group members would get the funniness of her humor based on innuendo. On the
other hand, as innuendo very often requires a response based on innuendo (see Obeng 1994),
Andy's response via the use of the same type of humor also helps him assume his in-group
membership of the Mandarin-community. The analysis of the above extract has further
supported the argument that humor in a high-context society, e.g., Taiwan, serves to reinforce

the in-group solidarity.

6.5 Other-Deprecating Humor

In conversations, humorous remarks are at times created by means of deprecating others.
This type of humor, to borrow Brown and Levinson’s (1987) term, can be regarded as a face-
threatening act, since it is used by the speaker, i.e., the creator of the humorous remarks, to
threaten the positive face of the listener, i.e., the receiver of the humorous remarks. More
specifically, other-deprecating humor is employed by speech participants to disapprove or
criticize other speech participants, so as to elicit laughter. In Taiwan, more instances of this
type of humor are found in interactions on television variety shows. To elicit laughter from
the audience, hosts frequently deprecate their guests to construct humor. As this face-
threatening act is done to attract high viewing rates, both the deprecated guests and the

audience of the programs know that hosts' face-threatening act is only to result in a humorous

7 Using a celebrity's name to refer to someone (instead of pointing out the shared traits with that celebrity) is a

frequent discourse strategy used in Taiwan to tease someone in a talk-in-interaction. Taiwanese's preference
to use this discourse strategy to result in a humorous effect can also be seen in the translation of Japanese
comic books (See Appendix 1V).
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effect. In my Mandarin data from JEEEZR T Kang Xi Ldile, as most of the invited guests are
celebrities, the hosts' deprecating of their guests helps these guests receive more attention
from the audience. The following extract illustrates this point. In this extract, the hostess Xu
criticizes one of the invited guests Lit for releasing a nonsense product. By deprecating Liu
and her new product, X1 successfully brings the audience’s attention to Lit’s latest released

product and promotes it in a humorous way.

Extract (37) [KXLL 29.12.2010]

O1.  ZREEK @ #F > TEATMRFKWRIIAT ZHYE - BIH L EEIRAERT -
cai kang-yong: hdo, zai jieshao dajia daildi de péijian zhigian ne, liv zhén you yao ré
ni shéngqi le.

02.  ZREBGE @ AR > BZEERE W o R RKFERTEL » A EE 02N 2
Xu xi-di: bushi, yinwei zhege shangpin. nimen dajia pingpingli, you zhége biyao ma?

03.  ZEREK - wHWL
cai kang-vong: qing shuo.

04.  IRERDE : IRwHEEBEEEANA -

Xu xi-di: ni jidngjiang kan zhége néirong.

05.  BIE : B A8 B de Tt i F S EE 2% DVD o
liu zhén: zhege jiushi nage wo zuixin chii de wiiddo jidoxué dvd.

06.  LRERLS : OK > 4f > SREWAH(E: DVD » iEfEE Gy HEAR G 3 > SR 2
Xu xi-di: ok, hdo, widdo jidoxué dvd, zhége bufen dou hai hen héli o, dutbudui?

07. ZHE M.

liv zhén: en.

08.  TRERDE : N7 BREEA AR 2 -

Xu xi-di: yinwei wiiddo bénlai jiu xityao jidoxué.

09. ZIIL: ¥
liv zhén: dui.

10. — {RERHS © "R BB RIR N A EE -

Xu xi-di: késhi zhongdian shi ni you bu lihai.
1. ZRBEK - IRIERZ AR S ) Rl e 2
cai kang-vong: ni yinggai bushi yao jiang zheju hua ba?

12, IR G HE !
ni shi yao jiang biéde ba!

13 WREEEE E AR 2
ni zénme hui maochi zheyiju lai?

14, — ZRERDE © IR R EEPHOE |
Xu xi-di: ni shi xityao béi jido ba!

15, BIE - AL TR IR L E A RS A -
liu zhén: wo yé méiyou yuliao ganggang shuochii zheju hua ldi.

16. — ZEEEK « fb i 7 —(ESEEE# A DVD I ?

cai kang-vong: ta chiile yige wiiddo béi jidao de dvd ma?
17.  BlE : WA !
liv zhén: méiyou la!
18. — {RERH © FHHHFZ DVD |

Xu xi-di: ging jiaojiao wo zhi dvd!
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Translation

01.  Cai Kang-Yong: Okay, before I demonstrate our guests’ accessories, [Cai turns his
head towards X1, while Xu keeps looking at Lit1.] I have to remind you that Lia Zhén
probably will irritate you again. (L: Lit)

02.  Xu Xi-Di: (I: Cai) [X1 looks at Liu poker-faced and moves her right hand forward,
palm up.] No, my anger results from her product. Everyone can judge whether [ am
wrong. Is it proper to have this product? (1: X1)

03.  Cai Kang-Yong: (I: Cai) Please tell us.

04. Xu Xi-Di: Say something about your product.

05.  Lia Zhén: [Lit holds her DVD.] This is my latest released ballroom dancing
instructional DVD. [Liu looks at Xu.] (I: Lia)

06.  Xu Xi-Di: (I: Cai) [X1 stretches her right hand to stop Lii from talking and looks at the
camera.] Okay, a ballroom dancing instructional DVD. So far it is still reasonable,
right? [Xu turns her head towards Liu, looks at her and moves both hands forward,
with palms turned to the front.]

07.  Liu Zhén: Right.

08.  Xu Xi-Di: It is because ballroom dances need to be taught.

09.  Liu Zhén: Correct. (I: Lia) [Lit looks at X1 and nods her head to show agreement. ]

10. — X1 Xi1-Di: But the point is, you are not good at all. [Lit slightly bounces up from the
chair with eyes opend wide in surprise.] (L: Lia) (L)

11.  Cai Kang-Yong: [Cai shows his surprise by touching Xu’s shoulder.] (L: Xu) You did
not intend to say this, right?

12.  Ithink you intended to say something else!

13. How could you say this unexpectedly?

14. — Xu Xi-Di: You need to be taught instead! (1: X)) [Xu gives a pose of a professional
dancer and looks at Liu to deliberate provocation.] (L)

15.  Lia Zhén: I did not expect her to say this, either. (L: Lit)

16. — Cai Kang-Yong: Did she just release a DVD to show that she needs to be taught how
to dance? (L: Cai, Xu) (L)

17.  Liu Zhén: No! [Lit looks innocent and talks as if she felt wronged. ]

18. — X1 Xi1-Di: The title of that DVD is PLEASE TEACH ME HOW TO DANCE! (L: Cai,
Xu) (L)

The above interaction is from the opening of the program. Before the program begins, the
host Cai directs everyone’s attention to one of the invited guests Lil, by saying that she
probably will irritate his co-host Xu later. In line 2, Xu takes the speaking turn and directs
everyone’s attention to Liu’s latest released product, and in line 4, she asks her to introduce
her product, a ballroom dancing instructional DVD. In lines 6 and 8, XU agrees that such a
DVD is necessary, since ballroom dance must be taught. In line 10, however, Xu deprecates
Lia by saying that Lit is not a good dancer and therefore is not qualified to release a DVD
product like this. These remarks are face-threatening by nature, in the sense that Xu’s direct
criticism hurts the positive face of Liun. Xu’s face-threatening act, however, elicits laughter.
In line 14, XU adds that Lit needs to be taught, instead of teaching others. When she says

this, she also gives a pose of a professional dancer and looks at Liu to deliberate provocation.
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Her non-verbal act, more specifically her exaggerated pose, further frames her deprecation as
play. As Bateson (1972) suggests, when a hostile phrase is cast with a metamessage that
signals a frame as play, this hostile phrase should not be taken literally. It might convey
participant rapport instead. As Liu is a famous ballroom dancer in Taiwan, it is clear that Xu’s
words are not meant literally.

In line 16, moreover, Xu's co-host Cai joins and casts a question: It H{ 7 —1E 5% B 9%
1) DVD WG ? ta chiile yige wiiddo béi jiao de dvd ma? “Did she just release a DVD to show
that she needs to be taught how to dance?” This question also elicits laughter but is
immediately rejected by Liu in her speaking turn. In line 17, Lit uses the Mandarin negator 7%
A méiyou “no” combined with a sentence-final particle Mi la. As Wang (2008) and Wang,
Tsai and Ling (2007) have observed, the Mandarin negator % 7 méiyou “no” at the

interactional (pragmatic/speech-act) level can be used as a discourse marker, which performs

99 ¢¢ 2 ¢¢

such functions as “responding to provide information,” “correcting/clarifying,” “evading” and
“responding to praise and gratitude.” It is most frequently used to preface non-agreement.
Clearly, Lia’s use of &  Mi méiyou la “no” perhaps shows her intention to clarify that she
did not release a DVD to show that she needs to be taught. Ignoring Lit’s clarification, Xu
follows Cai’s created imagined situation, in which Liu has just released a DVD to show that
she needs to be taught how to dance. In line 18, XU further creates a title for this DVD by
using Z zhi, a Mandarin auxiliary word, which literally means “of” and is frequently used to
construct a formal title. Her use of Z zAf to construct the formal title of Lia’s DVD but in an
imagined situation is awkward, and therefore also helps reinforce the humorous effect. In
conclusion, while X1’s other-deprecating humor successfully elicits laughter, she also succeed

in promoting Li0’s latest released product in a humorous way.

6.6 Self-Deprecating Humor

Self-deprecating humor, by its literal meaning, is a humor type in which the speaker chooses

to belittle or mock him/herself in front of others in order to bring about laughter. As Zajdman

8

(1995: 337-338) observes, the use of self-deprecating humor has many advantages.*® It can

help evoke mixed feelings (e.g., pity, sympathy, appreciation and love) from the listener

8 «Self-deprecating humor” in the present study is termed as “self-denigrating humor” or “self-directed

humor” in Zajdman’s (1995) study. All the three terms can be categorized as the same type of humor in
which the speaker employs a self-denigrating face-threatening act to bring about laughter.
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towards the speaker, as the speaker is not afraid of admitting his/her own weakness. The
listener may feel a sense of superiority. However, the inferiority presented by the speaker in
his/her self-deprecating humor may also convey a message of superiority, as the weakness
s/he reveals may give the listener an impression that the revealed weakness is probably the
only one that the speaker has. In using self-deprecating humor, the speaker also creates a
positive image by showing that s/he is in control of the situation, while at the same time the
listener is left bewildered, as the listener cannot know what the speaker actually thinks about
him/herself. In brief, the use of self-deprecating humor contains a circular message: “I am
weak, I admit it. To admit means to be strong. So, I am strong” (Zajdman 1995: 338). In the
following extract, the hosts Cai and Xu ask the invited guest Andy to present the way he
scolds the entertainers of his company, of which he is the executive creative director. As
some of the ensuing questions seem to be aiming at teasing Andy, the hostess Xu uses self-
deprecating humor not only to entertain the audience, but also to cope with the potential risks

that these questions may trigger.

Extract (38) [KXLL 25.02.2011]
Ol.  ZRERLE : UFu > ARIR 2BURBIEEEN B ALFIREE -
Xu Xi-di: hdo la, na ni chéngxian ni xianzai zhénshide ma rén de zhuangtai.
02.  ZERREK : URUREIRERDEEE © [IRERLL - ARWCREHEER !
cai kang-yong: ni jin ma xu xi-di shuo, “xu xi-di, ni ruguo zai gan zhikong wo!”
03.  Andy : AE > FBHEEIAML > FIANS...
andy: bu yao, wo ma lu jia-yi la, wo pa xido s...
04.  ZKBEJK : Mg > OK -
cai kang-yong: o, ok.
05. B&ZEIR : RfHE 2
lu jig-yi: wei shénme?
06.  Andy : K ZARAMI -
andy: yinwei hen shou la.
07.  BEZZIG : BFWHL > BFW o
lu jia-yi: hdo la, hdo la.
08.  Andy : FRlat : [ BESR16 - IRTERRU 2 0 B8 > R - AHEEAHEE
andy: wo jiu shuo, “éi, lu jia-yi, ni zai ganma?” zhege, jiu shi, shenme shénme.
09.  ZEREGK - AW > R ) 5 ) AN 2 A AR IR
cai kang-yong: méiyou a, ta ganggang yan de bu shi zheyang a.
10, Besath 8 S
lu jia-yi: qishi, qishi!
11, £EHE : JE
jidotang: qishi!
12, B3l PHE B AR S -
lu jia-yi: pingchang ma rén de nazhong qishi.
13, AR« (R B REAS EAIAE SE A

jidotang: ni ma yingti danweéi nazhong qishi a.
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14, IREREE - A 0 [T TIRESEBAERS b RERETFRE SR -
xu xi-di: bu hui shuo, “ldozi hud le name dud gian zai ni shénshang, ni jingrdn géi wo
nachii zhezhong bidoyan.”

15.  Andy : o AREH TE£TF) o
andy: wo bu hui yong “ldozi.”

16.  IREREE © BN ~ IR~ IR !

Xxu xi-di: ldoniang, laoniang, ldoniang!

17. TRIRIET 28 1
“laoniang hud le duoshdo qian a!”

18, BESE(R : af IR T ?
lu jia-vi: jiang chiilai houhui le ba?

19.  Andy : &K |
andy: ai you!

20. A Andy B o
jigotang: andy gé.

21. Andy : FMEAH BN > AEEBRMAE [T AET ) ZH -
andy: women hui you zi chéng la, bu hui shi shué shénme “ldozi bu ldozi” zhilei de.

22, IREREL : URAEE 0 4RI Andy i 2 BB o |
xu xi-di: ni bu hui shuo, “jintian wo andy zhan chiiqu jiv shi yao zénmeyang.”

23, BREEIR  MAEHE A -
lu jia-vi: ta bu hui yong disan réncheng.

24, REREH 0 ASEIE 2
xu xi-di: bu hui ma?

25, Bl ¥ -
lu jig-yi: dui.

26, IRERGL - AREEEARRRY 2
Xu xi-di: bu shi zhezhong biantai de?

27.  gEEEM W -
lu jig-yi: en.

28. z;xt_ndy D BRERA BRI o AT RN I A U515 - IR R R BR ER W A
andy: wo chéngren youde shihou wo hui, yinwei kenéng xido shihou méiyou mama,
yinwei shi yéye ndinai dai da...

29.  ZRERGE A SRS o RAERA RIS T -

Xu xi-di: ta you xiang gei wo ban, ni bu yao zai géi wo ban wéngqing pdi le.

30 ZEREK : RIRHVE R > A
cai kang-vong: ni ban chii zhe yiju lai, women...

31 BREELR - K URERMAMEE -
lu jia-vi: ei, ni gen tamen jidng.

32. Andy : 67 > RN E BT LR o
andy: méiyou, shi héirén jiao wo yong zhézhdo duifu ni a.

33. — fRERGG © FATRIERLRIRANE ] 20 > RETEARE -

Xu xi-di: women liangge jiu shi méi rénxing chiiming de, ni haizai nabian.

Translation

01. Xu Xi-Di: Okay, so show us how you actually scold others. (I: Cai)

02.  Cai Kang-Yong: You can scold Xu Xi-Di, “Xu Xi-Di, if you dare to accuse me
again!”

03.  Andy: (I: Andy) No, I can present it by scolding Lu Jia-Yi instead. I am afraid of Xu
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04. Cai Kang-Yong: Oh, okay.

05. LulJia-Yi: Why me? (L) (L: Lu, Andy)

06.  Andy: It is because we are close to each other.

07. LulJia-Yi: Okay, okay.

08.  Andy: [Andy speaks with folded arms.] I would say, “Hey, Lu Jia-Y1i, what are you
doing?” Something like this. (I: Andy)

09.  Cai Kang-Yong: Really, she was not imitating like this.

10.  LuJia-Yi: More imposing manner! (I: Lu) [Lu stretches out her left hand forward and
shakes it a few times while looking at Andy.]

11.  Jidotdng: Imposing manner!

12.  LuJia-Yi: The imposing manner that you usually have in scolding others. (1: Lu)

13.  Jidotdng: The imposing manner that you have in scolding the people of the hardware
department. [Jiaotang also move his hand towards Andy.]

14.  Xu Xi-Di: Would you say, “Your father has spent so much money on you. How can
you give such a bad performance?”

15.  Andy: I have never used “your father” (as a self-address form). (1: Andy)

16.  Xu Xi-Di: Your mother, your mother, your mother! (L: Andy) (L)

17.  “Your mother has spent such a great amount of money!” (L) (1: Andy)

18.  LuJia-Yi: You must be regretting having said that, right? (L: Cai, X1)

19.  Andy: Oops! (L: Andy)

20.  Jiaotang: Andy.

21.  Andy: I do use self-address forms, but not something like “your father.”

22.  Xu Xi-Di: Would you say, “I, Andy, want you to...”

23.  LuJia-Yi: He has never used third-person singular (as a self-address form).

24.  Xu Xi-Di: Never?

25. LuJia-Yi: Never.

26.  Xu Xi-Di: Not any abnormal one like this?

27.  LulJia-Yi: No.

28.  Andy: I must admit that sometimes I would use the self-address form like this. Maybe
it is because my mother left when I was young. I was brought up by grandparents...

29.  Xu Xi-Di: [Both Cai and X stretch out their right hand to point at Andy.] (I: Cai, X1)
He is trying to win our sympathy again. Do not do that again.

30. Cai Kang-Yong: You seemed to mention it on purpose. (I: Andy) We...

31.  LuJia-Yi: You can tell them.

32.  Andy: (I: Andy) [Andy stretches his hand forward to point at the two hosts.] I did not
mean to do that, but Blackie suggested I should use this strategy to avoid your
questions.

33. — Xu Xi1-Di: (I: Cai, X11) We two are notorious for having no sympathy for our guests.
Why do you think it would work?

In the beginning of the above sequence, the hostess XU asks the invited guest Andy to
verbally and non-verbally present how he scolds his entertainers (line 1). As most of the
Taiwanese audience feel that XU frequently asks face-threatening questions on her program to
bring about laughter, her co-host Cai therefore suggests that Andy should take Xu as a target
to scold to make his presentation more entertaining to the audience (line 2). Instead of

accepting the idea, Andy takes his good friend Lu as a target to scold. In line 8, Andy shows
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how he usually scolds someone: £ > B3z 18 > WRLEEEWE ? éi, L jia-yi, ni zai ganma? “Hey,
Lu Jia-Yi, what are you doing?” His presentation, however, seems to be not convincing at all,
as other guests Lu and Jiaotang, both Andy’s friends, point out that Andy usually scolds others
more fiercely. This can be seen in lines 10-13, in which both Lu and Jidotang ask Andy to
show more 58 %\ gishi “imposing manner” in his presentation. In line 14, moreover, Xu asks
whether Andy, in scolding others, uses 3 - ldozi “your father” as a self-address form, which
is immediately denied by Andy in his turn of speaking (line 15). Following Andy’s answer,
Xu quotes Andy’s remark in an imagined situation, as we can see in lines 16 and 17, in which
Xu switches from 3% - ldozi “your father” to 3% il ldonidng “your mother,” implying that
perhaps Andy uses the latter as a self-address form instead of the former. Both lines have
other speech participants in stitches. In Taiwanese society, both terms are frequently used as
self-reference, especially among friends. Their difference is marked out by gender. That is,
X0’s quoting Andy’s scolding remarks containing the self-address form # i ldonidng “your
mother” perhaps shows her intention to invite the audience to question Andy’s sexual
orientation, as many Taiwanese think that he is a homosexual man. By embedding # i
ldoniang “‘your mother” in her direct quotation placed in quotation marks, Xu also
successfully enacts the role of Andy by dramatizing her utterance, which further makes her
utterance more amusing. However, whether Andy once used # i} ldonidng “your mother” or
has cultivated the habit of using it remains a question, since it is in a quoted speech.
However, as argued by Goffman (1974), a speaker may reduce personal responsibility when

quoting someone else:

When a speaker employs conventional brackets to warn us that what he is saying is meant to be taken
in jest, or as mere repeating of words said by someone else, then it is clear that he means to stand in a
relation of reduced personal responsibility for what he is saying. He splits himself off from the
content of his words by expressing that their speaker is not himself or not he himself in a serious way.
(Goffman 1974: 512)

From this perspective, Xu, in line 17, not only dramatizes her utterance to bring about more
laughter, but she also avoids the potential risks.

Being teased by X1, Andy later says that he sometimes uses self-address forms, and
that his use of them is greatly influenced by his family background, especially by his
childhood, during which his mother left him (line 28). This utterance is immediately
interrupted by the two hosts. In lines 29 and 30, the two hosts question Andy’s motivation for

switching the topic. Following the two hosts’ questioning, Andy says that mentioning his
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miserable childhood is a strategy suggested by a common friend of him and the two hosts.
This is done to avoid the unwanted questions, as the two hosts frequently ask face-threatening
questions. In line 33, X uses & A 1 méi rénxing “without any human nature” to refer to
themselves to show that they are notorious for having no sympathy for their guests, and that
Andy’s strategy will not work. The expression of % A 4 méi rénxing “without any human
nature” is dramatic, as it is only used to refer to those who lack in human nature. Clearly, Xt
intends to dramatize the imposition that she and Cai have put upon Andy. Xu’s utterance can
be regarded as self-deprecating humor, as she perhaps intends to create humorous remarks by
deprecating herself and her co-host. This perhaps also helps her avoid the criticism coming
from the audience. Indeed, as observed by Hay (2001), self-deprecating humor can be used to
cope with difficult situations in troubles-talk. That is, this type of humor can be used as a
strategy to protect the speaker from being deprecated by others, as s/he already deprecates
him/herself. Indeed, J EE 3 | Kang Xi Ldile has received controversial comments from its
audience. While some think that this variety show is funny and amusing, others find the two
hosts’ interviewing style to be rude. In other words, Cai and Xu frequently ask face-
threatening questions to create a humorous effect. Therefore, by using the self-deprecating
humor, X1 not only makes the interview funny and amusing, but she also perhaps reduces the

potential repugnance coming from part of the audience.

6.7 Self-Bragging Humor

As investigated by Scopelliti, Loewenstein and Vosgerau (2015), self-promotion may lead to
being seen as bragging, as the speaker very often overestimates the extent to which the
listener would feel proud or happy for them, and underestimates the extent to which the
listener would get annoyed. Leech (1983) has proposed the Modesty maxim, claiming that
while self-dispraising is considered benign in a social interaction, the breaking of the Modesty
maxim can be regarded as “committing the social transgression of boasting” (p. 136). In
other words, self-elevating behavior can be problematic in a social interaction, especially in
the Mandarin-speaking societies, e.g., Taiwan. In his study of politeness phenomena in
modern Mandarin, Gu (1990) has found that Mandarin speakers seem to be more willing to
elevate their interlocutors, while they at the same time are frequently found to lower

themselves. In so doing, they can strengthen their positive images and also maintain a
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harmonious interpersonal relationship with others. As self-bragging is considered as breaking
the social norm in the Mandarin-speaking societies, the use of it sometimes can result in a
humorous effect to elicit amusement. Self-bragging as humor type, therefore, is frequently
used in many television variety shows in Taiwan, either by hosts or by guests. However, as
bragging is negative by nature, when one speech participant uses self-bragging humor to elicit
amusement, very often other speech participants will show disagreement. In the following
extract, the host Cai asks the four invited guests who is good at swimming. One of the guests
Shén, in replying to this question, employs the self-bragging humor to elicit amusement,

which further elicits a resistant, quick verbal response from other speech participants.

Extract (39) [KXLL 30.03.2012]
O1.  ZEREFK « Fr LAk B /R MO AL v LLE 40 UK R Bl 2
cai kang-yong: suoyi gingwen nimen siwei dangzhong yi dangchii yi youyong
Jjianchang de shi shéi?
02. — ILEHK : ARFHEL > HLAET -
shén yu-lin: na wo jiu dangrén, dangrénburang le.
03.  ZEREK : ARG 2
cai kang-yong: shi ni ma?
04.  BEEBRIE - BRI |
hongdilasi: shi ni a!
05.  ZEREK : 2R 2
cai kang-yong: shi ni?
06. — L EH © FAER KN > ..
shén yu-lin: wo budan shi youyong jianjiang, wo hai shi...
07.  ZEBEAK : 45 T ) RIEA A B °
cai kang-vong: dengdeng, ‘jianjiang” liangge zi shi you shénme bidozhiin?
08.  ILLHk : f@MRE - R, ..
shén yu-lin: jianjiang jiu shi yao, diyi jiu shi yao...
09.  ZEREK : ATLLEAN 2
cai kang-vong: you bisai guo ma?
10, RERE : FTALISE - RARIRS AL ER RS -
shén yu-lin: wo you bisai guo, wo daibido banji canjia quanxiao de nage xiaoyunhui.
1. ZEREK : AR 2
cai kang-yong: jiéguo ne?
12, DREEK @ AREETASERR > HRME—Jiros MR > Lede5e > FEWE 7> AR —
%o BRWHRT  HRERTHE=4 -
shén yu-lin: ranhou na shihou, nage yi you wan yithou ne, bisai wan, wo dangshi jiu
déle, bushi diyiming, danshi yé déle, haoxiang shi déle disanming.
13, — PLERE « WO K R FRATKEARERE - B _EARZ Lm0 - iy W 3t i i1
M > FRefa ! |
youyoude tichii liangge zi, “wa, féiyu!”
14, REREE « JIRAE IRp AR WRAT e el 2
Xu xi-yuan: nage shihou nayou feéiyu a?
15, ZEREK : s !
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cai kang-yong: xianyu ba!
16.  HLERHHE : ERILM !
hongdilast: hai shi siyu!
17, ZEREOK : SR /R ARAT HIZK 2
cai kang-vong: zheézhong ni yé bian de chiildi?

Translation

01.  Cai Kang-Yong: So among you four, who is good at swimming?

02. — Shén Yu-Lin: On hearing this, I should not lag behind. [Shén stands up.] (I: Shén) (L)

03.  Cai Kang-Yong: You?

04.  Hoéngdilast: You!

05. Cai Kang-Yong: You?

06. — Shén Yu-Lin: I am not only a strong swimmer, but also..

07.  Cai Kang-Yong: Wait! How do you define the word strong swimmer?” (1: Cai, X1)

08.  Shén Yu-Lin: A strong swimmer is, firstly... [Shén uses hands to calculate.]

09.  Cai Kang-Yong: Have you ever participated in any races?

10.  Shén Yu-Lin: Yes, I once participated in a race. I took part in the school sports meeting
on behalf of my class.

11.  Cai Kang-Yong: What was the result?

12.  Shén Yu-Lin: That day when I finished swimming, when I finished the race, [Shén
imitates the act of swimming.] [ was awarded, I did not win the first place. As far as |
remember, | won the third place. [Shén uses his fingers to show the result of his race.]

13. — Shén Yu-Lin: But because [ swam elegantly, [Shén imitates the act of swimming.] a lot
of girls who watched the race slightly uttered, “Wow! Flying fish!” [Shén claps his
hands.] (L)

14.  Xu Xi-Yuan: How could the nickname of flying fish exist at that time? (1: X1) (L)

15.  Cai Kang-Yong: Maybe dried salty fish. (I: Cai) (L: Shén) (L)

16.  Hoéngdilasi: Or dead fish!

17.  Cai Kang-Yong: How can you make up a story like this? (I: Cai, X11)

In the beginning of the sequence, Cai’s question is directed at all the four male invited guests
(line 1). In response, one of the invited guests Shén uses the idiom #{~ A i# dangrénbiirang
“should not lag behind,” which is cited from the Analects of Confucius. This idiom was first
used to educate people never to decline to practice 1= rén “charity, benevolence, compassion.”
It now has a more general meaning and is used to educate people not to pass on to others what
s/he is called upon to do. Both meanings of this idiom are positive. When the host Cai asks
who was once good at swimming, however, Shén uses this idiom as his response, which
elicits laughter, as shown in line 2. His use of this idiom can be regarded as a humor type
based on self-bragging, since this idiom is used only in referring to some positive activities,
which should exclude admitting one’s past achievement. The contrast between the positive
meanings generated from this idiom and Shén’s use of it as an opening of his self-bragging
humor has created a humorous effect. In line 6, Shén has a step further and claims that he was

once a strong swimmer, which is later questioned by Cai, as we can see in line 7. Shén later,
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in line 13, not only uses a direct quotation to dramatize his female audience’s admiration of
his elegant swimming style by calling him 7§ £ feiyu “flying fish,” but he also deliberately
chooses an adverb Hf {4 1l youyoude “‘slightly,” which also dramatizes the speech event. That
is, the female audience watching him swimming was so attracted to his elegant swimming
style that they showed their admiration subconsciously.

Interestingly, 75§ £ feiyu “flying fish,” as everyone knows, is also the nickname of the
famous American competition swimmer Michael Phelps. This humorous utterance, however,
elicits a resistant, quick verbal response from other speech participants. The resistant, quick
verbal response from someone else is well-known as H:## #icdo, and is not uncommon in the
conversations among friends in Taiwan. In line 14, the hostess Xu quickly shows
disagreement and argues that the nickname of 7§ £ feiyu “flying fish” would not exist when
Shén was a student, since he is much older than Michael Phelps. Following X0’s remarks,
Cai uses wordplay by calling Shén [§§ £ xidnyu “dried salty fish” (line 15), which also elicits
laughter. In fact, many comedians in Taiwan frequently use self-bragging humor to bring
about laughter, which almost unexceptionally elicits a resistant, quick verbal response from
other speech participants. Although, in generally, people's excessive self-promotion may
make them appear as braggarts and less likable to others (Scopelliti, Loewenstein and
Vosgerau 2015), a comedian's self-promotion of his/her own positive qualities contradicts
his/her funny image. The audience may immediately know that the comedian intends to brag
to attract laughter.

In brief, the humorous effect of self-bragging humor can be regarded as coming from
the comedian's obvious intention to brag, as well as the contradiction between his/her

excessively promoted positive qualities and his/her funny image.

6.8 fiJE BH Wiuilitéu “Nonsense”

The term #E JE BH wulitou “nonsense,” as I have discussed in Subsection 2.2.2, can be
summarized as a playful attitude towards life, which is very often expressed through
ridiculing or mocking each other (Tan 2000). As defined by Yue (2010: 407), 48 J& GH wiilitou
“nonsense” is “[m]alicious, and self-entertaining humor shown via various verbal and non-
verbal acts.” The verbal and non-verbal performances through the use of this type of humor

are likely to be vulgar, arbitrary, highly exaggerated, ironic and without a clear purpose. The
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following extract illustrates the above characteristics of 4 JE B wulitéu “nonsense.” In the
following, the host Cai asks one of the invited guests Wang whether she is willing to make
friends with other two guests sitting next to her, both female. As these two guests are known
for their very sexy images, Cai and his co-host X employ 4 J& FH wuilitdu “nonsense” for

humorous effect, by describing them as spider demons.

Extract (40) [KXLL 18.11.2010]
O1.  ZREEAK : Fr LA RANR R 5538 TR v o ZEER I I AR 5 > SRS 2
cai kang-yong: suoyi jintian ruguo shi pangbian naliangwéi yao gén ni zuo péngyou
dehua, ni yuanyi ma?
02.  EFF - FEFHBUN AR OK I -
wang yin-ping: wo juéde zuo péngyou shi ok a.
03.  ZEREK : IRAER MM »
cai kang-yong: ni bu hui hen pa tamen ma?
04.  EFF : MUREEAMRMAES - Fol LIRS .
wang yin-ping: ruguo shi yao zhénde hen pa dehua, wo keyi juéde...
05. — ZEREK MM BT RE e B & R ARTEIR b3 o
cai kang-yong: tamen wanshang kénéng hui bd pi na xialdi zai chuangshang hua.
06.  MhEW : WA > 4R !
lin wéi-ling: nayou, cai bu hui!
07. — BRI © IRMEH 4 HI 2K -
cai kang-yong: ranhou ti st chiildi.
08. — ZRERDS « MHREORAR 5 AR -
Xu xi-di: hé de yinliao dou shi nanrén de xié.
09.  FEFF WA - RER LB - REE T bR A ERE T
N ©
wdng vin-ping: késhi wo juéde, wo juéde keéyi xian shi zuo péngyou, ranhou qu lidojié
tamen daodi shi shénme yangzi de rén.
10. — ZRBEIK © 41 B2 ATk AR AR EE 2K |
cai kang-yong: bda b two yong zhizhii st kun qilai!

Translation

01.  Cai Kang-Yong: So if now these two guests sitting next to you tell you that they want
to be your friends, are you willing to accept their friendship?

02. Wing Yin-Ping: [Wang looks at the two guests sitting next to her and turns back.] I
think it is okay for us to be friends. [Wang keeps nodding her head.]

03.  Cai Kang-Yong: Aren’t you afraid of them? [Wéng turns her head to look at the two
guests again. |

04. Waing Yin-Ping: If I was really afraid of them, [Wéng looks up and stretches her both
hands slightly forward, palms up.] I think... (I: Wang)

05. — Cai Kang-Yong: (I: Cai) They probably would spread their skin on the bed and paint it
at night. [Cai imitates the way of spreading the skin.] (L: X1) (L)

06. Lin Wé&i-Ling: (L: Lin) [Lin speaks with arms akimbo] How could it be? I would never
do that! (I: Wang)

07. — Cai Kang-Yong: (I: Cai) And silk would come out from their mouths. [Cai moves both
hands forward and backward to imitate silk coming out from the mouth.] (L)

08. — Xu Xi-Di: (I: Xu) All the beverages they drink are men’s blood. [ X1 imitates the act of

148



drinking.]

09. Wang Yin-Ping: (I: Wang) But I think, I think we can first try to be friends, and then I
can understand what kind of people they are.

10. — Cai Kang-Yong: (I: Cai, Xa) They can bind B2 (the producer of the program) with
their spider silk! [Cai imitates the act of binding.] (L)

The host Cai first initiates a question, asking Wang whether she is willing to make friends
with the other two guests, both of them with a completely different image on the screen,
namely, being sexy and erotic (line 1). He later asks whether Wang is afraid of them (line 3),
since a sexy woman is very likely to be connected with an image of being glacial. Before
Wiang finishes her utterance, Cai goes on and creates an imagined situation, in which the two
guests are demons that would spread their skins on the bed and paint them at night (line 5).
Cai, in line 7, further uses hand gestures to imitate how the two guests spin silk. The abrupt
change of proposition, from the discussion of making friends with sexy women to an
imagined plot, is a characteristic of 4 JE B wuilitéu “nonsense.” Cai’s use of 4 J& BH wiilitou
“nonsense” also encourages his co-host X1 to join him to make the story more plausible, as
we can see in line 8. It is interesting to note that Lin rejects Cai’s describing her as a spider
demon (line 6), and that Wang goes back to Cai’s original question to her and responds (line
9). Their utterances are ignored by the two hosts, as Cai and Xu are already highly involved
in making the story. In other words, Cai and Xu play a conversational duet, intentionally
breaking the norm of speaking. Instead of focusing on the interview, they employ 4 J& 58
wulitou “nonsense” to create humorous remarks. Their utterances, however, still get to the
essence of the topic, i.e., the sexiness of the two guests, but in a playful manner.

We shall note, in passing, that these humorous remarks are based on two famous
classical Chinese novels P4 3 5t Xi You Ji “Journey to the West” and W)l 25 & 2 Lidozhai
Zhiyi “Strange Tales from a Chinese Studio,” in both of which a demon takes the form of a
beautiful, sexy woman. Cai’s use of i J& B wulitéu “nonsense” later joined by his co-host
Xu, as well as others’ understanding of it (including other speech participants and the
audience), we may say, require the common socio-cultural knowledge of all speech
participants and the audience. In other words, this type of humor may fail if any of them does
not share the same culture.

In fact, ff J& BH wulitéu “nonsense” conveys certain cues that can further frame the
interaction as play. These cues can be detected by other speech participants within the same

culture. In the following interaction, the invited guest Xi¢ is observed to choose a dramatic
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code as a cue for 4 J& G wilitéu “nonsense.” Xié’s choice of certain English words is later

PANY

taken by the hostess Xu as an invitation to co-construct the humor.

Extract (41) [KXLL 31.08.2011]
O1. 2R : 35R - IRE L CREAETIRY RiHE — BN - RAAAE Z A -
A — B A S 2
cai kang-vong: qing wen, ni dangshi qu “da xuéshéng le méi” bidoydn zhe yiduan de
shihou, shi benladi xidngyao tuidiao, yao zai zhiinbéi jiu yididn cadi yao qu de ma?
02.  BHKRER - A ~ A > WAIRREETE » —VIAGRERT -
xié vi-lin: méiyou, méiyou, yinwei na shihou shizai, yiqgie laidé tai turan le.
03. — K& F T BERR KA —1E Paris I FH R EE > FTLLE. .
yinwei wo kénéng gétian you yige paris de xiu wo yao zou, suoyi shuo...
04.  ZREGGE © IRAGFRIFUFaHES |
Xu xi-di: ni géi wo hdohdo jianghua!
05. MEZFE : Sorry ~ Sorry ~ Sorry °
xie yi-lin: sorry, sorry, sorry.
06.  IRERLS : Fr UGB B2t » BAKE 2
xu xi-di: suoyi shi linshi béi gong shangtdi, shibushi?
07.  HECE : BNF ~ B -
xié vi-lin: linshi, linshi.
08.  ZEREIK : RIS E IR AL NG 2
cai kang-yong: shi ni tongxué bang ni baoming de ma?
09.  BHMKEK : W REMERATERBRMIE LS - TP AR AR ERE
N 2 | REEpERE -
xie yi-lin: en, shi zhizuo danwei da dianhua dao women banshang shuo, “qing wen,
nimen banshang youméiyou hén hui gdoxiao de rén?” ranhou jiu bi wo qu.
10, ZRBEGK « ARG SRIRTE S I C AN I — BOR e il S2 oL WG 2
cai kang-yong: na jiéguo ni zai xuéxiao limian jiu yijing zhidao zhe yiduan shi tébié
shouhuanying de ma?
1. BKEE - yes °
xie yi-lin: yes.
12, ZEREUK ERIEAEE B
cai kang-vong: haishi ni zhiyou zhe yiduan?
13, BHKE - HfE— B e
xie vi-lin: zhiyou zhe yiduan.
14, TREBGE - 4R ~ IR ~ BRHS > DRHLIRA I — LB S HE B I 2
Xu xi-di: ni yé, ni yé, ni yé, ni yé méiyou cang yixié xiaohua huo mofdang ma?
15,  BMREE: WA -
xie yi-lin: méiyou.
16, ZKBEK  FrLiE—FAM...
cai kang-yong: suoyi wanyi women...
17. — BUREE : IR FRATAEE: fashion > fir L so... » 3 > i > RS FRFE BRI
fashion » FAKUETGRAEATE > FARAFHRYF KW -
xié vi-lin: yinwei wo dou zai xué fashion, suoyi so..., wo, wode, yinwei wo zhuangong
de na yikuai shi fashion, wo bu zhidao gdoxiao shi shénme, wo bu juéde wo hdoxiao a.
18.  ZXHEsk : OK > IREFREM -
cai kang-vong: ok, ni shi renzhén de.
19. BMKFEE : yeah o
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xie yi-lin: yeah.
20.  ZERRIK : FrDARERAE > BIESRME ARRSERE T HE -
cai kang-vong: suoyi ni xianzai, xianzai suanshi jinru yule quan le ye.
21, EMKEK : Hf o
xié vi-lin: dui.
22, ZERRK - ARIRLIAE...
cai kang-vong: na ni yi hou...
23. — BUKEE © LU busy - F& X EH > 45 fashion > N ELiH R 44 o
xie yi-lin: bijiao busy, wo you yao gado, gdo fashion, you yao gdo yule.
24. — ZRERGE - TRIETENE 2 IR B)E EEJERGE ? k2 fashion R ELLE ?
Xu xi-di: na zénme ban? ni daodi yao zénme qiishé? ni yao fashion haishi yao yule?
25. — BURER © FAFIE > TR ERAATLL -
xie yi-lin: wo bu zhidao, wo xl'wdng wo dou keyi.
26. — fEEREE  WREE both FRARW !
Xu xi-di: ni jiu both dou lai ma!
27. — HHEZEE : both HRAK !
xié yi-lin: both dou ldi!
28. — fREREE WKL enjoy M |
Xu xi-di: ni jiu enjoy a!
29. — #KFE : enjoy > (RIR—HK > FEIEHE |
xie yi-lin: enjoy, xiang ni yiyang, h ha ha!
30.  ERERGE  AWA >~ AIRA..

Xu xi-di: youméiyou, youmeéiyou...

Translation

01.  Cai Kang-Yong: When you were invited to perform what you just did on “College
Talk,” did you ever think of rejecting their invitation and spending more time
practicing it?

02.  Xi¢ Yi-Lin: No, no, but honestly the invitation just came unexpectedly.

03. — It is because probably on the next day, [Xi¢ moves her left hand forward and touches
the back of her left wrist with right hand.] I might have a fashion show in Paris. [Xi¢
moves both hands slightly forward, forearms slightly upward, palms downward.] So...

04. Xu Xi-Di: (V) You speak normally! (I: X)) [ XU pretends throwing something onto the
ground with her right hand.] (L)

05.  Xie¢ Yi-Lin: Sorry, sorry, sorry.

06.  Xu Xi-Di: So you were invited to perform that unexpectedly, right?

07.  Xie¢ Yi-Lin: Right, unexpectedly.

08.  Cai Kang-Yong: Did your classmates put your name down for that show?

09.  Xi¢ Yi-Lin: Well, the production unit of that show made a phone call to our class, [Xi¢
imitates making a phone call.] asking, “Excuse me, is there anyone in your class that is
good at doing something comical?”” Then I was forced to do it.

10.  Cai Kang-Yong: And when you were at school, did you already know that this part of
your performance would become the most popular?

11.  Xié Yi-Lin: Yes.

12.  Cai Kang-Yong: Or is it that this is all you can do?

13.  Xie Yi-Lin: [Xi¢ talks with her eyes wide open.] This is all I can do. (L) (I: Xi¢)

14.  Xu Xi-Di: You, you, you, are you secretly good at telling jokes or impersonating
celebrities?

15.  Xie Yi-Lin: [Xi¢ talks with her eyes wide open.] No.

16.  Cai Kang-Yong: So what if we...
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17. — Xi¢ Yi-Lin: It is because I have devoted myself to fashion, so, so... [Xi¢ rolls her eyes,
moves her left hand slightly forward, left forearm slightly upward, left palm
downward.] I, my, my specialization is on fashion. I do not know how to do something
comical. I do not think I am funny.

18.  Cai Kang-Yong: Okay, you are taking it seriously.

19.  Xie Yi-Lin: Yeah.

20.  Cai Kang-Yong: So now you can be regarded as formally entering the entertainment
industry.

21.  Xi¢ Yi-Lin: Yes.

22.  Cai Kang-Yong: Then in the future you...

23. — Xi¢ Yi-Lin: I will become busy. [Xi¢ shakes her head.] I have to be engaged not only
in fashion, [Xi¢ moves her right hand slightly forward, forearm slightly upward, palm
downward.] but also in the entertainment industry. [Xi¢ moves her right hand slightly
forward, forearm slightly upward, palm downward.]

24. — X1 X1-Di: So how could you deal with both of them? Which do you prefer, fashion or
entertainment?

25. — Xi¢ Yi-Lin: [Xi¢ moves both hands slightly forward, forearms slightly upward, palms
downward.] I do not know. I hope I can manage both at the same time. [Xi¢ pretends
that she is troubled by this problem.]

26. — Xu Xi-Di: You can try to do both at the same time! [ X1 moves her right hand slightly
upward, right forearm slightly upward, right palm downward.] (1: X1) (L)

27. — Xi¢ Yi-Lin: Doing beth! (1: Xi¢) [Xi¢ moves both hands slightly forward, forearms
slightly upward, palms downward. Shen then points at X1.] (L)

28. — X1 Xi-Di: You can just enjoy them!

29. — Xi¢ Yi-Lin: Enjoy them! (I: Xi¢) [Xi¢ moves both hands slightly forward, forearms
slightly upward, palms downward.] Just like you. [Xi¢ points at X11.] Ha, ha, ha!

30.  Xu Xi-Di: You see that, you see that... (L: Xu) (L)

Before my analysis of the data, Xi¢'s background should be briefly introduced. Xi¢ is a net
celebrity in Taiwan, who first became famous for being willing to entertain the audience,
especially by making fun of herself. For example, right before the above interview, Xi¢
performs a one-man show, in which she is a fashion-loving socialite. She, however, puts on
dramatic makeup to play the clown in terrifying fashion. In addition, she intentionally code-
switches to English many times to show that she, in her one-man show, is not only a
fashionable socialite, but also an intellectual who frequently speaks English, and therefore has
difficulties in smoothly speaking the mother tongue.

In the beginning of the above interaction, the host Cai asks Xi¢ what she was thinking
about when she was invited to have a debut on “College Talk,” which later made her well-
known to most people in Taiwan (line 1). In her response, she briefly answers the question
(line 2) and further constructs 4 JB G wiilitou “nonsense” (line 3). While she is an invited
guest expected to answer the host’s question honestly, she chooses to continue with her

created role in the one-man show: a fashionable socialite who needs to go to Paris
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occasionally. Clearly Xi¢ plays this role in her interview to result in a humorous effect.
However, Xi¢ can be viewed as not following the social norm, in the sense that a guest in an
interview is not expected to distract from the topic in discussion. This is evidenced in the
hostess XU’s ensuing reaction. In line 4, XU pretends that she is irritated by Xie’s
unexpectedly switching to the created role. Xié€’s occasional role shifting implies transfer of
power, which is a feature of 4 JE JH wiilitéu “nonsense” (Chueh 2006). In addition, despite
the fact that Xi¢ unexpectedly switches to her created role, her answer still gets to the essence
of the topic. Moreover, both X1’s smiling and others’ laughter can be taken as cues which
frame X’s anger as play.

Furthermore, in lines 3, 5, 11, 17 and 23 Xi¢ intentionally chooses English words (as
marked in bold). She also repeatedly uses similar hand gestures to imitate how an affected
socialite overdoes, as we can see in lines 3, 17, 23 and 25. Both strategies frequently appear
in Xie¢’s subsequent utterances. While they can be used as cues to frame Xi¢’s utterances as
play, they are further used by X1 to co-construct the humor of £ J& JH wulitéu “nonsense.”
Xu’s first move in co-constructing the humor is evidenced in line 24, in which she directly
quotes Xie’s repeatedly used word fashion. She in the following speaking turns purposefully
chooses two English words both (line 26) and enjoy (28) and also imitates Xi¢’s hand gestures
(line 26). XU’s use of the same discourse strategies to construct humor further encourages Xi¢
to continue with role-playing. Xie’s repetition of Xa’s English words (lines 27 and 29) and
her pointing at X0 further show that she knows that Xu understands her humor. In other
words, the humor of # J& FJH wulitéu “nonsense” in the above interaction is partially
constructed by Xu.

In conclusion, the use of 4 JE BH wulitou “nonsense” as a humor type also helps
reinforce the in-group solidarity of the Mandarin community. As the above two sequences
have shown, while its understanding requires the same cultural background of the speaker and

the listener, its use very often triggers the other in-group member's participation in co-

constructing the humor.

6.9 Conclusion

In this chapter, I have illustrated and discussed the various types of humor employed in Jf EE

3 T Kang Xi Ldile from an interactional perspective. It is found that there are in total eight
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types of humor employed in the program, including, personal narrative, wordplay, sarcasm,
innuendo, other-deprecating humor, self-deprecating humor, self-bragging humor and 4 J& G5
Wulitou “nonsense.” My findings in this chapter are summarized below.

Firstly, a personal narrative can be the narrator’s past story or someone else’s funny
anecdote. In FEEEAR T Kang Xt Ldile, this type of humor is often accompanied by the use of
direct quotation and bodily gesture to dramatize the event. Secondly, wordplay may include
punning, hyperbole and allusion (Norrick 1993). Despite its entertaining function and
potential humorous effect, instances of wordplay are hardly found in my data from FEEEZR T
Kang X1 Ldile. As my analysis has suggested, it is because humor based on wordplay requires
quick thinking, and thus it very often leads to silence. Thirdly, the humor based on sarcasm is
by framing an utterance or utterances as “not meant literally” (Tannen 1984: 130). While it
helps bring about laughter in FEEE R T Kang Xi Ldile, the deliverer of it is also found to later
become a good target for teasing. Fourthly, innuendo can be used as humor. In JFEEE 3K T
Kang Xi Ldile, innuendo is found to appear in the form of a question or in a referring
expression, such as proper names of celebrities. To understand this type of humor, a shared
cultural background is required. Fifthly, other-deprecating humor in FEEE3K T Kang Xi Ldile
can be used not only to elicit laughter from the audience, but also as a means to promote the
victim. Sixthly, self-deprecating humor in FE FR 2R 7 Kang Xi Ldile is found to be used not
only to elicit laughter, but also to reduce the potential repugnance that might come from some
of the audience. Seventhly, many instances of self-bragging humor are found in ¢ EE 5 T
Kang Xi Laile. The use of it as humor may trigger an immediate resistant, quick verbal
response from other participants. Both the speaker (who employs humor by bragging about
him/herself) and the listener (who shows a resistant, quick verbal response immediately) can
be regarded as building rapport and solidarity. Finally, 4% J& 58 Wulitou “nonsense” can be
regarded as a playful attitude towards life, which is very often expressed through ridiculing or
mocking each other (Tan 2000). The verbal and non-verbal performances through the use of
this type of humor are likely to be vulgar, arbitrary, highly exaggerated, ironic and without a
clear purpose. In FEEE3 T Kang Xi Ldile, the use of 4 J& JH Wulitéu “nonsense” as humor
very often requires a shared cultural background. The use of it, thus, reinforces the in-group
solidarity of the Mandarin community.

In the next chapter, how different types of humor are employed in Kuba Wojewodzki

will be illustrated and discussed.
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Chapter Seven
HUMOR IN KUBA WOJEWODZKI

My analysis in this chapter focuses on various humor types employed in a famous television
variety show broadcast in Poland. I have chosen Kuba Wojewodzki for analysis. While this
program is controversial because of the host Wojewddzki's talking style, it is popular also for
the same reason. The data used for my analysis come from five episodes of the program
broadcast in Poland during 2005 and 2006. Different from JE EE 3¢ T Kang Xi Ldile in the
previous chapter, which is more likely to focus on the invited guests' personal lives, more
issues are touched upon and joked about in Kuba Wojewddzki, such as gender, religion,
politics, etc. In Sections 7.1-7.8, different types of humor employed by the host Wojew 6dzki,
as well as by his invited guests will be qualitatively analyzed. Responses to these types of
humor will also be analyzed. As the audience members of this program include not only the
viewers in front of the television screen, but also the spectators in the studio, the laughter
from the latter will also be analyzed. Finally, Section 7.9 concludes the findings in this

chapter.

7.1 Personal Narrative

In my analysis of the Mandarin data from ¢ E& 3¢ T Kang X7 Ldile, 1 have found that a
personal narrative can be used as humor to elicit laughter. It can be the narrator’s past story or
someone else’s funny anecdote. In my findings, this type of humor is often accompanied by
the use of direct quotation and bodily gesture to dramatize the speech event.

In analyzing the spoken data from Kuba Wojewddzki, 1 have found that the host
Wojewodzki also uses direct quotation and bodily gesture in his narration to act out his
friend’s words, so as to create a funny effect to bring about laughter. He, however, is not the
only contributor to the funny anecdote. As the following extract will show, his guest

Poniedziatek also joins Wojewodzki to make the anecdote more interesting. That is, both the
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narrator and his listener can be regarded as co-constructing the funny anecdote. In the

following extract, a conversational duet can be observed.

Extract (42) [KW 21.05.2006]

01.
02.
03.
04.
05.
06.
07.
08.

09.

10.
I1.

12.

Kuba Wojewoddzki: Trampeczki ci si¢ podobaja?

Jacek Poniedzialek: Nie, patrze na tg wode ktorg wylalem.

Kuba Wojewodzki: Aha.

Jacek Poniedziatek: Trampek nie lubig.

Kuba Wojewodzki: Nie lubisz trampek?

Jacek Poniedziatek: Lubig¢ solidne meskie buty.

Kuba Wojewodzki: A ja lubi¢ solidne meskie trampki.

Jacek Poniedzialek: Powazniej si¢ czuje. Ja si¢ czuje za migkki w takich butach, wiesz,
troszeczke.

Kuba Wojewodzki: Czujesz si¢ za migkki w takich butach?

Jacek Poniedziatek: Tak.

Kuba Wojewddzki: Ale ty w ogole nie masz takich migkkich ruchéw. Bo ja znam,
mam paru serdecznych kolegéw 1 oni zupelnie inaczej méwig tak: ,,0j Kubus daj
spokdj w ogole. Nie jest prawda.”

Jacek Poniedziatek: f.adnie, tadnie to pokazujesz.

13. — Kuba Wojewédzki: Nie, naprawde. Miatem kiedy$ takiego kolege Murzynka, wiesz,

14.

geja.
Jacek Poniedziatek: To mial przesrane w takim razie. Gdyby byt jeszcze Zydem?

15. — Kuba Wojewddzki: Tak blisko sie nie znalismy.

16.

Jacek Poniedziatek: Gdyby jeszcze Zydem byl to napewno czasami...

17. — Kuba Wojewddzki: Byl Zydem, ale po matce.

18.

Jacek Poniedziatek: Byt Zydem murzynem i pedatem.

19. — Kuba Wojewodzki: Tak...

20.

Jacek Poniedziatek: Pigknie.

21. — Kuba Wojewodzki: I cyklistg jeszcze.

22.

Jacek Poniedzialek: I mieszkal w Polsce?

23. — Kuba Wojewodzki: I mieszkat w Polsce.

24.

Jacek Poniedziatek: Prze(*)!

25. — Kuba Wojewodzki: Jeszcze byt garbaty.

26.

Jacek Poniedzialek: Jezus!

27. — Kuba Wojewddzki: I pracowat w TVN Meteo i1 Sciemnial. Nie, nie, ale naprawde on

taki byl, ze: ,,Dzwonitem do ciebie. Ciebie nie byto. Ale potem sobie przypomniatem,
ze mam nienatadowang komorke.”

Translation

01.  Kuba Wojewddzki: Do you like my sneakers?

02.  Jacek Poniedzialek: No, I am looking at the water that I spilled.

03.  Kuba Wojewddzki: Aha.

04.  Jacek Poniedziatek: I do not like sneakers.

05.  Kuba Wojewddzki: You do not like sneakers?

06.  Jacek Poniedzialek: I like durable men’s shoes.

07. Kuba Wojewodzki: And I like durable men’s sneakers. (L: Poniedziatek)

08.  Jacek Poniedzialek: I feel I am more serious. I feel I am too soft in wearing that kind of
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09. Kuba Wojewoddzki: You feel you are too soft in that kind of shoes?

10.  Jacek Poniedziatek: Yes.

11.  Kuba Wojewodzki: But you do not have these soft gestures at all. Because I know, I
have a few close friends and they speak completely differently, like: “Oh Kubus,
forget about it. It is not true.” [Wojewddzki imitates the gesture of his friend.] (L) (L:
Poniedziatek)

12.  Jacek Poniedziatek: Very nice. You are showing it very nicely.

13. — Kuba Wojewddzki: No, seriously. I once had a friend, a black guy, you know, a gay.

14.  Jacek Poniedziatek: This means he was in a shitty situation. What if he was also a
Jew?

15. — Kuba Wojewddzki: We did not know each other so well.

16.  Jacek Poniedziatek: If he were a Jew, for sure sometimes he..

17. — Kuba Wojewédzki: He was Jewish, but by his mother.

18.  Jacek Poniedziatek: He was a Jew, a black guy and a queer.

19. — Kuba Wojewddzki: Yes...

20.  Jacek Poniedziatek: Wonderful.

21. — Kuba Wojewddzki: And also a cyclist.

22.  Jacek Poniedziatek: And he was living in Poland?

23. — Kuba Wojewo6dzki: And he was living in Poland.

24.  Jacek Poniedziatek: That was so f(*)!

25. — Kuba Wojewddzki: And he was also hunchbacked. (L: Poniedzialek)

26.  Jacek Poniedziatek: Jesus!

27. — Kuba Wojewodzki: And he was working in TVN Meteo and was sinking into
corruption. No, no, but seriously he was like this, “I called you. You were not there.
But later I reminded myself that my mobil phone was not charged.” [Wojew 6dzki
imitates the gesture of his friend.] (L: Poniedziatek)

The first part of the conversation is on the taste for shoes, as we can see in lines 1-10, in
which Poniedziatek says that he does not like wearing sneakers, since wearing sneakers might
make him look za migkki “too soft” (line 8). As Poniedzialek is the first Polish celebrity
confessing to be gay, Wojewodzki takes his word migkki “soft” to refer to the traits of
homosexual men, and says that Poniedziatek is not feminine, because he seems to be not
engaging in similar linguistic practices, like some of Wojewodzki's friends do (line 11). To
make his point, as well as to elicit laughter, Wojewodzki imitates how a gay friend of his
speaks. Wojewodzki’s imitation not only attracts laughter from the audience, but also from
Poniedzialek, as we can see in line 11.

The funny anecdote begins from line 13, in which Wojewddzki says that he once had a
friend, who was black and gay. Not simply serving as a listener, Poniedziatek gives
embellishment to the anecdote, as in Gdyby byt jeszcze Zydem? “What if he was also a Jew?”
(line 14). After Wojewoddzki says that his friend is indeed Jewish, Poniedzialek tries to
summarize the information that he has got so far. That is, Wojewo6dzki’s friend is Jewish,

black and homosexual (line 18). It is interesting to note that Poniedziatek uses pedafem (the
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instrumental case of pedaf), which is a pejorative term referring to homosexuals.” As a
celebrity who has “come out of the closet” in Poland, we have a reason to believe that
Poniedziatek certainly would not show any hatred towards homosexuals, as he belongs to the
LGBT community himself. His use of this word in reference to Wojew 6dzki’s friend, we may
say, perhaps is intended to create a humorous effect in a sarcastic way, which is evidenced in
his ensuing comment on the three identities of Wojewodzki’s friend: Pigknie “Wonderful”
(line 20). This comment also shows sarcasm, as Jews, blacks and homosexuals frequently
receive discrimination, which, obviously, is nothing wonderful.

Poniedziatek keeps contributing to the funny anecdote. In line 22, he asks whether
this friend was living in Poland. This question perhaps suggests that life in Poland is not easy
for someone who is simultaneously Jewish, black and homosexual. This can be seen in
Poniedziatek’s bleeped comment (Przejebane! “That was so fucked!”) in line 24 when
Wojewddzki says that his friend was indeed living in Poland. Wojew 6dzki finally admits that
the funny anecdote co-constructed by him and Poniedziatek is not true, but this friend did
engage in certain linguistic practices of homosexuals. To illustrate his point, he uses direct
quotation to act out the words of his friend (line 27). We have no idea whether his friend
actually said these words in this way, but Wojewo6dzki’s bodily gesture successfully attracts
laughter from the listener Poniedziatek.

It is noteworthy that Poniedziatek’s interactional style in the above interaction is close
to that of women. According to her observation of four same-sex groups (two all-female and
two all-male) in Wellington, New Zealand, Pilkingston (1998) has found that women are more
likely to co-construct a talk and give positive feedback. On the other hand, the features of all-
male talk include silences, lack of verbal feedback, monologues and direct expression of
disagreement. These features, however, are not found in Poniedziatek’s linguistic practices.
On the contrary, Poniedziatek cooperates with Wojewddzki to contribute to the funniness of
the anecdote. Besides, there is no silence in the above interaction. A question is immediately
followed by an answer, and an answer by a comment. Poniedziatek also frequently gives
verbal feedback, as in lines 12 (Ladnie, tadnie to pokazujesz. “Very nice. You are showing it
very nicely.”), 24 (Przejebane! “That was so fucked!”) and 26 (Jezus! “Jesus!”).

In my data, I have found that Poniedziatek is highly involved in the interview by
giving a lot of verbal feedback to Wojewddzki’s proposition during the whole show.

However, it is a total fallacy to suppose that his interactional style results from his social

*  According to Rodzoch-Malek (2012), the Polish term pedaf used to refer to homosexuals was probably

borrowed from the French word pédéraste, which first appeared in the early twentieth century.
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identity as gay. In their study of “gay language” or Gayspeak, Cameron and Kulick (2003)
argue that it is problematic to associate a certain speaking style with a particular social group.
That is, we should not treat gay men as a homogeneous group and generalize how they talk,
as their sexual identity interacts with other factors, such as age, ethnicity and social class. In
other words, Poniedzialek’s talking style in the program simply indicates that he, while
interacting with Wojewddzki, chooses to perform effeminately (i.e., being cooperative and
supportive), rather than in a masculine manner (i.e., being competitive and belligerent). That
is, the person he chooses to perform in interactions with others is not always the same. As
Coates (2004: 138) concludes, “gender is no longer viewed as a static, add-on characteristic of
speakers, but as something that is performed by speakers.”

While the above sequence shows that the funny anecdote may be co-constructed by
the narrator and the listener, I have also observed that most of the laughter from the audience
during the narration is preceded by the listener’s overlaps. Simply put, the listener’s overlaps
contribute to the funniness of the anecdote. In the following extract about the invited guest
Ibisz’s awareness in the public consciousness, the host Wojewddzki overlaps a few times
during the narration of Ibisz, who shares a funny story about how he was recognized in
public. Wojewddzki’s overlaps not only contribute to the funniness of the anecdote, as
signaled by the ensuing laughter, they also show solidarity with Ibisz, but in a more

competitive way.

Extract (43) [KW 02.04.2006]

01. — Krzysztof Ibisz: Stuchajcie, czytalem ostatnio strasznie, ostatnio, juz dawno, taki
strasznie $§mieszny wierszyk w internecie.

02. Kuba Wojewo6dzki: Na swoj temat?

03. — Krzysztof Ibisz: Tak. Prawdopodobnie to popehnit Tadzio Ross, ze o Ibiszu, ze
generalnie to Ibisz. Wiesz, nawet nie potrafi¢ tak powtorzy¢, §pi w garniturze i caly
czas jest gotowy. Jak kto$ go, na przyktad, idzie ulicg i go nie pozna, nie poprosi o
autograf to jest smutny, ale si¢ okazuje na szczgs$cie, ze jest to wycieczka z Chin. I tak
dalej, i tak dale;.

04. Kuba Wojewodzki: Tak jest. I to jeszcze ociemniata.

05. — Krzysztof Ibisz: Ale z tym si¢ wigze jeszcze jedna historia. Mianowicie, takie
wyobrazenie ludzi o mnie. Najsmieszniejsza, nie wiem czy to juz gdzie$ nie moéwiltem,
ale powtorze bo to jest tak komiczne, ze si¢ nie powstrzymam. Otdz, w galerii
dominikanskiej we Wroctawiu jad¢ windg na parking. To jest takie centrum handlowe.

06.  Kuba Wojewodzki: I przez parking do hotelu oczywiscie.

07. — Krzysztof Ibisz: Oczywiscie. I stuchajcie, wchodzi jakas dziewczyna. Patrzy na mnie.
A ja kupitem papier toaletowy.

08.  Kuba Wojewodzki: O Jezu!

09. — Krzysztof Ibisz: I trzymam go na moje nieszczgscie...

10.  Kuba Wojewodzki: Do dupy historia.
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11. — Krzysztof Ibisz: Trzymam, stuchajcie, trzymam takg wielka paczke papieru
toaletowego. Trzymam, trzymam. Ona poznata mnie, ale mi si¢ buja ten, ona,
stuchajcie, poznata mnie i tak patrzy na mnie z takg wielka niechecia. Tak co$ jej si¢
nie zgadza w wizerunku tego Ibisza, kurcze.

12. Kuba Wojewddzki: Wiadomo, gwiazdy nie sraja.

13. — Krzysztof Ibisz: No, nie chcialem tego powiedzie¢. Stuchajcie, i tak patrzy taka
zdegustowana. Patrzy, drzwi si¢ otwieraja, wychodzi z tej winy, odwraca si¢ do mnie,
patrzy i z takg niechecig mowi: ,,Ladne zakupy, nie ma co.” I zdegustowana poszta.

14.  Kuba Wojewddzki: Ale to znaczy, ze ci¢ poznala.

15.  Krzysztof Ibisz: Tak, ale, wiecie...

16.  Kuba Wojewddzki: Moze ty kupites$ jakas tanig marke?

17. — Krzysztof Ibisz: Tak, ideat siggnat bruku, po prostu.

18.  Kuba Wojewddzki: No tak. Nie dojs¢, ze go spotyka w windzie to jeszcze idzie
wilasnie, no, ma biegunke.

Translation

01. — Krzysztof Ibisz: Listen, recently I read something very, a short time ago, a very funny
poem on the Internet.

02.  Kuba Wojewodzki: About you?

03. — Krzysztof Ibisz: Yes. It was probably written by Tadzio Ross, about Ibisz, generally
about Ibisz. You know, even though I cannot repeat it now, it is like he is wearing a
suit while sleeping, and that he is always ready. When someone, for example, walks on
the street but does not recognize him, he becomes sad. But fortunately, it is a tour
group from China, and so on.

04. Kuba Wojewddzki: Exactly. And it is a blind tour group. (L)

05. — Krzysztof Ibisz: But there is another story connected with it. That is, it is about
people’s imagination about me. It is the funniest one. I do not know if T already told it
somewhere, but [ will repeat, because it is so funny that I should not avoid telling it.
Now, I am taking an elevator in Galeria Dominikanska in Wroctaw to the parking lot.
This is a shopping mall.

06.  Kuba Wojewddzki: And of course through the parking lot you go to the hotel. (L)

07. — Krzysztof Ibisz: Of course. And listen, some girl enters. She is looking at me. And I
have bought toilet paper.

08.  Kuba Wojewodzki: Oh, Jesus! [Wojewddzki turns his head to the other side. ]

09. — Krzysztof Ibisz: And unfortunately I keep it in my hands...

10.  Kuba Wojewodzki: It is a shitty story. (L)

11. — Krzysztof Ibisz: I am holding, listen, I am holding that sizable bag of toilet paper. [ am
holding, I am holding. She recognized me, but it is swinging, she, listen, she
recognized me and is looking at me like this, with a great empathy. It is like the image
of Ibisz does not suit her, darn it. [Ibisz stands up to imitate the girl in his narrative.]

12.  Kuba Wojewédzki: Everyone knows that super stars do not poop. (L)

13. — Krzysztof Ibisz: Right, I did not want to talk about it. Listen, and she is looking at me
disgusted. She is looking at me, then the door opens, and she gets off the elevator,
turing to me and looking at me with reluctance, saying “What a nice shopping,
absolutely.” And she walked away, disgusted. [Ibisz keeps acting.] (L)

14.  Kuba Wojewodzki: But it means that she recognized you.

15.  Kirzysztof Ibisz: Yes, but you know...

16. Kuba Wojewodzki: Maybe you bought some kind of cheap brand?

17. — Krzysztof Ibisz: Yes, in brief, her ideal is ruined. [Ibisz raises his hands up.]

18.  Kuba Wojewodzki: Exactly. It is not only because she meets him in the elevator, but
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also because he has diarrhea. (L)

The narration includes two subtopics within the overall topic of the narrator Ibisz’s awareness
in the public consciousness. The first subtopic is about how Ibisz is portrayed in a poem on
the Internet, in which he is described as a celebrity who is always wearing a suit and cares so
much about whether he can be recognized by the public, even by foreign tourists (lines 1 and
3). The second subtopic is about how Ibisz was recognized by a young lady inside an elevator
and her subsequent reaction to him (lines 5, 7, 9, 11, 13 and 17).

Although Ibisz’s narration is about a funny anecdote of him, which is told to entertain
the audience, during the whole narration, the laughter occurs only once when Ibisz directly
quotes the young lady’s sarcastic remark directed at him: Ladne zakupy, nie ma co. “What a
nice shopping, absolutely” (line 13). Laughter from the audience, however, occurs a few
times following Wojewddzki’s overlaps. For example, when Ibisz quotes the poem and says
that he is not recognized by foreign tourists, Wojew 6dzki subsequently comments by saying
that the tour group must be blind, which immediately elicits laughter from the audience (line
4). In addition, when Ibisz begins his story by stating that he was taking the elevator to the
parking lot of a shopping mall, Wojew6dzki overlaps and makes a story for Ibisz, which also
elicits laughter from the audience (line 6). When Ibisz continues with his narration,
Wojewodzki keeps overlapping and commenting on his story. Wojew ddzki’s comments in the
following speaking turns also successfully elicit laughter from the audience, as we can see in
lines 10, 12 and 18.

Wojewodzki’s overlaps may be regarded as his high involvement in the verbal
interaction with Ibisz, which not only contribute to the funniness of the anecdote, as signaled
by the ensuing laughter, but they also show his enthusiasm and interest in Ibisz’s funny story.
In other words, Wojewddzki perhaps is in an attempt to build rapport and solidarity with Ibisz,
but in a more competitive way. In analyzing talk among friends, Tannen (1984) have
observed that there are many devices used to show solidarity, enthusiasm and interest in
others’ talk, which may include “rapid rate of speech, overlap, and latching of utterances” (p.
77). However, Tannen also points out that due to different interactional styles, overlaps and
latching may be considered as obstructive moves by some people, in the sense that these
people may regard fast talkers as a conversational menace (or as “crowders”), and that

non‘“crowders” may find it difficult to participate in the ongoing talk.*

0 According to Tannen (1984), the term “crowders” used to refer to people who like overlapping shows bias,

as her study has revealed that “overlap [in a talk among friends] not only does not impede but in fact
enhances communication” (p. 79).
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Indeed, in his speaking turns, Ibisz is observed to frequently employ sfuchajcie
“listen,” an imperative form relating to the second-person plural. There are totally five tokens
of stuchajcie “listen” in Ibisz’s narration, as in lines 1, 7, 11 and 13. While sfuchajcie “listen”
can be used as a discourse marker to draw the attention of Wojewddzki and the audience to
the upcoming stretch of discourse (cf. Waltereit and Detges 2007), Ibisz’s frequent use of it
perhaps has also revealed his intention to wrest the floor, but in a more indirect way. The use
of this imperative form in Polish verbal interactions has its limits. That is, the use of it
demonstrates power and solidarity. While stuchajcie “listen” can be used by a speaker with a
higher status to show power (e.g., A Polish teacher may use sfuchajcie “listen” to get the
attention from his/her students.), any speaker in a talk among friends is allowed to use it to get
the attention of others. However, a speaker with a lower status is hardly found to use it to get
the attention from interlocutors with a higher status. As an interview is asymmetrical in terms
of speaking rights, the division of the roles between Ibisz and Wojew 6dzki is well-defined,
which in Fetzer’s (2006) view, is deduced from “the genre’s constitutive speech acts, their
felicity conditions, the participants’ roles, and their complementary rights and obligations™ (p.
181). In other words, both Ibisz and Wojewo6dzki understand that it is the host Wojew 6dzki
that is in charge of the whole speech event, including allocating turns of speaking. In order to
finish his story, Ibisz has to manage to allocate the turns that are taken by Wojew 6dzki,
perhaps by using the attention-getter stuchajcie “listen.”  Besides, by using sfuchajcie
“listen,” instead of sfuchaj “you” (an imperative form relating to the second-person singular),
Ibisz also avoids a direct confrontation with Wojewddzki, as he can be regarded as drawing
the attention not only from Wojewodzki, but also from the audience.

In fact, Ibisz is found to frequently use discourse markers relating to the second-
person plural, such as stuchajcie “listen,” uwazajcie “pay attention,” wiecie “you know,” etc.
While other invited guests are found to choose the second-person singular forms of verbs to
refer to his/her interlocutor Wojewddzki, Ibisz seems to have cultivated the habit of including
the audience when he talks to Wojewddzki. Given that Ibisz is a Polish game show host, it is
possible to build up the other hypothesis that his preference to use the second-person plural
forms of verbs perhaps results from his identity as a host (on his shows), despite the fact that
he is a guest on Kuba Wojewodzki. 1t is also noteworthy that before Ibisz allocates the turns
by employing sfuchajcie “listen,” he is found to show support and agreement with

Wojewodzki’s propositions in his utterances. For example, he uses oczywiscie “of course”
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(line 7) and no “right” (line 13) placed before the attention-getter stuchajcie “listen” before he
continues with his story.

To sum up, both Wojewddzki and Ibisz can be regarded as building rapport and
solidarity through a verbal competition, as they both are highly involved in the talk. While
Wojewodzki constantly shows his enthusiasm and interest in Ibisz’s funny story by
contributing humorous remarks, Ibisz also shows support and agreement with the propositions
in Wojewodzki’s utterances, despite the fact that Wojewodzki frequently overlaps and that

Ibisz seems to be managing to wrest the floor.

7.2 Wordplay

In analyzing the data from FEEE 3 T Kang Xi Ldile, 1 have observed that speech participants
hardly use wordplay as a humor type. However, it always attracts laughter whenever its
humorous effect is highlighted. On the other hand, speech participants in Kuba Wojewodzki
frequently use wordplay in their utterances to elicit laughter. As defined by Norrick (1993),
wordplay may include punning, hyperbole and allusion. In the following interaction, both
Wojewodzki and the invited guest Koterski use wordplay as humor. While their co-
constructed humor is based on an allusion to a well-known Polish movie, Koterski’s humor is

perhaps also based on the punning wordplay.

Extract (44) [KW 21.05.2006]

01. Kuba Wojewoddzki: Wyrywasz dziewuchy na kino? Na to ze jeste$ idolem?

02.  Michat Koterski: Nie wyrywam, bo jestem od siedmiu lat z ta samg kobieta.

03. Kuba Wojewodzki: Za(*)!

04.  Michat Koterski: Ktorg pozdrawiam.

05. Kuba Wojewodzki: Jak ma na imi¢?

06.  Michat Koterski: Sylwia.

07. Kuba Wojewodzki: Sylwia pozdrawiamy ci¢. Nie no, siedem lat? Ja nigdy, byles z
jakas$ dziewczyna, a przepraszam. Ci¢cie i wchodzimy. Niezwykte prawda? Siedem
lat? Ja nie bytem nigdy z dziewczyng siedem lat. To wy si¢ ile znacie? Siedem lat!

08.  Michat Koterski: Nie, znamy si¢ diuze;j.

09. Kuba Wojewddzki: A to super. I bedziecie, ten, bedziecie matzenstwem?

10.  Michat Koterski: No nie wiem, chyba tak. Jesli ona ze mng wytrzyma to tak no.

11. — Kuba Wojewodzki: I bedzie ci Sylwia stawiala dziobek?

12.  Michat Koterski: No.

13. — Kuba Wojewddzki: W miejsce tatusia?

14. — Michat Koterski: Juz stawia.
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Translation

01.  Kuba Wojewodzki: Do you take chicks to the cinema? Taking advantage of your
identity as an idol?

02.  Michat Koterski: I do not do that, because I am with the same woman for seven years.

03. Kuba Wojewodzki: F(*)ing awesome! (L)

04.  Michat Koterski: I send her my greetings. [Koterski raises his left hand to greet the
camera. |

05. Kuba Wojewodzki: What is her name?

06.  Michat Koterski: Sylwia.

07. Kuba Wojewodzki: Sylwia, we send you our greetings. [ Wojewodzki joins Koterski’s
greeting.] No, yes, seven years? I have never been with any girls, ah sorry. (L) (¢) Cut
and we start again. It is unusual, right? Seven years? [ have never been with a girl for
seven years. How long have you known each other? Seven years!

08.  Michat Koterski: No, we have known each other longer than that.

09. Kuba Wojewodzki: This is great. And are you going, are you going to get married?

10.  Michat Koterski: Well, I do not know, maybe yes. If she can tolerate me, then yes.

11. — Kuba Wojewodzki: And Sylwia will set the hood of your sweatshirt?

12.  Michat Koterski: Yes.

13. — Kuba Wojewddzki: In place of your father?

14. — Michat Koterski: She is already setting the hood. (1: Koterski) (L)

The above sequence is on the relationship between Koterski and his girlfriend Sylwia. To
make the interview more interesting, Wojewddzki asks many details. He subsequently asks
whether Sylwia will set the hood of Koterski’s sweatshirt in place of his father, as we can see
in lines 11 and 13. This question, in fact, is based on a quote from Dziri Swira “Day of the
Wacko,” a 2002 comedy-drama from Poland. In a scene of the movie, Koterski and his father
(in the movie) are tidying up their appearance in front of a mirror in a funny way. When his
father (in the movie) helps him set the hood of his sweatshirt, his father (in the movie) says,
“Jak tatus zrobi dziobek to nie ma chuja we wsi! “When daddy makes the hood, fuckers got
nothing on it!”” As this movie later became popular, this quote and Koterski also became
well-known. In light of this, it may be that Wojew ddzki perhaps intends to employ wordplay
based on an allusion to this scene, inviting the audience to make a connection to the funny
episode of this scene.

In his response to Wojewoddzki’s question, Koterski also uses wordplay based on the
same allusion, as evidenced in line 14, in which he says, “Juz stawia. ‘She is already setting
the hood.”” It is interesting to note that Koterski's humor is perhaps also based on the punning
of sex, since it may be interpreted as Juz stawia kutasa “She is already giving a blowjob.” 1
cannot say for certain whether Koterski intends to employ wordplay based on the punning of
sex, but some of the audience may still perceive this utterance as a joke about his sexual life.

As Partington (2009) points out, although there is a default reading of the puns based on the
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idiom, if joking is expected, hearers may retain the ability to interpret them by using the open-
choice principle.”' That is, although Koterski’s response in line 14 can be interpreted simply
as an allusion to the funny scene in his movie, it is always possible for the audience to apply
the open-choice principle in the perception of it. Nevertheless, the smile on Koterski’s face
perhaps suggests his intention to use wordplay as humor, which successfully attracts laughter
from the audience, as evidenced in line 14.

In fact, the use of the punning wordplay is not uncommon in Kuba Wojewodzki. In the
following extract, both Wojewddzki and the invited guest Szczuka employ a series of puns as

humor to tease each other. Their puns are based on the ambiguity deliberately manufactured.

Extract (45) [KW 26.02.2006]

01. Kuba Wojewodzki: Takiej twojej, przepraszam bo ty nie lubisz, ale takiej jedrnosci
twoje;j.

02.  Kazimiera Szczuka: Znaczy to jedrno$¢ to niby takie macanie. To ma oznaczaé ten
gest, tak?

03.  Kuba Wojewoddzki: To to jest twoja interpretacja. O, ho, ho, ho, ho.

04. Kazimiera Szczuka: Ale dlaczego?

05. Kuba Wojewoddzki: O, ho, ho, ho Kazia! Nie wpuscisz mnie w to.

06.  Kazimiera Szczuka: Ale dlaczego ja nie lubig¢, miatabym nie lubi¢ stowa jedrnos¢?

07. Kuba Wojewodzki: Myslalem, ze nie lubisz stowa macanie.

08.  Kazimiera Szczuka: A to ja go uzytam.

09. — Kuba Wojewoddzki: Ja lubi¢ stowo jedrno$¢, bo jedrnos$¢ oznacza dla mnie wyrazistos¢,
pulchnos¢ intelektualna.

10. — Kazimiera Szczuka: No ty jeste$ pulchny, taki intelektualnie. Tak wygrubaszony,
otyly.

11. — Kuba Wojewodzki: A ty jestes wypasiona i jedrna.

Translation

01. Kuba Wojewodzki: Your, sorry, because you do not like your firmness. [ Wojewo6dzki
stretches his both hands slightly forward, turns the palms upwards and moves the
fingers.]

02. Kazimiera Szczuka: By firmness you mean groping. [Szczuka also stretches her both
hands slightly forward, turns the palms upwards and moves the fingers.] This is what
your gesture means, right? (I: Szczuka)

03.  Kuba Wojewodzki: This is your interpretation. Oh, ho, ho, ho, ho. [Wojewodzki
stretches his both hands forward and raises index fingers to point at Szczuka.]

04. Kazimiera Szczuka: But why is that? [Szczuka sits with folded arms. ]

05. Kuba Wojewodzki: Oh, ho, ho, ho Kazia! Do not frame me up. [Wojewodzki uses
palms against Szczuka.]

06.  Kazimiera Szczuka: But why (did you say) I do not like the word firmness?

07.  Kuba Wojewodzki: I thought you do not like the word groping. (I: Wojewddzki)

1 Partington’s (2009) study of puns is based on the theoretical framework by Sinclair (1987; 1991; 2004).
According to Sinclair, there are two basic principles of language organization: the phraseological and the
terminological principles. The former refers to the idiom or words regularly occurring together, whereas the
latter describes words as a series of open-ended choices.
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08.  Kazimiera Szczuka: But I use it.

09. — Kuba Wojewodzki: I like the word firmness, because for me firmness means
expressiveness and intellectual abundance. [Wojewddzki spreads fingers on his left
hand.]

10. — Kazimiera Szczuka: Well, you are puppy fat (I: Wojewodzki) (L), intellectually. So
puffy and fat.

11. — Kuba Wojewddzki: And you are fancy/overly fed and firm. (L)

In the beginning of the conversation, Wojewddzki mentions a word jedrnosci, which is the
possessive case of jedrnos¢ “firmness” and is frequently used to describe a female body (line
1). As Szczuka is a well-known feminist in Poland, Wojewodzki seems to be implying that
she personally has a prejudice against this word, since it is used to objectify women.
Wojewddzki’s mention of the word is accompanied by a hand gesture (line 1), which is
perceived by Szczuka as groping, as we can see in her reply in line 2: Znaczy to jedrnosc to
niby takie macanie. To ma oznaczac ten gest, tak? “By firmness you mean groping. This is
what your gesture means, right?” In this line, Szczuka also imitates Wojew 6dzki’s hand
gesture. Her imitation combined with a smile on her face perhaps suggests her interpretation
of Wojewddzki’s actual reference of the word jedrnos¢ “firmness” as a fit female body.
Wojewodzki, then, rejects Szczuka’s interpretation of his hand gesture and shows his
appreciation of the word jedrnos¢ “firmness.” He subsequently defines it as expressiveness
and intellectual abundance (line 9).

It is interesting to note that Wojew 6dzki’s use of pulchnosc intelektualng “intellectuall
abundance” is ambiguous. While Wojewo6dzki perhaps intends to use it to refer to Szczuka as
a really smart woman, he perhaps also implies that she is “overly” intellectual. It is because
the word pulchnos¢ can refer to being plump or spongy. As Szczuka is known for her
intelligence and eloquence, she perhaps understands the ambiguity encoded in the phrase
pulchnos¢ intelektualng “intellectual abundance.” In her response, Szczuka uses three
adjectives (pulchny “puppy fat,” wygrubaszony “puffy” and otyly “fat”) modified by an
adverb (intelektualnie “intellectually”) to describe Wojewodzki, as we can see in line 10.
These three Polish adjectives in normal contexts are used to describe human body shape, not
intelligence, and it therefore seems reasonable to suppose that Szczuka perhaps intends to
employ the punning wordplay to tease Wojewodzki in return. While she uses the adverb
intelektualnie “intellectually” to modify them to refer to Wojew 6dzki as a smart person, she
perhaps is also in an attempt to ridicule his body shape. Szczuka’s humor based on wordplay

not only elicits laughter from the audience, the wry smile on the face of Wojewodzki also
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shows that Wojewodzki perhaps finds the difficult situation (in which he is teased) slightly
funny (line 10).

In his turn of speaking, Wojewo6dzki also employs the punning wordplay based on the
ambiguity of the word wypasiona, which also attracts laughter from the audience (line 11).
This word can be used to describe a luxurious mobil phone with many brand new functions
(e.g., wypasiona komorka) or a very expensive car with luxurious equipments (e.g.,
wypasiona bryka). In light of this, Wojewddzki might be describing Szczuka as a fancy
woman. At the same time, the word wypasiona also comes from the verb pas¢ “to feed.”
Therefore, we may also say that Wojewodzki perhaps also implies that Szczuka is well-fed.
From the above interaction, it is possible to assume that while the punning wordplay may
result from ambiguity, ambiguity itself is not sufficient in resulting in a pun. According to
Attardo (1994) and Ritchie (2004), ambiguity is not the factor that results in punning, as all
words are ambiguous by nature. One element that helps transform ambiguity into a pun is
that the ambiguity has to be deliberately created or pointed out. As evidenced in the above
interaction, both Wojewodzki and Szczuka can be regarded as engaged in the punning
wordplay. They not only create their own puns, but also point out each other’s puns by

employing similar ones.

7.3 Sarcasm

Analyzing the data from Jf E& 28 T Kang Xi Ldile, 1 have observed that one of the invited
guests Andy employs sarcasm to indirectly attack the other guest Jiaotang, so as to elicit
laughter. Although sarcasm is an indirect linguistic strategy that frames an utterance or a
string of utterances as “not meant literally” (Tannen 1984: 130), the victim of the sarcasm
Jidotang still understands it. In addition, the deliverer of the sarcasm Andy later becomes a
good target of tease. In other words, while Andy employs sarcasm to attack Jidotang to result
in a humorous effect, the way he speaks simultaneously invites other speech participants to
see him as a target for teasing.

In my analysis of the data from Kuba Wojewddzki, on the other hand, I have observed
that while sarcasm is still used as humor to elicit laughter, the victim of it does not always
understand it. In the following extract, Wojewddzki’s humor based on sarcasm is not

understood by the victim of it, namely Koterski. This type of humor, however, is understood
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and appreciated by the other invited guest Poniedziatek and the audience. The following

extract illustrates this point.

Extract (46) [KW 21.05.2006]

01.

02.

03.

04.

05.
06.

07.

08.
09.
10.

I1.
12.
13.
14.
15.
16.

Kuba Wojewodzki: Naprawde. Mamo, jak on si¢ cieszy. Nie, Michat bo to jest
niesamowite, ze stworzyle$ tak wyrazista posta¢ a w ogole ciebie nie ma w mediach.
Nie udzialasz wywiadow. Co ty jestes$ swir?

Michat Koterski: Nie, ja nie wiem dlaczego mnie nie ma. To jest wlasnie pytanie na
ktore nie znam odpowiedzi. Nie rozumiem.

Kuba Wojewodzki: Ale czy to nie jest trochg tak, bo na przyktad nam méwiono, ze
odmawiasz wywiadow, nie chcesz si¢ spotykac, jestes kaprysny.

Michat Koterski: To nie prawda. Nikt mi nie proponuje rol. No teraz po tym filmie to
zaczely sie propozycje tam wywiadow i tak dalej, ale rol nie ma i po ,,Dniu Swira” tez,
no po tak matej roélce w ogole ja bytem zdziwiony, Ze byta taka popularnos¢, ze mnie
ludzie rozpoznawali na ulicy 1 krzyczeli tam ,,Jak zrobi dzidbek no to nie ma (*)ja we
wsi!”

Kuba Wojewodzki: Ale nie tylko na wsi tak krzyczeli, w miastach tez?

Michat Koterski: Wszedzie w ogdle jak szedtem ulicg to darli si¢ z samochodow i
wiesz, ale kurcze.

Kuba Wojewodzki: Czy ty byles to po prostu miates ksywke dzidobek? Ty postaw mi
kapturek.

Michat Koterski: Tak, postaw dziobek.

Kuba Wojewo6dzki: Postaw dziobek.

Michat Koterski: Ale nie wiem dlaczego nie dostatem zadnej propozycji. Nie dostaje i
po prostu nie rozumiem tego sam.

Kuba Wojewddzki: Ale chcialby$? Naprawde Michal?

Michat Koterski: No chciatbym.

Kuba Wojewodzki: Serio?

Michat Koterski: Tak.

Kuba Wojewodzki: Wkrecites sie.

Michat Koterski: No a jak.

17. — Kuba Wojewédzki: Boze ja kocham... Wiesz, ze jak bytbym gejem to bym si¢

normalnie z tobg catowat.

18.  Michat Koterski: O nie, nie, nie.

Translation

01. Kuba Wojewodzki: Really. Mom, he is so happy! [Wojewddzki imitates Koterski’s
greeting to his mother in the beginning of the show.] (L) (I: Koterski) No, Michat
because this is awesome that you created such an expressive character, but you do not
appear in the media at all. You are not invited to any interviews. Are you crazy?

02.  Michat Koterski: No, I do not know why I do not appear. This is exactly the question
that I do not know how to answer. I cannot get it.

03. Kuba Wojewodzki: But is it not a little bit like, because for example, we heard that you
are rejecting interviews, you do not want to meet, you are capricious

04.  Michat Koterski: It is not true. No one has offered me a role. Now after this movie they
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have started to offer me interviews and so on, but also not any roles after “Day of the
Wacko.” Well, after such a small role, in general, | was surprised by my popularity, that
people recognized me on the street and there screamed “When he makes the hood,



f(*)kers got nothing on it!” (L) (I: Wojewddzki) [Wojewodzki looks at the other guest
Poniedziatek and stretches his left hand to point at Koterski. ]

05. Kuba Wojewodzki: But they screamed not only in the village, but also in the cities?

06.  Michat Koterski: Everywhere in general when I was walking on the street, and they
screamed from cars, you know? Darn it.

07.  Kuba Wojewodzki: Let me put it directly, did the hood become your nickname? You
set my little hood. (I: Wojewodzki)

08.  Michat Koterski: Yes, set the hood.

09.  Kuba Wojewddzki: Set the hood.

10.  Michat Koterski: But I do not know why I did not get any offers. I do not get any and |
simply do not understand. [Koterski keeps hitting the arm of the sofa with his right
hand.]

11.  Kuba Wojewddzki: But you would like to? Really, Michat?

12. Michat Koterski: Yes, I would like to.

13.  Kuba Wojewddzki: Seriously?

14.  Michat Koterski: Yes. [Koterski beams with mouth open.] (I: Koterski)

15.  Kuba Wojewddzki: You started to love it.

16.  Michat Koterski: Yeah. [Koterski beams with mouth open.] (I: Koterski) (L:
Wojewddzki) (1: Poniedziatek) (L) [Wojewodzki looks at the other guest Poniedziatek
and stretches his left hand to point at Koterski. ]

17. — Kuba Wojewddzki: God, I love... you know, if [ were gay, [ would just kiss you.
[Wojewodzki uses both hands to point at himself.] (L: Poniedziatek)

18.  Michat Koterski: Oh no, no, no. (I: Koterski)

In the beginning of the conversation, Wojewodzki compliments Koterski for having lived the
role of the dopey son in the movie Dniu Swira “Day of the Wacko.” Despite his successful
acting in the movie, he hardly appears on television interviews (line 1). Wojew o6dzki later
adds that perhaps it is because Koterski has rejected many interview invitations (line 3). In
his turn of speaking, Koterski adds that he has been invited to attend interviews and similar
activities, but none of the invitations are from the movie industry, despite his unexpected
popularity after his successful acting in the movie (line 4). In lines 4 and 6, Koterski adds that
his popularity is evidenced in his fans’ screaming of a quote from the movie anywhere,
anytime: Jak zrobi dziobek no to nie ma chuja we wsi! “When he makes the hood, fuckers got
nothing on it!” In line 10, he refers to his previous doubt again. That is, he cannot understand
why a popular actor like him has not been invited again to act in any movies. Hearing his
doubt, Wojewodzki asks Koterski whether he actually wants to be an actor (line 11). When
getting a positive answer, Wojewodzki asks again whether he takes his words seriously (line
13). In his turns of speaking, Koterski still claims that he takes his words seriously, and that
he loves acting (lines 14 and 16). In line 17, Wojew 6dzki comments on Koterski’s utterances
(in the prior speaking turns) by expressing how much he appreciates the way Koterski shows

his interest in acting. Instead of putting it straightforwardly, Wojew 6dzki says that he would
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have kissed Koterski to show his appreciation if he were gay. This utterance should not be
taken literally, as Wojewo6dzki perhaps is in an attempt to ridicule Koterski’s way of speaking
in a sarcastic way. That is, Koterski’s interactional style is probably amusing to Wojew 6dzki.

It is interesting to note that during the whole interview, Wojew 6dzki is frequently
amused by Koterski’s interactional style, which consists of two features: smiling foolishly and
talking straightforwardly without considering the adequacy of the utterance. For example,
Koterski is observed to be overly joyful or overexcited in answering questions. This is not
only evidenced in Wojewddzki’s description of Koterski’s personality, as in Jak on si¢ cieszy!
“He is so happy!” (line 1), but also can be seen in Koterski’s smiling face when he answers
questions (lines 14 and 16). In addition, Koterski is observed to talk straightforwardly
without considering the appropriateness of his utterances. In line 4, for example, when
Koterski quotes his fans’ remarks, he does not avoid using the word chuja, the possessive
form of chuj. As chuj is the vulgar form referring to male sexual organ, the use of it on the
television is therefore regarded as improper. Not surprisingly, Koterski’s quoting of this word
is bleeped by the television station. Koterski’s interactional style on the television perhaps
has also invited the audience to connect him with his role in the movie, i.e., a dopey son.

In light of the above, it is reasonable to argue that Wojew 6dzki perhaps intends to
point out the two features encoded in Koterski’s interactional style by employing verbal
sarcasm as a humor type. In line 4, for example, when Koterski says something improper,
Wojewodzki uses eye contact and hand gesture to focus the other guest Poniedziatek’s
attention on Koterski’s verbal performance. The smile on his face perhaps also suggests that
Koterski’s utterance is regarded as improper. In line 16, Wojewodzki again uses eye contact
and hand gesture for the same communicative purpose. The smile on Poniedziatek’s face also
shows his tacit understanding. While the utterance in line 17 can be understood as an
expression of humor, as indicated by Poniedziatek’s laughter, the sarcastic nature of this
humorous remark should be understood by the whole verbal interaction. That is,
Wojewodzki’s humor based on sarcasm in line 17 is built up by his non-verbal behavior in
prior speaking turns. His sarcasm, however, is not understood by the victim Koterski, as
evidenced in his ensuing rejection to be kissed by Wojew 6dzki (line 18). Therefore, we may
say that Wojewodzki’s use of sarcasm as humor not only elicits laughter, but also helps to
build solidarity and rapport with Poniedziatek and the audience who understand his humor.

The above interaction shows that while sarcasm can be used as humor to ridicule the

other person, no hostile criticism is conveyed. The main purpose of using it is perhaps to
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show Wojewodzki’s appreciation of Koterski’s verbal and non-verbal performances, but in a
sarcastic way, while at the same time to build solidarity and rapport with Poniedziatek and the
audience. Sarcasm, however, can also be used as a linguistic device to convey hostile
criticism towards one’s opponent in an indirect way (Kuo 1992). That is, while using it as
humor, the speaker perhaps also intends to show hostile reprimand. The use of sarcasm,
however, also serves the face-saving function due to its indirect or ambiguous nature (see
Jorgensen 1996).

Analyzing the data from Kuba Wojewodzki, I have observed that in employing sarcasm
as humor to attract laughter, Wojewo6dzki is frequently found to denigrate politicians or
religious people in a sarcastic way. In the following extract, Wojew 6dzki ridicules Father

Tadeusz Rydzyk and his conservative Radio Maryja station in a sarcastic way.

Extract (47) [KW 13.03.2005]

01. Kuba Wojewodzki: Droga Edyto, jak bedziesz chciata wody to krzycz. Woda jest dla
ciebie.

02.  Edyta Gorniak: A to jest jaka woda?

03. Kuba Wojewodzki: To jest woda swigta.

04.  Edyta Gorniak: Bo ja jestem wybredna.

05. — Kuba Wojewodzki: To jest woda, ktorg dostatem ze zrodet Radia Maryja. Dzigkuje.
Ojciec Rydzyk pedzi ta wode i dlatego jest to woda mocno ognista, szatanska.

06.  Edyta Goérniak: Dzigkuje bardzo.

Translation

01. Kuba Wojewodzki: Dear Edyta, if you want water, then shout. Water is for you.

02.  Edyta Gérniak: What kind of water is that?

03. Kuba Wojewodzki: This is holy water.

04.  Edyta Goérniak: Because I am picky.

05. — Kuba Wojewodzki: This is water that I obtained from the source of Radio Maryja
station. [Wojewodzki raises both of his hands up.] (L: Goérniak) Thank you. Father
Rydzyk produces this water (L) (I: Gorniak), and that is why this is strong firewater,
satanic water.

06.  Edyta Goérniak: Thank you so much. [Gorniak takes the water. ]

In the beginning of the conversation, Wojewddzki asks the invited guest Gorniak whether she
wants some water to drink (line 1). In lines 2 and 4, Goérniak asks what kind of water
Wojewodzki has got, as she is quite picky with water. To show that his water is one of a kind,
Wojewodzki claims that his water is holy water obtained from the Radio Maryja station, as in
lines 3 and 5. In referring to the Radio Maryja station, Wojewodzki uses a hand gesture,
which elicits laughter from Gorniak (line 5). He then expresses his gratitude to the Radio

Maryja station and Father Tadeusz Rydzyk for producing this water, which immediately
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elicits laughter from the audience (line 5). Clearly, Wojewodzki is not expressing his
gratitude to the Radio Maryja station and Father Tadeusz Rydzyk for producing this water.
On the contrary, he is ridiculing them in a sarcastic way, which is evidenced in his use of the
verb pedzi “produce,” the third-person singular conjugation of pedzi¢ “to produce” and that of
the phrase woda mocno ognista “strong firewater.” In the Polish language, pedzi¢ wode “to
produce water” may refer to illegally brewing liquor, and woda ognista “fire water” may refer
to vodka. That is, Wojewodzki is employing the punning wordplay to mock Father Tadeusz
Rydzyk. His use of dzigkuje “I thank,” therefore, can be regarded as a booster for reinforcing
sarcasm. The ensuing laughter in the same line also indicates that his humor is understood
and appreciated.

Finally, he uses a religion-related adjective to modify water, as we can see in his use of
szatanska “satanic” (line 5). Wojewodzki perhaps intends to mock Father Tadeusz Rydzyk
and the Radio Maryja station in an indirect way, thereby encouraging the audience to make a
connection between them and Satan. As sarcasm may be hostility disguised as humor, we
may reasonably say that while Wojew6dzki uses this type of humor to entertain the audience
to elicit laughter, he is perhaps also in an attempt to build rapport with a certain audience by
mocking Father Tadeusz Rydzyk and the Radio Maryja station in an indirect way. Although
Father Tadeusz Rydzyk and those who support him and the Radio Maryja station might find it
difficult to obtain the humorous implicatures, audience members who are against him and the
Radio Maryja station may find Wojewodzki’s sarcasm amusing. In other words,
Wojewddzki’s use of sarcasm as humor creates a we vs. they dichotomy. That is, those who
are able to appreciate the humor are categorized as in-group members of the speaker, whereas
those who are denigrated and therefore are not able to obtain the humorous implicatures are
they, the outsiders. In light of this, Wojewddzki’s ridiculing of Father Tadeusz Rydzyk and
the Radio Maryja station in a sarcastic way can be regarded as putdown humor. According to
Dynel (2008), putdown humor is produced to amuse the speech participants (including the
speaker him/herself), while it at the same time is employed to denigrate the third party that is
completely unaware of the speech activity. In addition, the producer of the putdown humor
also shows an in-group membership with the metarecipients and stigmatizes the victim as an
out-group member, who is not able to obtain the humorous implicatures. In brief, as observed

by Gockel and Kerr (2015), sharing putdown humor about out-group members enhances
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positive feelings and in-group cohesion.”” The speaker’s intention and the hearer’s inference

will decide whether the teasing should be categorized as putdown humor.

7.4 Innuendo

In analyzing the data from Jf EE 3k T Kang X7 Ldile, 1 have observed that innuendo can be
used to result in a humorous effect. It is frequently found to appear in the form of a question.
The funniness comes from the listener’s repeated deliberation of the implied message,
including other speech participant and the audience. In addition, a referring expression, such
as a proper name, can also be used to serve the same function. That is, the name of a celebrity
can have an implied message when used in a certain context. As I have argued previously, the
use of innuendo as humor and the understanding of it very often require the same cultural
background of both the speaker and the listener.

In Kuba Wojewodzki, on the other hand, I have observed that the host Wojewodzki’s
utterances in different speaking turns may also contribute to humor based on the
metamessages encoded in them. Each of these utterances may carry a proposition, and some
of them are in the form of a question. In addition, the use of innuendo as a humor type may
be signaled by the smile of the speaker. To understand the innuendo as such, one does not
need to have a specific cultural background. Instead, understanding the connection between
each utterance helps to bootstrap the complexity of innuendo. In the following extract, the
conversation is on the invited guest Koterski’s looks. According to Koterski, his mother
thinks that he looks like a Turkish emigrant. Based on Koterski’s self-disclosure, Wojew 6dzki
employs innuendo to tease him, thereby inviting the audience not only to question his
mother’s intention of describing him as a Turkish emigrant, but also to make a connection

between his Turkish looks and his mother’s trip in Turkey.

Extract (48) [KW 21.05.2006]

01. Kuba Wojewodzki: Jacek Poniedzialek, Michat Koterski. Dzigkuje bardzo. Ale Jacek
czy to nie jest rodzaca si¢ 0sobowos¢?

02.  Jacek Poniedzialek: Absolutnie.

03. Kuba Wojewoddzki: Ale nie boisz sig¢, bo to bedzie twdj konkurent, bo to jest bardziej
na razi¢ aktor.

2 Gockel and Kerr (2015), however, have also claimed that putdown humor is like a double-edged sword.

When an in-group member passively overhears the exchanges as such, the putdown humor may not have the
same effect.
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04.  Jacek Poniedzialek: Nie, jest ogolnie w innej grupie troche wiekowej. Na szczescie.

05. Kuba Wojewodzki: Tak, bo ty jestes mtody chtopak, nie?

06.  Jacek Poniedziatek: I on jest taki przystojny.

07.  Michat Koterski: Wcale nie taki miody.

08.  Kuba Wojewddzki: Nie masz trzech dych. Nie, przystojny, jest przystojny dlatego, ze
ty nie masz polskiej urody.

09.  Michat Koterski: Nie?

10.  Kuba Wojewddzki: Nie.

11.  Michat Koterski: A jaka?

12.  Jacek Poniedziatek: Grecka. Grecka troche.

13.  Michat Koterski: Wtasnie, moja mama mowi, ze wygladam jak turecki emigrant.

14. — Kuba Wojewodzki: I ty pozdrawiale§ mame?

15.  Michat Koterski: Tak.

16. — Kuba Wojewodzki: Wéz wytnijcie pozdrowienia. Turecki emigrant? To co twoja
mama na wycieczce byta?

17.  Michat Koterski: Nie, dobra byta.

Translation

01. Kuba Wojewoddzki: Jacek Poniedziatek, Michat Koterski. Thank you very much. (c)
But Jacek, is it not a nascent personality?

02.  Jacek Poniedzialek: Absolutely.

03. Kuba Wojewodzki: But are you not afraid, because he will become your opponent,
because he is already an actor.

04.  Jacek Poniedzialek: No, he is in a different age group. Fortunately.

05. Kuba Wojewoddzki: Yes, because you are a young guy, aren’t you?

06.  Jacek Poniedzialek: And he is such a handsome guy.

07.  Michat Koterski: Not so young. (L: Poniedziatek)

08.  Kuba Wojewodzki: You are less than thirty. No, handsome, he is handsome, because
you do not have Polish looks.

09.  Michat Koterski: No?

10.  Kuba Wojewddzki: No.

11.  Michatl Koterski: What kind of looks?

12.  Jacek Poniedziatek: Greek. A little bit Greek.

13.  Michat Koterski: Exactly, my mom says that I look like a Turkish emigrant. (L) (I
Wojewodzki)

14. — Kuba Wojewddzki: And you sent greetings to mom?

15.  Michat Koterski: Yes. (I: Koterski) (L) [Koterski raises his right hand to greet again.]

16. — Kuba Wojewddzki: Cut off the greetings. (L: Poniedziatek) A Turkish emigrant? What
did your mom do in a tour? (L)

17.  Michat Koterski: (I: Koterski) No, she was good.

In the beginning of the conversation, both Wojewoddzki and the other invited guest
Poniedziatek are complimenting Koterski’s looks. In line 8, Wojew 0dzki says that Koterski is
handsome and does not look Polish. In line 12, Poniedziatek joins the conversation and
shows agreement with Wojewddzki by saying that Koterski looks like a Greek. In line 13,
however, Koterski indirectly quotes his mother’s remark and says that he looks like a Turkish

emigrant. This self-disclosure not only elicits laughter from the audience, but also gives the
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host Wojewodzki a chance to tease him in the following speaking turns. Wojewodzki’s
smiling in the same line perhaps further signals that what he is going to say should not be
taken literally. Wojewodzki’s question in line 14 (I ty pozdrawiates mame? “And you sent
greetings to mom?”) and imperative in line 16 (Woz wytnijcie pozdrowienia. “Cut off the
greetings.”) can be regarded as an expression of innuendo, which invites the audience to
ponder on Koterski’s self-disclosure about his mother’s remark on his looks.  More
specifically, Koterski’s mother’s description of him as a Turkish emigrant is perhaps out of
malevolent intent, and therefore he should not have sent greetings to his mother earlier before
the above sequence.

Wojewodzki, in line 16, subsequently asks two questions: Turecki emigrant? To co
twoja mama na wycieczce byta? “A Turkish emigrant? What did your mom do in a tour?”
These two questions should also be regarded as an expression of innuendo, which invites the
audience to make a connection between Koterski’s Turkish looks and his mother’s trip in
Turkey. Wojewodzki’s use of innuendo is also appreciated as humor, as signaled by the
ensuing laughter both from the invited guest, Poniedziatek, and from the audience. To
understand the humor type as such, we should understand not only the proposition of each
utterance that contributes to the innuendo, but also the metamessages encoded in these
utterances. In addition, Wojewddzki’s humor can be regarded as partially building on the fact
that more and more Poles choose Turkey as a popular tourist destination, and that many Polish
women are married to Turkish men. As investigated by Pedziwiatr’s (2014), Poles’ negative
perception of Turks in the Polish society does not have much impact on the holiday plans
made by Poles. The number of Polish tourists visiting Turkey has increased greatly within the
past decade. Consequently, one of the results of Turkey as a popular tourist destination for
Poles is the increasing rate of mixed marriages between usually Polish women and Turkish
men. In other words, the funniness of Wojewoddzki’s humor based on innuendo comes from
the metamessage that Koterski's real father is perhaps a Turk, not the one he knows to be.

Recall that in J EE 2k T Kang Xi Ldile, a referring expression can be used as an
innuendo to create a humorous effect. The funny effect comes from the listener’s repeated
deliberation of the implied message. Analyzing the data from Kuba Wojewodzki, 1 have
observed that innuendo is also found in a referring expression. More specifically, it is found
in Wojewo0dzki’s metaphor used to portray Renata Beger, one of the best known and
controversial politicians in Poland. This metaphor first appears in the invited guest Szczuka’s

answer to Wojewodzk’s question, in which she specifies Beger as kobyla “mare.” The

175



funniness of this animal metaphor comes from the controversial image of the politician, as

Beger has received criticism not only for her political activity, but also for her being frank in

speaking her opinions.

Extract (49) [KW 26.02.2006]

01.

02.
03.

04.

05.
06.

07.
08.
09.
10.
I1.

12.

Kuba Wojewodzki: No dobrze, ale, ty mowisz o pewnej sublimacji polityki, albo seksu
w polityke, polityki w seksie?

Kazimiera Szczuka: I to jest, wiesz.

Kuba Wojewodzki: O tym, Ze to jest taki przejaw meski. Ale pamigtaj, ze najbardziej
takg wyuzdang i wybuchang pewng emanacjg zatarcia si¢ tych granic byla Renata
Beger i jej deklaracje. O owsie, prawda, o tym, o koniach, bykach, buhajach czy
wszystkie metafory, ktorych ja nie zdgzatem ztapac, no. To ona, prawda?

Kazimiera Szczuka: Tak, tak. Ona jest w ogdle w swojej, naprawde ona jest
fenomenalna. Pod wieloma wzgledami ona mi imponuje.

Kuba Wojewodzki: No co ty. Pod jakim?

Kazimiera Szczuka: Shuchaj, to jest taki cztowiek niesamowitej sity. Ona jest
niesamowicie silna. To jest taki cztowiek bez w ogole opordw. Ona jest jakby taki. To
znaczy nie chce, zeby to zabrzmiato obrazliwie.

Kuba Wojewodzki: No no no, ciekawe.

Kazimiera Szczuka: Ale ona jest jakby taki zwierz, ktory nie ma zadnych...

Kuba Wojewodzki: Ale jaki zwierz? Taki bardziej pantera czy bardziej pajak?
Kazimiera Szczuka: Nie, nie. Bardziej chyba jaka$ taka kobyla. Ale, ale..

Kuba Wojewodzki: Poczekaj Kazia, poczekaj. Zeby nam tego nie zdjeli. Kobyla w
sensie komplement?

Kazimiera Szczuka: Tak.

13. — Kuba Wojewddzki: Ze super kobyla.

14.  Kazimiera Szczuka: Nie, ja nie.

15.  Kuba Wojewddzki: Kurwo!

16.  Kazimiera Szczuka: Nie, nie mysle o tym w takich kategoriach, wiesz.

Translation

01. Kuba Wojewodzki: Well, okay, but you are talking about the certain sublimation of
politics, or sex in politics, politics in sex?

02.  Kazimiera Szczuka: And this is, you know. [Szczuka stretches her right hand forward,
palm up.]

03.  Kuba Wojewodzki: This is such a sign of manhood. But remember that the most
promiscuous person and the most outburst emanation that has blurred the boarder are
Renata Beger and her declarations. Something about oats, right? About them, about
horses, bulls, bulls kept for covering or all kinds of metaphors, which I was not able to
catch. That is she, right?

04. Kazimiera Szczuka: Yes, yes. She is completely on her own, and it is true that she is
extraordanary. She has impressed me in many respects.

05. Kuba Wojewodzki: Come on. In which part?

06. Kazimiera Szczuka: Listen, she is such a person of incredible strength. She is
incredibly strong. She is such a person that does not have any obstacles at all. She is
just like. I mean, I do not want to make it sound insulting. (1: Szczuka)

07. Kuba Wojewodzki: Well, well, well, very interesting. [Wojewo6dzki raises his left hand
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08.  Kazimiera Szczuka: But she is just like such an animal (1: Szczuka) [ Wojewddzki turns
to the other side and then turns back to look at Szczuka.] (1: Wojewddzki) that does not
have any...

09. Kuba Wojewodzki: But what kind of animal? An animal like panther or spider?

10.  Kazimiera Szczuka: No, no. Maybe like some kind of mare. [Szczuka shrugs her
shoulders.] (I: Szczuka) (L) [Wojewddzki turns to look at the audience and points at
them with index finger on his left hand.] But, but...

11.  Kuba Wojewoddzki: [Wojewoddzki uses both hands to stop Szczuka from talking.] Wait,
Kazia, wait. I do not want them to cut this part. Mare as a compliment (to her)?

12.  Kazimiera Szczuka: Yes. (I: Szczuka)

13. — Kuba Wojewddzki: A super mare. [ Wojewodzki spreads out both hands. ]

14.  Kazimiera Szczuka: No, I do not.

15.  Kuba Wojewédzki: Damn! (I: Szczuka, Wojewddzki)

16.  Kazimiera Szczuka: No, I do not think of it to be in such a category, you know.

In this sequence, Wojewodzki first casts his doubt about the connection between sex and
politics (line 1). He later asks Szczuka how she thinks about Beger, as we can see in line 3, in
which Wojewddzki mentions about oats, horses and bulls. Wojew 6dzki’s use of these words
perhaps results from an interview of Beger for the Super Express tabloid in 2003, in which
she enlarged upon her sex life with her husband. In her response to a question about her
sexual life, she used a metaphor to show how sex is to her: “jak kon owies 'like oates to a
horse'.” In her answer to Wojewddzki’s question, Szczuka says that Beger is an extraordinary,
impressive and strong woman who seems to have no obstacles at all (lines 4 and 6). When
Wojewodzki later asks her to think of an animal that can better explain these characteristics of
Beger, she uses kobyla “mare” to specify her. We have no idea whether Szczuka intends to
make fun of Beger by characterizing her as kobyta “mare,” but for sure this metaphor is funny
to her and to the audience, as evidenced in her smiling and the ensuing laughter from the
audience. The funniness perhaps comes from the derogatory semantic nature of this metaphor
(see Fontecha and Catalan 2003). While the metaphor kobyfa “mare” may be used to
positively present Beger as a strong woman who does not fear anything, it can also be used to
refer to her uncouth behavior in the media. This is evidenced in Wojew ddzki’s reaction to
Szczuka’s metaphor, as in line 11, in which Wojew 6dzki stops Szczuka from continuing and
asks whether this metaphor is used as a compliment to Beger. If not, the television station
probably will cut it off, as it might be taken as a personal attack due to the derogatory nature

of this animal metaphor.

% Fontecha and Catalan (2003) have pointed out that most animal metaphors are derogatory in semantic

nature, which is based on a vertical hierarchy of beings. When one uses an animal metaphor, s/he can
derogate others (human being, i.e., higher order forms of being) by specifying them as animals (non-human
beings, i.e., lower order forms of being).
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Additionally, this metaphor also occurs in line 13, in which Wojew 6dzki seems to be
in an attempt to summarize Szczuka’s remarks on Beger. Following Szczuka’s metaphor,
Wojewodzki further adds an adjective that has a positive connotation and specifies Beger as
super kobyla “super mare.” As kobyta “mare” can be derogatory in semantics, it may sound
sarcastic when it is aligned with a positive modifier. The use of super kobyta “super mare”
could be funny to some people, or at least it could be amusing to those who do not like Beger.
Therefore, we may say that Wojewddzki perhaps intends to create a humorous effect by
implying that Beger is an unequalled woman when it comes to coarseness and vulgarness.
Wojewddzki’s use of super kobyta “super mare,” therefore, can be regarded as humor
constructed by implicitly attacking Beger. In fact, using innuendo to attack a non-present
party is not uncommon, as an innuendo may convey certain implicature. Bell (1997: 36)
defines innuendo as “a non-overt intentional negative ascription, whether true or false, usually
in the form of an implicature, which is understood as a charge or accusation against what is,
for the most part, a non-present party.” By employing innuendo to result in a humorous
effect, Wojewddzki perhaps also avoids possible accusations from Beger and her supporters,
as his negative ascription is simply implicature.

Interestingly, it is not surprising to see a woman who breaks the social norm and talks
like a man, especially if she is in a man’s position. As indicated by Pauwels (2003: 567),
“women [are now] in the new roles or critical linguistic commentators, norm-breakers, and
norm makers.” Beger’s being frank in speaking her opinions is nevertheless risky, as she
might be regarded as coarse and vulgar. Indeed, simplistic gender expectations and gender
roles can do harm to women in politics (Wei 2000). Beger’s use of the jak kon owies “like
oates to a horse” metaphor in describing her love for sex might make her the object of
ridicule. In the program, for example, she is specified as kobyta “mare,” which sounds funny
to Szczuka and the audience. The negative meaning of kobyfa “mare” also comes from the
gender bias of this metaphor, as it is used to specify Beger, a woman. Schulz (1975) has
documented a process of “semantic derogation” that affects sexual terms used to specify
women. According to her, many words that had a positive meaning have now become
slanderous towards women. In the English language, for example, men have made words like
“cow” and “warhorse” to describe fat women (p. 43). It is because men fear to be inferior to
women, and that this is the only way to let the fear out. As further defined by Wareing (2004:
80-82), semantic derogation can be regarded as “[the] process of words which refer to women

acquiring demeaning or sexual connotations.” In their study of animal metaphors in
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Mandarin, Chen and Chen (2011b) have also observed that the semantic molecules applied to
the metaphors containing the character Jg hu “tiger” may include ANIMAL, POWERFUL and
VIOLENT.** These are supposed to be characteristics of men, not of women. Therefore, tiger
metaphors in Mandarin connote positive meanings when used to describe men, but not vice
versa when used for women. As concluded by Spender (1998), the word that originally
marked the same state of condition for men might later be assumed a negative connotation for
women. That is, gender difference is the only variable to the semantic system of the word.

In sum, Wojewddzki’s humor constructed by connecting Beger to a mare is perhaps
based on the semantic derogation of this animal metaphor against women. While this
metaphor may positively present Beger as a strong woman who does not fear anything, it can
also be used to put her in a negative manner. Thanks to the vague boundary between the
derived negative and positive meanings of this metaphor, Wojewo6dzki may avoid possible

accusations from Beger and her supporters.

7.5 Other-Deprecating Humor

In analyzing the data from JE EE 2R T Kang X7 Ldile, 1 have found that the two hosts may
create humorous remarks by means of deprecating their invited guests. Recall that in my
analysis in Section 6.5, when the hostess Xu deprecates one of the guests Liu to result in a
humorous effect, she brings the audience’s attention to Lit’s newly released product and
promotes it in a humorous way. In response to XU’ deprecation, Lii uses the discourse
marker of & F méiyou “no” combined with a sentence-final particle Wi la to correct/clarify
the proposition made by Xu.

In Kuba Wojewodzki, the host Wojewodzki is also found to frequently employ other-
deprecating humor to elicit laughter. In addition, this type of humor may be employed via the
use of a malevolent address form. Different from JE EE 3¢ " Kang Xi Ldile, the guests in
Kuba Wojewodzki may use the same type of humor as a response. In the following extract,
the invited guest Szczuka immediately counterattacks by calling Wojewodzki “old man” right

after she receives a malevolent address form “chauvinistic hag” from the host.

Extract (50) [KW 26.02.2006]
01. Kazimiera Szczuka: Bo ty si¢, wiesz, tak na takiego mtodzieniaszka w ogole

% Also see Wierzbicka (1985a) and Goddard (1998).
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stylizujesz.

02. Kuba Wojewoddzki: Jestem w twoim wieku. Dokladnie

03.  Kazimiera Szczuka: Nie. Ty jeste$ troszke ode mnie starszy.

04. — Kuba Wojewodzki: A ty si¢ zamknij! Babulco szowinistyczna.

05. — Kazimiera Szczuka: Dziadu. Naprawde jeste$ troche starszy.

06. Kuba Wojewodzki: Ile troszke? Malutkie petite tu?

07. Kazimiera Szczuka: Wiesz co, jakies parg lat. No nie wiem no. Ale shuchaj, w ogole
jestes$ gejem wigc nie mowmy o ty, bo to moze by¢ wiesz.

08.  Kuba Wojewoddzki: Jak na geja trzymam si¢ niezle, nie?

09. Kazimiera Szczuka: Jak na geja... Nie geje si¢ wtasnie dobrze trzymaja 1 przede
wszystkim nie nalezy, wiesz, wytyka¢ wieku. Wygladasz bardzo fajnie. Jestes$
atrakcyjny i nie musimy, wiesz, jakby sobie.

Translation
01. Kazimiera Szczuka: Because you know, you in general are pretending to be a young
man.

02.  Kuba Wojewddzki: I am in your age. Exactly.

03. Kazimiera Szczuka: No. You are a little bit older than me. (1: Szczuka)

04. — Kuba Wojewoddzki: And you shut up! (L) [Wojewoddzki pretends to be angry.] You
chauvinistic hag. (1: Wojewodzki, Szczuka)

05. — Kazimiera Szczuka: You old man. (1: Szczuka) It is true that you are a little bit older.

06. Kuba Wojewo6dzki: How much (older)? A little bit?

07. Kazimiera Szczuka: You know what, a few years (older). [Wojewddzki pretends to be
angry again.| Well, I do not know. But listen, you in general are gay, so we are not
talking about this, because it can be, you know.

08.  Kuba Wojewoddzki: For a gay man, I look pretty good, right?

09. Kazimiera Szczuka: For a gay man. Gay people actually look good, and first of all, age
should not be talked about, you know. You look very good. You are attractive and we
do not have to, you know, be like this.

In the beginning of the conversation, Wojewo6dzki and Szczuka are debating their respective
ages. Disagreeing with Szczuka’s statement that he is a few years older, Wojew 6dzki asks
Szczuka to stop it and further calls her babulco szowinistyczna (the vocative case of babulec
szowinistyczny) “chauvinistic hag,” as we can see in line 4. Wojewddzki’s use of the
imperative A4 ¢y si¢ zamknij! “And you shut up!” is understood by the audience as a humorous
expression, as indicated by their laughter. His subsequent use of the malevolent address form
babulco szowinistyczna “chauvinistic hag” to deprecate Szczuka is also framed as humor, as
signaled by Wojewddzki's and Szczuka's smiling. In response to his humor, Szczuka calls
Wojewodzki dziadu (the vocative case of dziad) “old man” and claims that Wojewddzki in
fact is a little bit older than her, as in line 5. Her smiling also signals that this malevolent
address form is an expression of humor. As this type of humor can be regarded as a face-
threatening act, and that it is employed in a television variety show, both Wojew 6dzki and

Szczuka, as well as the audience know that it is used only to create a humorous effect.
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It is interesting to note that Szczuka frequently uses wiesz “you know,” as in lines 1, 7
and 9, which can be regarded as a hedge. According to Coates (2004), women’s language is
more tentative, which is evidenced in their frequent use of hedges (e.g., I think, I'm sure, you
know, sort of, perhaps and like). These hedges are used to show whether the speaker is
certain or uncertain about the proposition under discussion. Lakoff (1975) also claims that
women’s use of hedges is linked with their unassertiveness and lack of confidence. In our
data, however, Szczuka’s frequent use of wiesz “you know” shows her confidence in asserting
herself. This is evidenced in her use of assertives, in which she claims that Wojew 6dzki is a
few years older than her, but is pretending to be a young man, as well as gay. According to
Searle (1975), an assertive is a speech act that commits a speaker to the truth of the expressed
proposition. By employing assertives and the hedge wiesz “you know,” Szczuka perhaps feels
confident in asserting herself.

The above interaction also shows the solidarity between the host Wojew 6dzki and the
guest Szczuka, despite the competitive nature of the verbal interaction. Brown and Gilman’s
(1960) work is the most influential in the study of address forms. In their analysis of the
pronominal systems in four European languages, Brown and Gilman have observed “a shift
from power to solidarity as the governing semantic principle” (p. 261). That is, modern
people in the Western society are more likely to build solidarity with others in verbal

interactions.’’

When Wojewodzki calls Szczuka babulco szowinistyczna “chauvinistic hag,”
Szczuka also addresses Wojewddzki dziadu “old man” in return. Their verbal aggression is
the source of humor, signaled by their use of such malevolent address forms. As argued by
Norrick and Bubel (2009: 44), whereas inappropriate address forms may be used to “establish
a play frame and nonce identities within it for the sake of humorous interaction,” reciprocal
direct address forms may further help in “playing a special role in teasing moves and serving
as a contextualization cue for a non-serious key in the interaction as a whole.” In addition, a
malevolent address form immediately followed by another also pertains to the semantic of
solidarity, not that of power. In fact, power and solidarity are mutually evocative. In

observing young boys’ verbal interactions, Tannen (1993) also argues that power may entail

solidarity by opposing each other. That is, fighting may precipitate friendship. Wojew 6dzki’s

*  Brown and Gilman (1960) first introduced the semantics of power and solidarity to analyze the pronominal

systems in French, German, Italian and Spanish. In these languages, the second person pronouns can be
categorized into two groups: familiar/informal (i.e., 7, which represents the Latin fu “the second-person
singular pronoun”) vs. polite/formal (i.e., V, which represents the Latin vou “the second-person plural
pronoun”). According to Brown and Gilman, speakers’ uses of 7 and V' demonstrate power and solidarity.
When a speaker is allowed to give T and receive V, but not vice versa for his/her interlocutor, the power
semantic is non-reciprocal and asymmetrical. On the other hand, both speakers may choose to use 7 or V to
show solidarity.
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and Szczuka’s uses of these two malevolent address forms, therefore, can be regarded as
signaling sameness and closeness. While their malevolent intention is framed as play to elicit
laughter, their uses of these two address forms also help reduce the power relationship
between them. In other words, being in a less powerful position (i.e., being a woman and the
guest of the program), Szczuka can be regarded as struggling for power by co-constructing
the humor with Wojewodzki, who is from a more powerful position (i.e., being a man and the
host of the program).

Not surprisingly, Wojewo6dzki also uses the same type of humor to treat Poniedziatek,
by calling him a faggot. Different from Szczuka’s reaction in receiving deprecation,
Poniedziatek finds Wojewddzki’s malevolent address form (targeted at him) amusing. The

following extract illustrates this point.

Extract (51) [KW 21.05.2006]

01. Kuba Wojewodzki: Bedziesz nosit moja koszulke z napisem Wojewodzki na plecach?

02.  Jacek Poniedziatek: Jade jutro do konkurencyjnego showu, ubiore ja.

03. Kuba Wojewodzki: Naprawde?

04.  Jacek Poniedziatek: No.

05. Kuba Wojewodzki: Do jakiego jedziesz‘?

06.  Jacek Poniedziatek: Nie powiem ci.

07. Kuba Wojewodzki: Do jakiej telewizji? Na trzy litery?

08.  Jacek Poniedziatek: Zobaczysz za pare¢ dni.

09. Kuba Wojewodzki: Na trzy litery?

10.  Jacek Poniedziatek: Nie, nie, nie.

11.  Kuba Wojewddzki: No mam nadzieje.

12.  Jacek Poniedziatek: Nie pamigtam.

13.  Kuba Wojewddzki: W10z to. To jest dla ciebie. Mozesz sobie to zabrac.

14.  Jacek Poniedziatek: Tamten, ten na trzy litery. Nie podobat mi si¢ ten show. Nie
Smieszny.

15.  Kuba Wojewdédzki: Ktory? Ktory?

16.  Jacek Poniedziatek: No ten konkurencyjny.

17.  Kuba Wojewédzki: Szymona M? Bardzo dobry. Bardzo dobry.

18.  Jacek Poniedziatek: Mnie nie Smieszy.

19. — Kuba Wojewddzki: Wy to si¢ cioty czepiacie byle kogo.

20.  Jacek Poniedziatek: Ale $mieszny byl.

Translation
01. Kuba Wojewoddzki: Are you going to wear my T-shirt with the name Wojewo6dzki on
the back?

02.  Jacek Poniedziatek: Tomorrow when I go to a rival show (of yours), I will wear it.
03. Kuba Wojewodzki: Really?

04.  Jacek Poniedziatek: Yes.

05. Kuba Wojewodzki: What kind of show are you attending?

06.  Jacek Poniedziatek: I will not tell you.

07.  Kuba Wojewodzki: To which television station? The one with three letters?

182



08.  Jacek Poniedziatek: After a few days you will see it.

09. Kuba Wojewodzki: With three letters?

10.  Jacek Poniedziatek: No, no, no.

11.  Kuba Wojewdédzki: Well, I hope so.

12.  Jacek Poniedziatek: I do not remember.

13.  Kuba Wojewodzki: Put it on. It is for you. You can take it with you.

14.  Jacek Poniedziatek: That one, with three letters. I do not like that show. It is not funny.

15. Kuba Wojewoddzki: Which one? Which one?

16.  Jacek Poniedziatek: Well, the rival one.

17. Kuba Wojewddzki: That one of Szymon M? Very good. Very good.

18.  Jacek Poniedziatek: I do not find it funny.

19. — Kuba Wojewddzki: You faggots are always dissatisfied with other people. (L:
Poniedziatek) (L)

20.  Jacek Poniedziatek: (1: Poniedziatek) But it was funny.

In the beginning of the conversation, Wojewo6dzki asks whether Poniedziatek is willing to
wear the T-shirt with his surname Wojewodzki on it (line 1). In his response, Poniedziatek
says that he can even wear the T-shirt to attend a program of the opponent channel of
Wojewddzki’s (line 2). His response, however, has aroused Wojewodzki’s curiosity. As
Poniedziatek declines to answer (perhaps for personal reasons), Wojewodzki uses polar
questions to make sure whether this opponent television channel is TVN (lines 7 and 9),
which is known for being the major opponent of Polsat, where Wojewddzki is working.*® In
line 14, Poniedziatek claims that he does not like the program on TVN (a television channel
with three letters), as it is not entertaining. Disagreeing with Poniedziatek, Wojew 6dzki says
that the program hosted by Szymon Majewski on TVN is actually very good (line 17).
Poniedziatek again shows his dissatisfaction with the program (line 18), which triggers
Wojewddzki’s use of wy cioty “you faggots” to address him. In line 19, Wojewodzki asserts
that homosexuals (including Poniedziatek) are not satisfied with other people. Wojewddzki’s
deprecation of Poniedziatek and other homosexuals is framed as play, as evidenced in the
laughter from the victim Poniedzialek and from the audience (line 19).

It is interesting to note that the address form in line 19 is composed of wy “you, the
second-person plural pronoun” and cioty “faggots,” an offensive term for openly, often
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effeminate homosexual men.”” In analyzing political debates, Kuo (2002) has observed that

% This interview was broadcast on May 21, 2006, when Wojewodzki was still working for Polsat. This

television variety show has been broadcast on TVN since September 2006.

In Rodzoch-Malek’s (2012) investigation, the word ciofa is the augmentative form of ciotka “aunt.” In
dictionaries published before 1990, there already appeared the word ciota, but the meaning of it had nothing
to do with homosexuality. However, this word was already used before 1990 as a prison argot term in
reference to a passive male homosexual. Both the words ciofa and pedat can be used to refer to male
homosexuals, but in a derogatory manner. While the word pedaf can be used to refer to a male homosexual
in general, the word ciota is only used to refer to an outwardly, obviously feminine male homosexual. In
this sense, using the word ciota to address a male homosexual is more offensive than using the word pedat.
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the second-person singular pronoun is used in accusatory statements or questions to explicitly
refer to the target of the attack. As the use of it implies a direct confrontation, the face-
threatening force of the speech act may be strengthened. Therefore, it would be possible to
argue that Wojewddzki’s accusation in line 19 (Wy to sig cioty czepiacie byle kogo. “You
faggots are always dissatisfied with other people.”) implies his direct confrontation vis-a-vis
Poniedzialek and other homosexuals. It is true that in all-male talk, all heterosexual,
homosexual men often are targets of the attack. By verbally deprecating them together, a
feeling of solidarity prevails among the speech participants. In analyzing a conversation by
five friends, all male, Cameron (1997) has found that all the speech participants are bonded
by their shared denigration of others whom they label “gay.” However, Wojew 6dzki’s
linguistic practice should be regarded as a type of humor, but by means of putting others in a
negative manner. Firstly, this program is not antagonistic by nature, as its purpose is to
entertain the audience, not to resort to confrontation. Secondly, although it is found that
heterosexual men might build up solidarity by attacking other homosexual men in their all-
male talk (see Cameron 1997), it would be impossible for Wojew 6dzki to do it in this way, as
Poniedziatek is a known gay celebrity in Poland. Besides, Wojew 6dzki’s linguistic practice is
recognized as humor even by the target of the attack, namely Poniedziatek. This is evidenced
in line 20, in which Poniedziatek further shows his appreciation of Wojew 6dzki’s other-
deprecating humor.

So far, I have analyzed how other-deprecating humor is employed by the host
Wojewddzki to create a humorous effect in his program. My findings show that malevolent
address forms can be used as humor. The funniness results from the verbal confrontation
between the host and the guest. For example, when Wojewodzki addresses Szczuka babulco
szowinistyczna “chauvinistic hag,” he is addressed dziadu “old man” in return. Their verbal
aggression is the source of humor, and their uses of malevolent address forms also pertain to
the solidarity semantic. In addition, Wojewo6dzki’s verbal attack may be understood as an
expression of humor, even by the target of the attack. For example, Poniedziatek’s laughter
combined with an ensuing positive verbal feedback shows his appreciation of the humor. It
seems that other-deprecating humor is employed towards the invited guests exclusively. The
following extract, however, shows that the same type of humor may also be employed to

attack the audience in the studio of the program.

Extract (52) [KW 26.02.2006]
01. Kuba Wojewodzki: Czy mozna zgwalci¢ prostytutke?
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02.
03.
04.
05.
06.
07.
08.
09.

10.

Kazimiera Szczuka: Wlasnie.

Kuba Wojewodzki: Tylko w samoobronie.

Kazimiera Szczuka: No wlasnie i to jest, wiesz, to jest po prostu...

Kuba Wojewo6dzki: Chamstwo.

Kazimiera Szczuka: Tak.

Kuba Wojewodzki: Chamowa.

Kazimiera Szczuka: To jest chamdwa.

Kuba Wojewodzki: To nie jest dla mnie, bo widzisz, ja deﬁmu_]q feministki,
feministow jako ludzi wolnych mys$lowo. Ja nie wiem czy, ja jestem feminista?
Kazimiera Szczuka: No wiesz co? No nie wiem. No tak chyba zdajesz si¢, nie wiem
czy tak jest, ale zdaje sie, ze si¢ usitujesz teraz podszywac. W kazdym razie jakos
nadazasz.

11. — Kuba Wojewodzki: Czekaj, czekaj, czekaj, widzg. Wezcie ta kamere. Ta grubaska

bita brawo, tak? Dobrze. Pamigtajcie, t-shirtu XXL nie rozdajemy.

12.  Kazimiera Szczuka: Wez przestan. Kurde no, bo to sg takie, ty, co?

13. Kuba Wojewodzki: To jest wiasnie feminizm.

14.  Deprecated Audience: Wiasnie feminizm.

15. Kuba Wojewodzki: To jest feminizm? Panie Edku wywali¢ ja! Tylko Zartowatem.

16.  Kazimiera Szczuka: Nie, to bylo nie fajne, wiesz.

17.  Kuba Wojewodzki: Wytniemy to.

18.  Kazimiera Szczuka: Tak?

19.  Kuba Wojewddzki: Znaczy, jak tobie wyslemy kopig to tego nie bedzie a w telewiz;ji
bedzie.

Translation

01. Kuba Wojewodzki: Is it possible to rape a prostitute?

02.  Kazimiera Szczuka: Quite so.

03. Kuba Wojewodzki: Only in your self-defense. / Only in the Samoobrona (Self-
Defense) Party.

04. Kazimiera Szczuka: Yes, exactly. And this is, you know, this is simply...

05. Kuba Wojewddzki: Boorishness.

06. Kazimiera Szczuka: Yes.

07.  Kuba Wojewddzki: An insolent behavior.

08.  Kazimiera Szczuka: This is an insolent behavior.

09. Kuba Wojewodzki: This is not for me, because you see that I define both female and
male feminists as mentally free people. I do not know if I am a feminist.

10.  Kazimiera Szczuka: Well, you know what? Well, I do not know. Well, yes, maybe you

seem to be. I do not know if it is true, but it seems to me that you are now trying to
pretend that you are. (L) [Wojewddzki pretends to be unhappy.] You somehow can
catch up each time.

11. — Kuba Wojewodzki: Wait, wait, wait, [ see it now. Take this camera. This fat woman

12.

13.
14.
15.
16.
17.

185

was clapping her hands, right? Good. Remember that we do not distribute T-shirts of
XXL size. (L)

Kazimiera Szczuka: Come on. Darn it, because they are such, you, what? [Szczuka
stretches one of her legs to kick Wojewodzki. ]

Kuba Wojewodzki: This is exactly feminism.

Deprecated Audience: Exactly feminism.

Kuba Wojewodzki: This is feminism? Mr. Edek, throw her out! I was only joking.
Kazimiera Szczuka: No, it was not nice, you know.

Kuba Wojewodzki: We will cut it out.




18.  Kazimiera Szczuka: Yes?
19.  Kuba Wojewddzki: Meaning that we will send you a copy without that part, but it will
still be shown on the television.

In the beginning of the conversation, Wojewddzki asks Szczuka whether she agrees that a
prostitute could possibly be “raped” (line 1) and subsequently gives an answer to it (line 3),
implicitly criticizing Andrzej Lepper for his improper joke about an incident in Belgium.®* In
lines 4-8, Wojewddzki and Szczuka can be regarded as building solidarity by expressing the
same opinions towards Andrzej Lepper’s improper joke. In line 9, Wojewddzki has a step
further and asks Szczuka whether he, in the eyes of a feminist (i.e., Szczuka), is a feminist,
since they share the same point of view. Instead of saying that he is a feminist, Szczuka says
that Wojewddzki seems to be pretending to be a feminist (line 10). Her response can be
regarded as an expression of innuendo, which invites the audience to ponder on the implied
message of her utterance. That is, Szczuka perhaps does not consider Wojewo6dzki to be a
feminist, despite the fact that he understands what she is saying, and that they sometimes hold
the same viewpoint. The laughter from the audience perhaps suggests their appreciation of
Szczuka’s verbal tactics when interacting with Wojew 6dzki.

However, Szczuka’s response in the form of innuendo has also elicited applause from
an audience member in the studio. The applause indicates that this audience member
appreciates Szczuka’s verbal dexterity, which, however, is immediately noticed by
Wojewodzki. The applause from this audience member can be regarded as isolated applause,
which is different from collective applause by all the audience (Bull 2000). As Bull further
claims, this type of applause is always coded as a mismatch, in the sense that it is not part of a
wilder collective audience response. Therefore, it is not surprising when Wojew 6dzki notices
it and later pretends to be infuriated by the applause. In line 11, Wojew 0dzki interrupts and
focuses everyone’s attention on this audience member. In this line, he not only directly
deprecates her by calling her grubaska “fat woman,” but he also employs innuendo to attack
her, as we can see in his description of her figure: Pamietajcie, t-shirtu XXL nie rozdajemy
“Remember that we do not distribute T-shirts of XXL size.” His use of this malevolent

address form combined with innuendo can be framed as humor, as signaled by the laughter in

8 Andrzej Lepper was the leader of the populist Samoobrona (Self-Defense) farmers’ party in Poland. In

December 2005, Bogdan Golik, a former Polish representative in the European parliament, as well as a
member of the same political party, was accused of raping a prostitute in Belgium. Later Andrzej Lepper
joked about the incident by asking, “Jak mozna zgwalci¢ prostytutke? How could it be possible to rape a
prostitute?”
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the same line. The funniness perhaps comes from Wojewddzki pretended anger, expressed by

deprecating the audience member.>

7.6 Self-Deprecating Humor

In my analysis of the data from FEEEH T Kang Xi Ldile, 1 have observed that the hostess Xu
uses self-deprecating humor not only to elicit laughter, but also to reduce the potential
repugnance that might come from some of the audience. As it helps to evoke mixed feelings
upon the listener towards the speaker (see Zajdman 1995), this type of humor is used by Xu
after her face-threatening utterances. In other words, XU perhaps intends to avoid the
potential criticism resulting from her face-threatening utterances in prior speaking turns by
deprecating herself and her partner. Bippus’ (2007) empirical test of a politician’s use of
humor during a political debate also shows that self-deprecating humor is more effective than
its aggressive counterpart.

In analyzing the data from Kuba Wojewodzki, not so many examples of self-
deprecating humor are observed. This type of humor, however, always elicits laughter when
it is employed. In the following extract, the host Wojew 6dzki is found to create a humorous
effect by deprecating himself. Wojewodzki’s use of self-deprecating humor successfully
evokes sympathy from the invited guest Goérniak, which further encourages him to produce
more humorous remarks, also by deprecating himself. His use of self-deprecating humor

successfully elicits laughter not only from Goérniak, but also from the audience.

Extract (53) [KW 13.03.2005]

01.  Edyta Gorniak: Przytytam dwadziescia szes¢ kilo w cigzy.

02. Kuba Wojewodzki: Naprawde? Ale jestes teraz na etapie, Jezu ale nozka! Jeste$ teraz
na etapie zrzucania. Co ci si¢ tutaj stato? Co to bylo? Uderzenie? Bolato?

03.  Edyta Gérniak: Kolezanka kiedy$ mnie kopneta kiedys w szkole $redniej 1 pekta mi
rzepka. Miatam operacj¢. Zostata blizna.

04. Kuba Wojewodzki: Moge podmuchaé?

05.  Edyta Gorniak: Nie juz mnie nie boli.

06. Kuba Wojewddzki: Szkoda.

07.  Edyta Gorniak: Natomiast ja si¢ nie wyrzekam swoich blizn, mimo zZe, mozna bytoby
wydac¢ pienigdze na to zeby si¢ ich pozby¢ ale ja si¢ przyzwyczaitam do nich.

08. — Kuba Wojewodzki: Ale blizny to jest taki rejestr zyciowych i porazek i sukcesow. Ja
tez mam cigcia, przeciez ja bylem gitem. Ja bylem gitowcem. Ja si¢ ciglem, wiesz.

% The example of other-deprecating humor in Extract (52) has further reflected Poles' direct nature. A more

profound discussion is presented in Subsection 8.1.4.
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09.  Edyta Gorniak: O Jezu! Stuchaj, uwazam, ze ciato to jest ksigzka generalnie wigc...
10. — Kuba Wojewddzki: Moja jest cieniutka ksigzka. Taka!

11.  Edyta Gérniak: Tak?

12. Kuba Wojewodzki: I od razu spis tresci.

13.  Edyta Goérniak: Cieniutka?

14. — Kuba Wojewddzki: Taki komiksik.

15.  Edyta Goérniak: Strasznie mi przykro!

16. — Kuba Wojewddzki: Poczekaj, czy ty mowisz o ksigzce czy o zaktadce?

Translation

01.  Edyta Gorniak: I gained twenty-six kilograms during pregnancy.

02. Kuba Wojewodzki: Really? But you are now at the stage of, Jesus, what a leg! (L:
Gorniak) You are now at the stage of losing weight. What happened to you here?
[Wojewodzki notices the scar on Gorniak’s leg.] Did you hit yourself? Did it hurt?

03.  Edyta Gérniak: A female friend kicked me sometime in high school and I broke my
kneecap. I had surgery. It became a scar.

04. Kuba Wojewddzki: Can I blow on it?

05.  Edyta Gorniak: It does not hurt anymore.

06.  Kuba Wojewodzki: What a pity. (L) (I: Wojewodzki) (L: Gorniak)

07.  Edyta Gorniak: However, I do not hide my scar, even though I could spend money to
remove it, but [ have gotten used to it.

08. — Kuba Wojewodzki: But scars are just like a register of life, of failures and of successes.
I also have cuts, yet [ was a git (L). [ was a gitowiec. I cut myself, you know.

09.  Edyta Gorniak: Oh Jesus! Listen, I think the human body is generally like a book, so...

10. — Kuba Wojewddzki: Mine is a very thin book. [Wojewddzki sits back.] (1: Wojewodzki)
(L) Like this! [Wojewoddzki uses his hand to describe.]

11.  Edyta Gérniak: Is it? (I: Gérniak)

12. Kuba Wojewodzki: And once you open it, you see only a table of contents. (L)

13.  Edyta Goérniak: A very thin one? (I: Gorniak) (L)

14. — Kuba Wojewddzki: Such a thin comic book.

15.  Edyta Goérniak: I am sorry to hear that! (1: Goérniak) (L)

16. — Kuba Wojewddzki: Wait, are you talking about the book or about the bookmark? (1:
Wojewoddzki) (L: Goérniak) [Gorniak claps her hands. ]

In the beginning of the interaction, Wojewddzki notices the scar on Gorniak’s leg and shows
his concern for her. In line 7, Gorniak says that she accepts her scar and does not want to
spend money to remove it. Following Goérniak’s topic on scars, Wojewodzki claims that a
scar is like a register of life. He then says that he also has cuts somewhere on his body, which
he got when he was a git. His reference to himself as a git immediately elicits laughter from
the audience (line 8). In his pocket dictionary of youth subcultures, Pgczak (1992) has
discussed the practices and attitudes of gitowcy/git-ludzie/gity towards the outside world.
They are members of a 1970s Polish subculture inspired by the prison and criminal
underworld. People from this subculture are found to have low education. They also have

tattoos and like to attack people from other areas or from other countries. They are also not
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afraid of killing people. In fact, they are found to use a razorblade to cut their hands or
breasts as a ritual. We have adequate reason of thinking that Wojew 6dzki was not a git. His
pretending to be a member of this subculture perhaps shows his intention to elicit laughter by
presenting a contrast of two completely different images (i.e., the image of Wojew 6dzki on
the television vs. the image of a git). In other words, his humor is based on deprecating
himself to entertain Gorniak and the audience.

Hearing Wojewodzki self-cutting experience, Gorniak says that human body is like a
book (line 9). Following Gorniak’s BODY AS A BOOK metaphor, Wojewddzki keeps
deprecating himself for amusement. In line 10, he says that his body is like a very thin book,
which immediately elicits laughter. In line 12, he continues and describes his body as a table
of contents, which also immediately elicits laughter. It is interesting to note that in lines 11,
13 and 15, Gérniak’s smiling perhaps shows her understanding of Wojew6dzki’s humor, and
that her feedback seems to encourage Wojewoddzki to create more humorous remarks by
deprecating himself.  For example, Goérniak, in line 15, comments on Wojewodzki’s
description of his body as a very thin comic book by showing sympathy towards him:
Strasznie mi przykro! “l1 am sorry to hear that!”  Although showing sympathy or a
contradictory statement is perhaps a universal response to self-deprecating humor (see, e.g.,
Holmes 2000; Hay 2001), Goérniak’s smiling perhaps indicates the sarcastic nature of this
utterance. This utterance has encouraged Wojew6dzki to create another humorous utterance,
also by deprecating himself, as we can see in line 16. In this line, Wojew 6dzki uses a new
metaphor zaktad “bookmark” to refer to his sexual organ, based on Gorniak’s BODY AS A
BOOK metaphor. His utterance not only elicits laughter from Gorniak, but also applause from
her.

Sometimes the use of self-deprecating humor may trigger an immediate mocking
response from the listener, not sympathy. The listener’s use of mocking as a comment on the
speaker’s self-deprecation perhaps shows his/her intention to make the self-deprecation more
amusing. In the following interaction, the invited guest Schejbal’s self-disclosure about her
past experience as a Depeche Mode fan can be regarded as an expression of self-deprecating
humor, in the sense that she seems to be emphasizing the contradictory nature of her
characteristics to result in a humorous effect. That is, while she was a cool Depeche Mode
fan, she was at the same time an emotional girl, crying all the time. Wojew 6dzki’s subsequent

mocking comment helps her to elicit laughter from the audience.
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Extract (54) [KW 18.06.2006]

01. Kuba Wojewodzki: Co byto powodowane tym? Co powodowato, ze si¢ tak dziwnie
ubieratas, czesata$ na zo6tto, jakie$ spodnie tutaj opuszczone, takie dziwne. Rozumiesz
no?

02.  Magdalena Schejbal: Pewnie dla frajdy, bo to duza frajda si¢ tak bawic.

03. Kuba Wojewoddzki: Tak?

04. Magdalena Schejbal: Zyciem, nie wiem.

05. Kuba Wojewodzki: Uhm.

06.  Magdalena Schejbal: Uhm. No nie wiem. Nie wiem.

07.  Kuba Wojewodzki: Depeszowa. ,,Nie wiem, oczywiscie podpalatam kolegow, tak
ale...” No przeciez jak si¢ nie zdepta to si¢ leje tych co byli nie-depeszowcami.

08.  Magdalena Schejbal: O przepraszam.

09.  Kuba Wojewddzki: Mys$my lali.

10. — Magdalena Schejbal: Nie, jak ja bylam depeszowa to ja siedzialam w domu i ptakatam,
bo w tedy to byt taki czas, ze si¢ duzo zakochiwalam i siedziatam i ptakatam przy
szybie 1 deszcz padat. To bylo takie, to nie...

11.  Kuba Wojewodzki: Ale wiocha!

12. Magdalena Schejbal: Wiem, no wiem.

Translation

01. Kuba Wojewodzki: What was the reason? What made you put on strange clothes, have
your hair dyed yellow, some kind of trousers pulled down here, a strange pair. You
understand?

02.  Magdalena Schejbal: Probably just for fun, because there is a lot of fun to play in this
way.

03. Kuba Wojewodzki: Yes?

04. Magdalena Schejbal: (Play) with life, I do not know.

05. Kuba Wojewodzki: Uhm.

06.  Magdalena Schejbal: Uhm. (S) Well, I do not know. I do not know. [Schejbal stretches
both hands towards Wojewddzki and speaks faster and faster, her voice becoming
lower and lower like murmuring. ]

07. Kuba Wojewodzki: A Depeche Mode fan. [Wojewodzki looks at the camera and uses a
hand to point at Schejbal.] “I do not know, of course I set my friends on fire, yes
but...” [Wojewodzki raises his pitch and imitates how Schjbal talks.] (L: Schjbal)
[Wojewddzki spreads both hands and talks louder.] It was obvious, if you do not
trample, then you have to beat up those who were not Depeche Mode fans.

08.  Magdalena Schejbal: Oh, I am sorry.

09. Kuba Wojewodzki: We were beating them up.

10. — Magdalena Schejbal: No, when I was a Depeche Mode fan, I was sitting at home and
crying, because at that time I often fell in love and was sitting and crying by the
window, and it was raining (outside). It was so, it was not...

11.  Kuba Wojewddzki: You sucked! (1: Wojewoddzki) (L) (L: Schejbal)

12.  Magdalena Schejbal: I know, yes I know.

Earlier before this conversation, Schejbal says that she was a fan of Depeche Mode (a British
electronic band) and admits that she went out in bizarre dress. In line 1, Wojewodzki asks
Schejbal what made her dress herself distinctively. His question probably results from a

general public image in Poland that Depesze/Depeszowcy “Polish fans of Depeche Mode”
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have a distinctive fashion style, as they can be easily distinguished from others by their
clothing and accessories: a worn black jacket, white denim trousers, thick-soled shoes, a cross
necklace and an emblem logo of the subgroup.®® In her turn of speaking, Schejbal says that
she dressed herself distinctively simply because she thought it was fun (line 2), and that she
cannot think of more reasons for her distinctive fashion style as a Depeche Mode fan, as we
can see in line 4. In his speaking turn, Wojewo6dzki says nothing as a response to Schejbal’s
nie wiem “l do not know,” as evidenced in his interjection uhm in line 5. Schejbal in her
speaking turn purposefully imitates Wojewddzki’s interjection; that is, she also says nothing
as a response (line 6). Her imitation further elicits another silence, as we can see in the same
line. Schejbal’s imitation of Wojewddzki’s interjection usm perhaps can be taken as her
inability or unwillingness to further answer this question, as she in the prior speaking turn has
shown that she cannot think of other reasons why she was dressed distinctively. The ensuing
silence from Wojewodzki perhaps shows his insistence on getting the answer from Schejbal.
Both use silence as a strategy to avoid the question and to elicit the answer respectively.

Lee, Chen and Tan (2013) argue that due to the limited air time on television talk
shows, silence is not preferred, and therefore instances of it can be seen as meaningful
conversational turns. For example, they have observed that guests may use the deliberated
silence as a “Do not do the face-threatening act” strategy, whereas hosts may use it to do a
non-verbal face-threatening act to their guests. As the above interaction shows, Schejbal
cannot bear the silence and becomes somewhat hysterical. She keeps saying nie wiem “I do
not know,” but faster and faster. Her voice also sounds like murmuring. Her hand gesture
perhaps also shows that she is a little bit offended by Wojewddzki’s forcing her to answer the
question. Her being hysterical further elicits a mocking response from Wojew0dzki, as we
can see in line 7. Wojewo6dzki’s utterance in this line perhaps shows his expectation from a
Depeche Mode fan. In addition, in line 10, Schejbal says that despite her identity as a
Depeche Mode fan, she was emotional and crying by the window when it rained. Schejbal’s
self-disclosure can be regarded as a self-deprecating humor, in the sense that she seems to be
emphasizing the contradictory nature of her characteristics to result in a humorous effect.
While she was a cool Depeche Mode fan with a distinctive fashion style, she was also a
fragile girl who easily became beset with memories in her old haunts. Her self-disclosure
about her past experience can be regarded as a self-deprecating behavior, and her ambiguous

dual identity is perhaps the source of humor. Although self-deprecating humor may help the

60

See Wikipedia (http://pl.wikipedia.org/wiki/Depesze).
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speaker to evoke sympathy from his/her listener towards him/her (Zajdman 1995), Schejbal’s
self-deprecating humor elicits a mocking comment from her listener Wojew 6dzki instead, as
evidenced in his use of the slang Ale wiocha! “You sucked!” (line 11). This negative
comment not only elicits laughter from the audience, but also laughter and supportive
feedback from the victim Schejbal, as we can also see in her Wiem, no wiem “I know, yes |

know” (line 12).

7.7 Self-Bragging Humor

In my analysis of the data from JEEE 2K T Kang Xt Ldile, T have observed that self-bragging
humor is frequently used in the program. Although self-bragging is considered as breaking
the social norm in the Mandarin-speaking societies, as both verbal and non-verbal interactions
in FEEE 3R T Kang Xi Ldile are framed as play due to the entertaining nature of the program,
the purposeful violation of the social norm in the program may therefore contribute to more
humorous effect. Furthermore, self-bragging humor triggers an immediate resistant, quick
verbal response from other participants. In other words, both the speaker (who employs
humor by bragging about him/herself) and the listener (who shows a resistant, quick verbal
response immediately) can be regarded as building rapport and solidarity.

I n Kuba Wojewodzki, however, just a few examples of self-bragging humor are
observed. In the following extract, Wojewodzki claims that he has successfully helped the
invited guest Szczuka to cure her problem of pronouncing the Polish alveolar trill/tap. His

use of self-bragging as humor immediately elicits laughter from the audience.

Extract (55) [KW 26.02.2006]

01. Kuba Wojewodzki: No dobrze ale jak by$ w takim razie opakowala dzisiaj swoj
przekaz, bo bardzo duzo os6b nie ma zielonego pojecia czym jest feminizm, o co wam
chodzi. Naprawdg!

02.  Kazimiera Szczuka: Chodzi nam, mysle, ze chodzi nam po prostu o to, ale az nie moge
tego powiedzied, bo si¢ wiesz, rozumiesz, wstydze sie, zapultam zaraz. Bo to jest takie
potworne, to o co nam chodzi. I takie nie kobiece 1 tak nie przystojne.

03.  Kuba Wojewddzki: A teraz mowisz a raz nie mowisz. Czy ty si¢ ze mng draznisz?

04. Kazimiera Szczuka: Chodzi po prostu...

05. Kuba Wojewddzki: Powiedziata$ potworne a nie potwohne.

06. Kazimiera Szczuka: Nie, powiedziatam pewnie potwohne ale jakos$ tam szybko to
przelecialo.

07.  Kuba Wojewodzki: Mow szybko to nie bedziesz miala.

08.  Kazimiera Szczuka: No dobrze ale...
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09. — Kuba Wojewodzki: Wyleczytem cie, zobacz!
10.  Kazimiera Szczuka: Sthha_], moge¢ dokonczy¢?
11.  Kuba Wojewoddzki: Bij mnie, bij mnie!

Translation

01. Kuba Wojewodzki: Okay, but in that case how would you wrap your own message
today, because there are a lot of people who have no idea what feminism is, and what
you mean by it. It is true.

02.  Kazimiera Szczuka: For us, I think that for us it is quite straightforward, but I cannot
tell it, because you know, you understand, I am ashamed of saying it, [ am almost
exploding. It is because it is so terrible about what we want. And it is not feminine
and appropriate.

03. Kuba Wojewoddzki: Are you going to tell it or not? Are you teasing me?

04. Kazimiera Szczuka: It is quite simply...

05. Kuba Wojewddzki: You said terrible and not tehhible.

06. Kazimiera Szczuka: (p) (I: Szczuka) No, I probably said tehhible, but it was just too
fast.

07.  Kuba Wojewodzki: Speak fast and you will not have this problem.

08. Kazimiera Szczuka: Yes, okay, but..

09. — Kuba Wojewodzki: I cured you, see! [WO_]GWOdel raises his pitch and stretches both
hands towards Szczuka.] (L)

10.  Kazimiera Szczuka: [Szczuka raises her right hand to stop Wojewo6dzki from
interrupting her.] Listen, can I finish my words?

11.  Kuba Wojewdédzki: (1: Wojewodzki) Hit me, hit me!

Previously in his interview with Szczuka, Wojewddzki pointed out that Szczuka seems to

€C Y

have a problem of pronouncing the alveolar trill/tap /r/ (Polish script “r”’) and frequently
replaces it with the velar fricative /x/ (Polish script “h” or “ch”). Later, when Wojewddzki
asks Szczuka what feminists should do to make their needs understood by the public (line 1),
Szczuka seems to avoid telling it directly, as what feminists want is not feminine and
appropriate to the public (line 2). In line 5, Wojew ddzki says that Szczuka has correctly
pronounced potworne “terrible,” instead of potwohne “tehhible.” Szczuka’s smile in line 6
perhaps indicates the unexpectedness of Wojewo6dzki’s switch of topic, and says that maybe it
is because she speaks too fast, and therefore her pronunciation sounds correct. Following
Szczuka’s logic, Wojewodzki suggests that she should speak fast to make herself sound
correct (line 7). Not waiting for Szczuka to finish her utterance, he immediately claims that
he has just cured Szczuka’s pronunciation problems (line 9), which successfully elicits
laughter.

Although self-bragging humor successfully elicits laughter as the above sequence

shows, just as few examples of this type of humor is observed in Kuba Wojewddzk. This

perhaps shows the fact that self-elevating behavior in Poland is not as problematic as it is in
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Taiwan. As self-praising is perhaps more common in Poland than in Taiwan, the use of it as
humor seems to be less effective in resulting in a humorous effect. That is, a speaker’s
bragging about him/herself probably will not be regarded by his/her interlocutor as an
intention for entertainment. Therefore, to reinforce the entertaining effect of bragging about
oneself in Polish verbal interactions, a speaker should exaggerate his/her self-elevating
behavior. As we can see from the above interaction, Wojewodzki’s bragging about his
medical skill (Wyleczylem cig, zobacz! ‘1 cured you, see!”) is uttered is in high pitch with an
exaggerated hand gesture, which has shown his intention to frame this self-elevating behavior
as play. Viewed in this light, it is entirely fair to say that part of the funniness of
Wojewodzki’s self-bragging results from his high pitch and exaggerated hand gesture.

7.8 Teasing

Teasing, to borrow Drew’s (1987) definition, can be regarded as mocking or playful jibing
produced with twofold intention, both malignant and benevolent. In light of this, teasing can
be the teaser’s benign attempt to joke about others or can be produced intentionally to hurt the
teased target’s feelings. Kotthoff (2007) further points out that there are three moments when
teasing may occur. Firstly, teasing can be a playful provocation based on behavioral
differences between each social group member. Secondly, the recipient of the criticism can
reframe the criticism as teasing, thereby inviting other speech participants to emergently co-
construct the teasing episode. Thirdly, a teasing episode can be fictional; that is, it can be a
provocation without any underlying real event or critical attitude. Analyzing the data from
Kuba Wojewodzki, 1 have found that teasing is exclusively employed by the host Wojew 6dzki
as humor to elicit laughter. Furthermore, Wojew 6dzki’s use of this type of humor is based on
fictional teasing. That is, he creates an imagined situation for the teased target. The

following extract illustrates this point.

Extract (56) [KW 13.03.2005]

01. Kuba Wojewodzki: Ale on jest mlodszy od ciebie. Przepraszam, ze to mowig.

02.  Edyta Gorniak: Tak, tak. No i dlatego tez si¢ przestraszytam, ze zdecydowatam sie na
wszystko. Na powroét do Polski czyli...

03. — Kuba Wojewddzki: No wlasnie. Mtodszy partner. Jak ty bedziesz miata lat
osiemdziesiat to on bedzie miat siedemdziesiat pare.

04.  Edyta Gérniak: No.

05. — Kuba Wojewodzki: Géwniarz!
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06.  Edyta Gérniak: No.

07. — Kuba Wojewodzki: Bedzie ciebie §cigat na wozku. Bedzie mowit: ,,Edzia!”

08.  Edyta Gérniak: No tak. Zawsze bedzie ode mnie mtodszy.

09. — Kuba Wojewodzki: Zabierze ci laski to nie wyjdziesz z domu. A on pojdzie w szachy,
na rozbierane.

Translation

01. Kuba Wojewodzki: But he is younger than you. Sorry for saying this.

02.  Edyta Gorniak: Yes, yes. And that is why I was scared, because I had to decide on
everything. Coming back to Poland and...

03. — Kuba Wojewddzki: Exactly. A younger partner. When you are eighty years old, he will
be in his seventies. (L)

04.  Edyta Goérniak: Yes. (I: Gérniak)

05. — Kuba Wojewo6dzki: Brat! (L)

06.  Edyta Gorniak: Yes. (I: Gorniak) [Goérniak nods her head.]

07: — Kuba Wojewddzki: He will chase you on a wheelchair. [Wojewo6dzki imitates chasing
on the wheelchair] (L) He will say, “Edzia!” (L) (I: Gorniak)

08.  Edyta Gorniak: Yes. He will always be younger than me.

09. — Kuba Wojewodzki: He will take away your walking sticks and you will not be able to
leave the house. (L) And he will play chess, strip chess. [Wojewddzki imitates how an
old man plays chess.] (L)

The above sequence is on the relationship between the invited guest Gorniak and her partner,
who is younger than her. In line 1, Wojewo6dzki directly points out that Gérniak’s partner is
younger than her, but he subsequently apologizes. Not getting offended, Gorniak shares more
about her personal struggle in life when having a younger partner (line 2). Following
Gorniak’s utterance, Wojewddzki creates an imagined situation to tease Gorniak and her
partner. More specifically, Wojewo6dzki perhaps intends to point out that no matter how old
Gorniak has become, her partner will always be younger than her.

The teasing episode starts when Wojewodzki asks Goérniak to imagine a situation, in
which both she and her partner are quite old (line 3). He subsequently conjures up an
imagined plot, inviting Gérniak (and perhaps the audience as well) to imagine a situation, in
which Gorniak’s partner is chasing her on a wheelchair (line 7). It is interesting to note that in
lines 5 and 7, Wojewddzki uses two address forms: gowniarz “brat” and Edzia. The former is
used by Wojewodzki to refer to Gorniak’s partner as a wimpy kid, even already in his
seventies (in the imagined situation). The latter is a variant of Gorniak’s first name Edyta,
which is used only by those who are intimate to her, e.g., her partner. Wojew 6dzki’s choice of
this variant and placing it in quotation marks help act out the words of Gorniak’s partner in
the imagined situation. The laughter following these two address forms shows that the

audience appreciate Wojewddzki’s humor expressed in the quoted speech.
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In addition, line 8 shows Gorniak’s understanding of the implied message in
Wojewodzki’s teasing towards her and her partner. In line 9, Wojewddzki continues with his
imagined plot and adds more details to it. The whole teasing episode successfully evokes
laughter occurring at different moments of the teasing. As Wojew6dzki’s utterance in line 1 is
about age difference between Gorniak and her partner, it can be regarded as face-threatening.
Wojewodzki’s use of teasing in the following speaking turns helps to minimize the imposition
of it. Gorniak’s smiling perhaps shows her appreciation of Wojew 6dzki’s teasing. As Dynel
(2008) argues, despite the fact that teasing is apparently aggressive, it is oriented towards
rapport or solidarity building. Teasing, therefore, has a few subordinate functions in verbal
interactions, such as defunctionalization and mitigation. While the former is produced by
flouting the Gricean maxim of Relation (see Grice 1975), so as to bring about amusement, the
latter helps to alleviate the face-threatening effect in a playful way. By teasing Gorniak (and
her partner who is not on the spot) and laughing together with her, Wojewo6dzki perhaps

maintains a harmonious relationship with her in the verbal interaction.

7.9 Conclusion

In this chapter, I have illustrated and discussed the various types of humor employed in Kuba
Wojewodzki from an interactional perspective. It is found that there are totally eight types of
humor employed on this program including personal narrative, wordplay, sarcasm, innuendo,
other-deprecating humor, self-deprecating humor, self-bragging humor and teasing. My
findings in this chapter are summarized below.

Firstly, a personal narrative can be the narrator’s past story or someone else’s funny
anecdote. In Kuba Wojewodzki, both the narrator and the listener are found to co-construct
the funny anecdote. In addition, it is also found that most of the laughter from the audience
during the narration is preceded by the listener’s overlaps. That is, the listener’s overlaps
contribute to the funniness of the anecdote. Secondly, wordplay may include punning,
hyperbole and allusion (Norrick 1993). In Kuba Wojewddzki, the use of wordplay as humor is
based on allusion or the punning of sex. Other instances further show that the puns are based
on the ambiguity deliberately manufactured by the speaker and the listener. Thirdly, the use
of sarcasm as humor frames an utterance or utterances as “not meant literally” (Tannen 1984:

130). In Kuba Wojewodzki, the use of sarcasm also successfully elicits laughter. The
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producer of it can be regarded as building solidarity and rapport with those who understand
the humor. In addition, sarcasm is also found to be hostility disguised as humor. It serves as a
face-saving device due to its ambiguous and indirect nature. Fourthly, innuendo can be used
as humor. In Kuba Wojewdodzki, the use of innuendo as humor is based on the propositions
carried by the speaker’s utterances in different speaking turns. In addition, it can also be a
referring expression, more specifically, an animal metaphor. Fifthly, the funniness of other-
deprecating humor in Kuba Wojewodzki comes from the confrontation between the host and
his guests, in particular, by using malevolent address forms. As both verbal and non-verbal
behaviors are framed as play, no hostility is triggered. Instead, solidarity and rapport are built
up when speech participants deprecate each other. Sixthly, not as many instances of self-
deprecating humor are found in Kuba Wojewddzki as are found in B EE 5 T Kang X7 Ldile.
However, the use of this type of humor helps the speaker to evoke sympathy from the listener
to encourage him to produce more humorous remarks. It may also trigger an immediate
mocking response from the listener, not sympathy, which also elicits laughter. Seventhly,
fewer instances of self-bragging humor are found in Kuba Wojewddzki when compared to J
ER 3 T Kang Xt Ldile. To reinforce the funniness, the speaker needs to exaggerate the self-
elevating behaviors. Finally, teasing is exclusively employed by the host Wojewo6dzki as
humor to elicit laughter in Kuba Wojewodzki. His use of this type of humor is based on
creating an imagined situation for the teased target. By teasing and laughing together, a

harmonious relationship in a verbal interaction is therefore maintained.
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Chapter Eight
DISCUSSION

“So that good humour may be said to be one of the very best articles of dress one can wear in society.”

—William Makepeace Thackeray (1811-1863)

In previous chapters, I have illustrated and discussed how humor is used in casual
conversations and on television variety shows in Taiwan and in Poland, respectively. In
Chapter Four and Chapter Five, I proposed various types of discourse strategies used to create
humor in talks among friends. This is done in order to negotiate previously established
intimacy and friendships. In Chapter Six and Chapter Seven, I took a step further in
analyzing how different types of humor are used on television variety shows. There are
differences between casual conversations and television variety shows regarding the use of
humor. For example, more instances of humor were found in television variety shows than in
casual conversations. In addition, my examples from television variety shows are more
dramatic and face-threatening than those from casual conversations. It is because the purpose
of television variety shows is to entertain their audience.

In addition to the difference between the two genres reflected in Taiwanese's and
Poles' uses of humor, many issues were raised in these chapters, yet they still remain
untouched. In the following, Section 8.1 discusses how humor reflects the difference between
the Taiwanese and Polish societies. Section 8.2 discusses how the factor of gender serves as a
constraint on humor. Section 8.3 discusses the talking styles of the hosts in both programs,
centering on the question of whether their hosting style are indeed humorous or simply vulgar.
Section 8.4 summarizes the characteristics of Taiwanese and Polish humor based on the
findings of the present study, as well as the relevant literature. Finally, Section 8.5 concludes

the discussion in this chapter.

8.1 Humor Reflects Society
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In my analysis of conversational data on television variety shows in Taiwan and in Poland, I
have observed cultural differences reflected in many aspects of humor in verbal interactions.
Firstly, politics and religion are never regarded as topics for humorous talks in Jf EE 2K T
Kang Xi Laile, while they very often are the source of humor in Kuba Wojewodzki. Secondly,
while gay-related humor is frequently observed in my data from both programs,® this type of
humor is used differently. Thirdly, while the hosts in both programs are found to frequently
“attack” their guests to attract laughter, they show different attitudes towards their audience,
including those in the studio. For example, the two Taiwanese hosts Cai and Xu have never
attempted to create humor by deprecating their audience, whereas the Polish host Wojew 6dzki
is found to use other-deprecating humor directed at his audience (see Extract (52)). Although
Wojewodzki rarely creates humor by attacking live studio audience and television viewers,
such cases are still observed. Finally, Taiwanese's frequent use of 4 JE JH wuilitou “nonsense”
and Poles' directness reflected in their humor also need a more profound discussion.

Before we turn to the discussion of the above issues, we should first understand why a
speech participant's habitual preference for certain topics for joking reflects his/her society.
This is first evidenced in Extract (48). Recall that Wojew6dzki used innuendo as humor to
invite the audience to make a connection between Koterski’s Turkish looks and his mother’s
trip in Turkey. While Wojewo6dzki's humor partially builds on the fact that more and more
Poles choose Turkey as a sightseeing place and that many Polish women are married to
Turkish men (Pedziwiatr 2014), the funniness also results from Poles' negative perception of
Turks, which is due to the widespread Islamophobia in Polish society (Pedziwiatr 2007;
Pedziwiatr 2010). As Pedziwiatr further argues, although Arabs are the major victims of this
anti-Muslim feelings in Poland, Turks are viewed as stereotypical Muslims due to the media’s
popularizing of this image. In other words, Wojewddzki's humor not only reflects the Polish
society, but also shows certain Poles' attitude towards Turks.

From the above, it seems reasonable to presume that when a certain amount of people
(usually the majority of a culture) hold a negative attitude towards another group of people
(usually the minority from within or without the culture of the majority), it is possible for this
minority group to become the topic for joking, as manifested in the gay-related humor in both
programs and in Wojewodzki's humor by portraying his guest as a Turk. Based on the

assumption that humor reflects the social environment where it occurs, we may now answer

1 Gay-related humor is a type of humor based on people's prejudice against homosexual men. In my data

corpus (composed of six video clips from JE B 2R T Kang Xi Ldile and five video clips from Kuba
Wojewodzki), invited guests' sexual orientation is frequently used as a source of humor. The hosts, however,
have never used lesbians, bisexuals or transgenders as sources of humor.
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the question why certain issues such as politics and religion are joked about in Kuba
Wojewddzki, whereas they are never used as topics in JEEE 3R T Kang Xi Ldile. In addition,
this section also discusses what the gay-related humor in both programs has revealed about
Taiwanese and Polish societies, as well as Taiwanese's and Poles' personality traits reflected in

their humor.

8.1.1 Politics and Humor

In the society of Taiwan, hosts on television variety shows never joke about politics. This
does not mean that Taiwanese audience are not interested in politics. On the contrary, there
are many political (call-in) talk shows broadcast on television in Taiwan to satisfy those who
are fanatic about politics. Lee (2011), for example, has observed that each political talk show
in Taiwan has a political orientation and has its loyal viewers. Each of them is financially
supported not only by profits from commercials, but also by a certain political party. Political
talk shows, therefore, have become “one of [television]'s prime-time outlets feeding viewers'
political enthusiasm” (p. 54) during the electoral campaigns in the 2000s. Lee further points
out that some communicative agents in talk shows “spin, deceive, and manipulate for self-
interest, occasionally using abusive language” (p. 66). As a result, many political talk shows
in Taiwan are criticized for being produced to manipulate their viewers' perceptions of certain
political or social events by provoking their emotions.

Obviously, the boundary between television variety shows and political talk shows in
Taiwan is clear-cut. The purpose of FEEE 3 T Kang Xi Ldile is to entertain all the audience
regardless of their diverse political ideologies. Moreover, the commercial profit of this
program depends on its viewing rate.®> It therefore becomes taboo to reveal its political
ideology, as it might be criticized for overstepping the boundary. In fact, most celebrities in
Taiwan, including hosts, singers, actors and directors are afraid of having to pay the price of
speaking out on political issues, as they might be politically labeled and risk their reputation.
Moreover, as many of them manage to develop their own careers in China, they are also afraid

of being boycotted by the Chinese government. To joke about politics on television variety

2 As Yang (2002) has observed, commercials have greatly influenced Taiwan's television programs since the

early 1960s. The legalization and privatization of the cable system in the 1990s has made the influence of
commercials even greater. Without the financial support from commercials, it would be impossible for a
show to continue. The support from commercials is further based on the viewing rate of a show, as the
rating system helps the potential advertisers decide on the number and the kind of customers for their
products.
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shows in Taiwan, therefore, also means being at risk of losing opportunities to develop new
careers in China.

On the other hand, although Kuba Wojewodzki is produced not to talk about serious
issues but aims at entertaining its audience, it in fact is like a big melting pot of television
variety show and political talk show. The boundary between both genres on this program is
not as clear-cut as it is in 5 EE 3 T Kang Xi Ldile. Recall that in Extract (49), Wojew 6dzki
joked about a Polish politician Renata Beger with his invited guest Szczuka. Different from J
ER 7 T Kang Xt Ldile which avoids talking about politics to stay away from potential risks,
Kuba Wojewodzki embraces political issues and uses them to entertain its audience. The
vague boundary between television variety show and political talk show in Kuba Wojewodzki
is perhaps due to the fact that politics is very often the source of humor in daily social
interactions in Poland. According to Dynel’s (2012b) observation, despite the political change
in 1989, Poles are still not satisfied with the current or past political situations. To show their
dissatisfaction, Poles often joke about political figures and events. It is therefore reasonable
to argue that as one of the in-group members in Poland, Wojewodzki perhaps feels
comfortable with using politics as a source of humor, like many of his fellow countrymen.
Talking about politics is perhaps acceptable and even welcome in most Polish television
variety shows, especially when each television station has its own political orientation. Not
surprisingly, like many Taiwanese hosts of political talk shows, Wojewddzki is frequently
criticized by those with an opposite political viewpoint. He, however, successfully builds

rapport with those who share the same political ideology with him and his television station.

8.1.2 Religion and Humor

Similarly, the rejection of or the preference for religion as a topic for joking also reflects the
differences between Taiwan and Poland. More specifically, Taiwanese's and Poles' attitudes
towards their own religions might further influence their topic choice in creating humorous
utterances. In Taiwan, there are many religions. While some come from other cultures, many
are developed locally. According to Yeh (2009), there are more than 20 religions registered
with the Taiwanese government, which include Buddhism, Taoism, I-Kuan Tao, Christianity,
Islam, etc. As Yeh further explains, many religions thrive in Taiwan because the Han Chinese

people have not had any monotheistic beliefs, and they therefore are not against other gods. It
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is therefore possible to see people from the same household with different religious beliefs.
Buddhism and Taoism, however, are dominant in Taiwan, as evidenced in the density of
temples per square kilometer in Taiwan, which might be the highest in the world.®

Although Buddhists and Taoists occupy the highest proportion of religious people in
Taiwan, they are quite tolerant of other religions and social events. This is also evidenced in
the findings of Clobert et al. (2014). As they have observed, many Eastern religions,
especially Buddhism and Taoism, “are less marked by doctrinal purity and the need for a
systematic integration of all beliefs into a coherent whole of theological ideas” (p. 1516).
They further explain from both historical and philosophical perspectives. As they argue,
Eastern religions have long tended to interpenetrate each other and subsequently blend each
other, as in contrast with other monotheistic religions. Moreover, Taoism's yin-yang symbol
focuses on interdependence and complementarity, and Buddhism accepts the idea that two
phenomena which seem to be incompatible in fact can be true at the same time. Furthermore,
Buddhists generally are more spiritually engaged, rather than socially engaged, and they
therefore are less involved in controversial social issues.®

We may now reasonably argue that the two hosts of J EE 2R T Kang Xi Ldile have
never used religion as a source for humor, perhaps because they do not want unnecessary
trouble. That is, the two hosts do not joke about religion because as in-group members in
Taiwan, they perhaps know that joking about religion might not be funny to certain religious
groups, who are potential viewers of their show. In addition, except for certain socially
engaged Buddhist groups, most Buddhists and Taoists rarely intervene in the controversial
social issues, and they may escape from being joked about by the public or on political talk
shows, not to mention their potential as a topic for humor on television variety shows.®

On the other hand, Wojewodzki frequently touches upon some formerly tabooed
issues, such as religion and sex. Recall that in Extract (47), Wojewddzki ridiculed Father
Tadeusz Rydzyk and his conservative Radio Maryja station in a sarcastic way. Wojew 0dzki's

use of religion as a source of humor does not mean that Poles are less tolerant of other
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As investigated by Yeh (2009), there were 11,561 temples registered with the Ministry of the Interior in
2007, and thousands more unregistered. However, there were only 3,190 churches registered that year.

¢ According to Schak and Hsiao (2005) and Schak (2009), there are six socially engaged Buddhist groups in
Taiwan, including {# )% 111 Fo Guang Shan, % % || Fagushan, H1 & # 3¢ Chung Tai Chan Szu, {& % Fu-
Chih, 8% [ Ling Jiou Shan and Z& % Tzu Chi. As these Buddhist groups believe that the “Pure Land” is
the world in which we live, and that their mission is to purify it, they are socially engaged.

Although religion is hardly used as a source for humor on television variety shows in Taiwan, hosts on
political (call-in) talk shows might criticize or joke about certain socially engaged Buddhist groups (see
Schak and Hsiao 2005; Schak 2009) if they “step over the boundary,” such as getting involved in politics or
controversial social issues.
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religions than Taiwanese. In her investigation of Poles' attitudes towards four religious
minorities in Poland (i.e., Jews, Muslims, Russian Orthodox Christians and Protestants),
Golebiowska (2004) has observed that Poles are highly tolerant of religious minorities,
despite the fact that their degree of tolerance is influenced by their social circumstances (e.g.,
education, age and religiosity) and political and psychological characteristics. Instead of
joking about religious minorities in Poland, Wojewodzki more frequently jokes about the
Catholic Church, its affiliated institutions and religious figures in Poland. This is perhaps due
to the Catholic Church's political influence and interference in public life. In addition, the
social norms and values of Catholicism are perhaps contrary to Wojewddzki's ideology.

Indeed, many studies have been conducted to show that Poles, in general, do not favor
the Catholic Church's inference in politics and social issues. While 90% of Poles describe
themselves as Catholic, two-thirds of the population think that the Catholic Church's influence
on politics is too strong (Enstad 2000). In addition, more Poles are observed to reject the
Catholic Church's political influence than to endorse it (Kitschelt et al. 1999).% Their
disapproval of the Catholic Church's direct participation in political activities reached its peak
in 1996 (Eberts 1998). Additionally, an investigation conducted by Beyme (1996) also
indicates that in the first half of 1990s, Poles' trust in the Catholic Church declined also
because they thought that the Catholic Church had interfered too much in public life. Chan's
(2000) study further supports this result. As he has observed, in 1997 the majority of Poles
did not agree with the Catholic Church on certain social issues, such as premarital sex and
euthanasia.

Compared with Buddhism and Taoism in Taiwan, the Catholic Church in Poland is
more likely to be criticized by Poles for getting too involved in politics and public life. As
most Poles do not favor the Catholic Church's interference, they are more likely to attack this
religion, its affiliated institutions and people. It is therefore understandable why Wojewddzki
frequently jokes about the Catholic Church. As an in-group member in the Polish society, as
well as among those who are against the Catholic Church's inference in politics and public
life, Wojewddzki can be regarded as expressing his dissatisfaction by joking. From a certain
perspective, the Catholic Church in Poland and the six socially engaged Buddhist groups in
Taiwan are quite similar in many ways, both of which are criticized for getting involved in

political or controversial social issues.

% See Kitschelt et al. (1999: 319).
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8.1.3 The LGBT Community and Humor

Although politics and religion are rarely used as two sources for humor on television variety
shows in Taiwan, invited guests' sexual orientation is a popular topic for joking on television
variety shows in both cultures. In other words, gay-related humor is frequently observed in Jf
EE 3 T Kang Xi Ldile and Kuba Wojewddzki. This type of humor, however, is used
differently in both programs. In FEEER | Kang Xi Ldile, the two hosts Cai and X1 tend to
construct their male guests as gay to result in a humorous effect. Recall that in Extract (34),
the hostess X used # 3 pola “shrewish” to refer to her invited guest Andy as a bad-
tempered, nagging woman. Furthermore, in Extract (35), both Cai and X1 used innuendo to
co-construct their invited guest Xu and Xu's male friends Jidotdng and Gud as gay. The
construction of their male guests as gay always elicits laughter from other speech participants
as well as the victims of the humor. In Kuba Wojewdodzki, on the other hand, humor is used by
Wojewodzki as a device to build rapport with the LGBT community. Recall that in Extract
(51), Wojewodzki directed other-deprecating humor at Poniedziatek by calling him wy cioty
“you faggots.” As an in-group member of the LGBT community, Poniedziatek's laughter
shows his appreciation of Wojewodzki's humor. This is also evidenced in Extract (42), in
which Poniedziatek co-constructed a funny anecdote with Wojewddzki about a male
homosexual friend. The hosts' frequent use of gay-related humor has reflected the fact that
people in Taiwan and in Poland still have prejudices against the LGBT community, as the
LGBT community is still the source of humor for certain people. Nevertheless, the hosts'
attitudes towards the LGBT community are different, as manifested in their humor.

As observed by Chen and Wang (2010), the LGBT community in Taiwan faced
prejudice, hostility and violence in the past. Due to the increasing attention to [&] i tongzhi
“queer or LGBT” in Taiwan, the LGBT community now faces new obstacles, such as
homophobic hate speech, which is not legally regarded as violence in Taiwan. As Chen and
Wang further explain, the production of such a hate speech results from most Taiwanese's
being unaware of the concept of “discrimination” (p. 400).%” In his investigation of the history
of the male, homosexual equal rights movement in Taiwan, Wang (1999) has also observed
that while most heterosexual men in Taiwan think that homosexual men tend to be more

artistic and creative than themselves, most of these heterosexual men are still ignorant of

7 Chen and Wang (2010) also argue that the Christian Church in Taiwan further contributes to the obstacles of
the Taiwanese LGBT community. Instead of using the religious values of Christianity, the Christian Church
stands against the LGBT community by using the traditional Han Chinese social values.
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homosexuality. For example, “being sissy” is considered as an indicator of homosexuality in
men. Although not all homosexual men are effeminate, such ignorance in the end contributes
to the prejudice in Taiwanese society.

Based on this ignorant prejudice in Taiwan, constructing a man as gay means either
highlighting the femininity of that man or creating the femininity for him, regardless of his
sexual orientation. Living in the patriarchal society, however, most Taiwanese men have
suffered, more or less, from the experience of being teased for being effeminate during
childhood, and were once asked to prove their manhood (Wang 2003). As Wang further
points out, the fear of being accused of lacking manliness is the source of heterosexual men's
homophobia and homosexual men's sissyphobia. Such fear becomes manifest in Taiwanese
men's self-construction of masculine images in their everyday practices, perhaps by choosing
certain conversational topics. As pointed out by Chen (2009), “[h]eterosexuality is at the
heart of dominant versions of masculinity” (p. 258), which can be projected by talking about
marriage or romantic relations between a man and a woman. Although Chen's findings are
based on small talks among Chinese friends, the result can be applied to many Asian cultures.

The humor created by constructing a man as gay is therefore frequently used in
Taiwan, as the funniness comes from the victim’s embarrassment, expressed in his rejection to
such humor or in his inability to reject it. Interestingly, the victim may be either heterosexual
or homosexual. As observed by Wang, Bih and Brennan (2009), in Chinese culture, filial
piety for a son means that he needs to produce a male heir to continue the paternal line of his
family. As this viewpoint has greatly influenced many traditional Taiwanese families,
admitting to be gay in Taiwan, then, means rejecting such a social norm, and very often
results in a family conflict. As a result, the fear of being labeled as gay is found not only in
Taiwanese male heterosexuals, but also in homosexuals. This perhaps has explained why
lesbians and bisexuals are not used as sources for humor in Taiwan, as they are outside of the
standard, male gender role.

In addition, as more and more Taiwanese show their concern for transgender rights,
joking about transsexual men or women is regarded as improper. Choosing not to use certain
Taiwanese minorities as sources for humor, including those ethnic minorities (e.g., indigenous
people, foreign immigrants and foreign workers) perhaps indicates an increasing respect
towards these people. On the other hand, the use of homosexual men as a source for humor
shows that there still exists prejudice towards homosexual men in Taiwan, as the humor based

on such prejudice is still entertaining to most people.
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It is interesting to note that J B2 3 1" Kang Xi Ldile is a well-known LGBT-friendly
television variety show in Taiwan. The empowered femininity of the hostess Xu has attracted
many homosexual men to become loyal viewers of the program, as her dramatic dress style
has triggered the aestheticization of a gay male subculture, i.e., camp. In addition, X0's co-
host Cai already confessed to be gay years ago and can be said to represent homosexual
celebrities in Taiwan. While the construction of their male guests as gay can be a source for
humor, this type of humor is still based on a prejudice shared by many Taiwanese that
homosexual men are effeminate. (Cai's use of this type of humor, however, might not be
perceived negatively by the LGBT community in Taiwan due to his in-group membership. As
Ellithorpe, Esralew and Holbert (2014: 402) have argued, “[t]he perceived in-group
membership of a humorist in a minority group will permit the acceptability of a message
lampooning that group.” In addition, the two hosts' use of this type of humor has brought the
LGBT-related issues into the spotlight without taking the public prejudice seriously. Cai's use
of it perhaps further shows his playful attitude towards his gay identity, as he is perhaps
attempting to break the social norm established by the patriarchal Taiwanese society.

On the other hand, the status of the rights for the LGBT community after the collapse
of communism in Poland has received much debate. Selinger (2008) has pointed out that
while the Polish law grants gays and lesbians freedom of speech and protects them from being
discriminated against, most Poles do not legitimize gays and lesbians as a social minority
group which deserves equal rights. As Selinger further claims, Poles' attitudes towards gays
and lesbians are greatly influenced by the Catholic Church's view on sexual ethics since

communism;

Indigenous Polish values are represented by the church and historical memory. Indeed, one of the
most important sources in the creation of public opinion on matters of ethics, rights, and sexuality is
the Catholic Church. The relationship between the Catholic Church and Polish society has had a long
history of close relations, particularly strengthened during communism, as it was one of the few places
Poles were guaranteed freedom of speech and the right to pursue their conscience.

(Selinger 2008: 23)

While Poland might not be a favorable environment for gays and lesbians, Poles seem
to be more sensitive to the concept of “discrimination” than Taiwanese thanks to Polish law.
Selinger in the same study points out that the urban educated people and their political
representation in Poland are also observed to hold a more open attitude towards the equal
rights of gays and lesbians. Looking at Wojewodzki's background and his attitude towards the

Catholic Church, there are grounds to believe that his other-deprecating humor targeted at
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Poniedziatek and the Polish LGBT community is not verbalized hatred of them. Instead, he is
perhaps attempting to build rapport with Poniedziatek and the LGBT community in Poland,
but from a heterosexual man's perspective. His use of such humor has also reflected

Wojewddzki's style, which is known for being direct, dramatic and impolite.

8.1.4 Taiwanese's fJEHEE Wilitou “Nonsense” and Poles' Directness

In Chapter Six, I have analyzed various types of humor in FEEE 2R T Kang Xt Ldile. Among
them, 4 JB 58 wiilitéu “nonsense” is perhaps the most intriguing one, as the understanding of
it very often requires the same cultural background. Even for those who are from within the
same culture, it is not always easy and possible to fully understand £ J& BH wilitou
“nonsense” humor. Although & J& BH wulitéu “nonsense” first appeared as a popular
Cantonese saying, it later became popular in Taiwan thanks to Stephen Chow’s farces being
repeatedly broadcast on fourth channels. While 4 J& 5H wiilitéu “nonsense” has become a
prevalent humor type in Taiwan, not only on television variety shows, but also in everyday
verbal interactions, it remains a mystery why this type of humor is so popular in Taiwan. In
addition, it would be interesting to know whether its prevalence further reflects Taiwanese
attitudes towards life.

In Chapter Seven, I have also observed similar types of humor. Interestingly, the same
type of humor may be used differently on fEEER T Kang Xi Laile and on Kuba Wojewddzki.
For example, while the hosts on both programs are observed to employ other-deprecating
humor directed at their guests, only Wojewddzki is observed to deprecate the audience as a
means to create humor. Recall that in Extract (52), Wojew 6dzki not only directly addressed
one of the studio audience as grubaska “fat woman,” but also used innuendo to attack her to
result in a humorous effect. Wojewoddzki's humor style perhaps reflects the direct nature of
Poles in social interactions. In the following, I will discuss how the prevalence of i & JH
wulitou “nonsense” in Taiwan reflects Taiwanese people's attitude towards life, as well as how
Poles' direct nature is reflected in their humor styles.

As mentioned previously, # & JH wulitéu “nonsense” is a humor type used in Taiwan,
and only those who speak Mandarin and other Chinese languages or dialects (e.g., Cantonese)
can understand it. It is because 4 Ji §H wiilitéu “nonsense” is used without a clear purpose,

usually expressed with vulgar and arbitrary behaviors and words (Tan 2000). In addition, this

207



humor type can be constructed verbally or non-verbally. As 4 J& JH wulitéu “nonsense” is
frequently observed in interactions among middle-class Taiwanese, it seems reasonable to
presume that the life style of the middle-class in Taiwan has influenced their habit of using
this type of humor and their taste for it. The attitude of middle-class Taiwanese can be seen in
a newly popular word /)N fifg 32 xidoquéxing “the pleasure coming from trivial, but specific,
exact daily things.” It is borrowed from the Japanese kanji /NFEE(L &£ H > T S
shoukakkou), created by the Japanese writer ¥ | 7 18 Murakami Haruki.®® The semantic
molecules of it may include ordinary, trivial, healing, slow, unique and cherishable. In other
words, /NifE 3 xidoquéxing can be the pleasure coming from a cup of coffee or from a jazz
song if one feels it in his/her heart.

Although this newly popular word comes from the Japanese language, it does not
prevail in Japanese society. In other words, its unexpected rise and subsequent popularity in
Taiwan perhaps reflects the importance of its social functions in contemporary society.
According to Chao's (2014) observation, applying the concept of /N 3 xidoquéxing to life
has a healing function, as it emphasizes the exact, approachable pleasure obtained at the
present moment. In other words, the rise of /)N fif 3% xidoquéxing in Taiwanese society has
reflected not only the tough environment of contemporary Taiwan, but also its people's
struggle to find happiness. This has further explained why /)N 3% xidoquéxing is popular
among the middle-class Taiwanese, in the sense that the middle-class in Taiwan are composed
of better more educated people who want to be successful. As they are not able to achieve
great success like the upper bourgeoisie (e.g., high-ranking government officials, owners of
sizable companies, etc.), they turn to trivial, but exact daily things to find pursuable
happiness.

Similarly, the social meaning of # J& B wulitou “nonsense” is like that of /)N fif 3
xidoquexing. It agrees that the source of humor can be anything in life, and that it can be
produced by anyone in his/her own way without considering whether it is entertaining to
others. Recall that in Extract (40), the two hosts Cai and XU co-constructed their female
guests as demons spreading their skins on the bed and painting them at night. In Extract (41),
moreover, one of their guests Xi¢ chose certain English words to play the role of a fashionable
socialite. The two examples of £ JH GE wulitéu “nonsense” have shown that humor can be

produced by anyone, anywhere, at anytime. In addition, they have further shown that i J& 5H

wulitou “nonsense” is mainly produced for self-entertainment, and that the funniness of it,

% More information about this Japanese writer can be found on Wikipedia

(https://en.wikipedia.org/wiki/Haruki Murakami).
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like pleasure, can be obtained if one feels it in his/her heart. Obviously, the self-entertaining
function of # JE BH wulitéu “nonsense” is more salient than its other-entertaining function.
Yue (2010: 407) has defined this type of humor as “[m]alicious, and self-entertaining humor
shown via various verbal and non-verbal acts.” Although it is commonly agreed that humor is
produced to improve a social interaction by entertaining others, i J& B8 wiilitéu “nonsense,”
as a humor type, might not be easily understood, especially by those outside the Mandarin-
speaking community. It is because it is mainly used to entertain its producer or those who
understand. On the other hand, the frequent use of 4 J& Bf wuilitéu “nonsense” in Taiwan has
also reflected the middle-class Taiwanese playful attitude towards life. Life for most of them
might be tough. They, therefore, need to look on the bright side and should try to enjoy
themselves despite the hardship, perhaps by finding pleasure in daily trivial, but exact things
that are approachable. In the meantime, #f J& FH wulitou “nonsense” further serves this
function, as its funniness can be obtained anywhere, anytime.

It is also interesting to note that while many instances of humor in both programs are
based on face-threatening acts, only Wojewddzki directs other-deprecating humor at his
audience (see Extract (52)). Using the audience as a source of humor is uncommon on
television programs in Taiwan. This is perhaps due to the fact that the commercial profit of
Taiwanese television programs depends on their viewership. In addition, while other-
deprecating humor may be framed as simply “play,” using the audience as a source of humor
is risky for the two hosts of F FE 3 " Kang Xi Ldile, as well as for the program itself. It is
because the two hosts may be criticized for being rude, and that the program may lose many
potential viewers. To avoid unnecessary conflicts, Taiwanese hosts hardly ever make fun of
their audience.

Instead of being evasive, Wojewo6dzki tends to be more direct and confrontational.
His humor is built on his stage-authority as the host of the show. As the name Kuba
Wojewodzki suggests, the most important character of the show should be Wojew 6dzki
himself, not his guests or the studio audience. That is, no matter how his guests or the studio
audience do on his show, the stage-authority of Wojew 6dzki should not be threatened. Such a
script is perhaps followed as a strategy to attract the attention of television viewers, in the
sense that Wojewodzki first became famous for his controversial talking style as a judge on
the reality talent show Idol (Polish television series). In other words, Wojew 6dzki's direct and
confrontational humor style has perhaps contributed to his success in the media and

entertainment industry in Poland.
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Wierzbicka's (1994, 1999) psycho-cultural analyses have also shown that one of the

° That is, Poles are

core values of the Polish culture is sincerity and emotional frankness.°
willing to show their emotions. Wierzbicka's (1985b, 1991) cross-cultural studies have
further provided a good account of Wojewodzki's verbal behavior. According to her
observation, Poles' confrontational and direct behavior is more likely to be accepted within
their culture. They are not discouraged from showing what they think and how they feel in
strong terms, even if their words might hurt the other party. As a result, television viewers in
Poland are more likely to accept Wojewddzki's talking style, despite the fact that their
opinions towards Wojewodzki's sense of humor are polarized. While Poles welcome conflicts
and are more willing to face them, Taiwanese seemingly like to avoid unnecessary conflicts to
maintain social harmony. This is also reflected in the humor of Taiwanese security camera
signs, as can be seen in all corners of Taiwan.™

To conclude, while many instances of humor in both programs are based on face-
threatening acts, the hosts' choice of the target of teasing has reflected the different personality
traits of Taiwanese and Poles. Taiwanese avoid conflict, whereas Poles welcome it. In
addition, the Taiwanese playful attitude towards their tough life is also reflected in their
humor. For them, humor comes from trivial, but specific, exact things in life. On the other

hand, Poles are more direct and emotionally frank.

8.2 Gender as a Constraint on Humor

In my analysis of the data from casual conversations, as well as from television variety shows,
I have observed that gender serves as a constraint on humor. Although my analysis in the
previous chapters did not show which discourse strategies or humor types are preferred by
male or female speech participants, there are certain phenomena influenced by gender. In
Chapter Four and Chapter Five, for example, many of the female speech participants'
discourse strategies are found in their self-disclosure. For example, Taiwanese female speech
participants are more likely to talk about their love life or others' affairs, or gossip about other

woman. Polish female speech participants are found to frequently complain about someone

% Based on Wierzbicka's (1994, 1999) notion, Szarota, Cantarero and Matsumoto (2015) have further observed
that Poles endorse more expression with close friends than with acquaintances and strangers.

The content of a security camera sign is face-threatening by nature, as its function is to warn people away
from doing something inappropriate within a certain area. To save the face of its potential viewers, a
security camera sign in Taiwan is more likely to show its warnings in an indirect, but humorous way, so as to
avoid unnecessary conflicts (See Appendix V).
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(e.g., father, boyfriend, etc.). On the other hand, male speech participants seem to be more
interested in topics such as jobs, houses, money, computer games or politics. Indeed, as
Coates (2004) has argued, compared with women, men are more likely to avoid self-
disclosure and prefer to talk about impersonal topics.

In addition, I have also observed that in both same- and mixed-sex interactions female
speech participants frequently show solidarity with other females in producing or receiving
humor. Recall that in Extract (17), when Zhang used back-handed remarks to criticize the
gossip target humorously, Gao immediately showed her support. In Extract (23), moreover,
both Anna and Ewa used back-handed remarks to show their support of Tatiana in a humorous
way when Tatiana complained about her father. On the other hand, male speech participants
are found to demonstrate hierarchy in their interactions with other males. That is, there is
always a male speech participant being teased by other males. Recall that in Extract (18),
although Cai initiated the joking frame, he turned out to be the victim of Zhang's and Stn's
teasing. In Extract (25), moreover, Pawet also turned out to be the victim of other male
speech participants' teasing, as he was so focused on the computer game that others had to
wait for him.

In light of the above, being cooperative seems to be a universal feature of female
speech, which can be seen in the act of paying compliments. In her study of how male and
female New Zealanders pay compliments, Holmes (1988) has observed that women are more
likely to compliment other women, whereas compliments between men are relatively rare
(51.2% vs. 9%). In his analysis of political debates in Taiwan, Chen (2008) has also observed
a similar phenomenon. In a debate between two same-sex participants, the two female
debaters, compared with their male counterparts, tend to be less belligerent, despite the fact
that they are all well-known for their eloquence.

Although my analysis has revealed that male speech participants frequently tease
other males, they rarely treat female speech participants as targets of humor. In analyzing
teasing and self-directed joking, Lampert and Ervin-Tripp (2006) has observed that both
European-American men and women adopt different interactional styles in mixed- and same-
sex talks. Men are found to frequently joke about themselves while they at the same time are
found to avoid teasing their female friends. Women, on the other hand, are found to tease
more than their male friends. As Lampert and Ervin-Tripp suggest, it is because men do not
want to sound hostile or put women in a subordinate position. Women, on the other hand,

perhaps intend to use teasing as a linguistic device to assert their equal footing and solidarity
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within the group. When being teased by women, men are found to respond with a supportive
self-directed remark to encourage more teasing from women.

Furthermore, in Chapter Seven, the interactions between Wojewddzki and Szczuka are
intriguing. In Extract (50), for example, although Szczuka uses a lot of hedges (i.e., wiesz
“you know”), she uses them to show confidence in asserting herself. In response to
Wojewodzki's other-deprecating humor, moreover, Szczuka immediately addresses
Wojewod zki dziadu “old man” in return.  Compared with Poniedziatek's reaction to
Wojewodzki's other-deprecating humor (see Extract (51)), Szczuka seems to be adopting a
more belligerent interactional style,”’ which can also be seen in her competition with
Wojewodzki through wordplay (see Extract (45)). Szczuka's interactional style can be best
explained by her identity as a feminist. As a feminist, she seeks to reshape herself as a
competitive woman, so as to make her voice heard by the public. It is because she may be
challenged by the public for being a woman. In other words, Szczuka has to perform in a
more masculine manner when she is speaking for other women, perhaps by “talking like a

2

man.

8.3 Humor or Vulgarity?

Both television variety shows have been criticized by the public. For example, some critics
regard the high viewing rate of FEEE3 " Kang Xi Ldile as an indicator of the deterioration of
the social values in Taiwan, or that of the brainlessness/low 1Q of the Taiwanese society. The
criticism as such, however, has reflected the arrogance of the intellectuals, as its continuous
high viewership for nearly twelve years cannot be overlooked. Many of its critics have
adopted a high moral standard and argue that this program not only lacks in creativity and
education, but is also vulgar and full of discrimination, such as laughing at the body or face of
a woman. For example, the two hosts of this program frequently asked their female guests to
remove their makeup and then made a judgement on them, as some kind of humor to entertain
their audience. The humor as such is criticized for being based on the visual culture to depict
women in terms of men's attitudes. While seeing female idols suffering from the two hosts'
poignant and sharp criticisms can be amusing to the regular audience of the program, the two

hosts' behaviors are not accepted by many Taiwanese as humorous. As observed by Liao

71 Although I use “belligerent” to refer to Szczuka's interactional style, the way she reacts to Wojewodzki's

humor pertains to the semantics of solidarity, not power, as it signals sameness and closeness.
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(2001), some humorist-moralists in Taiwan are in favor of self-deprecating humor, and
sarcasm and irony do not equal humor for many Taiwanese.

Despite its being politically incorrect, the continuous acceptance and appreciation of
such humor from its audience still has social meaning, which has constructed the society of
Taiwan. Firstly, the two hosts can be regarded as having removed the idol's burden. Their
humor style has sent out a message that idols (including themselves and their guests) are
ordinary people, who also fart in everyday life, think about sex and sometimes speak ill of
others. All these characteristics of ordinary people are expressed in different types of humor,
as illustrated and discussed in Chapter Six. In addition, while idols are treated in this program
as ordinary people, this program also holds that each person is unique and deserves to be seen.
This is evidenced by many Internet celebrities, who later became famous because of having
attended the program.

On the other hand, Wojewoddzki's humor is based on touching upon formerly tabooed
issues in Poland and has successfully attracted many television viewers. As indicated by
Little (2008), joking about taboo topics helps reduce tension regarding these topics. However,
his humor style is also criticized as requiring less cognitive effort. That is, television viewers'
appreciation of Wojewodzki's humor is very likely to be commented on by some critics as a
sign of decreasing intellectual demands of the television audience. This is manifested in

Grzegorczyk's (2012) observation of the modern public television programs in Poland:

Nowadays, however, it seems that humor has found a new form of expression on television which
manifests itself in openness to foreign influences (particularly American, as in comedy series), more
liberal treatment of formerly tabooed issues (sex, religion, violence, coarse language), which to some

critics is a sign of decreasing intellectual demands of the Polish television audience.
(Grzegorczyk 2012: 283)

Wojewodzki is a distinctive role on television. There are two sides of him, both of
which have constructed the image of Wojewddzki on the screen in Poland. As Godzic (2013)
has observed, Wojewodzki is like a two-part wardrobe. When you open one sliding door, you
find feces, croak and obscene topics; When you open the other, maybe there is no paradise,
but there is always a nice landscape full of glittering witticism for thinking.”> Godzic further
argues that due to these two sides of Wojewddzki, television viewers in Poland perceive him

in a dichotomous way. While some appreciate his humor, others hold a completely opposite

72 See Godzic's (2013) description of Wojewodzki in its original Polish version: “Natomiast Kuba nadawat sie

idealnie do tego pomystu — byt jak dwudzielna szafa. Otworzysz jedno skrzydio: a tam fekalia, rechot i
obsceniczne tematy. Otworzysz drugg polowe, a tam — moze nie raj, ale zawsze jaki$ mity (a nawet dajacy
do mys$lenia) landszafcik skrzacy si¢ dowcipem” (p. 14).
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attitude towards him. This is due to the fact that instead of attempting to get new information
from the television, television viewers are more likely to watch television programs that
match their ideas, beliefs or viewpoints. In other words, while Wojew 6dzki's humor might
irritate certain Polish television viewers, he at the same time entertains those who share his
same ideas, beliefs or viewpoints. In fact, Kuba Wojewdodzki has its distinctive viewers. That
is, it aims at entertaining a certain group of Polish television viewers. In other words,
Wojewodzki's joking about political figures (e.g., Renata Beger) or religious figures (e.g.,
Father Tadeusz Rydzyk) can be regarded as showing rapport with those who hold the same
attitudes. In light of this, Kuba Wojewddzki can be seen as serving the function of both
television variety show and political talk show in Taiwan. It is produced not only to entertain

its viewers, but is also in an attempt to convey certain ideology to them.

8.4 Characteristics of Taiwanese and Polish Humor

So far I have analyzed how humor is produced, perceived and used in casual conversations
and on television variety shows in Taiwan and in Poland. Several issues concerning humor in
both cultures have also been discussed. However, I have not defined so-called Taiwanese and
Polish humor. To give a rough definition to Taiwanese and Polish humor, as well as to find
out their characteristics, relevant findings of the present study are summarized below.

Firstly, Taiwan's maritime geography has made this small island a fusion of a number of
cultures, as evidenced in its multi-lingual, multi-ethnic and multi-cultural society. Thanks to
the prevalence of Stephen Chow’s farces and the import of Japanese culture, modern
Taiwanese humor has further absorbed the elements and spirits of these types of humor.
While modern Taiwanese humor is like a big melting pot of Chinese, Hong Kongnese and
Japanese humor, it is localized to be best adapted to its diversified environment. Such
diversity and adaptation can be regarded as being shaped by the dynamic formed by the
tensions between globalization and localization. For example, the prevalence of £ J& FH
wulitou “nonsense” in contemporary Taiwan has not only reflected the Taiwanese society, but
is also shaped by it. Like /MifE 3¢ xidoqueéxing “the pleasure coming from trivial, but specific,
exact daily things,” the sources of humor can be any trivial thing in life.

However, the unique take middle-class Taiwanese have on this type of humor may seem

baffling at first. It is because its original structure, as a type of Hong Kongnese humor, is
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culturally shaped, and that its use in Taiwan has further been localized. Such localization can
be seen in humor expressed in the local languages, such as in Taiwan Southern Min or in
Mandarin with Taiwanese or Austronesian accents. Sometimes unique expressions from these
local languages are used to result in a dramatic effect to construct humor. Like Japan, Taiwan
is also a high-context society. The function of Japanese humor is to solidify the in-group
membership, instead of sending messages to the outsiders (see Oshima 2011, 2013). Modern
Taiwanese humor also has the same function. As the constructed humor is based on the
shared in-group knowledge about Taiwanese society, such humor may thus evoke a hearty
laugh or smile from the in-group members from this society.”” In brief, while modern
Taiwanese humor has absorbed elements from other cultures, localization of these foreign
cultural elements also started at the same time. The prevalence of 4 J& BH wiilitou “nonsense”
in contemporary Taiwan has further reflected middle-class Taiwanese's playful attitude
towards life. That is, humor can be everywhere if one feels it in the heart.

Polish humor is also shaped by Polish society, but in a different way. This can be seen in
Poles' preferred topics for humor, such as politics or religion. Poles' dissatisfaction with both
the current and past political situation can be seen in their humor (Dynel 2012b). In other
words, Poles use humor to mock what they do not like or the absurdity of everyday life. This
is in particular evidenced in Wojewodzki's humor. Recall that Wojewddzki used humor to
ridicule Father Tadeusz Rydzyk and his conservative Radio Maryja station in a sarcastic way.

While Polish humor is characterized by sarcasm, it is still different from British humor,
which is characterized by constant deadpan delivery and understated sarcasm.  More
specifically, Polish humor is frequently accompanied by vivid facial expressions despite its
sarcastic nature. It is sometimes created by using punning wordplay, as we can see in
Wojewddzki's interaction with other guests, especially with Szczuka. In brief, whereas Polish
humor may serve to show Poles' dissatisfaction towards society in a sarcastic way, it is also

expressed dramatically, which has further reflected Poles' direct and down-to-earth nature.

8.5 Conclusion

This chapter has discussed several social issues concerning humor, including politics, religion

and the LGBT community. As # JB FH wulitou “nonsense” is a preferred humor type in
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See Appendix I11.
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Taiwan, this chapter has also discussed the social meaning of this humor type in the society of
Taiwan. In addition, I have also discussed Poles' directness expressed in their humor. The
second part of this chapter has discussed several gender issues concerning humor, based on
my qualitative analysis of the data from casual conversations and from television variety
shows. The third part of this chapter focuses on television viewers' perception of the two
controversial television variety shows. This chapter has discussed the humor styles of the
hosts, as well as television viewers' perception of their humor. Finally, this chapter has shown
the characteristics of Taiwanese and Polish humor, in an attempt to give a definition to the

humor in both cultures.
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Chapter Nine
CONCLUSION

9.1 Summary of Major Findings

The present study is based on naturally occurring spoken data from casual conversations
among friends, as well as from television variety shows (i.e., i E& 2K T Kang Xi Ldile and
Kuba Wojewodzki). It is inspired by CA, multimodality and interactional linguistics.
Adopting these three analytic approaches, I have illustrated and discussed how humor is
produced, used and comprehended by Taiwanese and Polish speech participants, respectively.

I have first analyzed the pragmatic/interpersonal functions of laughter and smiling (see
Chapter Three). Results have suggested that both laughter and smiling can be employed by
speech participants to regulate a talk-in-interaction. To illustrate, laughter can be used to
show one's appreciation of humor/teasing, as an invitation to laugh or to show disagreement.
On the other hand, smiling can be used to reject humor/teasing, to show sarcasm or to
provoke conflict in a dramatic way.

I have also illustrated and discussed how different discourse strategies are used by
Taiwanese and Polish friends to negotiate previously established friendships and intimate
relationships in a humorous way (see Chapter Four and Chapter Five). Results have revealed
that Taiwanese friends use quite a few discourse strategies to construct humor in their
conversations.  These discourse strategies may include the use of quotation, rhetorical
question, theatrical performance, back-handed remark, fictional episode and choice of
dramatic expression/code. Polish friends, on the other hand, also use some of the same
discourse strategies to construct humor, but in a different way. These discourse strategies may
include the use of quotation, back-handed remark, fictional episode, choice of dramatic
expression and highlighting contradiction.

After exploring the above mentioned discourse strategies used in interactions among
friends, I have further analyzed how different types of humor are used on television variety
shows to attract the attention of the audience (see Chapter Six and Chapter Seven). Results

have shown that there are eight types of humor employed in FEEE 2K T Kang Xt Ldile, which
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may include the use of personal narrative, wordplay, sarcasm, innuendo, other-deprecating
humor, self-deprecating humor, self-bragging humor and £ J& 58 wulitéu “nonsense.” In
Kuba Wojewddzki, 1 have also observed similar types of humor, including personal narrative,
wordplay, sarcasm, innuendo, other-deprecating humor, self-deprecating humor, self-bragging
humor and teasing. Although I have observed similar types of humor on both television
variety shows, my qualitative analysis of the data has further revealed that humor is culture-
specific. In other words, the same type of humor may be used differently by different
cultures.

Having analyzed the mechanism and functions of humor by examining its discourse
strategies in conversations among friends, as well as its types on television variety shows, I
have further discussed the results of my findings (see Chapter Eight). For example, I have
discussed how the choice of humorous topics (i.e., politics, religion and the LGBT
community) has reflected the difference between Taiwanese and Polish societies. I have also
discussed why 4 JB JH wulitou “nonsense” prevails among those middle-class Taiwanese, as
well as how Wojewddzki's sense of humor, being direct and confrontational, has reflected
Poles' sincere and emotionally frank nature (also see Wierzbicka 1994, 1999). In addition, I
have also discussed how the gender difference serves as a constraint in influencing speech
participants' use of humor, including the topics which their humorous talks are built on. I
have also discussed whether the hosts' talking styles in both programs are indeed humorous,
or simply vulgar verbal barbs. Finally, based on the findings of the present study, as well as
the relevant literature, I have further summarized the characteristics of Taiwanese and Polish
humor, in an attempt to give a rough definition of humor in Taiwanese and Polish cultures.

The results of the findings and discussion have suggested that humor is culture-
specific, context-sensitive and gender-bound. That is, many socio-cultural and contextual
factors, as well as a speech participant's gender role, may influence his/her production and
perception of humor. In addition, humor can be expressed not only verbally, but also non-
verbally. When one studies humor but simply focuses on its verbal expression, s’/he might
miss some of the very important features of humor. As a result, studying humor in a certain
context or culture requires a comprehensive examination of all the relevant aspects associated

with it, of which the mechanism is complicated, but intriguing.

9.2 Contributions of the Present Study
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Although humor can be observed in every dimension of human social interactions, the study
of its uses and functions in the contexts of Taiwan and Poland has been much overlooked until
recently, not to mention the comparison of the two cultures. This study, by analyzing the
discourse strategies used to construct humor in conversations among friends, as well as
different humor types employed on television variety shows, have illustrated and discussed
how Taiwanese and Polish speech participants use humor to achieve different communicative
goals. By focusing on both genres (i.e., casual conversations and television variety shows)
and on both cultures (i.e., Taiwan and Poland), this study has set up a more complete model of
analyzing humor in Taiwanese and Polish interactions.

Results of my findings have further shed light on what are perceived as humorous
topics by Taiwanese and Poles to initiate a conversation. As the choice of conversational
topics is influenced by many social factors, I have also discussed the implications of the study,
particularly focusing on different social aspects associated with humor, such as politics,
religion and the LGBT community. In addition, I have also touched upon certain gender
issues related to my study. In other words, I have not only analyzed humor in the two genres
within both cultures, but I have also done a comprehensive examination of the relevant
aspects associated with Taiwanese and Polish humor. Furthermore, by summarizing the
characteristics of Taiwanese and Polish humor, I have given a rough definition of humor in
both cultures.

The present study has also contributed to theoretical issues in linguistics. 1 have
adopted the methodological approaches informed by CA, multimodality and interactional
linguistics to analyze the data from social interactions in Taiwan and in Poland. In other
words, while my findings further the understanding of how the CA and multimodality
approaches serve as linguistic-analytic tools for micro-analysis of humor in both cultures, my
analysis has further shown how humor is shaped by interaction. In addition, my findings have
further contributed to the current literature on these fields in Mandarin, Southern Min and
Polish.

Finally, my research findings and discussion have provided invaluable insights for
TCSL (Teaching Chinese as a Second Language) in Poland and TPFL (Teaching Polish as a
Foreign Language) in Taiwan. Whereas it is not debatable that humor may serve as a
pedagogical tool to help increase students' motivation, proficiency and success in learning a
second language (Schmitz 2002; Aboudan 2009; Olajoke 2013), it is the cultural environment

that determines students' comprehension of their teacher's humor (Olajoke 2013). In other

219



words, TCSL teachers in Poland and TPFL teachers in Taiwan should know not only the target
language they are teaching, but also what is perceived as humorous within each culture, so as
to avoid wrongly applying humor in their teaching. In addition, learners of Mandarin and
Polish also need to develop “humor competence” to facilitate cross-cultural communication.
To sum up, this study furthers the understanding of how humor has reflected the cultural
difference between Taiwan and Poland by discussing various aspects of it within the two

cultures.

9.3 Future Research Directions

As a native speaker of Mandarin and Taiwanese Southern Min, as well as an in-group member
of the Taiwanese society, I did not have any problems understanding my data from casual
conversations among Taiwanese friends and those from FEEE2 " Kang Xi Ldile. However, it
was very likely for me to overlook some of the most important features in Taiwanese verbal
interactions, as I might take them for granted. Analyzing the Polish data, meanwhile, helped
me notice these features as being exclusive to Taiwanese verbal interactions, as they were
highlighted when compared with the Polish data. It is therefore suggested that one should
examine the verbal interactions of a different culture in order to find out the unique features of
the interactions within one's own culture.

Furthermore, as a non-native speaker of Polish, as well as an out-group member in
Poland, it was natural for me to notice the important features exclusive to Polish verbal
interactions, as they did not appear in my Mandarin and Taiwanese Southern Min data.
However, I did have difficulties analyzing the Polish data, especially the casual conversations
among Polish friends, as they were full of slang expressions. In order not to misinterpret the
data, I interviewed my data providers and took the background of each speech participant into
consideration. In addition, while the data from Kuba Wojewodzki seemed to be easier to
understand compared with talks among young people in Poland,” the host Wojewddzki's
talking style was controversial. In other words, while there might be a cultural gap preventing
me from correctly understanding his sense of humor, Wojewodzki's words were not always

considered as humorous by his fellow countrymen. In order to find out the most probable

7 In my analysis of the data from casual conversations among Polish friends, I have found that many

sequences served to reinforce the in-group solidarity of the speech participants. That is, these sequences
could not be understood or fully understood by the so-called “outsiders,” including both native and non-
native speakers of Polish, who did not participate in the conversations.
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reading of his words to see whether there was encoded humor, a few informal interviews were
conducted with Polish native speakers. It is therefore suggested that in analyzing a language
that one is not familiar with, one should conduct an interview with the native speakers of that
language for a more objective account of the data.

In addition to the above, this study can also be elaborated on in several ways, as
several other possible fields of research on humor have occurred to me throughout its
conduction. First of all, a relatively large portion of my findings is based on my qualitative
analysis of the spoken data concerning humor. I, however, did not quantify my data, as it was
difficult and perhaps meaningless to quantify humor. Kendon (2004) has proposed the units
of gestural action when he looked at how gesturing and speaking are used together for
communication. Adopting the criteria in Crystal and Davy's (1969) investigation of the
English language, Kendon suggested that human speech can be identified by prosodic features
and analyzed into tone units. Similarly, the units of gestural action can also be identified by
bodily features, like “a pointing, a depiction, a pantomime or the enactment of a
conventionalized gesture” (p. 108).

Quantifying human speech and gestural action, however, is different from quantifying
verbal and non-verbal humor. Firstly, while each conversational humor form may possess a
discrete definition, there is still no clear distinction between them, as they frequently fade into
each other in conversation (Norrick 1993, 2003). In my data, moreover, I have observed that
the unit of humor can be as small as a sigh used to show fake emotion (see Extract (14)), and
as big as a narrative that continues across many speaking turns (see Extract (31)). As I have
further illustrated and discussed in Chapter Six and Chapter Seven, a humor type is more
likely to be constructed by using more than one discourse strategy. More specifically, while a
humor type may be regarded as a unit of humor, this unit is often composed of even smaller
units that can be considered as humorous.

In addition, a speech participant may simply use a unique hand or facial gesture or
body movement to express humor, such as the use of theatrical performance as a discourse
strategy.” Although my findings have shown that the funniness more frequently comes from
a speech participant's simultaneous verbal and non-verbal behaviors, if we further deconstruct
his/her non-verbal performance, we may find that his/her hand or facial gesture or a body
movement may consist of smaller units that are entertaining to some people. Recall that in

Extract (14), Stin's sighing is accompanied by non-verbal performance as shaking her head,

75 See Section 4.3.
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closing her eyes and covering her face with a hand, each of which can be used alone as a
booster to reinforce the dramatic effect of her theatrical performance. It is therefore difficult
and perhaps meaningless to define the unit of humor, as the internal structure of humor is
multimodal and complicated.

However, it may be rewarding to quantify the speech acts that a speech participant
performs in using a discourse strategy to create humor, or in creating a certain type of humor.
In Extract (14), for example, Siin's sighing accompanied by other non-verbal features can be
simply regarded as an expressive, which is used “to express the psychological state specified
in the sincerity condition about a state of affairs specified in the propositional content” (Searle
1976: 12). In addition, more speech acts may be observed when a speech participant narrates
a funny personal anecdote. I did not choose the speech act theory to analyze the data, as it
was not the main concern of the present study. However, those who are interested in applying
the speech act theory to the study of humor may find it possible and meaningful to quantify
humor in this way. The result probably will be as surprising as it is interesting.

Another extension of the present study is to study children's humor. I have touched
upon how humor is used in both non-institutional and institutional settings (i.e., casual
conversations vs. television variety shows), as well as gender and social issues concerning
humor. However, it may be interesting to investigate how Taiwanese and Polish children
perceive and use humor in their interactions. Banasik's (2013) study has shown that Polish
children as young as four years old seem to have been able to comprehend verbal irony (if the
grammatical and lexical complexity and the length of the presented materials are in control).
In comprehending irony, moreover, children may detect the speaker's actual intention by
drawing from his/her “intonation, mimic expression, context and others” (p. 9). As Banasik
further argues, children may understand the communicative meaning of an utterance earlier
than its semantic meaning. In this light, children probably also develop the competence to
comprehend humor at a very early age, as the mechanism of understanding humor is quite
similar.

Kielar-Turska and Bialecka-Pikul (2009) have investigated how five- and nine-year-
old Polish children generate and understand jokes. They have observed that by the time
children have cultivated the basic knowledge about the world, they are already able to present
the world in their drawings in a humorous way, mainly by transforming the image of the
world (e.g., changes in shape, size or color). These five- and nine-year-old Polish children,

however, hardly introduce verbal statements to invite laughter. As Kielar-Turska and
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Bialecka-Pikul further argue, children's low linguistic awareness will improve as they receive
a formal education in their native language. Additionally, the peer group is an influential
factor regarding their acquisition of a sense of humor, especially to those nine-year-old school
children. It is therefore possible and interesting to investigate how school children create
humor in interactions with peers. It is because school children should have increased their
linguistic awareness towards humor, and that humor perhaps also plays an important part in
their socialization with other children (cf. Ogiermann 2015).7
In addition, gender might also be influential in children's use of humor in their
interactions.  According Ruble, Martin and Berenbaum (2006), children have already
understood the attributes and activities considered by others as appropriate for their gender
role by the time they enter kindergarten. They have further pointed out the fact that there are
in-group evaluative biases among preschool children. That is, a preschool child is more likely
to view his/her own sex more favorably than the other. It is therefore interesting to study
whether gender also influences children's use of humor when they interact with their peers.
Last but not least, as there are an increasing number of interactions between Taiwan and
Poland, and that humor plays an important part in social interactions, it is hoped that future
studies on humor will focus more on how humor regulates a talk-in-interaction between

Taiwanese and Polish speech participants.

76 In analyzing how Polish children use in/direct requests during family mealtimes, Ogiermann (2015) has

argued that children are competent in communication and socialization, as evidenced in their polite manners
in asking for food.
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APPENDIX I

Transcription Conventions

Upper case “L” in parentheses indicates laughter from the audience or all speech

(L) participants.

(L: X) Upper case “L” in parentheses indicates laughter from X

(1: X) Lower case “1” in parentheses indicates a smile on X’s face

bold Bold type is used for important words.

underline Underline indicates speech participants.

— Arrow indicates the line to be analyzed.

[...] Words in brackets show the simultaneous action of the speech participant
Three dots indicate trailing off of words in dialogue.

4fig The number sign followed by “fig” indicates the exact point where a screenshot has
been taken.

(*) Asterisk in parentheses indicates deleted or bleeped voice

V) Upper case “V” in parentheses indicates increased volume

(S) Upper case “S” in parentheses indicates silence

(p) Lower case “p” in parentheses indicates a short pause

(c) Lower case “c” in parentheses indicates clapping

(h) Lower case “h” in parentheses indicates sighing

k%

Words between asterisks indicate code-switching to Taiwan Southern Min
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APPENDIX 11

Photos of Ken Shimura's and Taiwanese Celebrities' Popular Shticks

Japanese comedian & &} (3 A Shimura Ken's
popular shtick 25 75 3 U & A Henna Ojisan
“Obnoxious Uncle””’

Taiwanese comedian [5 W Yang Fan and his
popular shtick [ % ¥ Ydangpopo “Grandma
Yang””®

Taiwanese comedian # £ Ji% Dong Zhi-
Chéng and his popular shtick # H f& Dong

Taiwanese comedian &
and his popular shtick %
“Uncle from Fuzhou®

Xu Xiao-Shun
N A Fuzhoubd

Yue-Hua “Hakka Lady Dong Yue-Hua””

|

]
J

N
7 >\ Lf
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http://matome.naver.jp/odai/2141640300540967201/
http://www.nownews.com/p/2013/11/30/1037181.
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http://www.nownews.com/n/2014/07/28/1341667.
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APPENDIX III

An Extract from a Facebook Post?®!

bl
Kl 15160 -

BR@mEs
FIRFHET
PRIBIHIR TGRSR
SR E AR RAB — RS
BENFENE
SREBBEFFSIL/ B
RIBPI AR EBARRR T E LT -
# EH DNE
12,429 B AR
102fBH = 4348185
BRENNES 434868

SREAFH ARATTETR I MARATATATATATS
‘ # - E1® - 3/\8F

Uil S SR SIEAT AT B A0
&% B - 3/NEF
- $SUME EH - 20T - 3/

Z=AH PR A R FEE R BT 2
#B-EE- G120 BRE

| BT E 28 RIRFR
% - E78 - 2/
Pei Jou Ko Yang Bee GeefRi—EZEHEHt » 4
IMABDFTIE Z~ms | 1ihlanmi Than~E M oh

01. #oEAATREL -
tou wan zongtong xudnpido,
02. GHEFHET -

nadao sunzide wugqian,
03. — IR WA T AL LT

ni ndinai lai shichdng rang jingji qifei.

04, SoA& BUARIG AL S PR — SR -
xian lai mai zhangndowan jiali yidui zhanglang,
05. ENTENE>
zhe xidozi wangbadan,
06. HRHICHEFFAHELL/ K -
méitian dou bd fangzi nong de luanqibazao,
07.  URUAWIRIIA AR AR AR A B 035

ni ndinaide péngyou dou yiwéi wo hén bu ai ganjing.

Translation

01.  Ijust finished voting for president,

02.  and have got NTD5,000 from my
grandson.

03. — Now I am here in the supermarket to let
the economy take off.

04. Ineed to buy camphor balls, because there
are many roaches at home.

05. My grandson is a bastard.

06.  He puts the house in disorder everyday,

07.  and thus all my friends think that I am not

a neat person.

The above extract is from a Facebook post by a Taiwanese grandmother, who is famous for
her humorous posting style. As the content shows, the dramatic expression g &% J #E 7§ rang
Jjingji gifei “to let the economy take off” is used to refer to the action of doing shopping (line
3). While this Facebook post has attracted many of her fans to comment on it as extremely
humorous, the used dramatic expression is based on the shared knowledge of all Taiwanese
that the economy in Taiwan has declined in recent years. The conveyed sarcasm, regardless
of the grandmother's intention, may evoke a laugh or smile from her Taiwanese fans.

81

https://www.facebook.com/photo.php?

fbid=155687564804095&set=a.133654130340772.1073741828.100010885568143 &type=3& mref=messa

ge_bubble.
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APPENDIX IV

Extracts from Four Versions of the Japanese Comic G70 Vol. 1

T

([ —daum Sy
[™

A=A
WO &

N

PATRZ WA TE
DZIliRK 0D
HOSA, JAK S
STARKA... THKA
T0CE
Wveuszy!

Polish English

In the original Japanese version, the woman's nostrils are described as K < { v — doraiya
“dryer.” The same metaphor remains in the Polish translation, as evidenced in the translator's
use of suszarka “dryer.”” The English translation “the pig like nose” suggests that the
translator focuses more on the understanding of the readers. Interestingly, in the Mandarin
translation the woman's nostrils are described as those of & {& 1A Péng, Qia-Qid's, a
Taiwanese celebrity who is famous for his extremely big nostrils, despite the fact that a
character of the name is replaced with an X to avoid direct reference. Using the celebrity's
name in the Mandarin translation suggests that the Mandarin translator not only focuses on
the understanding of the readers, but also intends to reinforce the humor in the original text by
using the referent that most Taiwanese are familiar with.
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APPENDIX V

A Security Camera Sign from the Taipei Metro System in Taiwan®

S TR Translation
luying zhong qing wéixiao You are being monitored. Please smile.

82 http://sirocco007.blogspot.com/2013/06/blog-post_115.html.
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