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Abstract

This thesis presents a contrastive analysis between the observational stand-up comedies of the
Greek Lambros Fisfis and the American Jim Gaffigan. The analysis criterion was the different
linguistic devices used on the grounds of the first Knowledge Resource, the Language, offered
by the General Theory of Verbal Humor (Attardo & Raskin 1991), the four Humor
Identification Forms (Shade 1996), and the five levels of linguistic analysis (morphology,
syntax, phonetics-phonology, semantics, and pragmatics). To what extent does each comedian
rely on the different linguistic devices corresponding to the five levels of linguistic analysis to
elicit laughter from the audience? Subsequently, how different or similar is each comedian’s
approach regarding the different levels of analysis from which they draw their devices and the
different types of the devices themselves? To answer these questions, I present a comparative
analysis of the linguistic devices used in 15 clips from Fisfis’ playlist on YouTube, “Na évag
2000g” (Here is a Wise Man) and Gaffigan’s playlist on YouTube, “Laugh Society”
respectively. The results suggest that both comedians relied mainly on the Verbal Humor
Identification Form, and Fisfis used more devices than Gaffigan on the morphological,
phonetic-phonological, and pragmatic levels. Gaffigan, on the other hand, used more devices
than Fisfis on the syntactic and semantic levels.

Keywords: Observational Stand-up Comedy, General Theory of Verbal Humor, Contrastive
analysis, Humor identification forms, Five Levels of Linguistic Analysis
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1. Introduction

The language of stand-up comedy consists of the linguistic and paralinguistic devices the stand-
up comedian uses to elicit laughter from the audience (Attardo 2014). The paralinguistic
devices (for example, body movement, hand movement, facial gestures, gaze) reinforce the
linguistic ones during the comedian’s performance, further contributing to the humorous result

(Schwarz 2009).

This linguistic aspect of stand-up comedy consists of numerous linguistic devices the
comedian uses when performing, intending to elicit laughter from the audience. Examples
include Syllabification, Alliteration, Hyponyms-Superordinates, Negation, and Implicatures.
The sources of these devices can be the five levels of linguistic analysis, morphology and
syntax, phonetics-phonology, semantics, and pragmatics. The comedian can take advantage of
the structure, the sound, and the meaning of the language in their monologue to cause a
humorous result. These devices, part of the comedian’s strategies to elicit humor, can be
analyzed under the scope of the Verbal Humor Identification Form (Shade 1996; section 2

below).

An example of research on the language of stand-up comedy, focusing on the linguistic
devices and rhetorical structures the comedian uses to elicit laughter, comes from the extensive
analysis of Schwarz (2009), who focused on Jerry Seinfeld’s and Steven Wright’s work.
Researchers such as Putri, Oktoma, and Nursyamsu (2016) analyzed Russel Peter’s comedy on
that topic. These comedians’ monologues were written in English, and, as a result, a significant
amount of scientific study of stand-up comedy has focused on the English language of the

genre.

While this seems logical given the long history of English stand-up comedy with its
roots in both the US (Nesteroff 2015) and England (Double 1997), other countries, like Greece,
where the genre appeared during the 1990s (Anjpov 2021) have not been examined extensively
regarding the linguistic devices the stand-up comedian uses to elicit laughter. Examples of
research so far include Hliades (2016), Demou (2021), and Rizos (2022), who focus on the
history and evolution of the genre in Greece and Greek comedians’ careers on stage. However,
the linguistic devices Greek comedians use on stage to elicit laughter from the audience due to
their mirth (see section 2 below) have not been investigated yet. A contrastive analysis of the

linguistic devices used by English-speaking comedians and comedians from other countries
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could help uncover differences and similarities regarding these numerous devices used by

English-speaking comedians and comedians from other countries.

This thesis focuses on the Greek observational stand-up comedy material as a first
inroad into studying humorous Greek data. At the same time, I chose to perform a contrastive
analysis with the American observational stand-up comedy material because the stand-up
comedy genre has its roots in the USA (Afpov 2021) and has influenced, to a certain degree,
the rest of the stand-up comedies developed throughout the world (Afjuov 2021). Amongst the
different types of stand-up comedy—the observational (Zoglin 2008), the political (Afquov
2021), the improv (HAdodmg 2016), the oneliners, the raw, the roast, and the musical comedy
(Aqpov 2021)—I focused on the observational® type of stand-up comedy. I compared the
Greek stand-up comedian Lambros Fisfis with his American counterpart, Jim Gaffigan, two
comedians who have been active for over twenty years. A further reason for choosing these two
comedians, besides their long experience in the observational stand-up comedy field, was the
online accessibility of their material via YouTube. This public domain makes this material

available for analysis in an ethical manner.
Based on the above observations, I formulate the following research questions.

1) to what extent does each comedian rely on the different linguistic devices

corresponding to the five levels of linguistic analysis to elicit laughter from the audience?

i1) how different is each comedian’s approach regarding the different levels of analysis

from which they draw their devices and the different types of the devices themselves?

In the current study, I will analyze the linguistic devices based on Verbal Humor in the two
comedians’ performances, drawing on Shade’s taxonomy of Humor Identification Forms
(1996) and Attardo and Raskin’s General Theory of Verbal Humor (1991) (henceforth, GTVH).
Shade’s (1996) taxonomy is useful when accounting for stand-up comedy because it provides
the categories upon which I will analyze not only the text? of the comedian but also the
paralinguistic aspects of their performance, such as sounds and movements situated at the

Auditory and Visual Humor Identification Form respectively. In that sense, I can examine the

! Observational stand-up comedy takes place most often at a theater or at a theatrical scene in the broader sense,
with the comedian performing around the audience, similar to actors performing in theaters.

2 Following Attardo (2020: 3), who uses “text” as “an umbrella term”, | use this term to refer to comedian’s
speech.

10
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linguistic devices used by the comedians each time in the broader sense of performance, which
is the essence of stand-up comedy. Additionally, I will use the sixth Knowledge Resource
included in the GTVH, the Language, to pinpoint the linguistic devices used each time under
the scope of the five levels of linguistic analysis in either the set-up line or the punchline

(section 5 below).

In section 2, I analyze the notion of humor, focusing on the General Theory of Verbal
Humor and Shade’s categorization of Humor Identification Forms. In section 3, I provide a
brief analysis of the stand-up comedy genre and a brief history of the genre in the USA and
Greece. Section 4 outlines my methodology for analyzing the comedians’ texts, including the
transcription, categorization, and coding processes. In section 5, I present the results separately
for each comedian, categorized by the levels of linguistic analysis, followed by specific
examples. In section 6, I analyze the devices contrastively to highlight similarities and
differences in how each comedian elicits laughter from the audience. The study concludes with
section 7, addressing the limitations and implications of the study and summarizing how both
comedians use linguistic devices during their performance and their differences and

similarities.

11
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2. Humor in stand-up comedy

2.1. Humor in observational stand-up comedy: The comedian’s work and the audience’s
response

The comedian employs various strategies to trigger mirth in the audience, leading to laughter.
The audience consists of the people being present during the comedian’s show (live audience)
and the people watching the recorded show online, on television, or on streaming platforms
(for example, Netflix) (Brock 2015; Attardo 2020). According to Martin (2007), mirth is the
emotional response triggered by the cognitive stimulus of humor. Its manifestation can be
measured into five Likert Scales developed by Zigler, Levine, and Gould (1966), from (0)
negative response-grimace, to (1) no response, to (2) half-smile to (3) full smile, to (4)
laughter.® Since observational stand-up comedy handles daily-life topics, the comedian
employs humor to direct social criticism toward them (De Ridder, Vandebosch & Dhoest 2022),
to communicate important messages at the end of their show (Afpov 2021) or to entertain the

audience without communicating any additional message.

It is essential to understand how the cognitive stimulus of humor triggers the emotional
response of mirth, which results in the physical manifestation of laughter. This chain reaction
manifests itself due to the incongruity triggered in the audience’s minds. Forabosco (1992: 54)
defines incongruity as something that “if it differs, it is perceived as incongruous”. On the
illogical in the mind of the hearer, Freud’s “sense in nonsense” (1905), Aubouin’s
“justification” (1948), Ziv’s “local logic” (1984: 77; subsection 2.2 below), and Oring’s

description of relationships between incongruous categories (2003: 1-2) have been proposed.

In observational stand-up comedy, the linguistic devices the comedian employs, in the
overall context of their Verbal humor, cause a violation of expectations (Attardo 1997) in the
audience’s minds. As a result, the audience finds themselves in a situation where whatever they

considered up until that point to be true changes completely. They become surprised®, their

3Mirth is not the only cause of these behavioral reactions. Laughter in particular could also emerge out of
embarrassment (Attardo, 2020), especially in the observational kind of stand-up comedy studied in this thesis,
because of taboo topics. Topics that can cause embarrassment in stand-up comedy (or even negative reactions,
such as heckling) are further examined in Double (1997).

4 It is important to consider that there can be incongruity without surprise. What contributes, in observational
stand-up comedy and other humorous situations, to the surprising and subsequent mirth and laughter is, among
others, the play frame, the local logic and the willing suspension of disbelief, which I describe in latter parts of
the current section.

12
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mirth is triggered, and they laugh or clap accordingly. Eysenck (1942: 306) examined the
element of surprise in incongruity. As I will discuss later in the current section, incongruity is
the basis of a semantic theory of humor (Attardo 1997), and it is essentially connected to the
Semantic Script Theory of Humor and its expansion, the General Theory of Verbal Humor (see

subsection 2.3).

2.2 Some helpful terminology- “Play frame”, “Local Logic”, and the “Willing suspension of
disbelief.”

Since surprise, the most frequent reaction, does not always result in mirth and laughter but may
have negative consequences, in observational stand-up comedy (and any other humorous
elements), the terms “play frame” (Fry 1963) (or humorous key according to Hymes (1972:
62), “local logic” (Ziv, 1984, p.77) and the “willing suspension of disbelief” (Attardo, 2020;
Perlmutter, 2002) are necessary for the successful elicitation of laughter on behalf of the
audience. This section briefly introduces these notions to comprehend better the chain reaction
caused by the incongruity introduced by the linguistic devices in observational stand-up

comedy.

According to Fry (1963: 138-139), the term “play frame” consists of “things people do
to indicate fantasy” and includes, amongst others, non-Verbal communication devices (for
example, voice quality, body movements, posture, and lifting of the eyebrows). This fits within
the genre of observational stand-up comedy because it serves as the framework for comedians
to incorporate their linguistic devices in the broader sense of performance. The audience
understands the play frame and, thus, does not react negatively when listening to the comedian
but instead adopts the incongruities the comedian expresses in their text. To better understand
the incongruity and surprise elements in terms of frame and reliably connect them to the
linguistic elements and strategies the comedian uses, the term “Humorous Keying” has been
proposed, inspired by Hymes's (1972: 62) notion of keying. Based on specific parameters, such
as lack of threat and being neither too complex nor too simple in content (Berlyne 1960; Attardo
2020), a text can be keyed for humor, and the audience can interpret the incongruity it

introduces humorously.

I suggest that observational stand-up comedy has the play frame or humorous key
associated with it by default. This has also to do with the overall knowledge of the audience

about the stand-up comedy genre way before they enter the theater or other locations (see

13



Universiteit
. Leiden

section 1 above) where the comedian performs. When buying tickets to watch the comedian
live on stage, the audience is driven by the conviction that the person in front of them will
entertain them and make them laugh. Thus, they are predisposed to resolve® the incongruities

in their minds so that they feel mirth and subsequently laugh.

In proposing the term “local logic”, Ziv (1984) draws an analogy with local patriotism.
The latter calls up the physical location where the observational stand-up comedy takes place,
be that a theater or another place such as a bar or pub. The local logic describes the logic that
is valid only in a very small domain for a concise amount of time. By interpreting this under
the scope of observational stand-up comedy, the “very small domain” refers to the incongruous
elements presented by the linguistic devices expressed by the observational stand-up comedian,
i.e., the incongruity in the audience's minds. Additionally, the “very short amount of time” can
be interpreted on two levels: The first would be the narrow one, the duration of the comedian’s
joke, before passing to the next one. The second would be the duration of the whole show, as

incongruity dominates all the time there.

The “local logic” involves one more action by the audience, the so-called “willing
suspension of disbelief”. In observational stand-up comedy, the hearers engage with the
situation in order “not to lock themselves out of the fun” (Attardo 2020: 63). It is imperative to
consider this action from the part of the audience as it will serve as a tool to interpret the
linguistic devices correctly under the pragmatic level of linguistic analysis, especially the

implicatures derived from the violation of the maxims of conversation (Grice 1975/1989).

Having introduced the most important terms needed to theoretically account for the
humorous results brought about by the comedian’s linguistic devices, I come to a more specific
theoretical framework needed to narrow the scope of humor to its Verbal aspect, namely the
Semantic Script Theory of Humor and its expansion, the General Theory of Verbal Humor.
These two theories constitute the basis upon which incongruity is better explained and will
assist in successfully interpreting the linguistic aspect of humor centered around the term

“Verbal Humor”.

5> Resolving the incongruity does not mean its complete disappearance from the minds of the audience (Attardo
2020: 82).

14
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2.3. The Semantic Script Theory of Humor and The General Theory of Verbal Humor

2.3.1 The Semantic Script Theory of Humor

One of the most successful and influential theories of humor, proposed by Raskin (1985), is
the Semantic Script Theory of Humor (henceforth, SSTH). I briefly analyze the term “script”
used in that theory to comprehend better the incongruity caused by humor in the audience’s

minds and then discuss its extension, the General Theory of Verbal Humor.

The SSTH is, by definition, a semantic theory (with pragmatic components, especially
the non-bona fide-communication, as Raskin (1985: 100) suggested), just like the notion of
incongruity itself (Attardo 2020). It relies on the notion of the script, thoroughly analyzed by
Raskin (1985: 81-84). Following Attardo’s (2020: 116) definition: “a script is defined as a
related, organized cluster of nodes and their connections in the semantic network that represents
the global web of knowledge of the speakers of a language”. Scripts are the structured
representation of the knowledge of the word to the speakers’ minds. Crucially, scripts are

explicitly dynamic, that is, they unfold in time.

By connecting the notion of the script with the humor genre, the comedian’s text is
compatible—entirely or partially—with two different scripts that oppose each other. Script
opposition occurs when two scripts are in a relationship of negation. They are opposite if they
are incompatible in a given context. This opposition causes incongruity in the minds of the
audience. This incongruity is resolved in the jokes’ punchline, which causes the emotional
response of mirth and its physical manifestation, laughter. In the literature, Fillmore (1985) has

2

proposed the term “frame®,” and Attardo (2020) underlines the notions of “schema” and
“memory organization packer” (MOP). The terminology is extensively discussed in Andor

(1985:212-213) and Fillmore (1985: 223n).
2.3.2 The General Theory of Verbal Humor

The General Theory of Verbal Humor (henceforth GTVH) was introduced as SSTH’s
expansion to differentiate between Verbal and Referential Humor. Verbal humor focuses on the
form of the joke, while referential humor focuses on its content (see also section 3). The focus

of the current thesis is on the analysis of the linguistic elements and strategies, mainly in Verbal

& We must not confuse the term “frame” for “play frame”. The former applies to Fillmore's frame semantics and
the study of the context, processes and products of textual interpretations.

15
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Humor at the level of the semiotic term “signifier” or the Saussurean (1916) “form”. Thus, it

is on par with the GTVH in analyzing that matter.

The GTVH treats all types of jokes expressed as more or less similar to each other
(Attardo 2020). To account for this similarity, the GTVH refers to six Knowledge Resources,
namely: “Language”, “Narrative strategy”, “Target”, “Situation”, “Logical Mechanism”, and
“Script Opposition”. In this thesis, I analyze the linguistic devices as part of Verbal Humor,
using the first Knowledge Resource, the Language. The Knowledge Resource “Language”
“deals with the Verbalization of the text” (Attardo & Raskin 1991). The analysis of the
Verbalization of the text (how the joke is delivered through words) includes the five levels of
linguistic analysis (morphological, phonological, syntactic, semantic, and pragmatic; see also
section 4). Additionally, the Language covers stylistic issues captured under “register humor”
(Attardo 1994; Simpson and Bousfield 2017). Furthermore, it includes the Verbal Humor
categories, which I will analyze in the next section, and finally, the most crucial part that defines

the comedian’s work and is incorporated in the stand-up comedy genre, the set-up line and the

punchline (see section 3).’

The set-up line and the punchline are the utterances that generate the incongruity
resulting from the script opposition manifested at the textual level. In the set-up line, the
observational comedian provides the joke-text, creating certain expectations in the audience
while preparing the grounds for the punchline. As a result, it is considered to be essential for
the punchline to exist. On the other hand, the punchline is “the technical term used to refer to
the final utterance of the joke which is responsible for the surprise created in it” (Tsakona 2003:
317). It serves as the essential element in the structure of the joke. By providing new
information, the punchline is responsible for making the script opposition evident since the
new information provided contradicts the preceding information provided by the set-up line.
By mentioning “preceding,” I imply that the punchline is at the end of the joke in most cases.
The knowledge resource “Language” comes to back up this assumption, as it is responsible for

the position of the punchline at the end of the joke-text.

" The term punchline is a reference to the stand-up comedian “punching” the audience with their jokes. It is
explained in the next section.

16
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2.4. Verbal Humor: The essence of the observational stand-up comedian’s humorous
wordplay

The Verbal and Referential types of Humor are the same concerning the semantic
representation, the script opposition, the incongruity, and the resolution. What distinguishes
verbal from referential humor, since both types are semantic, is that Verbal Humor focuses
mainly on the form of the joke-text, while conversely, Referential Humor focuses mainly on
content. Attardo (2020: 176) defines Verbal Humor as “[h]Jumor crucially focused on the
signifier, the phonemic support of language”. It should be clarified that Attardo’s (2020)
definition mainly covers prosody and pronunciation, i.e., certain aspects of the sound of the
language. In the current thesis, I expanded the notion of Verbal Humor to include the language's

structure and meaning (see section 4).

According to Shade (1996), Verbal humor is part of four Humor Identification Forms.
The other three are Auditory (Sounds, Impressions, Impersonations, and Noises), Visual
(Impressions, Impersonations, Mime, Pantomime, Practical Jokes, Pratfalls, Slapsticks, and
Sight Gags), and Figural (Comic Books, Comic Strips, Cartoons, Political Cartoons,
Caricatures). Verbal humor consists of twelve categories: Puns, Jokes, Satire, Riddles, Parody,
Limericks, Farce, Anecdote, Irony, Wit, Sarcasm, and Tall Tales. In this thesis, I focused on the
Verbal Humor Identification Form. I referred to the other categories (Auditory and Visual
whenever necessary to understand the linguistic elements and strategies associated with the
jokes expressed, mainly when the comedians used linguistic devices (Verbal Humor) when
mimicking the voice of other people (Auditory humor—see section 4 below). Additionally, it
must be clarified that I did not analyze the jokes based on the twelve Verbal humor
identification forms but on the five levels of linguistic analysis (morphology, syntax, phonetics-

phonology, semantics, and pragmatics, see section 4 below).

In observational stand-up comedy, the comedian regularly uses non-Verbal Humor
techniques (gestures, whole body movement, voice change, and facial movements with eyes,
ears, lips, or nose) to strengthen the humor expressed Verbally. All these techniques, except for
the voice change, belong to the Visual Humor Identification Form. The voice change belongs
to the Auditory Humor Identification Form. As mentioned above, the non-Verbal Humor
techniques contribute to the play frame in observational stand-up comedy and jointly constitute

the performance element in observational stand-up comedy.
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3. The Stand-up comedy genre

3.1 Stand-up comedy: Definition and characteristics

Stand-up comedy, a type of comedy that relies mainly on speech since, most of the time, there
is no special scenery or costumes involved, can be defined in several ways by people
specializing in theater studies, linguistics, or even comedians. One of the most famous British
stand-up comedians, Oliver Double, suggests in his book “Stand Up! on being a comedian” the
definition that stand-up comedy consists of “A single performer standing in front of an
audience, talking to them with the specific intention of making them laugh.” (1997: 4).
Similarly, in her book “H oxnvr| Tov Stand up Comedy otnv EALGSa”, (The Stand-up Comedy
Scene in Greece) Sophia Demou defines stand-up comedy as “a comic monologue written,
directed and performed by one person” (Anuov 2021: 19). According to Broodie, stand-up
comedy is “a conversational form of professional humorous talk that occurs on a stage in front
of and directed towards a responsive audience. The two are in dialogue. The audience
collectively contributes to the performance through their reactions.” (2014: 733). At the end of
his entry on stand-up comedy in the “Encyclopedia of Humor Studies”, Broodie defines it more
holistically as “a professional humorous Verbal art performance directed toward a responsive
audience with whom the performer attempts to establish a form of intimacy and solidarity that
is ultimately validated through laughter” (2014: 736).

Based on these definitions, to be considered a stand-up comedy show, a performance
must: 1) be given by a single person, the stand-up comedian, who 2), in the majority of cases,
is on stage standing up (Pioc 2022). Comedians on stage have a microphone on a stand, a
stool, and a bottle of water at their disposal (PiCog 2022). According to Broodie, using the
microphone makes the voice of the comedian “equal to that of the crowd.” (2014: 735).
Considering the ample space the comedian has to cover with their voice and the goal of their
performance to communicate jokes and cause laughter in every audience member, the
microphone is the most valuable tool for a stand-up comedian in the genre’s history. Sometimes
a table is on stage as well (Broodie 2014). The stage can be part of a club or an enormous hall
(Brock 2015). Other stages include comedy clubs, cafés, pubs, bars, and even birthday parties
(PiCog 2022). Simultaneously, the use of the radio, television, and, nowadays, the internet has
expanded the audience beyond those sitting facing the comedian. The fact that a single

comedian is present on stage is also not absolute. In many cases, more than one person is on
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stage. For example, the compere (Double 1997) presents the comedian on stage and serves as
a backup plan to help the comedian from hecklers if an act does not go down well.

Comedians are constantly interacting with the audience as they perform their acts in front
of a live audience in most cases (Brock 2015). The reason for the interaction with the audience
is that stand-up comedy operates without the so-called fourth wall (Afuov 2021; PiCoc 2022),
which is the imaginary wall that usually exists between the audience and the performer on stage
during theatrical performances. By interacting directly with the audience, the comedian can
pose direct questions to them (Brock 2015), invite them on stage, or get attacked by the so-
called hecklers, the “members of the audience who deliberately try to disturb the show by
shouting comments or to abuse the comedian” (Brock 2015: 44) in the audience.

Hecklers can be prompted by the joke’s quality, that is, its potential to make the audience
laugh or not, or the transition between jokes, where the comedian directly addresses the
audience. In cases like this, misunderstandings can lead the latter to reach wrong conclusions
about the former and attack them (Anquov 2021). Heckling is amid the audience’s reactions,
including applause, booing, answers to questions, pregnant pauses, and laughter, the most
critical indicator of the comedian’s success. Audience reactions are crucial because they
provide instant feedback to the comedian, affecting the quality and the quantity of their
monologue.

Other characteristics of stand-up comedy include spontaneity (Broodie 2014; Avupov
2021), the informal style of the show (Broodie 2014), the lack of costumes and props (Broodie
2014), and the absence of musical accompaniment. The comedian can also include mimicry,
gestures, and facial expressions in their act to reinforce their jokes, make them funnier, and
ensure that the audience laughs (see section 5—Visual Humor Identification Form).

Although spontaneity is a characteristic of the stand-up comedian’s performance, there
is a specific structure to follow during the comedian’s joke-telling process. At first, the
introduction is where the comedian introduces themselves or has a compere taking up that role.
They also proceed with the crowd work, that is, the adjustment of the comedian to the scene
and the introductory comments posed to the audience (Afqjuov 2021). After that, the central part
of the performance follows: serving the jokes to the audience. The jokes are part of the
comedian’s monologue. In most cases, the comedians themselves write their monologues, or,
in the early days, they hired people for that process (Brock 2015; Afjpov 2021). The comedian’s
monologue consists of “bits” (Zoglin 2008). Bits are small parts of the monologue, each

dedicated to a specific topic. Each bit consists of the minimum entity for stand-up comedy, a

19



Universiteit
. Leiden

joke. Jokes consist of the set-up line, which is the introduction and logical placement to the
topic, and the punch line, which is the ending of the joke, something that disturbs the logical
placement, just like punching, and, as a result, causes laughter to the audience (Carter 1989).
The stand-up comedy show ends with the comedian's best jokes and the main message

transmitted to the audience.

3.2 Observational stand-up comedy

The observational stand-up comedy type is the most popular among the different types of stand-
up comedy (see section 1). It is based on observations of daily life. The comedians refer to
daily life, especially their own life, as a source of material and write comic monologues based
on that. Any aspect of daily life can turn into a joke, such as people’s daily routine, behavior,
and thinking. The jokes are created by observing daily life reflect people’s worries, fears, social
norms, and psychological situations. Every member of the audience can recognize themselves
in these situations, making the jokes successful and helping the comedian create intimacy with

the audience in front of them (Anpov, 2021).

3.2.1 The Greek stand-up comedian: Lambros Fisfis

Lambros Fisfis is one of the most successful Greek comedians of the present day. His career as
a stand-up comedian started in The Netherlands, where he traveled after finishing his military
service in Greece (Afjpov, 2021). He started participating in open mic shows,? performing his
act for five minutes each time. His professional career started with him taking first place in the
“Sonnema Comedy Night” competition in Amsterdam. After that, he got a contract to work at
the comedy club “Comedy -Café.”

In 2011, he returned to Greece and started his career as a screenwriter, writing scripts for
Greek television shows. At the same time, he made appearances in the first comedy club in
Greece “Comedy Nights” where he met new and older comedians and started building his

reputation (Afjpov 2021). So far, Fisfis has built his reputation by collaborating with more than

& Open mic shows (Carter 1989) are 5-minute performances where every comedian, regardless of experience, can
present their comic monologues and the audience judge them based on how much they make them laugh. It is one
of the first steps one has to take to become a stand-up comedian. These performances help them start introducing
themselves as stand-up comedians and offer them feedback to improve their monologues and jokes.

20



§. Universiteit
Leiden

60 companies, participating in 25 conferences, and creating more than 20 comic workshops

(Fisfis 2023)

3.2.2 The American stand-up comedian: Jim Gaffigan

Jim Gaffigan has been an active stand-up comedian for over 30 years. So far in his career, he
has performed in 10 specials, written three books, and participated in two TV shows. He is
considered an international stand-up comedian as he performs worldwide every year, giving
most of his shows all over the United States of America, his birthplace, and in Canada (Gaffigan
2023).

Gaffigan's performances have gained wide recognition. The National Academy of
Recording Arts and Sciences, which annually awards the Grammy Awards, has nominated him
seven times. The first nomination occurred in 2013 with his work “Jim Gaffigan: Mr.
Universe” in the category “Best Comedy Album.” The two comedies, from which the current
MA thesis has extracted data to perform the contrastive analysis on humor markers, Noble
Ape and Quality Time, were nominated for a Grammy Award in 2019 and 2020 in the same

category (Grammy Awards 2023).

3.3 History of stand-up comedy

3.3.1 American Stand-up Comedy

The stand-up comedy genre has its roots in the United States of America. Subsequently, it began
to spread outside the continent by influencing many European countries, including Greece.

American stand-up comedy has roots in Vaudeville theaters from the beginning of the
twentieth century until approximately 1930 (DesRochers 2014; Nesteroff 2015). During the
20th century, up to 5000 theaters were operating simultaneously. The spaces hosting the
theaters varied from smaller ones, with less than 500 seats, to middle ones, with approximately
1000 seats, to the largest ones, with almost 5000 seats (Nesteroff 2015). Comedians, singers,
dancers, musicians, jugglers, and animal tamers worked there. The comedians were not alone
on stage, but they were performing sketches along with others, making dialogues. There were
also burlesque shows where the comedians took part but could not compete against the naked
dancers, the main attraction of these plays.

Some of the characteristics of stand-up comedy started to emerge from 1920 onwards.

The comedian Frank Fay started taking up the role of the compere, being alone on stage,
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introducing the performing comedians, and interacting with the audience in the time between
the acts. Thus, he could be considered the first stand-up comedian who inspired the future
generation of people aspiring to take the mantle of the stand-up comedian (Nesteroff 2015).

The era of the Vaudeville theaters started coming to an end with the enforcement of the
Drinking Ban in 1918 and the emergence of the digital era in the United States, with the radio
making people, for the first time in theater history, prefer to stay at home than going out to have
fun (Nesteroff 2015). From 1933 onwards, there were also radio transmissions of vaudeville
shows.

After the Drinking Ban in the United States ended in 1933, nightclub owners primarily
employed comedians. There is a parallelism between the wrestlers and the comedians who were
both working for the nightclubs, with the former punching people in nightclubs literally and
the latter punching people with their jokes metaphorically on stage (Nesteroff 2015). As a
result, the club dictionary got its term for the stand-up comedian: “The comedian who works
in the nightclubs for the mafia and punches people with their jokes.” (Anpov 2021: 50). From
this, one can conclude that the second part of the joke structure, the punchline, is derived from
the term above.

The Mafia’s operations were not unchecked, and by the end of 1949, the government set
up a campaign against organized crime. The comedians working for the nightclubs faced
accusations of lewd entertainment because, in their monologues, they handled topics
concerning religion, sex, swearing, and other things considered taboo for the puritanical society
of the era. The presented texts were censored. The comedians were receiving the censored text
in a blue folder. As a result, the so-called blue material was established (Nesteroff 2015), a term
used even today by stand-up comedians.

The comedians were not discouraged by the lewd entertainment accusations but sought
new places to unravel their talents. The best place for them to do that was in New York. During
the 1940s and the 1950s, Broadway theaters, television, and radio gave aspiring stand-up
comedians many opportunities to introduce their work to a broad audience and build a
reputation. The Broadway theaters were big stages where less-than-hourly shows were taking
place. The comedians, along with singers and dancers, were participating there. They were in
the spotlight as their monologues raced against Puritanism and censorship. By participating in
the Broadway theaters, they established a bridge between themselves and the intellectual

coffeechouses that were the birthplaces of the comedians of the 1960s.
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The coffeehouses were places where the comedians performed according to their
socioeconomic status and success. The comedians could approach any topic without
censorship, no matter its sensitivity. One of the most influential comedians of that era was
Lenny Bruce. He is considered to be the greatest stand-up comedian of all time. He was pivotal
in shaping the genre, made no distinctions when handling sensitive topics in his work, and
mimicked many of the ways young people were thinking and speaking at that time (Zoglin
2008). He showed his predecessors that comedy does not need only to cause laughter but also
to share thoughts, initiate critical thinking, and change society. This line of work reflects how
many contemporary stand-up comedians think, given that many today use stand-up comedy to
reflect on their opinions about the situations referred to and transmit important messages to the
audience.

At the same time, during the 1950s in Chicago, Chicago’s Compass Players (CCP), the
improvisation theater revue, appeared (Thomas 2012). It introduced a new way for the audience
to interact more with the comedian during the long-duration improv(isation) shows. The
audience gives their opinion on the creation of the comic texts. Since improvisation plays the
most crucial role, the comedy’s flow rests in the audience’s hands. After the CCP, the grounds
are ready for frequent interaction between the comedian and the audience. The former invited
the latter to participate in the show in many ways, even to get on stage. By the end of the 1950s,
stand-up comedy shows became the object of comedy workshops where aspiring comedians
could study the techniques and improve their style (Nesteroff 2015).

During the 1960s, stand-up comedy became part of the counterculture. Since the
comedians of that genre touched on sensitive matters and were against the puritanical society
of the era, it was customary for many people to express themselves and state their opinions
against the current state of affairs of that era.

One of the most influential comedians of the counterculture was George Carlin. He
radically approached many sensitive topics, such as sex, drugs, and even the Vietnam War.
From these approaches, one can easily understand that his target was an audience more liberal
than the mainstream audiences of the era. George Carlin changed the stand-up comedy
standards exponentially. He changed his appearance a lot before his performances to show that
he was ready to entertain older people while being by the side of the younger ones. This change
was evident in his material and the satirical approach during his shows. He approached

everything critically and everyone who was unjust, ridiculous, or insane, according to his way
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of thinking. His big reputation, just like Lenny Bruce’s, influenced the next generation of
comedians.

Another influential comedian worth mentioning is Richard Pryor. As a comedian of color,
he is considered a comic genius during the counterculture. He advocated for the rights of people
of color and influenced many comedians of color. He took one of the most radical approaches
to comedy by using taboo words, attacking everything and everyone, from hecklers to his
colleagues, while aggressively presenting his material. Adopting that approach, he established
a way of shouting and criticizing society’s problems. The circumstances were more than ideal
for him, as he was part of the counterculture movement in the United States.

The counterculture era also led to a revolution in stand-up comedy, especially from 1960
to 1975. Stand-up comedy’s revolution against Puritanism led to the excessive use of taboo
words addressed to a conservative audience. On the other hand, one can see that the audience
as well was ready to be shocked by already having their mentality changed and by not being
shocked to the degree it did in the past while listening to the comedian’s words (Afjuov 2021).

During the 1970s, many changes shaped the contemporary environment of stand-up
comedy. In 1972, the first comedy club in Los Angeles opened, called “Comedy Store”
(Knoedelseder 2017). In the beginning, there was not a stable lineup of comedians. Anyone
could perform with the most famous comedians performing for a longer time and during peak
hours. The club changed radically in 1973. Its owner, Mitzi Shore, painted the whole club
black, constantly spotlighted the stage to keep the audience’s attention on the comedian,
changed the bar, and hired waitresses to serve the audience. She also introduced potluck nights
on Mondays. Every Monday, anyone could get on stage to perform. The beginners started in
the morning until the afternoon, having five minutes at their disposal on stage. More
experienced comedians performed later, staying up to 20 minutes on stage, with more material
to present. There were two big shows each night, and a headliner was employed to present
each.

Although Mitzi’s work created many opportunities for stand-up comedians to introduce
themselves to the audience as well as to influence the way a show is built, the comedians were
not being paid for their work (Aqquov 2021). Mitzi claimed she was training them and waiting
for managers to hire them. Nevertheless, the comedians were unsatisfied with the working
conditions and went on strike (Knoedelseder 2017), lasting from March 27 to May 21, 1972. It
was a crucial time in the history of stand-up comedy because the comedians were openly

fighting for their rights. This strike helped the comedians gain much publicity and recognition
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for their work, making their way to the comedy boom of the 1980s. The strike and the people’s
sympathy for the comedians led to more and more stages for stand-up comedy being created
(Anqpov 2021). Comedians were getting into the spotlight and were considered equal to rock
stars. Everything was ready for the beginning of the comedy industry, with the television, the
vinyl recordings, and the preparation of live stages being a part of that.

The comedy boom lasted until 1990, and many new comedians were ready to get into the
spotlight. The Afro-American comedians started working in the comedy industry, all while
influencing the next generations (Afqpov 2021). Despite the downfalls, the Second City comedy
club in Chicago continues training new comedians and making new steps to improvisation
comedy (Thomas 2012). New talents are emerging with more satirical content and are ready to
boost the audience’s mood with humor and laughter. The internet also plays its part by gaining
ground and mainly appealing to younger people.

Despite all the obstacles posed by American society, such as censorship, lewd
entertainment accusations, and political correctness, stand-up comedy found ways to survive.
American comedians have crucially shaped comedians in other parts of the world, including

those in Greece.

3.3.2 Greek Stand-up Comedy

To offer a comprehensive overview of how stand-up comedy began in Greece, I will approach
its evolution by separating it into two parts. The first part will be about the precursors to Greek
stand-up comedy, including the first person who introduced the stand-up comedy genre from
America to the Greeks, Harry Klynn, and the second will be about the first comedy club in
Greece, “Comedy Nights.”

3.3.2.1 Precursors to Greek stand-up comedy

The first signs of the genre were in the Variety theaters in Greece (Oéazpa [loikilicwv). The first
theaters of the kind opened after the Greek Revolution of 1821, during the Bavarian Era (1832-
1862) of Greek history (Afjuov 2021). An example of a variety theater is the Paradise Theater
in Athens (@¢azpo [opdocioog, 1873-1896). In the Paradise Theater and many other theaters,
from 1871 onwards, variety shows were taking place, including dancers, athletes, and jugglers.

Comedians were also part of the show by presenting satirical pitches of the era’s moral codes
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while addressing the audience directly for the first time in modern Greek theater history (Afpov
2021).

During the 19th and 20th centuries, the second precursor to Greek stand-up comedy
emerged, the social yards (Mavipeg). The social yards were enclosed spaces with scenes
following the Italian scene type. People could be entertained without paying for a ticket at the
entrance. The most well-known social yard is the Attik (Azzix) yard. Attik’s connection with
Greek stand-up comedy was his introduction of the French boite de nuit in the Greek nightlife
scene and variety shows. Attik’s shows were mainly comic with much political satire. His social
yard, as well as most of the social yards of the time, lasted only during the decade between
1930-1940 (Afquov 2021).

One of the comperes of that time in the yards was Giorgos Oikonomidis (Anfjpov 2021).
He is considered one of Greece’s greatest performers of the 20th century. During the 1950s, he
opened the first refectory (Avawovktipio), which is called “Alsos”. Thus, the refectories
replaced the social yards, which operated primarily during summer. At the refectories, shows
like singing, dancing, theatrical sketches, and talent shows were taking place while the
comedians were also invited to demonstrate their work (Aquov 2021). Among the comedians
who got the attention of Oikonomidis was Vasilis Triantafyllidis, or, as most Greeks knew him,
Harry Klynn.

Harry Klynn is considered to be the first contemporary Greek stand-up comedian
(NewsRoom Enikos, 2018). He introduced the genre in Greece by bringing to the country the
theatrical knowledge he obtained during his stay in the United States of America. His first
appearance was alongside Oikonomidis at the refectory “Alsos”. By 1960, he stopped
collaborating with Oikonomidis, as the refectories were losing ground in the audience’s
interests, and he began working alone, performing on stage in front of an audience while
holding a microphone.

Unfortunately, he was not on par with the era’s satirical content because he believed that
the topics were either insufficient or suppressed in content. Since he wanted to express himself
more freely and openly while not liking the ethographic satire of the time, he decided to leave
Greece and move to the American continent. His first stop was in Canada. In order to survive
there and ameliorate his performance, he adopted the “Greek Boy” persona. By trying to look
cool while not speaking English fluently, the audience realized that this persona reflected
Klynn’s life as a Greek abroad. He succeeded in making his living situation a comedy, making

his way to the observational stand-up comedy type. While in the United States of America,
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Klynn met the underground comedians in Chicago and delved into the stand-up comedy genre.
Living in the States during the counterculture period allowed him to express himself freely,
which became part of his life even after returning to Greece, especially when performing with
satirical content. Klynn returned to Greece in 1974. The political situation was harsh since the
Greek people lived under the junta regime for seven years before that (1967-1973). As a result,
censorship was applied to every Greek text, even literary texts. However, after the end of the
regime, during the regime change era, the ground was ready for Klynn to express his opinion
about the political situation in Greece in satirical performances.

Klynn’s comedy has a lot of stand-up comedy characteristics (performing on stage alone,
with a microphone in hand, addressing the audience, and using parts from his daily life to cause
laughter). According to the message he wants to transmit to the audience, he adopts a different
persona each time, similar to the “Greek Boy” persona he adopted during his stay in the United
States. His work cannot be considered purely stand-up comedy since he used costumes during
his shows; he employed another person on stage and also performed comic songs and sketches,
similar to the Greek skit genre (Emifccwopnon).

At the same time as Harry Klynn came back to Greece and started performing in the boite
de nuit in the neighborhood of Plaka, Giorgos Marinos was introducing the one-man show in
Greece (Anpov 2021). Even though his shows were not stand-up comedies, he contributed to
making the genre widely recognized by the Greek audience by making the audience more
familiar with the theatrical scenes of that type, just like in American nightclubs where people
watched shows with only one person on stage.

The final precursor of Greek stand-up comedy is the artistic group “Ah Maria” (4y,
Mapia...) in Exarcheia, another Athenian neighborhood. The group operated for ten years, from
1980 to 1990. The name “Ah Maria” is the beginning of a humorous slogan that starts with
“Ah Maria” and continues with a humorous slogan or a political comment about the political
situation in Greece. This collaborative work included music, singing, comic sketches,
monologues, and audience addressing. The artists were criticizing the political and social
current affairs. The “Ah Maria” group, in the footsteps of the other precursors of Greek stand-
up comedy, led to setting up the first comedy club in Greece, where Greek stand-up comedy

was entirely shaped, the Comedy Nights 100% (Noyres Kouwdiag 100%) (Aqpov 2021).
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3.3.2.2 Comedy Nights 100%

The first comedy club in Greece, “Comedy Nights 100%”, was founded by Loukia Rikaki, a
film director. Its history can be separated into three phases. The first phase was from the year
the club was founded, 1995, until 2003. The second phase was from 2003 to 2008, and the third
and final phase was from 2008 to 2011, with the death of Rikaki. In each phase, the comedians
pursued a different agenda, with old comedians leaving the club to pursue their careers and
new comedians arriving to expand their networks, practice their skills and gain a reputation.

During the first phase (1995-2003), Rikaki made the first arrangements for the comedy
club along with its founding (Aquov 2021). The club was primarily based in British and
American comedy clubs since Rikaki had traveled abroad and interacted with the clubs there,
especially in England. Many well-known contemporary Greek comedians, such as
Christophoros Zaralikos and Silas Serapheim, participated in the club's first shows. Most
comedians had done theatrical studies in the past, but that was not mandatory for anyone in the
club performing.

The club was relatively small. There was a bar and tables. There was also a small,
elevated scene close to the tables and the bar where the audience was sitting, giving the
impression that the comedian and the audience were part of the same group of people. Besides
the leading comedian, another comedian on stage took the role of the compere, presenting the
comedians one after the other. The compere was also an actor, meaning they had undoubtedly
done theatrical studies in the past. The content of the jokes varied between the comedians, and
there were a lot of audience-comedian interactions, from questions to small sketches with the
comedian being the director on stage.

During the second phase (2003-2008), the club’s reputation skyrocketed with the help of
television. The roster of comedians was constantly changing, with older ones leaving to pursue
their careers and new ones gathering to practice their skills. At the same time, the comedians
were spending more and more time interacting with the audience. All of them were practicing
the observational stand-up comedy style, so interactions with the audience were a lot easier as
the audience could recognize themselves in the situations described by the comedians.

As the years passed, the television stopped progressively showing recorded shows;
consequently, fewer people attended the club. At the same time, since many comedians were

leaving to pursue their agendas, the competition was rising between comedians. This led to the
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creation of another club in 2005, “Athens Comedy Club,” which lasted for two years (Afquov
2021).

During the third and final phase (2008-2011), the comedians who stayed in the comedy
club changed their acts and started emphasizing personal events, diminishing the interaction
with the audience. The reason for that was the change in dynamics between the audience and
the comedian (Afjpuov 2021). The newer audiences did not like that much, being a target of the
comedian’s jokes for a long time during the performance. Additionally, most people thought
every monologue on stage was a product of improvisation by the comedian, and it was not
following the observational stand-up comedy genre the older comedians were pursuing. All
that change continued until 2011, when the nightclub shut down following founder Rikaki’s
death. From the “Comedy Nights 100%” thereon, many stand-up comedians appeared, being
inspired by their predecessors. With the help of the Internet, especially YouTube, they record
their performances and upload them to make them accessible to audiences everywhere around

QGreece.
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4. Methodology
4.1. Data Collection Procedure

I analyzed 15 clips for each observational stand-up comedian, the Greek Lambros Fisfis and
the American Jim Gaffigan. The source for both comedians’ videos was YouTube, a public
domain. The choice of the clips followed the purposeful sampling procedure—part of the
probability sampling procedure (Miyahara 2019)—described by Creswell and Poth as a sample
that “can best inform the researcher about the research questions under examination. Thus, the
researcher needs to determine which type of purposeful sampling will be the best to use” (2018:
149). Mixing quantitative and qualitative methods (Miyahara 2019), I focused on the
qualitative side, especially when contrastively analyzing the two comedians’ performances.
The main aim was a better understanding of the linguistic devices each comedian used. As a
result, the purposeful sample (Miyahara 2019) proved particularly useful for an in-depth

understanding of the two specific comedians.

For the Greek comedian Lambros Fisfis, I analyzed the playlist on his YouTube channel,
Na Evag Zopog (Here is a Wise Man), which is a stand-up comedy monologue distributed over
15 clips (Lambros Fisfis 2017). The first ten clips were recorded at the Stavros Niarchos
Foundation Cultural Center (SNFCC) as part of the Christmas Festivities on 3 January 2017
(Peiraias.me 2017), while the final five clips were recorded at Acropol Theater. The shortest of
the fifteen videos lasted 1 minute and 35 seconds, and the longest lasted 6 minutes and 12
seconds. The total duration of all videos was just under an hour, at 56 minutes and 15 seconds.
I manually transcribed each video by separating the recorded monologue into smaller sections
in a Word file, timestamping each joke according to the audience’s laughter every time. I
divided the sections based on the topic discussed every time by the comedian and the audience’s
laughter on that. I additionally provided English translations and commentaries for the extracts

I used as examples in the Results and Contrastive Analysis sections.

For the American comedian Jim Gaffigan,® I analyzed fifteen clips from his playlist on
the YouTube channel Laugh Society (Laugh Society n.d.). In Laugh Society’s channel, the clips

I chose were approximately the same in amount and duration and had a title, just as Fisfis’

® Gaffigan also has his own YouTube channel, but the videos there are not set in the same way as in Fisfis’ and
Laugh Society’s channels. Moreover, the videos on his own channel last longer than an hour and contain
materials from his travels overall, not just his performances.
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videos had. The videos were part of two movies, “Noble Ape” and “Quality Time,” from 2018
and 2019. In terms of content, the material presented was part of Gaffigan’s tours and
performances. The shortest video lasted 3 minutes and 2 seconds, while the longest lasted 7
minutes and 39 seconds. The total duration of the 15 clips was 1 hour, 8 minutes, and 51
seconds, 12 minutes, and 36 seconds longer than the Greek counterpart. I followed the same
transcription procedure as I did for the Greek comedian, but in this case, using YouTube’s

embedded transcription and subtitles included in each clip.

4.2 Data analysis procedure

4.2.1 Data coding-Qualitative Analysis

After transcribing and dividing the videos into smaller sections in a separate Microsoft Word
file for each comedian, I analyzed the data based on three coding categories. Chronologically,
the first category was the first Knowledge Resource of the General Theory of Verbal Humor,
the Language'® (Attardo 2020). I divided the comedians’ bits into set-up lines and punchlines
using this category. Using the second category, the Humor Identification Forms (Shade 1996),
I coded the bits as Verbal, Visual, or Auditory Humor Identification Forms. The third and final
category was the five levels of linguistic analysis (morphology, syntax, phonetics-phonology,
semantics, and pragmatics). After that, I described the linguistic device in question and added

comments about the non-Verbal devices accompanying each linguistic device when available.

The analysis was carried out in a separate Microsoft Excel file for each comedian.
Firstly, I made a clear distinction between the set-up lines and punchlines into two different
columns, according to the GTVH. After that, I coded the data following the Qualitative Content
Analysis guidelines (henceforth, QCA) (Selvi 2019). I followed the conventional type of QCA,
which posits that the researcher analyzed the “categories for coding which are derived from the
text data” (Hsieh & Shannon 2005; Selvi 2019: 443). That coding allowed me to categorize the
text under study according to the different Humor Identification Forms—Verbal, Visual, and
Auditory (Shade 1996) and subsequently the five levels of linguistic analysis—morphology,
syntax, phonetics-phonology, semantics, and pragmatics. Some instances—analyzed under the

scope of the different Humor Identification Forms— were part of the Verbal and

10Tt should be noted that the KR “Script Opposition” was used occasionally to explain how the comedian’s
jokes. Further emphasis on this KR was not given because it did not fall under the scope of the current thesis.
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simultaneously Visual and Auditory Humor Identification Forms. As mentioned earlier, I
focused my analysis on the Verbal Humor Identification Form and considered the Auditory to
support the Verbal when eliciting laughter from the audience. This case was evident in
subsections 5.2.1.2 and 5.4.1.3, in which two devices of the phonetics-phonology level are
analyzed from Fisfis’ and Gaffigan’s material, respectively. The Visual Humor Identification
Form was analyzed separately in subsections 5.1.1 and 5.3.1 for Fisfis and Gaffigan,
respectively. Subsequently, based on the five levels of linguistic analysis mentioned above, |
indicated which linguistic device each comedian used every time. To better organize the
devices analyzed, I divided the five levels of linguistic analysis into three more general
categories, structure (morphology and syntax), sound (phonetics-phonology), and meaning
(semantics and pragmatics). For the semantic and pragmatic cases, I characterized the devices
used as semantic or pragmatic by considering whether the comedians relied on the dictionary
meaning of the words for their jokes—thus making the devices semantic—or on the amount of
inference that the audience had to make to laugh—thus making the devices pragmatic. This
distinction is thoroughly analyzed with examples in subsections 5.2.1.4 and 5.2.1.5 for Fisfis
and 5.4.1.5 and 5.4.1.6 for Gaffigan. Additionally, I included one more category describing the
non-Verbal strategies used to understand, first, the Auditory and Visual Humor Identification
Forms, and second, how each linguistic device was reinforced every time by those different
Humor Identification Forms, which resulted in reinforcing the humorous situation and in

eliciting even more laughter from the audience.
4.2.2 Data Analysis-Quantitative Analysis

After the coding procedure, I quantitatively analyzed the data by measuring the appearance rate
of the different Humor Identification Forms—the Verbal, the Visual, and the Auditory.
Secondly, I measured the appearance rate of each of the five levels of linguistic analysis based
on the linguistic device each comedian used every time. Using Microsoft Excel’s embedded
formulas Sum and Countif, I calculated the appearance rate of each of the three Humor
Identification Forms mentioned above and the five levels of linguistic analysis based on the
different linguistic devices used every time. In that way, I reached certain preliminary
conclusions about the Humor Identification Forms and the linguistic devices each comedian

employs most frequently to elicit laughter from the audience due to their mirth.
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Considering the quantitative results combined with insights from Grounded Theory
Method (henceforth, GTM) (Hadley 2019), I developed a preliminary analysis for each
comedian separately, focusing on the frequency of each comedian’s strategies to cause laughter
in the audience. The main essence of GTM is to construct a theory by not relying completely
on existing literature and by collecting data from interviewing participants. I exploited the
GTM partially by analyzing data using existing literature (GTVH, see Attardo 2020) and using
mixed methods of research (Quantitative and Qualitative). Combined with the conventional
type of the QCA (see subsection 4.2.1), the GTM assisted in the inductive approach of the
current thesis because the data extracted from the videos mainly assisted in conducting the

contrastive analysis between the two comedians.
4.2.3 Contrastive analysis

The final phase of the analysis was the contrastive analysis between the two comedians. Using
line charts (see section 6), I pinpointed differences and similarities in the comedians’ use of the
different Humor Identification Forms (Shade 1996) and the five levels of linguistic analysis. In
this way, I tried to reach a new understanding of the comedians’ specific choices according to
the devices used every time, either by interpreting these choices based on the observational
stand-up comedy genre—and thus their performance or stage—or based on the different

typologies of the Greek and the English languages.

33



5. Results

5.1 Lambros Fisfis- “Na évac Xoodc”, (Here is a Wise Man)- Humor Identification Forms

Table 5.1 Appearance Number And Percentage Rate of the Humor Identification Forms

Visual 57 14%
Auditory 85 20.9%
Verbal 265 65.1%
Total 407 100,0%

The table shows that Fisfis attempted to elicit laughter from the audience by mainly resorting
to the Verbal humor identification form (65.1%). Additionally, he relied on the Auditory Humor
Identification Form (20.9%) using impressions, impersonations, and sounds. Finally, he
resorted to the Visual Humor Identification Form (14%) using body movement (for example,
hands and legs movement) and facial gestures (for example, gaze). Most instances of Auditory
and Verbal Humor Identification Forms overlapped because there were occasions of Verbal
Humor strategies used even during Fisfis’ impersonation of other people or impression of

animals and inanimate objects.

In the following subsection, [ will analyze the Visualized results starting from the Visual
Humor Identification Form. After that, I move to the Verbal Humor Identification Form,
presenting two examples of the devices used according to each level of linguistic analysis. The
Auditory Humor Identification Form will be analyzed according to the devices belonging to
the phonetics-phonology level of linguistic analysis. Appendix A presents the transcriptions of
the extracts containing the linguistic devices used as examples in Lambros Fisfis’ case. The

same procedure will be followed for Gaffigan in both the current section and Appendix B.
5.1.1 Visual Humor Identification Form

There were only 57 instances of Visual Humor in Fisfis’ performance (14%). These included
pantomime using his fingers, hands, body, and face (including smiling, gaze, and an instance
of misplacing his glasses on his head—see Figure 5.1), impressions (for example, mimicking
the flapping of a pigeon’s wings), and impersonations (for example, mimicking other people

while moving around on stage). Fisfis used Visual Humor to reinforce his Verbal and Auditory
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Humor, further eliciting laughter from the audience. Other times, Visual Humor replaced Verbal

descriptions of situations, as in the following shot in which, instead of describing the situation

about misplacing his glasses, Fisfis made a facial movement without talking:

Figure 5.1 “Na évag Zopdg”, (Here is a wise man), Episode 5: T'vaid, (Glasses), (Screenshot by Lightshot) YouTube, 2017.
https://youtu.be/n1M1TCw2rHU (accessed 05.06.2023)

He achieved eliciting laughter from the audience by introducing the incongruity as a result of
the script opposition (Correctly placed-Misplaced glasses) without uttering anything when
making that movement. Finally, Fisfis frequently employed discourse markers, such as “étot”,
(like this) or “rkéver avtd” (he does this), signaling that an instance of Visual humor would take

place.

5.2 Lambros Fisfis- “Na évac Xopdc”, (Here is a wise man)- Five Levels of Linguistic
Analysis

Table 5.2 Appearance Number and Percentage Rate of the Linguistic Devices According to the Five Levels of Linguistic
Analysis

Level of Linguistic Analysis Total Number of Appearances Total Percentage

Syntax 10 3%
Morphology 20 6%
Phonetics-Phonology 37 11%
Pragmatics 144 42.9%
Semantics 125 37.2%
Total 336 100,0%
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Table 5.2 shows that Fisfis resorted mainly to the pragmatic level of linguistic analysis (42.9%).
The semantic level was the comedian’s second option (37.2%), while fewer instances of the
phonetic-phonological level (11%), the morphological level (6%), and the syntactic level (3%)
were part of the material presented in the videos analyzed. By combining the semantics and
pragmatics levels, the total percentage of 80.1% shows that Fisfis primarily relied on the
meaning of the language during his performance. The sound of the language came next,
indicated by the 11% use of the phonetics-phonology level, while the structure of the language,
represented by the combined use of morphology and syntax (9%), was used the least by the
comedian. At this point, it is evident that Fisfis created the humorous result mainly by twisting
the meaning of his utterances rather than their sound or structure. Table 5.3 shows the linguistic
devices Fisfis uses during his performance to elicit laughter, categorized according to the five

levels of linguistic analysis.

Table 5.3 Categorization of the Linguistic Devices According to the Five Levels of Linguistic Analysis

Morphology Phonetics- | Syntax Semantics Pragmatics
Phonology
Suffixes Syllable Changing Contradictions | Irony
(Augmentative- | Stressing syntactic form as
Diminutive) part of argument
structure

Syllabification | Alliteration | Negation Meaning Sarcasm
(morphosyntactic | opposition
operation)

Word Creation | Faster Parallel structures | Semantic Implicatures
tempo to ambiguity (Conventional-
show Conversational-
distress Violation of the

four maxims-
quantity-quality-
relation-manner)
Hyponyms- Audience’s
Hypernyms background
information-context
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Paradoxes Metaphors
(including

personification)

Contrasts Similes

Understatement-

Overstatement

Metonymy

5.2.1 Verbal and Auditory Humor Identification Forms
The following section provides some examples of the linguistic devices used. For convenience,

I categorized the examples according to the five levels of linguistic analysis.
5.2.1.1 Morphology
5.2.1.1.1 Suffixation: Augmentative (-apa) and Diminutive (-éxt) suffixes

(1) «No avotyet To mAdvo, avti yia £va powpdkt va €xelg €vo EAANvOmovAo, Tov Mntedpa.»
“The shot starts, but instead of having a small-black-child-DIM, it should have a Greek
child, Mits-aras(AUG).”
(Episode 1- Kpion-Nopot, (Financial Crisis, Laws), 2017, 1:05-1:07)

The use of augmentative suffix (-dpa) is used contrastively when referring to the Greek child
and, at the same time, there is the opposition between the augmentative suffix used for the
Greek child with the diminutive (-dxt) used for the black African child. That kind of opposition

between the two suffixes caused the audience laughter.

5.2.1.1.2 Syllabification

(2) «...cnote o Kpt-Kpt ko to0 Dro-dOng.»

“...save Kri-Kri and Fis-Fis.”

(Episode 4- To 6voud pov, (My name), 2017, 1:30)
The comedian’s surname, ®wor|g (Fisfis), consists of the same number and type of letters in
the onset and rhyme parts of each syllable. As a result, he divided his surname into two

syllables, creating a pun by placing it next to the alternative name of the Cretan goat, Kri-Kri.
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5.2.1.2 Phonetics-Phonology

5.2.1.2.1 Alliteration and Instance of Auditory Humor Identification Form

(3) «Ilog o€ éva payali, Aeg “pumopm va Kanviow;” “BePaing” “Tlov;” “TIANTOY”
“You go to a place (bar, restaurant), and you ask, ‘Can I smoke?’, ‘Yes’,
‘Where?’, ‘EVERYWHERE”’

(Episode 1- Kpion-Nopot, (Financial Crisis-Laws), 2017, 1:59-2:01)

Fisfis impersonated the customer and the host of the place simultaneously and constructed a
dialogue between them in which the alliteration between “Ilo¥;” (where) and “ITANTOY”
(EVERYWHERE) occurred. He also stressed the adverb and visually moved his hand around
to indicate the place where the customer could smoke, eliciting laughter from the audience at

the same time.

5.2.1.2.2 Syllable Stressing

(4) «Ev 10 peta&y, 10 Kovdovvl glvar €0, M mOPTO eivor ekel, KU glool £TOOG
TO-TT0- TTATO, KO TPEY®, TATO KO TPEYW»
“Meanwhile, the bell is here, the door is there, and you are ready like pr-pr-
press it (the bell), and I’ll run to (open) the door.”
(Episode 9- Kovdovvi-pawg, (Bell-Light Switch), 2017, 0:36-0:40)

In this example, Fisfis repeated the rhyme of the syllable na- of the verb “ndta” (=/"pata/, to
press) and stressed it in an attempt to demonstrate the timing when someone in their apartment
presses the switch to open the door in the main entrance of a block of flats. Laughter came up
when Fisfis stressed the rhyme of the syllable, which reflected his rush to enter the block of
flats.

5.2.1.3 Syntax

5.2.1.3.1 Syntactic Form-Argument Structure

(5) «ovotdpw mOAD TO AEPOSPOIIA OAAL TOL OEPOSPOULL OEV LE YOLGTAPOLV KOOOAOLY
“I like the airports very much, but the airports don’t like me at all.”
(Episode 2- Agpodpoa-Aeponddva, (Airports-Airplanes), 2017, 0:14- 0:16)
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In the first sentence, the subject is morphosyntactically encoded in the verb “T'ovotdp®” (I
like, my emphasis—NK). It has been assigned the 0-role of the experiencer (@co@avomoviov-
Kovtoh 2002: 90). The object of the sentence, “ta agpodpda” (the airports), has been
assigned the 0-role of the beneficiary (®go@avomovriov-Kovtoh 2002: 90). In the second
sentence, after the disjunction introduced by “but”, the 6-roles are reversed. The fact that Greek
is a free-word-order language facilitates that reversion (Philipaki-Warburton 1985). The object
of the first sentence, “ta aepodpopia” (the airports), has become the subject of the second one,
and the morphosyntactically encoded first singular, the subject of the first sentence, has become
the object encoded in the enclitic form of the personal pronoun “pe” (me) in the second
sentence. The 0-roles have switched places as well. “Ta agpodpda” (the airports) has been
assigned the 0-role of the experiencer, and “pe” (me) has been assigned the 0-role of the
beneficiary. This change contributes to the incongruity caused in the audience's minds, as the
airports are inanimate and cannot get assigned the 6-role of the experiencer. The resolution of

the incongruity will cause a humorous result and, subsequently, laughter in the audience.

5.2.1.3.2 Parallel structures

(6) «Kor tovg to divelg kar ta Palovv kol €govv avT TNV AVTIOPAON “OOOO®,
poAdxo, whg PAEmec p avtd;” “Oy dev katdhaPeg, 1 avtd PAénw, yopls avtd
dgv PAénm, Exovpe ™V akpPog avtiBetn ndOnon”

“And you give (the glasses) to them, and they react like this ‘oooooh, you son of a
bitch, how can you see with these?” “No, you don’t understand; I can see (wearing) these,
I cannot see without (wearing) these, we have the exactly opposite condition’

(Episode 5- I'vald, (Glasses), 2017, 2:52- 3:06)

The parallel structure is part of the joke that started at the beginning of the utterance. When
Fisfis used this device, he elicited even more laughter from the audience, which indicated that
he built up to the last joke and tried to get the best humorous result out of it. The parallel
structure consisted of two prepositional phrases, “pe avtd” (with these) and “ywpic avtd”
(without these), which are opposite to each other. Thus, it triggered the script opposition in the
minds of the audience “pe-yopic”, (with-without). Humor is elicited based on that opposition
because the demonstrative pronoun “avtd”, (these), governed by each preposition each time,

has the same referent-glasses.
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5.2.1.4 Semantics

Before analyzing the two examples, I must clarify that most cases treated at the Semantics and
Pragmatics level could not be characterized as purely semantic or purely pragmatic. The fluid
boundaries in the semantics-pragmatics interface do not permit that because it is difficult to
characterize each instance as part of one of the two distinct aspects of meaning. The criterion
for evaluating the examples of the current thesis as semantic or pragmatic was the amount of
pragmatic inference the audience had to make to understand the incongruity, the resolution of
which would lead to the humorous result. The comedian’s utterance was pragmatic if the
audience had to make even slightly an attempt to infer what is implicitly communicated. The
utterance would be semantic if the audience did not have to make any inference, and the
humorous result could come from how the comedian treated the words with their dictionary
meaning and with the compositional meaning in the sentences. This explanation applied to the
analysis of Gaffigan’s examples as well. In (7) and (8), Fisfis expressed his jokes by building

on the meaning of the words described in the dictionary.
5.2.1.4.1 Semantic Ambiguity

(7) Lexical Ambiguity: (Gym) Machines-home appliances
«Kdamorog dArog mov mnyaivel 6to yopvaostplo; Ed®, Tt kdvete; Mnyovipota,
TéEAEW. EEpO  ‘Yym, EKTLUMMOTY Kot TETOW; TU pNYOVAUHOTO, TMAEKTPIKY OKOVTO, O,Tt
Ppeic;»
“Is there anyone else who hits the gym? You, sir, what are you doing (at the gym)?
Machines, that’s perfect. What (machines), printers and things like that? What machines, (the)
vacuum cleaner, whatever you can get hold of?”

(Episode 6- Xopo-I'vpvaoctipro, (Body-Gym), 2017, 0:52- 1:07)

During an interaction with a member of the audience, Fisfis exploited the semantic ambiguity
of the audience member’s answer to his question to elicit laughter by engaging with the
audience member in a series of questions. In these questions, he used the second meaning of
the “machines” to refer to a series of electrical appliances, the printer, and the vacuum cleaner,

the hyponyms of the hypernym “machine”.
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5.2.1.4.2 Contradiction

(8) «Zmv EALGSO 0 vOpog etvan Atyo emhoyng, ivol Alyo av cov tonptalet.»
“In Greece, (abiding by) the law is a bit up optional; it's a bit whether it fits you (or not).”
(Episode 1- Kpion-Nopot, (Financial Crisis-Laws), 2017, 1:35- 1:39)

In (8), the contradiction is between the word “vépoc”, (the law), in the set-up line and the word
“emAoyng”, (optional), and the clause “av cov Toupidler”, (whether it fits you [or not]), in the
punchline. The contradiction appeared because the law is obligatory to follow, and one cannot
abide by it only if one feels like doing it. In this contradiction, Fisfis explicitly criticized the
Greek people’s lack of respect for the laws. Criticism is a recurring characteristic of
observational stand-up comedy; contradiction is the primary linguistic device Fisfis uses to

express that.

5.2.1.5 Pragmatics

5.2.1.5.1 Irony

(9) <Exo peydin dvokolio pe to codpo pov, omwg PAénete pe to (Opt GTEKOUOL UTPOGTE
cocy
“I am facing problems with my body; as you can see, I can hardly stand in front of

you

(Episode 6- Zopa-I'vpvastmpio, (Body-Gym), 2017, 0:10-0:13 )

In this example, Fisfis violated the maxim of quality by using an ironic statement. According
to Grice (1989), the maxim of quality is stated as follows: “Do not say what you believe to be
false”, “Do not say that for which you lack adequate evidence”. The submaxim violated here
is the first one because his statement was false. Throughout his performance, he had been
constantly moving around the circular scene. When he stated that he could hardly stand in front
of the audience, he communicated a false proposition, the opposite, in particular, of what was
holding at that current time of his performance. The audience understood the incongruous
situation from the irony expressed and laughed because of the mirth triggered by the resolution

of that incongruity.
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5.2.1.5.2 Background information-Underinformative statement

(10) «Ntbh&et, aua mpwv Poutnéelg eicon KAT® om’ TNV oumpéla W Eva TATEP KEPTESAKLO,
doe Vv avtiotoon, mace ™ PapdTnTo KaAOTEPO
“If, before diving, you are lying down under the umbrella holding (and eating) a
bowl of meatballs, forget about water resistance, and start thinking about gravity.”

(Episode 7- Mdatco Mav, (Macho Man), 2017, 4:14- 4:21)

In (10), Fisfis stated two facts for which the audience must determine the intended meaning.
The first one was the background information about the stereotypical way a Greek person
spends their time on the beach, bringing a lot of food to eat. The use of “meatballs” reflects the
most common kind of food Greeks bring on the beach. In the same utterance, there is an
underinformative statement about the consequences of someone swimming immediately after
having eaten a bowl of meatballs. Here Fisfis violated the maxim of quantity because he did
not provide the amount of information needed. According to Grice (1989), the maxim of
quantity is stated as follows: “Make your contribution as informative as is required (for the
current purposes of the exchange).”, “Do not make your contribution more informative than is
required.” The submaxim violated here is the first one because of the underinformative
statement provided. As a result, the audience inferred the comedian’s intended meaning and
understood the consequences of swimming immediately after eating, combined with the
stereotype of how Greeks spend their time at the beach. Consequently, they realized an
additional meaning the comedian intended to communicate: his mockery of how macho men

act at the beach.

5.3 Jim Gaffigan- “Laugh Society: Jim Gaffigan”- Humor Identification Forms

Moving on to the American comedian Jim Gaffigan, as Table 5.4 shows, in most instances, he
mainly relied on Verbal Humor to elicit laughter from the audience due to their mirth (74.6%).
Subsequently, he relied on Auditory Humor (23.2%) by making impressions, impersonations,
and mimicking sounds. Finally, in the dataset, only nine instances of Visual Humor were
observed (2.2%), where the comedian employed different types of gaze toward the audience
and a low number of body and hand movements through pantomime. Gaffigan’s tendency to
use the Verbal Humor Identification Form as the primary means to elicit laughter is similar to

Fisfis’, albeit on a larger scale under the framework of the longer-duration videos analyzed for
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his part and because of the the fact that he was not as physical as Fisfis was during his

performance.

Table 5.4 Appearance Number and Percentage Rate of the Humor Identification Forms

Visual 9 2.2%
Auditory 95 23.2%
Verbal 305 74.6%
Total 409 100,0%

Another interesting observation is that, similar to Fisfis’ strategy, the Auditory and the Verbal
Humor Identification Forms overlap in the majority of cases because the linguistic devices used
were part of the Verbal Humor expressed by the comedian during the impersonation of a person

or the impression of an inanimate object.
5.3.1. Visual Humor Identification Form

Gaffigan relied on the Visual humor identification form the least during his performance. Only
nine instances (2.2%) of that kind of humor occurred. The Visual Humor Identification Form
was manifested through pantomime via hand and body movement and gaze. An example is
Figure 5.2, which shows that Gaffigan successfully employed the gazing technique, making

the audience laugh.
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2019 Comedy Dyneriics

Figure 5.2 Laugh Society-Jim Gaffigan - GETTING INVITED TO A DOG'S SURPRISE BDAY PARTY, (Screenshot by
Lightshot) YouTube, 2021. https://youtu.be/xIDkjTOMAXI (accessed 05.06.2023)

Gaffigan did not speak during the gaze mimicking. Similarly to Fisfis, he employed the
discourse marker “You’re like” to signal that an instance of mimicking would occur. In the
current example, the gaze described how people behaved during a safari. From Gaffigan’s
utterances and the discourse marker, the audience could understand that an instance of Visual

humor would take place during the performance—in this case, the gaze mimicking.

5.4. Jim Gaffigan- “Laugh Society: Jim Gaffigan”- Five Levels of Linguistic Analysis

Table 5.5 shows that Gaffigan focused on the Semantics level of linguistic analysis to elicit
laughter from the audience in most instances (49.9%). Subsequently, he employed linguistic
devices by drawing on the Pragmatics and Syntax levels, with the former being used much
more frequently (38.5%) than the latter (4.3%). An interesting perception is the difference
between the Morphology and Phonetics-Phonology levels. The Phonetics-Phonology level had
one more instance (3.8%) than the Morphology level (3.5%). Additionally, almost every
linguistic device drawing from the Phonetics-Phonology level occurred when Gaffigan made
Impressions or Impersonations, which connects this level of linguistic analysis with the
Auditory Humor Identification Form and explains the overlapping described at the beginning
of the section. The devices are categorized according to the five levels of linguistic analysis in

Table 5.6.
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Table 5.5 Appearance Number and Percentage Rate of the Linguistic Devices According to the Five Levels of Linguistic

Analysis

Morphology

Phonetics-Phonology

Syntax
Pragmatics
Semantics

Total

13
14
16
143
185
371

3.5%
3.8%
4.3%
38.5%
49.9%
100,0%

Table 5.6 Categorization of Linguistic Devices According to the Five Levels of Linguistic Analysis

Morphology Phonetics- | Syntax Semantics Pragmatics
Phonology
Syllabification | Syllable Negation Contradictions | Irony
Stressing (morphosyntactic
operation)
Word Alliteration | Paradigmatic Meaning Sarcasm
Formation- Relation opposition
Word Creation
Accent Semantic Implicatures
mimicking ambiguity (Conventional-
Conversational-
Maxim violation:
quality-quantity-
manner-relation)
Rhetorical Audience’s
Questions background
information-context
Oxymoron Metaphors
(including
personification)
False Similes
etymology
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Contrasts Understatement-

Overstatement

Metonymy

5.4.1 Verbal and Auditory Humor Identification Forms
Similar to the analysis of Fisfis’ data, this subsection provides examples of the linguistic
devices used. I categorized, for convenience, the examples according to the five levels of

linguistic analysis.
5.4.1.2. Morphology

5.4.1.2.1 Syllabification

(11) “It does seem like some last names were chosen to impress, right? You know
someone's like, ‘You know what? I want the ladies to know I'm successful, so
I’'m gonna go with the last name, Gold-man”.

(Episode 1- My trip to Sweden, 2021, 4:25- 4:33)

Similarly to Fisfis, Gaffigan used syllabification as one of his strategies to elicit laughter from
the audience. Another similarity is that Gaffigan, in the current example, used this strategy in
surnames, successfully creating puns. Here, the comedian emphasized the compound word’s
first part to signify the surname’s association with success. This emphasis is adequately

described in the set-up line of the joke (see Appendix B).
5.4.1.2.2 Word formation-Wordplay

(12) “Guido Pfister. His name sounds like an ethnic slur. ‘Get out of here, you Guido
Pfister. Go pfist somewhere else!’

(Episode 1- My trip to Sweden, 2021, 6:06-6:15)

In this example, Gaffigan builds on the word “Pfister” to create a new one, the verb “to pfist”.
In the current joke, he used the new verb in a demoting way, following the “ethnic slur”
characterization in the set-up line. The audience could easily understand the newly formed

word because Gaffigan mentioned “Pfister” multiple times before the current joke.

46



5.4.1.3. Phonetics-Phonology

As mentioned in Fisfis’ analysis, both instances of humor based on the Phonetics-Phonology
level co-occur with the Auditory Humor Identification Form. Gaffigan employed the linguistic
devices of accent mimicking and alliteration when mimicking the voice of others via

impersonation.
5.4.1.3.1 Accent Mimicking

(13) “Like, the UK is not that different from the US. You know, if anything, you go over
there and it seems like British people are trying to be different from Americans.
They're like, ‘Oh you drive on the right side of the road then, then we're going to
drive on the left side of the road. Oh you call your mother ‘mom’, then we're

gonna call ours...‘mum’.”

(Episode 10- Why America is better than the UK? 2021, 0:01- 0:18)

The discourse marker “They’re like” signaled to the audience that the comedian would start
mimicking the British accent, a part of his joke about the differences between the English and
the American people. It should be noted that the difference in pronunciation between “mom”
and “mum” can constitute a separate instance of humor. I will not consider this as such because

I am examining the example of accent mimicking here, not the content of Gaffigan’s joke.

5.4.1.3.2 Alliteration

(14) “I have a friend from Vegas. I told him it was 114. He goes, ‘That's nothing.” I'm
like, ‘No, that's something’. That's actually the temperature you boil water at.”
(Episode 7- The Truth About The Heat, 2021, 1:31- 1:40-my underlining—NK )

In this case, the alliteration results from the adverbs “nothing” and “something”. I am not
focusing neither on the understatement created by characterizing the 114 F—high temperature
(45.5 C) as “something” nor on the meaning opposition between “nothing” and “something”.
On top of that, the audience laughed the moment they heard the adverb “something”, further

supporting my hypothesis that the alliteration between the two adverbs caused the laughter.
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5.4.1.4. Syntax

5.4.14.1 Paradigmatic Relation

(15) “But he was a great brain surgeon. We learned later on that he’s like the best. I
don’t know how they determine the best brain surgeon. You know maybe there’s
a competition. America’s Got Tumors.

(Episode 2- Are Brain Surgeons any good? 2021, 1:45- 1:56)

Gaffigan has switched the noun “Talent” in the name of the talent show “America’s Got Talent”
with the noun “Tumors” to indicate the domain of competition where the brain surgeons
participate to become the very best. Interestingly, the two words have the same number of
letters—six and the same number of syllables—three, making the pun even more successful in

eliciting laughter from the audience.
5.4.1.4.2 Negation

(16) “Because they don’t get to choose what they’re the patron saint of, right? Like,
Saint Bonaventure, patron saint of bowel issues, I’'m not making that up.”

(Episode 11- What do we even know about Saints? 2021, 2:07- 2:14)

In Gaffigan’s utterance, negation is encoded morphosyntactically in the punchline. It is used to
reinforce the credibility of the set-up line and convince the audience about the veracity of what
the comedian says to them. As a result, the audience laughs at that point because Gaffigan has

convinced them that Saint Bonaventure, the patron saint of bowel issues, existed in history.

5.4.1.5 Semantics

5.4.1.5.1 Oxymoron

(17) “You know British people, they don't say “the” before “hospital”. You ever notice
that? They’re like, ‘Hospital? 1 was feeling knackered so I went to hospital.’
Whenever they would do that, I’d say, ‘Stop that. That’s wrong and weird. Are
you trying to sound like a polite caveman?’

(Episode 10- Why America is better than the UK? 2021, 0:36- 0:50)

In this example, the oxymoron results from the opposite meaning of the adjective “polite” and

the noun “caveman” in a single noun phrase. Being “polite” is stereotypically associated with
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civilized people. Additionally, an implicature led the audience to infer that polite cavemen do
not use the definite article “the” before the noun “hospital”. To reinforce the joke, Gaffigan
implemented the definite article dropping in a Britishism located in the use of “feeling
knackered”, a slang term meaning “to feel exhausted” (Oxford Learner’s Dictionaries 2023).
The comedian expressed the joke by mimicking the British accent and delivered the oxymoron
in the punch line while stopping at the same time the accent mimicking. This case justified why
there is an oxymoron here instead of a contradiction—a kind of opposition between the
American rhetorical device of an oxymoron and the British use of a slang term. The opposition
between the literal meanings of the words polite & caveman elicited the audience’s laughter

the most, characterizing this example as semantic instead of pragmatic.
5.4.1.5.2 Lexical Ambiguity

(18) “I mean, I wasn’t in Japan just for stand-up, I was also modeling (Audience’s
laughter). I wish that wasn’t that funny.”
(Episode 08- My trip to Japan, 2021, 0:48- 0:55)

This example is also halfway between the semantic and pragmatic levels of linguistic analysis.
The lexical ambiguity is in the verb “modeling”. Gaffigan was referring to the meaning of
modeling as a stand-up comedian in Japan while the audience was laughing because of the
second meaning of the verb, which contradicts the fact that he is fat, thus unsuitable for
modeling in the way the audience thought about it. The audience’s reaction like that comes
from the fact that at the start of the video, Gaffigan was referring to working out and personal
trainers (see Appendix B). Additionally, the utterance “I wish that wasn’t that funny” referred
to the first meaning of the verb “modeling,” which is his career as a comedian, thus interpreting
the audience’s laughter as finding his career as a stand-up comedian to be funny. Because of
the different meanings of the lexicon here about the verb “modeling,” I treated the example as

a semantic one.
5.4.1.6. Pragmatics
5.4.1.6.1 Truism

(19) “But what do we expect to learn from these genetic tests? Like, “Oh my gosh! I'm
related to my ancestors!”

(Episode 1- My trip to Sweden, 2021, 1:58- 2:04)
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The truism is in the punchline of the joke. It violates the maxim of quality by stating an obvious
truth. With this implicature, Gaffigan implicitly criticized the genetic tests, stating how
unnecessary they are. I repeat for convenience that implicit social criticism is essential in

observational stand-up comedy (Anquov 2021).

5.4.1.6.2 Overstatement

(20) “It was 114 degrees, which was shocking. But not as shocking as how casually Las
Vegas residents just went about their day in that heat... ‘Let's play frisbee’. ‘Time
to walk the dog’. I was like, ‘GET INSIDE! The Earth is on fire!” ‘Get inside and
beg for God's forgiveness. You’ve obviously angered him!’

(Episode 7- The Truth About The Heat, 2021, 1:01- 1:23) (capitals-NK)

As the capitalized imperative sentence shows, the overstatement started when Gaffigan raised
his voice. The overstatement here is pragmatic because the audience has to infer that the high
temperature in Las Vegas has spread throughout the Earth due to God’s anger. I chose to focus
on the overstatement expressed by Gaffigan and not on the implicature following it for two
reasons. Firstly, the audience’s laughter is elicited when Gaffigan raises his voice and makes
the overstatement. Secondly, the implicature reinforces the overstatement expressed, further
contributing to the humorous result. Nevertheless, this is connected to the notion of Las Vegas
being a Sin City which Gaffigan describes during his performance in the current video (see

Appendix B).
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6. Contrastive Analysis

6.1 Humor identification forms

Both Fisfis and Gaffigan rely on three out of four Humor Identification Forms according to
Shade’s (1996) categorization. Figure 6.1 compares the percentage of each humor identification

form in the two comedians’ performances.

Lambros Fisfis-Jim Gaffigan: Contrastive Analysis-
Humor Identification Forms

80,0%
70,0%
60,0%
50,0%
40,0%
30,0%
20,0% -
10,0%
0,0%

Appearance Rate

Visual Auditory Verbal

Humor Identification Forms

e [isfis Gaffigan

Figure 6.1 Appearance Rate of the Three Humor Identification Forms

A similarity between the two comedians is that they rely the least on the Visual Humor
Identification Form. Fisfis relies slightly more on that form (14%) than Gaffigan (2.2%). Both
comedians used discourse markers to prepare the audience for the appearance of a Visual
Humor Identification Form the majority of times, be it a pantomime, an impression, or an
impersonation.!! Fisfis used the discourse markers “pov kévet”, [(s)he’s like]. Gaffigan used
the discourse marker “(s)he’s like,” followed by one of the Visual Humor Identification Forms
discussed above. Other instances included the Visual Humor Identification Form to naturally
follow the comedians’ discourse without needing a discourse marker as an introduction. In this
case, both comedians stopped talking and focused on their performance. They attempted to

reinforce what they say to elicit as much laughter as possible from the audience.

Proceeding to the Auditory Humor Identification Form, the two comedians relied more

on it than the Visual one but less on it than the Verbal one. This time, Fisfis relied on that form

1 The last two were found only in Fisfis’ performance.
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slightly less (20.9%) than Gaffigan (23.2%). It should be stated again that the Auditory Humor
Identification Form overlapped with the Verbal one, especially when analyzing the latter under
the scope of the phonetic-phonological level of linguistic analysis. All the linguistic devices
employed by both comedians on that level were used during an instance of the Auditory Humor
Identification Form, be it a sound mimicking, an impression, or an impersonation. I will further
analyze the Auditory Humor Identification Form in the current subsection contrasting the two

comedians’ use of Language according to the phonetics-phonology level of linguistic analysis.

Finally, both comedians relied on the Verbal Humor Identification Form the most during
their performances. Fisfis’ instances of Verbal humor identification form were fewer (65.1%)
than Gaffigan’s (74.6%). The reason is that in Gaffigan’s videos the comedian perfomed more
verbally than physically. The low percentage of the Visual Humor Identification Form (2.2%)
in Gaffigan’s overall performance confirms this assumption. The differences and similarities
between the two comedians in the Verbal Humor Identification form will be further analyzed
in the following subsection, under the scope of each one of the five levels of linguistic analysis

every time.

6.2 Five Levels of Linguistic Analysis

Figure 6.2 compares the appearance rate of the five levels of linguistic analysis according to

the linguistic devices used by the two comedians.

Lambros Fisfis-Jim Gaffigan- Five Levels of Linguistic
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Figure 6.2 Appearance Rate of the Five Levels of Linguistic Analysis
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Overall, it is evident that both comedians mostly relied on the Pragmatics and
Semantics levels, which means that their focus was to elicit humor from the audience by
resorting mainly to the meaning of the language rather than its sound (Phonetics-Phonology,
and by extension, the Auditory Humor Identification Form) or its structure (Morphology and
Syntax). In the following subsections, the two comedians’ texts will be analyzed contrastively
based on each of the five levels of linguistic analysis—associated with the linguistic devices

used every time.
6.2.1 Morphology

Fisfis relied more (6%) than Gaffigan (3.5%) on the morphological level of the language to
elicit laughter from the audience. The devices common to both comedians were syllabification
and word formation. Fisfis used one more device to elicit laughter, suffixation. This difference
in devices used can be attributed to formal differences between the two languages. Since Greek
is a highly inflected language (Holton, Mackridge, Philipaki-Warburton & Spyropoulos 2012),
it was easier for Fisfis to employ more morphological devices than Gaffigan. On the other hand,
Gaffigan could not rely significantly on the limited English morphology, given that it is not as
highly inflected as Greek (Matthews 1991).

6.2.2 Syntax

The syntactic level shows the opposite results from the morphological one. Gaffigan relied
more on it (4.3%) than Fisfis (3%). A shared linguistic device between the two comedians was
negation, encoded morphosyntactically in the sentence. A device that Gaffigan exclusively used
was the creation of a pun based on the paradigmatic placement of words [see example (15)].
On the other hand, Fisfis employed more devices than Gaffigan, based on the syntactic level
of linguistic analysis, albeit, quantitatively, he used these devices less during his performance
than Gaffigan did. He used parallel structures and changed the syntactic form of the sentences
when changing their argument structure. Considering that Greek is one of the extreme cases of
free word order languages (Dover 1960), it comes to no surprise that Fisfis was more flexible

than Gaffigan, albeit using the devices less of the time during his performance.

The total sum of the devices used by both comedians, under the scope of the
morphological and the syntactical levels (8.3%), shows that both Fisfis and Gaffigan relied the

least on twisting the structure of the language during their performance in order to make the
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audience laugh. Instead, they resorted more to the other two language domains, the sound and

the meaning.

6.2.3 Phonetics-Phonology

At the Phonetics-Phonology level, the two comedians differ significantly. Gaffigan relied less
on this level (3.8%) than Fisfis (11%). Their primary commonality is that they both used
linguistic devices based on the sound of the language during instances of the Auditory Humor
Identification Form. That means they were making an impression of a thing or an animal, an
impersonation of another person, or a particular sound that set the framework for using one of
the phonetic-phonological devices. The devices common to both comedians were alliteration
and syllable stressing. Additionally, during Fisfis’ performance, his utterances made the
audience laugh due to their fast tempo. On the other hand, Gaffigan achieved eliciting laughter

from the audience when he successfully mimicked the British English accent.

The differences and similarities perceived in the current case between the two
comedians can be interpreted under whether each comedian decided to include different Humor
Identification Forms in their performance and not under the different phonological systems
between the Greek and the English languages. After all, some of the devices Gaffigan used,
like accent mimicking, are exclusive to English, such as the distinction between Received
Pronunciation and General American English (Carr 2013: 18-19). This is also the main reason
why, in the current thesis, phonetics and phonology are studied together in the sense of
performance. It also explains why both comedians occasionally used the same linguistic

devices when they present an instance of the Auditory Humor Identification Form.

The total sum of the devices used by both comedians, under the scope of phonetics and
phonology (7.2%), shows that both comedians relied on the sound of the language even less
than its structure when trying to elicit laughter from the audience. Thus, the initial hypothesis
in section 6.2.2 is dropped, and a new understanding is reached, which puts forward that the
comedians rely the least on the sound of the language with the structure and the meaning

following, respectively, in their attempt to elicit laughter from the audience.
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6.2.4 Semantics

As already mentioned, the different devices used by each comedian to elicit humor from the
audience, which are part of the semantic-pragmatic interface (and consequently the meaning
of language), were categorized as either semantic or pragmatic based on the amount of
inference the audience had to make in order for the humorous result to be produced. To better
understand that, the examples were treated according to whether they were presented with their
dictionary and compositional meaning, making them semantic, or whether the audience had to

infer the meaning the comedian was not communicating explicitly, making them pragmatic.

At the semantic level, almost half of Gaftigan’s devices were semantic (49.9%), while
just above one-third of Fisfis’s were (37.2% ). Common devices used by both comedians were
contradictions, opposite meanings of words, semantic ambiguity, and contrasts. Devices
exclusive only to Gaffigan were the false etymology of words, rhetorical questions, and one
case of an oxymoron. Devices exclusive only to Fisfis were hyponyms-hypernyms and

paradoxes.
6.2.5 Pragmatics

In the final level of linguistic analysis, pragmatics, the way the two comedians differ is the
exact opposite of what it was at the semantics level. Fisfis used more devices (42.9%) than
Gaffigan (38.5%), albeit the difference between the two is more diminutive. The linguistic
devices used by both comedians were irony, sarcasm, (conversational) implicatures, metaphors,
metonymies, understatements-overstatements, and similes. Both comedians relied on the
context of their utterances during their performances. That means the audience had to infer an
additional meaning and not rely on what the comedians were saying explicitly (this would have

been a case of semantics; see subsection 6.2.4).

The most striking finding is that both comedians use the same devices throughout their
performances regarding the Pragmatics level of linguistic analysis. Given that both comedians
were performing under the scope of observational stand-up comedy, in both the American and
the Greek observational stand-up comedy, the comedians used shared devices to make the
audience recognize themselves in the situations described (Anuov 2021) by introducing

additional propositions to what was explicitly communicated during the performances.
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The total sum of the devices the comedians used under the scope of Semantics and
Pragmatics (84.4%) shows that, in most cases, Fisfis and Gaffigan elicited laughter from the
audience by handling the meaning of the language either in explicit ways (capitalizing on the
dictionary meaning of the words), or in implicit ways (communicating additional propositions
and compelling the audience to infer additional meaning from their utterances). Given that the
nature of observational stand-up comedy (Afuov 2021) is to make the audience recognize
themselves in the situations the comedians describe during their performances, it comes as no
surprise that devices exploiting the meaning of the language come first in both of the
comedians’ preferences, followed by the ones taking advantage of the structure and the ones

taking advantage of the sound of the language.

6.3 Implications

The contrastive analysis provided interesting results about the two comedians’ performances.
In the first level, the Humor Identification Forms, Fisfis (14%), overcame Gaffigan (2.2%) in
the Visual Humor Identification Form. In the Auditory Humor Identification Form, Gaffigan
(23.2%) surpassed Fisfis (20.9%). The same happened in the Verbal Humor Identification
Form, where Gaffigan (74.6%) was ahead of Fisfis (65.1%), albeit by a margin of less than
10%. Based on these results, it is evident that both comedians preferred the Verbal Humor
Identification Form, followed by the Auditory and the Visual, respectively. Their performance
was based mainly on what they communicated to their audience Verbally and less on how they

changed their voice or moved around the stage.

In the five levels of linguistic analysis, Fisfis surpassed Gaffigan concerning the number
of devices he uses in the morphological (6% over 3.5%), the phonetic-phonological (11% over
3.8%), and pragmatic levels (42.9% over 38.5%). Gaffigan surpassed Fisfis in the syntactic
(4.3% over 3%) and semantic levels (49.9% over 37.2%). Both comedians relied mainly on the
meaning of what they communicated to the audience to elicit laughter, which correlated with
the nature of observational stand-up comedy, especially in the way the life of each audience
member is reflected in the situation the comedian describes over time. Table 5.7 presents an
overview of the linguistic devices the two comedians used. The blue color highlights the
devices used exclusively by Fisfis. The red color highlights the devices used exclusively by

Gaffigan. The purple color highlights the devices used by both comedians.
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Table 6.1 Overview of the Linguistic Devices used by both comedians

Morphology Phonetics- Semantics Pragmatics

Phonology
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7. Conclusions, Limitations, and Future Directions

The current MA thesis studied the performance of two observational stand-up comedians, the
Greek Lambros Fisfis and the American Jim Gaffigan, by analyzing 15 YouTube clips for each
of them. It attempted to answer the following research questions: To what extent does each
comedian rely on the different linguistic devices corresponding to the five levels of linguistic
analysis to elicit laughter from the audience? Subsequently, how different is each comedian’s
approach regarding the different levels of analysis from which they draw their devices and the

different types of the devices themselves?

To answer the research questions, the current study analyzed the clips by coding the
linguistic devices used based on the five levels of linguistic analysis—morphology, syntax,
phonetics-phonology, semantics, and pragmatics. Additionally, the comedians’ performances
were analyzed according to the different Humor Identification Forms that Shade (1996)
suggested. To pinpoint the linguistic devices used every time, the comedians’ utterances were
divided into set-up lines and punchlines according to the first Knowledge Resource, the
Language, proposed by the General Theory of Verbal Humor (Attardo 2020). After the
codification, a contrastive analysis between the two comedians took place to pinpoint their

differences and similarities based on the different linguistic devices used.

The findings showed that both comedians mainly resorted to the Verbal Humor
Identification Form and, to a less extent, the Auditory and Visual channels. No instances of
Figural Humor were found in the clips analyzed. Additionally, Fisfis surpassed Gaffigan when
using linguistic devices based on language’s morphological, phonetic-phonological, and
pragmatic levels. Conversely, Gaffigan surpassed Fisfis at the syntactical and semantic levels.
The study showed that the two comedians had, in most cases, the same repertoire of linguistic
devices at their disposal when attempting to elicit laughter from the audience. A striking finding
was that the two comedians used the same linguistic devices on the pragmatic level of linguistic
analysis, which is essentially connected to the observational stand-up comedy genre—the two
comedians’ primary genre. The audience understood what the comedians were communicating
on stage during their performances and recognized themselves in the situations described

(Anqpov 2021) by using a certain level of inference each time.

Although this study attempted to study the observational stand-up comedy genre, no

generalizations can be made based on studying only two comedians. Further studies on that
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topic should include different comedians’ works of the same genre. Additionally, studying more
works from the same comedians can shed light on how the specific comedians’ strategies to
elicit humor have diachronically evolved. To connect that evolution with the system of the
language, it would be interesting to see how the comedians have adapted to language change
and consequently changed the linguistic devices to cause the humorous result. Both Fisfis’ and

Gaffigan’s years-long careers permit that.

Additional limitations include the way the comedians’ utterances were analyzed. The
approach was one-sided and did not include the comedians’ perspectives. Future researchers
may consider interviewing the comedians to understand better how they designed their
material, what they wanted to include, and what to omit in their texts. Furthermore, the same
amount of data from each comedian should be analyzed. The current thesis did not achieve that
to a certain point because Gaffigan’s clips were longer in duration than Fisfis’ by 12 minutes

and 36 seconds.

It is essential to be careful when analyzing the comedians’ texts based on the semantic
and pragmatic levels of linguistic analysis—the meaning of language because the boundaries
between semantics and pragmatics are not clearly defined. As a result, additional parameters
had to be established to characterize the devices as purely semantic or purely pragmatic. Other
than the method of approaching based on the literal meaning of the words in the dictionaries,
future studies should consider the audience’s reactions to the comedians’ jokes. Sessions with
a certain number of individuals watching the clips and answering questions in follow-up
interviews could help the researchers understand the amount of inference the audience made to
understand the incongruity in the comedians’ jokes and subsequently laugh. As a result, the
researchers will comprehend better whether a specific linguistic device is semantic or

pragmatic.

The final limitation concerns the scope of this study, which did not permit an in-depth
analysis of every linguistic device the two comedians used to elicit laughter from the audience.
Future studies should consider that based on the typology of the language studied. In that way,
new understandings could be reached regarding how the comedians handle the language in

their performance.

In conclusion, the current thesis demonstrated that the field of stand-up comedy could

provide interesting insights into linguistics besides theatrical studies. By focusing on the
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comedians’ texts, new realizations about how the language contributes to the humorous result
can be reached. This study opens the way for further studying Greek stand-up comedy from a
linguistic perspective. It also involves practical applications in education, especially when

studying the topic of humor-laughter in Greek high schools.

Finally, by contrastively analyzing other stand-up comedies worldwide, there could be
interesting insights to understand how language and humor are connected universally.
Specifically, Greek stand-up comedy could benefit from new ways of studying stand-up
comedy from a linguistic perspective. A new field of research could combine linguistics, humor
studies, and theatrical studies to study Greek data. This combination will also assist in
understanding the mechanisms behind the Greek stand-up comedians’ decisions to handle the
language in specific ways when eliciting laughter from the audience. American stand-up
comedy could also benefit, especially when contrastively analyzing it with stand-up comedies
from other countries. In that way, the influence of American stand-up comedy in other countries
could be measured, especially considering the roots of stand-up comedy in the United States

of America.
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Appendix A
Transcript: Lambros Fisfis

Episode 1—Kpion-Nopot1, (Financial Crisis, Laws)

10

Aowmdv, Ba Eekiviiom va oag T Alya mpdypota yio ) Con pov.

[Ipoopata eiya Pyet 610 £E®TEPIKO.

Mua paykn epmepia,

vt 0tov Pyaivelg 1o eEmTepid gival kel TOV GLVELINTOTOLELG

1660 kpion €xelt n EALGSa.

Yndpyet kaveig mov va Exel TaeL TPOGPATO GTO EEMTEPIKO

(some people raise their hands),

Télero, MiLavo, kamolog amod exel, MiAavo, TéAela.

Na punv mate. KAEBovv oto Middvo

Nrté&et, Bynka 6to eEmTepKd Kot yvopioo Evav dvBpwno and v Abomia, TpmTn
@opa yvopilo dvBpwro and v Ablomia.

Tov AMéw, «Amd mov gloat;»

Mov Aéet «Amd v ABromion

Mov Aéet g6V and mov gicat, Tov Aéw amd v EALGda,

pov Kavet,

«aoa, eKel elval SVCKOAN T TPAYLLATON

To omoio gival cLYKAOVIGTIKO YTl AVTY) TN OTIYU| £XOVUE PTACEL GTO EMITEDO VOL [LOG
Avmovvton ot ABiomeg.

"Etot, vdpyovv dropa oty Agpikni mov Aéve «Ild &y va edw 40 pépeg,
aAAG evTLYOG dev eipan EAANvoo»

Kt gtvon karamAnktikd yrori dpo to Qupdote maid, £10kd ta Xpiotovyevva
otav sipootov Todld Kévape pivougs Yo To Todld TNV AQPIK).

Avoryeg v Aedpao, EPAemeg Tondld g AQPIKNg,

EPyove €vag TOMOG am’ To TAGVO TOL NTAV TO TOOAKL GTNV AQPIKY,

LE TIC LOYES YOP® YOPM KO GOV EAEYE

«ADCE AEPTA, VO GOGELS TO TOLOAKL GTNV AQPPIKN.

TNt dev KAvouie To 1610 Yo ToL EAANVOTOVAWL

Noa avoiyetl To TAGvo, ovTi yuo éva povpdixt vo el £va eEAAnvomovo,

Tov Mntedpa
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avti yo poyeg Tng AQpikic,

va €xet Avyovotidtiko TGQrlikia yopw amd T povpn tov
Na Byaiver o THmog am’ v dipr Tov TAGVOL Kot VoL AEeL
«Av1dc givarl o Mntoog, ivot Todi g kpiong,

HE HOVo Eva gupmd TN Uépa, UTopeis KL eo0 vo Bondnoelg Tov Mnteo

va ayopdoet To kotvovpylo iphoney

Ortav Byaivelg oto e&mtepikd KataAaBaivelg Kot Tig S1apopES

OV £XOVUE UE TO EEMTEPIKO.

Mia peydin dwapopd etvor 6Tt

010 e€mtepkd Otav Pyalovv Evav vopo, OAot Tov GERovTat.

Aéve VOLLOG-TIOTT TOV VITOKOVVE.

>tv EAAGSa 0 vopog,

etvat AMyo emroyng, etvat Alyo av cov Ttouptdlet
Iruepa 1 apéoet, adplo dev L’ apEGEL, OEV TOV VITOKOV®.
Kloookd mapddetypa YU avtd eivot 0 VOUOG Y10 TO OVTIKATVIGTIKO, £TGL;

6’ OAO TOV TAQVITN OTTAYOPEVLGOV TO KOTVIGLLA,

otmv EALGSa amayopevcale To TochKio

Bprkape topabupdxt ot EAAnveg,

vt To TacdKlo Eival TOV GKOTOVOLV,

Kavelg dev €xel mebavel and torydpo,

oAo1 0to Tacdkia Tebaivouve

[MTog o€ éva payali, Aeg «pumopd va komvicm;» «BePaimey, «I1ov;»

«ITANTOY »
«ITovtov mwovTo;»
«ITANTOY»

«Qpaio, HTop® va £x® £vo TOGAKL»

«Ma 11 Aéte kOpie; Eiote mapdvopog;»

[Tapte éva YAaotpakt, TapTe £vo TOTHPL LE VEPO,

pi&te 10 010 TATONA

Agg kot Ba pmer o GAAog Yo Edeyyo Kot Ba et

«Tvyivetan, kamviCovpe 6Aot; [TIPOZTIMAY.

«Agv &yovpe TachKLo.

«A, ok to Aépe, via&e!»
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Eivon katomAntuko, £y el mvokidoo o pmop o omoio EAeye
«OTOYOPEVETOL TO KATVIGHO amtd TPt lovAiovy»

xopig ypovoroyia. Avti 1 mvaxida £xetl 1oyd povo v pmtn lovAiov
30 Iovviov Ba Aeg «amd avpio elval, KATvice, ayopt Lovy,

2 TovAiov Ba Aeg «amd TOV YPOVOL, UV CE QYYDVE.

Yrdpyer évag vouog oto eEmtepikd, 1 dtaPaocn melmv,

ToV EEPETE,

OV GTOUATAVE TO ALTOKIVNTA Y10 Va TEPAGOVV o1 TeLol.

2ty EALGOa tepmatdpe Kot AELLE,

aa owog Loypaeioe (EPpec 610 TATONA;

Ynrdpyer povo pia dtaPaon neldv mov oefouacte otnv EALGda Kot avty| ivat 6to
ElevBéprog Bevilérhog 6to aepodpopuio.

Exel otapotdve 6Aot yio va mepdcovy ot ToupicTed,

axopo Kot tapieag 0o GTAPATAGEL Y10 VO TEPAGEL O TOLPICTOC,

10 omoio ivaun peydao Aabog,

YTl 0 Tovpictag mov Epyetat oty EAAGDO,

N Tp@™ €maen pe v EAAGSa, Tt elvay;

Ot omv EAAGSa otapatape ot diaPaocn neldv,

avTo KoToympel exetvn TV Opa, katePaivel, Aet

«Q, TOMTIGUOG, CTOUATAVE.

Tnv emdpevn pépa mov Ba eitvar 6to Zovtaypa,

Ba maetl va dwaoyicetl ™ Baciiicong Zogiag

neee. [1del o tovpiotag.

"Exovpe katapynoet péypt kot 1o A0S, £Ivol GLYKAOVIGTIKO, TO QAOC.
[TaMd, Yo vo aAAGEeLg Awpida, EByalec prag,

o€ £PAeme 0 AAAOG 0N YOG KO GE APNVE KOl EUTOLVEG UTPOGTA TOV.
Topa kaveic dev Pyaler plog

yoti KoaveEvog GALOC 001 YOS OV apnVEL KOvEVAY

VO UITEL UTPOCTA TOV.

lNaori elpacte OAot peg ta vevpa, Kavelg dgv BELeL kKavévay UTPOGTA TOVL,
Oec vo aALaEelg Ampida, Omwg gioat £Tot, KAVELS Evol TOTT

MITHKA.

>ov KopvapeL 0 AALOG,
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45 «Avte pe Brdxo Bo cov Pydim Kot eAog!»

Episode 2—Agpodpoua-Aeporidva, (Airports-Airplanes)

1 M’ apécel mdpo TOAD Vo Tyaived 610 eEMTEPIKO,
W ap€oel Tapa TOAD va. TNyoived g 0ePOdPOLLa,
elvo o’ o ayomnpuéva Lov TPAyIoToL Kot
Tovotdpm mépa ToAD Ta aepodpoua,

AL TO 0EPOOPOLLLEL OEV LLE YOLGTAPOLY KaBOAOV

vthEet,

[V, B N VS B 8]

vl £x® avTr| T PATod.

Avt 1 pdtoa dev glval KOAN QATGA Yo AEPOIPOLLLO.
ONradn €6dg cag PAEmovy Kot Aéve «mepdote, TEPACTEN
guéva pe PAEmovv kot Aéve MITIN AANTEN

OLAAGPETE TOV TOPO

O o0 3 O

dev &xel meBavel, avtdg etvar o My Advtev

10 TOPA E00), PePTOV, Elvar 0 “tuyaiog” éleyyoc,
QEPTOV €M TEPQL.

11 Apyilouv OAeg ALTEG TIG EPMTNGELS TOL “YOVV GV GTOYO Vo LABovy av gipton
TPOUOKPATNG, EPOTNOELG OTMG

12 «Kope, pridéate ™ Paritoa pdvog cog»

13 geg, vau,

14 pe Bondnoe n Mopd pov, EAinvog gipo.

15 Kopte, vt dev eivan aoteio

16 E vta&er pe Pondnoe n dikn cov popd, EEpom yo. ..

17 Me otapdtnoe, oag 1o opkilopat, pe otapdoe EAANvag actuvoukdc 6to
ElevBéprog Beviléhog,
elxe Papebel ™ on Tov, ONUOGI0G VIAAANAOG,
Kottdetl ) PoaAitca pov,
KOltdieL EPEVa, LoV KAVEL

18 «Kopte, éxete 6mha ot PaAitoo;»

19 Tomov

20 eilot elpaote, Topo peta&d pog, AEye
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‘Eto1, €, 1 actuvopia vopilet 6Tt o1 TpopoKpaTeS eivarl 60A0POVOL
oA etvon Ko etAKpveic

N OTL OeV £YOVV TPOETOUAGTEL Y10l 10, TETOLOV TOTOL EPMTNON),
Ba Tovg Eapvidcouve,

“éxete OmAa ot Poritow;”

“vor éva palovka”

“OyL pe YOP®OTO, £MEG TNV TTayida Tov!”

Kot 11 Oa yivel, Oa mepdoetl Tov €Aeyy0 KATO10G TPOUOKPATNG LE OTAO,
Ba el «Oev Exm», Ba Pyt 6To agpomAdvo,

Ba Pydiet To 6mho

ka1 Oa eipaocte Aol « Peung, Tov potinoay Kot eine yEpoTo

Oa kael oty KOAoon pall pog Tdpa, aAAd etvar yevng.

M’ apéoet, prnaive ota agpomAdva, e cuyKAovilovv To aepomTAdva,
&xouv OAeg T1g 0dnyieg acpaleiog yia tn {ovn,

YL T0 6OGiP1o, Yo T pdoka 0EVyOVoU

KL £(0VV KOl [0 Katvovpylo, odnyio Todpa,

oV AEEL KATA TN O18pKELD TNG TPOGYEIMOTG KOl TNG 0moyeimwong,

N Kapékha cog Tpénel va gtvar oe OpOla BEo).

Tn Bvpdote v KapEKAa 6TO 0EPOTAAVO;

Ouudote TV Kivon Tov KAVEL 1] KOPEKAD GTO ALEPOTAAVO;

Avt givon ) 6pba B€om, Ko avtr) ivon n GAAN BEom.

To6c0o KovviéTal, TaTdg ameYVOOUEVA TO KOUUTL €00 TEPQ Kot KAVELS £TGL,
ToEL €00, €0,

€00 ElCOL «TO®®, EYO TOCTEDY

£0m,

(OO, ATA0

€00 KAmTodel 0 amd Tow

«OeV Ypapue KOple, LalevTeiTeN

Kot avtd givor Yo AOyoug acpaleiog, £T01,

"Exel otoukdpet 1o aepomAdvo mive g fouvo,

o6coL Ntav £0M, cmONKaVe,

€00,

nefdvave.
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41 "Exet ko kdtt GAAO pésa 6to, £xEl o TNAEOPAOT 1 oToia TaALd €081y Ve TanvieG Kot
TOPWOVOLOLV,
EPAema TIG TOUVIES, TOPO JETYVEL TANPOPOPIES Y10 TNV TG GOV.

[Tmpogopieg Tov petadd pog dev ypetdleton va EEPELS KOOGS

42 Aéer exel mépa, metdre ota 20000 OO
43 KOl TL VO, KAVO €Y® PE aVTO;
44 Oa pe mépet kdmorog TMALpmvo, Ba el «I1ov gicai;»

«Edm, 20000 modo eiptony,

45 Tt Ba £y avtippnon ag movLE, ToVAvE To AVTLE OV

46 katéPacé to 19.

47 Aéer eEmtepikn Oeppokpacio peiov 69 Babuoi kedsiov.
48 Av16 glvarl pdAlov yua Tov THITOL

TOV GTN WESN NS TTNoNGS B amopacicel va mhel 6To TEPO Y10 TGLYAPO

49 Maxn, €xet peiov 69,

50 VO TOPOVUE UTOVPAV.

51 Nout va mdpovpe Kot TacdKt
52 po Tt AEte KOPIE;

53 20G TOPOKAAD, GTO TATMLLOL.

54 [Tetdre pe 600 yrmdueTpa TV OO
Agv NEepa L TpémeL vaL KAVD pe avTo.
[IMya 6to mAotnplo, Hovv £161
55 «tpéxele». No EAATTOCELS, GE TAPUKOAD.
56 Eivon kot kdmorot mov €xovv Bddet v kapékia £d®, Oa mebdvouv,
Kdtoe va EpOovv £0® TOLVAAYLIGTOV,
dev mailovpe pe avtd. ..
57 Kat gutuymg cov ypdeovv Tig 0dnyieg exel,
YTl VEAPYEL Kot AAAT ETAOYN,
N GAAN emAOYN €lvOl VO OTIG AVAKOIVAGEL TIG TANPOPOPIES O KLPEPVITNG.
58 O kvPepvitng Tdpa va deite Tt yivetat,
netdietl Eva amd To TEAELOTEPO TPAYLATO TOV £YOVUE EPEVPEL, TO ALEPOTAAVO.
Kataminktuod teyvoroyucd 6o,
OAAG TO LIKPOG®VO TOL KLPEPVTTN TO £XOVV TAPEL
59 amd aypoTIKO YOOTOV, VTOEEL,

72



62
63
64

65

66
67
68
69
70
71
72
73
74
75

76
77
78

79
80
81

§. Universiteit

Leiden

O 1310¢ TOTOC OV TTEPVAEL GTT YEITOVIA GOG KOl KAVEL VTO
«KopékAeg Tpamedia, KapEKAES, TPOmEQD, YOO KAPE, YOO YKPDY
Omote cag &yovv mel KOBLOTEPEL 1] TTHON Y10, TEXVIKOVS AGYOLS
etvat yroti 0 yoQTog dev £xel TAPUdMGEL TO UIKPOP®VO.

Eivon 800 mAdTol exed,

«ITob eivar 0 Mnteapac;»,

«Kdatt kapmovQa divel Kt Epyetat, Tepipeve Ayo akOuo.

Agv vtdpyel avOpwmog mov va Exel KoTaAdPel ToTé TL el TEL KLPEPVATNG,
etvan mdvta to 1010 TparypaL,

Byaivel kot KAveL ovTO

«Kvpieg kat koprot optkeite pe tov kuPepvnm Koota I'ewpyiov,
(inaudible) va cag o 6Tt (inaudible)

petd ameAmileTon, KAvel

(mimics blowing on the microphone)

12 dpeg Bapoia

(mimics blowing on the microphone)

Evyopioto

Kot givan éva oAdxAnpo aepomhdvo yapévo,

«&€ va, cov T gime EALGO;»

‘Exyo metdéel mapo moAAEC PopEC e agpomAGvVO Ko VOUILm Exm meTvyel

TOVG dVO KAADTEPOLG TMAOTOVS TTOV UIopEel va TETVLYEL AvOpmOTOC.
X{yovpa KOTOLOL OO EGAG TOVG EYETE TETVYEL,

OTOTE QL0 TOVG £XETE TETVYEL TEITE TO

va unv vouiletl to vrdéAouro Kovod 0Tt AEm yépaTa.

Ymnpye koPepvnng otnv OAvUTIOKY|

nov tov Aéyave XAapo

[Tocot éxete methyel Xdpo (some people raise their hands) téAeua,
apa EEpete OTL Oev A YENOTAL.

Atyol EEpovv 10 Gvopa TOV GLYKLPEPVITN TOV

nov Tov Aéyav Makapitn

Yag T’ opkilopar, Xapog-Makapitng, motot £xovv TeTHYEL TO oy TOTNTO SIOLLO TNG

Olopumiakng,
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va’ to Vv £xel metvyel (points with his finger to the audience).

>ta flyers tng OAvumiokng, £tot 1990s va tovg deite va okilovv Tovg abépec.
82 Kataminktuo, 1o pavialeote; Na pofdoat ta agponidva,

VO UTTELS LEGOL OTO OLEPOTTAVO KoL VOL 0KOVG

«Kvpieg kat kopio, opireite pe Tov KuPepvitn Xdapo, yoyoyo,

dimha pov etvan o cuykvPepving Maxapitng.
83 Noa cog yvopiocn Toug aeposuvodong pag, etvat o 0avatog, o yoeog Kot

84 0 Mn160TaK™NG, éva Ko Ta&idt va éxovpe!»
Episode 4—To 6vopd pov, (My name)
1 "Exyo moALd mpofAnquata otn {o1| pov.

"Eva Baocikd mpdPfAnua mov elya mdvta Nrave 1o Gvoud pov.

Me Aéve Aqumpo, to enifetd pov givar Ooeng (someone in the audience is laughing)

2 val evYopLeTd QIAe pov, va ‘cot Kadd!
3 O mpwtdTLTIOC, “dEV TO EY® EXvakovael TOTE 6T (N HLov”, pe Wapt, yapt pe...
4 Noa EexabBapicm 61t to enifeto DN eivar 1o Kavovikd pov enibeto,

YTt ToALOl e poOTAVE av glval TAPATGOVKAL, Kot
5 vtaéel etmope eipon nAB10¢ aAld Oyt K1 €161
6 Kot 1o enifeto Oiopng dev cov apnvel emAoyég otn {on cov,
dgvV UTOPEIS VoL KAVELG TOAAL TPy LOTOL ETTOYYEALOTUKGL.
Kaveig and eodg dev Oa gpmiotevotave Evay yiatpd Drioon.
®a mog 610 VOGoKoLElDO e KoppEVO THOL
7 “Ba cog 0exbel 0 Yrotpog Doenc”, “umo KaAd eipon aoto oev melpdlet,
Oa mhpw éva mavovtod Ba pov mepdoel”
8 Mmnopet vo fLoVVa GTO SIKAGTPLO VO GO EKTPOCMITM:
-Na ‘pe xopie [poedpe, Evotaon,
-Kvpie Droon|, xabiote kot
9 Agv umopd kav va kKave kpdnon pe 1o enifeto Proen|g,
Toipve o€ o tapépva pov Aéve
-meite pog To Gvoud oog,
-van etvon Adpmpog Doeng -vor pdiota gimote AGUTPog

10 OAAG PET EKOVE TTOPACTITO 1] YPOLLLUY
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— Oyt O0gv etvon Tapactita, etvor to emiBeTd pov
-opaio propeite va to cuAloPicete,

- BePaing sivar O-1-X-O-H-Z,

®-1I M ©-H dev Epete TG Ypapetan To enifeTd cog;
-yt etvan mpota [ ko petd H

-oag Aéve dg;

Oyt €xel 500 PEPM, Ko TA® eKEL Kt GO To opkilopat,
10 £yovv Ypayel OIX-OHY,

tomov Kapéta Kapérta, £t61 omd 10 movbevd,

va Byet  Greenpeace to koloxaipt,

ocwote o Kpt kpi kon ta Dig dig

Episode 5—Tvolg, (Glasses)

1

N N b B~ W

10
11

Exo, &yo moAld mpofAnpata otn (on pov.

‘Eva Baociko mpofAnpa tov giyo mdvta eivatl 6t @opdo yvaiid,

€00 KAmolol PAET® QOPATE YOO, TOOC POPAEL YLOALL OO E0C,
KATOol0g eKel

-T'e1a oo, KOpie, T €xete poomio, TpecPvomio;
(Inaudible answer)

-AT’ OAQ; (o o’ OAQL, OGTIYUOTIGUO;

-Noat

-Téhern, oxvA Exete;

(Inaudible answer)

Té e Tyaivel whpo woAd KoAd ovTtod

Na cog poTom, TOG G0 AEVE;

Zoyyvoun;

I'ewo cog xkopie Koora.

Aowmdv, va dovpe av £yovpe Ta idlo TpoPAnuata,
dev glval oA SVGKOAO VO POPES YLOALL

Ko voL Eelg KaAn oeovaiikn Lon;

Apa pov melg oy,

Oa kdtoelg petd v Tapactacn va pov eENyNoeLs.
A0 OV TELG VO, TPOYWPALLLE.
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INoti yo péva etvon dvokoro, aindela cog ALw,

elvatl avtd pe mOdi LoV TOL TAVELS TNV KOTEAN

Kot NG 0ivelg autd 1o Tabluspévo QIAd,

EEpelg mov ta 0VO GOUATA EVOVOVTOL Kot YivovTal Eva.
Ko Oe¢ petd ko €00 va melg Katt KovA, Katt o€,

Vo, QOVELG 6OGTOG EPACTNG,

aALG dev pmopeic, yroti Ta Yool

&yovv katain&etl d® (misplaces the glasses in his face)
Mo oG 6TV KOmEAQL,

Y’ dpeoe, Oeg Kt GALO; €;

elvat 6,1 o VIEKAVAE VITAPYEL L TO TO TPAYLLOL.

Anhadn 6,1t kot va yivel, ekeivn TV dpa eevYeL 1) KOTELQ.
Eniong va Epete, ta yvatd kabBvotepovve T ceEovahkn (o).
Tnv KaBvotepovv apketd yroti elvan ovTd TOL UTAEVES HEGH GTO OTITL,
v 6To TPEAO TO TABOC, EEPELS AL TO TOL TTETAS TOL EMTAN KAT®,
okilelg To povyo Gov, Ta TETAG,

petd oxilelg ta Oucd TG povya, T TETAG

KO LETA EPYETOL 1] DPOL Y10 TOL YVOALEL.

Agv umopeic va o mETAEELS,

T “YEIC TANPOGCEL,

etvar akp1B6 Tpdypa ta yoolid.

[Ipémer va kavelg oAdKANp otopia, ta Pydlerc,

T0. KAelvelg mpooekTikd, o PAlelg 6To KouTi,

TAPVELS TO KOLTI, TPOYWPAG,

avoliyelg To cvptdpt, 10 PAleElC 6TO GLPTAPL,

KAelvelg To oupTépt Ko PETA AeG

yowoolet, gipon £Topog!

AvT| Tdpa €ivor 6T SWUATIO

€oL giool 610 GOAOVL Yo KATolov AOYO

Ondte mpémel va KAvelg avtd 1o mepmdtna Tov {opumt

Tov 0ev PAETEIS KIOAMG

avTo TO “TOVL £icaL;, PN PEVYELS G ayami®.”
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26 Kot pémet, pe to yoaAid to dAro Tpopinua,
TNYoivouue KAOE ypOVO VO LETPALLE KO TN LLOTILO Lo,
glval avtd mov TNyaivelg otov yuutpo,
Kamolol Eyete mheL, EEPETE, Y10 TN LLOTA.
Kémown otrypn pumopet va mdte, o falovv va dafdoelg Evav mivaka pe Voupepol Kot
YPOALLLOTOL.
Kot méve mave avtd o voduepo Kot To YPAUUOTo vt Heyai
Kot o PAETELS,
OAAGQ OTI®G TN YALVELS TTPOG TOL KAT® LKPOIVOLV
Kot ogv Ta PAETELS
Kot wop’ OA0 oL dev ta PAETELS,
27 HOVTEVELG TL YPAPOLVVE.

28 INo yvold myeg,

29 Oy emedn eloan xaldc, eVTa&et;
30 Etvan Aeg ko etvon nAemanyviot
31 ka1 Oa o Kepdioelg Ta yvaid,

avtd VidBelg eketvn v Gpa.
32 Yov Aéel «TL Ypapet ekel;”
33 3 E, 7 t;, Tuképodioa;
34 Mvonio, avtd kEpOIGES, TL Vo KEPOLGEC,.
35 To yepotepO O’ OAa TAvT®G, Ba GOg TO OLOAOYNC®,
vt BAET® apKeTOVG avOpOTOVG Ypig Yualid, eival 6ot 6€ic TOV dev Popdite
YOO
Mo pog etvon o yepdtepo,
yoti TATE GE LOG TTOL POPALE YVOALL
Kot Kévete mavta To 1010 TPy
36 «No, 6oV T, Vo, GOV T,
VoL T0, OOKILAG® Alyo;»
37 No o SOKILAG® VoL 0® OV OV TTAVE VO TO, SOKIULAC®;
38 “Exewg poomnia;
-OyL va 0 av pov Téve BEA®, VoL d® OV LLOV TTAVE.
39 Kot tovg ta divelg ko ta falovv Kot £(00V LT TNV AVTIOPOOT] «OOMMM

40 Mokdxo, Tog BAETES 1 avTd;

77



§. Universiteit
Leiden

41 Oy dev katdrapeg, u avtd PAET®,

42 YOpic avtd oev PAEmw, £xovue TV akpPog avtifetn ndOnon...
43 A, pov mave;

44 Oyt dev katdAafec, pov “xeig mhpet o YooAld,

45 dev PAETE.

Episode 6—Xdpa, IMNpvastmpio (Body, Gym)

1 "Exo peydin duckoAia (e TO COUO LoV,
2 onmwg PAénete pe 0 (0Pl GTEKOWOL UTPOCTA GOLG
3 Eipon teleiog aydpvactog

kot 1 {on pov divel onuadio kabe pépa va pov Bopilet

OGO OyLUVACTOG Elpat.

4 ‘Eva amd avtd etval étav pifw tupi otov Tpie,
5 Ko Aayovialo
6 [Tov gloot Thve amd o, pokapovia Kot Aeg Eva, dVO
7 Ba To e yopic Tupl Ta pokapoOVIa,
8 Tig mpodAdreg ptepviotnia
9 Kot €maba Tpapnyua,
o1 YADOGGO.
10 Kot 1o modevo, mhow 610 yopvaotiplo,

VILAPYEL KAVEIS TOL VO TNYALVEL YOUVAGTIPLO £0M;

11 Exel, téheta, pe peyddn yopd Opmg mryoivete,
T1L KAVETE GTO YLUVOGTNPLO;

12 Fight aerobic

13 va 600 AéEELG Tov o€ PoPilovv oL TIG 0KOVG

14 Anhaodn mate KAVETE 0EPOPIKN YOUVOOTIKN

15 Kot EOVAO

16 Kamrolog dAhog mov anyaivel oto yopvaotiplo; Edd, T1 kdvete;

17 Mnyovnpozo,

18 TEAELN
19 EEpO YO,
20 EKTLTMTN Kot TETO0,;
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21 Tv unyavnuara,
22 NAEKTPIKN OKOLTA, O,TL BPELS;

23 E va E€pete 6601 Tyaivete 6TO YyouvacTiplo,
pio supPovin Ba o SOcw eym OTL,
OTOV TNYOUVETE GTO YOUVAGTIPLO VO OTTOPEVYETE
TNV OTTIKN ETOPN KE T AALQ ATOLO TTOL YOUVALOVTOL.
Eivon mépa moAd afolo va ko1tdg KAmolov 6ta, pLdtio
TNV OPO TOL EIGOGTE KOl 01 OVO GE LYV LLOLTOL.
AmAG to TPOPANLa ivon OTL
KATO1EC POPEC £YovV PAAEL £TG1 TAL OPYAVOL YOLVOGTIKNG
TOV OV UITOPELG VO UMV KOITAG KATOLOV GTO LLATLOL.

24 Tig mpodAdeg pe Egovve BALEL GE AVTO TO OPYOVO TOV KAVELS OLTO EOM
25 (mimics donkey kick)

26 Agv €y 10éa TL yopvalet ovtd €00 mEPQ.
[paypatwkd eivar og mepintmon
oL BEA® VoL KAOTGNG® KATO10V, GOV Vo Eiptat ydudapog, 0ev EEpw

27 Oa mai&el toapmovkd otov Spopo Kot 0 AAA0G Ba eivor Tape
28 Kot €y Oo elpon «Eha whipe whpe»

29 Eipot olyovpog 611 dmeg eipon eyd ko kave avtd (mimics donkey kick)
elval 1 yopvaotpla o€ pio yovio Kot AEet

30 «MoAdko To KAvey

31 AMMG Be. .. xortdéte, Ommg gipon kot kéve avtd (mimics donkey Kick)
akpPdg oV gubeia TOV HaTIOV POV Exel KATGEL Evag TOTOG
o€ 0T €6M TO UNnyavnua (mimics hip abductor)

32 Kot Kavel ovtd (mimics hip abductor exercise)
33 Kot Tov BAER® 20 Aentd kKo KGOe TOGO

34 LoV YOUOYEAGEL

35 Kot eyd @opdo mavteAdvi Kot 0uTtdg popovGE GOPTGAKL KO
36 Tam Eva opyiot, mam Eva apyiol, mom £va apyiot
37 AvT6 10 PUnydvnuo dev Ba ETpeEnE VoL VTTAPYEL GE YOUVOGTPLO,

Oa ‘mpeme va £xel 01kd TOL dWUATIO

38 Kot o’ €6 va Aéet «uvatkoAdyoo»
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Episode 7—Mdtco Mav, (Macho Man)

1

© 00 ~N o O

11
12
13

14
15
16
17
18
19

20
21
22

AALG, n oAnBeta etvor 6Tt ol dev youvalopat,
avTO €Vl TO GO TOV EY®
KO 0VTO TO COUO OEV TO AEG AKPIPMG TO GO

evog PapPdrov avrpa,

dev elpal eym 0 HATGO AVTPOS, PAETOLIE AAAOVG E0C,
€00 0 TOVLLE

TPOYWPAm pEYPL VA Bpw Evav
vt gloaocte d1Kol pov amd ‘dm mEPa
arn’ 6,71 BAET®

Na 10o¢ T0V BpnKa, TOG 68 AEVE OIAE OV,

Kdota, 1t dovield kbvelg

BvoAdYog, Tl KOAA £TGL;

Me 11 x6op0 Ba yepicovpe v mapdotootn tov Proen;

Bpeg 6,11 mo mepiepyo emdyyelpua vdpyet,

Eov;

Actpovantng

AALG, opiote, 0 Kootog ivat ToA mo pdtceo and epéva, eviaet;

Tov Kaoota, mov givar dvipoc-avtpag,
Ba mog kot Oa Tov mELS,
Yir, oike, TL opdda eicay;

e gpéva Ba €pBerg kan Oa metg, Pit, ile,

€0Vl gloan kdmota opdda;

O Kootag Oa ndet og éva umop, Bo givar (Mimics hitting the bar) Ovickt
Eyo 0o maw oto prap, Oa eipon:

€00, €00, €d® (Jumping, soft voice), €, po ®PaA, €, EVOL KOGLOTOATAV.

O Kootog oiyovpa oto kpefartt £xel avtomemoifnomn, eitvar KOS «Tt 6oV KAVM pudva
LLOV;»

Eyo eipon kdmmg, T cov ‘kava péva pov
oA AdBog;

O Kootoag, av maitel toopmovkdc, Oa maicet EOAo,
eyo dgv mailm EOAo, yuotl otav mailw Evlo,
&y povo pia kivnon,
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23 va Bydio To yoaAld oo

24 AALG dev € TpéEel TOTE Yo va amo@hy® Kavyd,
va 10 EEPETE, YTl £y TEPNQAVIN
KO 1) TEPNPAVIO LoV LoV AEEL

25 «unv tpétetg, Ba méoelc Ba oroviayelg, OAot Ba e Kopoidehovvey

26 Kot vdpyovv kot Tpdypoto mov 6A0t ot AvTpeg EYOVUE KOWVA, EVTAEEL, VILAPYOLV
KOTTO10 TPAYLLOTO TOL £YOVUE KOV,
oG Tove OA01 ot dvtpeg EEpovpe povo Ta Pfacikd ypoupaTa,
Koota, téca ypopata EEpeig (...)

27 dev Eépet kav, 10 PAmeTe 101,

28 To maAedel, avtn ™ Ty Qopdel Lovpo, KagE Kot Tpaoivo,

29 aALG SEV TOL ‘PYETOL KATOL0 YPDLLOL

30 [T6ca, moca mepinov, 5; 20...

31 € TOpA g, 1e Tpokoreic Me mpokadeis va ota {NTNo® VoL LoV TOL TTELS TOL YPDLLOTOL
32 Ot Gvtpeg E€povpe LOVO TO Pacikd ypdOUHOTO EVIAEEL,

YU ovTO Ko £XOVUE KAVEL TN (o1 Hog EOKOAN,
OTIG ERPOAVIGELS TOV OUAS®Y TOS0GPAIPOV
&yovpe PaAet ta factkd ypouaTo

33 "Eyxeig 01 moté oyolaot va Aget,

34 ®, GTOV OY®VIOTIKO YDPO TOPa Pyaivel  opdda pe tnv epeavion A,
EVO 01 avTimalol TOVG GNIUEPD POPAVE TO XPDOUO ACTPO TOL TAYOV.
Kot Byaiver n mpaortn kdpta, elvar kokKivn, givor kitpivn, oyt eivon odmo pnio

35 Ot dvtpeg €yovpe GAla Tpdypoto TOV KAVOLUE OAOL,
0G TOVUE, Vo PACIKO YOPAKTNPIOTIKO TOV AVIPAOV Elvar OTL

36 TOTE OEV TETALE TO EGOPOVLYA LG

37 Ot yvvaikeg ta metdre, elote Akapdes, evtatel, PAETEIS TO E0CPOVYO, AEEL,
EEPaye, mam 0 meTdeL, 0 dvTpag To PAEmEL Kol AL,
Nrave Hovpo Kot Tdpa elval ykpt,

38 O, TOTE OeV ELY YKPL EGOPOLYO,

39 YOAGEL TO AGOTLYO,

40 nayoaivels yo va ‘pbet ota iolo.

41 Eyo &yo esopovya ta omoia £xovv 1060 peydreg TpOTEG

7oV dgv EEpm Toleg gtvan amd pHopa

42 Ko woteg Nrav eEapyng yo va A ta oo pov
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"Exo ecopovyo

7oV OAEG Ol LIKPEG TPOTEG EY0VV evbel Kot £xouv oynuaticst pio peydn tpdma
Agyv glvar esopovyo,
elval pivi eovoTa, devV T0 TETAW

K1 6yt amhd dev ta metdw, evtdéet,
eEAEYY® KO TOL oKOLTTIOWL Vi VoL Befotwbm

OT1 dgv T TETAEE M Yuvaiko Lov 1) 1) LEvaL LoV

[Toté dev Ba Eeydom Tov THVO OV EVimaa eKEtvn TN oTIYUn,
Nrav cav va amoKePaAilel Eva ecmdpovyo LoV,
&xovve mepdoet 10 xpovia, cag 1o opkilopon

Kot To Bopdipon kéOe Popd ToL TO POPA®
T, vopilete 611 10 METOEQ,
Eiote tpehot;

Noa 6og e Tdpa KATolo TPAYHOTE TOV KAVOLV Ol LATGO Ol AVIPES
Kot PEVA OEV OV OPEGOVVE.
Yndpyet évo Tpdrypo mTov moTed® OTL TPEMEL VAL OTAYOPEVTEL L VOUO, VTAEEL

Kot avtd givor To paryld, to speedo, To GATAKL

Topa eMAnvapac, pe t eovA tpiya (passes his hand through his core to show he has
body hair), ™ prdko mov eedyet £Tor (makes the movement of curving to show the
big belly),

dmlmvel Tdve and to speedo Kot anvel povo dvo apyidia va eaivovtor Agv
Ba ‘mpeme va Tov amacyoAel n avtictaon 6To vepod

Nta&et, dpa mpv Boutelg eicon kAT o’ TNV OUTPEA L £VOL TATEP KEPTEOAKLOL,
doe v avtiotaon, mdoe ™ PapvnTo Kahdtepa

Kot va cog mo tdpa 10 xe1p0TtepO TOL Hopel vo KAVEL £VOG LATCO AVTPOS Kot
TPOYLOTIKE OEV OVTEX®,

avtd glvar va Qovel N ovIpIK] KOAOYAPAdpa

H avtpum koloyopddpa kot WAG® YU’ ovTh T HEYOIAN KoAoyapddpa pe Tondi pov,
devV WAG® YU 0LTO IOV “YOVVE CLUTIEGTEL TO KOAOUEPLOL
KoL £Y0VV 0PN OEL [ YPOUUT, BEC VO TEPAGELS TIOTOTIKY] VO OE1G 0LV OOVAEVEL

MAdo yU avtd mov givarl opdyyt mov pumopet vo Umelg péca
Kol va YoOelg yio Tévte pHépeg.

Noa unv &€peig mov eicat, va Bpetg GAlovg avOpmmovg

oV pumnKav exel péca Kot £xovv yabet enionc.
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Yrapyet povo pio mepintwon mwov dEYOUAL TNV AVIPIKT KOAOYOPAdPOL,
Yo TV akpifeta ogv T € oL, TV OTOLTO.
Kot ovt n mepintmon ivat ov avtodg 0 Avpag Tov EXEL TNV KOAOXPAdpQL

etvat vOpavAKHC.

Yot GTOV VOPAVAIKO, AV OV OELG KOAOYOPASPOL,

dev EEpelg OG0 KAAOG LOPULALKOG Elval.

H koloyxapddpa 6Tov VOpavAkd

glva To mrvyio Tov,

Ot ywrpot to Balovv otov toiyo,

0 VIPAVAKOG TO BALEL OTOV KMAO TOV, £TGL HOVAEVEL.

Ao pUmel VOPOAVAIKOS GTO OTHTL GOG e TV POPLLO LEXPL EOD,
UMV TOV QPNGETE VO OKOVUTNGEL GOANVO, 0 VOPOALAIKOS Tov B cag PTidEet Ta
VOPOLAKE

Oec va gtvan EEKmAo TedelmC.

Episode 9—Kovdovvi-@ac, (Bell, Light switch)

1

10
11
12

Eyd pévo og po abnvaikn molvkotoikio kot 0o cog mw pepikd TpofAnparto.
To éva mpoPAnua mov €xet eivart 6TL dev EXOVUE ATOPAGIGEL

nooNv dpa Bo TATALE TO KOVUTL Y10 va 0voiEoVpE G KATOLO0V OV YTLTAEL KAT®.

[Mati vedpyovv katnyopieg avBpdnwv, evidiet, VITAPYEL O TGLYYOOVI S, VTAEEL, TOV
Kavelg eob amd kot unll Kot Kivel 0 AALOG omd TV

unlC, avtd NTOv, PINKEG 0V UINKeS, ot apyidwa pov. Tdco pedpa cov yoraAilm. No
npordfaves. No ‘Govva 6€ ETOYOTNTO.

Ev 10 peta&d to kovdoHivt givar £dd, n TOpTaL Elvarn ‘Kel
Kl gloot £TOOGC, o~ TTO- TTo- TATO, TATO KO TPEY®, TOTO KOl TPEXW

Metd éyeig Tov avtifeto TOmO Tov VoL 0 POVA YEVVOLOO®WPOG, VTAEEL,
€00 Kavelg urll Kot Kaver o GAAOG amd Thve

unClC kot avePaivels otov T€TapTo pE To TOO Kot okovg pmlLC
VIO GOV avolyEL TNV TOPTA

Kl €YeL TO ¥€PL TOL €M UrlLC

MITHKEZ;

Nat, eym kot 40 kKAEpTeg pmKape OA0L
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Tpitn katnyopia, 10 ¥ePdTEPO O’ GAOLE TOL £ivar 0 VTpAEp.
Av1dg 0ev yTumdetl £161

midver puouo,
vtaget, Kavelg eob prll Kot Kaver o GAAOG amd Tove

unCe, unll punll, pallunllunll, unll ki eoh mhvia TeTvyaivels ta (... ), TOP, TOPO
TOPO TOPO, TOTE

Kt 6tav pmaivelg péoa oty molvkartoikio vdpyovv TpofAnuata,

vt ot epyordfot giyave pio SOLAELL VO KAVOVVE, EVTAEEL;

Na dovve ToV Oa pmel To KOVUTL Y10, TO KOWOYPNOTO PMOS TOV d1adpOoV, VTAEEL,
eldave Tov 101Y0, £T01, AdEL0G, OAOG, TITOTO JEV EiYE,

ad€106, TEAEIMC, TOV Ty Kol TO PAAAVE;

AlmAo 6T0 KOVOOVVL

Axpag, £To1 Y10 va Byeig dvduiot n opa to Ppadv pebuspévog an’ To omitt Tov
¢@iAov cov, vo Beg va avoi&elg To e Tov d1adPOUoD

KOLL VOl TOTHGELS TO KOVAOVVL TNG YLOY1HG TOV UEVEL OITAM
va TG EENYNOELS Y10l LIGT) POl
OT1 dgv gloa 0 GaTavAg

Efvon Aeg kot 10 kdvove emnitndeg, TpaypaTIKA,
Aeg kL Mtave kel TP 0 epyOoAdPog KL Tave
A@evtiko, mo¥ va. BAA® To KOVUT Y10 TO KOWVOYPNGTO PG TOV S1dPOLOV;

®a cov Tw, Mntcdpa, Baito Kovtd 6To KOLdOHVL

T0 KOVTA pg, V' AKOVUTAEL, WYIT, KOl BAAE TO KOLOOVVL VO QOCPOPILEL Ol TO PMG.
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Appendix B
Transcript: Jim Gaffigan

Episode 1—My Trip to Sweden
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In Finland, in Finland, | was invited to take us on, | was also invited to go cross-
country skiing and all I could think is

Is fun illegal here?

What kind of antidepressant, do you have to be on
to enjoy cross-country skiing?

| can't believe cross-country skiing is

even a sport!

“Hey you know that awkward part (no laughter yet) in downhill skiing
where you're trying to get over to the lift?

“What if we just did that?”

Whoo! This is fun! And to turn around? You know what!
Don't turn around! Let's go across the country!

People who enjoy winter

seem mentally unstable. Right?

Some of those winter activities

should get you committed.

It's like, “Look, we love you, we're just worried. I mean, yesterday we caught you
walking through the woods

with tennis rackets tied to your feet

This morning we saw you

sweeping the frozen lake.

What's next? You sitting in a sled

being pulled by dogs? Get some help.”

Oh I did one of those genetic tests,

| was surprised to find out I'm all Asian.

You do learn things from those genetic tests like | discovered
| wasted a hundred bucks

They sent you information. Mine just said,

85



26
27
28
29

30
31
32

33
34

35
36
37
38
39
40

41
42

43
44
45
46
47

48
49
50

. Universiteit

“Dude, you're white. In fact you're very white. I hope you feel guilty.”

They didn't even break out my nationality. They just highlighted all the British isles.

They’re like,

“You're trash from here (mimics movement on showing in the map)
Wherever people need sunscreen”.

But what do we expect to learn from these genetic tests.
Like, “Oh my gosh! I'm related to my ancestors!”

We're only gonna find out bad news.
You see it in the commercials.

| thought I was Italian

but it ends up my great-grandma was a whore.
So | guess I'm Eastern European.

Sometimes people think I'm saying eastern Europeans are whores.
I am. No

My point is only good family news is passed along.

Like if your great grandfather was Abraham Lincoln,

you'd already know that

but if your great-grandfather was the town drunk (small laughter),
your grandpa's likely to go,

Uh | don't remember. (voice change) I think he worked in a bar.

| do know | have some Irish ancestry,
but apparently the Irish didn't keep great records because

well draw your own conclusion
Something tells me

they weren't busy sunbathing
I'm Irish, but I have blonde hair.

Supposedly, the only reason the Irish have blonde or red hair is because
the Vikings invaded, pillaged and

probably other stuff
Those Vikings, the Scandinavians, | don't know if you've been to Sweden,

it's like a whole country of Scarlett Johanssons
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51 If | was in Ireland at that time, | would have been
“Oh no some Viking ladies coming to pillage me.

52 I guess I'll hide on this bed covered in rose petals.
Hopefully she can help me put together that table."

53 My last name is Gaffigan,
54 which is Gaelic for “highly anxious”.
55 And, when I learned that, all I could feel was...

56 highly anxious.

57 I mean how anxious do you have to be for people to go,

58 “You should go with it as your name.”

59 “Why’s that? (mimics anxious movements).

60 “That's what we call you anyway.”

61 It does seem like some last names were chosen to impress, right?

You know someone's like, “You know what?
| want the ladies to know I'm successful,
so I’m gonna go with the last name,

62 Goldman
63 “Goldman. What are you going with?”
64 “Weiner”. I want the ladies to know I like hotdogs™.

65 You know where I'm from in Indiana,
there is a guy who owns an RV dealership and his name is

66 Tom Raper.

67 That's his name. And there are billboards.

68 “Come see Tom Raper.”

69 Now I don't know why we would let someone named Raper sell RVs.
70 They are essentially mobile crime scenes

71 If my last name were Raper, | wouldn't leave the house.
How do you even go out to dinner. “Party of two. Raper

72 Is there a Raper here?”
73 Are there family reunions?
74 “Are you a Raper? I'm a Raper.

75 Is this your son?
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76 He looks just like a Raper.
77 In Milwaukee, | stayed in a hotel named
78 The Fister

79 And obviously they were sensitive to it sounding weird
so they added a P at the front

80 S0 it was the Pfister.
81 Hey, it worked for Michelle Pfeiffer.

82 And that hotel was started by a man named Guido Pfister
who thought,

83 “My name's Guido Pfister, why don't I go into hospitality?”
84 Guido Pfister. His name sounds like an ethnic slur.

85 “Get out of here you Guido Pfister.
Go pfist somewhere else!”.

Episode 2—Are Brain Surgeons any good?

1 It's got to be hard to work in a hospital.
That hospital lighting...
Everyone looks sick in that hospital lighting.

2 | walked in they're like

3 We should get you to the ER.”

4 I’m just here to see my wife.

5 “Well you have jaundice. See, compared to... Oh my gosh! I
have jaundice, too! We all have jaundice!”

6 When my wife would nap, | would go to the cafeteria.
Hospitals have the most cutting-edge medical equipment

7 but they're still serving food like it's Shawshank Redemption.

8 How about selling an MRI machine and getting a pasta station?
“Jim, you're a monster.”

9 There's different sections in hospitals. T
here's the Emergency Room, the Intensive Care Unit.
Which sounds scary,

10 | don't know why anyone would want to stay anywhere

but the Intensive Care Unit.
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It kind of implies the rest of the hospitals like, “Look we care,

but we're not gonna be a spaz about it” “I get a phone call, I'm gonna take it, right?
We're like the Mediocre Care Unit.
Which is better than We Couldn't Care Less Unit. Those guys are horrible”.

It's wild. My wife was in surgery for ten hours and before the surgery, the surgeon
told me, he goes

“Half way through I'll probably stop and get lunch.” I don't need to know that.

Why even tell me that? (weaker laughter) Was he afraid | was gonna run into him in
the cafeteria?

“What are you doing here?!”
“I get these cravings. Those Snickers commercials are true.”

But he was a great brain surgeon. We learned later on that he's like the best. | don't
know how they determine the best brain surgeon.

You know maybe there's a competition. America's Got Tumors.
The best brain surgeon.

Isn't it enough that someone's a brain surgeon?
None of us could even get in med school.

A brain surgeon goes to medical school, afterwards specializes in neurology,
after that specializes in surgery of the brain, and we're like

“Yeah but are they any good?”
You know what they do with the bad brain surgeons?
They don't let them become brain surgeons

Can you imagine the pressure on a brain surgeon?
At no point during their work day can they say «“

Hey it ain't brain surgery” Cause it's always brain surgery!
“What’d you do at work honey?”

“Brain surgery!”

That's fun! You want some fruit?”

“Never!”

My wife had a... she had an amazing team of doctors.
She had the brain surgeons.
She also had an ear, nose and throat doctor

Ear, nose and throat, that kind of sounds like
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they didn't make the cut for brain surgeon.

“I want to be a brain surgeon.” “You know what?”
“Let's stick with the ears nose and throat.”

“You'd be better

with the things surrounding the brain”

“Can I have the eyes?” “You know what,

let's stick with the ears nose and throat.
We promised the eyes to the nerd at LensCrafters.”

Those ear nose and throat doctors, they must look at dentists and think, “Just teeth?

That's it, what about the tongue?”
“Not the tongue, just the teeth. I mostly scrape stuff off of teeth...”
while I listen to ‘80s music. I love Debbie Gibson.”

“You just work on teeth? Surgery on teeth?”
Oh I don't do the surgery, that's the orthodontist.

When you think about it, a dentist, they don't do the surgery, they don't even clean the

teeth. They're like, “You guys do everything and then

I’ll come in and jab them with a sharp object... while I listen to Debbie.”

Episode 7—The Truth About The Heat

1
2

© o0 N o o b

Lovely weather out there!

| prefer the cold to hot. I do. | know that's surprising looking at me
given that I look like a snowman.

But | prefer the cold you know? Last summer | was in Las Vegas.
It was 114 degrees. 114 degrees.

You can actually hear the sun at that point.

It didn't feel safe. | was, like,

“Are we supposed to be here?”

114 like you're never at a friend's house and “Warm in here.”

“Yeah, I set the thermostat to 114. That's how I like it. I'm part lizard.”
Thermostats don't even go up that high.

Meat thermometers do.
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I think God is just cooking people in Vegas. (mimicking cooking voice) “Ooh, that
one’s smoking. I love smoked meat”.

It was 114 degrees, which was shocking. But not as shocking as how casually Las
Vegas residents just went about their day in that heat. It was like... (mimics sun)

“Let's play frisbee”. “Time to walk the dog”
| was like,

Get inside!. The Earth is on fire!”
“Get inside and beg for God's forgiveness.
You've obviously angered him!”

That's why Vegas is called sin city,
it's the same temperature as hell.
| have a friend from Vegas. | told him it was 114. He goes, “That's nothin.”

I’'m like, “No, that's something”.
That's actually the temperature you boil water at.

He’s, like, “Tt's not that bad.”
“Not if you're makin’ Ramen.”

He’s like, “That's our summer” That's not summer. Summer is when you barbecue on
a grill,

not the sidewalk.

It's so weird to be places where summer is the enemy. | was, like, in the southwest,
they talk about summer

like it's an ex-lover they never want to see again. (weaker laughter). “We gotta get
outta here before summer gets here. Last year | couldn't leave my house when
summer was here.”

You ever notice the further north you go, the more obsessed people are with summer?
Like In February | was in Bangor, Maine, and everyone was talking about summer.
Everyone | met, they're like

You gotta come back during summer. You gotta come back.”

Which is a strange way to greet someone. “Hi how are you?”

“Come back later.”

And it was everyone. “You gotta come back during summer you gotta”
I’m, “Yeah but I'm here now.”

“Just make sure you come back”
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“I didn't want to come the first time.”
But I love how northern cities sell summer. Like, “Summer here’s unbelievable.

It's perfect for one twelfth of the year it's ideal. Otherwise it's a tundra filled with
alcoholism and depression. But for those 13 odd days it's worth it.”

Episode 8—My Trip to Japan
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I'm ignored at all health clubs like when I walk into a fitness area even in a hotel,
people always look at me like

“I didn't know they serve food here”.

The only people that approach me are personal trainers. They’re like, “You looking
for a personal trainer?” “Uh, no.”

“You should be.”

So I've gotten to the point if I'm approached by a personal trainer, | just act like
they're hitting on me. They're like, “Hey, how you doing?”

“I'm married.”
“Uh, I don't think you underst...”

“I understand perfectly! You want to get with me... but I'm taken so you can look but
no touchie”.

I mean, | wasn't in Japan just for stand-up,
| was also modeling. | wish that wasn't that funny.

Are you familiar with the Japanese toilet? The Japanese took the most disgusting
experience of human existence

and fixed it.

You leave a Japanese public restroom
cleaner than when you walked in.

You leave an American public restroom

with PTSD. your only thought is, “How can I forget that experience?
Is there alcohol nearby?”

The entire time | was in Japan | felt overweight.
Probably ‘cause I am overweight

but generally the Japanese are thin. | mean there are people that are overweight in
Japan.
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20 But not like in America. We're better at not being thin.
21 ‘cause if you get really fat in Japan,

22 they make you Sumo wrestle. They make their fat people fight each other...
To entertain the thin people!
And the fat people in Japan go along with it!

23 “Why am I doing this?” “It's prestigious.

24 Now you try and push that other fat ass out of the circle while try not to giggle. But
first throw on this giant diaper and put your hair in a bun. It's very dignified.”

25 The Japanese are quiet and polite.
26 They're like the opposite of my children.

27 I had my kids with me and they were always making loud noises. Occasionally |
would catch a Japanese person looking at my poorly behaved kids and then they
would look at me and I’d always say the same thing,

28 “We're Canadian”.

29 Of course we're not Canadian but...that is what some Americans do when they travel
internationally. They tell people they're Canadian which I think is cowardly. That's
why | always tell people I'm North Korean.

30 Then I get the respect I deserve!

31 How much attention does the country of North Korea need at this point? Every two
days North Korea is like,

32 “We're gonna blow up the world!”
33 Isn't there a part of you that's like,
34 “Then just do it.”

Episode 10—Why America is Better than the UK?

1 Like, the UK is not that different from the US. You know, if anything, you go over
there and it seems like British people are trying to be different from Americans.
They're like, “Oh you drive on the right side of the road then,

then we're going to drive on the left side of the road.
Oh you call your mother ‘mom’,
then we're gonna call ours...‘mum’.

Oh you call that a cookie.

oo o BAoWDN

Then we're not going to the dentist.”
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You know British people, they don't say “the” before “hospital”. You ever notice
that? They're like, “Hospital? I was feeling knackered so I went to hospital.”
Whenever they would do that, I'd say,

“Stop that. That's wrong and weird. Are you trying to sound like a polite caveman?”

And I had a friend from London. He was like, “What makes you think you're doing it
properly?” And I go

“‘Cause I'm American and we invented the English language”.

It was a pet peeve of mine. So | did some research. You know why British people
don't say “the” before “hospital”?

‘Cause they're dicks. “Jim!”

| know that sounds harsh but admit it! British people always talk to Americans like
we just walked into their jewelry store with two full bags of garbage.

“Ugh, may I help you? Are you lost?”” Oh ugh”
Obviously, I love the brits and | would never do those jokes
there.

| have been lucky enough to perform in the U.K. a couple times and one time | was
walking through Piccadilly Circus which, for the record,

is a horrible circus.

No | was walking through Piccadilly Circus and I saw they had an M&M store and it
looked at that M&M store and it just made me think of all the things the British have
given the Americans. Like our language, Shakespeare, the Magna Carta, and | looked
at the M&M store and | thought,

“Now we're even.”

When | looked at the M&M store, | wasn't even embarrassed to be American,
| was ashamed to be human

Sure I can buy M&Ms absolutely anywhere, but I like to buy in bulk...

in a pro M&M environment.”

Obviously, we don't need an M&M store. We don't even need different colored
M&Ms. They all taste the same.

They're just bits of chocolate shaped like Advil. With an M on it.
They're not even M&Ms.
They're Ms.

We don't do that with anything else. “You want some raisin and raisins?
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Go ahead, grab a handful of raisin and raisins!”

Episode 11—What do even know about Saints?
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Saint Patrick, Patron saint of Ireland. Every March 17th we honor St. Patrick
by getting wasted
St. Patrick could be up in heaven going,

“I don’t even drink, what are these people doing? I like their color blue, I made that
very clear. Can someone remind God I'm from Italy? | don't want to rock the boat
here but these Irish are degenerates”

Because they don't get to choose what they're the patron saint of, right? Like, Saint
Bonaventure, patron saying to bowel issues,

I'm not making that up.
Bowel issues, that... talk about a promotion you don't want.

Bonaventure’s in heaven, Saint Peter comes and goes, “Bonaventure, you're a saint”
Bonaventure is like, “Yes!, Yes!, am I the patron saint of scholars?”

“Not scholars”

“What am I the patron saint of?”
“Bowel issues”

“Bowel issues?” “Yeah, you know,

when someone's getting a colonoscopy or say they're sitting on the toilet with IBS or
explosive diarrhea and they're praying to God, well we don't want them praying
directly to God, so you would be like a conduit. That way God's not talking to
someone who's doing number two”

I'm not a good catholic, like, if there was a test for Catholics, | would fail.
But then again, most Catholics would fail
which is probably why there's not a test.

But since I'm catholic and I'm a comedian, | was asked to open for the Pope, when he
visited America and before you're impressed,

it didn't go well.
Like I opened for the pope but the pope wasn't sitting there like,
“ha, ha, ha”

| don't know how the pope laughs,
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hopefully not like Jabba the Hutt.

But I did 15 minutes of stand up and then the pope mobile drove into this outdoor
amphitheater space.

| opened for an automobile

I had to cut my honeymoon shorts so that | could perform at the lowa state fair where
| opened for Kyle Busch's NASCAR. Kyle Busch wasn't there,

just his car.

I did 15 minutes of stand up and then some stagehands pushed his number 18 on the
stage and audience members came up and got pictures with the car.

The car did better.

But | did open for the popemobile in Philadelphia. Philadelphia the city of brotherly
love and if you've been there,

you know they mean that sarcastically.

I love Philly but saying Philadelphia is the city of brotherly love is a little bit like
saying

Syria, a place for peace.

But I love Philly, I love, you know, I love the whole northeast. I'm from the Midwest
but I choose to live in the northeast because I love the energy and | love the fact that

everyone in the northeast is angry for absolutely no reason at all.
Furious! From Philadelphia to Boston,
pissed oOff.

“We're born with these inalienable rights we should have representation” but it was
the people in the northeast, in Boston they were like

“Screw it, dump all the tea in the habit. Those English are dicks, they don't say the
before hospital.
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