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Abstract

Humour, which is associated with amusement and laughter, is produced in comic
performances, particularly stand-up comedy; and Nigerian stand-up comedians (NSCs) use
language to evoke humour and correct social vices. Existing studies have conceptualised
humour, its use and sub-genres but have not given adequate attention to intentionality in
Nigerian stand-up joking contexts. This study, therefore, investigated humour strategies and
context in Nigerian stand-up comedy, in order to identify NSCs’ intentions and how_they e
realised in their performances.

Humour acts, a model, which combined insights from general theory of ve basbhumour,
multimodal theory, pragmatic acts, relevance, and contextual beliefs, was adcotcd as the
theoretical framework. Data were purposively collected from video corrpact ¢isc' 2cordings
of 28 routines of 16 male and three female NSCs in editions of Nite ¢:,a tho! sand laughs
and thecomedyberlusconi, which were produced between 2009 ar',2013."Tkis is to reflect
the gender composition of NSCs, focus on popular practising profussic «&',NSCs and avoid
analysing their repeated joking stories. The data were subjectsGo pre imatic analysis.

Humour strategies adopted by NSCs involved m@aipu.ting cultural assumptions,
stereotypes, representations, corresponding concepts and projecang personal beliefs. The
humour strategies included jokes, voicing, verbalfand nonverbal cues. NSCs’ jokes were
categorised into two: the physical appearance C.assfand the socio-political and cultural
situations class. NSCs presented jokes with cariiiana narticipants-in-the-joke voices. While
comic voice was used to articulate comic | mage, :omedians used participants-in-the-joke
voice to dissociate themselves from the “ctivity -in-the-joke. They articulated voicing
differently through code-switching, re, orted speech, mimicry and change in pitch. Female
NSCs favoured English as the matrix language of their narration, but male comedians
primarily used Nigerian Pidgisi. Verbal, cues in their jokes included joke utterance,
participants-in-the-joke, especiallysthe targets of jokes, and activity-in-the-joke. Two kinds
of nonverbal cues, physical axd proscdic, were found in NSCs’ performances. The physical
cues included gestures, ¥vnich ware categorised into iconic, deictic and metaphoric; posture,
which was primarily opeasticising, which connoted professionalism, costume or affiliation
with the audience:£ay ut/spac., which denoted NSCs’ superior conversational role; dance,
which mirrored, pa:tieipaits-in-the-joke actions; and pauses, which could be a transition-
relevance place pauschor a non-transition-relevance place pause. Prosody was used to
articulate ehmuilans’ attitudes and indicate different performance functions: a change in
pitch signalird a “Mange in voice, accents were used for emphasising comedians’ focus,
whereas™intoiation enhanced the textuality and musicality of narrations. The NSCs
operacnnalizec two contexts: context-in-the-joke and context-of-the-joke. The context-of-
the-;ake vansisted in assumptions shared with the audience like shared knowledge of code,
siareavituational knowledge, and shared cultural knowledge. By making mutually manifest
coatext-in-the-joke in  the context-of-the-joke, they instantiated humour acts like
connencement, teasing, eliciting, reinforcement, appraisal and informing, which bifurcated
I ito self-praising and self-denigrating.

Nigerian stand-up comedians consciously design their humour strategies towards building a
positive society. There is, therefore, the need to harness the views projected in the jokes of
Nigerian stand-up comedians for national development.

Keywords:  Nigerian stand-up comedy, Humour acts, Humour strategies, Jokes

Word count: 480



Acknowledgements

This study is a product of immeasurable contributions from mentors, friends and
family, all of whom are too numerous to mention. That | was able to generate the idea of this
thesis and develop it was because | was coached by great teachers and researchers. | am
profoundly grateful to all of them. I commend them for helping me to generate e
inspiration for this study.

Specifically, | like to appreciate all the efforts of my thesis supervicor, 2: A.B.
Sunday, who encouraged me to adopt an approach which has not been uscu namy discipline.
| am indebted to him for choosing to supervise my doctoral thesis. Hicydead ines became
lifelines that made me to complete this work within the minimur., su.wated period. | am
also indebted to Dr M.T. Lamidi, my second degree disserition: supervisor, for being
available each time I went to him, and, Prof. Akin Odeb&ami, ~ho suggested some theories
which | found beneficial to this study. Drs M.A. A'o and O.R. Jegede also gave insightful
comments which were helpful for the study; my grautude goes to them. | am grateful to
Prof. E.B. Omobowale, the Head of Depa‘imenc of inglish, for the encouragement and
counsel | received from him during the peric,of m/ stay as a student in the department. Dr
Ayo Osisanwo is another member of the department who is highly appreciated for his
comments on this thesis. | riust meriion Dr Doyin Aguoru, the departmental PG
coordinator, for her contribwtions tca. | am grateful to Profs. Ayo Ogunsiji, Obododimma
Oha, and Ayo Kehinde, for theirsincere concerns for the progress of this study.

| want to exuess appr: ciation to the Board of University of Ibadan Postgraduate
School for grantingysic @ Ul Postgraduate School Teaching and Research Award. The
award fast-tra kes"my swudy and helped me to focus on writing my thesis. In line with this, I
am grateful “o Prefe.B. Omobowale and Dr A.B. Sunday for always signing my claims
formGoroniptt s The two contributed to my getting the award renewed by giving positive
asseasmeitts on my performance in the first year of the award.

.ne reinforcements of my family, my dad, mum and siblings have been ceaseless. |
appreciate all the support they gave me in the line of my studies. Particularly, 1 must
aention my wife, who has been very patient with me. Your warm support is always
cherished. My baby too, who came at the destined time, made completing this research more
desirable. | am most grateful to my sister, Mrs Aiyegbusi, for providing me with
accommodation and food for the period of my postgraduate studies. My parents never cease

to pray for my success; the completion of my study is a testament of their answered prayers.



I must mention Dr Tomi Adeoti, a sister and colleague, whose contributions helped to refine
my theoretical model and who helped in editing the thesis.

Prof. S.T. Babatunde of the Department of English, University of llorin is another
individual who contributed enormously to the progress of my research. He made lots of
inputs to this study. I am also grateful for his counsel. In addition, the contribution &f Dr
Felix Ogoanah of the Department of English and Literary Studies, University off Jenin i
highly appreciated. Dr Ogoanah kindly gave me access to his library. The jeurnal ardcles
and most of the texts that were reviewed in this thesis were provided by him. M : aGlleagues
and friends, Melefa Moses, Mayowa Ogunkunle, Tope Ajayi and Al¢n Tellc arc likewise
appreciated for sharing ideas with me and showing me the blindesnots ovymy reasoning. |
thank Charles lyoha, who helped in reading some chapters of this th<sis. | am grateful to
other colleagues who also supported me for their spirit of canarz dciie.

Last and most importantly, 1 am grateful to God, tris,owiai of the spirit of man, who
gives wisdom, knowledge and understanding, for enabling nie with all 1 needed for this
thesis. My inmost thankfulness goes to Christsmv sa “tour, for His mercy and grace. And to

the Holy Spirit, | am grateful for His inspira_on.

1.0O. Filani,

March, 2016.



Certification

I certify that this work was carried out by Mr. 1.0 Filani in the Department of English,
University of Ibadan, under my supervision

Dr A.B. Su

Vi



TABLE OF CONTENTS

Title Page
Dedication
Abstract
Acknowledgements
Certification
Table of Contents
Transcription Conventions
List of Tables and Figures
List of Plates
CHAPTER ONE: GENERAL INTRODUCTION
1.1 Background to the study
1.2 Statement of the problem
1.3 Aim and objectives of the study
1.4 Significance of the study
1.5 An overview of stand-up comedy
1.6 The Nigerian stand-up comedy
1.7 Summary
CHAPTER TWO: REVIE®™N OF r 'SLEVANT LITERATURE
2.0 Introduction
2.1 Classification of<iamour
2.2 Taxonomy af huxour weeories
2.2.1 \esncongiuity theory
2.2.2'The superiority theory
2.2.5T = relief theory
2.3 Linguiatic theories of humour
<.3.1 Semantic script theory of humour (SSTH)
2.3.1.1 The pragmatic aspect of SSTH
2.3.1.2 Criticisms of SSTH
2.3.2 General theory of verbal humour (GTVH)
2.3.2.1 Criticisms of the GTVH
2.4 Jokes

2.5 Functional studies on jokes

vii

iii
iV

Vi

xii

Xiii

© o1 o0 B~ W - -

17
17
17
17
18
20
21
22
22
25
26
27
28
29
31



2.6 Conversation joke-telling and stand-up joke-telling
2.6 Joke performance in stand-up comedy
2.8 Timing in joke performance
2.9 Studies on Nigerian stand-up comedy
2.10 Theoretical orientations
2.10.1 Relevance theory (RT)
2.10.1.1 RT approaches to humour
2.10.2 Mey’s pragmatic acts theory
2.10.3 Context
2.11 Theoretical model: humour acts
2.12 Aspects of humour acts
2.12.1 Layer A: Context-in-the-joke
2.12.1.1 The joke utterance
2.12.1.2 The participants-in-the-joks
2.12.1.3 The activity-in-the-joks
2.12.1.4 Conversational acts
2.12.1.5 Prosodic cues
2.12.1.6 Physical ace
2.12.1.7 Voice
2.12.2 Layer B: Conte.it-of-therjoke
2.12.2.1 " hea'warec cultural knowledge
2.17.2.2, The shired situational knowledge
_.12.2:2,The shared knowledge of code
2.12.3 L ver G Encyclopaedic knowledge
2.13 Semamar
CHAFTER THREE: METHODOLOGY
2.0 Inwoduction
3.2 Research design
« 2 Data collection
3.3 Sampling size and technique
3.4 Method of data analysis

viii

32
33
36
37
40

41
25
“5
47
50
50
51
51
53
53
54
54
55
56
56
57
57
58
59
60
60
60
60
61
63



CHAPTER FOUR: NARRATIVE ASPECTS OF THE SAMPLED
NIGERIAN STAND-UP PERFORMANCES
4.0 Introduction
4.1 The use of voicing
4.1.1 Code selection and code switching in Nigerian stand-up
Performances
4.1.2 The use of mimicry
4.1.3 The use of reported speech
4.2 Conversational acts
4.2.1 The use of pauses
4.2.2 Prosodic cues
4.2.2.1 The use of pitch
4.2.2.2 The use of accent
4.2.2.3 The use of intonation
4.3 Nonverbal cues
4.3.1 The comedians’ attires
4.3.2 Layout and space utilisati¢n
4.3.3 Adoption of dancing
4.3.4 Posture: comediaz’ s™hody position on stage
4.3.5 Gaze
4.3.6 Gestures
4.4 Towards a clasaific: tion of/jokes in Nigerian stand-up comedy
4.5 Summary
CHAPTEF FIv=: HUJMOUR STRATEGIES IN THE SELECTED
NIGER!AN S TAND-UP COMEDY PERFORMANCES
5.0 Intaduction
5.1 Prudicting interpretive steps
5.2, Employing conflicting assumptions in joke performances
+ 3 Comparing, contrasting and extending corresponding concepts
and referring expressions
5.4 Referring to assumptions from previous discourse(s)
5.5 Joking with shared cultural beliefs

5.5.1 Manipulating shared cultural representations

64
64
64

105
115
118
122
127
129

130
130
130
131

137
145
150
152



5.5.2 Distorting collective knowledge of people,
social events and situations
5.5.3 Strengthening and/or contradicting stereotypes
5.5.4 Projecting personal beliefs
5.6 Summary
CHAPTER SIX: HUMOUR ACTS IN THE SELECTED
NIGERIAN STAND-UP COMEDY PERFORMANCES
6.0 Introduction
6.2 Analysis of humour acts
6.2.1 Commencement acts in stand-up comedy performancas
6.2.2 Informing acts in stand-up comedy performances
6.2.2.1 Denigrating acts in stand-up comedy . arfr iiances
6.2.2.2 Self-praising acts in stand-up comea i0eri 2 nances
6.2.3 Eliciting acts in stand-up comedy performances
6.2.4 Teasing acts in stand-up comedy narfori. ances
6.2.5 Appraisal acts in stand-up com! dy pen rmances
6.2.6 Reinforcement acts in starid-up co.mady performances
6.3 Summary
CHAPTER SEVEN: CONCKUZION AND RECOMMENDATIONS
7.0 Introduction
7.1 Summary of the stuc ¢
7.2 Findings and c<ntriutions‘cnowledge
7.3 Suggestiops for tu e studies
References¢

Discogranhy

154
158
160
162

163
103
_63
163
166
168
172
175
180
183
187
190
191
191
191
191
193
194
203



(p)
(P)

(1344

(AL)
(AC)
(CL)
(AS)

(AR)

Transcription conventions

Prominent raising intonation

Prominent falling intonation

Higher Pitch

Lower Pitch

Non-transition-relevance place pause
Transition-relevance-place pause

Denotes utterances adduced to participants-in-the-joke
Pause less than a second

Accent or emphasis. When there is more than,one, it cianities the degree of the
emphasis

Overlaps

Length

Audience laugh

Audience clap

Comedian laughs

Audience shed

Audiende repi

false atte. a0t 4« the utterance
Inwesou ative utterance

Denlarative utterance

1%t unclear and unable to transcribe

/

line boundary in the translations

Source: The researcher

Xi



List of tables and figures

Table 1: Attardo’s classification of humour theories 18

Table 2: Presentation of comedians’ appearances 62

Figure 1: Humour acts model 50
Figure 2: Classification of jokes in Nigerian stand-up comedy 1

Xii



Plate 4.1
Plate 4.2
Plate 4.3
Plate 4.4
Plate 4.5
Plate 4.6
Plate 4.7
Plate 4.8
Plate 4.9
Plate 4.10
Plate 4.11
Plate 4.12
Plate 4.13
Plate 4.14
Plate 4.14
Plate 4.15
Plate 4.16
Plate 4.18
Plate 4.19
Plate 4.20
Plate 4.21
Plate 4.22
Plate 4.23

Plate 4.24
Plate 4.25
Plate 4.26
Plate 4.27
Plate 4.28
Plate.4..2
Plaie 4.0
s
Plai 4.32
I late 4.33
Plate 4.34
Plate 4.35
Plate 4.36
Plate 4.37
Plate 4.38

List of plates

AY portraying D’banj

AY portraying D’ban;j Il

AY portraying Chris Oyakilome
AY portraying Chris Oyakilome II
Comedian’s manner of dressing
Comedian’s manner of dressing II
Costume in I Go Dye’s performance
| Go Dye removing his sunglasses

| Go Dye using his necklace as a prop
Princess appearance on stage

Bovi’s appearance on stage
Performance layout

Performance layout Il

The use of spotlight

The use of coloured light

The use of spotlight I1

The use of borderlights
Funnybones’ use of stage laygut
Funnybones’ use of stage lay. ut Il
Funnybones’ use of stage layou. ™%
Funnybones’ use of stage layout IV
Gordons’ use of rirformartiye layout
Gordons’ use 0. peiarmance layout 11

Gordons’ zse o1 performance layout 111

Princess Gareinginto the stage

Prii zess facusing on her dance

Princessfacing the audience while dancing

Piiacess adoption of Alanta dance
Orincess intensifying her Alanta dance

Princess focusing on the audience while performing Alanta dance
Basketmouth mimicking the dance steps of his target
Basketmouth intensifying the mimicry of his target

Basketmouth intensifying the mimicry of his target Il
Basketmouth intensifying the mimicry of his target 11l

AY mimicking the dancing steps of Raskimono

AY mimicking the dancing steps of Raskimono I1

AY mimicking the dancing steps of Chris Okotie

AY mimicking the dancing steps of Chris Okotie 11

xiii

74
74
75
75
90
9¢
91

)2
94
94
96
96
98
98
99
99
101
102
102
103
103
104

104
106
106
107
107
108
108
109
109
110
110
112
113
113
114



Plate 4.39
Plate 4.40
Plate 4.41
Plate 4.42
Plate 4.43
Plate 4.44

Plate 4.45
Plate 4.46
Plate 4.47
Plate 4.48
Plate 4.49
Plate 4.50
Plate 4.51
Plate 4.52
Plate 4.53
Plate 4.54
Plate 4.55
Plate 4.56
Plate 4.57
Plate 4.58
Plate 5.1

Plate 5.2

Plate 5.3

Plate 5o

Plate 5.5

AY mimicking the dancing steps of Alex O
AY mimicking the dancing steps of Alex O Il
Open posture adopted by Bovi

Open posture adopted by Seyilaw

Gordons mirroring the postural stance of a participant-in-the-joke

Gordons mirroring the postural stance
of a participant-in-the-joke II
Funnybones with inviting posture

Basketmouth focusing his gaze on the stage

Basketmouth focusing his gaze on his gesticulationg

Basketmouth focusing his gaze on his audience
Bovi gazing at the audience to his left

Bovi gazing at the audience opposite him

Bovi gazing at the audience to his rignt

Iconic gesture

Concrete pointing in Princew II’s per brmance
Concrete pointing in Batketmou.»'¢ performance
Metaphoric gesture,i.."=a dons’ performance
Metaphoric gesturyin Gordons’ performance 11
Bovi gawking

Basketmd tthagawking

Yorage: t Land’ord’s dressing

Helen aul’s appearance on stage

1 :len Paul’s appearance on stage II

Helen Paul removing her “packaging”

relen Paul without her wig

Xiv

114
115
116
116
117

117
118
219
119
120
121
121
122
123
124
124
126
126
127
127
135
140
140
141
141



CHAPTER ONE
GENERAL INTRODUCTION
1.1  Background to the study

Humour is part of human cultural universals and it is a condition for humanicy
(Oring, 2003). Schwarz (2010: 8) asserts that humour “represents a central asp.ct of
our everyday conversations and it is a general fact that all humans naturally® asticipac:
in humorous speech and behaviour”. Bilig (2005) notes that humour.is an"i#nately
intricate phenomenon that plays a central and necessary part in socia. life.

Scholars usually associate humour with laughter, gaiety. wairth, ai?"reelings of
happiness (Berger 1995). To Roventa-Frumusani (1986), as:nhotec iy Attardo (1994), a
text is humorous if its perlocutionary effect is laughter. Naarsove s, Attardo (2011:135)
opines that “the term humour has emerged as techrizal “im to be intended as
covering anything that is (or maybe) perceived{s furny, amusing or laughable.”

Some scholars have argued against*Geing woughter as a determining factor for
humour because it is difficult to always g n dowr laughter to humour (Attardo, 1994).
Laughter may signify different me nings acpending on the culture. Attardo (1994)
calls for a cautious use of laug'iter & a prerequisite for humour and following Raskin
(1985), he advocates the uce ¢ihumour competence (Raskin adopted the Generative
Linguistics’ notion of sompitence) as a criterion for defining humour. To Attardo and
Raskin, what is humcawgiiCawvhat the native speakers of a language take as humorous.

Using te c-nerative notion of competence to define humour limits the
applicatiopfof suclidefinition to only monolingual and mono-cultural societies, since
the term con.eterCe in Generative Linguistics denotes the intuitive knowledge of a
nativausneaer. It implies that humour takes place only in native speakers’ contexts,
and 'so, in order to define it, we must look into only what native speakers take as
huriarous. However, humour occurs in cross cultural and multilingual societies, where
aterlocutors have different cultures, languages and might even be multilingual. Thus,
the use of only Generative Linguistics’ notion of competence may not cater for
humorous texts that are generated in a multicultural society like Nigeria. Besides,
humour is not just intuitive, as Lin and Tan (2010) have noted, it is socially generated.
It can thus be found in a situation where interlocutors may not actually share the same

first language competence.



The concept of humour has been reviewed in the preceding paragraphs because
the goal of this study is to examine the use of humour in Nigerian stand-up comedy.
Stand-up comedy is a genre of popular culture, where humour is produced by stand-up
comedians and consumed by the audience. For the purpose of this study, Attardo’s
(2011) concept of humour will be adopted. Thus, a humorous text will be taken a®a
text which is seen as humorous in the context of its production.

The study of humour cuts across different disciplines like p*ilosopri:
psychology, sociology, linguistics, literature and anthropology (Dynel, z303J). in
language studies, scholars have approached humour from the linglustic pcrspective.
Schwarz (2010) opines that the study of humour occupies @2, impG.taric place in
research in English linguistics, and as Attardo (1994) has_showa.singuistic theories
and approaches have been applied to the phenomenon oihur.Sor. a addition, the use
of humour in human interactions has been examined Iiseveis. aspects of linguistics
studies such as cognitive linguistics (Berge®i and Binsted, 2003), and applied
linguistics, especially conversational analvsis, (Sa ks, 1972 and 1978; Tannen, 2005;
Andrew, 2012; Pan, 2012; Matsumoto, ('009; a. d Knight, 2008), language learning
(Lovorn, 2008), gender (Holmes, 2006; SowCr and Unger, 1997), and translation
studies (Vandaele, 2010; Jabbari“end Ravizi, 2012). The main focus in these linguistic
studies is to examine how h4ricaur is derived from language and most especially, from
jokes. These studies also vixamine the social functions of jokes in conversations, for
instance, gender dimenaiansvin the use of jokes, significance of jokes in
communication/:xci anges<nd relevance of jokes to language teaching.

Raslin (1¢25), drawing from cognitive notion of scripts and generative
grammat, pisentssa new approach to the semantics of humour (Attardo, 2011).
Rasiiin (1£35) proposes that a linguistic approach to humour is an instance of applied
lingJistics. Kaskin’s argument, according to Attardo (1994: 16) is that the “problems
t0 w2 soived should come from the field of humour, whereas the methodology and
avaluation should come from linguistics.” Linguists are interested in humour because
it is primarily expressed through language, and just like language, it is embedded with
meaning. Also, since humans engage in conversations which often include the use of
humour, it is necessary for linguists who are interested in conversational analysis to
investigate how humour is used and the purposes it serves in conversations. Besides,
users of humorous utterances do have implicit and/or explicit intentions for their use

of humorous utterances, hence, there is need to investigate the pragmatic force of such
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language use. This study attempts to carry out a linguistic approach to the study of
humour, which is generated from Nigerian stand-up comedy. The genre of Nigerian
stand-up comedy was chosen because it readily provided humorous texts for analysis
and a situation where an interaction between participants, the stand-up comedians and

the audiences, was taking place.

1.2  Statement of the problem

Previous linguistic studies of humour have focused on canned jc'«s and
conversational joking, leaving out instances humour performaice like  stand-up

comedy. Giinther (2003:1) observes that “linguistic analyses of { wsour Ly'e generally

been based on prepared material (texts, canned jokes) ans'=ntros rection”. According

to Giinther (2003), several linguistic studies on humeur a2 sub 2ctive since they are

based on eclectic collections of anecdotal data and curpora focused on narrow

selections of conversational contexts. Giinther \20%53) also notes that these linguistic

studies are carried out within the structy alist 1.amework and are scarcely discussed
from the perspective of actual use.

Schwarz (2010:9) corrcharacs Giinther’s assertions by noting that, though

“various researchers have fca't with specific categories of humour and have either
developed humour theorici,or malified existing theories... only scant attention has
been paid to researcl .ons*ant up comedy.” The observations that stand-up comedy
has not been eiveri a prerer attention in linguistic approaches to humour is true,
because evali in A tardo’s (1994) Linguistic Theories of Humor, stand-up comedy is
not mentionuy as cne of the genres of humour nor is any academic study on stand-up
comady re viewed. Besides, linguistic studies on humour have concentrated on only
amu auity-uased jokes (for example, Giora, 1991; Raskin, 1985; and Lew, 1997).

m addition, most linguistic studies of jokes do not view jokes as having
narticular pragmatic functions or performing specific acts; perhaps, because scholars
have concentrated on investigating only the structure of jokes and have formulated
their theories without considering the context and content of the jokes. For instance,
Richie (2004) does not involve the consideration of joking contexts in the analysis of
jokes, even though the study recognises that jokes are culturally oriented. Jokes
certainly have messages which they convey whenever they are used. Participants

adopt jokes to indicate their intentions in any communication exchange.
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Moreover, linguistic studies on humour have focused only on jokes generated
from native speakers’ contexts leaving out humorous texts which are generated in
multilingual contexts like Nigeria. Adetunji (2013) observes that linguistic
investigation of stand-up comedy performances have been limited to only native
English contexts. Although there are studies that compare humour across cultures (far
instance, Katamaya 2008), most of the linguistic scholarships on stand-up come? vwar2
based on analysis of performances from America and the UK.

From the preceding paragraphs, it can be deduced that the genre of :tznd-up
comedy, most especially Nigerian stand-up comedy, has been neg! cted ir. linguistic
studies. The observations identified above serve as impetus faathis stedve Since the
previous studies have not examined stand-up comedians’_interiiglis i their joking
contexts, this study describes stand-up comedians’ intCitio.s0a their performances

and the strategies that are used to actualise such intentiG.s.

1.3 Aim and objectives of the study

The aim of this study is to idntify ¢xd explain how Nigerian stand-up
comedians actualise their intentior: in the “¢Citexts of their joke performance. All
humans use language but how !aiigea e is used and what it is used for differ from one
context to another. In sirilics, way, language use in Nigerian stand-up comedy
performance differs from!language use in any other context. Nigerian stand-up
comedians play witl, lamguage and use it to portray the prevailing socio-cultural
situations in thiz ceuntrywwhile amusing their audience. The following were the

specific obicctives of the study:

I to uarcribe the humour acts in the performances of jokes by Nigerian
< and-up comedians;

ii. to explore the humour strategies employed by Nigerian stand-up
comedians in their performances;

iii. to examine how Nigerian stand-up comedians employ nonverbal cues like
gesture, posture, dance and costume for the purpose of their performances;

iv. to investigate how Nigerian stand-up comedians articulate voicing for the
narration of jokes;

V. to describe the contexts deployed by Nigerian stand-up comedians in the

performance of their jokes.



1.4 Significance of the study

This study will help readers to understand how Nigerian stand-up comedians
realise their intentions in the context of their performances. The study investigates,
primarily, the humour acts and strategies, in the performances of jokes by Nigerian
stand-up comedians. Thus, it will contribute to the existing body of knowledge on how
humour is instantiated in stand-up comedy performances. Specifically, it will W2lp
readers to know how Nigerian stand-up comedians use language and othe: ser: iatic
means to elicit laughter in their performances. The study will also pra%iae “afo. mation
to other researchers who are interested in studies related to this.

The study will be relevant to stand-up comedians and inG viuca's who desire to
become stand-up comedians. This study will help stand-u cc medi ns to see how their
trade is conceptualised theoretically from the linguiCtic prspe.tive. For those who
desire to be stand-up comedians, it will provide i*ustratioi..of how they could perform
jokes since it presents analysis of samples of peiriartiances.

Besides, by adopting pragmatic/princiles o analyse humour in Nigerian
stand-up comedy performances, this stuiv upierscores how Nigerian comedians
reflect in their joking stories the rea ities of their country. Therefore, it pinpoints the

social relevance of stand-up amedy ir\igeria.

1.5  Anoverview of sta.d-up comedy

The term s&nd-up ¢ medy refers to a genre of entertainment in which a
performer stands i« ot of an audience, presents to them funny utterances and also
behaves_.iria funny way. The performer is also known as a comic, stand-up comic,
stand-up “omeciun or stand-up (Ayakoroma, 2013). Schwarz (2010:17) describes
staad-up ¢atredians as

individual performers who plant themselves in front of their
listeners with their microphones and start telling a succession of
funny stories, one-liners or short jokes, and anecdotes, which are
often called ‘bits’, in order to make their audience laugh. The
humourists’ personalities, their interaction with the audience and
their ability to spontaneously react to heckling are crucial aspects
for successful stand-up comedy.

Mintz (1985:71) defines stand-up comedy performance as “an encounter

between a single standing performer behaving comically and/or saying funny things to



an audience.” Mintz (1985) argues that it is the purest form of public communication
that performs the same social and cultural roles in every known society. He also argues
that stand-up comedy is the oldest, most universal, basic and deeply significant form of
humorous expression, apart from spontaneous joking. Mintz notes that its roots are
intertwined with rites, rituals and dramatic experience; and argue that the scope®af
stand-up comedy performance includes seated storytellers, other < ¢mic
characterisations that employ costume, sitcoms and motifs with dramatic yahicles.
the same way, Mcllvenny, Mettovaara and Tapio (1993:239) assert that' stind-up
comedy performance is “a live comedy show” that “can be best desc 1bed as coisisting
of a rich interaction between a comedian and audience, in whish the camdidian’s talk
and the variety of audience responses are intricately interwoven.”

To Greenbaum (1999), stand-up comedy is a rhetcricz."ciscourse which strives
not only to entertain but also to persuade people. The tameciatis are successful when
they persuade the audience to see the wor!a through tneir comic vision. Also,
Mcllvenny, Mettovaara and Tapio (1993:22%) de.=ribe stand-up comedy as “a rather
strange and precarious line of work in v hich tc succeed one must routinely win the
attention, approval and laughter of a'large asowoly of people.”

These descriptions and sicfirifions of stand-up comedy performance point to it
as a genre of humour, assa “arm of entertainment, and as an instance of cultural
rhetoric and symbolism. wimon (2000) alludes to the socio-cultural significance of
stand-up comedy an ' oiwas a“cultural analysis of the genre. Limon sees stand-up
comedy perforzianc: as_r#urely abjection. He adopts the term abjection to mean
“abasement’, “gr¢ elling prostration” and “a psychic worrying of those aspects of
oneself (hat'<ie cannot be rid of, that seem, but are not quite, alienable, for example,
bloed, uri1 2, faces, nails and the corpse” (p. 4). His notion of abjection is taken as
whaicannou be subjected to one and at the same time, what one cannot object to. By
thicy, Lirion (2000) draws attention to the contents of stand-up comedy performances
as containing those things the society has taken as debasing, dirty or profane and
should not be the subject of public discourse. Such topics are usually due to cultural
stereotypes and social beliefs, but they form the basis of humour in stand-up comedy
performances.

On the etymology of the word, Limon (2000) notes that the term stand-up
comedy came into existence in 1966. Scholars have however traced its origin to

several years before 1966. Ayakoroma (2013) observes that stand-up comedy genre
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can be traced to 1800s. A common suggestion for the origin of stand-up performance
is that it is an offshoot of theatrical performances like burlesque, vaudeville, and other
jesting or comic performances.

Double (2005) observes that the work of jesters, commedia dell’arte,
Shakespearean clowns, British music hall comedians and American vaudevi'le
entertainers instigate the development of stand-up comedy. Mintz (1985) empi ‘simas
the connection of stand-up comedy with the commedia dell’arte trougms in e
sixteenth and seventeenth centuries. He notes that these entertainers mak2suse of
characters that employ spontaneous, uncomplicated performances ¢ad sim; le stories,
such that even uneducated audiences could follow them.

Likewise, Schwarz (2010:18) asserts that “in America, thC earliest form of
stand-up comedy had its roots in vaudeville, which firstCtart2 &0s e>minstrel or variety
show. White comedians painting their faces black and tarted, o perform by speaking
and singing in black dialects.” Schwarz (2010, further nowes that the minstrel show
developed into American vaudeville towarda;the v 2d of the nineteenth century. At the
start of the twentieth century, Americi1 humcurists performed popular genres of
American entertainment before turning u.wis™ attention to stand-up comedy. The
adoption of radio shows causeG™aso cline in the vaudeville theatre, because people
could listen to performancss an the radio without paying for them in the theatres.
Because the vaudeville pciformers focused on every day matters in their personal
lives, they were able toattrace and sustain the audience interest. They also offered
privileges to stziid-tp comidians to achieve popularity. At this early stage, stand-up
was informal ana nermeated with dark humour, sarcasm and satire. Further still,
SchwarZ (2U71)) observes that Lenny Bruce, a stand-up comedian notorious for his
bristsmant 2r of speaking, foul language and engaging of taboo areas, largely influence
the yenre. because of him, it is normal in stand-up comedy to overtly engage taboo
topss during performances. Because of Lenny Bruce, obscene and vulgar subjects like
drugs, sex, violence and racism are very common in stand-up comedy practices.

The 1960s and 1970s witnessed a turnaround in the development of stand-up
comedy (Double, 2005; Schwarz, 2010; Ayakoroma, 2013). During this period, a
number of comedy clubs were opened and the number of stand-up comedians
increased. According to Schwarz (2010:20), “the first comedy club worldwide was
opened in Sheepshead Bay, New York, in 1962.” The comedy clubs were avenues

where the comedians practise their arts, and through which they became so popular to
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the extent that attendance of performances outgrew the capacity of the clubs. The
comedians, therefore, began to perform in stadia and amphitheatres, and more people
became interested in the genre. Comedians like Richard Pryor, George Carlin, Steve
Martin, Bill Cosby, Robert Klein, Jerry Seinfeld, Richard Lewis, Larry David, David
Letterman and some others became famous through the art of stand-up practize
(Schwarz, 2010; and Ayakoroma, 2013).

Ayakoroma (2013) remarks that the new stand-up comedians werg  aster a.d
looser while performing. Some of them, like Robert Klein and Jerry Seinfelc. »shered
in a fresh style of observational comedy. Their observational come<v was 1 aae up of
materials based on everyday life and which were assessableata the “yusiences. He
further states that the proliferation of comedy clubs exposel 4uaiences to new
comedians and provided new opportunities for the upcori:ng..oimec:ans.

Both Schwarz (2010) and Double (2005) repert thiaty in Great Britain, the
development of stand-up comedy is similar to<vhat is obtainable in the USA. It was
carried out in huge music halls where muaic po-formers entertained working class
audiences. The music performances we 2 chare sterised by songs which were often
comic. With time, the performance¢ evolve 0 the contemporary stand-up comedy
style in which performers pressiitasi ) series of jokes. From the 1960s, famous clubs
were established. The entertuniiment in triese clubs began to boom and more clubs were
established, for instance, “he Bausy Variety Club was established in Yorkshire in
1967. More stand-up comadlians came from the British folk music clubs, where stand-
up comedy was‘oec minggiiore conversational. In 1979, Peter Rosengard opened the
first Amerisun-sty: . stand-up comedy club in London, the Comedy Store, in which the
most succesc Ul comedians of the country in the 1980s began their careers. With the
clukm, Britizh stand-up comedy spread all over the country, and predominantly political
huri.aur doriinated this geographic genre of stand-up comedy (Schwarz, 2010).

Another contributing factor to the development of stand-up comedy is the
amployment of the broadcast media to popularise the art. According to Ayakoroma
(2013), the television played a vital role in sustaining the genre. Similarly, Schwarz
(2010:20-21) asserts that “television had developed into a real comedy market place
and increased the popularity of numerous stand-up comedians.” For instance, Saturday
Night Live which premiered in 1975 gave many stand-up comedians like Carlin, Pryor
and Martin a ninety minute national showcase. Also, in the 1980s, sitcoms and other

television shows made a number of comedians like George Carlin, Dennis Miller,
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Robin Williams, Eddie Murphy, Jerry Seinfeld and Billy Crystal very popular. An
example of such sitcom is The Cosby Show by Bill Cosby which aired in the 1980s
(Schwarz, 2010; Ayakoroma, 2013). Similarly, in Great Britain, stand-up comedians
adopted the television and radio to popularise their acts. Bernard Manning, Stan
Boardman, Frank Carson and Bobby Thomas became prominent through televisian
shows like The Wheeltappers and Shunters Social Club (Schwarz, 2010).

1.6 The Nigerian stand-up comedy

As stated by Ayakoroma (2013), the commencement of<:tand-u,, comedy
performance in Nigeria can be traced to late 1980s when Ali B&aa (Allevi Atunyota
Akporobomeeriere) performed jokes as a student of and in Beri'e! State University,
Ekpoma (now Ambrose Ali University, Edo State). His st e arinance was in 1988
at the pavilion of the institution (Ayakoroma, 2013). AZishovitin Ayakoroma (2013)
and other studies like Haynes (1994), Adeleke«<2005; 2006, 2007), there were genres
of entertainment in Nigeria which acted ass»macurcars to the development of stand-up
comedy. If Mintz’> (1985) broad definitian of siand-up comedy is considered, these
genres will be regarded as stand-up {:erforme.i<cs.

Ayakoroma (2013) arg:iconthnt stand-up comedy began prior to Ali Baba’s
performance, since traditic/iarzultures In the country identified the roles of village
spokesmen who functioneci,as masers of ceremonies and entertained their audiences
with jokes and other aumaznaus short stories. Apart from the local ceremonies where
masters of cere:ioni s fursioned, the radio, television, theatre troupes and films also
contributedso the development of stand-up comedy in Nigeria. Ayakoroma (2013)
cites the Ma. - Mperempe programme on Radio Nigeria and the old Anambra State
Teléwision; Enugu, in the 1970s and 1980s as one of the precursors of the stand-up
qeni.in Nigeria. In the radio and television show, the character of Mazi Mperempe
telio, several rib-cracking jokes, starting with his call-and-response slogan “Oluo
2’omume... onye agbana 0so,” which translates to “the time of action has arrived...
nobody should run away!”.

Apart from the Mazi Mperempe programme, there were several sitcoms which
were broadcast on the radio and television across Nigeria before the advent of stand-
up comedy. Some of these shows are The New Masquerade, Hotel De Jordan and

Samanja. The New Masquerade was a sitcom on Nigerian Television Authority



(NTA) network in the 1980s. The sitcom featured the characters Giringory, Chief
Zebrudaya, Jegede Shokoya, Zakky, Ovuleria, Clarus and Natty. All of the characters
in The New Masquerade acted comic roles; however, Zebrudaya was the most
famous. He was notorious for deliberately violating English grammar rules in his
utterances.

Samanja was a sitcom which started in the northern Nigeria in the mid< 572s
on NTA Kaduna (Muhammed, 2014). The sitcom was later aired on the NT%netwo.'«
in the 1980s. In an interview granted by the main character, Samanja, to De v Trust
Newspaper, Samanja noted that he started acting comedy when he j¢:ned tho Nurthern
Broadcasting Corporation (NBC) Kaduna. In NBC, he acted ¢2.a raa.p.2now titled
“Mallam Jatau Na Albarkawa”, which mirrored a university anc, it wnich weak and
brilliant students were satirised (Muhammed, 2014). Hi.-“Zitcum on television,
Samanja, was meant to mock the regimentation of the 1.:ilitai ) [he major character’s
real name is Mallam Usuman Baba Pategi. <#another popular comedian from the
northern part of Nigeria was Shehu Jibril +2hosc screen name was Golobo. Golobo
acted comic roles in weekly series on the!NTA in the mid 1980s.

Hotel De Jordan started in €973 in »*Gwest Television. The TV station was
later changed to NTA. Hotel D&"=ar an was produced by Joe lhonde and it featured
funny characters like Lord n:avor, Casino Manager, Chief Ukatabribri and Okhue
(Usman, 2015). Another siczom is .cheoku. Icheoku is a series on the NTA Enugu and
Lagos (Teilanyo, 2(23)s'=hesku means parrot. The sitcom was set in an Igbo
community whitn v as beixy colonised by the British. It featured a Court Clerk, the
main character, uanslating the utterances of the district commissioner for the
indigene: o1 te community and vise versa. The Court Clerk was reknowned for being
boneaastic' Teilanyo, 2003).

In the western part of the country, the radio personality, Finwontan (Gbénga
dlebaye) presented a number of humorous radio and television shows in Ogun, Lagos
and Ondo States. Gbénga Adéboye gave himself several stage names like ‘King of
Oduology’, ‘Alaayé mi Gbengllo’ Alhaji Pastor Oluwo Adégboye’, Okanlomo of

Europe, Amaluddun of London and Alabefé to enhance his humorous personality and

comic character. As an entertainer, Gbenga Adeboye recorded a number of songs and

tagged his music style Finwontan. He also recorded a number of talk shows for
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instance London Yabis and Oro Sunukun, which were well received as humorous
narratives because they satirised the socio-cultural and socio-political situations of
Nigeria. These recordings were renowned for mocking the political class of the
country. In addition to the content of Gbenga Adeboye’s performances, his style of
delivery which entails manipulation of linguistic structures and twisting translatiori.
together with the presentation of anecdotes, endeared him to the audience.
Furthermore, Adeleke (2005; 2006; 2007) chronicle the use oi iwahter;
humour and humorous personalities in Yoruba land, southwest Nigeriz='4is il “vortant
to note that the geographical location, where Adeleke’s studies are s:tuated is where
stand-up comedy is dominant in the country. Nigerian stand-u,, cciredyis primarily
domicile in Lagos, a major city in southwest Nigeria. Ziics, th . traditional use of
humour which Adeleke explores must have influenced', poctivelr, the development of

Nigerian stand-up comedy since according to Aceleke, irwYoruba culture and towns,
humour is pervasive.

Adeleke (2005) observes that laugter isart of the social activities of Yoruba.
It is highly important that it is embgdied in"cas'ia verse which states the mythology of
laughter in the culture. Laughier='s evoked in the performances of Eglngin
(masquerade) dramaturgy. ‘1'he \2asks worn by these masquerades bear iconographies
of the targets that are/eing Zatirised and lampooned. Some masquerades, like geledg,

adopt satirical sowgs, Efe, which is rendered with mocking tones and which employs

traditional t#0ls 0. comedy like exaggeration and grotesqueness. There is also Efiyeri,

which “Cmpicvs varbal humour to give information about scandalous events within its
envitans” \». 47). Oral artists in the culture also adopt humour to excite and entertain
thensaudiences. In addition, there are festivals in which scornful or satiric laughter is
avied. The use of humour in these contexts is described by Adeleke (2005) as
‘nstitutionalised laughter.

There are also instances of individualistic laughter in which interlocutors adopt
forms of humour in their interaction. Adeleke (2005) cites two joking relationships
where this is found: between a woman and her in-laws and between participants in a

traditional game, Ayo. In the first instance, a woman requires much competence in the

culture so as not to incur the wrath of her in-laws whenever she humorously targets
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them. Likewise, within the frame of Ayd game, social status is not recognised, such

that players could easily humorously target each other. Thus, the royalty and wealthy
are not excluded from the banter the game permits.
In another study, Adeleke (2006) investigates the use of fools (jesters) at the

micro-discourse level in Yoruba culture. Specifically, he identifies the use of cous:
fools, who are found in palaces across Yorlba cities and towns; mythological xol,
which “covers the fool figures in Yoruba sacred myth and folktales” (2006:5\) ar a'tae
fool role in modern Yoruba theatre and movies, which has been chax‘bionec by Moses

Olaiya (Baba Sala). According to Adeleke (2006: 63), “the fo/ 2win_coutfiocused on
pure entertainment and rhetoric; while the mythological faal... (Fullenges the status
quo of the society.” Baba Sala and his followers, as “a0’s, (»nibine “the diverse
personality traits of the court fool in reality with those'in mnology” (p. 63). Baba
Sala belonged to the theatre movements which¢were,championed by Herbert Ogunde.
Baba Sala championed the comic roles andqzesfarriances in these movements.

Baba Sala produced his first coiic moyies in the 1980s- Orun Mooru and
Mosebolatan. To Haynes (1994), thi se movics represent high-water-mark of Nigerian
film comedy. He produced tws ouier movies, Agha Man and Return Match, in 1992
and 1993 respectively. Hefalss, had comic television shows on the NTA station in
Ibadan in the late 1980s anciearly 1390s. Baba Sala was so successful that he acquired
his own theatre in l2s@Cinema de Baba Sala. Haynes (1994) notes that Baba
Sala’s personal’ty ad excellent acting were at the centre of things in his movies,
which werg"set in various rich and well-structured comic worlds. His costumes, both
tradition.! ai.d Erylish, were caricatures of the accepted models. Haynes (1994)
furtives,des ribes his comedies as nasty because they satirize the prevailing business
class

Also in the 1980s, the likes of Aderupoko, Ajimajasan, Jacob and Papalolo
vhose real names are Sabitu Tijani, Qla Omonitan, Tajudeen Gbadamosi and Ayo
Ogunsina respectively, came into the limelight by presenting comedies. They
appeared in the programme, Awada, which was broadcast on the Western Nigerian
Television, now NTA Ibadan. They also formed the group- The Jesters International,
which produced comic plays on stage and TV stations like NTA Ibadan, Broadcasting

Corporation of Oyo State and Ogun State Television. There were also female actors
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who acted comic roles in conjunction with the male comedians. Examples of these
female actors are lya Sala, lya Mero and Moladun.

Baba Sala’s comic roles are duplicated in today’s Nollywood by Baba Aluwe,
Mr Latin, Baba Suwe, Aki, Pawpaw and others. At the start, these comedians
depended so much on costume and absurd roles to create humour, but today, their rety
less on costumes and work more on distorting words or fixed utterances like i vems
and proverbs. For instance, Baba Suwe is noted for manipulating andga'istortiin
proverbs, and thereby creating his own versions of Yoruba proverbs. By “wetting
people’s appetite for comedy, Baba Sala prepared the ground for{stand-t» comedy
performances and other television sitcoms. The influence of thase theaze/comedians
and media personalities on Nigerian stand-up comedy cannot be a<rerphasized. For
instance, Sam Loco Efe, renowned for comic roles in th,Nriyivcod, has featured in
the most popular brand of Nigerian stand-up comedy, <3 0neys' the stand-up comedy
performers.

Ali Baba is regarded as the progenitor € contemporary Nigerian stand-up
comedy (Adetunji, 2013 and Gabriel, 207 2). Ali 3aba started the trade and refined his
acts as an undergraduate. After sckool, he aeved to Lagos in 1990 in search for a
greener pasture. He got a job iri"tmy= dvertising agency where he worked for a while.
During this period, he perforined in a number of social gatherings and his primary
audience were students of iigher 1istitutions in Lagos State (Gabriel, 2012). When Al
Baba started performi no.atand-up jokes, there were little or no financial gains since it
was negativelyverc dived_1d received by Nigerians (Ayakoroma, 2013). However,
because of Xis dog adness, he continued. In 1998 he registered his comedy company,
Ali Bab& Hic upurathird. In the same year, he erected three billboards to advertise his
tradeyin stategic locations in Lagos State: Victoria Island, Ikoyi and Marina. The
billupard cairied the message: ‘Ali Baba- Being Funny is Serious Business’. Ali Baba
brcught'so much dexterity to stand-up comedy performance. In 2010, he achieved a
landmark by performing for six hours without a break for a Lagos audience. It was his
acts, promotions and subsequent popularity that attracted several other people to
stand-up comedy, most of whom were university graduates seeking employment. It
can thus be said that Ali Baba opened up the stand-up comedy genre in Nigeria. He
inspired other stand-up comics like Julius Agwu, Basketmouth, AY, and TEE A
(Ayakoroma, 2013, Adetunji, 2013 and Gabriel, 2012).

13



It is important to mention the contribution of Opa Williams, a movie producer,
who popularised Nigerian stand-up comedy by producing and sponsoring “Nite of a
thousand laughs” (NTL), a comedy road show in which numerous stand-up comedians
are given the opportunity to express their acts (Ayakoroma, 2013). Adetunji (2013:3)
describes NTL as

a national road show...staged at unspecified intervals in the
country’s major cities. In any instance of NTL, a comedian is given
10-15 minutes to make a seated audience laugh, in monologucs
interspersed with musical performances, mines, and panteasimes.
Apart from the institutionalized NTL, specific natitnal aid
international events or holidays- National Democracy Day (M 29),
Independence Day (October 1), Valentine’s Day (1=btvwsz 14),
Christmas (December 25) - provide opportunitiessar stai u-up comic
shows.

Opa Williams started out as a movie praducer Lut ventured into producing
NTL when he realised the power of comedy. T2 Zirst edition of NTL was organised
on October 1, 1995, at the University offLago.y Andka, Lagos State. The event was
artistically successful. He started with “he lik2s of Mohammed Danjuma, Okey
Bakassi, Sam Loco Efe, Boma Erokesima and Sammy Needle but has produced many
more contemporary stand-up<omediatialike AY, Basketmouth, Klint de Drunk, Holly
Mallam and Elenu (Aya':oroma,»2013). Ayakoroma (2013) identifies the landmark
contribution of Opa }villiamato Nigerian Stand-up comedy by noting that he made
comedy a veritab'ayhusiness Through NTL, stand-up comedy in Nigeria has become
an industry. Touw apast from the NTL, there are other sources of Nigerian stand-up
comedy. i.lany” stand-up comedians now have their own comedy show. Gordon
produces " ComusyBerlusconi, Basketmouth produces Basketmouth uncensored and
L&s ‘naihs; and AY’s comedy show is tagged AY Live. Also, with the success of
INEL, wther individuals ventured into the production of comedy shows, examples are
Buii.i Davies” Stand Up Nigeria and Richard Mofe Damijo’s Made in Warri.

Apart from comedy shows, night clubs are avenues where people encounter
stand-up comedy performances. Before he became popular, Ali Baba performed
regularly in a Lagos nightclub (Adetunji, 2013). Ayakoroma (2013) pointed out that
some comedians established their own clubs where people could meet and interact

with the comedians as well as watch their performance. One of such comedians is
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Basketmouth, who owns EmBARssy Lounge, an upscale ultra-modern discotheque,
bar and lounge (Ayakoroma, 2013).

In addition to live performances, Nigerian stand-up comedians also adopt the
television and other media like Facebook and You Tube to enlarge their audience
base. Ali Baba has featured on Charly Boy Show, Friday Night Live and Night Tr&in
with Bisi Olatilo, all on the network service of the NTA (Ayakoroma, 2013).< “was2
programmes made him popular with the audience. Some of the comedians¢aave the's
own television shows, for instance, AY has three shows: AY Live- a con 27y aind
music concert; Ay Show- a television programme; and the Open<Jic Crallenge- a
talent-hunt programme which identifies promising entrants intaysthe genre Bovi, has
his own sitcoms- Extended Family and Bovi Ugboma Show, .0t 01 which enjoy
large followership on Africa Magic, an African movie clicane . “(yecoroma, 2013).

The patterns of the performances of these wamedidns are very diverse;
however, they initiate humour primarily througn language. Due to the multilingual
nature of Nigeria, these comedians use Nifasian ' 'dgin (NP) as the lingual franca of
their performances (Adetunji, 2013 ar i Ayar oroma, 2013). Often time, NP is
alternated with English, the countr(’s offici’¥ianguage, and some other indigenous
languages. The way comedians“&aa, anguage is different from the way language is
used in everyday talk. Nig<iian comedians play with language by manipulating the
propositional contents of xeir uticrances and the background knowledge they share
with their audience. " hei=mhoice of NP is not unconnected to the fact it is spoken by
almost every Nigen n, thesefore through this language, the comedians reach a wide
audience agfoss Nigeria’s multilingual society. As observed by Ayakoroma (2013), it
should E» nci«d that a majority of these comedians are university graduates, thus they
cananeak (1e educated variety of Nigerian English.

Nigerian stand-up comedians adopt diverse styles. Apart from language, some
of 2ese comedians wear costumes or dress in an absurd way, for instance, Klint the
Drunk do perform without his shoes on. Some of them do sing, dance and mime; for
example, Julius Agwu termed his comedy performance as Musicomedy. The
comedians also use exaggerated gesticulations. In sum, these comedians use any
available resource at their disposal to achieve their aim of making people laugh.

Besides its performance aspects, Nigerian stand-up comedy contributes
significantly to the Nigerian economy. Ayakoroma (2013) describes Nigerian stand-up

comedy as a veritable business venture, an industry and a factory that feeds people.
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Nigerian stand-up comedians engage in business partnership with multinational and
indigenous companies in the country. These companies sponsor and partner with them
in their shows while the comedians are hired as brand ambassadors. To set up any
comedy show, a large number of professionals like photographers, make-up artists,
cameramen, event ushers and stage managers are employed. The comedy shovrs
attract high profile fees. The comedians also are highly paid for making the au¢ -cma2

laugh.
1.7 Summary

This chapter serves as the background to this study. Th@mext crian’er presents

the review of relevant literature and theoretical model adopted for axalysis.
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CHAPTER TWO
REVIEW OF RELEVANT LITERATURE

2.0 Introduction

The goal of this chapter is to appraise the studies that have been carried out or:
humour. The chapter also presents the theories which form the basis of the n.adel
adopted for analysis. Reviewing previous studies on humour is germane ecomse It
provides necessary background for discussing the theoretical model fi=this udy. It
will also help to position the present study in the context of linguisiic appi aches to

humour and the broader context of humour research.

21 Classification of humour

Humour, as a concept, is very broad and it hacydive.se genres. It has been
described as an extensive phenomenon with m¢:tifarious manifestations (Dynel, 2009;
Ritchie 2004). Therefore, it is necessary to*iiceow down the investigation of humour
to one of its specific manifestations (:dynel, | 009). Studies on humour make a
distinction between humour convey. d by the iiieans of language and humour which is
conveyed by other semiotic chunne.c. \Humour expressed through language is termed
verbalised or verbally exprescad humour while humour expressed through other
semiotic means like mictury, music, dance or body language is termed nonverbal
humour (Attardo, 195 " ie, 2004; Dynel, 2009).

As a gere ¢ f hursiour, stand-up comedy employs, primarily, verbal humour,
which max or mayuynot be augmented with nonverbal humour. The main type of

nonverbe’ huiouriddopted in stand-up comedy is expressed through body language.
2.2%  law nomy of humour theories

Regardless of the different manifestations of humour and the diverse
Jisciplinary approaches for analysing humour, humour theories are traditionally
grouped into three major categories: incongruity/cognitive, relief/release,
superiority/aggression (Raskin, 1985; Attardo, 1994; Ritchie, 2004; Krikmann, 2006).
Attardo (1994: 47) presents the classes of humour theories in a tabular form as

follows:
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Table 1: Attardo’s Classification of humour theories

Cognitive Social Psychoanalytical

Contrast Aggression Sublimation
Superiority Liberation N
Triumph Economy =
Derision N
Disparagement ¥

The different approaches result from investigating dii‘ereat _huiiorous data
with different goals under different disciplinary lenses.«i<tchie (2004) opines that
several of these approaches could be simultaneously txue. *'seen s that the motivating
factors for choosing an approach are the humour manifeswitions to be analysed and the
disciplinary orientation of the analyst. Thuc,, a £esearcher, whose orientation is
sociology, when faced with any manifestauorof rwmour like jokes, riddles or pun,
may investigate the aggressive mechaiism in the jokes; while a researcher in
linguistics may be more concerned ' vith the linguistic devices like ambiguity in such
humour manifestations. For ifistance,»Servaite (2005) and Lew (1997) look at the
linguistic structure of jokes vihile Davies (1982) whose goal is to investigate
“hostility” in ethnic je’&s is w20re concerned with social issues.

Two approaches dre  ound relevant to the present study. Incongruity is used to
account for howve tha=hunmiour strategies employed by Nigerian comedians leads to
humour w' 1le the superiority theory is used to account for the social relevance of the

joking sturies.
2.2.%,  Tneincongruity theory

The incongruity theorists hold that the essential element in humour is the
lcongruous. Incongruity is seen as some sorts of unusual or unexpected juxtaposition
of events, objects, or ideas (Bardon, 2005). The linguists who have defined humour
from incongruity perspective suggest that humour is created from conflicting or
opposing meanings. In line with this, Krikmann (2006) observes that in humorous
text, there are two different planes of content which are also called frames, schemas,
scripts or isotopies. Although, these two planes of content are mutually incompatible,
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they include a common part which makes the shift from one to another possible. The
recipient processes the textual and contextual information of the humorous utterance,
reducing them to the most accessible plane of content, and proceeds until
interpretation bounces over a semantic obstacle and fails. The theorists propose that
when the interpretation fails, some instantaneous cognitive work will be done «o
overcome the contradiction and another interpretation which has so far been ¢ t¢an
will be found. It is the renewal of understanding, attended by the emotion ¢.surprice
and satisfaction, which causes laughter.

Koestler (1964) and Apter (1982) are important coni<ibutiors <0 the
incongruity approach. Koestler coined the term bisociation taydescrice<ne mental
process involved in perceiving humorous incongruity. To Koestlir suisuciation occurs
when a situation, an event or idea is simultaneously obscrver “iiani'the perspective of
two self-consistent but normally unrelated and even incampactie frames of reference;
for instance, in puns, two different meanings of a wurd are brought together
simultaneously. Apter (1982) uses the coraant ¢- synergy to explain the cognitive
exercise in which two conflicting images or notivns of the same object are held at the
same time in one’s mind. Furtherm¢re, Aptem{Z991) distinguishes between two states

of human mind. The first is thc"par telic mode which is a playful and non-serious

mode while the second is telicawvhich is'a more serious and goal oriented mode. Apter
noted that humans switch*“xom or.» mode to another in the course of daily activities
and it is in the paratel c mas'e tiat humorous activities take place.

On the g'orte omine<of incongruity approach, Ritchie (2004) points out that the
key terms i« the u eory, like incongruity, are not given a common definition. Also,
what Krimen (2006:27) terms “planes of contents” have been given different terms
andedefiniions In literatures: isotopies (Attardo, 1994), scripts (Raskin, 1979 and
1963, frames of reference (Koestler, 1964), informativeness (Giora, 1991) and
scriamas (Krikmann, 2006). According to Ritchie (2004:54), the definitions given for
this term are “disappointingly vague”.

Another weak point of the approach is that the proponents argue that for
anything to be humorous, it must be incongruous. Incongruity, however, may be an
essential feature of humour, it is not an exclusive feature of humour as there are
several incongruous situations and utterances that are not humorous. Bardon (2005)
argues that humans laugh at situations that are not incongruous and that not all

incongruous situations or utterances create humour. Some incongruous utterances may
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warn, alert or create fear or awe in the recipients; for instance, the maxim- wolf in
sheep’s clothing will not elicit laughter, rather, it cautions its recipients.

Furthermore, Attardo (2009) observes that incongruities do not necessarily
generate humour, because finding things funny can be affected by external factors like
tiredness, distress and availability of the relevant schematic knowledge to be able<a
appreciate the incongruity in question. Regardless of these weak points, scholard Wiewe
argued that incongruity is vital to humour. Martin (2007) opines that imsangruiy?
seems to characterise all forms of humour. Krikmann (2006) argues that inconyruicy
has to be perceived and resolved in humorous texts. It is the<:esolutiyn “of the
incongruity that is attended by an emotion of surprise and satiafactiori.;T<akona and
Popa (2011) observe that it is the enjoyment of incongruity tiaffieaus to humour.
Attardo (2009) notes that the following features are imgarta: cvar tacongruity to lead
to humour:

a. The incongruity must be non-threate:ing

b. The incongruity must not be too.aampicx or too simple

c. Available scripts/lknowledge The | recipients must have sufficient

knowledge to be able to jfrocess vmsicripts and identify the incongruity

d. The incongruity mustoaytiexpected and surprising

e. The participantssriauld be ina playful mode: the situation must be framed

or keyed as huriaur. It should reflect suspension of disbelief.

f. Co-preser.>r_afthe opposed scripts: two scripts should be available and

accessibi at tha'same time, and/or be activated closely.

2.2.2 T2 suvweriovity theory

The superiority approach is a social approach to humour because it draws from
the _ncial relationship between the users of humour and the butts of the humour. The
nrgponents of superiority perspective hold that humans laugh at the misfortunes of
others. According to Krikmann (2006:27), studies which adopt superiority theory
“accentuate the negative attitude of the producer and/or user of humour towards its
target and often alleged aggressive character of laughter... humour is said to be
pointed against some person or group, typically on political, ethnic, or gender

grounds.”
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The inherent concept in the superiority theory is that jokes make their users
powerful, especially when they are directed towards a person or group. Although
superiority theory accentuates negative use of humour, it presents elements of positive
use of humour in that it emphasises the social corrective roles of humour. It is the
social corrective function of humour that Bergson (1956) refers to when he notes that
the purpose of laughter is to promote free and well-adapted behaviour ti Sagh
humiliation (Attardo, 1994). To Bergson (1956), humour is used to corre¢aneople’s
behaviour which is incongruous with social norms, especially when such puorie are
made the butt of a joke (Schwarz, 2010).

The superiority theory is not without limitations. Hwmans itiiess many
instances where they are made superior, and such instances do n.tsiecessarily lead to
humour; for instance, witnessing someone in pain is nc.am.sag Bardon, 2005 and
Morreall, 2009). Another weak point of the approaciais w3t humans need not to
compare themselves with each other in order 4 laugh. If comparison is the basis of
amusement, then humans will only laugh aftac th 2 discover that they are better than
others. In addition, it seems that the c¢ncern \f the theorists is laughter and not
humour. In several studies where suoeriority*'sCory is applied to humour, the focus is
usually on laughter and not hurigas, tuch studies present the use of laughter in social
interactions, which may not'nasessarily ne connected with humour. Superiority thesis
is not sufficient for exnlaring huiiour as there are jokes which do not have targets.
However, the approat h isssary important in contemporary humour research because of
its emphasis or'the internsisonal and social aspects of laughter which results from

humour.

2.2.3 Tierei=ftheory

The relief theory postulates that humour relieves its users from tensions,
nsyohic energy, inhibitions and social conventions (Attardo, 1994). Humour is seen as
asychological or psycho-physiological device through which humans relieve
themselves from both social and physical tensions. The relief theorists hold that in
everyday living, humans are faced with lots of social inhibitions which lead to storing
up of psychic energy, which is then released (or expressed) through laughter when
things that are related to such inhibitions are mentioned. The proponents see “humour

as one of the so-called substitution mechanisms which enables one to convert one’s

21



socially tabooed aggressive impulses to acceptable ones and thus avoid wasting
additional mental energy to suppress them” (Krikmann, 2006:34).

Freud, who formulates the psychoanalysis, is referred to as the most influential
amongst the proponents of relief theory (Attardo 1994; Krikmann, 2006). Freud
(2002) proposes that laughter releases tension and psychic energy. Freud argues tknt
psychic energy in human body is built as a means for suppressing feelings in¢ Zaa2
areas like sex or death. Humans laugh when psychic energy is releasecwaot ori.y
because of the release but also because these taboo thoughts are being encrfained.
Freud (2002) identifies three situations in which psychic energy cante relecea. jokes
or wit, the comic and humorous situations. To Freud, a joke is made up ¢€ fZatures like
human thoughts, playful judgement, combination of opposing.ifcas and sense in
nonsense.

A major weakness of Freud’s theory is that hicyfocuass on laughter and not
humour. He directly links laughter to humour:#inowever, swudies after his work have
shown that not all laughter results from hx=our; and laughter and humour are two
different things. Freud thesis is more of ¢ theory Hf laughter since he did not say what

constitutes humour.

2.3 Linguistic theories off\iumous

Since the present sudy aaupts linguistic theories to analyse humorous texts
generated from Nige iansziana-up comedy performances, it is important to examine
how humour ha’, be n viexied in linguistic studies. In this section, therefore, how the
question “vfnat is vumour?” has been answered in semantics and pragmatics will be
reviewet, It aouls> be noted that most linguistic approaches to humour fit into the
incenaruity.class because they hold that humour results from antonymous relationship

hetv.2en two meanings juxtaposed into a text.
Z.5.=~ Semantic script theory of humour (SSTH)

The SSTH is fully explicated in the monograph Semantic Mechanism of
Humour, published in 1985 by Victor Raskin. It is motivated by the need to formalise
the grammar of jokes and define what linguistically makes up a joke. Raskin grounds
his theory in Transformational Generative Grammar of Noam Chomsky and attempts

to describe the notion of humour competence, which he fashioned after Chomsky’s
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theory of competence. SSTH, therefore, adopts an idealised homogenous speaker-
hearer joking exchange. According to Attardo (1994:197), “the SSTH models the
humorous competence of an idealized speaker/hearer who is unaffected by racial or
gender biases, undisturbed by scatological, obscene or disgusting materials, not
subject to boredom , and, most importantly, who has never ‘heard it before’ whin
presented with a joke.”

The term humour acts in the present study is adopted from Raski=, (1982)
although the analysis of humour acts in this study is not in consonance w'th” wriat
Raskin (1985) described as humour acts. The author treats the {:henoni nc.a in a
decontextualized manner. The concept of acts in linguistia, studiis s usually
investigated from functional perspectives, and as shown in som> swuaies like Austin
(1962) and Mey (2001), acts are the communicative impgarts Siticrances recognised
when the intentions of interactants are examined in L2 co.texts of utterances. For
Raskin (1985:3), humour act means “an indiviiual occurrence of a funny stimulus”
which is based upon the hearer’s discovamz o1 incongruity. According to Raskin
(1985), a humour act is recognisable w_en hea °rs recognise speakers’ intention to
participate in humorous discourse, vthen the “aciers resolve the incongruity and lastly,
when the hearers laugh at the iyt or Raskin, humour act is only a concept which
indicates amusement in intgtactions ana which has no further communicative import.
Apart from deriving mirth;shumou.»could be used to indicate other intentions such as
projecting socio-cult ralsmnariings like gender, age and occupation (Holmes, 2006;
Schmidt 2011; /viats umotes2009). Humorous stimuli could have other discourse and
pragmatic functior., apart from eliciting laughter which Raskin has described as a
precondiiion“or himour act. As argued in Chapter One, laughter may not necessarily
be @ymarkar for humour. In addition, grounding humour act in the discovery of
inccagruity '1s not sufficient since incongruity does not always lead to humour
(Ba:don, 2005; Attardo, 2009) and the social significance of humour does not end
with generating laughter; humour could be a means of mediating culture and social
beliefs (Mintz, 1985; Mesropova, 2003).

Raskin (1979:326) argues that in studies on joke performance, “no formal
analysis of the linguistics aspect has ever been undertaken.” Attardo (2011) affirms
that his theory advocates a new approach to the semantics of humour. The ultimate
aim of SSTH is to show that “a linguistic theory of humour should determine and

formulate the necessary and sufficient linguistic conditions for the text to be funny”
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(Raskin 1985:47). In sum, SSTH linguistically formalises and explains the why and
how of humour in human language.

Raskin founds his theory on script-based semantics. According to Raskin
(1979:325), scripts

are thought to represent the common sense cognitive structures
stored in the mind of the native speaker... scripts are motivated and
justified in terms of grammaticality-cum-meaningfulness-cum-
appropriateness. The scripts are designed to describe certan
standard routines, processes, the way the native speaker views thei
and thus to provide sematic theory with a restrictasspana
prestructured outlook into the extra-linguistic world.

In another study, the author redefines script as “a large chunk ¢ samantio/nformation
surrounding the word or evoked by it” (Raskin, 1985:21). A ording to Attardo
(1994:198) a script in its broadest sense can be definecyas an ‘‘organised chunk of
information about something. It is a cognitive structura,inteialised by the speaker
which provides the speaker with information o/« how things are done, organised...” A
script, therefore, is an innate cognitive sctmuctuiy, which provides language users
information on how things are carried ou: or struc :ured. For instance, the word “book”
evokes series of information and®related vw.urds such as library, author, subject,
reader(s), publisher, reading, learrnig, studying and chapters.
The main thesis of SST#1 1saresented thus:
A text can be characterisecyas a single-joke-carrying text if both of the (following)
conditions are satisfie "
i Thedext /s comgactible, fully or in part with two different scripts
ii. " he twciscripts with which the text is compatible are opposite... The two
sC.ontsavith which the text is compatible are said to overlap fully or in part
an this text (Raskin 1985:99)

The Ttirst condition of the thesis presupposes that a joke text must be capable of
twiedifferent overlapping scripts. Put differently, the text must have two semantic
‘nterpretations. The recipient must be able to read two distinct scripts to the sentences
of the joke until the punchline is delivered. The first of the interpretations must be
more conspicuous than the second (must be overt). The second interpretation must not
be easily identifiable (it must be covert). The punchline of the joke brings the second
interpretation to the hearer’s awareness. The two meanings in the joke may be due to

an ambiguous word in the joke or ambiguous structure of the joke text.
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The second condition presupposes that the meanings or scripts which are found
in the text must, in some sense, be opposite. This condition indicates that contrast
between the scripts is vital and this oppositeness can be realised through situational,
contextual or lexical antonyms. Raskin (1985) classifies this scriptic opposition into
three broad types of real and unreal situations: actual versus non-actual situatiois.
normal versus abnormal states of affairs, and possible versus impossible situati¢ om's
addition, he introduces what he calls the semantic script-switch trigger whig s orompis
the change from one script to the other. This trigger is a contradiction or an a akiguity
which is implicitly or explicitly present in the text.

The joke below, from Raskin (1985:25) illustrates the thesis:

Who was that gentleman | saw you with last night”
That was no gentleman. That was a senator.

The text activates two opposing scripts. senators are gentlemen and senators
are not gentlemen. The oppositeness in thagtuscrigts contrasts normal state of affairs
with abnormal state of affairs since senatc rs are e pected to be upstanding members of
the society in that they are expectel’ to behave gentlemanly. It is therefore abnormal
not to consider them as gentlemiciie 't is the two meanings in the word gentlemen
(when it occurs in the secena ‘nstance) which triggers the switch from the script of
man of honour or quality to st a man of contempt since the word gentleman can refer

to just any man or to cud of honour.

2.3.1.1 Tira‘pragmatic aspect of SSTH

Forhags, because Raskin realises that humour is not just semantic and cannot
be Tuiy e nlained using a linguistic approach that does not consider contextual
ariales, he attempts to incorporate pragmatic aspects into his theory. In doing this,
Rasin (1985) distinguishes between two modes of communication: the bona-fide
8F) and non-bona-fide (NBF) modes. In BF mode, communication is genuine and
speakers are committed to the sincerity of their propositions while in NBF mode,
speakers are not committed to the genuineness of what they say. Jokes belong to NBF
mode though they may convey BF information (Attardo, 1994). Raskin notes that
speakers, during conversations, normally switch from the BF mode to the NBF mode

whenever they want to say a joke and this switch is signalled by certain linguistic
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devices. It should be noted that Raskin’s distinction of BF from NBF is similar to
Apter’s distinction of paratelic mode from telic mode.

To emphasize the differences, Raskin (1985) notes that jokes do not only seem
to violate Grice maxims but also they seem to follow different cooperative principles/
maxims. He argues that Grice’s maxims account for the BF mode of communicatitn
in which speakers are sincere to the truth of their proposition. Since in the § “ina
mode, speakers are not committed to the sincerity of their propositions, theris a necd
for a different set of maxims to account for jokes and other humorous uierunces.
Raskin (1985: 103), therefore, proposes maxims that are peculiar tetoking " xc.ianges
and that cater for the NBF mode of communication. These maxims are a.fatiows:

1. Maxim of Quantity: Give exactly as much information as necssary ror the joke
2. Maxim of Quality: Say only what is compatible witti the7ci'd of the joke

3. Maxim of Relation: Say only what is relevant to the ioke

4. Maxim of Manner: Tell the joke efficiently.

Raskin (1985) strengthens his argumant tc:.the NBF mode maxims by noting
that speakers can easily back out from tae trutt: of their propositions by saying, for
instance, | was only joking, it was jiist a jor&=Cr by using any other linguistic marker

that indicates an utterance is a igwe

2.3.1.2 Criticismgof SSH

SSTH has be a1 received among researchers since it is a formal theory
which makes pi:dic ions,.g.ves the grammar of jokes, distinguishes between bad and
good jokes«nd wrizh can be falsified. However, a major weakness of SSTH is that it
assumes thac scrip» opposition is the main and only factor which elicits humour. It
doegwnot ii clude contextual variables in explaining humour and it is limited to only
insteaces wriere interlocutors share the same linguistic competence.

1he SSTH also fails in one of its claims in that it accounts for a joking
rituation where the speaker has “never heard it before” (Attardo 1994:197). This claim
presupposes that when jokes are repeated, the recipients will not find it funny.
However, language users do repeat jokes severally, and do find repeated jokes funny
and enjoyable. In addition, Raskin and his followers could not agree on the definitions
of the technical terms like script, script overlapping and script opposition (Attardo,
1994; Ritchie, 2004; Krikimann, 2006).
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The pragmatic aspect of SSTH, the NBF maxims, presupposes that
interlocutors have a language interpreting mechanism which is used solely during
humorous exchanges and which is different from the one used for non-humorous
exchanges. In other words, his distinction of BF from NBF postulates two different
cognitive-pragmatic apparatuses, the first for the generation and interpretation f
humorous stimuli and the second, for the generation and interpretation of ‘e
humorous stimuli. The implication of this is that human cognitive ability fshumoar
is different from the one for non-humorous utterances, and this is not so. 'nfarice
(1975), maxims are also used to account for humorous utterances a:d this .howvs that
Raskin’s distinction of BF from NBF may not be necessary. Yus (2003)4nd (2004)
show that the same cognitive mechanism is used to interpret bot. iskes and non-joke
texts.

Another weakness of the theory is that it evolvecifroriiwsing only short canned
jokes as the primary source of data. It is lizhited in its application to humorous
narratives which are not short jokes and whiah do ot depend on delivery of punchline
for their humour. On this, Krikmann (2)06: 31 asserts that “Raskin’s script-based
semantic theory of humour does nct aim to ea<er humour in general, but only verbal

humour (or in practice, only puriithin  jokes).”
2.3.2 General theory ¢iverbal humour (GTVH)

GTVH is a fu thamgraginatic specification of the SSTH by Attardo and Raskin
(1991). Becauss the y inclued aspects of pragmatics and textual linguistics in their
rework of $5TH, suttardo and Raskin (1991) claim that the GTVH accounts for any
type of Lamc ous text. GTVH is a mesh of SSTH and Attardo’s (1988) five level joke
repiacntat on model, which identifies five levels for analysing a joke: surface,
langaage, target and situation, template and basic. Attardo (1994:222) describes the
G'1/H as “broadening” the “scope” of SSTH and including other areas of linguistics
such as “textual linguistics, the theory of narrativity, and pragmatics.”

In broadening the scope of SSTH, Attardo and Raskin (1991) introduce
Knowledge Resources (KRs), which interlocutors may employ when they want to
generate and interpret a joke. The KRs are made up of the following parameters:

I Language (LA): language refers to the linguistic choices made by the joke

teller.

27



ii. Narrative Strategy (NS): the NS deals with how a joke is presented to an
audience, specifically, the narrative genre adopted by the teller.

iii. Target (TA): this KR selects the butt of the joke. It contains the name of
groups or individuals who are the butts of a joke and the stereotypes
attached to them.

iv. Situation (SI): the situation of a joke is what the joke is about or cents’ s
Attardo (1994: 225) opines that “the situation of a joke can be ¢aught of
as the props of the joke: the objects, participants, instruments, “\ct.vities
and so on. There is no joke without this parameter.”

V. Logical Mechanism (LM): the LM deals with the coanitive acneit of jokes.
It is the faulty logic that is found in jokes. LM& Include simple
juxtapositions, false analogies, garden-path pi-2no .ichor-and figure ground
reversal (Attardo, 1994).

vi. Script Opposition (SO): just as it is i SSTH, SC demands that a joke must

have two scripts and these scriptssaust e in a contrasting relationship.

GTVH defines a joke as containing all the KXRs: /LA, SI, NS, TA, SO, LM}. With the
definition, the GTVH can generate & infinite number of jokes by combining different
values of each parameter (/utardo, 2994). An important aspect of the GTVH is
hierarchical organisation ot the \“RS. The foundational principle is that a certain KR
will be determined by anotficr. KR, such that a high ranking KR determines a lower
KR. Attardo (1994 presents GTVH hierarchical ordering as follows: SO-LM-SI-TA-
NS-LA. Accorang WwAttardo (1994:227), “parameters determine the parameters
below thei:selves art are determined by those above themselves. Determination is to
be intena . d as 'istiiting or reducing the options available for the instantiation of the

pasamendn)’

2.52.1 Criticisms of the GTVH

As a theory of humour, it is expected that the KRs of GTHV should discuss the
peculiarities of humorous texts. However, the KRs highlight general textual
characteristics. The contents of the GTVH are not exclusive to humorous texts and it
can be argued that they identify what is found in non-humorous texts. For instance, the
Sl is made up of features that can be found in any other non-humorous text. Also, NS

and LA are characteristic of non-humorous text and any text can be classified using
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these parameters, for example political speeches or manifestoes, sermons, and
classroom discourse. In addition, the SO and LM, which seem to be the cardinal
parameters of the theory, are also features of figurative as well as rhetorical language
use, which may not evoke any humorous effect. This is why Ritchie (2004) and
Krikmann (2006) observe that the KRs lack conceptual definiteness.

Like the SSTH, the GTVH does not draw on contextual variables too, Wi i¢w2
pragmatic account of joke should do. For instance, there are differexs,cultural
demands which influence jokes and joking across different social groups. A “heory of
joke, which offshoot is pragmatics, should be able to say who e:n say  juke, to
whom, under what circumstances and how it can be appropsiately saide Although
Attardo (1994) claims that the GTVH include pragmatics, the t.esvy uoes not show
how a joke can be pragmatically used. It does not show t.at i”xaz could be covertly or
overtly used to disguise the intention of its users. iydoeasiot account for other
communicative and pragmatic significance of je'es in conversations.

Although GTVH is meant to cover.far the weaknesses of SSTH, it also falls
short in some areas where SSTH is weal First 1 is limited in its concept of humour.
Like the SSTH, for its developmerg, the pi&pgnents examined only short canned or
punchline jokes. It leaves out eties 2nres of humour, like conversational humour in
its theoretical expositions.

To cater for convursationa® humour, the SI parameter, which is limited to
situation in the joke .h22sta Lo expanded to include the situation of the joke. The
difference betw<en ituatiafi in the joke and situation of the joke is that the first is
about the ci’cumsw.naces, events, happenings or exchanges given in the joke while the
second ¢cceiatessthe circumstances, events, happenings or exchanges that produce
the ¢ake. 1 e situation of the joke deals with the interlocutors, their utterances before
ana after the joke, their location and activity when the joke is said. When this is done,

corersational humour genres such as witticisms and retorts may be accounted for.

! Jokes

Jokes are the commonest genre of humour. A joke could take the form of a story,
one-liner, anecdote, riddle, pun, banter, witticism or any figurative device like
metaphor and simile (Attaro, 1994; Dynel, 2009). To Schmidt Schmidt (2011:615), a
joke is “a discrete unit” which functions as “a piece of oral art and as a speech act.”

Richie (2004:15) conceptualises a joke as:
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a relatively short text which, for a given cultural group, is recognizable as
having, as its primary purpose, the production of an amused reaction in
its reader/hearer, and which is typically repeatable in a wide range of
contexts... a text is a joke if it appears in a published form explicitly
labelled as being a joke (e.g. a joke book, a website of jokes, examples in
academic paper on jokes), or if we have experienced it being delivered in
circumstances which imply that others regard it as a joke.

In linguistics, two types of jokes are identified: capned axd
conversational/situational jokes. Canned jokes are commonly considerec as’ uie
prototypical form of verbal humour, produced orally in conversatioss or pohliched in
collection” while conversational/situational jokes “are spontaneaus or pye-gonstructed
interactional humour, different from canned jokes” (Dynel, 2005.1254-2285). Several
of the linguistic studies on humour focus on explicating{ae s =uctl e, content and use
of canned jokes, with very few examining conversationd iokes (Attardo, 1994,
Ritchie, 2004; Lew 1997).

Based on the mechanism of humour _in joi's, scholars have also identified two
basic types of jokes: referential and verl al joke . both of which are forms of verbal
humour (Attado 1994; Ritchie 2004). Refeiantiil jokes are based on the meaning of
the text and do not depend on 422 liaguistic form while verbal jokes depend on the
linguistic forms of their texts" Attardo, 1394).

A joke has two pa.ts: the cat-up and punchline (Hocket, 1977; Sherzer, 1985).
Attardo and Chabanr 2 (1992) Ghserve that set-ups of jokes may contain a narrative, a
dialogue or a natia. ve and/dialogue. The punchline is the final part of the joke text
which creates a st arise effect (Giora, 1991) and/or which depicts an incongruity with
the set-ua (ow's, 1972). The joke below illustrates the structure of jokes:

Teacher: George not only chopped down his father’s cherry tree but also
admitcted doing it. Now, Akpos, do you know why his father didn’t punish
2im?
Akpos: Because George still had the axe in his hand.
S¢t-up: Teacher: George not only chopped down his father’s cherry tree but also
admitted doing it. Now, Akpos, do you know why his father didn’t punish him?

Punchline: Akpos: Because George still had the axe in his hand.

Lew (1997) identifies different types of verbal jokes. Some of the types of

jokes identified are lexical, lexico-syntactic, syntactic, phonological and orthographic.
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In another study, Dynel (2009) categorises different types of conversational jokes,
some of which are retorts, teasing, banter, putdowns and anecdotes. Other studies like

Sacks (1974), (1978), (Glinther, 2003), Tannen (2005), Holmes (2006), Knight, (2008)

and Schmidt (2011) investigate the use of jokes in conversations. Of particular interest
is Sacks (1974), which notes that the occurrence of a joke in interactions has threy
parts: the preface, the telling and the response phase. Two phases identified by Jacks
(1974) are relevant to stand-up comedy performance. Just like conversatio. c.wiaking,
the telling of jokes in stand-up performances involves only one spaaer vn- the
stand-up comedians’. Any form of speaking from the audience 1.ierrupts the joke
telling. The response phase in stand-up comedy is also similar tt . respasise phase in
conversational joking. There could be spontaneous laughtar or | «otest. Spontaneous
laughter indicates that the audience get the joke immedictely wile protest indicates
that the comedians fail to tell a funny joke or the corediais do not tell the joke
effectively. Protest is marked by hecklings and< ther.disaffiliative responses.

The other studies note that the usC %, joras in conversation transcends the
inducement of amusement in the recipiei ts. A jc ke may mark speakers’ style, social
identities and other social meaniriys. The 1iext section examines some linguistic
studies which have highlightes> huw" okes have achieved other perlocutionary goals

apart from eliciting laughter.

2.5  Functional studies ori ;okes

Studies 1#*{CtMintz (7385), Moreall (1987), Holmes and Marra (2002), Csaszi
(2003), Holpres \24Ub),“Knight (2008), He (2008), Matsumoto (2009), and, Lin and
Tan (2010, Fave underscored the social dimensions of jokes and humour in
conversatians. iorreall (1987) notes that humour is used as a strategy for well-
aacnted weR wiour since no one will want to be the target of humour. Likewise Mintz
(1285) ees joking as a public affirmation of cultural beliefs and re-examination of
sucri veliefs since jokes subvert social stance.

Knight (2008) shows that jokes are used for strengthening social bonds among
participants who use jokes in their conversations. In another study, Matsumoto (2009),
working on painful self-disclosure, demonstrates that humour is used as a strategy for
coping with negative life changes among the elderly. In similar vein, Csaszi (2003)
observes that humour, especially jokes centred on catastrophes like the terrorist attack

on the World Trade Centre, is used as a means of coping with disaster. While
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analysing humour in a Chinese film, He (2008) remarks that humour results from the
interaction between linguistic process and contextualised reality. Similarly, Lin and
Tan (2010) note that culture shapes the trajectory of humour in a society. Therefore,
one of the ways to identify the prevailing ideologies of a society is by investigating the
use of humour and laughter in the society (Lin and Tan, 2010).

Homes (2006) investigates the use of humour in the workplace. She argu¢ ¢aat
speakers use humorous comments to construct and affirm their professiona’sidentities
For Holmes, humour is easily jointly constructed among people who are fam:'ia: with
each other’s sense of humour. On the other hand, Holmes and Marrg (2002) api.ie that
humour serves as a discursive boundary marker in social intazactionsiyEolmes and
Marra (2002) note that humour makes salient some aspects o1 ssciar identity as it
signals awareness of ethnic and gender boundaries.

2.6 Conversation joke-telling and stand-up.doke-teliing

Following Schwarz (2010), a distiaation “etween stand-up monologue and
conversational dialogue can be drawn o the ol 2 hand and joke telling in stand-up
comedy and conversational joke-(zlling G.#ine other. In the first instance, the
difference lies in the number ciwr 2rson(s) that holds the floor during a joking
exchange. In stand-up mesioisaue, a single comedian performs in monologues of
successions of short joking atories «nd one-liners, without the audience interrupting by
way of turn taking. V. 'hilesln conversations, participants take turns to speak. Stand-up
joke-telling is a‘mor dlogua“while conversational joking is a dialogue. The differences
that exist bgiween these two joking genres result from the fact that only one speaker
turn, whizh 12 for the stand-up comedians, exists in stand-up monologue.

Houvever, Attardo and Chabanne (1992) accentuate that comic monologues are
oftesydifficult to distinguish from jokes from a textual point of view. They note that
staiid-up monologues are chains of punchlines and that stand-up comedians do not
=ely on the audience to contribute clear cut back channel utterances in the joke telling.
Since they have the exact jokes in mind, a script for their performance, the stand-up
comedians could narrate their jokes without audience clear cut contributions, unlike
the joke teller in conversational joking. In conversational joking, the hearers could
respond in a number of ways, for instance, they could join the joke teller in saying the

punchline or ask the joke teller to say another joke.
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Furthermore, on conversational joking, Norrick (1993) notes that laughter
often overlaps with the speech of the joke teller. According to Schwarz (2010),
laughter overlapping can also be applied to stand-up comedy performance. When a
comedian presents his/her jokes, the audience could anticipate the humorous peaks in
the comic narration, thus they might begin laughing before the comedians relinquith
the floor. Other similarities of conversational joking and stand-up joking inclu¢ “=eaa
of repetitive and formulaic structures, use of discourse markers (Schwarz,210), 2
use of both set-up and punchline in a joke structure, and the elicitation of “h4 sare
perlocutionary effect- laughter.

Furthermore, in emphasizing the areas of differences ans',simila.tiss in stand-
up joke telling and conversational joking, Schwarz (2010:88) asst :ts

The stand-up comedians try to involve their atlier -cin “u different
way. They address them directly and try to “2ep 2eir/attention and
earn their appreciation, but they do not wait fcy their response. As
soon as they realize that the audience’is not reacung, they have to
change their way of performing so as nct.t5 lose their attention. They
do not have the time to pay atterfauiito 1odividual persons, so they
cannot rely on back channelling in the s me way that a joke teller in
a small group does.

In addition, it is possible ta,. diferentiate joking in stand-up comedy from
conversational joking based.«C> the nuniser of participants, particularly, the recipients.
In this view, stand-up colady is chen as a public joking genre because the number of
the addressees is n(t fixed 'nd because there is no previous social relationship
between the part’cipants. Caaversational joking, on the other hand, is a private joking
genre in that"the " tmbei of hearers is fixed and closed; in addition there is usually a
previous, soaidy relationship between the participants. However, stand-up comedy is
also.nersoal ara unmediated just like conversational joking, in that the comedian is
precant, Tac.-to-face with the hearers, since it is not mediated like other genres of

media riumour like newspapers cartoons and broadcast sitcoms.

&7 Joke performance in stand-up comedy

Mintz (1985), Mcllvenny, Mettovaara and Tapio, (1993), Greenbaum (1999),
Roberts (2000), Rutter (2000), Mesropova (2003), Glick (2007), Katayama (2009),
Scarpetta and Spagnolli (2009) Schwarz (2010), Morris (2011), and Adetunji (2013)

represent a number of scholars who have worked on stand-up comedy performances.
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These scholars examine stand-up comedy from different perspectives like arts,
rhetoric, semiotics and linguistics.

To start with, Roberts (2000) argues that stand-up comedy is a prerogative art.
She places stand-up performances on the same plain with other art genres like music,
paintings and drawing. Greenbaum (1999), Glicks (2007) and Morris (2011) &=
studies which draw from rhetorics and semiotics in analysing stand-up perform “ieas
Greenbaum (1999) maintains that stand-up narratives are rhetorical and argudesigned
to persuade the audience to adopt certain ideological positions. The “:tznd-up
comedians persuade their audience by adopting different discoudse stranagics like
ethos and karios. For Morris (2011), the performance space ofistand-un0omedy is a
contact zone where a comedian may “successfully challenge d¢ 'y held beliefs” of
the audience members. Comedians use “concrete and parse .alistories, active voice,
and repetition of ideas, bodily and facial gestures” in thcpertctiance space to achieve
their rhetorical goal (p. 38). Glick (2007) explaifis stand-up performance as a semiotic
process in which the comedians use differentasoic s to foreground incongruity in their
joke performances. In this semiotic proce s, the ¢ ymedians set up relevant background
information.

Rutter (2000) identifies Gyt inctions of comperes in stand-up comedy. The
author observes that the intxocction by comperes frames a series of comedy sets into
a single performance. _In“anothersstudy, Katayama (2009) compares the Japanese
version of stand-up ¢ masyu(Manzai) with the American stand-up comedy. Katayama
observes that hiinot - in Axierican stand-up comedy occurs from the common ground
between th< comicdian and the audience while in Japanese, it occurs from the
performince Cistapse that exists between the stand-up and their audience. Mesropova
(2022)_brings up gender issues in stand-up performances. The author notes that
Ruscian fernale stand-up comedians’ routines are pervasively marked by highly
neyative men-denigrating motifs, even though the female comedians perform routines
that are written by men.

Both Mcllvenny, Mettovaara and Tapio, (1993) and Scarpetta and Spagnolli
(2009) adopt conversational analysis methods in analysing stand-up performances.
They identify different conversational devices like laughtraps, listing, membership
category, fillers, surveys and pags in their studies. Scarpetta and Spagnolli (2009)
view stand-up comedy as an interaction. They also describe it as an institutional form

of talk-in-interaction in which series of joking stories are presented to the audience.
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Giving the following reasons, Scarpetta and Spagnolli (2009: 5-6) assert that stand-up

performances are instances of institutional form of talk-in-interaction:

V2

They have specific goals tied to the participants’ institution relevant
identities: the comedian and audience gather together to have fun by
laughing at the performer’s punchlines (Glick, 2007; Schwarz, 2010 afd
Mintz, 1985). Roberts (2000) observes that whatever “kills” laughtd me2
performance is noted by the comedian and it is not repeated.

There are constraints on what can be considered as permitted consikution.
As a social practice, stand-up comedy permits only the<:omedi n w hold
the flour through-out the time of the performansa, The ausdience can
contribute only by producing affiliative or disaffiliative responses, but
cannot reciprocate the performers’ jokes asiit ~vGhld have occurred in
ordinary conversations (Schwarz, 2010; Mci.enri y/vlettovaara and Tapio,
1993). Affiliative responses are rousitive in ‘that they encourage the
comedians to continue their actsaahile tisaffiliative responses are negative
in that they tell the comed ins tha  their acts are not humorous and
unacceptable. Schwarz ¢(2010), **%ntz (1985) as well as Mcllvenny,
Mettovaara and Tapice{’¢ 23) recognise that the audience do not just only
participate by ligteiing and watching the comics performing but also react
to what the corn:ics say or how the comics act by giving feedbacks through
their respcnses

The/res) onse<ormants can readily be done together. Cases when
diviacals make themselves audible are often remarked upon by the
Culaedians. Mcllvenny, Mettovaara and Tapio (1993) observe that the
response formants in stand-up comedy performances are similar to what is
uotainable in political oratory.

The interactions in stand-up comedy performance are carried out and made
recognisable through specific practices which show coherence, orderliness
and meaningful succession of sequences of acts or move. The stand-up
practice also allows on-going progression of the performance such that it
indicates the kind of activity the participants are jointly engaged in.
Scholars agree that stand-up comedy performance has become a social

practice which has its own peculiar features.
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2.8 Timing in joke performance

The notion of timing in the performance of jokes is very significant. Joke
tellers, and in this case stand-up comedians, must determine how to effectively
manage time during the performance of their jokes. Attardo and Pickering (2011:233)
observe that “in humour, timing is everything.” Similarly, Audrieth (1998) comments
that timing can make the difference between a joke that is extremely effective anaane
that fails. To Audrieth, timing relates to the delivery of the punchline. im, ig.is
concerned with the amount of time delayed between the end of the setup ¢%a J« ke and
the delivery of its punchline. When the time is too short or too long, t.:2 imr act of the
punchline is lessened. Too short a time makes the joke to end aarup 34 and this does
not give adequate time for the recipient to process the *oke: On' he other hand, too
long a time may make the recipients to lose interest in“he jc «e.

The idea of timing in joke delivery epsails appartioning the right rhythm,
speed and pause to each part of the joke. A*3ruo and Pickering (2011), having
reviewed different definitions of timing %, humcur, “2capitulate timing as distribution
of pauses, distribution of the elements of 1.2 joke text (the build-up and the punchline)
and as interaction with other spec<ers. Attardo and Pickering imply that timing
involves not only apportionin® the rigr.ispeed or seconds to each part of the joke, but
also observing the recipignts of “he joke and allowing them the necessary time they
need to get the joke. 7nis is vy Suls (1983:54) emphasizes that in the presentation of
a joke, “the joke g#mamise my st be told in such a way that the listener has enough time
to generate an e.n¢clacion and therefore be surprised by the punchline.” Suls (1983)
further nouwcs thit when recipients of jokes are provided with too much time, they will
be able tc nreaiy*'the punchline of the joke, and when they are provided with too little
tiihe theywe 'l have no expectation at all and the joke will lose its surprise effect.

'n stand-up comedy performance, timing begins the moment the comedians
Step .nto the stage. The audience, who would have been awaiting their presence,
normally give a loud affiliative response at the sight of the stand-up comedians. A
professional stand-up comedian allows the audience to calm down before beginning
her/her routine. S/he also measures effectively the time when to start the performance
and when to move to a new joke. At each joke interval, professional comedians allow
their audience to fully express their reactions to their jokes and then calm down before

moving to the next joke. Professional comedians also determine the speed at which
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they render their jokes, when to use a pause and the length of pauses and the kind of
speed with which to render each joke. Schwarz (2010) identifies the use of repetitive
structures, formulaic expressions, hesitation markers, hedges and planned pauses as
timing issues during sand-up performances. If these language cues are to be used, the
comedian must determine the time to use them during performance.

Apart from forming an intrinsic part of a performance, timing is also use w2
interactional strategy by the comedians. Comedians usually pause to o'warve i
reception of their jokes. Adetunji (2013) observes that pausing has been foui d<useiul

in humour performance for activating shared co-textual and context :l back rotnds.

2.9  Studies on Nigerian stand-up comedy

Adetunji (2013), Ayakoroma (2013), Adekunle {201 ) <na Nwankwo (2014)
are studies which have investigated Nigerian stand-up camea;Adetunji (2013) views
Nigerian stand-up comedy as a realisation of &nd use of ine English language as a
second language phenomenon. He assertssat Iz study “explores the situation of
English in a ‘peripheral’ (non-native spe: king), “ Juter Circle’ (ESL) environment, by
examining aspects of the pragmatic< of Nige.ieii humour, specifically the interactional
context of its stand-up comedy’> (/¥ nji 2013: 1).

Adetunji (2013) inves aates the performance of four male comedians- Ali
Baba, | Go Dye, Basketmiauth arid Gordons, and one female comedian- Lepacious
Bose. He observes (:atsiip, crioice of one female comedian as against four male
comedians is tg ret 2ct tha"gender disparity in the number of professional stand-up
comedians #Adetur i (2013:5) asserts that the female comedians ‘““are not up to one-
fifth of 1xe t¢ al number of Nigerian stand-up comedians”. Ayakoroma (2013), which
chréniclest the history of stand-up comedy in Nigeria, corroborates Adetunji’s
asse.fion in that in his list of about thirty artistes who have performed as stand-up
coradians in Nigeria, only two female comedians are mentioned.

As findings, Adetunji (2013) identifies linguistic coding, stereotyping, call and
response, formulaic expressions, self-deprecation and shared experiences as strategies
adopted by Nigerian stand-up comedians in their performances to initiate humour.
However, he fails to relate these strategies to the concept and theories of humour. For
instance, he fails to show how stereotyping makes people laugh. Also, under linguistic

coding, he asserts that Nigerian stand-up comedians alternate codes, but he fails to
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show what humour lies in code alternation and how code alternation makes the
audiences in the stand-up performances laugh. It is not only in joke performances that
interlocutors stereotype people in the society. Stereotyping also occurs in other genres
of communication such as news broadcast, dance and music. Also, in everyday
conversations, interlocutors alternate codes. These instances do not however lead o
humour. These observations strengthen the fact that there is need to re-examif Sutha
strategies employed by Nigerian stand-up comedians and relate them to thawaurposas
for which they are used, joke performance in the Nigerian context.

In a different study, Ayakoroma (2013) presents the historic’:l deveipriient of
Nigerian stand-up comedy. The study observes that stand-upssomedyyosare which
began in the country in the 1990s is not totally new to the counixv/as were had been
some forms of entertainment in the broadcast media viick “c2 Similar to stand-up
performances. For instance, the author observes that tiaditicass court performers are
actually stand-up performers in that they alsefaim_at eliciting humorous responses
from their listeners. Ayakoroma (2013) deas,nou touch on the linguistics aspects of
Nigerian of stand-up comedy.

Another study on Nigeriar stand-ape“comedy is Adekunle (2014), which
examines the stand-up performaiieas »f three Nigerian stand-up comedians, Gordons,
Basketmouth and | Go /Uyu,. Adekunle (2014) adopts a literary approach in
investigating the satiric avices ‘and the performativity techniques of these the
comedians. Adoptin_._raymhocnalysis and performance theory as his theoretical
orientation for zhaly sis, tha’author concludes that the comedians orient three types of
satire in their periarmances - political, social and religious. He also notes that the
comedia»s ui= symbolism, caricature, subtle irony and humour to present serious
natienal iscies while their performances are characterised by vocal dexterity, mimesis,
blazyr costume, subject-constrained facial and bodily gestures, audience-dependent
imyrovisation and interactivity.

Although Adekunle (2014) identifies the satiric import of stand-up comedy
performance, his analysis presents a marginal contribution to humour research in that
the study does not include any literature on humour and like Adetuniji (2013), does
not include humour analysis. The author selects psychoanalysis and performance
theory as the theoretical frameworks, which seem appropriate, but because there is no

reference to Freud’s (2002) seminal work on humour in Adetunji’s review of
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psychoanalysis, there is no analysis of humour in the study. Adekunle (2014) does not
account for humour in Nigerian stand-up comedy.

Unlike Adekunle (2014), Nwankwo (2014) commences his study of Nigerian
stand-up performance from the angle of the discipline of humour, thus he relates his
analysis to the approaches to humour studies. In his comparative analysis of feur
Nigerian stand-up comedians, AY, Klint-da-Drunk, | Go Dye and Basketmou “;jxh2
observes that all the comedians elicit performance-audience-interactaa ush
adjacency pairs, deploy embodied action and narrative dexterity thrCueh e
manipulative use of NP. He however observes that the stage pf=sence, eri.rance,
appearance and delivery of the comedians differ. On their delixary, hevahGerves that
Basketmouth, | Go Dye and Klint-de-Drunk denigrate their pe.sefialites while AY
imitates the elitist mannerism of the pastors he satirises.\He &i09 cxplores the use of
embodied processes like mimesis, movement, gestures, “aciaia’\pressions and speech.
On their embodied actions, Nwankwo (2014) r«inarks that Klint-de-Drunk adopts the
role of a drunkard while others play multipla:.snap =hot roles, for instance, AY dresses
flamboyantly, uses different costumes, and u.2s the stage space extensively to
dramatize the actions of the butts hetcaricatu.

Although Nwankwo (202, aresents a thorough comparative study of the
performances of the selectes. camedians, his study is not without some short-comings.
Since the focus of his ““tudy 1o theatrical, the linguistics aspects of stand-up
performances are lei: omtwin iiis analysis. Even though he refers to the choice of
language and th< me anerisz of narration of each of the comedians, the study does not
include a l¥guisticyanalysis of the performances. Also, Nwankwo (2014) claims to
investigd ‘e a.” aspests of the stage presence of the comedians; however, given that the
soumas ot his data are recorded versions of the performances, one wonders how the
inveatigation of the entrance and exit patterns of the comedians in their shows will be
nosaible since the recorded versions of their performances are always edited and are
usually without the moment of entrance and exit of the comedians.

Another shortcoming of Nwankwo (2014) and Adekunle (2014) is that they are
gender biased in that the two studies do not include any female comedian’s routine in
their analyses. Even though there are more male comedians than female comedians,
the studies ought to have included, at least, a routine of a female comedian.

Apart from the observations made above, it is important to also note that these

studies on Nigerian stand-up comedy neglect investigating intentions in stand-up
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joking contexts. The previous studies do not also consider the humour strategies
employed by Nigerian comedians. In this study, the joking contexts found in Nigerian
stand-up comedy are identified and the stand-up comedians’ intentions in these joking

contexts are also described.

2.10 Theoretical orientations

This section presents the basic tenets of the linguistic theories that i for:.i"te
analysis. These theories are relevance theory, pragmatic acts theory anu col ‘extual
belief theory. The basic principles of these theories are combined, to/ form the

theoretical model developed for the purpose of this study.

2.10.1 Relevance theory (RT)

RT views communication as a cognitivesrocess wriich involves human ability
to entertain representations of other people’s thcshts, desires and ideas on the basis
of concrete stimuli like utterances and ¢estures  RT was developed by Sperber and
Wilson (1986). Studies like Blakemore (1392)(2002), Wilson and Sperber (2004),
Yus (2006) and (2011) have exalice ed the basic tenets of RT. Wilson and Sperber
(2004) describe communicai.an exchai.ges as ostensive-inferential communications,
which involve the use of (stensivaistimuli designed to attract the audience’s attention
and focus it on the il tiator’s Watention. Only ostensive stimuli create expectations of
relevance. For oz sive stiriulus to become relevant, it must be mutually manifested
to the commaunicaars. KT is a theory of inference and it views inference as a mental
operatiop whitn is used to assess communicators’ intentions. Inference is affected by
contextuai factcis like assumptions (from experience, about the world and those
deriyzed troi situation of exchange), socio-cultural factors and preceding utterances.
Infarence entails identifying the logical forms of utterances, constructing their
propositional content and generating hypothesis about intended explicit and implicated
interpretation (explicature and implicature respectively) (Blakemore 1992; Wilson and
Sperber 2004; Yus 2006 and 2011).

To sum up RT, Wilson and Sperber (2004:256) present two basic principles:

I. Communicative principle of relevance: every ostensive stimulus conveys a

presumption of its own optimal relevance.
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ii. Optimal relevance: an ostensive stimulus is optimally relevant to an
audience if and only if:
a. Itis relevant enough to worth the audience’s processing effort;
b. It is the most relevant one compatible with the communicator’s abilities

and preferences.

With the first principle, it is noted that the degree of relevance of an uttercace
is variable and context dependent. The principle implies that only utterancec.in v 2ich
their speakers make manifest their intentions to the addressee are raicva.t, V'ith the
principle of relevance, the authors view “both the speaker and the hisrer 5 actively
participating in the verbal exchange, with the former devising I'is u:arances with the
view of achieving optimal relevance, and the latter forsiuicting “:n interpretation of

what he has heard, relying in this enterprise on the aseiimpcon tat optimal relevance

has been aimed at, if not achieved” (Jodtowiec 1931:242).

2.10.1.1 RT approaches to humoux

Studies that have applied RT to hurmw are incongruity approaches (Attardo,
2011). These studies present hurivasir s having a pragmatic component. The pragmatic
component is cognitively agtessed in terims of implicit and explicit assumptions, and it
is directed by the princinlesof relevance.

Yus (2003) 1{armatisestthe application of RT to humorous utterances. Yus
(2003:1300) ngtes hat “Kamorous discourses involve specific interpretive paths
favoured by the ,retrieval from the context of assumptions related to the
commur’'catc’ s communicative strategies.” Yus (2003) opines that, following the
prinainle CF relevance, hearers may have to carry out supplementary mental efforts if
an “utterance is not informative enough, irrelevant or untrue. He suggests that
hui2orous exchanges demand such an extra processing effort. Extra processing efforts
may be needed because joke-tellers might withhold relevant information, choose to be
obscure, ambiguous, or irrelevant so as to create incongruity. Thus, in RT, humorous
utterances “are explained in terms of favouring certain relevance-seeking interpretive
steps, with the aid of mutually manifest assumptions such as the speaker’s attempt to
create humorous effects” (Yus, 2003:1301).

Yus (2003) notes that interpretive stages like decoding, inferencing, extraction

of logical form, ambiguity resolution, reference assignment, enrichment and the
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recovery of implicatures and explicatures are exploited by humourists so as to derive
humorous effects. Yus (2003) proposes that there are two interpretations which could
be got from a joke: the first accessible interpretation is got from the build-up of the
joke, while the second interpretation is got from the punchline. Yus (2003) suggests
that the first interpretation (the overt one) selected by the addressee is one of tie
several interpretations that could be derived from the joke, and it is the ‘st
accessible to the hearer given the mutually manifested assumptions and iztarpretive
steps. Yus (2003) tagged all the possible interpretations from the first part oy th< joxke
as Multiple-Graded-Interpretations part of the joke (MGI) whil¢ he la elicd the
reading from the latter part of the joke text, which is hiddensuntil thayednchline is
given, Single-Covert-Interpretation part of the joke (SCI). Since 1 esiearer has already
got the overt MGI of the joke, the realisation of the SCI Curpr Schai.d amuses him/her.
With the SCI, the hearer identifies that (s)he has been“ad u,»<ne garden-path by the
teller.

Other studies that have applied RT.#2.iok s describe realisation of humour in

line with the MGI/SCI dichotomy; for i stance, Jodtowiec (1991) and Curcd (1996;

1998). Jodtowiec (1991) proposes 1at a joke possesses two hypotheses. The first is

specific hypothesis (H1), whi‘n is got \:om the activation of context(s) in the set-up of

the joke. The second is@an uneynected interpretation (H2), which is got after the

punchline of the joke‘nas beer.aiven. Jodtowiec opines that both H1 and H2 are in line

with the princizie ¢f relevsince and are explicatures got from the joke utterance. In
addition, Jedlowic>, identifies two assumptions in jokes: the immediately available
assumptions i Cl).,what Sperber and Wilson (1986) call initial context; and the
asswmotior's made accessible when the punchline of the joke is given- (C2). The C1
direats the riearer towards the intended interpretation of the H1 while the C2 directs the

hecrer tuwards the interpretation of the punchline (H2).

On her part, Curcd (1996) analyses how a joke-teller leads the hearer to

entertain two opposing assumptions: the Key Assumption (KA) which is a proposition
consistent with the first interpretation of the joke, and, the Target Assumption (TA)
which is a proposition consistent with the second interpretation of the joke. Curcd’s

KA is a strongly implicated premise while her TA is an accessible, though initially

unaccessed, assumption in the context of interpretation (Yus, 2003).
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However, Yus (2003) notes that it is not in all instances humorous texts fit into
the MGI/SCI dichotomy. Some instances of humour realisation rely on hearers’ ability
to extract contextual assumptions and use them to yield appropriate contextual
implications. It is in line with this that Galinanes (2000) argues that in humorous
novels, apart from creating external and internal incongruities, writers create strcig
implicatures within the context of the novels. Galinanes (2000) observe “at
humorous discourses are based on presuppositions and moral, social, ca'tural and
genetic assumptions shared by the narrator and reader. These assumptoss and
presuppositions are manipulated playfully by the writer and are reac ty avar.ablc to the
reader. Humour is, thus, created by writers when they keep juxtanosing avsats, speech
and actions of characters, which are opposing to the assumptions ha’y sec up in the plot
and assumptions the readers derived from their encyclopcadic «aw.edge.

A major short coming of the RT applications to 2umcyis that the proponents
have to contend with the fact that the princple of relevance cannot be violated
(Attardo, 2011). Several scholars working thin“ae parlance of humour have shown
that speakers deliberately violate Grice’l maxin 5, especially the maxims of relation
and manner, so as to initiate humout (Attarc»2994; Lin and Tan, 2012). Yus (2003)
argues that the violation of maxi.tmd \ not fit the RT approach and that in RT, Grice’s
view of cooperation as hasay, for successful communication is not regarded as
necessary, since optimal ro'evancercan be achieved without needing any underlying

principle in force.

2.10.2 Mey’s pingiadiis acts theory (PAT)

Jhe wncent of pragmatic acts presupposes that language is being actively
utilizad_to“achieve certain purposes which may not be overtly stated in the use of
langaage. However, for the action to which language is put, there is need for a
“sicnational setting up in which the context of the acting carries more weight than the
xnoken act itself” (Mey 2001: 210).

Two concepts are important in PAT, common scenes and affordances. Mey
(2001:218) describes common scene as “more than just a context, understood as a
common background, or platform of communication.” It is about “the underlying
presuppositions making this context very possible”. It is the understanding of the

common scene that ultimately influence the actions performed in communication
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exchanges. Common scene is akin to Levinson’s (1979) activity type theory in that the
concept of common scene is used to accentuate the social limitations as well as lack of
restrictions that a speech situation offers language users. Mey (2001) uses the term
affordances to denote what participants can achieve in the common scene. The
affordances in a common scene create a platform for the participants to interact.

Pragmatic acts do not necessarily involve the use of speech acts since as’ aah
as situated speech acts constitute pragmatic acts, gestures and other nonvgrhal cues
when situated, could be pointers to intended pragmatic acts. As a theorv of iatention,
PAT considers the verbal and nonverbal cues that could be used t¢ perfor.a specific
pragmatic acts, and the verbal and nonverbal cues that could craate the poxditions for
performing such pragmatic acts. Mey (2001) emphasizes _that 2A%, aS a theory of
action, appeals to the underlying orientation among pai ‘cir .. I discourse, which
manifests itself in their interactional goals.

Mey (2001:227) describes pragmatics acting as “‘contextualised adaptive
behaviour” and pragmatic act as “an instansasof acapting oneself to context as well as
(on the basis of past situations and lool ing ahed to future situations) adapting the
context to oneself.” Mey argues that an inciasCe of communication becomes an act
when it is situated in contexts, &' ich situated communications are actions in that
they are adaptive behaviowis through which interlocutors influence each other and
their environments. PAT “'aoes nce explain language from the “sovereign speaker-
hearer” angle, but focusesmn “he environment in which both speaker and hearer find
their affordances, su th thatine entire situation is brought to bear on what can be said
in the situation, as well as on what is actually being said” (Mey 2001:221).

FAT =xplains the way pragmemes are presented in speech situations.
Pragmeme. are prototypes of situated language use and are realised through individual
nrayMmatic acts (ipras or practs and allopracts) whenever language users adapt
thesaselves to context and whenever they adapt contexts to themselves. A pragmeme
s “a generalized pragmatic act regarded as the only force associated with making
utterances” (Odebunmi 2008:76). Mey (2006:751) describes practs as individual
pragmatic acts which realise a particular pragmeme and an alloprat as “a different
realisation of a particular pragmeme”.

With PAT, there is no need for conditions and rules for actualising individual
speech acts or the rules of grammaticalness or correctness (Mey, 2001; 2006; Kecskes,

2010). PAT resolves the problem of differentiating illocutionary force from
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perlocutionary force, which is associated with speech act theory. Speech acts are
viewed as occurring and interacting with other acts in order to enhance the realisation
of participants’ intentions. Mey (2001) indicates that there are two parts to a
pragmeme: the activity part and textual part. The activity part is made up of language
and paralanguage which interlocutors draw upon to communicate. The activity pért
“lists the various choices that the language user has at his or her dispc’ dwin
communicating.... The language user may choose one or several of th¢wavailabiz
options” (Mey 2001:222). These include speech acts, indirect spec:b¢ acus,
conversational acts, psychological acts, prosody, and physical acts¢.The ac:iviyy part
functions as the contextualisation cues. According tew, Grunipers (1992),
contextualisation cue are meant to guide the hearers to the sneake s’/intentions.

The textual part refers to the context in which any ora jiiiaticact is situated and
it includes inference, reference, relevance, voice, sahareGasituational knowledge,
metaphor and metapragmatic joker. The metaprigmatic joker is very important in that
it directs attention to something happeninc.an the metapragmatic level (Mey, 2006).
According to Odebunmi (2008), it is the interac ‘on between the activity and textual
parts the results in practs and alloprects. It Is!c0 in the context that the activity part is

situated.

2.10.3 Context

According to",eam11933), context is made up of any background knowledge
assumed to begshar:d bywparticipants of a discourse. Such background knowledge
contributes#o howyhearers interpret speakers’ meanings. Hanks (2006) notes that
language anu verbal exchanges are informed and shaped by social and interpersonal
conwwds inwhich speech occurs.

Odenunmi (2006) views context as the spine of meaning, without which,
sncokers’ intentions and meaning of a communicative event cannot be identified. To
aim, context consists in beliefs or assumptions about temporal, spatial, social, physical
and cultural settings and actions. Odebunmi (2006) presents a model of context that
identifies two levels of beliefs: language and situational. The language level
accentuates that meaning and identification of intentions is possible if interlocutors
have access to the same language while the second level amplifies the need for

common code and experience for the processing of meaning and intentions. Collective
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assumptions about code and experience secure the uptake for meaning and
identification of intention in any interaction.

Odebunmi (2006:26-33) further specifies and explicates three aspects of

situational level beliefs and these are presented as follows:

I. Shared knowledge of subject topic: with this aspect of situational leval
belief, Odebunmi (2006) emphasizes the need for interlocutors te oo
adequate knowledge of the discourse topic or subject.

ii. Shared knowledge of word choices, referents and references: this \s#ect of
situational level belief underscores the relevance of lang tage cc npctence,
both linguistic and communicative competence ofathe intwcrleCutors, for
successful communication. Odebunmi (2006) stress»s#hac interlocutors
must have same knowledge of lexical iteris, riicwers, references and
collocational rules.

iii. Shared socio-cultural and situationa” experiences, previous or immediate:
with this aspect of situationalyleve , belief, Odebunmi (2006) gives
prominence to both cultural €1d situa jonal aspects of language. He states
that “interactions movefon smowiily when participants have common

socio-cultural and sitGasias al experiences” (Odebunmi, 2006: 30).

Odebunmi’s (2006) eminion 3, that these beliefs or assumptions held prior to or
during the communigative evant come into and facilitate the communicative event.
Similarly, as exesmlified in: Mey (2001), the shared situational knowledge empowers
the participants a4 mawaffordances, identify what can be said and interpret what is
actually sa..

In.Mey/2001) and (2006), context is specified as the textual part of the
pitamauds=t model. It includes co-text and the interactional situation. It is in the
coatexathat the processes of inference, reference assignment and the search for
opuial relevance are carried out. Mey also uses the term common scene, to describe
wnat is meant by context in PAT. Mey (2006:749) asserts that common scene is
typical of social situation, which is “a situation whose participants are on some kind of
shared footing.” Common scene entails the notion of common ground and what

participants in a conversation understand as common ground.
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2.11 Theoretical model: humour acts

The theoretical model adopted for this study is termed humour acts. One of the
reasons for using ideas from RT and PAT as the foundation of the model for analysing
the performances of Nigerian stand-up comedians is that these two theories of
meaning are theories of intention. Both of them recognise that for meaning to &e
inferred, hearers must identify the intentions of the speakers. Mey (2001) sub? Zmas
this under the communicative principle by noting that it is impossikia, not
communicate in any communicative exchange. The communicative principle h<ips (o
accentuate that although stand-up comedy is geared towards makii 1 the p rticipants
laugh, the stand-up comedians’ utterances communicate ofher mecpizigs to the
audience.

Both theories recognise the need for contextualicatior."Ciiesito be situated in a
communal context, which is specified by Odebunmi (20U}, for intentions to be
identified. In RT, contextualisation cues are terned stimuli"while in PAT, they make
up the activity part. In RT, context refazs tc .informative sources from which
interactants gather assumptions in any co nmunic :tive exchange while in PAT context
refers to common scenes where intetactants “»< their affordances and instantiate their
acts. In RT terms, context is.Cegarive while in PAT, it is social and situational.
Adopting these views will gfiaile a dialectal movement in the analysis of the stand-up
comedy performance. It viill helpsin noting that the situational use of language in
stand-up comedy lic ncamstaiid-up comedians’ humour acts. It will also help in
identifying how he tomediuns, with each joke, create different contexts that are used
in interpretiig theiyioking stories. A joking story indicates comedians’ intention for
different:huiOur asts. In addition, it will help to identify the cognitive (pragmatic)
strataaies e mployed by the comedians in constructing their jokes.

The notion of common scene is vital here. There is the need to define the
corymoti scene of the stand-up comedy narration which gives the comedians and their
audiences their affordances. Common scene refers to the presuppositions underlying
stand-up comedy performances (these have been discussed in Sections 2.6 and 2.7). In
the Nigerian stand-up context, these presuppositions also include the
multilingual/multicultural nature of Nigeria, Nigeria’s troubled political and social life
and the emerging national culture.

In Humour acts, common scene and assumptions underlie both the use of

verbal and nonverbal cues in the humorous narrations of the stand-up comedians. Both
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the assumptions and the common scene of the performance influence the comedians’
narrations as well as the audience interpretation of the narrations. For instance, from
the situational level of stand-up comedy performance, both comedians and audiences
derive their institutional identities from the collective assumption on how they should
behave in the performance. It also informs the kind of affordances they experience<n
the interaction: only the stand-up comedians should say the joke while the aud-cma2
should laugh at the joke.

Even though the participants draw assumptions from the same siu«donal
context, there is need for communal manifestness. Communal maifestne s cenotes
that mutual attention must be established and reciproca'y, oreseice’ must be
acknowledged between stand-up comedians and their audiences,b<rore any humour
acts can be instantiated. It should be noted that in tht,Ni citantstand-up comedy,
where the stand-up comedians and audiences may nct havadthe same informative
sources in terms of first language and culture, t*.ere is need for the comedian to make
communally manifest, all aspects of their idantiti s that are vital to the humour acts
being performed. Stand-up comedians n ake su¢a information communally manifest
through their use of verbal and nonverbal cucs

The concept humour acts%pr2 upposes that apart from instantiating humour in
their audiences, stand-up cainiadians use their joking stories to achieve certain goals.
They could indicate their 1tantionoito start a joke, talk about themselves, the audience
or report a social actorgmthe audience, so as through shared laughter, they will
accentuate what's s\ ciall\zs.cceptable or unacceptable.

Huprour ac: also take into cognisance a number of conceptual orientations in
humour ¢ asec ch, which are explained below:

lokes are products of human interactions: Attardo (1994), Yus (2003) and
vlartin - (2007) see joking as a successful interpersonal and/or
communicative exchange. Studies on stand-up comedy have presented
stand-up comedy joke narrations as successful communicative exchanges
between the stand-up comedians and the audiences. Humour acts take
place as a result of the communicative exchanges between stand-up
comedians and their audiences.

ii. Jokes convey some information. Attardo (1994) opines that there is no
joke without a specific message in it since a joke must be about something.

In essence, a joke says something about someone or a group, or comments
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on an action or an event. Stand-up comedians might use their jokes to talk
about themselves, their experiences, other individuals or their societies.

iii. Because jokes convey information, their uses have pragmatic import.
Language users present jokes to recipients to make known their intentions.
It is in view of speakers’ intentionality, that Schmidt (2011) describesha
joke as a discrete speech act.

Iv. A joke narration, regardless of its length and structure, is @wdiscres
language unit and as such, should be analysed as a unit of discours>.<cis 1in

this sense that Jodtowiec (1991) defines a joke as an or‘ered se yuence of

utterances which are planned as a unit and Schmidt { <«v2%) destiibes a joke
as an independent unit of language that fusmetions s an independent
utterance.

V. As an utterance, the joke depends on the conaxt(s; of its performance for
its meaning. For any joke-exchange o ta'ce place there must be a Speaker-
S (comedian), Hearer-H (audisiicenancyIntention-1 (act) that S wants to
convey to H. The audience "=ceive/ he joke within the contexts of its
performance, and infer “he acts transmitted via the joke. The audience
understand the jole tar hove the literal meaning of the words and
sentences that niake o the joke utterance. The comprehension of the joke
by the audiznce ioisignalled by their responses.

Vi, To convey el humour acts, speakers make use of certain strategies,

whita m yshe Covert or overt.

Humourgacwyriodel is presented in Figure 1 below:
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Fig. 1: Humour acts model

Encyclopaedic knowledge

SSK (Participants-of-the-joke), SCK, SKC

Joke utterance
Participants-in-the-joke
Activity-in-the-joke
Conversational acts:

Speech and pragmatic acts
Prosodic cues
Physical acts |

Body moves |
Physiognomy
Bodily expression of emotions ‘
Dressing
Voice Layer A Context-in-*ie-joke
Layer B Contey -of-the-joke
Layer C

Source: Researcher

2.12  Aspects of hurour  cts

Thesnumocr, acts model is three layered. It shows that jokes in stand-up
perform{ncefare embodiments of three levels of contexts, all of which interact as the
stans'-up ¢ medians present their narrations to their audiences. The comedians draw
assumptions, issues, actors and events from the shared encyclopaedic knowledge and
coiext-of-the-joke and situate them in the context-in-the-joke. The layers are

axplained in the following sections.

2.12.1 Layer A: Context-in-the-joke

Layer A, the innermost layer of the model, is the core of the model. It is the
part that provides the elements which function as contextualisation cues for deriving
the stand-up comedians’ humour acts. These cues also suggest the kind of assumptions

that the comedians make manifest in their interaction with the audience. The
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participants of the interaction, stand-up comedians and audience, make use of these
verbal and nonverbal signs to relate the joke to their background knowledge (Layers B
and C) in order to retrieve the needed assumptions to construct and interpret each joke.
It is from Layer A that the comedians communicative intentions are identified.

The comedians use the features of Layer A to initiate and execute their humaeur
acts. The features in this layer represent the various choices comedians have & it
disposal in communicating their acts and adopting their strategies. The comadian mey
select one or several of the existing options or may decide to do away w th"them
totally.

As verbal and nonverbal cues, their pragmatic signifisance is tosattract the
audience’s attention and focus it on the comedians’ humour acii.<in KT terms, they
function as ostensive stimuli; therefore, they create precica arn . "prec.ctable expectation
of relevance in the contexts of stand-up comedy periarmanse. Whenever they are
made manifest to the audiences, they arescapable ot altering the audiences’

assumptions about the world or their collectia cui :ire.

212.1.1 The joke utterance

The term joke utterance<s, 1< 2d here to refer to the exact linguistic code and
wordings used by the coriadians toconvey their jokes to the audience. This
contextualisation cue is auaoted 1vam GTVH. It presupposes the concept of language
in joking exchanges, which acyording to Attardo (1994), contains all the information
necessary for the virbalisat’on of a joke. It entails the lexical and structural choices
made by staiid-up“omeuians while saying or performing their jokes. The task in the
analysiseis 27 just.to examine the propositional contents of the jokes, their implied

premises, i ut also to see how these are juxtaposed with the joking contexts.
212,02 The participants-in-the-joke

The participants-in-the-joke are the people or characters in the joking stories of
stand-up comedians. In any joke narration, there is need to pick-out the referring
expressions and assign the proper referents to them. Jokes usually come with
participants who represent real life characters. These participants-in-the-joke are
reflective of social actors or groups in the society. How they are presented in the joke,
the actions and statements assigned to them are pointers to the participants-of-the-joke
(the comedian and the audience) attitudes to them and ultimately humour acts of the
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comedian. The comedian might choose to present certain participant in his joke as
wise and smart or foolish and stupid; such presentation would be used to justify the
comedian’s act of criticising, justifying or praising such a participant in the joke.

In this model, participants-in-the-joke include all the individuals (especially
the targets) who are mentioned in a joking story. GTVH only recognises targets<n
jokes, however, when stand-up joking stories are examined, it will be realise’ “Uaat
there are usually more than one character in their narrations. When @amediais
mention individuals as parts of the participants-in-the-joke, the audience wil. asuvate
background assumptions like stereotypes and attitudes about such:ndivia als while
interpreting the jokes. The kinds of actions and speech allifed to heftarget are
suggestive of how such a person or group of persons is perceive.' by thie-participants-
of-the-joke. The target may be presented as stupid, fCalisk “uuisc, cunning, gentle,
weak or strong.

Identifying the participants-in-the-joke” helps to “separate them from the
interlocutors, the-participants-of-the-joke, 120 ai " involved in the joking exchange.
With such categorisation, the model acc( ntuates :hat stand-up comedy narration falls
within the realms of secondary sgkech siwations. Secondary speech situations are

made-up of utterances in “whicli"tha, peaker reports to the hearer on somebody else’s

linguistic behaviour” (JeutCudec 1991:244). In stand-up comedy narrations,

comedians engage in«n ac.vity through which they report another activity to their

audience, such that «vG ai ferent activity types are taking place correspondingly.

Jodtowiec (199324 Jmeantures this by noting that in jokes, “two sets of speakers and

hearers arcinvulved."on one hand, the joke teller and his audience, on the other, the
characters in thofjoke and the overall joke production/comprehension, one embedded
inthe otun

Differentiating participants-in-the-joke from the participants-of-the-joke is
siginwicant for conceptualising the interpersonal relationship in the stand-up joking
eachange. By this distinction, a joking relationship, which exists between the stand-up
comedians and their audience, is established. By convention, the stand-up comedians
and their audiences are brought into what Radcliffe-Brown (1940) terms joking
relationship, a situation in which two individuals can make fun of each other.
According to Radcliffe-Brown, a joking relationship maybe symmetrical- one in

which “each of two persons teases or makes fun of the other”; or asymmetrical- one in
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which “A jokes at the expense of B and B accepts the teasing good humouredly but
without retaliating” (1940:195). The interpersonal relationship between the stand-up
comedians and audience falls within the purview of asymmetrical joking relationship
since the comedians are permitted to poke fun at the audience, with the audience not
taking offence at the comedians joke on them.

However, given that in stand-up joking relationship, the participants-¢ -
joke gather together to laugh at the participants-in-the-joke, the joking rela::anship of
stand-up performance can be described as tangential. Tangential joking rel fi<nship
refers to joking instances where two parties laugh at another indi:dual, v:ho'is not

part of the on-going interaction.

2.12.1.3 The activity-in-the-joke

The activity-in-the-joke has to do with the acians yr.£vents reported in the
joke. The activity in the joke is what the joke is/ull about ¢.»the activity type reported
in the joke. There is need to juxtapose how the e':nt or action reported in the joke is
carried out in the world of the joke with [ ow it i normally carried out in reality. This
element, thus, draws from the assumoptions ('arivzd from the encyclopaedic knowledge
as well as the culture of the particinaats-of-the-joke. The way the activity in the joke
is reported may not be in cai.;zonance with how such activity is carried out given the
encyclopaedic knowledgear the wollective culture of both the comedians and their
audience. There may 2e some 2art of incongruity between the event or action reported
in the joke ans” 1w thesevent or action should have been reported given the
background/tnow. :dge.

Exaiaidiing how the activity-in-the-joke is presented is very important because
it denotes xrux cr the action given in the joke. The comedian may use the activity-in-
the ioke 1o suggest certain stereotypes, especially when the butt of the joke is
asaaciaced with specific social groups.

21214 Conversational acts

Conversational acts refer to the linguistic strategies and conversational devices
that the comedians employ to engage their audiences. Conversational acts include
expressions like interrogative utterances and nonverbal cues like pauses which the
comedians employ to elicit audience participation in their performances. They also

include expressions that foreground direct reference to audience and the nonverbal
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devices that are used to indicate that the participants-of-the-joke are also included in
the participants-in-the-joke, for instance, pointing.

Parts of the conversational acts are the speech acts and pragmatic act
instantiated in the comedians’ routines. When these are considered within the
affordances of the context-of-the-joke, their pragmatic force would include the

humorous effects they have on the audience.

2.12.15 Prosodic cues

Prosodic cues refer to aspects of speech such as intonatitn, volt me, tone,
stress, pitch, rhythm, pause, voice quality and length. Bakis,and ''Cce (2011)
describe them as suprasegmental features of connected speech ai dsiote that they can
reveal something about the speaker or their intentionsi,Fe. i stunce, volume may
indicate emotional state while intonation can be useuyto cicunguish a declarative
statement from an interrogative one.

Grumperz (1982) notes that prosody=auseciby speakers to signal what activity
they are engaged in. It is also used by s eakers' o indicate “the metacommunicative
frame they are operating within” (Tlannen, 23U5: 33). Thus, these prosodic cues are
contextualisation cues. Grumpei . (%€ 32; 1992) suggest that these elements of speech
can be employed in differert vwavs and be used to convey certain meanings which may
be different from the linguistic meanings of the words on which they are assigned.
Since these cues are xanwzntions for signalling speakers’ intention, it is important to
consider them /1 th. analyGis to see how they have been used by the comedians to

enhance tha‘perforiaance of their joking acts.

2.12.1.6 «Hysical acts (nonverbal cues)

Physical acts include body moves, physiognomy, bodily expressions of
amctions and the manner of dressing. They are nonverbal cues that are used in
rommunication and they include body languages like hand gesture, posture, touch,
pointing, stage movement and facial expression. Communication cues like styling
choice, such as, hair or clothing style are also subsumed under physical acts. These
nonverbal cues, usually, become meaningful when considered with utterances in the
context of their use. They enhance the meaning of linguistic expression as well as

speakers intended meaning (Tannen, 2005). According Grumperz (1992), these
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nonverbal acts are parts of contextualisation cues. Grumperz argues that they play an
important role in affecting participants’ perception of discourse-level coherence, and
thus, they influence the interpretation of discourse in which they are used.

Gestures and other nonverbal cues are parts of the semiotic resources that the
comedians draw from to enhance the performance of jokes. They are also used<n
conveying the intended humour acts of the comedians. Thus, in the analysis, th{ Fwaa
will be examined. The physical acts will be examined using ideas from mu'*modaliy/
theory, a methodological framework which draws from discourse “apulysis,
interactional sociolinguistics, semiotics and mediated discourse ana’ ssis (Ki»ss, 2010;
Noris 2004). Norris (2004) version of multimodality is adopted #=,the aria'viis because
it is @ model of multimodal theory that is based on both semioics anu interactional

sociolinguistics.

2.12.1.7 \Voice

Voice, according to Mey (2011) and Bal ("006), has to do with “who speaks”
in a narration: is it the narrator, the auth¢r of the story or one of the characters in the
story. Voice is a basic strategy employed ii.anbsncing the effects of a narration on the
recipient of the narrative text. \Vaice''s cardinal to storytelling because it is through it
that stories are told. With xce, storyiellers create characters, keep the characters
alive and apart and everi sreate \eir points of view (Mey, 2011). Comedians may
present their narraticas in.dnisrent voices by creating different participants-in-the-
joke, allotting d¥“ierant voic's to the participants-in-the-joke using different strategies,
and, allowing thes participants to speak to the audience with their individual voices.

Theaticepts of dialogism and monologism are important in analysing voicing.
A text is lialog:c when it is made up of several voices. A text is thus seen as an
intesactionor multiple voices and several modes of discourse. The voices in the text
arcynot wlended into a single perspective and they are not overshadowed by the voice
of the author or narrator. With the dialogic voice, a text expresses plurality of
consciousness which is held together in the narration. Monologic voice on the other
hand, is directly oriented to its topic or purpose. It is thus made up of a single voice,
which speakers use to project themselves. Monologism is made up of a single
consciousness and it presents views or beliefs from a single perspective- the dominant
perspective (Bal, 2006; Morson, 2006; Waghmare, 2011).
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2.12.2 Layer B: Context-of-the-joke

This layer denotes the communicative situation of stand-up comedy
performance; it is the locus of stand-up comedy interaction. It is here the goals of
stand-up comedy interactions are initiated, achieved and sustained. It is the context of
humour performance. The context of the joke licences the use of the joke, without it,
there is no performance of jokes. As the situation of language use, it dictates the rales
of the participants-of-the-joke. It is from this layer that the participants-G'-the ;ake
derive what to do and how to do it, and, what to say and how to say if

As the common scene, it specifies the social context in“whick stand-up
performances take place. The context-of-the-joke has as its foun.'aticwthe background
knowledge of the participants-of-the-joke. It underlines #'ie unda nental assumptions
that enhance the success of stand-up comedy interaciionar a0al.. These assumptions
are shared situational knowledge (SSK), shared eultural kitzawledge (SCK) and shared
knowledge of code (SKC). Mintz (1985) suggests that background knowledge in
terms of language, culture and situati¢'i much bevshared for successful stand-up
comedy performance. To conceptualise 2e cor ext-of-the-joke in the humour acts
model, Odebunmi (2006) contextual yelief theory is adopted.

212.2.1 The shared<urstral knowledge (SCK)

Culture sums 7y the aliefs, history, events, actions, attitude and behaviour of
a group of people. Accordii g to Martin and Ringham (2000: 46), “the term culture
designates the sam /2l or knowledge, attitudes and values which inform a society or
characteri¢ : ansindividual”. Since culture informs attitude, it influences language use
and pragiaaticintcrpretation of utterances. As an embodiment of values and beliefs,
cu'turewaresents participants with numerous underlying presuppositions which
wcilivte the success of their interactions. This is why, in any communication
o0t nge, the participants must share the same cultural presuppositions or make them
explicit.

Although the mechanism of humour is universal and transcultural, the
realisation of humour and the success of its use depend on the cultural presuppositions
held by the participants. Studies like Norrick (1986), Staley and Derks (1995) and
Holmes and Marra (2002) have pointed out that culture determines what counts as

funny and that participants must share the same cultural values for them to enjoy
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humour. Likewise, Yus (2003), (2004) and Schwarz (2010) have noted that in stand-
up comedy there is need for the participants to have the same cultural beliefs.

It is important to note that the Nigerian stand-up comedy, the source of data for
the current study, is an offshoot of a multicultural society. Thus, Nigerian stand-up
comedians must find a way of negotiating the possible cultural plurality of thgir
audiences via the resources in Layer A. The comedians make use of the cues in¢ aynr
A to explicitly activate cultural assumptions between themselves and theirgatdiences
by building their narrations around popular Nigerian political, social anceditural

topics and events.

2.12.2.2 The shared situational knowledge (SSK)

Situational knowledge is a fundamental assum;«ion #a.th» interpretation of
utterances. The situation of an utterance refers to the wind f aCtivity that causes the
utterance. In interactions, participants must drawv from tho situation to interpret the
logical form of utterances and to deduce the spea.rs’ intentions. This calls for mutual
knowledge of the situation by the partici| ants. " e term shared situational knowledge
is used to refer to the mutual awareness albaut e stand-up performance that both the
stand-up comedians and their aus':anc 2 possess.

For stand-up performiace, SSK cemands that the participants-of-the-joke must
be aware of how the star-up performance is carried out, their roles as well as their
institutionalised ider ities.anushow they can contribute to the stand-up interaction.
SSK also entails uinat the rarticipants-of-the-joke recognise the constraints on their
roles and hdw v caii manipulate such constraints to achieve their goals. For
instanceq thiadnstitutionalised nature of stand-up performance does not permit the
audience 1) spea< in the interaction, except when the comedians elicit responses from
the audiericc. However, whenever the comedians are performing and the audience do
noafincotheir performance humorous, the audience bypass their institutionalised role

as passive participants and give out heckles.

2.12.2.3 The shared knowledge of code (SKC)

Before participants can communicate through a language, they have to have
linguistic and communicative competence in the language. Applying this to stand-up
comedy performance, SKC demands that the comedian performs their joke with a
linguistic code that is well known to the audience. It is the communal knowledge of
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linguistic code between stand-up comedians and their audiences that licenses
comedians’ choices of language, language varieties as well as linguistic expression.
Comedians who use inaccessible linguistic code to the audience cannot achieve
communication in their performances.

In the Nigerian multilingual context, the SKC becomes a nimble tool far
selection of language code. The SKC dictates the language in which the Ni_ “van

stand-up comedians will perform.
2.12.3 Layer C: Encyclopaedic knowledge (EK)

The function of this layer is to show that humorous lgaauage ws7” still takes
place within the purview of non-humorous language use, since (h4y are uttered with
the same linguistic forms. Thus, the same principle tha."underlines the use of
humorous utterances underlines the use of non-humorous utierances. The implication
of this is that the same interpretive steps or processes are needed for the interpretation
of jokes and non-joke texts. Thus, there issaa,nec for separating bona-fide mode of
communication from non-bona-fide mod e since interpretation of utterances in both
modes undergoes the same inferenti| procesc:

The encyclopaedic knoivicd's . layer depicts that the knowledge of language
and the experiential know!Caya of activities, events, happenings in the society and
human society are rudimentary tc'the knowledge and use of humour. In stand-up
comedy narrations, xe.sitnd-up comedian extracts issues from Layer C and then
situates such isfues: n LayCr B, where in turn they bear their own contexts (what is
obtainable /i1 Laye.yA). It is in Layer B that the assumptions for the interpretation of
humorot: ut. tancss are activated.

A 1ajor function of Layer C is to show that the encyclopaedic knowledge,
whic’, represents linguistic competence and experiential knowledge, supplies the
neet'ad Information to make expressions meaningful and interpretable. Linguistic
axpressions do have both conventional and contextual values. In the model, the
conventional values of the linguistic expressions used by the comedians are supplied

in Layer C while the contextual values are supplied in Layer B.
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2.13 Summary

This chapter presents the review of relevant literatures to the present study. It
also presents the theoretical framework. The next chapter presents the research
methodology.
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CHAPTER THREE
METHODOLOGY

3.0 Introduction

This chapter presents the methods that were adopted for collection of data anc.
investigation of humour acts and strategies in Nigerian stand-up coiedy

performances.

3.1 Research design

This study adopted qualitative analysis to explain® i, periafimances of
Nigerian stand-up comedians. As a qualitative researchs, it e7iployed pragmatic
principles to describe the intentions of Nigerian stand-u.<om dians and how such
intentions are realised through their narration of jowis i1 the contexts of their

performances.

In order to analyse the routines ¢© Nigei an siand-up comedians, a theoretical
model, humour acts, was developed. The r.adelarew from the principles of relevance
theory, pragmatic act and general the ary of verbal humour. Because these theories did
not cater for physical aspec’ . of comiiunication like gestures, layout and dressing,
multimodal theory wagy adopwd to describe nonverbal aspects of stand-up

performance.

3.2 Data cc ‘ect/ an

Thelata usea for this study were derived from the performances of Nigerian
stand-up ¢omea.ans. The performances of Nigerian stand-up comedians were made
aveilable v video-compact-disc (VCD) and audio-compact-disc (CD) recordings.
Tiare veere also several platforms like social and broadcast media through which
Nigerian stand-up comedians made their routines accessible to the public.

As a descriptive research, the study used a large corpus of data collected and
transcribed from VCD recordings of the popular Nigerian comedy show, Nite of a
thousand laughs (NTL) which was produced by Opa Williams. NTL was selected
because, according to Ayakoroma (2013), it was the earliest and most popular source

of Nigerian stand-up comedy. In addition, it was a platform which featured both
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famous and upcoming stand-up comedians. Gordons’ the Comedyberluscon also

provided performances which were analysed in the study.

The VCDs were played with VLC media player, a piece of software for
playing videos. VLC was chosen because it enabled measuring the length of time for
each of the routines. Also, it enabled the researcher to take pictures of the comedians

routines. The snapped pictures were used to illustrate nonverbal cues in the routins,

3.3  Sampling size and technique

The goal of this study was to investigate the performances o1 \Niger an stand-
up comedians. The researcher started by watching and listeaing»ta tne recorded
performances of the comedians and those that were bredac st oi . the media. At the
initial stage, different platforms of Nigerian stand-ugycon. dy y/ere observed. These
platforms were Made in Warri, Stand-up NigeriasAY Live,ithe ComedyBerlusconi and
the NTL. The source of data was later limited tC:"\N7 because it was the most popular
and the oldest source of Nigerian stand/up ccnea,: Thus, the performances which
were sampled for analysis were those that yere f2und in the NTL.

The data that were selecte! for analysis were purposively selected. The
selection was limited to reces.t volumics of the NTL, which were produced between
2009 and 2013. This was beciyuse Ayakoroma (2013) observed that the earlier
versions of the NTL<reature, people who were not comedians. In addition, while
watching the volimes of th2 NTL, it was discovered that several of the stand-up
comedians that apucamd in the earlier volumes no longer perform as stand-up
comedians,,ans sonie comedians repeated their joking stories. Thus, limiting the
selection "o recyg. editions of the NTL helped to select only the routines of practising
arid proreasianal stand-up comedians and avoid analysing the repeated joking stories.

The selection was taken out of the last eight editions of the NTL that were
avai.-0le at the time of data collection, these editions were volumes 17, 18, 19, 20, 21,
<2, 23 and 24; out of which four volumes were alternatively selected. The selected
volumes were 17, 19, 21 and 23. The number of comedians who performed in each of
these volumes ranged from 6 to 8, with some of the comedians featuring thrice in the
volumes while the others appeared only once. From NTL, routines of 16 male
comedians and one female comedian were used as illustrations in the analysis. The

gender disparity in the number of comedians reflected the gender demography of the
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professional stand-up comedians, as there were more male stand-up comedians than
female. In support of the gender disparity in demography of the stand-up comedians,
Adetunji (2013) opined that the female stand-up comedians were not up to one-fifth of
the total number of Nigerian stand-up comedians. Also, Ayakoroma (2013), who
chronicled the advent and development of Nigerian stand-up comedy, mentioned or:'v
two female stand-up comedians.

However, to make-up for lack of adequate female stand-up comedaas in u2
selected volumes, two other female comedians were selected from another plctf<rm of
Nigerian stand-up comedy which was the Comedyberlusconi, prode ed by stund-up
comedian, Gordons. The Comedyberlusconi was a comedy shawz whicinwis actually
titled Island Comedy with Gordons and friends. The title the Ccmadyuerlusconi was
chosen for this study because it was the title printed on th), V£ Chanu its cover.

The total number of female comedians from “whosafoutines extracts were
taken was 3. The male comedians were Gourdons, Encche, | Go Dye, Elenu,
Basktmouth, Mc Shakara, Buchi, Youngast, La. dlord, Princewill, Bovi, Seyilaw,
Federation Mallam, Funnybones, Simcar| and | ¢ o Save; while the female comedians
were Lepacious Bose, Princess and “4elen P!

Table 2 below shows ths"wa'tines of NTL and the Comedyberlusconi in which

the stand-up comedians apptaiad.

Table 2: Pres:ntatior.of comedians’ appearances

[“Cor iediar No. of routines | Volumes
Glrdons 3 NTL 17, 19 and 21
AY, Eneciie 1 NTL 17
\Flenu 1 NTL 17
| Go Dye 3 NTL 17, 19, and 21
g Lepacious Bose 1 NTL 17
N Basket Mouth 2 NTL 17 and 19
> MC Shakara 1 NTL 17
Buchi 2 NTL 17 and 23
Princess 1 Thecomedyberlusconi 2
Helen Paul 1 Thecomedyberlusconi 1
AY 1 NTL 19
Bovi 3 NTL 19,21 and 23
I Go Save 1 NTL 19
Youngest Landlord 1 NTL 21
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Princewill 1 NTL 21
Seyilaw 2 NTL 21 and 23
Federation Mallam 1 NTL 21
Funnybones 1 NTL 23
Simcard 1 NTL 23

Total 19 comedians 28

3.4  Method of data analysis

The transcribed data were subjected to pragmatic analysis« 1 ne ‘rar xcribed
data were first examined vis-a-vis the performances in the VCD. Thuaythe / esearcher
was able to make observations about how the comedians carric iwaut their joke
performances. The analysis began with identifying the fea.ure s of i e narrative aspects
of the performance, after which the humour strategics we:, idsatified and analysed.
The last part of the analysis catered for the humaor acts in'2e performances.

For illustrations, samples were taken “‘rof1 the transcribed data and were
presented in the analysis. The performantes we 2 pizsented in Nigerian Pidgin (NP),
which might be alternated with English. /2 Enc ish translation was thus provided for
the utterances that were not rendei>d in English after each excerpt. The excerpts
indicated the nonverbal cues<:f the coirsedians and also, the audience reactions to the

comedians’ routines.
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CHAPTER FOUR
NARRATIVE ASPECTS OF THE SAMPLED NIGERIAN STAND-UP
PERFORMANCES

4.0 Introduction

Since stand-up comedy performance is carried out by the narration of jc. =5%n
comedy venues, it is important to examine the pragmatic aspects of the tec’ataues o€
narration in the performances under study. In addition, since comediai s/ adopt
nonverbal cues in their performances, it is important to explore K>w the orwverbal
cues contribute to the success of their performances. This¢ahapter s/ therefore,
dedicated to the analysis of voice and nonverbal communication /<5 that enhance the
narration of jokes in Nigerian stand-up comedy performai zes.

4.1  The use of voicing

In the humour acts model, the conages,of “aice is used to refer to the person
who speaks during the performance. Nig: rian sta d-up comedians adopt the resources
of language to present to their audit nce muiugie voices while performing their jokes.
Voice is thus a strategy adonteu™  the narration of their jokes. Through it, the
audience are presented wit". triy, participants-in-the-joke voice. As a strategy, voicing
enables the audience to:heaiithe characters in the joking stories speak in the narrations.
Through voicing, thagaciiindians create an interpretive frame, through which the
audience interjcet 'he wicrances of the comedians as belonging to either the
comedians<r the participants-in-the-joke. Voicing is a form of semiotics of sounding
in a paricule: w2y in order to foreground either the comedians’ comic images or
partiginant.-in-the-joke as characters in the narrations.

The presentation of different voices by the comedians is achieved by different
linguistic strategies, which have the following rhetorical and pragmatic import for the

nerformance of jokes.

i. The use of voicing enhances the audience perception of comedians as creative
performers.
ii. Voicing strengthens the mechanism of garden-path phenomenon and surprise

effect in the narration of the comedians. With different voices in a narration,
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the audience are made to see the joking stories as real and representative of
real-life situations.

iii. The adoption of voices presents the comedian as someone who is just telling
what s/he has observed. Through it, the comedians distance themselves from

the events, actions, and actors in the narrations.

Voicing strengthens and enhances the explicitness of the common grcwnd
between the comedian and the audience. A major background belief from t2e S5'< is
that the comedian will narrate funny stories to the audience. For thsSec ¢torics to be
accepted by the audience, the comedians have to lead them in a yarden-»ath. The
audience, however, will not ordinarily accept to be led in a)y garderni-path if the
comedians do not use the narrative voice strategy to eve'ie » fee. ng in the audience
that the jokes are about individuals who speak in theirnarrctons It is proposed in this
study that there are two kinds of voices in the 'igerian stand-up comedy
performances: the first is the comic voice wndsthe second is the voice of the
participants-in-the-jokes.

The comic voice is the narrative wvoice adopted by stand-up comedians to
perform their jokes. Nigerian stand-t D comedians impersonate a comic image through
which they speak to their ariience. “he comic voice is an extension of the comic
image that they want to partray. */ith their comic voice, they present their institutional
identity and negotiatessnarea eliefs in their jokes. The comic image is exhibited when
the personality ofythe come dian is contrasted with the participant-in-the-joke. In a
performance. a var céian may present more than one joke, with each joke having its
own charé ters» The somedians may begin their performance with their comic voice.
Wheneve \theyaaant their audience to identify the characters in their jokes, they will
swiitch wapacticipants-in-the-joke voice.

The strategies that Nigerian stand-up comedians employ to articulate voicing

arc'. 2ntified and illustrated in the following sections.

4.1.1 Code selection and code switching in Nigerian stand-up performances

The term code is used here to refer to the language or language variety that is
employed by the stand-up comedians in their narrations. Code selection is vital to the
success of the performance of stand-up comedians because it is a primary

contextualisation cue in the performance of jokes. The act of code selection is
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informed by the SLK. Nigerian stand-up comedians strategically select NP as the
language of their narration NP. NP, therefore, indicates the comic voice. Code
selection and switching are illustrated in the Excerpts below

[Excerpt 1, Princewill]

Praise the Lord! do we have Christians in the house?
Praise the Lord!! Praise the Lord
(AR) hallelujah
En-hen Jesus is a Christian
something happen for church for Sunday
| come here to share with you because if una dey there 5
somebody here for help me beat the pastor (Pointing to the audi¢aze)
as the pastor was preaching, he say
“ladies and gentlemen, right about now close your eye
because an angel is passing and if you open it, he will hlincye.”
| come dey wonder how he take know because na two tw.eye ve get 10
I no see angel, pastor dey see angel
He say “ We want to pray!”
everybody close eye, you trust Yoruba pesple
as pastor dey pray, he dey collect money ' om ofi :ring
as he dey pray, dey draw, and me Warri boy, 15
I no dey ever close eye, my eye shine bright like thief man torch
| dey look am, he dey collect4noney (.2gins to demonstrate picking money from one
spot to another)
as he dey look na so his eyaiust jaia my eye (begins to step backward from the centre
of the stage)
Na him pastor sax“hlessed ¢ e you that see but do not talk” (AL)

As a sharp wari.hoy #hat Tam now reply 20
I say “for thCy shaireceive their share of the money equally” (intensified AL)

[Translaticn: Line 4: Something happened in church on Sunday/ | am here to share it
With youashause if you were there/ someone here would have helped me to beat the
pastoi’Line 10: then | wondered how the pastor was able to see an angel because |
hay o, two eyes like him/ | could not see the angel but the pastor could see the angel/
line 14: as the pastor was praying, he was pilfering the offering/ as he was praying, he
was pilfering, and I as a Warri boy/I did not close my eyes, my eyes were bright like
the torchlight of a thief/ | was looking at him as he was pilfering the offering / as he
was looking around, his eyes and mine met/then the pastor said blessed are you that
see but do not talk/ as a smart Warri boy, | replied/ for they shall receive their share of
the money equally.]
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In Excerpt 1, the comedian begins his narration in English. The use of English
at the start of the joke narration contradicts the expectation of the audience. The
audience would have expected that Princewill would start his narration in NP. The
choice of English is strategic for the effectiveness of the joke. In the comedian’s
script, the major participant-in-the-joke, is a pastor, and the activity-in-the-jole.
praying, is a common event in Christian gatherings in Nigeria. In several chure’ Sesin
Nigeria, the English language is adopted as the medium through shich uwe
congregation and clergy carry out their religious rituals. The comedian’s ¢hgice of
English at the start of the narration is motivated by this backgrounc tnformi tio.i from
the SCK. His use of English at the start of his narration is to suaaest trin.sicial status
of a participant-in-the-joke. In addition, his code choice reflects ti 2/anguage choice in
the activity-in-the-joke, since English is the language 0. litv g niri'-mega churches in
the country. Thus, his choice of English is meant wy acuyite and strengthen an

assumption from the SCK-that English is caorimonly useu in Nigerian churches as

language of worship.

In line 4, the comedian switche . to NF The code switch is motivated by
context-of-the-joke. It strengthens'the assuinption that the language of stand-up
comedy performances in Nigeria Is <.} and it indicates the actual point where the joke
to be performed begins sinCe tiia use of NP denotes the comic voice of the comedian.
Lines 8 and 9 are rendared i3, English. The switch of code from NP to English denotes
voicing. It indicates < aing2 In the voice that is speaking in the narration, from the
comic voice to<: pa! icipai-in-the-joke voice, the pastor’s. The narrative significance
of this swi*Ch is to iareground the pastor as a character in the narration and as a social
actor in vxe activity-in-the-joke. Since collection of offerings in churches and praying
“on” Whem are common rituals in churches, the switch to indicate the pastor’s voice
makea the audience to view the joke as plausible. Thus, the switch, together with the
asstmptions from the SCK enhances the garden-path of the build-up of the joke.
“here is also a switch to NP in lines 10-12, which indicates a switch of voice, from the
pastor’s to the comic voice. This switch reinforces the consistent use of NP as the
language of Nigerian stand-up comedy performance.

Having repeatedly switched from English to NP and NP to English, in line 21,
the comedian switched from NP to English to project the voice of another participant-
in-the-joke. This time, the participant is the comedian himself. As a participant-in-the-
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joke, the comedian could have used NP to convey his own speech; however, in order
to keep with the strategic use of voicing, he switches to English. The switch in line 21
reinforces that the stand-up comedian as a performer is different from the stand-up
comedian as an individual. The comedian reports his speech as a participant-in-the-
joke with English, so as to give voice to all the participants-in-the-joke. By presentiag
his utterance as a participant-in-the-joke in English, he strengthens the assuny, Gans

that English is the language used in Christian religion practices in Nigeria.

In Excerpt 1, the types of code switching based on the languages vavoi ‘ed are
English-NP and NP-English switches. There are also NP-Indigenous wangu: ge(s) and
NP-sociolect/idiolect switches in other routines. In the swnciinvolving the
indigenous language, the comedian switches from NP, e i\ngu. 9e which indicates
the comic voice, to either one of the numerous n&ive . ngu.ges in Nigeria or a
language variety associated with a social growp based an ethnic or occupational
affiliations. The pragmatic import of this kind, et switch, apart from indicating a
change of voice in the performance, is t/ set v background beliefs, from the SCK,
like stereotypes associated with such socal greup (or individual). When the switch
involves an idiolect or sociolect, it il dicates that it is the voice of a participant-in-the-
joke, rather than the comedia, that is wneaking in the joke narration. For instance, in
the performances of soma Niger.an stand-up comedians, the comedians switch to the
speech mannerisms o some v2ll-known pastors in Nigeria.

Excerpt 2=illustrate. the NP-Yoruba Language and NP-sociolect/idiolect

switches.

[Excerpt 2, St vilaw]

My und'2’s Heen in the UK for over 16 years men

Cori.n.dey carry im pikin, last born,

6 years ¢ld pikin dey carry am go school

Pk just see where police dey, just dey begin shout “HELP!”

17a him police say “pull over, your hands to the car please, 5)
Your hands to the wheels. Now put your hands where | can see them.

Get down from the car put your hands on the car”

Dem separate my uncle legs, search am

See say he no hold anything, arrested my uncle for 2 hours

Dem dey ask the pikin “Do you know him?” 10
Say “I don’t know him” (AL)

My uncle come dey look “aah...aah” (Removes his hat and looked around in shock)
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“Aah...Aah...emi mo ma...Ah, I am the ah...ah”

He no even get English accent sef, after 16 years
“I am the father! (AL) 15
Emi ni émi ni, I’'m the father aah aah”

Dem dey ask the pikin, he said

“I don’t know him, you can see his accent, he didn’t speak like us”

Hey! My uncle no talk.

After like three hours dem come release my uncle P
The pikin say “well, he’s my dad, I just hate him men,

I told him I don’t want to go to school, he is forcing me”

[Line 2: he was taking his last child/ his 6 year old child to schoc'. the /:hild saw
where policemen were and began to shout for help/ then the po casaid wnim to pull
over and place his hands on the wheels/ Line 8: the policeman . =rarated my uncle’s
leg, searched his body/ saw that he had no weapon ondiim, astes 2d my uncle for 2
hours/ they asked the child “do you know him”/ line 19-13."y v icle was shocked and
he began to stammer “I... I... I myself...”/ he did not evin have English accent after
16 years/ Line 16: |1 myself, I myself | am the Zather/ the police asked the child/ Line
20: my uncle kept quiet/ after about three_hour.( they released my uncle/ the child
said... ]

Excerpt 2 is from the perfoi mance 0i seyilaw which is interspersed with the
use of English and NP. The cuitauous alternation of English and NP in the
performance is done to refiect the features of the context-in-the-joke. These features
include the activity-in-the-jo'e, the location of the activity and the participants-in-the-
joke. With each switca#2%(2, tne comedian changes the voice in the narration to that
of the comic ve ce, ! vhile<iunenever he switches to English, he indicates that the voice
in the narration has thanged to that of participants-in-the-joke. In line 5, the switch to
English, whic> was sustained till line 7, indicates that it is the British policemen that
are sgaakiri. In line 8, the comedian switches back to NP to indicate the comic voice,
*he ciymic voice was sustained till line 10 where the comedian allows a participant (the
Rricsh police) to speak in his narration by using the English language. The same voice
trategy is used in line 11. In line 12, there is a switch to Yoruba language which also
indicates that it is a participant-in-the-joke that is being heard, this time, the
comedian’s uncle whose experience is being narrated. The switch begins from line 12,

from NP to Yoruba, and it is marked by the exclamatory expression “ah”. In line 13,
the comedian continues with the Yoruba emphatic noun phrase structure, “eémi mo

ma”, which depicts the comedian’s uncle voice- a character-in-the-joke whose tribal
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affiliation is Yoruba. By using Yoruba language, the comedian projects to the

audience that it is a participant-in-the-joke that is speaking and not the comedian. The

comedian, furthermore, to emphasize that it is a participant’s voice, switches to a

peculiar pronunciation which is associated with Yoruba speakers, “am” /jam/ and
“father” /fa:da:h/, in lines 13 and 15 and this pronunciation is indicative of the

speakers’ tribal affiliation.
The switch to the Yoruba language and the use of Yoruba accent to artic siate
the words “am” and “father” is meant to make explicit from the SC!\ the uter  otypes

attached to Yoruba people. Thus, the comedian stereotyped Yoitha /seople as

incapable of overcoming phonological interference in their Eiglisn gronunciation.

Also, by poking fun at his uncle and stereotyping Yoruk.ec)le, the comedian

achieves a surprise effect in the audience. Part of the cu.turai “eliefs from the SCK is
that it is wrong for people to make fun of elder . and given that the comedian is also a

Yoruba person, the audience would not sigest fiim to poke fun at his own ethno-

linguistic group. Thus, the joke on hisiuncle and the stereotyping of his ethno-
linguistic group contradicts cultu al expectation. The audience will find this
incongruous with the SCK an< such i..congruity gives a surprise effect that is needed
for humour.

Code selectiair subatmes code switching. The language situation in which
code selection or_swiwiiing takes place helps to differentiate the two in this study.
Code selection“and aitcning are viewed as being determined and shaped by the
humour a¢ context.:Code selection is motivated by the dynamics of context-of-the-
joke whii> coun sivitching is shaped by the dynamics of the joke to be performed, the
centexdin-te-joke. The crux of code selection in context-of-the-joke is to project a
wamichimage through a comic voice. The comedians choose a language that their
aun't ace has associated with humour. Thus, they choose NP, which has been
«isociated as the code for comic voice in stand-up performances. In the case of the
female comedians, they could start with English language. Conversely, the crux of
code switching is to mirror the voice of a participant-in-the-joke, a feature of context-
in-the-joke. In code switching, therefore, the code to be chosen is motivated by who
the participant-in-the-joke is, her /his social status or roles and ethnolinguistic

affiliation. Since stand-up comedians have to assign codes to each of the participants-
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in-the-joke in their narrations, they switch codes during their performances. Their
code switching, thus, becomes metaphoric and a discourse-related phenomenon, in
that a switch signals that the voice in the narration has changed to that of a participant-
in-the-joke. For instance, if a stand-up comedian presents a participant-in-the-joke as
educated, s/he may assign educated Nigerian English variety to such a character, oreif
a participant-in-the-joke is presented as belonging to an ethnic or social grou =2
stand-up comedian may assign to such character the speech pattern that is¢ssociated

with such a group, for instance, if the character is a Yoruba man, the comeciaii may

assign to him an English variety that is marked by large-scale trariifer froin Yoruba
language.

Code selection is determined by the institutional ceastrain 2'of Nigerian stand-
up comedy performance. These constraints are motivated .w#ne aultilingual nature of
the country, which would be reflected in the audience. 1.2 audience are usually made
up of people from various ethno-linguistic ¢ oups in Nigeria. Therefore, in code
selection, stand-up comedians must take iziic™agrizance the need to reach audiences
from different ethnic groups. This need il fluence the use of languages that cut across

the numerous ethnic groups of Nigei a.

4.1.2 The use of mimicry

Mimicry is amotherystrategy which Nigerian stand-up comedians use to
articulate voice in_thei=ueriarmances. In the deployment of mimicry, the comedians
adopt both the ¢ ngu stic aid non-linguistic modes of communication that are peculiar
to the buttt their juices. They imitate the speech mannerisms and gesticulations of the
person 0. the waciai group they have selected as the butt of their joke and present the
cariCadures af such to their audience. Mimicry presents the comedian to the audience
2s a creative and versatile artiste. Some of the acts of mimicry found in the

S2%h Tmances are:

i. Mimicry of the speech patterns and gesticulations of some popular
Nigerian music artistes; for instance AY mimics Dbanj and Timaya both of
whom are popular contemporary musicians, he also mimics Alex O and
Chris Okaotie, both of whom are older generation Nigerian musicians.

ii. Mimicry of the speech mannerisms of the clergy; for instance, Buchi
performs his jokes as if he is sermonising in a Christian gathering and AY
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deliberately imitates the speech and gesticulating patterns of Chris Okotie
and Chris Oyakilome, both of whom are popular Nigerian pastors and
television evangelists.

iii. Mimicry of the disabled, for instance, Youngest Landlord and Seyilaw
caricature and poke fun at the walking mannerism of cripples; Elefu
mimics the speech pattern and gesticualtions of people witl Sau
intelligence quotient.

iv. Mimicry of the English pronunciation patterns of some ethnic ¢redps in
Nigeria; for instance, Federation Mallam replicates the st{ass, int na:itional

pattern and accent of Hausa speakers of English ar?, Seyilazsnimics the

English pronunciation pattern of Yoruba people.

v. Mimicry of the articulations of a child leariiny tG speak, for instance,
Helen Paul presents her jokes with mimicry aid degiction of a little child.

The adoption of mimicry has pragmatici'mport for the technic of voicing.
Whenever a comedian mimics, the mimi/ ry bec.mes a symbol of the person(s) being
mimicked. Mimicry thus performs a refere.tial“unction in that it points to the person
that is being mimicked. The comadi n adopts this act to dissociate himself from the
actions or statements that 2, made ir.>performance during the period of mimicry.
Technically in any mimicy/ act, wae voice that speaks is not the comic voice but the
voice of the participiat-in-the- oke who is being caricatured, since the mimicry is an
iconic sign of tha"peson bei’ig mimicked.

Aparfrori«ts 1cunic function for indicating a change in voice in the narrations
of comediaiz4inimicry is also used to signify social solidarity between the comedians
and.the auvdiences. Anytime the comedians mimic, and their performances produce
afiiiation viith the audience, there is an indication that both the audience and the
comedicn share the same ideational experiences in that they both view the action of
the participant-in-the-joke who is being mimicked as incongruous. Besides, mimicry
presents the action of the target as socially incongruous. The SSK and SCK, which
underlie their ideational experience, help them to express similar attitudes which are
used to interpret the mimicry of the comedians. However, should the mimicry fail to
generate any affiliative response, it would indicate that there is no shared ideational
experience between the comedians and the audience. The use of mimicry in the stand-

up performances brings about a social resonance of whoever is being mimicked. The
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social resonance brings about shared feelings which immediately have effect on
collective background assumptions and the joke narration.

In the context-of-the-joke, mimicry has similar significance with echoic irony
in conversation. In this sense, mimicry carries the import of an ironic distortion, which
presents the act of mimicry as a satire. Any mimicry act actually distorts the origiral
act so that the audience see the actual act as absurd since the mimicry indi¢ ‘¢on2
switch from what is expected (when the speech pattern, gesture or action¢was initia!
performed) to what has become unexpected (the repeat of the pattern in the :tznd-up
comedy venues). In other words, it moves from the plane of €ae expacted and
congruous to that of unexpected and incongruous. This is whysany miisked cue in

the context of humour production enhances and expands the effec st humour.

Excerpt 3 and the Plates below illustrate the use oiymiri.cry/.n Nigerian stand-up

comedy:
[Excerpt 3, AY]

Come imagine somebody like Dbanj riy police (bends down to pick a pair of
sunglasses and wears it)

The next thing, you go just see fouan!

For check point (p) (walks an the stage demonstrating Dbanj’s movement while
performing)

“Ho:1:d!"! it!!! (P) (strdeches hut his hands pointing and moving on the stage) AL

En hen! (P) (AL) 5
What did you sz /

You are talking teyiier

Baba! e! na rusrdowa! (P) (AL)

I’m talkir 2 to ) au) you are still sitting down

If yomare till sitting down, you are sitting on a lo::ng (points the microphone to the
aua.pnce) | Thing!” 10

Aodonce: thing!

FHile!”

“Who are you giving 20 Naira? Me ?

Olorun majé! Olorun maje!”

(moves his hand over his head to indicate his rejection of 20 Naira) (P) (AL)

Or come imagine someone like, like my friend,

Oyakilome as police 15
The next thing, you go just see cars dey come like this

(slower) “pa:rk your: car: (P) (AL)
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| say pa::rk your:: car:: (P) (AL)
Step! Out! (faster rate) keep moving, keep moving, keep moving
When I’'m through with you, people will say yeah” (AL) (CL) 20

[Translation: Imagine somebody like Dbanj as a policeman/next you will see Dbanj/ at
police checkpoint/ Line 5: exclamation/ Line 8: you father will run down/ Line 11:
leave it! Line 13: God forbids, God forbids]

Plate 4.1 AY portraying Dbanj

HO:L:D!TIT!HI En hen! (lines 4-5 of Excerpt 3)
AY intensifying his portrayal of Dbanj by putting on a pair of dark glasses, pointing the

index finger to the audience and moving around the stage
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Plate 4.3 AY portraying Chris Oyakilome

pa::rk your::  (line 18)

AY without glasses so as to portray another farge. ;' hris Oyakilome

Plate 4.4 AY portraying Chris Oyakilo ne 11

ca.:r

As revealed in Plates 4.1-4.4, the comedian makes use of different body moves
while mimicking different participants-in-the-joke. The physical acts he adopts for
mimicking Dbanj, a popular Nigerian hip-hop artiste, are those that the audience can
identify as the performance mannerism of the artiste. Similarly, the gestures he adopts

while mimicking Chris Oyakilome, a popular Nigerian Pentecostal pastor, are those
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that the audience can identify as the gesticulations of the pastor while he preaches in
his television broadcast.

AY does not only mimic the gesticulation of these participants-in-the-joke, he
also mimics their speech mannerisms. The butt in the first part of the joke is Dbanj,
and to depict Dbanj in his caricature, AY puts on a pair of dark glasses. AY uses a p&ir
of dark glasses because Dbanj always appears in his live performances and in¢ Satic
events with his pair of dark glasses. Also, AY adopts some expressions¢which awe
found in the lyrics of Dbanj’s music and parodies them: “fi le”, “long thixg”, and
“hold it”. Plate 4.1 coincides with line 1 while Plate 4.2 coincides wi h lines 4-£, these
are got from the performance of the joke on Dbanj. Similar'y, Platey, 4.3 and 4.4
coincide with Line 18, which forms a part of the performance “afsine joke on Chris
Oyakilome. Just like his use of expressions that are fouid ip i lyrics of Dbanj, AY
also makes use of statements which are commonly uscd by @aris Oyakilome in his
popular TV broadcast, Atmosphere of Miracles” Some of these expressions are “keep
moving”, “when I’m through with you”, and«“say  =ah”.

In mimicking the acts of Dban_ and Caris Oyakilome, AY creates iconic
references to the people he mimics¢ These &fsiences resonate certain social attitudes
in the audiences and these attitiiGesa 2 used to judge the actions of the butts, who are
viewed through the lens of t» comedian’s performance. In another way, as echoic
irony, the mimics distoriwwhat 1as been viewed as perfect, proper and socially
acceptable- the actu)l _smaaschi»and physical acts of the butts of the jokes. The
distortions satirise ti 2 speesn and physical acts of the butts and it is then reconsidered
by the audi<ince ai.i seen as socially incongruous. As iconic images of the bultts, the

mimicry nols to e butts and represents their voices and actions.
44,3 e use of reported speech (RS)

Leech (2006) describes reported speech (RS) as the language used by speakers
‘o report the utterances of others. Bublitz and Bednarek (2006) and Hubler (2011)
view RS as a metapragmatic act which is used to characterise reported propositions
and the actual speakers of reported propositions or to distance oneself from the
reported propositions.

In this study, RS is viewed as a metapragmatic act which is indicative of the

voice of the source of the RS. In this sense, in its use, the audience in stand-up
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performances associate the reported utterance, not to the comedian but to the source.
Although, comedians may not necessarily use other strategies to indicate a change in
voice, their adoption of RS meta-represents the voice of the source of the utterance.
To adopt RS, the comedians usually “frame” the utterance which is being reported
with expressions that contain “a verb of saying”. These verbs are absorbed @s
referential “instruments” for attributing the reported statements, not to the com¢ w&ma
but to the participant-in-the-joke whose speech is being reported, and by@tensioa
the social group s/he represents (Hubler, 2011: 111-112).

RS is a common feature of Nigerian stand-up comedy and < s adop ‘ori'in the

performances has the following significance:

i. RS helps the comedians to adduce utterances v the oarticipants-in-the-
joke. By adducing utterance to participgats-i.-the: oke, the comedians
rhetorically distance themselves from.the propasitions and actions in their
RS. The audience too, would attribuvyth< proposition or action in the RS to
a participant-in-the-joke. The, woald iew the stand-up comedians as
reporting what they have hearc the pa: .icipant-in-the-joke saying.

ii. By adopting RS, the comi:dians enhance the textual features of their jokes.
RS helps comediars to bring.into their narrations previous conversations or
action. In the RS, the »omedians say to their audiences what has previously
being said«with 1S, the stand-up comedy performance is an avenue where
severalyather texi; are presented. By using RS, the texts of the comedians
becoinas.Comanth intertextuality.

iii.“Repsrtingsthe speeches of participants-in-jokes enhances the audience’s
percaraon of the activities-in-the-joke and participants-in-the-joke as
1ralistic. This strengthens or contradicts the audiences’ background
assumptions about the activities being narrated by the comedian and the

participant-in-the-joke as real social actors.

As a metapragmatic act, RS in the stand-up comedy performance can be
divided into two types: the marked and unmarked RS. The marked RS is denoted by a
saying verb which indicates that the RS does not only reflect the source of the
utterance but also indicates the attitude of the comedian to the source, and the

comedians’ view of the RS. On the other hand, the unmarked RS only indicates that
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the utterance being reported is another speech situation that has been brought into the
stand-up comedy performance. The unmarked RS is denoted by a saying verb which
does not suggest attitudes or behaviours.

For the unmarked RS, the comedians use the NP reporting verb say which
translate to English “say” (or past tense said), depending on the tense of the matiix
sentence. In most of the performances, the comedians construct their jokes in a @ Zguta
show that they are part of the participants-in-the-joke, that is, they are inve'vad in ti2
events or activity reported in the jokes. Whenever the comedian is pa.t.4f e
participants-in-the-joke, s/he begins the matrix sentence of the RS w(<h the 1 rst'person
singular pronoun. To differentiate their speech as a participantsin-the-jo'.efrrom their
speech as a narrator of joke, they frame their RS with the first per:0: singular pronoun
plus the reporting verb. For instance, “I come say...; [ s& ... (Dow); “I provoke give
my father say...” (Gordons) and “I say men...” (Sim Ca:d).

To show that the RS belongs to a participant-in-the-joke, apart from the
comedians, the comedians use the third psaszan . -onoun plus the reporting verb. In
some instances, the comedian may deci e to us» a referring expression like a title,
label or the name of the participani-in-the-;&'sC" whose speech is being reported. For
instance, “na oyinbo people coriends 7 say” (Seyilaw); “God said...” (Basketmouth),
“my papa say...” (Mc Sha'aiy); “he say...” (Federation Mallam, Princewill, Bovi);
“he go say..., some comec an, theia go come stage dey say...” (Youngest Landlord).

The marked RS are il usts=atad viith exacts below:

[Excerpt 4, Goraans)

| remembera/ien! I wan come marry,

| wan go iaeet iy father-in-law,

Wheri 2.0ty see my outlook

Na Iim he halla “are you he that is to come or

Shiauld we wait for another” (AL) 5

(franslation: 1 remember when | wanted to get married/ when | went to meet my
father-in-law/ when the man saw my appearance/ he yelled “are you he that is to come
or / should we wait for another”]

[Excerpt 5, | Go Save]

Girls, Why e bi say una like to dey frustrate us,
Wetin we do, una boys, wetin boys do una?,
We go say “okay make we just make the women happy”

78



Una begin call us names “mumusco, mugun, maga” (AL)

[Translation: Ladies, why is it the you like to frustrate us/ what did we do, we men/
what did men do to you/ we would say we want to make laddies happy/ then you
begin to tag us with different names, stupid, foolish, gullible]

[Excerpt 6, Eneche]

If you tell a woman say “good evening mommy”
She would acknowledge you “oh my son thank you”
In Excerpt 4, the comedian uses the reporting verb “halla” which#urailate .to the

English reporting verb- yell. In the context where Gordon has useait, “Falla” also

denotes furiousness, anger, rejection and refusal. The comediap cees “halla” to
indicate that he was angry with his father because his prepec *«2 f.ther-in-law did not
endorse his relationship with his fiancée because his falzer viasssoor. In Excerpt 5, the
comedian uses two reporting verbs, “say” and “.all”. In tri» use of the first reporting
verb, “say”, the comedian does not show_any <her pragmatic import to the RS.
However, when he uses “call”, he indica es that ‘he 1adies whose utterances are to be
reported, are actually tagging them and ben g, ruse by the use of the nomenclature with
which they refer to men. In Exaarov 5, Eneche, uses the verb “acknowledge” as the

reporting verb to show the wi man’s pos:iive attitude to the salutation directed to her.

4.2 Conversationa®acts

Conversatiznal acts,/ n the stand-up discourse, are strategies comedians adopt
during their narrcton wwinvolve their audience in the stand-up comedy interactions.
These cuesxarye from the use of explicit linguistic expressions to nonverbal acts and
phonologital cucs. Recognising the presence of the audience and their roles as
paticipaiis in the stand-up comedy performances enhances the realisation of the
lstitucanal goals of both the comedians and their audience. The success of any joke
periuimance is judged by the responses of the audience. If the audience give affiliative
responses, the joke performance is seen as felicitous. Should the audience give
disaffiliative responses, the joke performance is seen as infelicitous. In the following

sections, the conversational acts found in Nigerian stand-up comedy are identified.
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4.2.1 The use of pauses

Pauses, according to Baker and Ellece (2011:89), “are silences or gaps in a
conversation which occur as a result of the current speaker stopping”. Brown and Yule
(1983) note that pauses are readily identifiable in discourses since they constitute gaps
or silence in interactions.

On the use of pausing in Nigerian stand-up comedy performance, Adc:iny
(2013) observes that pauses are linguistically coded. Illustrating wiid “taioke
performance by Basketmouth, Adetunji (2013) identifies four types.afpauss using
length of time: significant, emphatic, normal and micro pauses. Adec:nji set s a pause
as a pragmatic resource for activating shared co-textual and con.2awal kncwledge.

To adopt Adetunji’s (2013) classification of pstiss n.'y be awkward in
explaining the use of pauses in a study like the current onej/secai se Adetunji analyses
the use of pauses in only one performance by a stand-up cameuian while in this study,
the analysis is focused on describing the®nerformances of nineteen stand-up
comedians. Given that the comedians hay< arnZareripersonalities, they allot different
timing to the pauses they employ in the x narre ions in different performances. For
instance, at the start of 1 Go Dye’< performances, the pauses employed are usually
longer (often more than a secatid) aicias his performances progress, the time allotted
to the pauses becomes shorier. Calike 1 Go Dye, Buchi allots longer time to pauses. At
the start of his perforiiancey, his pauses take not less than two seconds and as the
performances prooressi“uie auses may take a longer or shorter timing depending on
the joke. Youngast ! andlord uses pauses shorter than a second, unless he deliberately
pause to e’ .cit respcases from his audience, which may take just a little more than a
second.

Txcorpts 7 and 8 below are used to illustrate the use of pauses in the sampled

paerfoimances.
[Excerpt 7, Eneche]

Calabar good evening,»

| bring you greetings from the political power of the middle belt,

the talent and food basket of this great nation,

the heartbeat of Africa.~

Calabar una fine, una city fine.I 5

In short, when | enter calabar,
| come dey think say whether | don enter abroad,

80



the city neat, make una clap for una self (P) (AC)

[line 5: Calabar, you are beautiful, your city is beautiful/... When I got into
Calabar/ 1 began to think that | was abroad/ the city is neat/ clap yourselves]

Eneche’s pauses in lines 1-7 are less then a second. However, in line 8, he
adopts a pause that is longer than a second. A longer pause is adopted in line §
because the comedian is requesting an affiliative response from the audience inthe
line, therefore, the longer pause is employed in order to allow the audience 1 res cund
to the comedians’ request. Another reason for this longer pause is thit theling marks
the end of the comedian’s commencement act. Thus, apart from usiz the pause to
allow the audience to respond, he uses the pause to allow the auciens 22 carry out the

needed cognitive switch to process the subsequent joke of the routi. e.
[Excerpt 8, Elenu]

| can see the Lord is doing somethings heses
There is a girl! here!, you are a stuzenuf Uiiical. ~ (P) (AL)

First semester, you had 2 carry ov rs. (P) | Intensified AL)

Second semester, you had 3 garry ouars <) (AL)

Infact! the just concluded ser. ester, 5
you carried over you denaraa at. (P) (Intensified AL)

The Lord is asking m< to tell yourto withdraw! otherwise,

you carry over the,schoo.and carry to the village!! (P) (AL, AC)

In Excerpt 8, =lanidialsu uses pauses which are shorter than a second (lines 1
and 5). Howeve:, he emp!<ys longer pauses in the Excerpt (lines 2-4, 6 and 8), much
more than/zneche.3Elenu uses more pauses than Eneche because his performance
receives  mo: . affiliative response from the audience. At each point where the
audionce g.ves laughter, Elenu has to pause before he continues his script.

From the foregoing, it can be concluded that the comedians employ pauses
dityorently. What motivate the use of pausing are their performance style and the rate
of affiliative response from the audience. Their performance style is dictated by how
much they want the audience to be involved in the interaction, how they want to
present their joking stories, the nature of their joking stories and the points at which
they present the punchlines to the audience.

Regardless of these factors, Nigerian stand-up comedians make use of pauses

at certain junctures, usually at points when they need to take a breath and at points
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where they present the punchlines. This preponderance can be used to classify their
pauses. Therefore, the comedians’ pauses are grouped into three. The first pause is the
normal pause which may be up to a second or less than a second. It is primarily used
by the comedians to take a breath at phrasal or clause boundaries. The other two types
of pauses are transition-relevance-place pause (TRPP) or a non-transition-relevane¢a-
place pause (NTRPP), both of which are longer than a second.

The NTRPP in the Nigerian stand-up performances have on'y, textua!
functions. The pauses are used by the comedians just to catch a breath while “asiating
their jokes. They are adopted for the ease of narration. Like the ¢ormal hauce, the
NTRPPs are found at the end of phrases, clauses and sentencess,The NTE:“P has the
same significance with the normal pause but differs from_it in “hal it akes a longer
time than the normal pause.

The TRPPs, on the other hand, are pauses that cantriciie to the goal of stand-
up performance, which is the initiation of *umour. In addition to their textual
functions, the comedians use the TRPPs strataqice 'v at some points in their narration:
when the punchlines in the jokes are giv n, and, when they want to switch from one
joke to another. In the first usage, ti%e comeciarnis use the pauses to evaluate the effect
of their jokes and see if the jokcmat cit affiliative responses. When pauses are used
this way, they act as back ¢".ael mechanisms. In the second instance, the pauses are
used at points when thescomea.ans want to switch from one joke to another.
Technically, the com: dia=musethe pauses to afford the audience the needed period to
carry out a cegnitive swiich from one joke to another. The comedians are not
consistent with the timing of the pauses, therefore, the timing depends largely on each
comedid y’s s 7le for each joke narration.

The TRPPs serve as a conversational strategy to involve their audiences as
theyhare aaupted to allow the audience to respond to the jokes. They function as
teconique for building adjacency pairs and back channelling strategy in Nigerian
stand-up comedy performance. With the TRPPs, the comedians are able to evaluate
the effects of their narrations. Through the TRPPs, the comedians observe if their
jokes are well received. Both the TRPP and NTRPP mark the textual structure of the
narration. The TRPP takes place when the punchline is given or when the comedian is
about to switch from one joke to another. It thus marks the boundaries of the relevant
parts of the narration. The NTRPP occurs at the end of grammatical units like phrases,

clause and sentences.
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4.2.2 Prosodic cues

Nigerian stand-up comedians also employ prosodic elements in the narration
of their jokes. The prosodic patterns found in the Nigerian stand-up performances are
explained and illustrated in the following sections.

4221 The use of pitch

Pitch is primarily viewed as auditory sensation or a perceptual charac eris .ot
speech (Roach, 2009; Baker and Ellece, 2011). Both Brown and /i ule “19¢3) and
Tannen (2005) note that pitch is employed to signal discourse struciire, /:mphasis,
contrast and attitude.

In Nigerian stand-up comedy, some comedians 1'¢e p tch ¢hanges to bring the
conversations in their narrations “alive”, in that, they‘tze a* thar_e in pitch to signal a
change in voice. Some comedians usually changs their piceh during narration and the
change of pitch corresponds with the point wheiediney assign utterances to different
participants-in-the-joke. Pitch, in this }vay, 1onctions as one of the devices for
indicating a change in voice in the narratic2s of #1e comedians. The change in pitch in
this manner presents to the audienc that it is not just only the comedians that are
speaking to them, but also th< participaats-in-the-jokes are actually interacting. In this
use, changes in pitch a@we metcifunctional. This meta-functional use of pitch is

exemplified in Excery s 9 ana10

[Excerpt 9, Bov( |

| dey Abuj. my: wincydey Lagos

| dey gis.! wic bake! just dey smile!

Myanife just calis me, | pick just pick [gesticulates receiving a call with right hand]
“Biby widt up?”

Wi you dey smile give for there?”(P) (AL) 5
n'.come turn, she say < “no dey look round I no dey there” (P) (AL) (AC)

>when you are married, you go connect with your partner (CL)

Come dey check my phone whether camera dey wey she take dey see everything wey
dey happen

[Translation: I was in Abuja, my wife was in Lagos/ | was smiling and talking with a
lady/ then my wife called me, | answered the call/ babe how are you/ who are you
smiling at/ then | began to turn, she said you need not look around, I am not where
you are/when you are married, you will be attached to your partner/ then | began to
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check my phone to see if there is a camera in it with which my wife was using to see
everything that was happening where | was]

[Excerpt 10, Bovi]

| friend girls for this Lagos

When I enter, | no get anything so I no dey fear!

| just dey toast girls anyhow!

Na im I go toast one girl wey for my mind she get money

She just! gree! ah! and small thing wey | don dey hustle dey gather! 5
When dis girl enter relationship she wan! wreck! me

She stubborn! | stubborn! (AL) so na war

< “Bovi!, you will buy! me! something! (closes eyes, gawks and guisticu ates with
hand)

<Isay “I’ll buy you no:thing:! (AL, AC)

[Translation: | dated ladies in this Lagos/ when | arriteed 1. Lao ss, | had nothing so |
was not afraid/ | was just asking ladies out/ then | askea 2 laty who, to me, seems to
be rich to go out with me / she gave me a ye< and then trie little things | had been
working hard to get/ when this lady entered the :lationship with me, she wanted to
ruin me/ she was stubborn, | was stubborr, so waalways quarrel]

In Excerpt 9, the comedian employaia.ciange in pitch in lines 5, 6 and 7. The
changes in pitch coincide withwrecorted speeches in the narration. In line 5, he
increases his pitch level sos. . to show hat the utterance which is said with a higher
pitch belongs to a participeat-in-triasjoke, his wife. In addition, choosing a higher pitch
for the interrogative ( tterance, “who you dey smile give for there”, helps the comedian
to express the atliii le of hit wife. The increase in pitch in Line 5 is metaphorical in
that it indicates it the participant-in-the-joke to whom the statement is assigned is
annoyeds Iritiie 6, Bovi, drops the pitch which was employed in line 5 to a lower one.
The,nitch of lirie 5 corresponds with the pitch he has been using for his narration.
Thes. the ic.ver pitch signifies the comic voice which is being used for narration. The
increased pitch in line 6 also indicates that the utterance belongs to his wife and it also
expresses the attitude of the wife; while the lower pitch adopted for line 7 signifies
that the comedian has returned to the comic voice of his narration. In Excerpt 10, in
line 8, there is an increase in pitch. The increase corresponds with a change of voice,
and the attitude of a participant-in-the-joke, his girlfriend. In line 9, rather than
returning to the pitch that is being used for the narration, the comedian uses a higher
one to indicate that as a participant-in-the-joke, he disagrees with his wife. Thus,

indicating his attitude to the imperative of his wife, on one hand as a participant-in-
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the-joke, and his attitude to the demands of a participant-in-the-joke as a stand-up

comedian.

4222 The use of accent

The term accent is used to refer to prominence given to a word by the use af
pitch (Roach 2009). It is distinguished from stress, which refers to all sermagof
prominence including prominence resulting from increased loudness, lenath, sou.d
quality, or the efforts made by a speaker to produce a stressed syllable (Roac?, ZJuJ).
Brown and Yule (1983) suggest that accent is used in senter‘es to qJiv2 new
information. Whenever, a word is accented, the speaker places. empficsisfon such a
word and draws the focus of the listener to such a word as new ar imigortant. Such a
word may form the topic of the discourse.

In Nigerian stand-up comedy performance, cor.adia.s#1ake use of accent. In
their use of accent, they place emphasis on ths accented wvords and such emphasis
helps the audience to identify the focus of the cciliedians in each narration. Excerpts

11 and 12 below illustrate instances wher  accen. is used.
[Excerpt 11, Gordons]

Now! anywhere you see povi. v!!
Jump am pass! (AL)
We were so poor!, ever.pocioeople they call us poor! (P)(AL)

[Translation: Now. w..Ciiev. r you perceive poverty/ run away from it/ we were so
poor that poor ptopi werealling us poor]

1

In Excerpt 17, the comedian uses accents; he places emphasis on the following

3 bl (13

words “iLow ) “paverty”’, “pass” and “poor”. By placing emphasis on “now”, he
indicatas tiat he is about to introduce a new joke in his narration. The accents on
“povirty” and “poor” indicate that the joke to be said is connected to the notion of
naverty. The extract is a prelude to the comedian’s joke on how his impoverished

2ackground denied him favour from his prospective father-in-law.

[Excerpt 12, | Go Dye]

And the beginning of suffer na anybody! wey dey sleep te!
wake-up 10 o’clock na sign of poverty

[heckle- yes thank you]

how boy, mature! boy! Go just sleep for midnight!
wake-up! around! 9 o’clock! poverty!!
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Smart! people always wakeup around 6 o’clock
hardworking! guys!

[Translation: And poverty begins when someone begins to wake up late/ waking up at
10 o’clock is a sign of poverty/ how will a man, mature man will sleep at midnight/
then wake up around 9 o’clock, poverty/ smart people always wake up around 6
o’clock/ hardworking men]

Similarly in Excerpt 12, the comedian uses the accent on the words waich
suggest the focus of his narration. The comedian had earlier talked about wiijnit is
good to be rich and how being rich befits an individual. In the extrass s.foc 1ses on
the reason why a man may become poor. He uses the accents to \av emhasis on

words like “te” (long and late), “mature”, “boy”, “wakeup”, a;a “pavery”, to draw

the audience’s attention to them and show that they cafis.tute” ne key words that
suggest the subject of his narration. Also, the acesnt “=lps/ him to achieve the
comparison he makes between people who wake 1p at 9 a.m. and people who wake up
at 6 a.m.

In the two extracts, the comediaps ma.2 ucy of accent on some words. The
accents help to identify these words as ti2 loci/nd foci of their narrations. Another
contextual significance of accent i¢ that it indicates the comedians’ attitude to the
concepts that the accented wa'ds repiasent. In Excerpts 11 and 12, the accents show
that the comedians denaoince paverty and anyone who is associated with attitudes

which can lead to povcity.

4.2.2.3 Tne ise ofintonation

Joviitt (1991, nosits that intonation is the fluctuation in pitch over utterances of
connecte., speack” and that it combines with accent to suggest the meaning of
utteraieas. 'ntonation is one of the prosodic cues that speakers use to indicate new
waforiation as against given information in a discourse (Brown and Yule, 1983). Also
Wi otion depicts the attitude and emotion of the speaker, as much as it assists
rim/her to give prominence to a syllable or word (Roach 2000).

Although the comedians in the selected performances present their routines in
Nigerian Pidgin, there are instances when they adopt intonation to indicate attitudinal
meaning and enhance the musicality of their performances. For example, a comedian
may use a prominent rising or falling intonation as a means of placing emphasis on an

expression in his/her monologues. In the stand-up performances studied, some
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comedians make use of a sequence of two opposing patterns, such that the intonation
variation of two utterances in a sequence forms an adjoining pair. The adjoining pair is
made up of two opposing patterns; if the first pattern is rising, the second will be
falling and if the first pattern is falling, the second will be rising. The adjoining pair is

exemplified in Excerpts 13 and 14:
[Excerpt 13, Princewill]

So we two plan! say anyhow we write the WAEC~
If we no pass we go spy™ as we brain no gree make we pass”
The spy suppose gree make we pass™

[Then the two of us planned that we just have to write W#27C/ 1¥we don’t know the
answers, we will cheat since our brains are too dull for pcssin jCais/ cheating will at
least help us pass]

[Excerpt 14, Gordons]

Every! body! for this country now dey talk’anuat chizage! s
Change!~ Change!~

We need change!~ We need change’~

| say” wetin!~

[Trans: everybody in this gotatry is now talking about change/ change, change/ we
need change we need chaiiae/ | waader why]

In Excerpt 13 Prinaawiil makes use of the adjoining pair which is made up of
the rising patter:t an ' then.#"ie falling pattern. Similarly, in Excerpt 14 Gordons makes
use of the a<joinii. > pair which is made up of the rising and then the falling tone. He
also malias v of the falling tone sequentially. Textually, the use of these intonational
pattarns is to ennance the musicality of their narrations, in that it creates a flow of
discaurse by mapping information (new and given) construed as tone groups in the
coinedians’ monologues, such that the audience will be able to easily identify a
continuity in the comedians’ presentations. It also helps to engage and sustain the
audience’s attention in the narrations. Should the comedians adopt only a single
pattern whenever intonation is used, the narrations would become monotonous and
very predictable. Apart from functioning together in the sequence, each of the
intonational patterns has its own textual function. The rising tone conveys to the
audience that the comedian is not done with what he wants to say while the falling

tone conveys an idea of finality.
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In addition, the Nigerian stand-up comedians in the sampled performances also
use intonation to express attitudes and emotions. In this sense, they adopt intonation to
achieve their institutional goals. Specifically, when they use intonation attitudinally,
they use it sarcastically to mock the target of their narration or to express their
reservations about the behaviour of the targets in their narration. An example of thistis
seen in the last line of Excerpt 14 where Gordons adopts both the rising and ¢ Ziing
tunes. Unlike the previous tunes in the Excerpt, the tunes on the last line int'icate trat
he rejects the persistent demand for change which he has reported. Ex:efpt 15

illustrates an instance where a comedian uses intonation sarcastically
[Excerpt 15, Eneche]

Na in | see one woman just dey come

< Eh, Eneche so you are in Makurdi, sorry,

you are in Calabar?

| say we came for night of thousand lauc’

<E ya, thank you. How am I looking like? 5

| am going for this thing

| say Ah! Your face alone , you IcHk like ¢ nder 20

She happy~

<What about my finger nails'

| say under 17. She Hanpy~ 10

Person~ fit born me!’~"2orn my rnama!~ She dey!~ happy!~

[Translation: T*hen izaw orie woman approaching me/line 4- | said we came
for Night of {1ousand “augh/ line 11- Someone who is old enough to be my
mother, exan old en ugh to be my grandmother, is happy that | said she is
looking® ke Mouiiy lady]

Excerpt 17 is takerifrom a routine in which Eneche lampoons Calabar women for
claiming o buyvsanger than they are. In lines 8 and 10, he uses the rising tune to
indicawctha it is ironic for a woman who is old enough to be his mother to be happy
whenhe is complimented and described as looking like a young lady.

4.3 Nonverbal cues

Because stand-up comedy narrations are performances, they involve the whole
of the comedians’ physical body and appearance. The comedians do not depend only
on their utterances for the instantiation of their humour acts, they also make use of
their body moves, stage movements and props to initiate humour and elicit laughter in

their performances. Usually, these non-language cues are used as accompaniment to
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stand-up comedians’ utterances, in that they serve to illustrate what is being said. For
the audience, body moves facilitate the choice of what interpretations they would give
to the utterances of the comedians. The physical acts found in the NTL are discussed
in the subsequent sections.

4.3.1 The comedians’ attires

In traditional genres of humour, such as comic plays and sitcoms, ane of \2e
ways by which comedians are identified is through their dressing. Likewi 2, /i1 Gie
early stage of contemporary stand-up comedy, one of the ways ki whic) siand-up
comedians initiated laughter was through their dressing (Dauble, 2205; Schwarz
2010). However, in present-day stand-up performance, stand-tn guiizdians do not
necessarily depend on the disembodied mode of dressing <o ir**iate ‘aughter, although,
they sometimes refer to their dressing. It should be nciad tiiat i the widely accepted
definition of stand-up comedy by Mintz (1985:7.), stand-uy comedians are said to be
“unsupported very much in the way of costume, rop, setting, or dramatic vehicle.”
Even though they may not be too depe’ dent 0.\ costumes and props, the modes of
dressing of the comedians certainly commuaicats a message to their audience, and the
message communicated by sua%, alnearances enhances the rhetoric of their joke
performance. It is in view. 4 what a ctand-up comedian’s attire may contribute to
her/his joke performance wad initation of humour acts that the dressing styles of the
comedians are exami ied.

If the perfurinance o joke is taken as a communicative act, then the manner in
which the pstforri.r appears before the waiting audience will contribute to the way in
which the asd.ence will perceive the performer. The comedians’ dressing styles may
endear the audicnce to them even before the performance of jokes begins or it may
aliceate tneaudience from the comedians. Thus, the dressing style of the comedian is
in.porta.it to the success of their performance.

The dressing styles and attires of stand-up comedians could function as a
marker of and for professionalism. In this sense, the fashion style, cloth material,
hairstyle, necklace, wrist watch and any other thing the comedian wears to the stage is
a marker of the participants-of-the-joke shared knowledge- SCK and SSK. Modes,
types and forms of dressing are largely influenced by culture and determined by

situation of the interaction. Some stand-up comedians dress somewhat formally by
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wearing business-like suits, (as shown in Plates 4.5- 46 in which Seyilaw dresses

formally with a hat, suit and tie)

Plate 4.5 Comedian’s manner of dressing

Plate 4.6 Comedian’s manner oi dressir z |1

Dressing formally makes comedians appear as professionals and comparable to
people in other professions like banking and medicine. The rhetorical significance of
this manner of dressing is to enhance their positive face as professionals. In RT terms,
such dressing style, as ostensive stimulus, activates shared level beliefs, first from the
SSK, that to put up a comedy show requires professionalism, and second from the

SCK, that professionals are expensive to hire (in this sense to watch). With the act of
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dressing, comedians cognitively manipulate the audience to justify the money they
pay to purchase the tickets to the comedy shows. Dressing formally may not
contribute to humour as it may not be connected with the context-in-the-joke.

However, whenever a comedian uses her/his dressing as a strategy for
initiating humour, the dressing functions as a costume and/or prop for the performante
of joke. It is in this instance, that comedians relate their dressings with and ¢ S=the
context-in-the-joke. Elam (1980) describes the semiotics of costumes angwarops
terms of indexical signs in that they could point to the user of such costume o prop.
Nigerian comedians may not necessarily use all the attires on them<or the | urpose of
humour, however, they do use articles of clothing on them as thaysubjecaafiiumour or
the vehicles through which they initiate laughter from the audien e+ Trie performance
of 1 Go Dye in one of his routines illustrates the use of Lress (ighas-a prop or costume
(Plates 4.7- 4.9).

Plate 4.7 Costume in I Go Dye’s Perfo.msuce
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Plate 4.8 | Go Dye removing his sunglasses

Plate 4.9 1 Go Dye using his necklace asa prop

v

Plate 4.7 shows the comedian in a T-shirt, two necklaces, fashion ring and a
naiof sun glasses. It pictures the comedian at the start of his performance. To the
audience, the comedian might not have dressed in a distinct manner; however, they
may wonder why he has two necklaces. As index signs, the necklace primarily points
to the social image the comedian wants to create for himself. In Plate 4.8, the
comedian is seen tucking in his sunglasses into his tee-shirt. It should be noted that the
comedian has verbally attacked a musician, DBanj, who always appears in public with
a pair of sunglasses. In the routine, I Go Dye deliberately refers to the sunglasses as

impairing his eyesight. By referring to Dbanj, the comedian turns the pair of glasses
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into an index sign, pointing to Dbanj. By noting that the pair of sunglasses was
impairing his eyesight, 1 Go Dye uses the sunglasses to mock Dbanj. In the collective
culture of the participants, it is common to find visually impaired individuals with a
pair of sunglasses. Thus, by verbally attacking Dbanj for his use of sunglasses and by
stating that the sunglasses is impairing his vision, he covertly compares Dbanj with
the visually impaired. The implicature that is derived from this comparison ¢ szt
Dbanj, with his sunglasses, looks like a visually impaired individual.

In 4.9, | Go Dye refers to the necklace on him. He notes that the i es«lace,
which denotatively indicates expensive jewellery and connotatively indica 2s tnat its
user must be rich, is not made of genuine gold. He asserts thatsthey arcymade of iron
so as to denigrate his personality. His intention is not to ‘inidate laughter by
denigrating himself, but by drawing from the SCK so“s t« “aracs “Warri boys”- a
common target in his jokes. | Go Dye grew up in Vwarri c24 started his career as
humourist in Warri. Apart from this, the te‘fm “Warri ooys” connotes youthful
restiveness, as it refers to the youth of Nigasia’s . liger-Delta Region who are known
for militancy. Part of their activities inc udes ki 'napping and armed robbery. In the
routine, he explicitly asserts that tl¢z “Waria%0ys” in the venue of the performance
should note that his necklace is.i\¢agc 'd, therefore, should not border to waylay him to
steal the piece of jewellery:*ocsause if iney do, they would only steal iron which has
low market value. Stealing is neciiace, therefore, does not worth the effort. By using
his necklace to refer' .o \Waxri Coys, | Go Dye uses the necklace as a costume and/or
prop for the joks he' s perfaiming on Warri boys. Also, as indexical sign, the necklace
serves as afwasis .ar inferential meanings which the audience would have derived
given th, SUN of svho “Warri boys” are. By drawing from the SCK, the comedian
actimates si ared peliefs about the use of necklaces in Nigeria.

Anowner performance significance of the comedians’ dressing styles is that the
sty.as could be used to mark affiliation with the audience. In this instance, the
comedians draw from the SSK to accentuate that they are also like the audience.
Rather than dressing formally to indicate professionalism, they dress down by wearing
informal clothes just as members of the audience would have done. It is commonly
believed that comedy performance is not formal like working in a bank or government
parastatal, therefore, comedians can perform their routines when they are informally

dressed. By extension, to attend a comedy show, one does not need to dress formally.
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This belief from the SSK influences the comedians to dress down for their
performance. This kind of dressing is illustrated in Plates 4.10 — 4.11

Plate 4.10 Princess appearance on stage

Princess dressing desvinfor her performance in a sleeveless blouse and legging

trousers.

Plate 4.11.Bovi's af pearance on stage

Bovi dressing down for his performance, leaving his shirt unbuttoned to

indicate he is informally dressed.
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Another aspect of indicating affiliation with the audience is seen in Plate 4.5
above, in which Seyilaw wears a hat to stage. At the time of his performance, the
president of Nigeria was an ljaw man. Part of ljaw dressing code for men includes
wearing a hat. In the performance, Seyilaw draws from the SCK by wearing a hat to

the stage, to indicate affiliation with the president of the country.

4.3.2 Layout and space utilisation

Although space utilisation is different from layout, these two_aspec s<of tne
performances are combined because space utilisation is predicated ¢ : the lay out of the
performance arena.

Norris (2004) posits that in any interaction, parficipats” positionings are
influenced by the setting (and design), and the objects wihin dicisedting. According to
Norris (2004), layout is a communicative mode and it vansicis of the setting and the
objects within the setting of the interaction. A< a communicative mode, participants
utilise the layout for achieving their interact*anal y2als. Although several things could
be in the layout of an interaction, they al  do not, influence the interaction. The things
in the layout that influence an inte:action wio"those that the participants utilise; for
instance, in stand-up performasiccun aere could be several sound gadgets occupying
space in the venue of the psitcsmance but comedians may not necessarily refer to the
sound gadgets in their narrciion.

The layout ¢ t=onveriues of Nigerian stand-up comedy performance is
rectangular in g2sig 1, and« is divided into two distinct spatial functional areas: the
first is a plaiform vihere comedians occupy to perform their jokes (stage); the second
is the c:ea " hers the audience will be seated while watching the comedians’
perfezmancas. The layout is designed such that the audience seat opposite the

comadians as shown in Plates 4.12 and 4.13 below:
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Plate 4.12 Performance layout

4.13 Performance layout Il

In Plate 4.12, the camera is behind the audience and opposite the comedian. It
is positioned such that it faces the comedian performing while in Plate 4.13, it is at an
angle where it picks the side-view of the performance layout. In Both Plates, the
audience are seated opposite the platform on which the comedians stand to narrate
their jokes. The platform functions as the stage for the performance. The layout of
Nigerian stand-up performance reflects the conversational structure of stand-up

comedy performance. In the layout, the comedians are placed on podiums or platforms
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that are higher than the audience arena, such that the comedians can easily be spotted
by everyone in the audience area. Technically, the position of the comedian is
foregrounded, and, pragmatically highlighted as the participant who has
conversational superiority. The design of the layout is reflective of the SSK. Both the
audience and comedians are aware that stand-up performance is an interaction whigh
favours the comedian to take a superior conversational role. This is why the p{tan
of the comedians is always foregrounded in the performances.

From the sociosemiotic perspective, the positioning of the comed ars and
audience in the layout contributes to the textuality of the venue,{and als» p.ojects
interpersonal meanings. Nigerian stand-up performances are aually siaecd in halls
which may not have theatrical designs. However, the way the holl4s adopted for the
performance, as shown in Plates 4.12 and 4.13 above, | 0je.&0a Lerformance layout
with two main components. These two components womb:nC to make a coherent
whole: there is a stage for the comedian and<an area for the audience. There is a
collocational relationship between the twosith ane selecting the other in that the
presence of one is predicated on the pres nce of ' he other. Without the audience area,
even if the comedians’ stage ex(sts, thcw!syout will not be complete for the
performance of jokes. ThereiCia, the relationship, textually, is that of inter-
dependence. Interpersonally; 2 audience’s seats are fixed and are positioned to face
the performers’ space whiiuthe stage expresses the comedians’ conversational role.

Other feature..of:#2 layout include lighting, decorations and the use of the
microphone. Tk¢ la rout isfiighted such that the stage is more illuminated than the
audience arsd. In scme instances, there is a spot light on the comedian. Lighting on the
stage pe fori.s an_indexical function in that it points out the stage as the area in the
stana',up vinue where the comedians’ performances take place. In Elam’s (1980:17)
terriz, lighting has “the general function of what Peirce terms ‘focusing the attention’
anuais wus closely related to explicit foregrounding devices (which in this sense,
noints to the object offered to the audience attention)”. As an indexical sign, it tells the
audience where they should direct their focus. It is in view of this that the producers
and directors of stand-up performances adopt the use of spotlight, which is “the most
direct form of technological pointing that the theatre possesses” (Elam 1980:17).
Spotlights foreground the comedian and any action s/he performs. In the performance
sense, spotlights indicate the subject or speaker of an utterance and they also motivate

speakers and provoke them to speech and action (Elam, 1980).
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In the humour acts model, lighting is a function of the SSK. The SSK informs
the roles of the participants-of-the-joke. It is because the audience plays a relatively
passive role in the interaction, compared to that of the comedian, that the lighting of
the stage is more intensified, sometime with a spotlight on the comedian, than that of

the audience area. The use of lighting is illustrated with Plates 4.14- 4.17 below:

Plate 4.14  The use of spot light

Plate 445 The use of coloured light
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Plate 4.16 The use of Spotlight 11

Plate 4.17 The use of borderlights

F.ate 4,14 and 4.16 show instances where spotlight is used on the comedians.
12e piates also show the audience area which is not as illuminated as the stage. In
Plaw 4.15, there is the use of coloured (blue) light together with the spotlight. The
auoption of blue is meant to add an aesthetic value to the performance. In addition,
blue is adopted because it is a colour with several connotative meanings, some of
which is that it indicates night, freshness and softness (Van Leeuwen, 2005). By
implication, the colour projects the performance as containing the needed social
context for entertainment. Similarly, in Plate 4.16, there is a mix of red light with the

spotlight. The spotlight focuses on the comedian, while the red light is directed to
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other parts of the stage. In Plate 4.17, there is the use of borderlights, a unit which is
used to light a larger area, normally from overhead. The boderlights face the stage so
that it can illuminate the stage properly. This is also meant to give high prominence to
the stage as the area where the actions will be performed in the interaction.

The second aspect of this section is space utilisation. In this study, spase
utilisation refers to how stand-up comedians use the space allotted to them durin{ mix
performances. The comedians’ organisation of the fixed location assigne¥yto themn
results in both higher and lower level actions. In multimodality terms, the laCation
occupied by the participants-of-the-joke is an instance of higher lev<{t actior wt.ile the
movement they make within or outside that location is an instance < !ower level
action (Norris, 2004). Using Hall’s (1966) terms, at the start C% 2 performance, the
participants-of-the-joke occupy a variable space which t.2 ¢/ i\adicns can manipulate
from the public distance to social distance, and theryto assonal distance. When
comedians stay on the stage all through their r<dtines, they maintain public distance.
When they move down from the stage to aus'iance area, they maintain social distance.
When they move further, getting close (> a me aber of the audience, they maintain
personal distance. The SSK, howeer, has easuitioned the comedians to maintain a
public space, staying on the stagemaniile narrating their jokes. So it is more common
to have a comedian maintai#i.3 public space than a comedian who manipulates space
for connotative meaninas uiring a performance.

The act of nianinw'ating performance space by comedians is common with
three male comcdia s: | G4 Dye, Buchi and Gordons. These three comedians move
into the aud’ence a 2a during their routines. Thus, they move from the public space to
social sface.'tn Goardons’ and Buchi’s performances, the comedians go further to
initiate per onal space with individuals in the audience by standing right in front of the
individuals and striking conversation with them. It is important to note that in some
coinedians’ routines, for instance, Funnybones, they maintain the public space while
engaging individuals in the audience in such “private” conversations.

Another important aspect of comedians’ use of performance space on the stage
is their movements from one point on the stage to another. Commonly, comedians do
not maintain a single position while performing. They employ a large portion of the
stage layout, they do move from one point on the stage to another and their
movements on the stage may or may not be accompanied by body moves. The

comedians’ movements on the stage and their use of the stage layout are rhetorical,
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and, have connotative implications. Primarily, they depict that the comedians have
mastered their crafts and they present the comedians as individuals who are not bound
by stage fright. They also show that the comedians have taken charge of their
performances.

Comedians’ space utilisation can be grouped into two, following Hall (1968
The first category, which refers to comedians’ choice of keeping themselves < 7%ha
stage, reflects the use public space. In this instance, stand-up comedians maiatain 12
conversational structure of the interaction. They occupy the position which is‘ledigned
for them from the institutional structure of the performance. Thelsecona ca.egory,
which refers to comedians’ choice of moving into the audience guea, retiicts the social
as well as personal space. In this instance, comedians leave the st.as"anu walk into the
audience area. The connotation of the use of this space i¢ that G comedians disregard
the institutional setting of the performance and that the ;. derii=ate their elevated role
in the interaction, so as to express familiarity an< solidarity with the audience.

In Plates 4.18- 4.24, the movemeats Oi two comedians, Funnybones and
Gordons are captured. Funnybones is shiwn mo ing from one spot to another on the
stage while performing his jokes. Ca the oum=fiand, Gordons is shown stepping into

the audience area while performiiigehis jokes.

Plate 4.18 Fulnybony:’ use of stage layout

Funnybones maintaining the performance space while he talks directly with
people in the front row in the audience area.
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Plate 4.19 Funnybones’ use of stage layout Il

Funnybones picks another person in the frant row vihile still keeping with the

conversational structure of the stand-up parformance.

Plate 4.20 Funnybones’ use { f stage ayout I11

Funnybones changes his location on the stage so as to speak with another
member of the audience in the front row.
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Plate 4.21 Funnybones’ use of stage layout IV

Funnybones still maintaining the performance spai2 wiuile he talks directly
with his target

Plate 4.22 Gordons’ use of p :rform.nce layout

Here, Godorns has come off the stage and he is moving towards a member of
the audience.

103



Plate 4.23 Gordons’ use of performance layout |1

Here, Gordons directs his gaze towards the member of the audience, to whom
he is directing his utterances.

Plate 4.24 Gordons’ use of p. xform: nce layout I1I

Here, Gordons is right in front of the member of the audience and he is having

a direct conversation with him.

In Plate 4.22, Gordon is seen maintaining a social distance in the audience area
of the performance layout. In 4.23, he moves towards a target in the audience while in
4.24, he is in an intimate position with a member of the audience, focusing on the

member of the audience as the target of his questions.
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There also are instances where comedians choose to stay on the stage in a
performance, while in other performance, they move from one spot to another,
specifically from the stage to the audience area. In Volume 17 of NTL, Buchi is seen
moving around in the audience area while in Volume 23, he stays on the stage
throughout his performance. Similarly in Volume 19, Gordons perform parts of s
jokes in the audience area while in Volumes 17 and 21 he keeps himself on the Swge

while performing.
4.3.3 Adoption of dancing

A dance is a stylized and rhythmic movement which ev'«e meaings. Sebeok
(2001) describes dance as a sophisticated art form which_is ccnsole of expressing
human thoughts and feelings through the instrumentalityyof/iic hcdy. Theatrically, a
dance is a sign which is embedded with several othe:,sigia® According to Backer
(2007), signs in a dance appear in form offchoreograpnic elements like theme,
movement, gesture, facial expression, prawemics, costume, props and technical
elements like lighting, sound and setting. The m aning of a dance is a product of the
cultural convention where the dance is situawcs: Such conventions result from cultural
traditions or ritual and theatricat cod'a

Since the dance in£w@d-up comedy is adopted for humour, there is need to
explain it within the nurview ot “humour. A stand-up comedian dance may be a
function of context-ir ,thasjuke ur context-of-the-joke. As a function of context-of-the-
joke, comedians do 1ot neacssarily use their dance to initiate humour, rather, they use
it as only az"aspecuaf the text they present to their audience. An instance of the use of
dance in this ne isfound in Princess’ performance (Plates 4.25- 4.30). In the routine,
the ©amed.an uses dance as a strategy for starting her performance. She dances into
the Ciage while music is being played to welcome her to the stage. The music serves as
distmbodied mode in the high density mode she adopts. Her motions were
svnchronized with the music and this depicts that she is utilizing the disembodied

mode.
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Plate 4.25 Princess dancing into the stage

Plate 4.26 Princess focusing on heriance
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Plate 4.27 Princess facing the audience while dancing

Plate 4.28 Princess adoy. tion of Alanta dance
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Plate 4.29 Princess intensifying her Alanta dance

Plate 4.30 Princess focusing 7 w2 audience while performing Alanta
dance

As a function of context-in-the-joke, comedians use dances to reflect the action
of a participant-in-the-joke and/or activity-in-the-joke. In this instance, in the world of
the joke, the comedian presents a participant-in-the-joke as dancing. Thus, while the
comedian dances to illustrate what a participant-in-the-joke is doing, s/he enhances the
garden-path phenomenon of the joke. An instance of this kind of dance is found in the

routine of Basketmouth where he uses dancing to illustrate the action of the target of
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his joke. In the dance- (Plates 4.31- 4.34), Basketmouth is seen dancing, however,
there was no music being played for him to dance. His narration focused on a girl he
danced with in a night club. He used his dance to illustrate how the girl danced with
him in the club. He created the rhythm of his dance with his body movements. Thus,

his dancing mirrors the activity of the target of his joke.

Plate 4.31 Basketmouth mimicking the dance steps of his target

Plate 4.32 Basketmewth ‘ntensifying the mimicry of his target
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Plate 4.33 Basketmouth intensifying the mimicry of his target 11

Plate 4.34 Basketmouth intensifvingi1e mimicry of his target 111

Whenever comedians dance, gestures have high modal intensity in that they
are the modes that take primacy while the dance is on going. Their dances involve
intricately intertwined multiple modes which include gaze, head and hand movements,
and facial expression.

Plates 4.25-4.30, which are from Princess’ routine, indicate different adoptions
of gestures, hand movement and gaze. Plate 4.25 shows the comedian dancing to the

centre of the stage while she was looking at the members of the audience seated on the
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front row. In 4.26 she is at the centre of the stage and she turns her body, so that her
torso and posture can face the audience. In 4.27, she is fully facing the audience.
These movements take place while she was dancing. Her hands make different
movements. In 4.30, her left hand fingers are folded into a fist with the thumb pointing
upwards while her right hand is holding the microphone. Her left hand is raised to tie
shoulder level while the right is a little bit lower than the left. She raises the left ‘iwnd

above the right so as to use it for gesticulating her dance, while the rights2and w.'!
only serve to hold the microphone. In 4.28, she drops her hands so as tc.b<gin a
popular dance style, Alanta, which she demonstrates with her ¢ands aound her
stomach, her mouth open and her tongue out. These embodiedeactions tredindexes of
the Alanta dance.

In addition, her gaze contributes to the intensity f . “ori.municative codes.
In Plate 4.25, Princess is looking sideways to the auu:2nce wiile she moves to the
centre of the stage; in 4.26 and 4.27, she looks at herself, specifically, at her dance
steps. In 4.28 and 4.29, she keeps her eyas clced. In 4.30, her eyes are opened
looking at the audience. The different| oositiol ing of her gaze indicates different
focuses while she is presenting the ¢ance as wtekt for her audience. When her eyes are
on the audience, she connotativiciyust ggests that her focus is the audience. When her
eyes are on her dance step/srisuggests that she is focusing on herself, watching her
dance step and evaluating e movss she is making vis-a-vis the music being played.
When she closes her aveamshe indicates that she is fully concentrating on the Alanta
dance, which skt is herforsiing. Her closed eyes indicate the level of seriousness with
which she #ikes tiia dance. In 4.30, she is looking at the audience and this indicates
that her Cacuciaas raturned to the audience.

It .z important to comment on her adoption of Alanta dance. Alanta is a kind
of tance popularised by Nigerian hip hop artistes like P-square and lyanya. In the
huraour-acts model, the use of Alanta is an instance of making manifest assumptions
from the SCK. When she changes her dancing steps to Alanta, she draws affiliative
response from the audience, as her dance is greeted with a loud clap. The response of
the audience to her Alanta dance indicates that both the comedian and audience are
members of the same cultural community. She adopts Alanta as a strategy for bonding
with the audience. In RT terms, it is an instance of foregrounding a shared background

assumption and strengthening such assumption in the context-of-the-joke.
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Just like Princess, Basketmouth adopts different gestures in his dance, albeit,
unlike Princess, for a different purpose. Basketmouth uses his dancing to mimic the
actions of a participant-in-the-joke, which the audience do not know. Thus, to make
his audience to believe that he danced with a girl in a night club, he demonstrates how
the girl danced. His intention to demonstrate how the girl danced motivated l¢s
gesticulations in the dance. In Plate 4.32, Basketmouth is seen with his hands rai “¢«#a
his chest level. His postures, with his legs apart, in 4.31, 4.33 and 4.34¢ adicate 2
serious stance (an in-depth concentration in the dance). Basketmouth _chos» <uch a
posture to show how serious the lady in the joke was dancing witk him. F» uses his
hands around his chest to indicate how the lady deliberately heayed heirthriasts while
dancing with him (Plate 4.32). In Plates 4.33 and 4.34, his hana. a7e aropped but his
legs are still apart so as to foreground the posture of the gartic.sont--n-the-joke.

Another aspect of the adoption of dance in Nigeiian swwu-up comedy is music.
In instances where music is adopted to accompiny the comedians’ dance, it falls into
disembodied mode category since the comadians ‘o not produce the music, but only
incorporate it into their narration while it s being nlayed by a disc jockey. An instance
of this is seen in Princess’ performaace, whie'aias been illustrated in Plates 4.25-4.30
and explained in the preceditigmn= agraphs. Another means by which music is
employed is by using it in sinicry. An instance of this is found AY’s routine where
he mimics the dancina arid, singiriy patterns of Nigerian musicians from the distant
past like Raskimono, ChrimOkctie and Alex .O. while a disc jokey plays their popular
songs. It shouls” be noted.inat these artists no longer hold sway in Nigerian music
industry ans" that ¢»e of them, Chris Okotie, has become a popular Pentecostal pastor
in the ccintr;

21,435  AY mimicking the dancing steps of Raskimono
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Plate 4.36 AY mimicking the dancing steps of Raskimono I1

Plate 4.37 AY mimicking the danc.naseps of Chris Okotie
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Plate 4.38 AY mimicking the dancing steps of Chris Okotie Il

AY mimicking the dancing steps and gesticulatiens of Cizis Okotie while he mimes

the music of Chris Okaotie that is being played.

Plate 4.39 AY mimicking the dancir j steps of Alex O
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Plate 4.40 AY mimicking the dancing steps of Alex O |1

AY mimicking the dancing steps and gesticulationsiaf A) :x O while he mimes
the music of Alex O that is being played

In the adoption of music in these inst'nces,of mimicry, music provides the
rhythm of the dance. In RT terms, the s%iulis seves two purposes. First, it is an
ostensive stimulus which activates an ir. nortant background assumption needed for
the interpretation of the dance. I\ deriving the music’s overt interpretation, the
audience will easily assign th< owiiship of the music to the artist whose dancing
pattern is being caricatureu. Sicond, the audience will see the dance steps, which
previously in the SCK have 2een assigned referentially to the musician and have been
viewed as acceptable, »¢iia ing an implicated premise in stand-up performance. This

implicated preri'se I <thatSuch music and its accompanying dance are out dated.
4.3.4 Poswie: comedian’s body position on the stage

Rasuire, which is influenced by culture, refers to the ways in which
particinants in an interaction position their bodies (Norris 2004). Participants may
Cianay open or closed posture as well as indicate directionality with their posture. The
~ignificance of posture in an interaction is that it gives insight into the involvement of
a participant with another participant (Norris, 2004).

While narrating their jokes, a common posture taken by the comedians is the
open posture in which they leave their limbs apart, using one of the hands to
demonstrate while the second holds the microphone. This common postural stance of
the comedian is illustrated in Plates 4.41 and 4.42
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Plate 4.41 Open posture adopted by Bovi

Plates 4.41 and, 4.-2 show"the comedians with open posture. Open posture
primarily indicates “hatsy, participant is ready for an interaction with his/her
interlocutor. Ingne «ontex#*of stand-up performance, the comedians use it to indicate
their readiziess fou, the performance of their jokes. Rhetorically, open posture
foregrou:ds v e comedians as bold and confident.

A 1.ctor that influences the postural stance of the comedians is the action of
the articipants-in-the-joke. More often than not, comedians take postural stance that
ina.zates the posture of the participants-in-the-joke; for instance, should they present a
aarticipant-in-the-joke as stooping, they will stoop while narrating their joke. This is
illustrated in Plates 4.43-4.44
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Plate 4.43  Gordons mirroring the postural stance of a participant-in-the-joke

Plate 4.44 Gordons mirroring the postural stance of ansrtic pant-in-the-joke 11

Plates 4.4 andv»4.44show Gordons narrating his wife’s experience while she was in
labour. Ti ese 'acs show the comedian gesticulating his wife’s actions and mirroring
his wiigls, Losture during labour pains. His posture was to show that, at the moment
is wifa went into labour, she lost control of herself. In 4.44, he mirrored his wife
wer ing the wrapper which was initially around her torso, not caring if she was bare
¢r»not. The postural stance of the comedian, which reflects his wife’s posture, remains
open, with the torso bending backwards. The open posture implies that the wife was
calling for help while the backward bending torso reflects the helpless state of his
wife. The backward bending torso also mirrors the way pregnant women push out

their stomach, especially when they are in the last trimester of their pregnancy.
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Another form of posture found in the sampled performances is one which the
stand-up comedian uses to involve the audience in the narration. In this kind of
posture, a comedian bends his/her torso forward towards the audience. By so doing,
comedians attitudinally involve the audience in the performance of jokes. Plate 4.45

from the performance of Funnybones illustrates this form of posture.

Plate 4.45 Funnybones with an inviting posture

Funnybones is seen bending forward his“aGo towards the seated audience. His
postural stance invites the audieiieastc him. He takes this posture while he deliberately

directs interrogatives to sorsc \2embers of the audience.

435 Gaze

Analysis of ¢ aze dadis with the organisation, direction and intensity of looking.
Depending<on the aumber of activities participants are engaged in, gaze may play
subordiriate '« supsrordinate role in an interaction. When participants are engaged in
onlywthe Conversation, gaze will play a subordinate role while it will play a
supesardinate role when participants are concurrently engaged in other activities while
corversing. Coupland and Jaworski (2001) note that gaze could be used by
narticipants as a marker of transition relevance places, especially, when a current
speaker focuses his gaze on the participant selected as next speaker.

Unless a comedian has specifically identified a member of the audience who
s/he may engage in a conversation, it is quite difficult to say the stand-up comedian’s
gaze is focused on a particular individual in the audience. This is because the

audience, as the addressee in the interaction, are numerous. However, what is
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observed is that stand-up comedians usually try to keep their gaze on the audience
throughout the period of their joke narration. A comedian may move his/her gaze from
the audience to him/herself, especially when s/he is physically demonstrating the
actions of a participant-in-the-joke. A stand-up comedian may also focus her/his gaze
on other objects which s/he has adopted as an improvised prop for dramatic vehicle.<n
such instance, the comedian quickly returns her/his gaze to the audience. This ¢ tnge
in gaze is illustrated with the Plates 4.46-4.48 below taken from the perfgumance of
Basketmouth.
Plate 4.46 Basketmouth focusing his gaze on the stage

Plate 4.47 Bagketmouith focusing his gaze on his gesticulations
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Plate 4.48 Basketmouth focusing his gaze on the audience

In 4.46, Basketmouth has taken away his gazenfrom the audience and is
focusing on the stage. The change in gaze is motivateuihy uie fact that he wants to
demonstrate “pulling back a lady in a whee'chair”, an act performed by a male
participant-in-the-joke. In 4.47, he is focusitigihis yaze on his (right) hand-movement.
In 4.48, his gaze is on the audience whii gestic lating the reaction of the “lady in a
wheelchair”. He returns his gaze to ‘1e audieiice So as to indicate that the audience are
important in the performance. By ¢ ning his gaze to the audience, he will be able to
measure the impact of his jéke ¢ the audience.

It is also comman Tcr comedians to move their gaze from one angle or area of
the audience to anotin=since the audience are usually seated over a large area, a
comedian may< ind it_imigussible to focus his/her gaze on all of the audience at the
same timed The rnoad to give all the audience a feeling of involvement in the
interacticn mokes«nem to change their gaze, from one direction of the audience to
anouws, Aiinstance of this kind of gaze movement is found in one of the routines of
Soviand it 1s illustrated in Plates 4.49-4.51 below. In Plate 4.49, Bovi directs his gaze
taw.<ds the audience members seated on his left; in 4.50, he directs his gaze towards
e audience members seated, approximately at the centre of the hall while in 4.51, he

directs his gaze towards the audience member seated at his right.
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Plate 4.49 Bovi gazing at the audience to his left

Plate 4.50 Bovi gazing at the audience oppasite 24
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Plate 4.51 Bovi gazing at the audience to his right

For the comedians, keeping their gaze om, thew‘audi nce enhances their
performance dexterity. In the first place, it is a means of \ientifying the audience role
in the interaction. By keeping their gaze on the aucience, comedians indicate that the
audience are vital to the success of any j¢ke purformance. Comedians imply that the
stand-up interaction is a two-way cCamuni:ation: the comedians initiate the
interaction by performing their jo:es and the audience provide feedback to the
comedians. By keeping their #aze on wje audience, comedians can tell if their routines
are having desired effects,on theaudience or not. Rhetorically, by making eye contact
with the members of«tie audience, the comedians are perceived by the audience as

professionals who.are 1ot co ved by stage fright.

436 Gestures

Gusturensie composed of body moves. According to Poyatos (2002), gestures
inolude “aati. the conscious and unconscious movement of the head, face and gaze,
cammignicatively joined to the use of verbal language. As stand-up comedians narrate
wicjokes, they employ different types of gestures to express the propositional
contents of their jokes. Their gestures “have the property that strokes synchronize with
coexpressive speech” (McNeill, 2006: 303). They are thus used to intensify whatever
the comedian is saying. They are used to give a representation of the comedians’ jokes

and comedians’ attitude to the participants-in-the-jokes.
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Following McNeil’s (2006) classification of gestures, the following types of

gestures are found in Nigerian stand-up comedy performance:

Iconic gestures: these are gestures which present images of concrete
entities and/or actions. They are body moves which interpretations are
connected to the speech of the speaker. Iconic gestures are used to illustrate
and substantiate what is being said by the comedians. Plate 4.52 bc'ow
shows the use of iconic gestures in a performance. Here, the Corngrtian,
Bovi, narrates a joke about his relationship with his wi“C. 53¢t ti 2 point
where these Plates are taken, he is talking about receivingitelep' one calls
from his wife. Since he has used his left hand to hc d wia,microphone, he
uses his right hand to gesticulate talking on #7ic mhor.:. His gesticulation
reinforces the notion of receiving call whigh 157.ae a'tivity with which he

depicts his relationship with his wife aad on wiich ne builds his joke.

Plate 4.52 Iconic gesture

Bovi gesticulates receiving a call

Deictic gestures: Primarily, deixis involves locating entities and actions in
space in relation to a reference point. The prototypical deictic gesture is an
extended index finger, but any extensible body part or held object could be
used as deictic gesture (McNeil, 2006). A common type of gesture is the
pointing of the index finger. Much of the pointing found in conversations
and narrations is not pointing at physically present objects or locations but
it is abstract pointing. On the other hand, concrete pointing is the pointing

at physically present objects or locations (McNeil, 2006).
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Both abstract and concrete pointings are found in the sampled
performances. Comedians make use of concrete pointing whenever they
point at the audience, which they do in order to enhance the audience
participations in the performance (Plate 4.53). They also make use of
concrete pointing whenever they decide to pick on someone in the
audience and make a joke on such individual. An example is seen il ate
4.24 where Gordons is talking directly with a member of the au¢ aace. Ca
the other hand, comedians use abstract pointing whenever “hay are
illustrating the activity or what a participant in their jikes di, I such
instances, the comedian points at any direction. Thea:se of Liase two types
of pointings is differentiated based on the joke uttera:cs, trie participants-
in-the-joke and the activity-in-the-joke. FG.,the “Cancrete pointing, the
audience is part of the participant-in-the ioke,wavhile in the abstract
pointing, the audience need not to !¢ part of the participants-in-the-joke.
Concrete pointing is used whenaaver ~omedians are poking fun at the
audience.

Plate 4.53 Conci 2te poinZg in Princewill’s performance

Plate 4.54 Concrete pointing in Basketmouth’s performance
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In Plate 4.53, Princewill adopts a deictic gesture. In the joke narration
where the plate is taken, he refers to the members of the audience. He uses the
gesticulation to include the audience in his narration. In 4.54, Basketmouth
points to his inner ear as an act of reinforcing the proposition of his joke which
is built upon the human organ of hearing.

Another form of deictic gesture found in the Nigerian stand-up c¢ esly
performance is one which points to the butts of the jokes of the comadians. Vi
use this, the comedians simply mimic the gesticulations of the soci:lsactors
they select for their jokes. When comedians mimic the gestic tlation ', attcrns of
the butts of their jokes, such gesticulations are indexiaal of tho,batt and are
therefore pointing to the butt of the joke and not to the cc nauian. Such deictic
gesticulation can also be regarded as abstract de.stic geituies in that they are
pointing to the butt of the joke who may nouibe iy sically present at the

location of the stand-up comedy performunce.

Metaphoric gestures: McNeil (20£0) acicritas as metaphoric, gestures which
picture abstract content. Such gest.xes he'p to visualise the non-imaginable. In
metaphoric gestures, “an abs:act meaning is presented as if it had form and/or
occupied space.”(McMeil 2000:300). Metaphoric gestures meta-represent the
speech of interactants.

In the/sampicdl performances, comedians make use of metaphoric
gesture tosmetarepre ent their narrations. The metaphoric gesture depicts the
activitiesjycsieants and thoughts that are mentioned in the narrations. In the
Pla as 4¢55-4.356, Gordons uses his hand gesticulations in a metaphoric manner.
Ti 2 comaulan is lamenting the low social status of poor people and he moves
ws,2and down-ward to indicate what it means to be poor. The hand
movements in the Plates correspond with the comedian statements “Everything
about the poor is low”, “low blood count, low sperm count” and “low income”.
The hand movements meta-represent the concept of low status of poverty-

ridden people.
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Plate 4.55 Metaphoric gesture in Gordon’s performance

Plate 4.56 Metaphoric gesture in Gor#an’s p i formance II

#.not' er mcaphoric gesture found in Nigerian stand-up comedy is
gawing. Gawking, as a physiognomy act, is found interspersedly in some of
tie pocfordiances. The comedians use gawking whenever they want to
amyphasize a particular action or word. Thus gawking in their narrations
metaphorically represents reinforcement acts since it is used to accompany
expressions on which stand-up comedians place emphasis. By gawking while
narrating, they foreground the expressions which coincide with the action.

Plates 4.57- 4.58 illustrate instances of gawking by the comedians
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Plate 4.57 Bovi gawking

Plate 4.58 Basketmouth gawking

4.4  Towards aclassifice tion of jokes in Nigerian stand-up comedy

The £lassi” cationi of jokes in clear-cut taxonomy has been described as a
quixoticeexcraise by Dynel (2009) because of two reasons. The first is that categories
overlap ard meige, as some instances of humour can be subsumed under more than
onuilabel. 7 e typology of jokes thus depends on the criteria which are considered for
ciessifying the forms of humour. Second, because humour mirrors the creativity of
language users, new forms of jokes are constantly being innovated and researchers do
propose new terms and definitions for new humorous phenomena they observe. In
addition, Lew (1997) opines that the classification of jokes has been met with major
drawbacks because of the semantic nature of the classificatory criteria, which mirror
the open-endedness of semantic systems. To Lew (1997), classification of jokes have

not been so successful because scholars apply multiple mutually incompatible criteria
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to produce a single classification, scholars choose open and unconstrained values for
their classification, and lastly, because of the richness of types of humour tokens.

Regardless of this backdrop, it is important to attempt to classify the jokes and
the humour tokens found in the narrations of Nigerian stand-up comedians. It is
important to note that the jokes found in the narrations of the comedians fall under tie
category of referential jokes or humour. The comedians do not manipula’ e
structure of language in their routines; rather, they manipulate contextual maawleag?
from the SCK and SSK so as to create surprises and incongruities needed for wénour.
Thus in this attempt to classify their jokes, reference will not be mai«e to th. stiucture
of the jokes in their narration, and by extension, it will be prastically “muossible to
follow the classification of jokes found in Attardo (1994). Lev., (29Y/) and Ritchie
(2004).

The present classification of jokes will draw asigiia’rrom the humour act
model which has been discussed in Chapter#iwo. Following the model, the first
classification of stand-up comedy jokes is_rradica 2d on how the joke is conveyed: is
it conveyed by verbal cues or nonverbal cues? ‘i he jokes can be grouped into verbal
jokes and nonverbal jokes, where¢verbal j&'«Cs are those jokes in the comedians’
performances that are performed st eans of language and nonverbal jokes are those
that are performed by meina, of body movements such as dancing, gesture and
costume. Mimicry, for iastance,»reflect this classification of jokes. Whenever
comedians mimic th., spassh annerism of participants-in-the-joke, they perform a
verbal joke. WEktne\ er thex*mimic the body movements of a participants-in-the-joke,
they perforii a ncaverbal joke. An example of nonverbal joke is found in AY’s
routine, “wvhe. " the somedian mimics the dancing steps of Nigerian musicians like Alex
O and _Chi's Okotie while he mimes their songs. Apart from verbal mimicry, verbal
ioken of the comedians include all instances of joking stories of the comedians.

AS a strategy mimicry can be used as a criterion for classifying jokes. Two
broad categories of jokes are identifiable using mimicry as the basis of classification:
caricatured jokes and non-caricatured jokes. Caricatured jokes include all instances
where comedians mimic individuals like pastors, politicians, musicians and people
with low intelligence quotient. Non-caricatured jokes refer to jokes that do not involve
any form of mimicry.

Another way by which Nigerian stand-up jokes can be classified is by

examining the source of the jokes of the comedians. The source of the joke refers to
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the origin or domain from which the comedians draw their jokes. This classification is
informed by the activity-in-the-joke, participant-in-the-joke, especially the targets, and
the participants-of-the-joke, especially the comedians themselves. Two categories of
jokes can be identified: jokes that are based on stand-up comedians’ physical
appearance and jokes that are based on socio-political and socio-cultural situations<n
Nigeria. In the first category, Nigerian stand-up comedians make jokes out of mix
physical appearance on the stage. They could make jokes from their clothizy, weigi:
height or visage. In the second category, the comedians make jokes from isst2s%n te
society, especially from Nigerian political and cultural events and<:ircum:ances. In
the second category, the activity in their jokes has to do with gavernaraseducation,
music, marriage, occupation or religion. The comedians also n.ak< individuals who
are practitioners in these fields of human endeavour thé *are Jioiot their jokes. Based
on the target and content of the jokes, Nigerian stand-cn coracdian jokes can further
be grouped into divisions like ethnic, political, a_cupational, gender and marriage. The
foregoing is captured in the schema below:

Fig. 2 Classification of jokes in Nigerin stan:'-up comedy

Stand- 1p Jokes

Physical appearance joket Socio-political and socio-cultural jokes

Ethnic Political Occupational Gender Marriage

4.5 St mmea

7

In this chapter, the narrative aspects of stand-up comedy performances have
hae,yidentified and analysed. The chapter focuses on voicing and conversational cues
‘ike physical and prosodic acts used by stand-up comedians. In the next chapter, the
pragmatic strategies of stand-up comedians are identified and analysed.
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CHAPTER FIVE
HUMOUR STRATEGIES IN THE SELECTED NIGERIAN STAND-UP
COMEDY PERFORMANCES

5.0 Introduction

This chapter is dedicated to pragmatic analysis of humour strategies.“The
strategies employed by the comedians are explained within the purview of ti 2 iemoui

acts model using RT.

5.1  Predicting interpretive steps

Encyclopaedic knowledge in the humour acts meder shovi s that language use
in stand-up comedy performance is informed by ‘anguiiie Use in non-humorous
contexts. Stand-up comedians, as language users..are awa. 2. of the steps and processes
involved in using and interpreting language. <ans-up comedians design their jokes
knowing that their audiences will make /nterpiative, steps like reference assignment
and deriving implicature. They manipula 2 thes¢ steps for the purpose of generating
humour. In humour acts model, assining referents to names is an important process
that must be done during 4 perforizance so as to identify the butts and other
participants-in-the-joke.

Stand-up comsuians ¢avisage jokes that will attract their audience’s attention
and they also envisage the I iterpretation that would be given to each joke. Common
social issues, topicssmnublic figures are adopted by the comedians so as to easily
access the: mutual cognitive environment of the audience through their narrations.
Excerpt 13 illustrites that stand-up comedians’ routines are based on common social

isaues uat v ill easily draw the audience’s attention.

[E.izerpu 16, Bovi]

| like women, but, una too, una too dey wicked person

and anything wey involve women people go just dey shout

dem say one senator marry 13 years

Una dey fear? Na true na

but dem dey lie for the man’s head 5
and I no dey like when den they lie for person’s head

I can feel his pain say he marries 13 years

The girl is not 13. She is 14. (AL)
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[Translation: | like women, but all women are mischievous/ And anything that
involves women attract a lot of debates/ they said a senator married a thirteen year old/
You don’t believe it? It is very true/ But they were lying against the man/ I can feel
the discomfort the senator would experience / The girl is not 13. She is 14]

The comedian builds the joking story on a popular social issue, a senator’s
marriage to an underage girl, because he is aware that such a topic will easily draw
and sustain the audience’s attention to his joke performance. Bovi chooses to begiihis
joke with “women” and then narrows down to “a senator marry 13 years” L>cava.he
is aware that a joke like this would easily attract the audience’s atten*iuii. “de i aware
of the background assumptions that the audience would retrieve 1ryoroce ssing the
joke. This background information includes social beliefs abot: weneen, the identity
of the senator, the debates about, as well as, the criticisms 01 ‘he s nator’s marriage to
a thirteen-year-old girl. Furthermore, the comedian <:now. tha' the audience would
attempt to derive the implicated premise of the inke, rigrisfrom the start of the joke.
The comedian is aware that the audience, from )= stiention of the senator’s act, would
assume that he is about to criticise thefsenawr since the senator received several
criticisms. With lines 5-7, however, he is.aware/ hat the audience would assume that
he is not about to criticise the senatr since his proposition overtly suggests that the
senator might not have marri<d a thiricen year old. Furthermore, he is aware that the
audience will make a bae'«ward \2ference when his punchline (line 8) is given, which
will make the audieng to rea:ise that he is actually lampooning the senator (as against
the implicated pramise of the comedian in lines 5-7).

From,thewfricgaing, it can be suggested that the interpretive processes like
reference csiosiment, extraction of logical form of utterances and deriving implicature
are explo.ed bLp/vigerian stand-up comedians in the creating humorous effects. They
ugn, thesawrsocesses in leading their audience in garden-paths, through which the

audieriye find the comedians performances humorous.
5.2  Employing conflicting assumptions in joke performances

A repeated observation in the incongruity approaches to humour is that
humorous utterances contain two opposing propositions and/or assumptions. These
propositions are brought together by a common part which makes a shift from one to
another possible. RT approaches to humour substantiate the hypothesis of the

incongruity principle by emphasising that humorous utterances are endowed with two

131



opposing interpretations. The two opposing interpretations found in humorous
utterances have been given different terms: multiple graded interpretation and single

graded interpretation (Yus 2003 and 2004), key assumption and target assumptions

(Crucd, 1996), and, hypotheses one and two (Jodtowiec 1991).

Stand-up comedians perform narrations which are embedded with instances ¢*
opposing propositional contents. In their presentations, stand-up comedians leaa :hen
audience to entertain assumptions that the audience do not previously poss>siphelier
or even query at the point when such assumptions are presented. Agsasding 0 Yus
(2004), such assumptions are not evaluated as true or false because the audience
members have submitted themselves to be led in a garden-pati. 2'2aula e audience
express an associative or dissociative attitude to the comeditas’ a.sumptions, the joke
will not be felicitous.

Following Curco (1996), the conflicting.assumptions found in the stand-up

narrations are the key assumptions and the targct.assumptions. The key assumption is
an implicated premise and it can be sfen acha proposition gotten from the first
interpretation of the narration while the virget a2.sumption is the strongly implicated
premise which is gotten from the'second interpretation of the joke (Yus, 2004;
Attardo, 2011). In the humo: acts niadel, the first interpretation of the joke is got
from the context-in-the-jake. Tryaudience begins by interpreting the joke utterance
and the physical cuesinat are zaftached to it. They also interpret the activity-in-the-joke
and assign referent,to the p uticipants-in-the-joke. It is from these meaning making
processes carriewior.c cinthe context-in-the-joke, that the first interpretation of the joke
is got. Ho\ave?, the participants make recourse to the context-of-the-joke too in the
process C° derayng the first interpretation of the joke. The order and manner of
pesformans, of jokes by the comedians make their audience to realise the key
awsumigtions in their jokes before the target assumptions. This is because the non-
nuiovous parts of their narrations are always before the humorous part of the joke
performances. Before the punchlines in the narrations are given, the audience would
have arrived at the key assumption. However, when the stand-up comedians present
their punchlines, the audience would realise that the first implicated premise they
derive from the joke is untrue, thus, they are made to backtrack and re-interpret the
joke performance. This is because the punchline is not congruous with the key

assumption. With the re-interpretation, the audience will arrive at the target
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assumption- the strongly implicated premise. The target assumption is got, also from
the context-in-the-joke, but only after the whole joke text has been re-interpreted by
the audience, using background information from the context-of-the-joke. The re-
interpretation of the joke text involves both the build-up and punchline, while the first
interpretation is limited to the build-up alone. It should be noted that as the stand-&n
comedians move from one joking story to another, the context-in-the-joke cl “igas
while the context-of-the-joke remains the same.

Excerpts 17 and 18 are examples of how stand-up comedians efploy

conflicting assumptions in their narrations:

[Excerpt 17, Youngest Landlord]

Good evening ladies and gentlemen.

You are welcome

My name is Youngest Landlord.

Comedian of the Federal Republic of Nigeria

I’ve realised, in comedy, is not all about cracking“okes with Pidgin English 5
that actually makes you a professional cor'edia

you understand. As a comedian, you gat t use! E iglish! in cracking your jokes,

that would make! audience! know that you aslittle bit educated
you understand?
Most audience think that we eomedian,we are drop out 10

You understand?

That’s why I would be, thcifirst! comedian! tonight!! that will be cracking my jokes
with simple! and cori :ct! Engih!! (P) (AL, AC)

| think | deserve amather rou .d of applause (P) (AC)

<He get one ma.eb ZAL) 15
Benin peop’e wey uav here oba ato kpeye

Na only@3er. you.go see chemist wey dem dey sell igbo! (AL, AS)

[Traretatica: There is one man/ Benin people who are here (Benin cultural
saltaation)/ it is only in Benin that you would find a chemist who sells marijuana]

In Excerpt 17 the comedian begins his narration in English. Considering the
wwnguage with which he begins his narration and the propositional content of his
narration, the implicated premises is that his ability to speak English indicates that he
is educated and that performing jokes in English indicates that he is an educated
comedian. Conversely, to perform jokes in NP indicates that the comedian is
uneducated. These premises make up the key assumptions of the excerpt from
Youngest Landlord’s narration. Given the context-of-the-joke, it is taken that the
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lingua franca of stand-up performance is NP, and that competence in NP, which is a
contact and first language in the country, does not demand formal education, unlike
English which is mainly acquired in schools. From the narration, the audience could
identify that the comedian is implying that he is well-educated and will prove that he
needs not to perform in NP before he could make them laugh. This implicated premiye
draws affiliative responses in Lines 13 and 14.

The implicated premise serves as the key assumption. The key gusumptica
subsequently functions as the background knowledge for the target assumptio».<n line
15, the comedian code-switches to NP and also in line 16, he code< witche  frum NP
to Edo. His code switching contradicts the implicated premisesaahich 13, bis given in
Lines 1- 14. This means that the target assumption of the comedicn.s that narrating in
English, as a stand-up comedian, indicates that the comet:an/ 5ot rofessional. Thus,
a good and professional comedian is one who is not recricter'sand limited to a single
language.

It is important to comment on the re'as ot ae two languages mentioned by the
comedian: the English language and N°. Eng ish is the official language of the
country and it performs high functions in gcria, therefore, it is a language which
Nigerians desire to have in theiri¢pat oire. NP on the other hand, does not enjoy much
prestige as the English Mrngwage. Even though NP is the language of wider
communication in Nigeria, it enjoys a low status and it is met with a negative attitude
in official circles. Te 422, 01English in Nigeria signals high level of education,
intelligence ane hi¢n socis: status while the use of NP signals absence of formal

education, pot so nich serious discourse and absence of rigorous intellectual activity.

[Excerpt =8, Yuyiigest Landlord]

| triynk Gou'/or comedy

My bres, | Go Dye wey package me

22 ymake una clap for I Go Dye (AC) and Opa Williams and Ali Baba in the
auilding

Clap for them (AC)

Na them package me like this come make me dress like mortuary attendant (AL)

[Trans: My boss, | Go Dye dressed me/ Please clap for I Go Dye and Opa
Williams..../ They dressed me with this attire and this makes me look like a mortuary
attendant]
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In Excerpt 18, the comedian creates the clashing assumptions in the joke
around his appearance. Here, he dwells on the social need for presentable outlook,
which is drawn from the SCK and SSK. Both the audiences and the comedian are
aware that since the comedian will be standing before the audience, he must be neatly
and nicely dressed. This knowledge acts as the background context for the retrieval f
the key assumptions. To broaden the context which the audience needs to derif ~=tha
key assumptions, the comedian mentioned two social actors who are wel!''«nownn
the Nigerian stand-up comedy: | Go Dye (a veteran comedian) and Opa Willianis (te
producer of NTL). By mentioning these people as his costumers, Y unges. Laadlord
strengthens the implicated premise that he needs to be wellgadresseanasn time he
performs. The audience are indirectly informed that these social >ctors in the comedy
business have validated his pattern of dressing before htiis 7.iCwed to perform in the
NTL. The key assumption, therefore, is that Youngest'.an.'avd is well-dressed and
therefore presentable to the audience.

Having led his audience in the garfan-pa.> of his key assumption, Youngest
Landlord presents the target assumption | n the Icst line of Excerpt 18. By comparing
his dressing to that of a mortuary attandant, csa=Comedian is implicitly denying the fact
that he is well-dressed and thicsaai tradicts the already held assumption from the
context-in-the-joke. Apart ffoithe propositional context of the comedian’s narration,
another thing that strengthians the wiey assumption is that the audience could see that
the comedian is actuc'lvasmtl-Ciadded, since he was dressed in a red shirt with a black

tie, a sunglasseg‘ana black.iicket as shown in Plate 5.1 below:

Platc 5.1 Youngest Landlord’s mode of dressing

v
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In another instance, a comedian Princewill draws chiefly from the SCK to generate the

conflicting assumptions. This is shown in Excerpt 19 below:

[Excerpt 19, Princewill]

| come enter secondary school,

| write WAEC seven times

To the extent say the year wey | no register, WAEC send me result (Intensifiec AL,
AC)

[Trans: | proceeded to secondary school/ | wrote WAEC seven timaci=a th extent
that in the year that | did not register for the examination, WAEC prccessed’ na sent a
result to me].

In the joke from which the excerpt is taken, the comadian' ycsents himself as a
student who consistently fails examination. In the exact, v3a<on »dian draws from the
shared background knowledge about an examinaticn bouy, the West Africa
Examination Council (WAEC) which reguates, the Senior Secondary School
Certificate Examination (SSCE) in West A79a. V'AEC is seen as a stumbling block
to students because of the high rate of exc minatio | failure which is usually recorded in
the SSCE. It is assumed that peopl€ generaliy 1ail the examination and therefore they
have to re-register for it. In Exicerpge |9, the propositional contents of the comedian’s
utterances suggest the iniplicated premise that the comedian fails the WAEC
examination several tmesyand uius, he repeated the examination seven times.
Furthermore, these p.angsiiions sum up into the key assumption that if a candidate
fails the WAEG exa ninatign, s/he has to re-take the examination. This is derived from
the particiant’s SUK. However, the target assumption contradicts this. The target
assumptian, hick”is strongly implicated from the key assumption suggests that a
stuaent.who has repeatedly registered and sat for the WAEC examination needs not to
regisier again for the examination since his name has been recognised by the
axanination body as a permanent “customer” who will always register for the
»xamination and whom the examination body will always automatically generate a

result for.
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5.3 Comparing, contrasting and extending corresponding concepts and

referring expressions

Since there are more concepts in the human cognition than referring
expressions which could be used to describe those concepts, RT proposes that
concepts are not just assigned to words and words are not just used to encode
concepts, which in-turn would be decoded by language users. In communication, vihat
happens in the encoding or interpretation of concepts is that words are co.tex: mally
used and their interpretations are context-bound. Words and otherexp.assions are
used flexibly to encode the concepts in the speaker’s mind.

In stand-up comedy, words and other referring expre:siu, mare used in a
peculiar way, such that they are endowed with meanixgs or_ir erpretations which
encode the comedians’ intentions- eliciting humotaus “2spc ises. They are also
interpreted in a special manner by the audience wo find w?at is humorous in their use
so as to fulfil their goal of participating in tha,.stand-up discourse. In the sampled
Nigerian stand-up comedy performanceg, comi diais endow concepts and referring
expressions in their narration with new riranings or abilities through the process of
semantic extension. In this way, sucl words become indexical signs, which apart from
possessing their primary semfntic meaaings, connote new contextual set of features.
The audience too, throwah presesses like reference assignment, disambiguation,
enrichment, loosening and/or2arrowing, will be able to identify the intended meaning
of the comedianmy, Some | nstances of this kind of semantic extension in the

performances arc

i I2 Funny Bone’s performance, the pattern of smoking cigarette
could indicate frustration or pleasure. The Whiteman’s manner of
smoking is an indication of pleasure while Nigerians’ manner of
smoking is an indication of frustration. The pattern of smoking
cigarette adopted by Nigerians indicates that they are frustrated with
Nigeria.

ii. In Bovi’s performance, girls could acquire tails, which, like dogs’
tails indicate their emotions and attitude such that they would not be

able to hide their feelings.
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Vi.

Vil.

viil.

In Buchi’s performance, a corpse could knock a door and talk; a
power generator could jog and cross the highway.
In Gordon’s performance, “cell” is different from “prison”. When a
person gains his/her freedom from “cell”, he/she becomes an “ex-
convict”; but when a person gains his/her freedom from “prisoi?,
he/she becomes a “president”.
In Godon’s and Seyilaw’s performances, rats acquire #»2 _humcn
ability to talk, drink beer, and enjoy the pleasure of air coni'it?oners.
In Seyilaw’s performance, mosquitos acquire the:humari abuiity to
talk and even abuse and shout insults at hursans. ThieCould even
write letter, travel, and use gadgets to_protict/themselves from
insecticide.
In Simcard’s performance, “birthda)” 1.y¢what children whose
parents are rich “celebrate” w'nile_“baidei” is what children whose
parents are poor “do”.
In Princess’ performan ‘e, thery is a difference between ladies who
stay in Lagos Islénd ana tasfies who stay in Lagos Mainland. She
stays on the Ni&i=lnd unlike ladies who brag about staying on the
Island butfaroy‘bloody squatters”.
In Baskcomouth >routine, ladies are classified into groups based on
the = resmantiv relationship and/or interactions with men, and ladies
in| 2ach gfoup “worth” different “levels of treatment”. First, there is
o difference between asking out ladies who can walk by themselves
and ladies who are in wheelchairs. The ladies in wheelchairs will
have no choice but to listen to what the men have to say, while those
who can walk by themselves could walk away. Thus, the “best girls”
to be asked out are those in wheelchairs because they will be forced
to listen to the men since they cannot easily refuse by walking away.
Second, on men’s “spending money on cheek” (buying gifts for
ladies), “girls whose packaging no too dey alright” (ladies who are
not attractively dressed) should be bought only carbonated drinks or
water; some ladies “try more” (quite well dressed and attractive) so
they should be bought beer; some ladies “try well well” (very
attractively dressed) so they should be bought “champagne”; while
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ladies who “no just try at all” should only be danced with. The
covert meaning of basketmouth categorisation is in the financial
value attached to each category: “girls whose packaging no too dey
alright” are ladies who use or wear cheap and common clothings,
thus, they are poor and should be bought only cheap drinks lite
“water” or “soft drinks” like coke; ladies who “try more” are’ w2
who use or wear not so expensive but good attires, thus,agiven ue
SCK, they are neither poor nor rich, and they are richer thp/ girls
whose packaging no too dey alright”, therefor<. they hould be
bought beverages more expensive than “sofwdrinks?, lice “beer”;
ladies who “try well well” are those ladies, ¢ivin we SCK, who
wear expensive attires and thus spena 'avi.ii ¢ their looks, they
are therefore ladies who are very riciyana wHould be lavishly taken
care of; and his last category./adies “who no just try at all” are those
who, given the SCK, areary L ror or stingy, therefore, cannot use
or wear any form of m ke up L »cause they cannot afford such; men
only dance with gich laaiasind must not buy them “water or soft
drinks, beer o Clar pagne”.

Third; 1.3, makes a distinction between when a man is caught
with an “nely gi.?” and with a “fine girl” by his girlfriend. When a
lad : cata'as iier man with an ugly girl, she gets angry and refers to
the girl 2¢“this thing” but when a lady catches her boyfriend with a
1.2e girl, she asks her boyfriend: “why are you doing this to me, am
Imot good enough for you?”

In Helen Paul’s performance, “packaging” and “branding” refer to
the methods or means by which a lady can enhance her physical
appearance. “Packaging” and “branding”, therefore, include putting
on high-heeled shoes, wigs, tucking pieces of clothes into the
brassier and pants to make the breast and buttocks look bigger.
Plates 5.2 and 5.3 depict Helen Paul at the start of her performance.
In the Plates, she has “packed” and “branded” herself. She is with a
wig and a pair of high-heeled shoe. In Plate 5.4 is seen removing
pieces of cloths with which she “packaged” her bust while in Plate

5.5 she has removed her wig. By removing the pieces of cloths and
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her wig, she demonstrates to the audience what “packaging” and

“branding” means.

Plate 5.2 Helen Paul’s appearance on stage I

Plate 5.3 Helen Paul’s appearance »n stag : I1
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Plate 5.4 Helen Paul removing her “packaging”

Plate 5.5 Helen Paul without her wig

‘Whenever stand-up comedians use words in this manner, the words become
Inuc..es for their intentions. Stand-up comedians do not just haphazardly extend the
semantic features of words, there is always an underlying goal in each instance. For
example, in Simcard’s performance, the use of “birthday” as against “baidei” indicates
the socio-economic distance between the rich and the poor; adducing human abilities
to mosquitoes and rats in Seyilaw’s and Gordon’s performances indicates the

difficulties encountered in exterminating these pests; and, generators crossing the
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highway in Buchi’s routine is indicative of his mockery of inferior goods sold in the
Nigerian market.

The semantic extension contradicts the encyclopaedic knowledge, and as a
result, the audience find such peculiar use of concepts incongruous. Apart from
drawing assumptions from the encyclopaedic knowledge, the comedian banks on the
SCK and SLK to use these words in an indexical manner. The comedians dravi fram
their shared experiences with the audience on issues discussed in thenioke, 1ur
instance, the use of power generators in Nigerian households is very commcand in
several instances, there is a challenge with purchasing power {eneratc:s of the
standard quality. In the same vein, pests, which are difficult to aradicate)a’e common
household issues in Nigeria.

Furthermore, stand-up comedians do compare and “cContiast corresponding
concepts. It is not in all instances that stand-up comedicns aupist semantic extensions,
they sometimes could compare and contrast eorresponding concepts. They identify
concepts and referring expressions from tha SC .. SSK and SLK and make them
mutually manifest to the audience. Fror  the m nifested status of the concepts, the
audience would be able to interpret ¢nd deaveasine goal of the comedian. For instance,
in Elenu’s routine the terms “Pax&™a d “Ajebo”, which are the NP words for the poor
and the rich respectively.#aiy, repeatedly used. Elenu brings out the differences
between the two, he notcs that “vhat the “Pako” eats in the morning, “eba and
yesterday’s Ogbono ' oun’smanes him/her very strong compared to the “Ajebo” who
takes “two sliets o breas and a cup of tea”. The contextual significance of the
comparisonss thavthere is an incongruity in the attributes the comedian assigned to
these twi claises of people in his narration: “Pako” should be the impoverished person
and«herefcre the weak person, however, the comedian implies that the weak person is
the “Ajebo.

irhe comparison of concepts and referring expressions in stand-up
nerformances works well when comedians dwell on the similarities or differences
between identified terms and then rhetorically expand such contrasts and
resemblances so as to pragmatically expand the audience cognitive environment. It is
the expanded cognitive environment that enables the audience to interpret the concepts
in terms of the comedians’ goals.

From the foregoing, it can be assumed that in stand-up comedy, concepts and

referring expressions acquire peculiar semantic features. These new features make it
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possible for the comedians to play on lexical items, the collective background
assumptions held on such words and the audience’s cognitive process of
interpretation. Excerpts 20 and 21 are instances where comedians give concepts extra

semantic features.

[Excerpt 20, Seyilaw]

I like the UK men

It’s interesting

I no even know say a place like Yaba dey there

You know that place wey them call Primark

Una know the place right? (CL, AL) 5
Na people wey dem dey go, na them know (CL, AL)

Some people dey back, they just, wetin he dey talk? (CL, intensiiiea - i)

| can understand una situation (CL, AL)

| used to be like you (CL, AL)

[Translation: (Line 3) I don’t know that there is a placy like“Yaba in the UK/ You
know the place called Primax/ You all know /e place, right?/ It is the people who
have been going there that know it/ some paci'e acthe back are wondering “what is he
saying?/ | can understand your situation/ | used tc be like you]

In the extract, the comediar. makes two comparisons: the first between two
places in different geographisil locatiG.is, Yaba in Lagos (Nigeria) and Primark in the
UK, and the second, betweren thetmembers of the audience who occupy the back seats
at the venue of the pditormaiae and himself. In the two instances, the comedian does
not give the basie=af his cor iparison or the link between the entities. The link is left
covert because u2/cuiiadian banks on the belief that the audience would be able to
derive the “inkfwhile interpreting the joke. Besides, should the link be given by the
comedian; the r.afration will lose its surprise effect and thus the humour in it would be
lot

'n the first instance, the mention of Yaba brings up the background
assuraption, a place where cheap and fairly used articles like clothes are sold. It is thus
aplace where the masses troop to purchase their household items and gadgets. The
comedian narrates his experience in the UK, and with his mention of UK, the audience
would draw from the SCK and SSK of what is obtainable for a Nigerian in the UK. A
major background assumption for deriving the right implicature here is that Nigerians
in the UK buy a lot of things and bring such with them while returning from the UK or
send such goods to their relatives. The strategy of comparing the corresponding
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places, Primark, a clothing store in the UK, and Yaba, a popular area in Lagos where
fairly used articles are sold, is to contradict the shared background knowledge that
most of the items brought into the country by Nigerians who stay in the UK are new.
The contradiction of the assumption will make the audience to see that their previous
belief is untrue and that they have been deceived by assuming that anything brought
into Nigeria from the UK is new. The aftermath of this contradiction is the recog “ian
of incongruity and the discarding of previously held belief which finallyssasults 2
laughter in line 5.

In Excerpt 20, for the audience to arrive at the comedian’s ¢ atendec mcaning,
they have to carry out the RT process of meaning identificatian cahiad £iarrowing,
since Yaba which serves as the reference point for Primark_is al.o4nown for several
other things, for instance, it is the location for thc, peJuiar~Yaba College of
Technology. Through narrowing, the audience would 2 auv’ato identify Yaba as a
place where cheap articles are sold. By juxtapssing Yaba with Primark, they will be
able to assign the propositional meaning of.,3 pice where new clothing are sold to
Primark, its literal encoded meaning and: then de ‘uce the strongly implied meaning, a
place where cheap or not necessarily.new cicia<s are sold.

Similarly, the statement;“mar e people dey back™ in line 7 is also compared
with the person of the come&ica.in Line 8. It has the encoded concept- people who had
come to watch the perforiaance, wut its communicated concept or strongly implied
premise is that the pe nlasintherback seats are poor since they cannot afford the ticket
for the front sess. 1 lere, raner than inviting the audience to laugh at the commonly
held backgriund a-zumption, the comedian invites them to laugh at themselves.

Cnlin® Exearpt 20, Excerpt 21 illustrates an instance of unrelated concepts
witlatheir Conceptual link given. Here, the comedian does not only make comparison
hetv.2en several entities: perfume, roll-on (deodorant), kunu (a popular local Nigerian
dri!), Pepper soup, egusi (melon soup), sheltox (a popular brand of insecticide),
spray starch and camphor, he also provides a conceptual link to all of the entities:

items that give a particular kind of smell that is more pleasant than body odour.
[Excerpt 21, | Go Dye]

Girls, 1 dey tell girls, girls please
Some of una dey come hug us “Hey I Go Dye”
Spray something Ah Ah, wetin! now! (AL)
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How much for pef? Common find something!

Smell something, spray!, how much? He no dey cost 5
Smell nice when someone hug you at least

Ah common ah (AL)

How much for pef...roll on... smell, in fact smell some thing

If na kunu oh (AL)

Pepper soup oh (AL) 1€
Equsi oh (AL)

Just smell something!, if na sheltox, spray!! (AL)

If na spray starch spray

At least smell something smell something

No dey... you go just hug person you dey smell camphor 15
Ahnoo. (AL)

[Translation: Girls, I do tell girls, girls, please/ some of you di (ws.to hiog us “Hey 1
Go Dye”/ use something, exclamations, why don’t you wanat to" «se something/ how
much does a perfume cost? Common, find one/ Weaay©ne, wear one, it is not
expensive/ Smell nice when someone hug you at least/ex ylamadon/ How much does a
perfume cost...deodorant...wear, in fact ju. smell something/ if it is kunu...
exclamation/ pepper soup... exclamation/«gu¥i, .. Wxclamation/ just smell something,
if it is sheltox, use it/ if it is spray starch,  oray it »n yourself/At least smell something
smell something/ Do not just... wh n you hug someone and the person perceive the

smell of camphor]

By emphasizing “ymell samething” through repetitions in the narration, the
comedian loosens an/| broadei s the encoded concepts of these items from just edible,
laundry or insectssiting iten s to include a cologne or body spray. He also suggests his
strongly impicatcs’ preivise, that the ladies that come greeting him have body odour.
By comparinodinese concepts, the comedian makes the audience to realise his strongly
implicatec oreni’se which made them to give their affiliation for the joke.

2.4 Referring to assumptions from previous discourse(s)

It is observed in RT that utterances are interpreted using assumptions that have
already been processed, such that in the interpretation of utterances, interlocutors draw
from the assumptions they derived from their previous discourses. New utterances,
therefore, contribute to changing the background information from which subsequent
utterances would be processed.

The narrations of the comedians in the volumes of NTL under study reveal that

Nigerian stand-up comedians construct their jokes by referring to previous discourses.
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The comedians’ reference to previous discourses can be grouped into two categories:
referring to previous discourses outside the immediate context, and, referring to
previous discourses in the context of the stand-up comedy.
In the first instance, considering the fact that stand-up comedians build their
jokes around common events, actions and interactions, every joke narration would e
a reference to previous discourse. However, referring to previous discourse outsi’ cutha
immediate context of stand-up comedy narration is used here to denotwthat e
comedians do make reference to contemporary crucial social issues which “:esid ve
government policies, actions or inactions of public officers, media e ‘ents oi an}, other
public figure’s actions or speech. It is the comedians’ referencasto this wiz of social
discourse that brings out their roles and significance as a public jakcr, rnetorician and
cultural anthropologist. In their capacity as rhetorician“and:/ cuituial anthropologists,
stand-up comedians entertain their audience, commentan scaial issues and persuade
the audience to re-examine their previously hele‘perspectives on social issue as well as
take a new stance on such issues.
Some of the instances where star 1-up cc nedians refer to previous discourses
outside the context of their performances are.
I. Bovi’s and Funnyouss 3’ reference to a senator’s marriage to a thirteen
year old girl
ii. Bovi’s refciance terthe speculations in the country’s entertainment
indust )2 ahawtt @ nusician (D-banj) dating an actress (Genevieve).
iii. "Gy Sava’s reference to the country’s Federal Government’s
rebianding strategy.
i I Go» Dye’s reference to the federal government amnesty programme
for the Niger-Delta militants.
V. Princess’ reference to the traditional hierarchical positioning of

husband and wife in the family

In RT terms, at each instance where comedians refer to discourses outside the
context of performance, they draw from their shared experiences with the audience.
They make manifest assumptions from the SCK and SSK. The audience too, draw
from the assumptions that have been made manifest to drive the stand-up comedian’s
stance on such issues. In some instances, the reference to such previous assumptions is

to strengthen the collective belief of the participants, for instance, in i-iv above, the
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reference to previous discourse is to mock and criticise the targets. However, in
another instance, it is to subvert the shared cultural assumption, for example, Princess’
reference to the traditional hierarchical positioning of husbands above wives is to
attack the patriarchal family structure and project women as stronger, more intelligent
and wiser than men.

In the second instance, comedians refer to earlier utterances which hav{ Sean
mentioned in the venue of the stand-up performance by making refereraa to ue
statements and jokes of other comedians who have performed ahead of the.n/Apart
from referring to the performance of other comedians, a comedian rfay dec: le o give
certain propositions at the start of their performance, and thengitbsequaat’y build on
such propositions in the course of her/his performance. In ot Cases, stand-up
comedians build humour by directing the audience to dic:v 72.scmpiions from already
processed discourses in the context-of-the-joke.

The major difference between the tw<d instances of referring to previous
utterances is that in the second instance, the.aame. tan refers to the utterances of other
comedians, while in the first instance, thi comea an refers to the utterances or actions
of people who may not be comediars. In the'eagond instance, comedians could refer to
a previous performance or the ‘Gtsar-nce of a compere. The strategy of referring to
comedians’ previous discou/scymakes the audience to carry out a backward inference.
Yus (2004) describes it as wavolviriy the manipulation of the assumptions arising from
the audience procest no.a€ explicitly communicated information of some previous
portions of the rerf¢ mancsa:

An jdstanceof referring to propositions that have been made in the context-of-
the-joke's st in Fixcerpt 22.

[Evcept 22, Zoungest Landlord]

Soie comedian dem go come stage

dey say my papa poor, my mama poor

Is’not good, you understand,

because comedy now he dey take another level, you understand

So it’s not about coming on stage, 5
start come dey insult your father on stage

Is very bad, say my papa poor, my papa poor,

dey make audience happy

And you dey insult your father (AL)

No be lie, many comedian wey dem papa no poor, 10
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dem they talk am say my papa poor my papa poor

just to make the audience laugh

That’s why I love myself, I'm so different

My father was not poor before | started comedy

My papa no poor, only say na only him get 12 chargers he no get handset (AL) 15
Na only my papa buy motor the we dem dey build house

He first buy 4 tyres we no know say na motor he dey buy (AL)

Before we know he buy boot we no know (AL)

As we dey look the next two years, nah in he buy engine

Only he come construct the motor, motor come become the combination ot difiercnt
different spare parts 20
Benz windscreen, trailer tyre (AL) engine na wetin dem dey take grincyaarri P) (AL)
Wetin pain me, the seat na our parlour chair. (intensified AL)

[Translation: some comedians would come on stage/ thevswo ild ac tert that their father
is poor, their mother is poor/ it is not good, you undeitind/  dsecause the comedy
industry has developed to a higher standard/ so comeylv puriormance is not about
coming on stage/ and insulting your father on staige/ it is very bad to insult your father
by saying that he is poor/ so as to make the aucierice happy/ Line 15: my father was
not poor, only that he had 12 phone chargers 2ut .2 had no phones/ only my father
bought a car as if he was building a hous / he sta ted by buying four tyres, we did not
know he was buying a car/ then he/ought 32,00t but we still did not know he was
buying a car/ after two years, he bot ght the engine/ he single-handedly constructed a
car which was a combination/f ditTeiant spare parts of different brands of car/ Benz
windscreen, trailer tyre, gritidii.). machine engine/ the most annoying thing to me was
that the car seats were our parlour chairs]

In Excerpt 2.p=ic 2omedian refers to propositions from other comedians.
Here, his goal®'wvas to diiance himself from what could be seen as the trend in
Nigerian giand-up performances and then realign himself with it so as to create
humour."!'n 1Gqer’dn stand-up performances comedians deliberately denigrate their
backgmaunc, The strategy of denigrating humour forms the crux of lines 1- 12 and it
erven, as the background assumption on which this extract is interpreted by the
aeance. In lines 13 and 14, the comedian’s utterances create a cognitive dissonance
with the background assumptions that Nigerian stand-up comedians are from a poor
background. With lines 13 and 14, the audience will have to discard the assumption
that the comedian, Youngest Landlord is also from a poor background. Having made
the audience to reframe their beliefs about his background, Youngest Landlord, from

line 15, made utterances whose propositions imply that he is from a poor background.
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The implied premise of the comedian’s narration, from line 15, creates another
cognitive dissonance with the newly introduced assumptions in lines 13-14.

Another aspect of the strategy of referring to comedians’ previous discourse
identified by Yus (2004) is re-incorporation. Re-incorporation is the reappearance of
any part of a joke, apart from the punchline, later on in the stand-up comediai’
narrations. To re-incorporate, stand-up comedians introduce a topic at a point i€ mis
narration and then later return to it. Another way of achieving re-incorzaration s
repetition of topics or expression during a performance. With re-incorefation,
comedians play with the audience’s short term memory in that the a lience " vot.id still
retain certain assumptions from processed jokes, and with the raanpeara.ice’of parts of
the processed jokes, comedians achieve different effects. In addiio:, re-incorporation
reflects the institutional role of the stand-up comedian, ii. tha: icahcws that comedians
have total control over “what to repeat and where this 1 ynetiv'st has to appear” (Yus,

2004:324). Excerpt 23 illustrates the use of re-ir_orporation.
[Excerpt 23, Gordons]

Every! body! for this country now d y talk aucut change!~
Change!~ Change!~
We need change!~ We neer'’ciiange!~
| say” wetinl~
See Intercontinental [ ank_deylon change their logo... 5
See GTB bank dam=hange t! eir logo...
Even the way W, de_=#a tiiings! don change!
Man! no dey chase woman again
Man! geidey“nasel, man! now! Hei! (AL)
But devil “vicke“oh 10
(frownnng) s | dey so, me Gordon! | go dey see! somebody like Basketmouth yansh!
‘P)(rtensified AL)
| came uey eye am, baabu!, Holy Ghost - fire!
Audience: | fire! (P) (intensified AL, AC)

[Translation: Everybody in this country is now talking about change/ change, change/
we need change, we need change/ | wonder what is it about change/ look at
Intercontinental Bank which has changed her logo/ look at GTB bank which has
changed her logo/ even the ways we carry out our activities have changed/ men are no
more interested in a relationship with women/ men are now interested in men/ the
devil is indeed wicked/ so as | am, myself Gordon, | would be interested in having sex
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with someone like Basketmouth/ I would then make passes at him, no! Holy Ghost
fire]

In Excerpt 23, the comedian re-incorporates the word “Change”. At the first
mention of “change”, the audience are encouraged to provide an intertextual link with
word in the narration (context-in-the-joke) and the word outside the narration (the's
encyclopaedic knowledge, SLK and SCK). The comedian does not only demar. > vt
the audience should intertextually link “change” with their shared experien &yhe alsh
makes manifest the use of the word in the SCK by mentioning financial inctitutions
that have carried out changes, that is, rebranded their image. With“his, the audience
would be able to derive the implied propositions from the wor athich 24ve positive
connotations for the participants-of-the-joke. However, to.create s surprise effect in
the audience, the comedian uses “change” with a negativeyaesior From lines 7-12, the
audience are invited to reconsider the assumptions thex have held from the use of
“change” in the previous lines. The audienceiave,to process the term “change” in

<

parts, corresponding their interpretation«cf,chcnge with the different uses the
comedian has put it and infer the comec an’s re ction of change in the later part of
the utterance.

Similarly, two female carces ns whose routines are also selected for analysis
also adopt reincorporationfasa means of referring to assumptions from previous
discourse. In Princess’,roucne, she re-incorporates her reference to the pair of tights
she wore as means o..darigratiig herself and mocking some participants-in-her-joke.
Likewise, in K :len Paul’s routine, she reincorporates the terms “packaging” and
“branding’’<.0 refeiito her attempts at enhancing her beauty so as to attract men. In
performeace, she riticises the social structure that permits only men to ask out
wortnis, sk criticises men’s attitude of asking out only beautiful women and then
adviges women, “women be using wisdom”. She then translates using wisdom as
“nadkaging” and “branding”, which entails the use of wig, high heels, padding clothes
‘n the brassiere and the buttocks. Most of which she demonstrates on the stage by

removing her wig, and the padded clothes in her brassiere and buttocks.

55  Joking with shared cultural beliefs and representations

A repeated observation in literatures on stand-up comedy is that comedians’

jokes are based on the collective cultural beliefs and representations of the stand-up
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comedians and their audiences. Studies like Yus (2004) and Mintz (1985) have noted
that stand-up comedians articulate shared cultural beliefs in their performances in
order to persuade the audience to change or strengthen their positions about such
cultural beliefs.

Excerpt 24 illustrates an instance where comedians joke with the collectite
beliefs and representations.

[Excerpt 24, Princess]

Oh boy this thing dey scratch me (scratching her thighs and referringsta thedair of
tight she is wearing)

| really want to praise those slim girls

that wear these things

put your hands together for yourself (AC)

you really try 5
that’s ok!, you people are stupid!

skinny crony tooth-pick-looking spaghetti things

you are the ones giving this country a bad name

people look us for CNN say Nigeria is suffering

they did one documentary, | was watching it.in L don 10
Nigerians are suffering!

Wel are! not suffering!

(slapping her chest)This is the correat staturasfas“any Nigerian cheek!

If you are slimmer than me, you are i cing tormented by demons (P) (AL)
You know yourself (P) (AL)

Oh boy! that’s what they ca!*.ashion! consciousness! (P) (AL)

In the routine where Exicerp24 is taken, the comedian consistently identifies specific
cultural beliefs in foriw= G < 2reotypes and other cultural tenets like religious beliefs,
marital relatiori hip/2nd Giessing. In the extract, she mocks her pattern of dressing,
specificallx the tigriytrousers she wore by noting at intervals that it was itching her
(line 1 oi the Uxcaipt). By overtly asserting repeatedly that her tight trousers is itching
her, simeninloys the strategy of re-incorporation. In the extract, she denigrates herself
>s beiag incapable of wearing tight trousers (probably because she is chubby) and then
aha vplicitly expresses praise for ladies who do wear them (probably because they are
2'im) (lines 2-5). Her reference to wearing of tight trousers by slim ladies is a strategy
which she used to build a background on which the subsequent lines in her narration
would be interpreted. Her goal is to criticise the contemporary belief that beautiful and
attractive ladies must be slim and which contradicts the traditional belief that plump
ladies are beautiful and well taken care of. To fully make manifest her informative

intention, she overtly expresses her disgust for slim ladies by tagging them negatively
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in lines 6 and 7. From line 8, taking from the shared knowledge of the country’s image
in the international scene, she overtly asserts that the reason why the international
media (represented by CNN in her routine) report that the country’s citizenry are
suffering is because of the “slim girls” whom she labels “stupid crony tooth-pick-
looking spaghetti things”. Implicitly, she projected her personal belief that it«<is
because of the “slim girls” that the international media picture the country as ¢ waat
one and presented herself as an archetype of a Nigerian who is not sufferinggéazovercy
referring to her plump stature as “the correct stature for any Nigerian ci26i”.In
addition, she draws from the shared cultural knowledge when she «ention: that slim
girls “are being tormented by demons”.

She also draws from the shared encyclopaedic knowledg».<n Uie extract, she
aligns being slim with suffering and deprivation, and Exing v with enjoyment and
satisfaction. Form the participants’ experience in the viarla, ey would deduce that
deprivation could lead to weight loss while s<uasfaction could lead to weight gain.
Having watched Princess’ routine, the audiance.could use the newly manifested
assumption about “slim girls” and fat oi es (rep: 2sented by the comedian herself) to
appraise their previously held contamporar;=sultural assumption on being slim and
being fat. Their appraisal will J£ad+tt>m to see that the newly manifested assumption
by the comedian contradictg’aisir previously held ones.

In the followina seations, the manner in which Nigerian stand-up comedians
have manipulated s.ares=mcuiwaral beliefs and representations are illustrated and

discussed.
5.5.1. Munipulatiry shared cultural representations

Nig>rian stand-up comedians present overt descriptions of issues drawn from
socieculturar stance of Nigerians. In such instances, humour is enhanced by the
cotiedians’ ability to foreground cultural issues through their verbal or nonverbal
“ehaviour. Laughter is aroused in the audience because of the way the comedians have
presented what they (both the comedians and their audience) have held in esteem, and
because they are being reminded of their stance of such sociocultural issue.

An instance of manipulating shared cultural representations is seen in Excerpt
23 where Gordons refers to the change in sexual behaviour in the society. By his

reference to homosexuality trend in Nigerian society, the comedian reminds the
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audience of the connotations attached to the word “homosexual” and how their society
views anyone who is homosexual. In the narration, Gordons presents to the audience
their ideological stance on the issue of sexuality and the humour is derived from the
fact that the audience are reminded of their cultural representation on what their
sexuality should be. In another performance, | Go Dye also makes reference <o

Nigerians’ naturalisation in foreign countries.

[Excerpt 25, | Go Dye]

Nigeria is our country (p)

Whether good or bad (p)

| don tire for Nigeria problem

And | am very! very! happy! that (p) I’m not a Nigerian (P) (AL)

| be Togo (P) (AL) 5
You know say since Obama become president now

All the Nigerian boys wey dey America, all of dem dey cipim say dem bi... (CL, AL)
All of them na Kenyan now

“Excuse me I’'m Kenyan” (P) (AL)

No dey deny your country 10
I’m proud to say I’'m! a! Ni!-ge!-ria!

[Translation: T am tired of Nigeria’s nroblem/ and I am indeed very happy that I am
not a Nigerian/ | am a Toosiese/ yuit know, since Obama became the president/
Nigerians who live in Ameficaitarted claiming to be.../ all of them are now Kenyans/
excuse me I’'m Kenyan/ Siun denying your country/ I am proud to say I'm a Nigerian]

In Excerpt 25; %< ccmedian reminds the audience of the connotations attached
to Nigeria- a <:our rv_win social and political unrest, connotations attached to
naturalisation in ot'2r countries- leaving Nigerian troubled life behind and enjoying
pleasant " ife, \ad t'ie connotations attached to coming from the same province with a
poliuvea! oiice holder. The audience are reminded of a common social stance- the
advaitages of being connected to a high ranking public office holder. Although he
amtays conflicting assumptions Lines 4 and 5 (denying that he is a Nigerian because
»f the social and political turmoil Lines 1-3), what enhances humour is his ability to
bring up Nigerians’ attitude and common belief about the situation of their country-
their desire to quickly travel out of the country at the slightest chance and then

naturalise in their host country.
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5.5.2 Distorting collective knowledge of people, social events and situations

Another way by which Nigerian stand-up comedians joke with shared cultural
beliefs and representations is by exploiting the collective knowledge of people, their
social roles, social events and situations. In this sense, the comedians innovatively
distort what is collectively believed to be true and what is assumed to be the norma:
state of affairs.

A common way by which Nigerian stand-up comedians carry otf cmative
distortion is mimicry, which has been discussed in Chapter Four. M amicr " in the
performances can also be explicated using RT. What mimicry acts Ga.in the stand-up
performances is that they suggest to the audiences the assumptidresahici. they would
not have entertained due to social considerations or inhibit*¢as. W ‘en the assumptions
are entertained by the audience, they would realise that thc wome ians’ presentation of
the target of the mimicry is plausible. Most especially, mew assumptions are made
communal through mimicry, such that the audi ncesecome amazed at the realisation
of the fact that they have not entertained th< ascympions brought by the mimicry.

The stylization of the comedian., durint. mimicry, however, does not lead
immediately to modifying collecti\ 2 representation. It begins with modifying the
previously held individual #ieprescatations. Individuals in the venue of the
performance must privately rea.’se the mimicry acts of the comedians by monitoring
the comedians’ caricstares ngainst their personal background knowledge, what is
individually believed oS wrue about the mimicked individual, before any alterations of
the background «<n¢ 'adge could be established- accepting that what the comedian is
presentingds trxie. Sace the individually held assumptions are products of the shared
assumpticns, “resndividuals in the venue of the performance would recognise the
mimiciynagainst the background of their collective/cultural representations, what is
wulturally believed as true. The result of this juxtaposition of beliefs or
“oprsaentations- what is individually believed as true, what is presented by the
vamedian as true and what is culturally believed as true- is that the audience may see
how their previously held beliefs are contrary to the presentations of the comedians.
Also, the comedian’s role in the mimicry acts is to persuasively present as plausible
certain representations that have not been previously entertained by the audience or
that have been entertained by the audience and then discarded due to social

inhibitions.
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The use of multiple representations in the stand-up comedians’ performances
is made possible because humans have the cognitive ability to have differing
representations for the same referent (Yus, 2004). Thus, the comedians’ representation
is different from the one of the audience and these two may be different from the
cultural representation. According to Yus (2004:329) “the relationship between thehe
types of representation may range from a high degree of overlapping to a < 'y
distinct quality, an individual can be aware of what is believed in a cultum,without
supporting these beliefs, and at the other end of the continuum, notice_how b5 own
beliefs are strengthened and reinforced by cultural similarity.”

An example of the use of distorting collective knowledgayapart v :07 mimicry,
is found in the performance of Basketmouth. By asking the audiei cs"to imagine things
they would not have thought of, Basketmouth employs ‘2e  Ciinique of eliciting acts
to distort the audience’s encyclopaedia knowledge of riymarakody and activities. He
suggests different impossibilities as prospects<n his routiries whenever he asks the

audience to envision that some parts of the kadv cc:ild be used in certain ways.
[Excerpt 26, Basketmouth]

Now when you talk about cheatiiigear women

You know... guys stop it! an< 1t’s hara » stop

Because, as long as that thiiig acyz our body,

You must react to other thixas weyyou dey see.

The only way dem fif'stop dathing 5
Na if (p) dis thing (p) <y ue achable (P) (AL)

Imagine say you'rit' zmoveum keep

Which means no »an wicheat on his girlfriend again

Maybe yoi justtell aur girlfriend

“Honey; ! ar.2oing to Lagos for the weekend, I have a meeting 10
| will see ' :ou oivionday~”

“@kay- N2 a safe tripy”
‘Okajybyex”
“he ! Hey! Tony come (P) (AL) remove am now (P) (AL)

| Vranslation: Line 3- Because as long as that thing is in our bodies/ you must react to
other things that you see/ the only way it can be stopped!/ is if this thing is detachable/
imagine that you can remove and keep it/ which means that no man can cheat on his
girlfriend again/ Line 14- hey Tony come, remove it]

In Excerpt 26, Basketmouth begins by presenting a shared knowledge of men cheating

on their partners. He also gives a reason to excuse men for cheating on their spouses
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(lines 1-4). He uses the shared knowledge as a background for his distortion of the
encyclopaedic knowledge of the male sexual organ. In his distortion, he suggests that
cheating on spouses could be stopped by detaching the male sexual organ. Since he is
aware that this impossible, he asks the audience to image a situation in which the

organ becomes detachable such that it can be removed and be kept away.

[Excerpt 27, Basketmouth]

Then imagine say, the one wey worse pass

Imagine say (p) you know God dey create people from different way.
Imagine say this ear, this meat wey dey here so (pointing to his ear)

You know say this meat no dey do anything for here,

Think am now, wetin this thing dey do? 5
Nothing!, which means this meat come here

because of people wey go get eye problem to wear glasse.

na lie? Because wetin you dey use dey hear dey inside ‘2e hc'e

this meat no dey do anything

now imagine say dem create us for different puruoses 10
maybe dem come change this ear now,

he come dey here (points to his buttocks) /nag.ae ais

| dey imagine how una dey use am listen' o my jc <es (P) (AL) (CL)

[Trans: Then imagine that, the xvor<: one/ imagine that, you know that God created
people in different ways/ im#_tine that wuis ear, this outer ear/ you know that this meat
does not do anything heia/ thinryabout it, what is this thing doing here?/ nothing,
which means this me'it is_here.\because of people who will have eye problem so as to
use it to wear glagsan/ is it a/ie? Because what you are using to hear is inside the hole/
the meat isenot 7oing“anything/ now imagine that we are created for different
purposes/ riaviue the position of this ear is changed/ it is place here, imagine that/ | am
trying to r.aagind now you will be using it to listen to my jokes]

InZ «cerpt 27, he distorts the audience’s background knowledge about the
outer eur by suggesting to the audience that it is meant for holding the frame of
eyegiasses. Since it performs no other function in the position where it is situated on
the head, he further suggests that it could be moved to another location in the human
body. Specifically, he asks the audience to imagine that it is moved to the buttocks,
then he demonstrated how it would be used for hearing when it is moved to the
buttocks.

Excerpt 27 presents to the audience multiple contradictions of background
beliefs. First, after making manifest the belief that God created humans, he contradicts
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the encyclopaedic knowledge about the function of the outer-ear by saying that it is
only useful for people who wear eyeglasses. Second, having opined that the outer ear
is not used for hearing, he suggests that, when it is moved to the buttocks, it could be
used for hearing. A major function of the multiple contradictions of background
beliefs in this routine is that they repeatedly create incongruities for the audienye
interpreting the monologues. In the first contradiction of the function of the out’ “wax
the audience will discover that the comedian’s proposition is incongruoi,to tho's
collective encyclopaedia knowledge of the function of the ear. In the second" ns@nce,
they will find out that the comedian’s proposition about the ear in it “‘new L cat.on” is
incongruous with the comedian’s proposition about the fungian of “he'ear in its
“original position”.

Exaggeration is another stylization that presents t..2 ar dGigace with distortion of
background beliefs. When comedians exaggerate, thay dict<it what the audience
previously held as true and the audience’s coglitive representation of what is being
exaggerated. Exaggeration presents the audience, with an opposing view of their
previously held belief. Excerpt 28 belcw illus rates the use of exaggeration in a

comedian’s routine:
[Excerpt 28, Helen Paul]

| even hear say that one dad'dy, unc'e, brother

Hum um um Kanayo/J Kanaya (AL)

Ehn ehn play written v5%<ar ayo O Kanayo (AL)
Directed by by !<anc yo O Kunayo (AL)

Lead actor by Kaaayo Seikanayo (AL) 5
Scriptwrite® by Kancyro O Kanayo (AL)

Music b{: Kaiayo @ Kanayo (AL)

Daddy wti v are you selfish? (AL)

Helen Paul employs exaggeration to poke fun at Nigerian actors, particularly,
the'actor mentioned in the routine, Kanyo O Kanayo who was present at the venue of
the stand-up performance. She presents to the audience a key assumption that the
Nollywood actors (typified by Kanayo O Kanayo) are highly versatile since an actor
could take up any role in the process of movie production, and a conflicting target
assumption, that Nollywood actors are so greedy and stingy in that, instead of
employing the services of other actors, an individual actor would rather take up all the
roles in the process of movie production. In her bid to present the target assumption,

Helen Paul exaggerates the versatility of Kanayo O Kanayo by noting that he plays
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several roles in a movie (writing the play and script, producing the music, directing
the movie and taking the lead actor role). These roles are recoverable from the
encyclopaedic knowledge as part of the characters and professionals needed for movie
production while exaggerating that an actor played most of the roles of the production
crew is informed by the shared situational knowledge of the happenings in the

Nigerian movie industry. Her exaggeration also has elements of sarcasm.

5.5.3 Strengthening and/or contradicting stereotypes

One of the means by which stand-up comedians strengther: and/or" :oricradict
shared cultural knowledge is by reinforcing and/or contiadicting,.o.ereotypes.
Stereotypes are fixed notions that people have about somecCas; something or a
concept. Gruner (1997), Martin (2007) and Neria (201z,0bsciv? taat stereotypes are
tools which are deployed by humourists to create humoar, Adsido and Raskin (1991)
suggest that the use of stereotypes in jokes is pUt necessarity aggressive or offensive.
However, Martin (2007) opines that the uses=£ steixatypes in jokes could contribute to
the culture of prejudice.

From the foregoing, it is ti> stance "¢y the users of humour that determines
whether the use of stereotypessiii“ont ke is negative or positive. Stand-up comedians
may use stereotypes as a tgol “ar expressing their bias or for correcting social vices.
Stereotyping works as a soarce of iumour in that comedians make manifest a number

of assumptions that ¢ e s2taly rooted in their stereotypical frame and which may or
may not be sha‘ed 1 v the«tudience. Mostly, for the stereotypes to have the intended
effects, the" audience recognises them to be part of their storage of cultural
informat on. " heserstereotypes are then subverted or reinforced by the comedians in
theidnarrai ons.

In the humour acts model, participants-in-the-jokes function as the cue which
suGuests to the audience what stereotypes are being manifested in the narration. When
stand-up comedians mention their butts and assign actions and utterances to them,
their audience will derive the stereotypical beliefs that are associated with the butts.

Adetunji (2013) observes that Nigerian stand-up comedians make use of
stereotypes to categorise all sorts of people. Specifically, he identifies two stereotypes,

gender and ethnic stereotypes. In addition, the Nigerian stand-up comedians make use
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of sexual stereotypes and self-depreciating stereotypes. Excerpts 29 and 30 below
illustrate the use of stereotypes in the Nigerian stand-up comedy.

[Excerpt 29, Lepacious Bose]

(Posing and catwalking across the stage)

Hello Calabar (AC, AS)

What’s up?

| am feeling fresh tonight (AC, AS)

Shey | get solid guys? (AC, AS)

Last valentine, only me, six guys 5

No, but, because to fit handle me, you need like six guys

Two for one hand, two for the other hand,
Two for front, then one person go dey open the manual (AL, AC. ~&)

In analysing the use of stereotype in Excerpt 294it i¢ impcrtant to begin with
the physical feature of the comedian whose performa.ce sarves as the source of the
excerpt. Lepacious Bose is an overweight femal< comedia» and as part of her comic
style, she does make joke out of her body featurca®Iin Excerpt 29, she draws from the
stereotypical assumptions about fat wom/n. The main assumption here has to do with
the stereotype that fat women are difficult' s sat?sfy sexually. Her physical acts on the
stage, cat-walking across the stage makes manifest assumptions related to sexual

activity. Also, her utterancsC .l am tealing fresh tonight, shé | get solid guys...”

reinforce the sexually idtated “cssumptions. These assumptions strengthen the
stereotypical belief tlat it#a.dnficult to sexually satisfy fat women. The audience find
the joke funny/pecause t'ey realise that their stereotypes about fat women are
reinforced ix the Jc ce.

[Excerpt .0, | Ga'Oye]

No matter u.e name wey you call yourself,
Ivazou v hustle (p) you go broke (P) (AL)
1'e2 see people wey dem dey call success
They are failure (P) (Intensified AL)

Na only name dem take dey success

Dey just shake you, “I’m success”

[Translation: no matter the name you call yourself/ if you don’t work hard, you will be

poor/l have seen people who are called success/ they are failures/ it is only in their
names that they are success/ they only greet you and say “I’m Success”]
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Unlike Excerpt 29 where there is an instance of strengthening stereotypical
belief, Excerpt 30 presents an instance where the comedian narration contradicts the
stereotypical beliefs attached to the Nigerian onomastic practices. Nigerians assume
that it is the names they bear that determine their level of success in life. In the text,
the comedian, having made manifest the cultural stereotype attached to namés.
introduces another cultural belief which underlies how human efforts and lak’ -Giis

viewed. His strategy is to contradict the collective belief about names- tha“he naria

of an individual could enhance the rate and level of the individual’sssucc ¢s. The
audience are presented with the illogicality of their cultural assumption which is

subverted by the comedian when he notes in line 2 that it is It we'awork iat leads to
success and in lines 3-6 that there are people who are.ahristexZd Success, but in
reality, are actually failures. The subversions of cultural stixaotyy 2s are likely to easily
attract the audience attention, creating an instantanecys cognitive assessment of
stereotypes. This is done in lines 1 and 2. Th¢ remaining lines present the audience
with the explanation of why the comedian/“usharanged the stereotype on names. By
contradicting the collective stereotype ¢aout ne nes, the comedian suggests a new

view on the practice of naming.
5.5.4 Projecting personal/ =liefs

Three kinds of*repiisentations come into play in in the stand-up comedy
interactions: the audiciice 1 presentations, the comedians’ representations and their
collective or ci'tur? wrepicsentations. The categorisation of different representations
helps to id<ntifv hovithe comedians present beliefs to the audience which are different
from the hudicace’imental representations and from the collective representations. For
instarien, While foregrounding shared stereotypes, the comedians may present to the
audience an archetype which is different from the audience representation.

To achieve the projection of their personal beliefs, the comedians draw from
22 unequal authority between themselves and the audience. The institutionalised
structure of stand-up comedy interaction has bequeathed the comedian with power to
control the discourse. The comedians determine the contents of the interaction, the
topics of their narrations, the butt of their jokes and the manner of their presentation.
They also determine what is standard or unusual. The institutionalised authority of the

comedians enables them to project what they take to be the archetypal image in their
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narrations, regardless of what the audience believe or what is taken as the standard in
the SCK. Greenbuam (1999) supports this view by noting that stand-up comedians are
ritual dismantlers of societal norms and political dictums.

The relevance of projecting personal beliefs to eliciting humour is seen in the
mutually manifested status that comedians’ personal beliefs acquire in the
performance. Projecting personal beliefs and representations result in creating h¢ e
when the audience view the comedians’ representations against their biakerouid
knowledge. When the audience receive the comedians’ representations in t.e0Kes,
the audience may find the representations in the joke contrad:tory 1. vihat is
obtainable in their cultural knowledge, or, they may find out that it sticagnens their
own personal beliefs. Comedians may make their repres»piations contradict
background assumptions so as to make other represei atic.icilock illogical to the
audience. The realisation of illogicality by the audicace “a7usually greeted with

laughter.
[Excerpt 31, | Go Dye]

| dey always tell people, money!

| dey people this word every time!

anybody wey tell you say mef ay! is novzvery thing

beat! am!, before I dey sa slap «m

but now just use koboka!, whip!! arn!! 5
without money! there is pastrueiove.

Even for my maria o fall in «ove with my papa for village,

na small thing w4y papa get

make my riama,to guick gree.

Village ive, st ¢’ear grass (gesticulates cutting of grass with cutlass) 10
my mama _ust bcg my papa “I beg, help me with your cutlass”

h€iust yawa my mama

22V pena just pose (p)( comedian smiles while posing) say “I love you”

che fust gree

if to say my papa no get cutlass, no love 15
but now no be cutlass oh

Nigerian girls need money, ice cream and recharge cards.

[Translation: | always tell people that money/ | tell people this every time/ anybody
who tells you that money is not everything/ beat the person, I used to tell people to
slap the person/ but now | say use a whip on the person/ without money there is no
true love/ even before my mother fell in love with my father in our village/ it was the
little thing which my father had/ that attracted my mother to my father/ village love:
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clearing a bush/ my mother requested for my fathers’ cutlass: please, lend me your
cutlass/ he gave it to my mother/ my father then posed and said to my mother, I love
you/ she agreed/ if my father had no cutlass, there would be no love/ but now, it is no
more cutlass/ Nigerian ladies need money, ice cream and recharge cards]

In Excerpt 31, | Go Dye presents the audience with his representational stance
on money, which is his belief that “money is everything”. The comedian belief.is so
strong that he persuades the audience to “beat” anyone who holds a contrary viaw.
The comedian’s representational stance on money is also connected wit, ar ther
belief which he presents in the narration: “without money there is nosiue 1oze” .\ While
presenting these beliefs, the comedian exemplifies with an archetype &f horv a man’s
wealth attracts the attention of women by narrating his father '\ ex wsience with his
mother (lines 7-15). The comedian’s archetype rexresints “.is belief on the
interconnection of a man’s wealth and his marital relations. in. 7 he comedian’s belief
is an individual belief which contradicts the collestive belicson the interconnectedness
of wealth and love, which is, wealth is not a pracendition for true love. Since this is
the popularly-held belief by the audience/ the cG.aearan has to reinforce his own belief
with an archetype and this he does througr.vis erphasis in lines 3-6, where he advises
that people with the cultural belief :hould be beaten. It is possible that part of the
audience may hold the comedan’s beliifs as their own individual belief; nonetheless,

all participants in the perfarmancaiare aware of the collective cultural beliefs.

5.6 sumniasy

In this caan.ciethe humour strategies of Nigerian stand-up comedians have
been ident fiedsand cnalysed. The strategies of the comedians are embedded in their
jokes. The.nexaskapter discusses the humour acts in the sampled performances.
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CHAPTER SIX

HUMOUR ACTS IN THE SELECTED NIGERIAN STAND-UP
COMEDY PERFORMANCES

6.0 Introduction

In the previous chapter, the humour strategies adopted by Nigerian stana o
comedians were examined. This chapter is dedicated to analysing the hurhou: cuts

found in their performances.

6.2  Analysis of humour acts

6.2.1 Commencement acts in stand-up comedy perf¢<me 2a2s

Stand-up comedians do not just suddenly begin tiair jeiking stories during their
performances, they commence their performans=s by. presenting utterances with which
they indicate the beginning of their performaiiaes aad joking stories. In the context-of-
the-joke, such contextualisation cues are.z:omme cement acts. A commencement act,
therefore, can be defined as a cont xtualisauun cue which is adopted by a stand-up
comedian to indicate to her'his™¢ 'dience that s/he is about to begin her/his
performance or to say a jolie. <iich contextualisation cues are termed commencement
acts because they are.tiseuyhy cornedians to indicate the start of stand-up comedy
performances and the at2¢0'C¢ a joke narration.

Commelcerrant ags play significant roles in stand-up comedy narrations.
Rhetoricall;,, comijencement acts register the presence of the comedians and
acknowl\ dge he atention of the audience. Textually, they indicate the beginning of a
jokirignseqeence, and pragmatically, they indicate the communicative intention of
stancyup comedians. They also suggest and establish that the background beliefs are
can;munal in the venues of stand-up performances.

Commencement acts are also used to establish the institutional relationship
between the comedians and their audience. Since they are the first cues which result
from the contact of the participants-of-the joke, they establish the institutional roles of
the comedians as the initiators of the interaction and that of the audience as the
recipients in the interactions. Therefore, they are used to negotiate the institutional

identity of stand-up comedians as the participants endowed with superior
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conversational role and authority to control the interaction. In addition,
commencement acts are used by stand-up comedians to invite the audience to
participate actively in the interaction and affirm the audience’s solidarity for the stand-
up comedians’ role.

From the sampled routines, commencement act is instantiated by differeat
techniques: greetings at the start of the performance, introduction at the start< e
performance, referring to previous discourse and the use of discourse cemaectives
situation-bound utterance or formulaic expression. These are illustrated with =xCerpts
32-36

[Excerpt 32, Youngest Landlord]

Good evening ladies and gentlemen

You are welcome

My name is youngest landlord

Comedian of the Federal Republic of Nigeria

Excerpt 32 is taken at the start of /i ourigast andlord’s routine. The comedian
overtly greets the audience. In so doing, fi,estab! shes that his performance has begun
by foregrounding his personality “hrough the act of greeting the audience and

mentioning his stage name.

[Excerpt 33, Federation, Mc'am]

(Using Hausa accent)

Please, I will il to) ntrod:Ction myself

My names a:¢ Feu ration Mallamu aka Anointed Aboki

Walahi, thoyan'y malham that attend the Animal Grammar School for Kano
Where | ¢2t mjyssveral kinds of degrees”

HND 8 IN2C 7, OPC~, PDP/, AIT7, HIV~ (AL)

oike Excerpt 32, Excerpt 33 is taken at the beginning of the comedian’s
performance. In Excerpt 33, the comedian gives an introduction of himself by
mentioning his stage name. Specifically, he describes himself by listing the degrees he
claims to possess. These degrees are not actual degrees, however, he uses acronyms
which the audience are familiar with in order to lampoon the way Nigerians like to use
several appellations to indicate their social status. The comedian’s goal here is to
strengthen his comic image. His introduction and description of himself is to enhance

the common ground between himself and the audience, as the addresser and addressee
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in the stand-up interaction. In stand-up performances, greetings and introductions

establish the institutional relationship between the comedian and the audience.

[Excerpt 34, Bovi]

You know, normally, if | dey see girls, dey like to hang around guys
Even some guys dey hussle girls to get something

[Translation: You know, normally, | do see girls who like to hang around ma=/Even
some men love to hang around girls for selfish reasons]

[Excerpt 35, Seyilaw]

No, on a more serious note
For the first time for my life
| see where cripple and stammarer dem dey argue about < >otb %

[Translation: Line 3- | saw where a cripple and a stemme.cr were arguing about
football]

In Excerpt 34 there is the use of a /i5cqursczonnective, “you know, normally”
(line 1), while in Excerpt 35, a situation L bund ut erance (SBU), “No” (line 1) is used,
to indicate the start of the narratior of a new joke. The functions of these linguistic
cues are textual, in that they arsuseas v the comedians to delineate their performances
into bits of different jokes.<in wycerpt 34, the discourse connective links the previous
joke in the narration testhe jake that is about to be said by the comedian. In Excerpt
35, the word “No” is“a’s ) because, here, it is has a situation bound interpretation.
“No” primarily is : .marer of negation and/or denial, however, it is used in the
narration ta indicatcithe comedians attitude to the joke he is about to narrate. “No”, in
the extra:t 15 synénymous with “unbelievable”, and its use helps the comedian to
framathe adience into a garden-path that is needed for the surprise effect for humour.
Thesy,cues are instances where commencement act does not indicate the start of a

aariarmance, since they indicate the delineation of the routine into different jokes.

[Excerpt 36, | Go Dye]

Make God let me fit crack good things make una laugh oh (P) (AL)
All the ones wey dey don hype person like this

Im come fuck-up (P) (AL)

Me myself go dey come dey vex for basketmouth

He go dey call person like say if he just dey talk,

You go just die for laugh
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[Translation: | pray God to help me to crack good jokes to make you laugh/ now that
someone has been hyped up/ and then one does not meet up/ I myself will become
angry with Basketmouth/ for introducing me as if when | am talking/ you will die as
result of laughing]

In Excerpt 36, the comedian initiates his commencement act by referrina to a
previous discourse in the context of the performance. He refers to the proposiion
expressed by the stand-up comedian who has functioned as the compere aril ho Wit
introduced him to the audience (line 5). Here, he makes mani‘est “ack around
assumptions, that the audience are gathered to be entertained by his rizanolo jues (line
1), and that he as a comedian, will present narrations which wili marwthe audience to
laugh (lines 5-6). His goal, by making reference to the pripo itiori: of the compere, is
to affirm an already introduced assumption in the chntex .of 21e performance, and
thereby, build on the assumption while he nasrates hisiioke. The comedian also
suggests in his initiation of the commencemcatsact, the institutional roles of the
participants in the interaction. He notes t".at as ..coiiedian, his task in the interaction
IS to say funny things to the audience (lincz 1 ans. 5), while the task of the audience is
to laugh at the monologues he will [ :esent to them (lines 1 and 6). What suggests the
comedian’s reference to the i¢stitutiond'ised identities of the participants is his use of
the second person pluralewhichsefers to the audience (una and you), and, the first
person singular prongun (me;wwith which he refers to himself.

In all thesa=instances Hf initiating the commencement act, the comedians affirm
for themselvas L2 1Civin the interaction (the participant who initiates and sustains
the talk by oresenting succession of funny stories). They also affirm the role of the
audience “‘the wafucipant whose role is to listen). By not replying the instances of
gitating wni ) reciprocating the instances of introduction (which is expected in other
guares af communication), the audience affirm to the comedian their readiness to play
then institutionalised role in the interaction. The participants, therefore, affirm
sulidarity for each other’s roles through the initiation of this act.

6.2.2 Informing acts in stand-up comedy performances

Informing acts occur whenever stand-up comedians frame themselves as one
of the participants-in-the-joke. In some instances, they could frame themselves as the

target of their narration. Informing acts present single voiced utterances and actions to
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the audience. In informing acts, the audience are able to identify the stand-ups as the
characters that are performing the actions in the joking stories. For instance,
Princewill narrates his experience in primary and secondary schools respectively. He
describes himself as a dullard who persistently failed the class exercises and the
SSCE. The rhetorical significance of informing acts is that the audience are likely<a
view the jokes as personal and real-life experiences of the stand-up comedianst Vi%th
this act, stand-ups establish not just a persona of reporting an event or agian bura
persona narrating what s/he has experienced. Informing acts thus place the <:3:d-ups
in an advantageous and authorised position as personas who speak{<rom e; nei.enced
angles.

Stand-up comedians use informing acts to identify a ‘»a:icwar feature or
character trait in themselves which they would then eulcaise Gidicparage. Informing
acts can therefore be grouped into two categoiies: “wgif-praising and self-
denigrating/disparaging acts. In the first instanc<, stand-ups eulogise themselves while
in the second instance, they denigrate themselvis. Stand-ups’ self-denigrating acts
have been well-mentioned in literatu 2 but “heir self-praising acts are rarely
mentioned. Usually, in self-praisingiacts, swuas“ups narrate the manner in which they
have tactically coped with situaians and/or manipulate events to their advantages.
Self-denigrating acts, on ths"cher hand, identify negative traits and the impoverished
state of the stand-ups.

Although sel -nrainingvacts are different from self-denigrating acts, their
functions are g'milcr. Bot'y are forms of stand-up comedians’ preconceived self-
presentatior’and porformance politics. In self-praising acts, comedians enhance their
positiveface«s mambers of the society as well as their positive face as performers.
Witiy,self-lenigrating acts, they threaten their positive face. Threatening of their
nos:ive face is pragmatic in that they use it to present themselves as defective in some
wa s, aind below socially acceptable standard, such that the audience would have no
ather choice than to pity their weakness, exempt them from socially accepted
behaviour and through affiliation celebrate their sincerity in dealing with their short-
comings. Informing acts, in Norrick (2000) terms, enhance the reputation of the
comedians, enhance their personal image through a covert prestige, and elicit
understanding and commiseration from the audience. In the next two sections,

denigrating and self-praising acts are examined.
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6.2.2.1 Denigrating acts in stand-up comedy performances

Denigrating act has to do with the comedians’ presentation of themselves and
sociocultural background. To initiate denigrating acts, stand-up comedians present
themselves and who/whatever is related to them in a dishonourable manner.
Denigrating acts foreground stand-up comedians as disreputable or despicable.

Denigrating acts are acts in which comedians present themselves as the bu.:of
their jokes. The use of denigrating acts in stand-up comedy is not peculiar t¢\Nic ian
stand-up comedians. It seems that one of the reasons why it is prevsiernicin s and-up
performances across the world is that comedians have discovered “hat ¢ e of the
simplest strategies of initiating humour in their audience is to p.2sei wthemselves in a
pitiable state, less than their audience. Several stand-up aomi dian: attest to the use of
this act in stand-up performances. For instance, JerrgySeli eld. who is described by
Schwarz (2010:24) “as one of the world’s best stand-up cumedians ever” is quoted in
The Comedy Bible as saying, “normal peopiuyeipress their sense of humour by
memorizing jokes; comics transform thej¢ life cxoer.2nce into punch line... We funny
people are a strange sort. We like laughs, »ven 2. our own expense. We funny people
were the cave people who probably slipped on the banana peel just because we are
certain that it would get a laus1” (Cartcy,2001: 34).

The reason why «lenigraiing acts initiate humour and generate laughter in
stand-up comedy performancaican be explained from two philosophical approaches to
humour: the incoagruity anc the superiority approaches. In the incongruity sense, the
denigrating acts »f/uicmamedians present the audience with expressions and actions
that are incanefuous with SCK and with audience expectation from the stand-ups. In
the superiarity (2ory sense, the stand-up comedians deliberately denigrate themselves
scithat uweir audience can view them as socially incapacitated and then laugh at them.

Through the denigrating acts, the comedians defame, vilify and present
thencelves as inferior to the members of the audience. The stand-up comedians use
acnigrating acts to deemphasise their interactional positioning. Like Adetunji (2013)
observes, denigrating acts are used by comedians to tell the audience that they, the
comedians, are inferior to them, the audience. Denigrating acts indicate to the
audience that the comedians are marginal in terms of behaviour and social status. The
audience can recognise the comedians through their denigrating acts as reflecting the

natural trends, though not overtly socially acceptable, in their collective culture.
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Some common themes of denigrating acts found in the sampled performances

are:

The comedians present themselves and their families as paupers; for
instance, Youngest Landlord, Gordons, Seyilaw and Mc Shakara;
Youngest Landlord presents himself as not capable of engaging in ¢a
intelligent career; he further presents stand-up comedy as an irrd sena!
career;

Princewill presents himself as academically stupid. He assert: tiat ie
repeatedly failed WAEC;

Bovi presents himself as a victim of maxsinulative, fady in a
relationship; and

Princess presents herself as incapable“af 2 /curiry current fashion

trends.

Excerpts 37 and 38 below exemplify the use \'=2pigrating acts in Nigerian stand-up

performances:

[Excerpt 37, Gordons]

Now! Anywhere you see po!-virl-ty:

Jump am pass! (P)(AL)

We were so poor! Even pcar peop.a dey call us poor (P)(AL)

| remember when!, | ¥van corn.a.marry,

| come go meet my.fau.ci-1n law 5

{...}quote bibl

W1 en the'guy see my outlook

Na him he baila

“Are you hathit is to marry my daughter or should we wait for another?” (AL)

Na him I" =1l aip say “T am he” (AL)

Na riiayhe tay “who is your father” 10
| sa,nbiological or spiritual (p)

Tz gujisay “biological”

I'say 'na only spiritual I get” (P)(AL)

Ahy? Because when the guy see! me!

He say he no trust my future (P)(AL) 15
Now they don first give me info say men!

My papa like bankers! oh!

Dress! Wear coat! He go like you

O!-mo! Me wey I never wear coat before

I go! Okirika joint go collect coat! 20
When | see myself in mirror (starts looking at himself)

169



See coat! He be like bed sheet

Now I dress go meet my in-law

As soon as he see me, he say

“oh, nice, nice, nice, you must be a banker” 25

I say (nodding) “yes, yes”

He say “okay, which of the banks?” (p)

I say “Savannah State” (P) (AL)

He say “is that a new bank?”

I say “yes, Savannah merge with All States” (P) (AL, AC) 30
Oh boy, na hin the guy tell me say

“I no! get! Pikin! wey I go give somebody like you”

[Now, anyway you see poverty/ run from it/ we were so pocmthat thig.roor people
were calling us poor/ | remember when | wanted to get marriec! Mwerit to meet my
father-in-law/ he quoted the bible. When he saw my appaarz.icd! Lie then yelled/ “are
you he that is to marry my daughter or should we wait “ar aipfaer’”/ then I replied, “I
am he”/ then he asked me, “who is your fathCr’/I asked if he meant biological or
spiritual father/ the man said biological/ | ranliea ‘hat it is only spiritual father that 1
had/ why, because when the man saw m / he sa 1 he thought that my future was not
bright/ | had been told that/ my fathr-in-lavie'sed bankers/ | was told that if I put on
suit when | met him for the firsc®é2 . he would like me/ 1, that had never worn suit
before/ |1 went to where fa’‘1yyused clothes were sold to buy one/ when | looked at
myself in the mirror/ the su't looked like a bedspread on me/ After | was dressed and |
went to meet my fatti r-ims*awius soon as he saw me, he said/ oh, nice, nice, nice, you
must be a ban'er/ ! replicd, yes, yes/ he then asked which of the banks/ I said
Savannah State/ hoyasked if that was a new bank/ | said yes, that Savannah merged
with AllStac’~/ ohsboy, the man told me that/ he had no child to give to someone like

me}

'n Excerpt 37, Gordons narrates his experience when he went to meet his
pruspective father-in-law. In Line 3, he overtly asserts to the audience that his family
15"abjectly poor. With his proposition, he makes mutually manifest his financial state
to the audience. The premise from this proposition becomes the background with
which the other part of his monologue in the excerpt is interpreted. Gordons
subsequently reinforces this premise in the narration: in Line 13 where he denies
having a biological father because of his father’s poor state, and, in Line 20 where he

avers that he got a coat from a market where used clothes are resold to members of the
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public (Okirika joint). Gordons also draws a sociocultural belief from the SCK- the
belief that wealth is a prerequisite for finding a wife, as another basis for his humour.
He denigrates himself in these aspects- family background, socioeconomic state and

physical appearance.

[Excerpt 38, Princewill]

When I dey school, especially primary school, I fail eh

To the extent say one day, dem bring classwork, | fail am

dem bring correction, I still fail am (P) (intensified AL, AC)

hold it! I never finish.

The thing worry me 5)
| come enter secondary school, | write WAEC seven times

To the extent say the year I no register, WAEC send me r<sul (P) ( ntensified AL,
AC)

[Translation: When | was in school, especially #vimary school, | failed terribly/ to the
extent that | failed the classwork given to us/ anuy‘ien the correction was given, | still
failed it too/ Wait a minute. | have not finishcd/ tio» rate of my failure worried me/
then | entered secondary school, | wrote " VAEC  even times/ to the extent that in the
year which I did not register, WAEQ sent mcusiesult]

In Excerpt 38, Princeviill pic ents himself as someone who is intellectually
handicapped. He presents iiimsi!f as someone with a very low intelligence quotient,
who fails class tasks a=d sti.',cannot write out accurately the teacher’s solution to the
tasks. Also, in line 6-.57 e vomedian presents himself as failing repeatedly the Senior
School Certific.te Fvaminiation in all of the seven attempts he made at writing the
examinatie®r. It,is ortant to comment that Princewill employs exaggeration in this
act. Exaggeraion’is seen when he asserts that he failed the correction to class
assigimant., The exaggeration contradicts the audience’s knowledge of what is
“htarable in a classroom setting, in that, corrections to class assignments are not
gmacod. Likewise, he exaggerates when he asserts that WAEC sent a result to him the
year he did not register for the examination. His propositions about WAEC activate in
the audience, a communal belief that WAEC examinations are difficult to pass.
Furthermore, his propositions about the examination body contradict what the
audience know that the examination body is capable of doing- generating result for a

student who did not register for an examination.
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These instances of denigrating acts elicit laughter because they present the
comedians to the audience as inferior. The audience see that the stand-up comedian’s
life is framed with unpalatable experiences. The audience are thus placed in a superior
position where they can make fun of and laugh at the stand-up comedians. In the
incongruity sense, the audience would find that the comedians’ propositions contraddst
what exists in their society. The contradiction would be then processed agair t=:h2
backdrop of the comedians’ communicative intention. It is from juxtagmsing tiz
communicative intention and contradiction that the audience would resakie e

incongruities in the joking stories.
6.2.2.2 Self-praising acts in stand-up comedy performancen

The second form of informing acts is the self-piaisitiy wct Self-praising acts
occur in instances where stand-up comedians preseis, thentselves as one of the
participants-in-the-joke, but rather than derigrate themselves, they choose to
commend themselves. A self-praising act=ic. 012 in which a stand-up comedian
celebrates his/her prowess or qualities. 1 self-f aising acts, stand-up comedians do
not make themselves the butt of tii2 joke, ‘&&ier, they foreground themselves, their
utterances or actions in a positive™ig t. Whatever is foregrounded by comedians may
not be socially acceptable,souathe way it is presented and how stand-up comedians
present themselves as_dea:ing wia it will make the audience to see the stand-up
comedians as tactical ‘ndsriiuass.

Unlike #eni¢ -atingsucts which present stand-up comedians as below socially
acceptable «5tandard, self-praising acts present stand-up comedians as individuals
above suciai aversage. When stand-up comedians instantiate self-praising acts, the
audiunces “elebrate the comedians’ abilities through their affiliative responses. The
qudiance see the comedians as individuals who do what should be done at the right
i

Excerpts 39-41 below illustrate self-praising acts in the Nigerian stand-up

comedy performances:

[Excerpt 39, Seyilaw]

After about a week in the UK,
| come dey dey bored, they are just so organised
You know, everything, their management level
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Everything is so organised, | come dey miss Lagos

I miss! the lawlessness! in Lagos men! 5
As | come back, only me nah in stop for Oojota!

Run cross road, KAI run! follow me! (AL)

As the guy hold me, na him I tell him say “oga wetin [ do?”

He say “you run cross road”

I say “you nko?” (AL) 10
Na the two of us break the law make we just dey (P) (Intensified AL, AC)

[Translation: Line 2- | began to feel bored/Line 4- | began to miss Lagos/Line 6-44S
returned, | deliberately stopped at Oojota,/I ran across the high way, trartic yon. ol
officer ran after me/ as the official arrested me, I asked him what my ¢ fense’ nas/ he
said you ran, crossing the high way/ | asked him what about yot “wwas tis"two of us
that broke the law, let it just be ]

In Excerpt 39, Seyilaw presents to the audiencawith a situation that the
audience are familiar with, breaking the country’s highway codes. He begins by
sharing his experience in the UK, a place wi>re sommuters adhere to the law. He
complains that such an environment boregfiniiheceyse everything is orderly (lines 1-
5). The first five lines of the extract plact : the at Jience in an interpretive frame; they
await the reason why the comedian has said ne was tired of a well organised society
and why he was missing a lawless“cae. In line 6, the comedian makes manifest a
defiant trait in him, by sayingthat he deliberately crossed the high-way in a place
where such an act isg#wt a’awed. He disobeyed the traffic code- a trait which the
audience are familiar viiui. 1 e defiant trait, disobedience to traffic code, thus acquires
an ostensive stcius/ =4 seives as the frame through which the surprise effect of the
joke is derived.

Fiom nes"0-9 the comedian, through his propositions, present an implicated
pramicipthe: he would definitely be punished for violating a traffic law. However, in
ine 17, he presents a proposition from which the strongly implicated premise, the law
nfosement agent who arrested him cannot punish him because he also violated the
-ame law by running after him, is derived. The proposition in line 11 and its strongly
implicated premise places the audience in shock recognition of incongruity. However,
because of the initially foregrounded trait, defiance to traffic rules and the common
attendant social reactions to it, which the members of the audience easily relate to as
part of the SCK, the audiences find the comedian’s proposition in line 11 congruous to

the situations that have been given in lines 6-9. They recognise that it is a socially
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coherent act in the context of their country. Another important belief from the SCK is
the knowledge of highhandedness of Lagos state traffic officers (signified by KAI, in
line 7). Given this, the audience will assume that Seyilaw would rather beg or attempt
to bribe the officer that arrested him. His choice of accusing the officer of the same
crime does not fulfil the garden-path expectation of the audience. Their laughter and
applause is an indication that they do not only enjoy the joke, but also they cel’ Siata

Seyilaw’s boldness in challenging the traffic officer who arrested him.

[Extract 40, Seyilaw]

This kind blackface, woman no too dey like us

But we are promising (P) (AL)

You know people like us that are burnt offering,

God get reason (p)

If you fair!, you yellow, we give you belle, you born criacolai 5

[Translation: this kind black face, women do n« like us/ Line 4- God has a reason for
it/ If you are fair, you are yellow, we impreanate y .u, you will give birth to chocolate]

Seyilaw’s intention in Extract 40 is to pra se his | nysical attribute. He foregrounds his
complexion and thereafter, makes' manifest stereotypical beliefs attached to being
black. Rather than using the st‘reouy,.2 as a source of negative humour, his goal is to
show to the audience that “he foregrounded feature has a positive side by
foregrounding that whan a !'ack-skinned man engages in a reproductive relationship
with a fair-skinned laty, ui outcome of their coupling is a baby with an attractive

skin.

[Extract¢dl, Sordons)

Wheay! hecr for TV, people talk about economic recession

Because 0r'cconomic recession,

cuuld yau believe a man brought out his family

st his 5 kids!, his wife! and himself!

50d punish devil! 5
That kind! thing! cannot happen! for Naija! (p)

Even Igbo man wey dey soak garri he get plan (P) (AL)

What do you mean about, we were born in recession (p),

We progress in recession (P) (AL)

We are making money in recession (P) (AL, AC) 10
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[Translation: when | heard people talking on TV about economic recession/Line 5-
may God punish the devil/ such a thing cannot happen in Nigeria/ Even the Igbo man
who soaks gari has a plan]

Unlike Seyilaw who focuses on himself, Gordons uses his self-praising act to
involve all the participants in his routine. In Excerpt 41, he emphasises the ruggednes:
of the Nigerian spirit. He begins with economic recession and its effects on peopic, by
mentioning what he learnt about the effects of the recession on television, ficemake:
manifest an implicated premise- the man who killed his family aps=then' iimself
because of the recession is not resilient and tough. This serves as a baskgrouad for the
target assumption. With the mention of Nigeria, he switches t. e®aydienc’s focus to
their country, thus, he activates a mutual assumption aboutss2 cot <y, the ruggedness
of Nigerians. The mention of “Igho man” and his act oir*¢oak 1g garri” is to make
overt an implicit assumption that is needed for derivingthunmour from the joke. The
implicit assumption is that Nigerians are very €aughrand resilient, and therefore, they
can survive under any condition. In lines«S-1ay he pives out the key assumption that
regardless of the condition, with the r silienct spirit, Nigerians can survive and
succeed. The comedian’s use of ‘we . Excerpt 41 is to involve the audience. The “we”
is a marker of collectivenes® (Lecch. 1983). According to Ogunsiji (2007), the
collective pronoun “we” is used, for solidarising and construing identity. With it, he
emphasises that both #e autlience and himself are members of the Nigerian society
who “were born_in“¥CCesson, progress in recession and are making money in
recession.” Thic,ent ances the homogeneous status of the audience and the common
ground be‘ween thic,comedian and the audience. The deliberate inclusion of the
audience ‘n tria,naration by the use of we, helps the audience to see that feature being
comrnended, in the comedians’ monologue is also possessed by them. This realisation
‘=ads the audience to give an intensified affiliative response, which is made up of

.t rified laughter and applause.

6.2.3 Eliciting acts in stand-up comedy performances

Eliciting acts are requests and interrogative structures directed to the audience
in a performance. Nonverbal cues such as pauses and pointing during the narration of
jokes are also instances of eliciting acts. An eliciting act is used by a stand-up

comedian to derive the audience opinion. It is also used by stand-up comedians to
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request a particular action from the audience, say a clap or any other affiliative
reaction. Sometimes too, comedians use this act to kick-off an interaction with any
member of the audience whom they have singled out for the purpose.

In deriving audience opinions, eliciting acts perform the following pragmatic
functions:

I. They are used for affirming that the stand-up comedians’ propol ems
belong to or are derived from shared background assumptions.

ii. They are used for affirming the significance of the audience “ufing a
performance.

iii. They are used for affirming that the audience’s expastationoyof humorous
effects and entertainment are fulfilled.

v, They are used to enhance humorousness “af <.Giid-Lps joking stories.
Eliciting acts may suggest for the auaiiace wnat exactly stand-up
comedians want to joke on, or thex” may leave the audience bewildered
about how stand-up comedians.24!l ni ke a joke out of the subject of the
eliciting act.

The audience are very impo fant in any stand-up performance. Without them,
there will be no contextual basis for e narration of jokes. Eliciting acts engage the
audience in a way that. makey them to leave their traditional role of passive
participants to take 4 moresactive role in which they make contributions to the
performance. Whean trie auo ence responds to interrogatives or in pauses when they
give (dis)affiliaiye eanonses, their contributions become a vital part of stand-up
interactiori , Audienco “responses and actions are seen to help feed a performance
which istas rcpgtive as it is active” (Harbidge, 2011:129). Eliciting acts provide
interseccan. through which the dialogic nature of stand-up performance is achieved.

The use of interrogative structures and forms is a principal way through which
e and-up comedians initiate eliciting acts. A distinction must be made between
lterrogatives which are directed to participants-in-the-joke and interrogatives which
are directed to participants-of-the-joke. In the first, comedians use the techniques of
voicing and adduce such interrogatives to participants-in-the-joke and they give
responses to such interrogatives by themselves. While in the second, comedians need
not to adopt the technique of voice, they simply direct interrogatives to the audience.

The audience recognise interrogatives directed to them through the use of
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contextualisation cues like gesture (comedians may point to the audience), and pause
(should comedians direct interrogatives to the audience, they will pause to derive their
response).

An eliciting act may be directed to all members of the audience or to selected
individuals in the audience. In the first instance, comedians use eliciting acts directed
to all members of the audience to affirm that the audience is homogenous ¢ &uta
ascertain that common ground exists between the participants-of-the-jo' =, In e
second instance, comedians use eliciting acts to engage a member of auditnse In a
“private” discourse. Often, comedians then make such individuals <ae targc:s ia their
routines. From the sampled performances, Gordons and Funnathones crescomedians
who use eliciting acts for engaging in a “private” discourse. Whei \stana-up comedians
direct eliciting acts to individuals, they create an illusioi..of £ Zgi2guted audience. The
individual becomes a focal point in the interaction. The cuidiea no longer function as
a homogeneous entity, since the individual sucuenly becoriies an addressed recipient
while the other members of the audieraa, became ratified over hearers, using
Goffman’s (1981) terms. Having success ully is¢'ated an individual for eliciting acts,
comedians may direct teasing acts te.such indidual.

Another way by which igacian stand-up comedians initiate eliciting act is by
adopting common Nigerianficimulaic expressions in their narrations. Nigerian stand-
up comedians recontextua.'se in uweir performances common formulaic expressions,
giving them new sitt atieaa! meaning. Just like interrogatives, formulaic expressions
ascertain that 4 cG nmon<rooting exists between comedians and their audience.
Favourite formula.z expressions of stand-up comedians are in a call-and-response
format, Cuctii'nat they could be used both by the person who initiates them and the
peremn whe gives the response. Some of the formulaic expressions in Nigerian stand-
up warformances are derived from Christianity. By adopting these expressions, and
recontextualising them, they deliberately bring their audiences into their performance.
Some of these formulaic expressions are: “Praise the Lord/Hallelujah”, “Holy Ghost/
Fire”, “Amen/Amen” and “You are blessed/Amen”. The use of these expressions
depends on the joke to be performed. Buchi, | Go Dye, Gordons and Princewill are the
comedians who adopted the use of these formulaic expressions in the sampled
performances. The reason why some comedians use formulaic expressions which are
derived from the language of the church is not far-fetched. Most of the stand-up

comedians grew up in the southern part of the country which is predominantly made

177



up of Christians. The southern part of Nigeria is also known to possess a large number
of television-evangelists with large churches and followership.
To illustrate eliciting acts in the sampled performances, Excerpts 42-44 are

given below

[Excerpt 42, Mc Shakara]

How many of una know Plantation Boyz?
You know why dem separate?
Now make I tell you.

[Translation: How many of you know plantation boys/ do _you kaow/why they
separated?/ let me tell you]

Excerpt 42 presents a situation in which the come tian #ixec 5 two eliciting acts
sequentially to the audience. In the first act, the comedian canfirms from audience if
the audience are aware of a splinter musical graup, Plantacon Boyz, that he wants to
poke fun at. In the second instance, the comediari*‘1es to find out from the audience if
they are aware of the reasons why the m :mbers af the group split up. These eliciting
acts function as the foundation of; the jcia ot the group, which he subsequently
presents to the audience. What M< Si akara does with his eliciting acts is to exploit the
audience’s background knoy. 2dge ana derive the information that is needed for the
performance of the joke ¢a the splinter group. Should the audience not have affirm
that they are aware (f Plantaian Boyz, he will find it difficult to make them laugh
with the joke or"ui groupsoecause there will be no shared background information

needed for hZimou.

[Excerpt™'3, buchki]

Yuung rmias Yow are you?

wis wall (AL)

Taruat about your condition (AL)

Militants will not see you this year (AL)

Tney will not kidnap you, you will kidnap them (AL)

Your enemies are fallen already (AL)

In Excerpt 43, Buchi directs his eliciting act to an individual in the audience. Here, he
warns the audience that his interrogative is not meant for all the members of the
audience. The individual becomes the addressed recipient while other members of the

audience become ratified over-hearers. Buchi’s private discourse with the individual
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suggests that s/he is a possible actor for the target in his narration. In the next line, the
comedian uses a popular cliché from the Christian religion. This is meant to help the
comedian to achieve a common ground with the audience since the cliché is part of
their collective cultural background. Similarly, in Excerpt 44 below, Funnybones
directs his eliciting acts to individuals in the audience, first to a public figure in the
Nigerian show business, Charlie Boy, who is in the audience, and then to fouil St
ladies in the audience. His goal here is to poke fun at Charlie Boy, whom ka,helieves
is having multiple relationships with women as the joke suggests. With the man#on of
Charlie Boy, Funnybones expects the audience to assign the ri{nt refe ence and
activate from the SCK a common belief about Charlie Boyss a maa 21 multiple
relationships. He draws the script of relationship by foregrouna ng”that the ladies to
which he directs his eliciting acts all came with Charlie EQv .72 performance.

[Excerpt 44, Funnybones]

I see... how are you?

Hey! Bros Charlie Boy? (pointing and waf ing wha nismber of the audience) What’s
up man? (AL)

How are you doing? (pointing to an¢ther me.w'Cr of the audience) Your daughter
right? (AL)

Are you married my dear? (ip‘ensified L) (CL)

| know you are not married

(Pointing to another membec: of the audience) hello, you came alone right?

How old are you? Ok 1y veut cane with Charlie boy

No this joke no et you (A L)

Pointing to anow:ars mamber of the audience) how are you? (P) How old are you? (P)
With Charke boy tc2? (P) (AL) (CL)

Bros onii yoi'r (P)£AL) (CL)

I go_find caothe’person | beg

Q'ay, ya.came alone right? (P)

How ald are you? (P)

Hope you are not 13 years? (P) (intensified AL) (AC) (CL)

Each of the eliciting acts in Excerpt 44 contributes to the ultimate goal of
Funnybones- making fun of the senator who got married to a thirteen-year-old girl.
His eliciting acts to the ladies in the audience and to Charlie Boy, are just strategies to
lead the audience into believing that the target of his joke is Charlie Boy. The last
eliciting act- “hope you are not 13 years”, is not meant to be answered by the
individual, but to bring up the audience’s knowledge of the asocial act of the senator
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who is married to a minor. With the act, the audience will realise that they have been
made to assume that Charlie Boy is the target of Funnybones, that is, they have been
led in a garden-path. Funnybones’ eliciting acts illustrate the use of eliciting acts to
activate background assumptions and to enhance the humorousness of a joke.

6.2.4 Teasing acts in stand-up comedy performances

Although the practice of stand-up performance does not permit the a»ience 2
hold the floor, there are instances where members of the audience hiiack “h< floor
during a performance by making their voices loud enough to K hearc by other
participants in the form of heckling. Usually, when someone iwthe auuierice heckles
very loud, such an individual challenges the authority of stand-tCa.omedians, and as
professional performers, stand-up comedians may direct cam. rc:m of humour at such
individual. The type of humour that stand-up comediancidirectat the hecklers in their
performances is termed teasing acts.

Studies on teasing have conceptuali=as.it «3.a pragmatic phenomenon (Dynel,
2009). These studies note that teasing invlves el ments of criticism and that it is used
for correcting the behaviour of thefinterlocuisi to which it is directed (Drew, 1987,
Attardo, 1994). In stand-up peivest ances, teasing acts are instantiated whenever
stand-up comedians humorz us.yz reply the hecklers in their shows. A heckle is a retort
aimed at the comedian pewonality, humorous style and material. Teasing acts are
putdowns, ridicules, “»ea'tiag ur sarcastic remarks which are targeted at hecklers in
stand-up perfor:iianc 2s.

Staru-up ccmedians have primarily two options in dealing with hecklers. They
could igaore the Mecklers and they could react to them. Should they ignore the
hecit!ars, 12ey would lose their positive face as professional comedians. When a
heck'2r is Ignored, other members of the audience may be encouraged to start dishing
oy eckles at the comedians. If this happens, the comedians will lose total control of
the speech event. However, professional comedians do not allow hecklers to hold
sway in their performances. In the sampled performances, whenever there is a member
of the audience who projects a heckle, the comedians break the flow of their narration
and respond to the hecklers through the use of teasing acts. In teasing acts, stand-up
comedians stop their original plan for the performance of their jokes, and then turn

their performance on the heckler, by making a joke out of the heckler. By so doing,
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teasing acts help to discourage the phenomenon of heckling during stand-up
performances. Excerpt 45 below illustrates the use of teasing acts to cut down

hecklers:

[Excerpt 45, | Go Dye]

Alright, it is not easy (p)

VIP dey front {Unclear heckle}

You say wetin {several unclear heckles} ehn? (P)

Wait now, make one mumu first talk before another mumu

En ehn, the first mumu, you say wetin? (P) 5
{heckle: you dey bleach?}

You father dey bleach (AL)

Do you know what they call the power of money? (AL)

There are some money, he get some money!

Wey you go see, no bi say na your own, 10
You just only see you don bellefull

Talkless of the ones wey | don torch

If I spend half for your body you go just faiv viize (1) (AL)

| dey always tell people

Any governor you see come take power beyn faiy 15
No be food, no be wine, rest of mina

{heckle: You dey live large?}

Shut up! (AL)

See your voice sef, “you auyv live 1osge”

He be like who men ¢on frusuate (intensified AL) 20
Today wey be valatine you I » even get sugar daddy

No young boy,<:0bo v (AL)

Only you jusc pay aurself enter (AL)

[Translaton: “4ine”2- VIP is in the front row/ you said what?/ wait, let one foolish
persan. speck betore another foolish person/ the first foolish person, what did you say/
yousare tui.ng your skin?/ your father is toning his skin/ Line 9- there are some
raney.swhich you will see, it may not be your money/ you only see it and you
“eac e satisfied/ not to talk of the one I have touched/ if | spend half of it on your
2ody, your skin will immediately become fair/ | always tell people/ any governor who
takes up power and begins to become fair/ it is not food, it is not wine, rest of mind/
are you living large?/ Line 19- look at your voice, are you living large/ it sounds like
the voice of someone whom men have frustrated/ today which is valentine’s day, you
don’t even have a sugar daddy/ no young boy, no body/ you came alone, paying for
yourself]
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In Excerpt 45, | Go Dye deals with a number of heckles which are directed at
him. Lines 2, 3, 6 and 17 indicate points where hecklers interject his performance. The
hecklers challenge his institutional authority as the comedian, and also reshape his
plan for the joke narration as he has to react to each heckle professionally by directing
teasing acts to the hecklers. In lines 2 and 3, members of the audience might hate
directed abusive statements at him. In line 3 particularly, there were several he «&ass
speaking at the same time and they make the venue become noisy. Becayaa, seveia!
individuals in the audience were talking to the comedian at the same (¢, te
comedian could not continue with his performance as he has plianed. " Vit their
hecklings, the audience interrupts the comedian’s performanne. In Linds 4-5, the
comedian deliberately uses the abusive label, “mumu” (stupid) tc reter 0 the hecklers
who have interrupted his narration.

When an individual, finally, makes his/her “oiccyiiear enough for the
comedian to pick out what s/he says (line 6), t*.ec comediar retorts with verbal attack
on the heckler by using the abusive term- “s:aur v ther”. The utterance in line 6 is an
interrogative. Its proposition is a request | irected ‘0 mock the stand-up comedian, who
is asked to confirm if he has been te¢ning hisw'«<n colour. Toning of skin is not always
appreciated by every member of"isa, !t ligerian society. Given that not everybody in the
audience would have apprgcictad it if the comedian is actually toning his skin; the
comedian sees this heckle™s an avack on his personality. Rather than accepting that
he was actually tonii a_biasskiry; the comedian accepted that the colour of his skin is
changing, not b7cau. 2 he isf.oning his skin, but because he has become very rich (lines
8-12). Thesmpliec,oremise of his proposition is that he is not toning his skin but
because®e 1. 1ch, his skin is changing colour to reflect the change of his social status.
In kee 13, .he directs the same implied premise to the heckler. In line 17, another
heci'e was directed at him. This time around, the overt proposition of the heckle
cha'lenges the implied propositions which he has given in lines 8-16, which suggest
that he, as a comedian, is a rich man and is comparable to a governor. Line 17
functions like an echoic irony which is used sarcastically. In return, the comedian
directed a verbal abuse at the heckler (lines 18-22). To achieve this, the comedian
makes manifest a background assumption- that the lady in the audience who heckled
should have attended the performance with her boyfriend since the event was taking
place on valentine day. The comedian cut-down the heckler by making overt his

observation- that the lady is alone with no male accompanying her. The propositions
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of the comedian’s reply reveal that the lady is alone because she has not been
successful with getting a male to be her boyfriend.

| Go Dye’s replies, which are targeted at the hecklers, are teasing acts. They
are teasing acts because they function as a means to cut down unnecessary
interference from the audience. Each of the replies to the hecklings is primarily a pet-
down that serves as a way of ridiculing the participant in the audience whe ene
challenged the institutional authority of the comedian. With each of the teasing ac
the comedian turns humour on the hecklers and foregrounds himself as a prcessional

humourist.

6.2.5 Appraisal acts in stand-up comedy performances

Another humour act found in the Nigerian stand-¢0 cc »ady nerformance is the
appraisal act. It is termed appraisal because it is usecyby resstand-up comedian to
examine actions or inactions of participants-in-t'ie-joke anc the social situations from
which they have derived their jokes. The purvievi‘of this act is to criticise, satirise or
praise whatever the focus of the comefian is. To achieve this aim, the comedian
emphasises what is to be appraised, by foiaarainding it. It could be inconsistencies
like asocial attitudes or behawiaurt in a person’s or social group’s action. The
comedian presents to the axcience, prepositions that show illogicality of what s/he
wants to appraise. In thesy instariyes, the comedians give evidences of how socially
incongruous the parti :ipant-in-the-joke is. Here, the main source of humour lies in the
comedian’s skill«o iace, idzatify and foreground who or what is being appraised.

In apgraisi q acts, comedians present their target in a manner which is strange
to the audicnce. The manner of presenting what the comedians want to appraise
(tarmet) bucomes a means of evaluating it, such that the audience can view the
cot.edians “iarget as receiving praise or criticism. With appraisal acts, stand-up
comedians’ socio-cultural functions are recognised. From their comic lens, stand-up
comedians make their audiences to see what or who they are appraising as below the
socially accepted average and their collective expectation, therefore, as needing a
change or reform.

The use of appraisal acts is common in Nigerian stand-up comedy. Most of the
time, when comedians identify a popular event as the activity-in-the-joke, a public

individual like popular pastors, political office holders, musician or actors as the butt
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of their jokes and frame their joking stories around such individual or events, their
goal is to initiate appraisal acts.

It is important to differentiate appraisal acts from other related acts which are
teasing acts and the two types of informing acts. The primary difference between these
acts is that in appraisal acts, the goal of the comedian is to direct humour at somecie
who is not necessary part of the participants-of-the-joke. In teasing acts ste cwun
comedians target a member of the audience who had challenged their izatitutioria!
roles through heckling while in informing acts, stand-up comedians®.isentiry
themselves as the focal point of the humour in their narrations. How aver, 11 appraisal
acts, the comedians’ primary goal is to focus on people who aremaat paruzizfants of the
joking event but who are participants-in-the-joke.

Mimicry acts in the performances readily fall uiiler /icicacegory of appraisal
acts. When mimicry is considered as a humour strategy it te''< under the category of
distorting knowledge of people. However, it is<un appraisai act in that the comedians
identify the target and present him/her in tha,con. xt of stand-up performance so that
he/she will be appraised. The appraisal ¢ )mes tt ‘ough shared laughter and it may be
an instance of praising or criticisin® the ta.gal. Excerpts 46 and 47 below illustrate

appraisal acts.

[Excerpt 46, Princewill]

Today Nigeria is 50, uassinfalse? (P)

Audience- true

Now wetin we acyCercarate for this country

You ask y<urse'f? (L)ybecause noting dey (p)

And | de ralv.ays sey tell people we have the solution 5
Buteae no dey implement am, ask me how (P)

Addience ™ ly- how?

w'ow, pood, look at America, check their past presidents

The = names too fine for the country to fail! (AL, CL)

The name is just too fine, they cannot fail 10
Listen to names like

(slower and in Standard English) Bill Clinton, George Bush, Barack Obama

How they wan take fail?

(faster) But when you come to Nigeria here the name be like failure

The name wowo past the state of the country, 15
You dey hear name like (forcefully) General! Sani!! Abacha!! (P) (AL)

You don hear that one, you go hear
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Buhari!! (AL) Olusegun!! Obasanjo!! (AL)

It is frustrating (P) (Intensified AL)

No be only president o, everything about them 20
Check when there was racism in America,

check the person that fought for them

Martin Luther King! Why him dream no go come to pass. Fine name

But when you come to Nigeria, you go hear name like

(forcefully) Ojukwu! Why fight! No go dey!? 25
People need to die! because the name be like fight!!

Asari Dokubo!! (P) (AL)

[Line 3- what are we celebrating in this country/ you should ask :oursei’ because
there is nothing/ and | do always tell people we have the so'ution/ iit4ve do not
implement it, ask me how/ Line 9- their names are too goci tt wthe country to
fail/Line 13- how will they fail/ but when you come to Niycria he e the names sound
like failure/ the names are uglier than the state of the couriive"yo. will hear names like
General Sani Abacha/ when you have heard that one, ycit wii,'iear/ Buhari, Olusegun
Obasanjo/ Line 20- not only the presidents, exerything ¢hout them/Line 23- Why
would his dream not come to pass. Fine name/ uts.vhen you come to Nigeria you go
hear name like/ Ojukwu, why won’t thers®ue Fighwy/ People will have to die because
the names sound like fights]

In Excerpt 46, apart f=am prompting his acts through the propositions
expressed in the narrationss 2e comeu.an also makes use of a peculiar method of
delivery. In his narratiofi;yhe aacnts two styles. In the first one, he makes use of
Standard Nigerian [ nglish cronunciation while he mentions the names of the
American politisai . ‘gures £ine 12). He also reduces the rate of his speech. However
while mentiZning he riames of Nigerian political figures (Lines 14-18), he uses a
faster sprecadate. The adoption of different speech delivery rates in the narration is
significanc for 1e achievement of the aim in the narration, inviting the audience to
appraise e Nigerian political leaders. He adopts different styles, using the high style
foathe “American leaders and low style for the Nigerian leaders, so as to distort the
audience representation of the Nigerian leaders and affirm a collective belief that one
of the problems Nigeria is encountering is lack of good leadership.

Princewill begins with eliciting acts in lines 1-7. The eliciting acts are
employed by the comedians to affirm that he and the audience share the same
assumption about the low level of development in Nigeria. The comedian uses this
assumption to set-up the appraisal acts he wants to perform with the joke. Having

affirmed that the audience share the same assumption with him, he draws another
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assumption from the SCK, the cultural belief that the name of a person determines the
person’s attainment of success in life, to foreground the implied import of the
stylization he uses to mention the names of Nigerian political leaders.

What the comedian is doing is that he is appraising Nigerian leaders. With his
stylization, he criticises them as bad leaders who have not improved the state of tie
country. To achieve criticising the leaders, he presents the key assumption th tihe
Nigerian leaders are bad leaders because of their names, and the target assugation trigt
Nigeria is an undeveloped country because she has not had good leaders.

[Excerpt 47, Youngest Landlord]

| thank God for comedy

My bros, | Go Dye wey package me

| beg make una clap for 1 Go Dye and Opa Williams aii#Ali 3aba in the building
(AC)

Clap for them (AC)

Na them package me come make me dress like rizariuary attendant (AL) 5

[Translation: Line 2- my boss, | Go Dye, who cc tumed me/ please clap for | Go Dye
and Opa Williams and Ali Baba in.the bu:'ding, they costumed me and made me to
dress like this, like a mortuary attenc :nt]

Like Princewill in Zxcurot 46, Youngest Landlord in Excerpt 47 presents an
appraisal act to the audienca. He 1scuses on the demands of his profession, stand-up
comedy performance  H'e"hegins by presenting the proposition- being grateful for
stand-up comec'v. T ien hasidentifies some major players in the trade: | Go Dye, Opa
Williams and Ali“2aba, and the demands they have placed on him to be properly
dressed “vhii performing. With these, he makes manifest that stand-up comedy is a
stariiard profession and that stand-up comedians are professionals whose trade
demands that they should be well-dressed. To make explicit his appraisal act, he
cornares the way he is dressed with that of a mortuary attendant. He presents to the
audience the premise that he is properly dressed for the performance while his implied
premise is that he has been made to dress too formal for the act of stand-up comedy.

It is possible to argue that Excerpt 47 is an instance of informing self-
denigrating act since it is a joke about how the comedian is dressed. However, the goal
of the comedian is not to talk about himself, but about the major players in Nigerian

stand-up comedy who demands that comedy is a serious business and should not be
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approached shabbily. This is why he gives the proposition that the major players in
Nigerian stand-up comedy are the ones who costumed him.

The deliberate manner in which the comedians initiate appraisal acts in these
instances is to bring, implicitly, to the audiences’ awareness that which is being
appraised. Through the strategies of activating background assumptions, and usiag
two opposing premises- the target assumption and key assumption, the com? ians
make the audience (in the context-of-the-joke) to see that the persons,auents, o
actions identified in their jokes (context-in-the-joke) are being appraisea .ir" their
performances. In each instance, the comedian invites the audier’:e to jJoin“in the
appraisal and to show that the audiences share his point ofasiew, LV give their

affiliative response.
6.2.6 Reinforcement acts in stand-up comedy partc.ma:.ces

Reinforcement acts are used to streng*'ien snecific assumptions that could be
deduced from the propositional content of st&-up somedians’ contextualisation cues.
It reinforces assumptions from context-1-the-jc ce. In addition, a reinforcement act
comes into play when another act‘as beeri performed, and the comedian wants to
expand the success of such asts. "% 2y, therefore, primarily function in association
with other acts. Reinforceiieriyacts do not have their own independent occurrence
since they are employed byistand-up comedians to strengthen or buttress an initially
initiated act.

When<:n irstantisied act brings up affiliative responses, stand-up comedians
expand on4ile succass by presenting more punchlines which are connected to the set-
up of the suc essfil joke. They do this when they realise that the audience have got
the Lramiscs needed for humour from their narrations. Apart from the joke utterance,
aesturas like pointing, gawking and hand movement are instances of reinforcement
act.“They constitute reinforcement acts because they are used in support of the joke

‘tterance.

[Excerpt 48, Buchi]

Young man how are you? (P)

It is well (P) (AL)

Forget about your condition (P)(AL)

Militants will not see you this year (P)(AL)

They will not kidnap you, you will kidnap them (P)(AL)
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Your enemies are fallen already

In Excerpt 48, the comedian reinforces the proposition in line 2 in lines 3-6. In
the extract, the stand-up comedian creates an illusion of segregated audience by
directing an eliciting act to a member of the audience, whom he has pointed out as
target of the humour. In the extract, the comedian uses a style of presentation that thc
audience will easily adduce to the Nigerian Christian clergies. One of the reasonsuvny
the audience find the lines in the extract funny is that they are able to"re.ot2 the
comedian’s presentation with what would have been presented by a s'cuav, <d they
find that in this instance, the comedian is not actually sermonising Lot usine the style
in a burlesque manner. In his stylization, Buchi puns on the stylcs ¢&Nige..an clergies.
To the audience, such style is not ‘appropriate’, given thathe cc ‘aedian deliberately
adopts a style commonly adduced to pastors. The reinforceadent ¢ cts come into play in
lines 3-5, in which the propositions are supportive of the proposition in line 2. In line
2, the comedian directed a cliché, “it is weli",, wkich is got from the discourse of
interactants who are adherents of Christia:iity. The tmplicated premise of the cliché is
that the addressee will find her/his cond.iions p!2asant. From line 3, still keeping to
clergy’s mannerism of preaching, iye comedian begins to dish out utterances with
propositions that support the #ne Ir e cliché by telling the individual to forget his
condition. In lines 4 and 5, he (=liberately created an incongruous situation with his
utterance by saying that the “adividual will not be kidnapped by militants, rather, the
individual will Kkidnag.™wme militants. Lines 3-5, are adopted by the comedian to

reinforce the prcnos “an i line 2.

[Excerpt49,7unnvhones]

Axd 1t ncople

Somakind, natural things, as God dey create am

Na'manne get for mind,

Somie things are masculine in nature

vi‘omen no suppose get am, e.g. snoring (P) (AL) 5
If you see girl wey dey snore, slap am (P) (AL)

It is, highly, gi...da..didalibitating (P) (AL)

How can you snore like that and on top that

Women their snore get backup (P) (AL)

You go hear (p) (made a sound like a snore then whistle) (intensified AL) 10
Wetin? Snoring!!!

Second thing! Pot! Belle!
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Woman no suppose get pot belle!

Pot belle is a celebration of man’s foolishness (P) (AL)

Na na him make girls dey tuck belle in 15
From Nupe go Maitama (gesticulates sucking in the stomach and walks across the
stage) (AL)

You will die! (P) (AL)

Now some things too dey feminine

Man no suppose dey do am

To dey eye person, na gift wey God give women! 20
Dey do am as in freely (gesticulate eyeing) (AL)

Man no suppose dey do am

Na him one boy, him friends insult am

“you dey mad?”

He go do am eye start to dey turn am (AL) 25
| dey mad, | dey mad you ma (gesticulates eyeing) (AL)

He no see again.

[Translation: Line 2- some natural things, as G4d was creciing them/ he meant them
for man/Line 5- women are not supposed to hava.tiiem, e.g. snoring/ if you see a girl
who snores, slap her/ it is highly disgustng/ 20w =an you snore like that, besides/
women’s snore is in stages/ you will hear/ v hat? Snoring/ the second thing is
potbelly/ women are not supposed to have puthiily/ potbelly is a celebration of man’s
foolishness/ that is why girls do.tuci  their belly in/ form Nupe to Maitama/ you will
die/ Now some things too ars” femini2/ men are not supposed to do them/ to eye a
person, is a gift which God<ias siven women/ to freely do/ men are not supposed to do
it/ there was one boy whosu frienasinsulted him/ are you mad/ he started doing it, his
started feeling dizzy/{i am mac,| am mad/ then he could not see again]

Funnybgiies adopts” gender categorisation of people as the background
assumption<or cor.ztructing his joke in Excerpt 49. He begins by making reference to
gender ¢ fferiaces Hased on the stereotypical belief that since males are different from
females, tii2re are certain things which are primarily meant for females which males
muss,.not pussess, and there are certain things which are meant for males which
feriales 'must not possess. This stereotyping, a collective assumption from the SCK,
was reinforced for humorous effects in the extract by the comedian.

The audience, having identified the manifested status of the stereotypic
assumption, realise that it is got from their collective cultural background. Given their
institutionalised relationship with the comedian, the audience wait to see how the
comedian will use the stereotypic categorisation. The comedian on his own part builds
on this background and starts presenting features that are culturally taken as

exclusively meant for specific genders: Snoring (it is culturally assumed that it is
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improper for a female to snore), potbelly (it is culturally assumed that potbelly is a
body feature of men) and eyeing (which is commonly taken as a female act). The
comedian does not only mention these features as belonging to particular genders, he
also illustrates them by exemplifying and gesticulating them. The mention of the
features and their illustrations with gesticulations by the comedian are instances @ f
reinforcement acts. They are used to reinforce the initial stereotypical belief ¢ =tha

gender differences between males and females.

6.3 Summary

In this chapter, the humour acts found in Nigerian stand.tio con.adyv/nave been

identified and analysed. The next chapter is the concluding chapt.r o ts study.
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CHAPTER SEVEN
CONCLUSION AND RECOMMENDATIONS

7.0  Introduction
This chapter is the concluding section of this study. It presents the summary of
the previous chapters, the findings of this study and recommendations for future

studies.
7.1  Summary of the study

In this study, the joking stories of selected Nigerian stand-up camelians have
been analysed. The first chapter gives the general introductionsw “the study. In
particular, it presents history of Nigerian stand-up com{dy 7 a¢,orvides information
on the objectives of this study. The second chapter reseris«1 synthesis of related
studies to this research. It reviews studies on_wumour, jores and stand-up comedy.
Chapter two also presents the theoretical orientc:on adopted in this study. Chapter
three focuses on the methods of data coll¢ ction ai d analysis.

The analyses of the sampledsperforiiianats begin in chapter four. Chapter four
caters for the analysis of the narmtive aspects of the performances. In chapter five, the
humour strategies found in t.ciselected comedians’ routines are analysed.

The last chapter 0i:the anaiy/sis, chapter six, demonstrates how, when situated
in the affordances of the cantoxt-of-the-joke, the stand-up comedians’ joking stories
constitute humei a ts. Chaiter six presents and exemplifies the humour acts found in

the sampledsserfo. nances.

7.2  Foadingssind contributions to knowledge

“he fonowing are the findings of this study:

Nigerian stand-up comedians adopt two types of voices in their routines.

Selected comedians strategically adopt voicing to articulate the comic voice
and the participant-in-the-joke voice. They achieve the realisation of different
voices, primarily, through code switching, reported speech and mimicry.
Voicing is a deliberate act adopted by stand-up comedians to distance

themselves from the actions and utterances of the participants-in-the-joke.

191



Nigerian stand-up comedians use two contexts in their performances.
In the performance of jokes, Nigerian stand-up comedians utilise context-of-
the-joke and context-in-the-joke. The context-of-the-joke is the interactional
context of stand-up comedy and it is grounded in the common ground that
exists between the comedians and their audience. The context-in-the-jole,
which is dynamic, refers to the situation that is reported in the routines® et
changes as stand-up comedians move from one joke to another.
Nigerian stand-up comedians may keep to or manipuiits tne
conversational structure of the stand-up interaction.
Some comedians present their jokes by manipulating the. perfoimaiice space.
They walk out of the stage and move into the audience are.
Nigerian stand-up comedians are very creative.
In a single routine, comedians may present seve:al joinig stories. Each joking
story maybe embedded with more tharnone strategy. For instance, mimicry,
which is primarily a form of distortirz,col <tive representation of people, also
entails reference to previous ¢ scourst: outside the context of stand-up
performance.
Nigerian stand-up coricetias mirror their society and culture in their
performances.
Nigerian stand-up wamediais consciously construct their jokes around social
and political " ssuamin the country. They use their humour to correct social
vices.
Niggi1an siand-up comedians bring in their individual styles into their
arfcimanses
Altrough they all employ the same humorous strategies and initiate the same
humour acts, they employ different joking stories to achieve these. Their use of
physical acts also differs. The differences found in their performances are
motivated by their individual styles.
The humour acts model has implications for pragmatic analysis of jokes.
A pragmatic analysis of jokes in interactions should show how the context-in-
the-joke relates with context-of-the-joke. It should also identify the
significance of humour in the context of its use.

In addition, by placing context-of-the-joke within encyclopaedic

knowledge, the model presupposes that joking exchanges take place within the
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frame of non-humorous communication. The implication of this is that the
distinction between NBF and BF modes of communication may not be needed
since the same cognitive mechanism is used for interpreting humour and non-
humorous utterances. In analysing humour, what is important is not
distinguishing the mode of communication but recognising the intentions & f

the users of humour.

7.3 Suggestions for future studies

As a descriptive study, this research only analysed the pragmatic aspocts of
Nigerian stand-up comedy. It does not cover all the linguistic_aspecis ¢ stand-up
performance. Also, it is limited to selected routines. The fC'lov.iiig suggestions,
therefore, are given for future studies.

As observed above, that the individual style®af camsdians comes to play
during their performances, there is a need for ctner studieto explore, and probably
compare and contrast, how different stand-un cor.i“dians employ the strategies as well
as initiate the acts that have been idetified 'n tnis study. For instance, how a
comedian, say Basketmout or Bavi, reclises” the commencement act could be
examined in different performaaces. Also, the favoured strategy employed by each
Nigerian stand-up comedian/_an be ideriified through a quantitative study.

Apart from appijing pusely pragmatics approach to stand-up comedy
performance, other I nguistic «nproaches could be adopted in future studies. Future
researchers couls e, nlore how social indices such as age group, gender and ethnicity
influence the jor’. periormance in Nigerian stand-up comedy. Likewise, future
researchars wauld explore how Nigerian stand-up comedians use their monologues to
reflect the 2 inaices.

Furc.ermore, this study has presented a model for analysing humour in the
coatextof use. It is suggested that the model should be adopted for analysing humour

in other interactional contexts.
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