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ABSTRACT

Grice,(1975) posited a theory of conVersation.in’which'
speakers are assumed to cooperate with each other. 1In order
to do this, they‘are‘said to follow four maxims: the Maxim
of Quantity (be informative), thé‘Maxim of Quality (be
‘truthful), the Maxim 5f Relation (be‘relevant); and the‘
Maxim of Manner (be clear). - When speakers violate one or
more of these Maxims, an implicature is created, and the
hearer must work out the méaning, fIf;rfor example, a man
asks me for directions‘and I reply, fDo I lodk like I live
here?”, T violaté the Maéiﬁibeelation and creaté_an
implicaturé. vThe man‘musﬁiinterpreﬁiﬁy response to mean’
that I do not want to‘give hiﬁ diractions;

ConversationalvimplicatureVhas béeh used to account for
humor (Doiitsky, 1992):and‘in particUiar thelgenres of jokes
(Yamaguchi, 1988) and»wit (Hunter, 1983). However,‘the
genre of situation‘comédy has thus far not been éxplored in
the pragmatics literature. Is the humor in situation
comedies purely situational or does there exist some part of
it which comes from conversational implicature? In this
thesis, I intend first to investigate what part of the humor
in sitcbms may be attributed to violations of Grice’s Maxims
and second, to possibly amend the list of established

motivations for using implicature. At present, there are
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three motivations‘fervusing implicaturei the Politeness
Principle (BreWn and Levineon, 1987; Leech; 1983); the Self-
Interest Principle!(Cnen, i993);'and‘tnefExpressiveness
Principle‘(Chen; 1993)} ‘in'othernworés, these scholars
argue tnat peepleiuse'implieatnredtoineinolite, to protect
their own intereets, and te eﬁpress themselves figuratively.
Yet, if at least some of the humor in»situation comedy
inVolves implicature, these three Principles may not be
enough to explain the motivations of imﬁlicature which
results in hnmor., Thus I propose to investigate the
possible exietence of this other reason to use implicature
with its effect of eliciting laughter. This motivation I‘
propose as the'Hqur Principle.

In chapter 1, I will present Grice’s theory of
conversational implicature and discuss its use as a tool for
| explaining humor. In chapter 2, I will review some of the
basic schools of thought regarding humor theory and place
Grieefs theory within one of the frameworks. In chapter 3,
I Will explain how I identified the humor events within a
situation comedy, Friends, and show evidence of the humorous
violation of Grice’s Maxims within it. I will also discuss
B what evidence I found regarding the existence of a Humor
Principle. 1In chapter 4,>I will discussvthe problems that I

had with identifying the sources of humor, make some general
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observations about my data, and point to areas of further

research.



To my father, in memoriam,

who is there when I laugh
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CHAPTER 1 - CONVERSATIONAL IMPLICATURE

In his article, “Logic and Conversation,” philosopher
H. P. Grice posited a theory of copversation in which he
argued that participants in a talk exchange recognize the
purpose or direction of the conversation and thus choose or
reject certain conversational moves based upon the
suitability ofbsaid moves at any stage in the conversation.
Grice baptizedvthis tendency of participants to work
together under the'constraintS‘of a convereational purpose
the Cooperative Principle. Specifically, he wrote that
participants would be expected to observe the CP as follows:

Make your conversational contribution such as is

required, at the stage at which it occurs by the

accepted purpose or direction of the talk exchange

in which you are engaged. (45)

Working from this premise that participants in a
conversation cooperate, Grice then elaborated certain rules
~or maxims which the‘participants woﬁld fcllow iﬁ order to be
cooperative. The‘maxims fall ipto‘fcﬁr categories:
Quantity, Quality, Relation,‘and‘Maﬁner.”plhe details of
each category are as follcwe; . |
Quantity |

1) Make your contribution as informative as

required (for the current purposes of the



talk e%change).'

2) Do mnot maké your contribution more

vinformative'than is réquifed.

Grice comméntéd'that a transgression of the second
'maxim of‘quaﬁtity ¢ould at times simply beva waste of time
and'nbt a true transgreésion-of the Coopefati?e Princible br
tﬁat it couid»alSo be misleading, as the hearers of excess
inforﬁationbmight think that fhe speakers Were intending to

‘make some point'With it.

Quality - Try_to make your contribution one that is true.

1) Do not say what you believe to be-false.
2) Do not say that for which you lack adequate

evidenbe.v
4 _RelationW— Be relevant.

Manner - Be perspicuous.

1) Avoid obscurity'of expression.
2) Avoid‘ambiguity.

‘ 3) Be brief-(aVoid Unnécessary érolixity).
4) Be orderly.

‘ While it is expected that participants in a
conversation follow the Coopéfative Principle and the
maxims, Grice states thatffhiédees not always occur and

that in fact participantsihévé‘deftainfchoices that they may



make in regard to Subscribing to these rules. fAlpafticipant,
" has fdur optiOﬁs:

1) He may violat¢ a maxim and-thereby possibly
mislead the hearéf; |

2) He may opt but'of thé conversation, that is
‘hé may refﬁsé tb féllow both the maxims and
the Coéperativé‘?rinéiplé;

3) He may be faced'with‘é’clash in which he is
unable to fﬁ}fiil the'réquirements of one of‘
more‘maXimsAWithaﬁf,breaking the‘réquirements
of another_ér éﬁﬁéréf.v  ” "‘ |

4) He manylout Sf“biafaﬁﬁly.fail to fﬁlfill a
maXim. Wheﬁ?a pér$Qn‘fl¢uts aﬁmégim, his
audience musévrééliiéAthét it is not‘for any
of the abdvé fhfée_féasdﬁs'and‘that:the
speakef is still féllowing the‘Cooperative
Prihciple}i Such:a,situation gives rise to a
conversational implicaturé whereby a speaker
imbues,é’épeCial‘meaning to his utterance
thaf is different'from the literal meaning‘of 
the words stated. |

Grice diffefentiated conversational implicature from

convéntional implicature in that conventionai implicatures

depend upon the literal meaning of the words uttered to



determine what is implied, whereas in conversational
impiicature this is not the case. Grice illustrated the
concept of conventional implicature\with the example, “He 1is
an Englishman; he is, therefore, brave” (44). He assertéd
that in this utterance it is implied that the person’s being
brave stems from the‘fact that he is an Englishman. A
conversational implicature, on the other hand, is not bound
by thé literal meaning of the utterance. Grice gave the
following example to illustrate conversational implicature:

A and B are talking about a mutual friend, C, who

'is working in a bank. A asks B how C is getting

on iﬁ his job, and B replies, ‘Oh quite wéll, I

think: he likes his colléagues, and he hasn’t been

to prison yet.’ (43)
Grice noted that at this pdint; any number of possible
implicatures are possible. It may be that C may be the kind
of person likely to steal, givén the nature of his job, or
thét C’s colleagﬁes are treacherous peéple, etc. It can be
said, however, that the implied:meaning, whatever it may be,
is distinct from the,litera; meaning of the words used.

Very often the méaning of implicaturés like the one
above is not clear without:a knéwledge of the context in
which they take place. Grice used the following example to

illustrate the importance of context: “He is in the grip of



~

a vice” (44).C Given that the hearer‘had a knowledge of the
English language and no knowledge of the context in which
this statement was uttered, he would still know something
about what the speaker had said, baéed upon a literal
interpretation of what he had heard. That is, he would
think that at the time of utterance, a méle person or animal
X has a particular body part Y caught in some type of tool
or instrument Z, or that X had a bad character trait that he
was unable to correct. However, in order to fully
understand what the speaker had said, the hearer would have
to know: 1) who or what X is; 2) the time of the utterance;

and 3) which of the above two meanings of “he’s in the grip

of a vice” holds at the particular time of the utterance.

In order for a speaker to say some proposition, p, and
conversationally implicate some other pfoposition, g, there
must exist the conditions that 1) he is preéumed to be
following the conversational maxims, or at least the
Cooperative Principle; 2) he must suppose that g is reduired
so that his saying p is coﬁsistent'with the above
presumption; and 3) the speaker thinks (ahd'expects the
hearer to think that the speaker thinks) the hearer can
understand what is required and to work out the meaning of
2. érice illustrated this process using his already

mentioned example of A and B talking about their friend C,



who works in é bank. B’s remark that C had not yet been to
prison might be’worked out by A (in the appropriate setting)
‘as followsi

‘Kl) B has apparently violated the maxim ‘Be

relevant’ and so may be regarded as haVing flouted

one of the maxims conjoining perspecuity, yet I

have no reason to suppose that he is opting out

from the operation of the CP; (2) given the

circumstances,>I can regard his irrelevance as

only apparent if, and only if, I suppose him to

think that'C is potentially‘dishonesti (3) B knows

that I am capable of working out step (2). So B

implicates that C is potentially dishonest.’ (50)

Grice argued that conversational implicatures had three
basic characteriétics. The first feature is cancelability.
In other words, conversational implicatures may be canceled
or negated, as in the following example:

A: Am I fa£?

B: You have been eating a lot recently.

A: So you think I'm fat.

B: No, that’s not what I meant.
Here we see that A takes B’s first response to be an
implicature that A is fat; Whether B meant it as such or

not, A challenges B based on A’s interpretation of B’s



utterance. B then denies this meaning, theréby canceling
the implicature and.ifs‘atténdant offense.

The seCQnd’feature of CI is that‘Qf-nonfdétachability.
That is, by ceteris paribus one may change certain surface-
lével features of the utteraﬂce without detaching the
impli¢ature so long as the Sémantids of‘the‘ﬁtterance are
ﬁot changed. To illustrate'thié concept, considervA; a man,
whovis‘haviﬁg dinner in a‘resféurént Wifh}B, his girifriend.
VA notes hiS‘girlfriend'fIifting With:thé waiter énd voices
his dispieasure withlthé ébﬁméntk¢§i{m sQr£y,>I didn’t know
your boyfiieﬁd worked herg;ﬂllA‘cQuld‘have made any number
of other utterances and éfiil.ha&e;iﬁplied thé same thing.
For examplé, “Who’é y@@# boyfriend,,mé §£ him?” of “Perhéps
I could leave»you alOne wi£h'ydurbbdfffiend”vor some other
remark along the saﬁe~Vein'¢an be séia?Wifhbut detaching the
implicature. | |

The third aspect of CI ié calculability. An
‘ implicafure must be worked out by the hearer and thé proééss
by whiCh this occurs can be seen in Grice’s example of B’'s
A remérk that C hadn’t been to prison yet.

In addition to his discussion of particularized
implicatures, Grice included cases in which no méxims>were
vioiated, maxims wéfe violated due -to the suppoéed clash

with another maxim, and maxims were exploited to produce



figures of speech. In his treatment of the figures of
speech, he elaborated on how the maxims could be flouted to
produce irony,‘metaphor, meiosis, and hyperbole.

Although Gfice never elaborated on how humor might be
produced through violations of the Maxims, it may be done.
In “Aspects of the unsaid in humor,” Dolitsky_notes the
importance of the unspoken word in humor. According to her,
“the place where unsaid communication takes place...[is] the
point in the joke where its ‘funniness’ resides” (1992, 33).
Ip other words, humor includes a pragmatic component that
utilizes implicature as its means. She states that there
are two main aspects of the unsaid in humor. The first is
what Dolitsky calls “the speech act of humor,” which is a
kind of step-brother to Searle’s (1975) notion of indirect
speech acts. Entailed in thié idea of a humorous speech act
is the understanding that languagé use is pragmatically
based so that rules for felicitous communication control the
choice and interprefation of the said such that the unsaid
may be expressed. The second aspect}of tﬁe unsaid in humor
regards the quality‘that humof has of breaking societal
rules. Dolitsky obSefves.that.mémbers’bf a society have
internalized a set of rules governing their behavior, both
verbal and physicai, and théﬁ humor may also come from the

breaking of these rules.



Other scholars have observed that humor does indeed
break Grice’s maxims. Raskin (1985) has proposed a script—
based theory of humor in which the Gricean maxims are
broken, but he alsolargues that jokes constitute a non-
bonafide mode of communication in which hearers do not
expect true information to be conveyed. As such, humor is
then a somewhat uncooperative act in terms of Grice’s CP.
Yamaguchi (1988) also has noted the violation of maxims in
jokes, but he takes the position that the narrator of the
joke is guiltless of such transgressions. Instead, he
proposes the “Character-did-it” hypothesis in which it is
the characters within the joke who violate the maxims.

Grice’s theory of conversation has also been applied to
cases of wit. Hunter (1983) in “On Misapplying the Maxims:
A Gricean Look at Wit,” takes the view that witticisms oecur
when Grice’s maxims are uncooperatively aﬁd deliberately
applied by the hearer to piomote misunde;standing. For
‘example, when a speaker makes an implicature, instead of
working out the intended meaning of the speaker, the
respondent (Hunter’s term for such an uncooperative hearer)
might “assume” that the speaker ie not following all>of the
conversational maxims; take the statement literally,‘and
make a witty remark‘that exploits the figurative/literal

ambiguity in the intended and interpreted meaning.



Although no one has, as yet, analyzed a situation
comedy in terms of pragmatically based humor, Koln (1994)
has undertaken a study of a playwright’s wit in “Comedy and
Menace: A Gricean Look at the Dialogue in Joe Orton’s Loot.”
In this study, Koln examines Orton’s particular style of
humor and shows him to have violated Grice’s maxims of
Quality, Quantity, Relation, and Manner to humorous effect.

Humor is often regarded as either being intentional dr
unintentional. The obvious case of intentional humor is, of
course, the formal telling of jokes while unintentional
humor may result from anything from a slip of the tongue to
a case of mistaken identity. Still, humor cannot all come
into being accidentaliy, nor do people always preface a
funny utterance with “I’'m gonna fell you a joke.” Therefore
there must be cases of humor in conversation that exist
outside of these specific types. It has been shown that
~humor in jokes may come from the violation of Grice’s
maxims. However, to use implicature a character or person
must often be prdperly motivated to do so. Previously
established motivations for violating Grice’s conversational
maxims are the Politeness Principle, the Self-Interest
Principle, and the Expressiveness Principle (Bfown and
Levinson, 1987 and Leech, 1983; Chen, 1993; Chen, 1993).

The exact details of the Politeness Principle differ

10



among researchers. Leechb(1983) describeé it as
“...maintain[ing] the social equilibrium and‘the friendly
relations which enable ué to assume that our interlocutors
vare being cooperativ in the first place” (82).
‘Alternatively, Brown and Levinson (1987) assért that:

...politeness, like formal diplomatic protocol

(fof which it must surely be the model) ,

presupposes that.potential fér aggression as it

seeks to disarm it, énd makes bossible

communication betwéeﬁ;poteﬁtiéiiy éggfessive

parties. (l) |
As it may‘bé seen in‘the:ébove qﬁotations, thé function of
the Politeness Prinéiple is fo promote_dr'maintain social
harmony. A person motivated by the Politeness Principle
would tailor what and/or héw something ié said to the
parficulars of a situatioh in order to appear polite. For
egample, if é person is asked what he or she thinks of a
performing artist’s new musical album, and'the persoﬁ
replies; “Sometimes it’s hard to»appreciate_the‘work of a
genius,”vthen that person’s negative-opinion of the reéént
aibuﬁ can be conveyed through conversational impliéature;
By not directly stating this opinion, the person appears
polite, even to the artist, whom the person may or may not

personally know; and if pressed further, the person might,
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in the interests of politeness, respond with (a lie), “I
don’t understand:it” instead of that person’s true opinion,
“I don’t like it.”

Bfowﬁ and Levinson (1987) suggest that people follow an
actual politeness strategy because:

[iln géneral, pebple cooperate (and assume each

other’svcooperation) in maintaining face in

interaction, such ;ooperation'being based on the

mutual vulnerability of face. That is, normally E

’everyoné;s face depends 6n everyone else’s being

maintained, and‘since people can be expected to

- defend their faces if threatened, and in defending

theif own to threaten others’ faces, it is in

general in every participant’s best interest to

maintain each others’ faée....(61)
In'following a politeness'strétegy,:speakers undertake
politeness work to maintain the_fa¢e,of thbsé against whom a
~potentially face—threatenihg’act_is.committed. Face has tWo
aspects, positive and negatiﬁé} ?Thé‘former concerns a
“person’s self¥respect'or‘self-imagé, and the latter concerns
a person’s autonomy. .Genefaliy spééking, positive face is
to‘be prométed, whi;é negatiVé fé¢e is to ‘be minimized.
Brown and Levinsdn (1987) propose the following framework

for performing a potentially face-threatening act, with the
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first option being the most face;threatening and the last
being the least:' 
(l)t Bald,én:redord— say the FTA clearly;
directly, and conqiseiy;
(2) Positive politehess—‘use strategies designed
-to redress the addreéseé's positive face
wants;
(3) Negative politeness4 usebstrategies designed
to rédress the addressee’s negative face
wants; ‘
(4) Off-record— say the FTA in.a way that is
ambiguous so that'the‘speaker cannot be held
to oné intent (i.é,’use implicature); or
(5) Withhqld»thé FTA. | o
By use of these‘strategies; pafticipants ﬁay'éhoose the
amount of face hegotiatién.tﬁé#‘tékes place in a.
cdnvefsation. B | o
The second principle;:thé?Seif;interest-Erinciple,
‘holds that What and/or how sbeékers say thingsﬁis motivated
by a desirebto avoidvthe‘négative,conséﬁﬁéhéés,of what they

say. AcCording to Ch¢n.(1993){ “By its very nature,

language commits ité uSéfs‘td'whéteverItﬁey'say” (62). For
“example, if someone were to ask about the wheréabouts of a

male colleague,.to‘whiCh the person asked replies, “He 1is in

13



the library,” then the infbrmer becomes éommitted to the
belief that the person is in the library. If the person who
asked the quéstion goes to the library and fihds that the
person is not there, then the questioner willihave the right
to accuse the infofmer of saying something not tfue. The
Self-Interest Prihciple also guards against things that, if
said, would have negative consequences regardless of their
truth wvalue. Chen (1993) illustrates this with an example
of Bill, who hypothetically asks him if he knows who started
a certain rumor. Chen asserts‘that, although he knows who
startéd the rumor, he states simply, “I don’t know” in order
not to involve himself in the affair.

‘The Expressiveness Principle, as formulated by Chen
‘(1993)‘governs the use of implicature when' the speaker (or
poet) has strong emotions about the thing being conveyed and
wants to pass on these emotions to the hearer, “leaving as
much impact, psychological, aesthetic, or otherwise, [a]s
-possible...” (63). Chen»formulateS'the Expressiveness
Principle to deal specifically with métaphor. His theory
relies on‘the mutual knowledge, m, shared between poet and
reader that enable the reader to understand the poet’s
-meaning. He elabdratesvthe”follgwing steps that a reader
goes through to work out the,metéphqric meaning of a poet:

1. The poet wrote p, which‘is not true, thus

14



violating theiMaxim of Qﬁality.

2. However, there is no reason for the poet not
to cooperatevwith me. Therefore, by writing
p, she must have meant something else.

3. ‘From m betweeh thé pbef and mevand the
aSsumption that-the'poet is cooperéting, she
must have meant éomeﬁhing like g by writing

4. If the poet héd‘wiitteﬁ something like q,vshe
would leave léés_impaéfloﬁ‘me'than.she
desires (the Expréséi&éﬁéSélPrinciple).
Therefbfe,»she‘quteﬁﬁ ihStéad'Of‘ébmething 
liké qg. o & | |

5. By deciding:thatvfhé poet means;something
like q;>my‘intérpréﬁation ofvb ié‘consiétent
with'thevméaningvof the poem as a whole.
Thereféﬁe,'I take the poet to mean sométhing
like g by writing p. (64)
Chen states that in interpreting metaphor, the violafion of
| the Maxim of Quaiity alone is sufficient for the reader to
identify the metaphor, to conclude that the violation is
motiﬁated by the Expreséivehess Principle, and to understand
"that the interpretation is often not exact. Chen’s

Expressiveness Principle can be applied to other figures of

15



spéech, such‘as‘irony, It serves also to distinguish
metaphor from simile because simile presents a literal
comparison through its use of like or as.

While the three existing principles offer motivations
for using implicature in a wide range of situations, there
may yét be some undiscbvered factors which motivate
implicature. Considering its intentionality and basis in
pragmatid language use, the desire to create humor’mighf be
sufficient motivation for a person to violate the
conversationél maxims. To the list of established
motivations for violating the Gricean Maxims I propose to
add a Humor Principle, or the motivation to use implicature
based on‘the>eXplicit desire to be funny or to arouse

laughter in one’s hearers.:
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CHAPTER 2 - LITERATURE REVIEW
2.0 INTRODUCTION -

Humor is a word that has a wide range of meanings. in
the widér; informal sehse, it applies to anything done, -
written,‘or said with the object of arousing laughtef‘or
amusement in whoever experiénces it. 1In the narrow sense,
it denotes a very selective catégory of those things‘which_
céuse léughter/amusement.and‘may be differeﬁtiated from such
ﬁhings asvwit,'Satire, and farce. According to D. H. Monro
(1988), humor “is less intellectual and more iméginative
than wit, being more concerned with character and situation
than with plays.upon words or upon ideas; more sympathetic
and‘less cruel than satire; [andi more subtle than farce”

S (349) .. Théories»of'humor aﬁteﬁpt:to explain what makes us
laugh as well as Why and how it does so. This being the
case, humor theories‘foilow'thevwidef définitibn of the
term. Generally Speéking;vthedriéébdf ﬁuﬁor are one ofv
three main types: superio#ity;‘ihcéngrﬁity, or relieff In
}additioh to these thrée.genéral‘approaches“ﬁd humor, it is
also useful to.discuséﬁﬁé réléted'hdti6ﬁs éf wit and
sarcasm, aé they are;thenﬁhgéVily emplngd;in Situation.

‘comedy.

17



2.1 SUPERIORITY

Superiority theories contend that we do not laugh with,
but rather laughvat people. vWe laugh at them becauseiof
some failing or defect that they may possess or because they
suffer some sort of misfortune. The pleasure taken from
laughter comes from our feeling of superiority over those at
-’whom wevlaugh; This group of theories may have begun wlth
Aristotle. He described the laughable as part of the ugly
and comedy as “the imitaticn of inferior things and pecple"
(trans. 1963, 415)..However, Hobbes is most often credited
as the‘origihator of this theoretical approach to humor.
‘According to‘Hobbes‘(1969/l65l); “Sudden glory is the
passion which maketh those grimaces called lAW}EER; and 1is
caused either by some sudden act of their own, that‘pleaseth_
them; or by the apprehension of some deformed thing in
another,‘by comparison whereof they suddeuly applaud
themselues” (93).“The clearest example of this theory is
comic vice in which a character causes us to laugh because
of his or her failure live up to.conventional notions of
morality, whichdmakes‘us feel.superior to the character.
Monro (1988) notesvtwo shortcomihgs in Hobbes’ superiority
theory— its inability to accduutdfor ncnsense such as that
found in the literature of Lewis Carroll and its failure to

explain the humor iﬁ‘incongruity.
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Anothe; éupériority theorist ié Henri Bergson, although
he is algoiéOuntedvby SOme»és an incongruityptﬁeorist as
well. ,Bérgson notes‘the féeiings of Superiority inherent in
~humor by'séying”that “oolit is'thebtrifliﬁg faults of our
fellow—men.that make us-iaugh7 (1917/1899, 136).} Also; |
Bergson’s ﬁotion of.the “mechanical ehcrusted.upoh the
-livingV can be seen és.anOthe£ aépeét of éﬁperiority;,.As
’ 'iiving things:by theif‘Véfyvhéfﬁréféré'flexible, the notion
of‘a living thing ;onéfrained‘to unna£p£él rigidity ié
something to laﬁgh'at. ;fh $ﬁch ééSé§ §£éCmic'rigidity
laughter is spérked fromﬂfeéliﬁés §f£Superiority as the
comic charaéteriis ﬁnable(to adépt himseif to life’s mahy
andlchanging demands. 'Bergsdh add$ thaﬁ}£his laughter is
society;s defense against.the eccentricvwho.reques to
adjust to its.rﬁles: o . |

'Another follower of superiority, Rapp argues that
ridicule is One of the basid elements of humor . Acéérding
té him‘“We laughvat misfortunes which are not serious; and
o we do not laugh at misfortunes which are serious” (1951,
35). Simpiy put,‘we laugh at life’s small misfortunes and

those who are subject to them.

2.2 INCONGRUITY

Incongruity‘théories, unlike the superiority theories,
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argue that humor‘comes from paradox, verbal or social
’ inappropriateness, and the presentation of markedly
dissimilar ideas. Kant (1986/1790) is considered one of the
“fouhding fathers” of this school of thought. According to
him, “Laughter is an affection arising from a strained
‘expectation being suddenly reduced to nothing” (538). It may
be inferred from this passage that humor results from one’s
‘somehow béing led astray into a faise expectation. Along a
similar vein, Schopenhauer (1958/1819) states that “In every
case, laughter results from nothing but the suddenly
perceived incongruity between a concept and the real objects
that had béen thought‘through it in some relation; and
laughter itself is just the expression of this incongruity”
(59). Victor Raskin (1985)‘apfly illustrates this notion of
incongruity with the following 20" century American Jjoke:

‘Is the doctqr aﬁ‘home?"the patient asked in his

bronchial whis?ef,v‘Nb,(;tﬁe‘doctor;s young and

pretty wife whispered in,replyf, ‘Come right in.’

32) . i .
Raskin explains the éléments‘bf the»preCeding joke as being
quite coﬁgruous to a poinﬁ— fhe'patieﬁt wants to see the
doctor and whispers; préSumably, because 6f illness.
However, incongruity is introduced by the‘wife’s whispered

invitation to come in when the doctor is not at home.
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Raskin himself'puts forward an incongruity theory of humor
which he calls script theory. Script theory involves the
evoking of scripts or schemata, which are cognitive
structures internalized by the native speaker repfesenting
his knowledge of a small part of the world. A hativé
speakef has a large repertoire of scripts, for example, of
" everyday situations, manners, standard protocol, etc. that
fbrm part of his “common sense.” Incongruity in this theory
is introduced by evoking some element incompatible witﬁ the
script. Humor comes then as a result of the realization of
the presence of a second script.

Raskin (1985) considers Bergson’s well—known-account of
humor to fall into\the category of incongruity theory, as it
‘is based on the éuperimposition of the inflexible/mechanical
onto the fleXible/living. The incongfuity comes from these
two diametrically‘Opposed aépects’ co—existenée in the same
time and space. For‘égamplé, suCh an incongruous marriage
of opposites could be seen in-the éctibns of a’man eating
breakfast like an automa#onf | |

It may be hoted‘thét suddenness‘iéja recurring theme in
‘many theories of‘humorn(Hdbbes, i969/1651;‘Kant, 1986/1790;
Schopenhauer, 1958/1819); In incongruity theory the
importance of suddenness is exemplified in the punch line‘of

jokes. This importance attributed to the punch line in
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incongruity theories is due to the fact that, as Fry says,
“It freqﬁently presents a seeﬁingly irreie&ant idea, or it
may seeﬁ ihcongrﬁous withirespeCt to the mainrbody of the
vjoke” ‘(Fry 1963, 19-20 cited in Raskin 1985, 33), Thus the

punch line is the lynch pin of incongruity.

2.3 RELIEF
’Reliefftheory, also called psychoanalytical theory,‘
originates with Sigmund Freud (1993/1905). Freud studied
the various techniques of jokes‘and concluded that, for many
. types, the pleaSure experienced was the same as for'g child
at play.. However, as people grow older, the intellect or
reason places restrictions on this pleasure principle so
that the convdlutéd formé of‘jokes-becomé‘a way of
“sneaking”vﬁast the cenéor of reason. Slibs of the tongue
<(§lso called “Freudian slips”) and double entendres are
eXamples of this kind ofvself—subterfuge, Similarly, there
exisﬁ to Freud a group 6f jokes'called tendency jokes, which
do not have so innocqous a source of pleasure. These jokeé
\ typically are of a éexual or a malicious nature. By joking
about these things, repressed impulses can be aired.
Laughter is evbked.by thé‘reiief‘that comes from the

removal, albeit mOmentary, of a restraint.
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" 2.4 DISTINGUISHING WIT AND SARCASM
| General theories of humor attempt to explain hﬁmo£ in
the beadest terms‘posSible,‘and‘so subeume the differentlb
types of humor inte theif explanatoryfparadigms, blﬁrring.
their distinctions in‘the effort feachieve}far—reaching

‘accoﬁnfs of humor. While these theories ean be used to
explain the various.typee of humo:;'it isiuseful to
distinguish two specifi¢ types, wiﬁgénd?éercasm;_as they are
»Commenly consideredusebarate”entiﬁies'in their own right,‘
apart from the genefai categoryeef,hﬁmer;

‘Max Eastmah (1936) foere semevinsight'into the notions
of wit and eércaem (ée‘it:tﬁrns oﬁf,‘aiclose felative of
irony). He makes‘eidietiﬁctiOnubeEWeeﬁ the terme ludicroUs
and Qitty, séyihg‘that ?ludiqrouéedeSCribes something that
‘leoks funﬁy’[;]btw]itty describes something that happens to
your mind énd mékesyYou laugh” (49). He divides the work of

- previous theorists into two gfoups, those who talk about
perceptions (with words like “incongruity,” “distorted,”

”

“ugly,” etc.) and those who talk about courses of thought or
action (with words like “disappointment,” “relief,” ete.);
Just es fhere are two kinds of unpleasantness that a person
may encounter— failure to get what you want, and getting.

what you don’t want— there are two types of humor— “taking a.

- frustrated (thought or) action’playfully,'and taking an
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unpleasant presentation playfully” (51). It is worth a
small digression to note that Eastman views a playful
attitude to be the sine qua non of humor. Of the two types
of humor above, Eastman likens the first to be in the
category of practical jokes and labels the second as
perceptual and poetic humor. Wit falls within the first
category, for, according to Eastman, “wit is nothing but a
practical joke played quickly, spontaneously, without too
much self- and other-consciousness, and played upon the
mind” (1936, 54). He adds that wit is a word or series of
words that “...pretends to be heading toward a certain
meaning, and which ‘leads us on’ in the direction of that
meaning, fails abruptly'and.with playful intent to get us
there at all” (54).

According to Eastman (1936), the term‘irony has enjoyed
many different definitioné. Howéver; he contends that its
meaning is primarily one of understatement and draws this
argument from the interactiqn’of?th‘Greek comiC‘stock
characters— the eiron, softjquken and restrained, who
always had more in ﬁind than‘he was aCtﬁally saying, and the
alazon, a loud—mouthed braggart;‘ Thé humor‘in Greek comedy
came from the clash of éhéfadtersvplaying bff of each other
and the eiron “taking down” the braggart (193). In

Eastman’s estimation, it is the comic character’s
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understating himself that causes the audience to laugh “at
"_the man'who overstates himself” (1936, 197).

vIn his’discussion ofhirony, Eastman notes the subtlety
withdwhich.it'may produceihumor. -He citesravpassage from
| Marvawain’s.Life on theaMississippi and shows two
characteristics of irony.,~The first‘is the degree to which
irony can be subtle, such thatia “humorless” person would
completely overlook it (1936, 200) . The second is that the
:h victim.of irony need not be terribly “victimized,” as in the

- passage, it is ' Twain himself who is the victim of irony, and

,the piayfulness.with which he conveys the.situation makes
‘his readers laughiwith rather than at him (1936, 200).

"In contrast to irony,‘sarcasm is’leSS subtle and done
i with the intention of VlCtllelng its target -SarCasm,

according to Eastman, ish“attacking a person by praiSing him

. in a false tone” (205) and con81dering this definition, a

hsarcastic comment must necessarily mean the opposrte of what
lS said. There is- never any doubt about who the victim and
'rcthe victimizer are.because sarcasm is a highly personal
affront carried out by the aggressor‘against the target.

| The goal of sarcasm lS, of‘course, to personally ridicule
nand/or to get others to ridicule'the person'at whom_it is
directed; Irony, on theVOther hand can be 1mpersonal at

times, as it may be perpetrated against its Victim either by
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a person or by the‘impassive.“hand of fate.”
Althoughlﬁastman’svviews of sarcaSm and irony are quite
illnminating; his description of wit seems to share a
striking rssemblance‘to many people’s chcept'of a joke.v
-ng pSychoiogists, Long and Graesser (1988), Offef a
‘,somswhat more useful definition of wit, as they distingnish
it from humor and jokes. They first define humgr to be
“anything donesor said, purposelyvorvinadvertently, that is
found to be comiéal oriamusing” (37) . They‘then define
jokes to be “anything doné or said to deliberately proVoke
amusement,” (37) and add a spécial distinguishing
charagteristic in that “jokes are also context—free*and
self—contained.in the sensé that they can bé told in many
~conversational contexts” (37). In contrast to jokes, they
dsfine Wit as “anything deliberately said that provokes
amusement in a specific convérsational'conteﬁt (i.e.,
context—bound)”h(37). They say that while'jokés can be
tnansported easily from context to context,_wit relies more
heavily on previous conversational context, topic of
'conversation; shared,knowledge,_and social situation such
that in the'retelling'of a-humorous_incidént, some essential
factors of the humor are'lgst and the teller must conclude
that “ygu had tobethere;” iﬁ furthet distinguishing jokes

from wit, Long and Graesser put forth a taxonomy of wit, the
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data for which came from an analysis of tnenty “Tonight”
shows and ten “Phil Donahue” shows wherein a remark was
counted as a witticism if it was a statement made between
the guest and host and the audience laughed at it. They
categerize the texonomy of wit by the speaker’s intent or
style. The following list represents theiﬁ classification
of wit and a somewhat shortened ve;sion of their definitions
(Long and Graesser, 1988,‘41—44):

1. Irony—'the speaker’expreeses7a statement in
which the literal meaning is oppesite to its
intended meaning. | |

2. Satire— critiqnes:seme aspect ef,society by
poking fun at soeial institutions of social
policy. |

3. Sarcasm and hostility—'a speaker targets an
individual with the intention to chastise.

4. Overstatement and understatement— the speaker
often repeats the last statement made in a
conversation and changes the intended meaning
by inflection; the speaker’s attitude toward
the statement is indicated by tone of voice
and inflection.

5. Self-deprecation— remarks which target

oneself as the object of humor.
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10.

Teasing— the object of amusement is another
person’s apbearance or foibles and is unlike
sarcasm and hostility because it does not
seek to seriously insuit, offend, or
chastise. |

Replies to rhetorical questions— violate
conversational expectations and surprise the
cqnvérsational bartner because there is no
expectation of a reply; thg intention is
often simply to amuse.

Clevér replies to serious statements— clever,
incongruOus, or.nonsensical replies to

serious statements or questions; statements

‘are deliberately misconstrued so that the

listener replies to a meahing not intended by
the speaker or the-Listener replies to an
intention whiéh‘wés‘hot'méén£ by the‘speaker.
Double entendres— a statement or word is mis-
perceived,or miscdhstfuea‘Qn purpose so as to
entertain a‘dﬁal‘meahing,'bftén‘sexual in
nature.

Transformation of frozen expressions—
transforming adages, well-known phrases, or

shared knowledge into novel statements.
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11. ‘Puns—'the humorous use of a word that evokes
a dual meaning or the use of wofds that have
the same sound but different meanings.
It can be seen here that, although a bit lengthy, Long and
Graesser have a usefﬁl mechanism that not only distinguishes
wit from other forms of humor, but also distinguishes the

types of wit from each other.

2.5 GRICE AND HUMOR

Generally speaking, a pragmatic account of humor falls
into the category of incongruity theory, as the violation of
Grice’s conversational maxims is an act incongruous with the
behavior expected of interlocutors. Grice’s Cooperative
Principle expresses the condition that interlocutors observe
the submaxims, and if they do not, then it is to convey some
nqn—literal meanihé by théir utteranéé_andvnot because they
have opted out of the cOnveréatiQn. :Grice shares this
common point with the other ihcéngrﬁity theorieé, that being
that the joke must be SWorkeq but” by thé;hearer.

However, implicature‘mayIaISO be{the mechanism by which
some failing in a‘cﬁaréctér is fevealed, thué lending itself
to superiority theory; and its allowance for ambiguity,
especially in word play and double entendre, may also make

it the servant of relief theory.
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In chapter 3, it will be shown how implicature may at
" times be the vehicle or even the source of humor, as it is

understood by one or more of the above theories of humor.
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CHAPTER 3 - A GRICEAN ANALYSIS OF A SITUATION COMEDY
3.0 INTRODUCTION

In this chapter I will examine specific parts of a
transcript from»e situation chedy, Friends, to show how
humor may come through violations of Grice’s Maxims. First
I will discuss how I identified the humor within the text
and analyzed it according to discrete»events. Secondly, I
will briefly discuss how implicefﬁre migﬁt}be used te create
humor and offer evideneefthat'tﬁe laugﬁter in some cases
does indeed come from violations-oijrice’s Maxims, and that
in fact all four.Maxims ere.violated‘with humerous effect in
this episode. Finally;mI Will address the notion of there
| being a humor principle, and offer what evidence I could
find of characters usiﬁg implicatﬁre metivéted by sueh a

principle.

3.1 HUMOR EVENTS AND CANNED LAUGHTER

At the onset,‘an unwieldy problem existed regarding my
being able to identify what was funny and what was not.
- Since:-most people will agree that a sense of humbr is at
best an individual trait of a person, and at worst an
idiosyncratic one, I needed to find a non-biased indicator
of the existeﬁce of humor. Humor often leavee the obvious

footprint of laughter and therein I found a sort of litmus
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test for its existehce— the laugh’track.

Situation comedies always have laughter playing in the
background. Thls laughter is called either “canned
laughter” or the “laugh”track.5 The creators of sitccmS'
long ago realized:the‘truth in the adage, “Laugh and the
world laughs with you;” Their instinct is supported byvthe
observations.of humOr'researchers such as Freud (1993/1905)
and Bergscn‘(l9l7/l899). According to Bergson (1917/1899)
“You would hardly appreciate the comic if you felt‘ycurself
- isolated. Laughter stands in need‘cf an echo” (6). In
other words, we apprec1ate humor more when we share the
laughter (real or faux) w1th others, whether the others
‘truly be with us or merely be ghosts 1n the machine.

~ As before mentloned the laugh track was the key to
identifying the humor events,jas the laughs it held were
' decidedly non—rahdom.‘gIts;Variousgchuckles, giggles, and
guffaws were timed to coihclde with;the jokes and other
humor stimuli that the erters:cdntrlued to include in the
sCript and because of thlS feature 1t was necessary only to
llsten for the 1nstances of’laughter ahd correlate them with
their “tr;ggerlng”}elemehts'frcm:the transcrlpt. Inciden-
tally,'therevwere 147 couhts,of laughter associated with
humor events in the one episode of Eriendsvanalyred. The

folloﬁihg table shows how many times each Maxim was
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violated:

Table 1: Maxim Violations Resulting in Humor

Maxim Quantity | Quality |Relation | Manner |

# of times violated 12 41 32 16

As can be seen above, violations of Grice’s Maxims accouht
for at least some of the humorous events in this episode.
They total 101 violations out of 147 counts of laughter.
However, these numbers do not all represent a one violation-
6ne laugh correlation, as there are some humor events in
which violations of Maxims overlap and trigger only one |
laugh;‘ Also,; there were 20 discrete humor events in which
sight gags were the humor stimuli,‘which may or may not have
vincluded one or more violations dflthe Maxims. Sight gags
derive from the traditions of physical (siapstick) comedy,
the most famoué of which Would béfthe classic “pie in the
face” routine favored by circus clowns. However, in this
study; any humor Stimulus to whiéh éoﬁé visual phenomenon
contributes significahtiYcoﬁnts as a sight gag. This
distinction is made based partly on Eastman’s (1936)
categorization of hﬁmdr for WHich he uses the term ludicrous
to be more of an image that is perceived and the humor which
he calls wit to be like a trick played upon the mind and

expectations of the audience.
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3.2 HOW HUMOR MIGHT COME THROUGH MAXIM VIOLATIONS
v»‘Recalling that there are three basic sources of humor,
superiority,'inccngruity, and relief, it is possible for
Qriters of situation comedy to create “windows” for humor to
show through by orchestrating the verbal and phyaical
behavior of the characters, among other things. Through the
viciations of Grice’s Maxims, it is possible to highlight
flaws of characters and/or to show their suffering, which
give rise to superiority-based humor, to activate differing
schemata in the audience’s_minds, which evoke conflicting
scripts (incongruity-based humor), and to arouse the more
instinctive sources of pleasure described by Freud, which
can be achieved by sneaking past the mind’s defenses through
linguistic subterfuge. Various minutiae that are attendant
to these three basic theories of humor will not be discussed
now, except for the reminder that in this paper, the
definitions of wit and sarcasm used are those espoused by

Long and Graesser (1988).

3.3 BREAKING THE MAXIM OF QUANTITY

Recall from Chapter‘l that the Maxim of Quantity is
concerned with how much information is‘contained in an
utterance. Violations of this Maxim‘are made either by

saying too much or too little. Of the identifiable
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Violafionskof the MéXims,quantity‘was not oftén flouted in‘
the script (a total ofrl2‘times).

FolloWing are some examples of how the Maxim of
Quantity[was‘vioiated by éharacters‘in the Friends

transcript:

(1) MONICA: Okay, everybody, there’s food and drinks on
the tablef‘[TovRoss‘andtRachel]'Go across the

hall. -

ROSS: What?
RACHEL:  What?.

MONICA:  Right how.>Jbey‘and}Chandler's. Go now.

RACHEL:  Why? o |

'MONICA: Just go. [Laugh track]
In the above example, the occasion is a surptise party for
Rachel about whiéh both‘Rdss and’Rachel‘hadvpfevious
knowledge{ "However, they do not know about a éecond
surprise party being staged across the hall, nor dé they
know about the presence of Rachel’s father at the second
party. Her mother’is at the first party, and her parents,
Wh§ have a lot of animosity toward each other because of
\divorce, dovnot know of each other’s presence either.
Monica’s utterances‘addressed to Ross and Rachel in (1)

above show her to be giving too little information.
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However, she is operating under conditions of Which the
aﬁdience is fully aware. Monica is thus forced ﬁo withhold
information ndt‘jﬁst froﬁ Ross and Rachel, but also from
Rachel’s mother. She also has two distinct and conflicfing

" motives for using implicaturé, the former a desire to
surprise Rachel, and the latter a vested (self-) interest in
keeping two pOtentially ahtagonistic people from fighting
and ruining her party. Thus the situation here presents
 itself as laughéble, and the juxtaposition of clashing

motives is the cause.

(2) MONICA:‘ ‘Okay peoplé,.I want you té take a piece of
paper— here you go— and writevdown your most
embarréssing ﬁemdry; [Laugh track— situation]“
Oh, and I,d6maék thaf when you’re not using
the markers, jbuiput‘the'caps back on them
beéause tﬁey w;1;~d£yvout. [Laugh track]

The place is “party nﬁmber'dﬁé% 6f.Monica’s,péfty in which

quiét party games are:takiné pl§¢é}v‘H§ﬁé she is directing

people in One-suéh gamé. »fhe.fifst.laugh simply comes from
the situation. Thié sCéhe s£énaS in stark contrast to

Chandler and Joey’s pafty, which offers music, dancing, and

 drinking. The‘secondrléugh, however, is sparked by Monica's

request to put the caps back on the pens. At the party,
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everybody is aﬁ adult, and eVeryone presumably knows that
they‘should put the caps back on the pens precisely because
they do dry out. However, Monica addresses them as if they
were children who do not know this. By giving too much
information, she is revealing one of her chafacter flaws,
which is, for lack of a better phrase, “anal retentiveness.”
People familiar with the show already know this about
Monica, as she commits similar acts of implicature in other
episodes. However, this character trait readily reveals
itself in this episode, and thus the audience laughs at

" Monica and her comic flaw. -

(3) CHANDLER: Alright, you guys are off to party number one
[He ushers three guys into Monica's
apartment;j and you, you‘are off to party
nuﬁber twé [He ushets.four women‘into his
apartment.vlwaiguys try to foilow. Chandler
blocks them and'WAVeé them off to Monicé’s
apartmenti;"Alrightiféllas, keep it movin’,
let’§ keep it movin’; [Laugh track]

This violation is oﬁe both of Relation and Quantity. Only

Quantity will be discussed here. Chandler violates the

Maxim of Quantity by saying too much. He essentially

repeats himself in the last two lines of (3). This
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repetition may be interpreted to indicate just how selfish
Chandler is in regard to his desire not to share his female

company with other males. His comic vice is thus revealed.

3.4 BREAKING THE MAXIM OF QUALITY

g

¥ The Maxim of Quality, as discussed earlier, deals

Tagtin

e,

essentially with telling the truth. Its submaxims enjoin
speakers not to say things which they believe to be false
nor to say things for which there does not exist adequate
evidence. The Maxim of Quality is violated quité often in
this tranécript. Of the identifiable laughs coming from
implicature, 41 were attributable to violations of Quality,
either singularly or in conjunction with violations of other
Maxims. There were actually more violations of Quality, but
these violations did not coincide with the laugh track.
Still, violations of the Maxim of Quality comprised the
largest source of laughter coming from implicature.

The following are some examples of the violation of

Quality:

(4) MONICA: Okay, um, so I still have to invite Dillon
and Emma and Shannon Cooper.
JOEY: Whoa, whoa, whoa, uh, no Shannon Cooper.

PHOEBE: Why not her?
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JOEY: Cause she, uh,... she steals stuff. [Laugh
.track]

In this situation the characters are discussing who to
ihvite to their party. When Phoebe asks Joey for a reason
why they should not invite Shanﬁon, he hedges for a moment
while he hastily comes up with the lie, “she steals stuff.”
If it is not a blatantglig, fheﬁ‘itliﬁ something for which
JQey does not, orfrather is not, given'the chance to give
corroborating e%idencé éé Chandlér‘piéés in with the next
line which offers the suggestibn thét the woman does not
steal énd that in.fact Joéy’s motivation'to exclude her
comes from his having siepf withvher'and never haviﬁg called
her back. As it turns Out;vthe other Charaéters and the
audience favor this reason for Joey’s lying, as they know
- Joey to be somethiﬁg of a Don Juan, which is one of his
flaws. His making such a bold and socially touchy
accusation against Shannon Cooper highlights another of his
flaws— his stupidity. Joey’s heavy-handedness in telling
such an'easily detected lie (because it is so exaggerated)
ié in accordance with his stupidity. The audience laughs at
his attempting to hide one of his flaws, only to foil

himself with another.

(5) [Rachel enters]
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ROSS: Hi honey, how did it go?

RACHEL: Ugh, it was the graduation from hell.

CHANDLER: Ya know, my cousin went to hell on a football

Scholarship. [Laugh track]

Chandler actually makes a witty remark, which, in Long and
- Graesser’s (1988) terminology, is a clever remark to a
serious statement. It is a violation of Quality because it
is a blatant lie. Hell is not an institute of higher
learning, and so his cousin, of course,vdid not attend it,
much less on a scholarship. The humor in this case comes
from Chéndler’s having deliberately misconstrued Rachel’s
intended figurative meaning._ He exploits the ambiguity of
_“from hell” and responds to itfliterally Qith anvimpossible

and quite sarcastic statement.

(6) [Dr. Greene and Ross_both éteb out iﬁ£o the hall. They

are coming from different apartments. Ross is wearing

Df. Greene's.glasses>and has'ohe of his cigarettes

dangling out of his mouth]”[Laugh.tfaCk— sight gag]

GREENE: Are you weériﬁg my glasses?

ROSS: Yes.“tHe pﬁlls theﬁ off:ahd hands them to
Dr. Greene] I was just warming up the
earpieces for you. [Laugh track]

In a previous scene, Ross had volunteered to retrieve Dr.
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Greene’s glasses and cigarettes. However, he was accosted
on the way back by Mrs; Greéne, who asked him about the
items.‘bRossvdonned the glasses and’put one of the
cigafettes‘intﬁ his mouth as part of his efforts to miSlead
Mrs. Greehe into thinking'thatithe items were, in fact, his
6wn;‘but as he leaves the apartment, he is still wearing
}fhese accoutrements. Ross is thus caught in an awkward
vposition. He could tell Dr. Greene the truth about why he
is making free with the man’s possessions, but the truth is
not an option. Mrs. Greene’s presence must be kept a secret
from Dr. Greene. So Ross‘is‘forced to break the Maxim of
Quélity by telling Dr. Greene that he is warming up»thé
earpieces for him. The humof in this exchange comes partly
from the situation of Ross_hévihg‘géne erm the frying pan
and into the firé, as he:maneuvergd;out-of‘the‘sticky
situation with Mrs. Grééné'only Fo,encouhter Dr. Greene.
Ross’s self—interéstéd motivé fgr iying and the pétent
absurdity of his sfatéﬁéht (novdné’thinksxpo warm up
earpieces, much less to do if'fbr séméoné‘else) also give
rise to the laughtef'here;‘ |

While the frequency with whidh the Maxim of Quality is
- violated by characteﬁsvin this episbde of Friends is a
charécteristic intrinsic to Friends and to the genre of

situation comedies in general, these violations share
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anothér commonréhafacteristicf the dégteevto which they bend
thé,rules ofICOnvérsatiQn, ‘Granted, situation comédy is an
art which imitafes;reality. Thé Sitﬁatiohs depicted within
‘them usually deiiVe from'nOrmal occurrenceé that people may
eX?erience‘in evefyday.life. However, ih the sitcom
- réality, evehts‘and'the.characters’ actions are often

 greatly eXéggeratéd, perhaps in compliance with Aristotie’s
ancient bommandméntS'of'comedy. Therefore, in éituations
where the average person mightvbreak the Maxim of Quality in
small-or'Subflé ways, for example, a whife lie'abbut a
friend’sinew outfit-br a small‘but necessary fib to cover a
late arrival thwak,'characters in a sitcom do the samé |
thing, but in grossly exaggéfaﬁed ways.‘ In everyday
reélity, émall lie§ areitbld mofe often, probably becauée
they are iess likely,to be found out, and if they are, then .
‘they éré more iikelyvto be tolerated. However, inéituation
vcomedies it seemévthat the characters-throw-cautionvto tﬂe

" wind in their invention of falsehoods. Example (4) abo?e
“-demonsfrates this tendency ﬁowérd exaggerated lies.n Joey’s
Viélationbof the Maxim of Quality:could have been executed
.,With a much‘smaller lie. For eﬁample, he cduld have said
something like, “She is 6ut ofutown;” Had.he,said a smailer
lie,‘maybe Chandler would n§tvhave’£e1t obliged to “tell on

him.”
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( o
In a similar way, in (6) above,'Ross could have told a

smaller, moré normal lie, such as, “i wanted to see what
it’s like to wear bi-focals.”

Actually) the exaggération preéent in American humor
_ has been noted by Eastman (1936), who calls those éharacters
prone to telling tall talesv“maénificent liars.” He
distinguishes two types of liars,_thése who exaggerate to
add entertainment'Valuewtdfthei;-storiesAand‘those'who liév
ih an attempt to changéithéirfreq;iﬁy; Thé above eXamples’
in which Joey and Ross lié couldtbéﬂéeen as attempts to
change their‘realitieé‘into SOméthing eléé2;as Joey wishes
tofiay blame on Shannon Cdopéf éﬁd Ross”Wishés-that he wére

not caught betWeen thelDerand Mrs.‘Greene;

3.5 BREAKING THE MAXI'M OF RELATION

“The MaXim of Relation, as mentioned in Chapter 1,
.simpiy states, “bé'relevant.” A person‘violétes’this Maxim
by uttering sométhing seemingly irrelevant td»the
conversation in which the person is engaged. “Of the
instances of laughter idéntified as coming from brokeﬁ
 Maxims, 32 came from violations of Relation. 'The»floutingi
of this Maxim was the second most common cause of humof
‘coming from implicature.

Thé‘folldwing.are some examples of the violation of»thé
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Maxim of Relation:

(7) JOEY:  Quick volleyball Question.
CHANDLER: Volleyball.
JOEY: : Yeah) we‘setbup abcourt in your room. Uh,
yéu didn’t really like that grey lamp, did
you? [Laugh track] |
By bringing up the seeminglyvunrelated topic of the lamp in
the context of talking about volleyball, Joéy breaks the
Maxim of Relation. Joey seems to imply that he and the
other volleyball players broke or damaged Chandler’s lamp
while they were playing. Joey’s implicature is motivated by’
»Self—interest, as he expects‘Chandler to react badiy to the
news. However, the implicature highlights Joey’s flaw of
stupidity. People do not normally do such careless things
as playing Volleyball”inside theirbbedrboms, but 1t is
within the realm_of possibility for Joey, and the audience

. laughs at his mistake.

(8) [Ross and Rachelvare‘cbming down the hallway]
RACHEL: Oh, thank you for the wonderful dinner.
ROSS: Thanks for being born.

RACHEL: Oh, thank you for my beautiful earrings.

They’re perfect. I love you.
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ROSS: Oh,7now you can exchange them if you
.wént, ok?
RACHEL: Mmm. Now I love you even more. [Laugh
track]
Rachel’s last utterance breaks the Maxim of Relation. 1In
the context of the conversation}ébout earrings it”seems
irrelevant. However, this remark activates conflicting
scripts (Raskin, 1985). The first script is the perfect-
birthday—date—with—your—boyfriend séenario. It_seems'that'
Ross and Rachel are coming home after.a very romantic}and
enjoyable evening in which Ross gives Rachel just the right
birthday present. However, the cher script, thét of
imperfectién or,the he—never—géts?mé—the—right—gift scenario
is activated with Rachel's‘utterénce, which iﬁplies that she
will exchangé the earriﬁqs.;iThe?ﬁumo?ithen; cbmesvfrom

incongruity.

(9) [Invthe hallway BetWeen»bbtﬁ épartméntéj
CHANDLER: [running Qﬁt of hié'aparﬁment after a young‘
womah]fv*v' o L
Qkay, okay, you can be shirts and I’'11l bé
skins. [Laugh track]
Chandler’s remark is a violation of the Maxim of Relation.

The audience witnesses a scene and, by “putting two and two
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together,?‘infers‘that Chandlef was trying to get the Qoman
to take her shirt offf It iélcéﬁmon for boys, when playing
feam‘sports, to designate teams‘as_aéhirts” or “skins” (the
“skins” players.do_not wear their-shirts) in order to tell
the sides apart, The audience infers that Chandler was
trying to get her to disrobe by placing her on the “skins”
side. This Vioiation'of Relation shows one of Chandler’s
charéctef flaws— he is quite unSucCessful with women (in
fact, he is almost Joey’s opposite in this regard).
However, he still tries, and the audience laughs at his
failure.

While chversations take place between characters in
any kind of play— teleplay, screen play, drama, comedy,
etc.— no other genre is so conscious of the audience as is
the‘situation comedy. With sitcoms, the audience witnesses
thé action of the story as an omniscient observer. Things
about which even the other characters are ignorant the |
omniscient audience is privy to by virtue of a previous
scene, a wider perspective, etc. Sitcoms oftén take
advantage of this elevated position of the audience by
adding things that are intended specifically for them, such
as sight gags. While thése things may be quite outrageous,
the characters typically take them in stride, often having a

very subdued reaction or ignoring the gag entirely. Sight
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o gags often break the Maxim of Relation. HoweVer,va sight'
- gag might just as‘easily'breakbother Maxims.‘-For example} a
“character might mime a ‘response to a questlon 1nstead of
'ns1ng words andtln this way break Manner. That belng said,
nit.is pOssible to e%amine a‘violation of Relation that takes

,,adtantage of‘the‘Visual medium:

- (10) [Monica’s apartment. 'Theyfare preparing for the

party;] [There‘ls‘awknoch~at the door.j

MONICA{ [answers the door] Dr Greene.fth my god!

7 It’s Rachel’s dad' | |

CHANDLER: [lets go of a balloon that he was blow1ng up]

| [Laugh: track] |

“ThlS 81ght gag is a v1olatlon of Relation. : When he finds
out the identity of the caller at the door, Chandler’s
reactlon is to let the balloon fly.. However, this action
conveys no meanlng’to the other characters. ‘lndeed,‘they
simply ignore it,'as his carelessness invites‘no comment or
remonstratlon from the other characters as the scene
hcontinues.' Yetvwith'this slip Chandler inadvertently
' betrays emotional state, which is one of anxiety. The
audience langhs at Chandler’s predicament, taking‘pleasure

in his distress.
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v3;6 BREAKING THE MAXIM OF MANNER

Grice’s Maxim of Manner states that‘interlocutors
should “be perspicuous.” By the Maxim of Manner it is
" intended that participants in a cthersatioh avoid obscurity
’of éxpressionvand:ambiguity,»as well as make their
conversational contributions in a brief and orderly fashion.
That interlocutors should subscribe to conventional or
-“normai” standafds in terms of information'quantity’and
organization is also embodied in thivaaxiﬁ.' Violations of
this Méxim wefe rare infthis episode,vnumbefing only
sixteen. The following aré»examples of hﬁmorvcoming from

violations of Manner:

(11) tBéck at Chandler and Joéyfsfparty;y Everyone is
‘.‘dancing andvhaving'fun.] | " | ‘
MONTCA: Could Y§u gﬁyé‘pléésé tr& to keep it down?
We're tiyihgffdigtgfﬁga Boggle‘tournament.'
[Chandler and JQey stop daﬁcihg apdllaugh at her.]
[Laugh track] R R i |
In this violationf9f thedMaxim bf_Manner,_the characters of
Chandler‘and Joey dé ho£ séy‘anything SO ﬁﬁéh és perform an
action; Norﬁallyjpeoélerespond to a réquest like Monicé’s'
with words:that mean approXimatély “yeé”'or “no,” even if

some small implicature is made to the same effect. However,
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Joey and Chandler do not even use words. They laugh at
Monica outright, showing what they think of both her and her
request. The audience, in turn, laughs at Joey and Chandler

for their rudeness to Monica.

(12) [At Monica’s party. Ross has a drink in his hand.]

MRS. GREENE: Oh, scotch neat. You know, that’s

- Rachel’s father’s drink.
ROSS: .Oh, mine too. Ién’t that neat? [Laugh
| track] Scotch neat. [Laugh track—
Quantity]

The Maxim of Manner is violatéd by‘Ross when he says, “Isn’t
that neat?” It is a play on words, as “neat” has multiple
meahings, which cause an‘essential‘ambiguity or vagueness of
expression. In this case the ﬁwo_juktaposed meanings are
“cool” and “a drink with no iCé,” and the humor comes from‘
this incongruity, as it présents twoiconflicting scripts.
One script is the “alcoholic drink? scripf,vand the other is
the slang expression, which has no place in the first
script. In a previous sééne Rachel’s father had inétructed
Ross in the latter meaning because Ross had responded
inappropriately to the man’s utterance of “neat.” 1In this
exchange Ross’s later addition of “Scotch neat” is a

violation of Quantity, as he is giving too much information
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for a simple play on words in an attempt to show Mrs. Greene
that he knows both of the meanings. Being instructed by
Rachel’s father constitﬁted a loss of face for Ross, and he
is determined in this scene not to have the same thing

happen with Mrs. Greene.

(13) [At Monica’s party. Ross has a pair of eyeglasses in

his hands. ]

MRS. GREENE: Roés, whose glasses are those?
ROSS: '~ Mine. [Laugh track— Quality]
MRS. GREENE:  You wear bi-focals?

ROSS: | | Uh-hmm. [Puts them on] I have a

condition, apparently, that I require

ILaugh track— Qualityj two different

sets of focals. [Laugh track— Manner]
In thisrexchangelRoss’ referring to bifocals as “two
different sets of focals” breaks the Maxim of Manner, as it
is an odd way to talk about such a thing. However, in this
fscene,.there are two episodes of laughter which coincide
with violations of the Maxim of Quality. Thé first
violation of Quality gets a laugh because it‘is obvious to
~the audience that the glaésésjdpvnot belong to Ross. The
" second violation of Quality and the violation of Manner seem

‘to be related to eaéh other. Ross has already lied to Mrs.



Greene. It was a simple lie, but Ross seems compelled,
almost against his will, to elaborate on’the lie. As Ross
proceeds through his next utterance, the laugh track sounds
after the word “reduire.” At this point the audience
realizes that Ross is engaged‘in his second lie. However,
the lie (the propositional céhtent,gf»his utterance) is not
yet complete. The wofds that'the éﬁdiéncé cues in on are
“condition, ” “apparéntly,7 and_fréqﬁiré.” “Condition” is
itself a vague word, and atithis;pdiht the audience expects
some elaborationbof that tefm. After this word, however,
Ross hedges with the wbrd; “apparently.7_“Thisvword shows
his unwillingness to go thfough‘with the lie. It may be
motivated by»Mrs. Gfeene's beiné'ah authofity figure for
Ross. Aftef all, she has more‘power than him, as she is the
mother of his girlfriend. He may be feéling the kind of
hesitancy in telling’ablie that many people expérience when
attempting to lie to people possessed of much greater power
than themselves. Ross, héwever, resigns himself tp his
course, as he trudges on with his lie. When he utters
“require,” the audience realizes that he is going through
with his lie and so laughs. At the last moment, Ross séems
- to lose his determination again and twists the anticipated
lie into a form that, although peculiar, the semantic

content of which is the same as his first lie. So this
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_iéaﬁesihim.feeling no less guilty for having said it than he
did after the first lie.
 (14)'tRoés i§~going to get Dr. Greene’s cigarettes from his

}épket in‘ﬁhe‘other apartment.]' | |

DR. GREENE: Get.my glasées, too.

ROSS: » | All—righty—roo. [Léugh.track]

1-[Closes thé‘door] that a great‘moment
lto Say that for the first timé;

_In‘fhié_exchange; Ross’ utteranCe»of “ali—righ£y+roo” is‘a
violation of the Maxim of Maﬁner, as it is an unconventional
tr?nsformafion of “alright;7 ~Also, any kind of dimiﬁutive
or relaxed pronunCiafibn wédId 5e'ihdicative of a regisfer
shift, the kind Of.Wh;Chvié“mQré cqmméﬁ amohg people of.
better acquaiﬁtance}and’mé;e,équal:power'thah are shared
between Mr. Greene and Ro#é}ifThié ih¢d£g£uiﬁy ihvopposition
to thélrelationShip that .the two charactérs'shére,is thev
 cause of laughter; xIn-othef wdrds;‘Rosquvegsteps hié
Hounds by being too faﬁiiiar Wiﬁh Dr;*éfééne.',The character
actually notes this;fauxiéasvwhenxhe,make$fthe self-
_éonscious-andkrather éélé—ﬁockinélcomment, “What a g#eat»”
moment to say'that'fof the firsf time;” which‘is;
incidentally, alaugh—causing violatiOh of Quality (and

selffdeprecatioh in Long and Graesser’s (1988) taxonomy) .
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3.7 PRELIMINARY CQNCLUSION AND EVIDENCE FOR THE HUMOR
PRINCIPLE
From the above examples of the viclations Qf Grice’s
Maxims, their coincidence with the laugh track, and the
‘subséquent discussions of the humor they contain, there
exists enough evidence to conclude that some of the humor ih
this episode of Friends derives from the use of implicature.
‘Recalling the discussion in Chapter 1 of the various
motivations for using implicature, i.e., the Politeness,
Self-Interest, and ExpressiveneSs Priﬂciples( now follows a
‘presentation and diécussion of evidence in support of the
existence of a Humor Principle— that is, a motivation to use
‘implicature coming from an explicit desire to “be funny.”
The following-are some examplcs in’which a character
violatés some Maxim for réééons'not accounted for by the

previously established principles'cf implicature:

(15) [Monica is wearing her wéitress cOstuhe,'which includes
breaét_enhancementsfc Joey 1is staring at Monica’s
breasts.]

MONICA: Joey, they're‘not real. I start miles
beneath the surface cf these things, okay?
They’re fake. See? [squeezes hér breast]

Honk honk.
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CHANDLERi Wow, it’s, 1it's like porno for clowns! [Laugh
tracki |

The existing Principles do not adequatelyﬂexplain Chandler’s
motivation for méking such an utterance. His comment is
certainly not motivated by Politéness, as a woman'slbreasts
bare-a taboo topic for polite discussion, and, at any rate,
conventinns of politeness would demand that the comment be
off-record (Brown and Levinson, 1987).- Chandler’s remark is
of the bald on record ﬁype, and exhibits no éoncérn for
anybody’s face needs. Self-Interest also does not
adequately explain Cnandler’s motivation because, as Chen
(1993) describes it, Self-Interest centers on the desire to
anid undesirable conséquenceé, and Chandler does not seem
to be doing this. If anything, he‘is courting a slap in the
face. The Expressiveness Principle comesvclOSest to
explaining Chandler’s motivation. However, 1it, too, is
somehow unsatisfying. Chen (1993) formuiates Expressiveness
in'order to deal explicitly with metaphor (though it can
" explain some other figures of speech), which breaks the
Maxim of Quality, and not with simile because it ﬁakes a
literal comparison between‘two-things, and so does not
~usually break the Maxim oanuality. Although Chandler’s
comment i1s technically a‘siﬁile; it still breaks the Maxim

of Quality through one. of the submaxims, “do not say things
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for which you lack adequate evidence.” To equate Monica’s
false breasts and preceding actions with clown pornography
is a patent absurdity because'“porno for clowns” does not
exist and Chandler has noireal‘basis for comparison. Hie
comment must be motivated by_aome other principle. His
utterance has the effect of_aotivating two incongruous
scripts (Raskin, 1985) in"his_hearers minds— a clown script
and a pornography script— and so produces humor. So in this
case, Chandler’s utteranceamaybe said to be motivated by a
desire to amuae.

‘Another piece of evidenoe regarding the Humor Principle
can be seen in the previous examplel(S),shere renumbered as

(16) :

(16) [Rachel enters]
ROSS: Hi honey, how did it go?
RACHEL: Ugh, it was the graduation from hell.
CHANDLER: Ya know, my cousin went to heil on a football
scholarship. [Laugh track]
It will be recalled that Chandler’s remark breaks the Maxim
of Quality. His motivation for using implicature, however,
- is not satisfactorily explained by the existing three
Principles. Poiiteness here has no relevance because the

utterance in no way protects anyone’s face. The kind of
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sarcasm for which Chandler’s character is known is not
présent in this comment. Self—Intefest is not a sufficient
motivation in this-case, either, as Chandler is not acting
to protect his own interests. Nor is Expressiveness an
adequate explanation of his motivatibn, for here he is not
being expressivevin a figurative way. 1In féct, it was
fRachel's preceding comment which followed the Expressiveness
~Principle. Her comment, “It the graduation from hell,” was
meant figufatively. Chandlef, however, takes advantage ofv
the ambiguity in Réchel’s phrase, “from hell.” Instead éf
accepting it’s figurative meaning, he exploits the locative.
vmeaning of “hell” and éhooses tQ make a comment about the

- place. As mentidned earliefain Chapter 3, this is a Clever
remark tb a éérious'statemenﬁ} thCh iévone of the types of
wit described by Long. and Graesser (1988). Wit’s
manipulation of the Griceah Méxims has’been‘described in

detail by Hunter (1983).

(17)'JOEY:‘ ~ - Uh, hey, Dr. Greeﬁe} wﬁ§ don’t yéu come with
me?'iWefli'pﬁt”yOurﬁjéckef Qn‘Rachel’s bed.

DR. GREENE: Alright, that sounds like a tWo—perSOn job.
[Laugh track] |

.Dr. Greene’s comment breaks the Maxim of Quality and has a

heavy tone of sarcasm. Again, the existing Principles do
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not adequately explain the character’s motivation.
Politeness certainly does not explain it. Dr. Greene’s
comment is a face-threatening act directed at Joey and is
not made off record, as would be expected. Since Dr. Greene
enjoys more social power, however, he does not have to do

- such politeneSS'work. He cannot even be considered an
impolite guest because, due to his felationship with Rachel,
he cannot be blacklisted by her friends. Self-Interest does
not explain his motivation either. He is not acting to
protect his own interests. Expreséiveness'is not an
adequate motivation either, as his purposé here is not to
express himself figufatively, although one might argue'that
sarcasm, being similar to irony, is Expressive. His purpose
here is to evokevhumo:~of the=supe;iorify variety. The
sarcastic remark is aﬁ aftack bn_Joéyfs‘féce designed to

highlight Joey’s stupidity;-

(18) ROSS: Hi, Dr. Greene.  So,'uh; how’ s everythingvin
the, uh, vasCular surgery...game?
DR. GREENE: it’s not .a gamé; Roés.‘ A woman dfed én my
table today..
ROSS: I'm sorry. See, that’s the good thing about
" 'my Jjob. vAll the dinosaurs on my table are

already dead. [Laugh track]
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In this exchange Ross breaks ﬁhe Maxim of Relation. His
motivation is not Politeness, as no face negotiation takes
place. His motivation is not Self-Interest, either, as he
is not seeking to avoid any negative consequences of what he
says. Expressiveness, too, does not explain his motivation,
as he does not seem to be making any figures of speech. His
motivation here is to cheer up Dr. Greene. Such an action
is common for people to do, and a common way to cheer
'someone up is to make them laugh. So Ross’s comment is an
attempt at light-hearted humor designed to improve the

doctor’s mood.

More evidence for a Humor Principle may be seen in (12)

above, here renumbered as (19):

(19) [At Monica’s party. Ross has a drink in his hand.]
MRS. GREENE: Oh, scotch neat. You know, that’s
Rachel’s father’s drink.
ROSS: Oh, mine too. Isn’t that neat? [Laugh

track] Scotch neat. [Laugh track—
Quantity]

Ross’s first comment about £he scotch, “Isn’t that neat?” is

a violation of Manner, which is not moti&ated by any of the

existing Principles. It does not come from Politeness, nor
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.réelfflnterest) nor Expressiveness, Instead, his utterance,

as mentionedvln section 3.5 above, is motiyated by an
‘express.desire toyamuse Mrsf”Greene. It is, according to

- Long and Graesser;sf(1988)taxonomy,a:pun. RoSS;s second
vrcomment “ScotCh neat " is motiyated byNSellenterest. It
_1s 1ntended to 1nsulate hlm from any face threatenlng act
‘directed at‘hlm by Mrs Greene, were she to cons1der‘hls
'remark to be made out of 1gnorance and not out of true
’knowledge and w1t Alternatlvely,ylt may be descrlbed as

'fkbelng motlvated by Self Pollteness, aSjrt”;sla move tor

 protect his own face.'/

- 3.8 CONCLUSION REGARDING THE HUMOR PRINCIPLE:

From the above examples it may be concluded that there
is ev1dence to support the existence of a Humor Prlnclple
;‘Examples flfteen through nlneteen were shown to be events of
vlmplrcature that were not adequately explalned by the c
Politeness, Self—interest, or EXpressiveness Princlples.

.Onevexample, (l7)‘(Dr.‘Greene's ETA toward Joey) is sarcasm;
‘NaEWellenown,agent of‘laughter.‘ Examples (l5) and (19)

- above (Chandler’S‘remark about hell andvRoss’s first “neat”

'comment, respectlvely) are both examples of characters usel

of wit. Wit arguably is always motlvated by the de51re to.

'be'funny. Example (18) (Ross’s attempt to cheer up Dr.

59



Greene) 1s another example of implicature motivated by the
desire to amuse. In this case the desire to amuse is
entailed in the purpose of raising another character’s

spirits.
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CHAPTER 4 - PROBLEMS, OBSERVATIONS, AND _FINAL COMMENTS
4.0 INTRODUCTION |

A study of this nature is ﬁseful-both in what it does'
and does not explain. In this éecfion I will discuss the
préblems that I‘enéoﬁntered in applyihg Grice’s Maxims to a
‘situation comedy, maké"somevcomments about certain
peculiarities of the discourse strategies found in Friends,

‘and offer final suggestiohs for future research.

4.1 ~PROBLEMS

Nof surprisingly, violationé of Grice’s Maxims could
not‘account for all‘of the laﬁghsvthat were presént in the
‘ léugh track. ‘Cf coursé};i did:ndtvéétﬁally expect to find
as mahy as i'did, eithéf;  Qf‘the 147;laughs’that I counted,
. there were at least 50vwhichdingbt_régult from a bfeaking
of any Maxims.‘ E

Some of these laugﬁs mighﬁ simplybbééxplained away as
truly deriving from the éituatioﬁé‘pfésented. It would seem
that situation comediés are apt1y namea, as,the,odd‘twists
‘of plot and bizarre situations found within them do

contribute to many of the laughs. Consider the following:

(20) PHOEBE: Okay, here are the birthday candles. Where'’s

the birthday cake?
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MONICA: Okay, we’re not having birthday cake, we’re
having birthday flan.

Whereas Monica-here is breaking some kind of sbciél norm,
she 1is not breaking any conversational Maxim. It seems a
somewhat ludicrous proposition ﬁo have birthday flan, but:
'the charaétér sayé,this with all.sincerity, and as it turns
out, they do indeed have birthday flan. While>Grice (1975)
- did allude to there being other Maxims that might have |

accounted for this type of aberration, he never fully

elaborated on them.

(21) MRS. GREENE: ...The funniest thing happened to me on
the way here. I was...[Joey peeks out
from the other room.]

PHOEBE: [Cuts Mrs. Greene off] Ha ha! That’s
great, ha ha! [Laugh track] I can’t wait
to hear the rest of it, ya know, but I
really have to go to the bathroom
so...Hey, come with me! [Laugh track]

While the first laugh ﬁay be attributed to impoliteness of

‘the sort to be discussed below, the second laugh is
triggered by Phoebe’s request:that Mrs. Greene join her in
the bathroom. While none of Grice’s Maxims are broken, some

social rule is breached here. Certainly women have been
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known td go to ?ublic restrooms together, but I suppose it
is cdﬁsiderably less common to do so in a priVaté’location}
»sﬁch as one’s home, and it must be most uncémmon to ask the
mother of one’s friend to pépticipate in such a joint
venture. B

In situations suoh as the ébove,'és weli as‘with
certain sight gags and slapstickfcomedy routiﬁes (there is
no implicature ih a.spie ih!ﬁﬁelfaée”f;ﬂGriéefé theory of
'cdnversation‘is inadequétéﬁfofféipiéiﬁing egéqﬁly where the

 humor comes from.

4.2 OBSERVATIONS

VAWhiie analyzing fhé humor in thisvepiéode of Friends
to determiﬁe how mu¢h of it deri?ed fromvthe use of
‘implicature, I Qbserved two types of phenomena which. seemed
corbllary to,'but outside.ofASimple violations of Gricé}s
'Maxims. One of them concerns the timing of the laugh track
with the violation of the Maxim oleuality. The Otherv

concerns a general rarity of politeness.

4.2.1 THE TIMING:OF HUMOR— BREAKING THE MAXIM OF QUALITY
One oddity regarding the synchronization of the laugh
track with violations of the Maxims involved characters

breaking the Maxim of.Quality and then a few moments later
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being found out by the other characters, such as from
another character “telling” on them or from their confessing
to the fib themselves. 1In all cases the laugh track
corresponded to the realization of the lie by the other

characters (and hence the audience as well). Consider the

following example:

(22) [Ross and Rachel enter her apartment and turn on the

lights.]

ALL: Surprise!

RACHEL: Oh my gosh! Wow! Monica. Oh my god!
Mom! This is so great!

MRS. GREENE: Happy birthday sweetie.

RACHEL: [to Ross] Wow! You, you...I had no
idea. |

ROSS: Really?

RACHEL:V No. i knew. [Laﬁgh track]

So here the laugh track is deléyed until the audience
realizes that Rachel has told a lié. ‘The humor comes at the
moment when the audiencé reélizes that oné of more
characters has broken the Maxim of Quality, even when the

character did so some time before.
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- 4.2.2 UBIQUITY OF IMPOLITENESS

In the universe of situation comedies, if Friends may
be considered a representative éxample, impolitenesé
iprevailé.' The charactérs in Friends are rarely, if ever,
polite. This ihpoliteness takes two forms. The first‘
- involves characters saying sométhing where it would
ofherwise be normal to use some kind of implicature.

- Consider the following example:

(23) [Dr. Greene enter’s Monica’s apartment. He is supposed
to be in the other apartment.]
PHOEBE: Oh ho, you’ re nptwéupposed to be here. Thié
is the sfaging area. You should— it’s all
wrong. Ypu’shpula‘lépve,?{Laugh track] vya
know? Get out;;[Laugh'trackJ
- Both of these laughs chncide with Phoébefs FTA’s (face-
threatening apts, as despribed by‘Brbwn épd Levinson, 1987)
toward Dr. Greene. Cpnsidering'their appareht power
differential and soéial distahce;'she shpuld’not be giving
him orders (bold on record FTA). Thus this is‘extremely
unsocial behavior.
‘The second type of impolite behavior occurs when the
characters actually use implicature, but to impolite or even

hostile ends. In the previous example (16), used as
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| eVidence'for‘the Humor’Principie, sarcasm was used to
trigger laughter (ridicule). Sarcastic remarks are FTA’s,
wnich are,veficonrse impolite. So Dr. Greene’s face-
threateningaremart to Joey represents impolite behavior

which employs implicature. Consider this other example:

(24) LDr.'Greene has just entered Monica’s apartment for the
firstvtime]-‘ |
DR. GREENE: Oh, you’re having a partee [Laugh
traek— Manner]
MONTCA: - No, no, not a party. Just a
| surprise gathering of some people
"Rachel knows. Um, this is Phoebe
and Chandler and Joey. |
DR.‘GREENE:‘v I"11 never remember all of that.
[Laughvtrack]
In this example, Dr. Greene breaks the Maxim of Quality to
basically tell Pheobe, Chandler, and Joey that they are not
important enough to remember. Again, considering the
: relationship they have with his danghter, this is rude.
From the observations, it‘may be concluded that, in‘the
situation comedy world where‘rudeness reigns, the Politeness

Principle is not common as a motivation for implicature.
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4.3 SUGGESTIONS FOR FURTHER RESEARCH
Grice offers a useful tool for explaining some of the

“humorous effects tQ whi¢h language ié put. I have shown

- instances of humor, specifiéally.those fouﬁd in a situation
comedy, to Come_from implicéfUre iﬁvolving violations of all
four of Grice'’s Maximé;> Herver, the application of Grice’s
vthéory of conversation tdfhqur is:limited;; It descﬁibes
only. some ofithe hﬁmor that-éomeélfrom impiicature. In the
genre of situatibn comedy, there‘still exists humor that
comes purely from the situations pfesented,fwhich. |
implicature simply canﬁot explaih.lnThé humor that comes
from impoliteness may or‘may ﬁot begadequéfely explained
using this theory. The humor found in impoliteness might
simply come from a‘breaking of social norms and not
conversational ones. Howevér, humor that comes from the

' ‘failurevto understand implicaturevcan be described with this
‘fheory. Although I found no-instances of “failed

Cimplicature” humork(the humor that comes from'a character
vfailing to underétand an implied meaning) in this
traﬁscript, I have seen it in other episodes of Friends as

~ well as in other genres of comedy. My first inclination is

.to believe that “failed implicature” humor always causes the

audience to laugh at the character who fails to understand

the implicature (superiority theory). However, future
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research is hecessary in order to test this hypothesis.
‘Also, by approaching the study of humor from the directioﬂ
of failed implicature; further insights might be made
regarding the relationship between humor and successful

implicature.
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Appendix: Transcrlpt of Frlends episode, “The One With the
Two Parties” : :

Originally written by Alexa Junge
Transcribed by Joshua Hodge
Corrections and additions by Derrick Taberski

Note: the symbol “©” represents soundings of the laugh
track which correspond with humorous stimuli

[Soene: Moondance Diner. Ross, Phoebe, Joey, and Chandler
are sitting at the counter, Monica is working. Monica is
wearing her costume, including big fake breasts.]

MONICA: So, I'll get candles and my mom's lace tablecloth,
and since it's Rachel's birthday, and we want it to be
special, I thought I'd poach ‘a salmon.

ALL: Ohhh. ©
MONICA: What?

ROSS: Question Why do we: always have to have parties where
you poach things? © :

MONICA You wanna be 1n charge of the food comm1ttee°

ROSS: Questlon two. Why do we always have to have parties
with comm1ttees° © P T ‘

JOEY: Really Why can't we just get some plzzas and get some
beers and have fun? ' , ‘

.ROSS: Yeah.
 PHOEBE: Yeah, I agree. Ya know, I think fancy parties are

only fun if you're fancy on the inside and I'm just not sure
we are. © : ‘

MONICA: Alright. If you guys don't want it to be spec1al
fine. You can throw any kind of party you want.

[Joey is staring at Monica's breasts}
MONICA: Joey they're not real. © I start miles beneath the

surface of these things, ok, they're fake. © See? [squeezes
her breast] honk honk. ©
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CHANDLER: Wow, it's, it's like porno for clowns. ©

[Scene: Central Perk. Chandler, Ross, Joey, Phoebe, and
Monica are planning Rache's birthday party.]

ROSS: I talked to Rachel's sisters, neither of them can
come. '

MONICA: Ok, um so, I still have to invite Dillon and Emma
and Shannon Cooper.

JOEY: Woah, woah, woah, uh, no Shannon Cooper.
PHOEBE: Why not her?
JOEY: Cause she uh,... she steals stuff. ©

CHANDLER: Or maybe she doesn't steal stuff and Joey'just
slept with her and never called her back. ©

MONICA: Joey that is ‘horrible.

JOEY: Hey I liked her, alright. Maybe, maybe too much. I
don't know I guess I just got scared. ©

PHOEBE: I'm sorry, I didn't know.

JOEY: I didn't think anyone'drbuy that, ok. ©
[RaChel‘enters]

.ROSS: Hi honey, how did it go?

RACHEL: Agh, it was the graduation from hell.

CHANDLER: Ya‘know, my cousin went to hell on a football
scholarship. ©

RACHEL: Ya know, I mean this is supposed to be a joyous
occasion. My sister's graduating from college, nobody
thought she would. It's a true testament to what a girl from
long island would do for a Celica. ©

MONICA: So what happened?

RACHEL: My parents happened. All they had to do was sit in
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the same stadium, smile proudly, ‘and not talk about the
- divorce. But nooo, they got into a huge fight in the middle
of the commencement address. Bishop Tutu actually had to
stop and shush them. © But you know what, you know what the
good news is? I get to serve coffee for the next 8 hours. ©
PHOEBE: Ok,>SO I guess we.don't”invite‘her'parents.
' MONICA: Well, how "bout just her mom?

CHANDLER Why her mom7 '
MONICA Cause I already 1nv1ted her -©
PHOEBE: Ooh, ooh dld you ask Stacy Roth°
- JOEY: Oh, can t 1nv1te her O She also steals ©

[Scene: Monlca and Rachel S apartment Chandler, Joey,
_‘Monica, and Phoebe are settlng up: for the party.]

PHOEBE: Ok, here are the blrthday candles Wherefs‘the
blrthday cake'> ‘

 MONICA: Ok, we' re not having blrthday cake, we're hav1ng
birthday flan ©

CHANDLER: Excuse me?
MONICA: It's a traditional Mexican custard dessert.

JOEY: Oh that's nice. Happy birthday Rachel, here's'some
‘goo. © ' : :

[Knock at_the door]

MONICA: [answers the door] Dr. Greene. Oh my God it's

 Rachel's dad. [Chandler lets go of his balloon, which makes

a deflating n01se] © What're you doing here?

DR. GREENE: What?_The father can't drop by to see the
- daughter on her_birthday?

MONICA: No no, the father can, but um, since I am the

roommate I can tell you that she's not here and I'll pass
along the message, ok? So bye-bye. ©
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DR. GREENE Ohhh, you re having a parteee. ©

MONICA: No, no, not a party. Just a surprise gathering of
some people Rachel knows. Um, this is Phoebe and Chandler
and Joey. :

DR. GREENE: I'll never remember all of that. © So uh,
what's the deal? Rachel comes home, people pop out and yell
stuff, is that it?

CHANDLER: This isn't your first surprise party, is it sir?
©

[Knoek at the_door, Monica ansWers to see Mrs. Greene].
MRS. GREENE: Hi Monica..©

[Monica slams the door back shut]

MONICA: Chinese menu guy. Forgot the menus.

CHANDLER: So, basieally just a Chiﬁese quy. ©

JOEY: Uh, hey, Dr. Greene, why don't. you come with me? We'll
put your jacket on Rachel's bed. ©

DR. GREENE: Alright, that sounds like. a ‘two person job. ©
‘[they walk into Rachel's bedroom] -

MRS. GREENE: Well, my goodness, what was that?

MONICA: Sandra, I am so sorry. I thought you were Rachel
and we just weren't ready for you yet.

MRS. GREENE: You thought I was Rachel?
CHANDLER: Yes because uh, you look so young.
PHOEBE: And because you're both, you know, white women.'©

MRS. GREENE: Oh, I missed you kids. Well, should I put my
coat in the bedroom?

CHANDLER: NO! © No, I'll take that for ya.

MRS. GREENE: Oh well thank you. Such a gentleman. Thank you.
[Chandler takes the hot pink coat and grimaces at it] Ahh,
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it all looks so nice, so festive, all the balloons...
[Chandler, remembering that Joey and Dr. Greene are in the
bedroom, throws her coat in a cupboard] © The funniest
thing happened to me on the way here. I was...[Joey peeks
out]

PHOEBE: [cutting Mrs. Greene off] Ha-ha, that's great,
ha-ha. © I can't wait to hear the rest of it, ya know, but
I really have to go to the bathroom so... Hey, come with me.
©® Yeah, yeah, it'll be like we're gal pals, ya know? Like
at a restaurant. Oh, it'll be fun! Come on! © [they go in
the bathroom]

MONICA: Oh my God, oh my God, oh my God.
CHANDLER: Ok, think, what would Jack and Chrissy do? ©

JOEY: [peeks back out] Ok, now that your coat is safely in
the bedr-, [sees that the coast is clear] oh, ok we can come
back out in the living room. ©

MONICA: So uh, Joey and Chandler, I, I think it's time that
you take Dr. Greene over to your place.

CHANDLER: Uh, yes, absolutely, um. [Chandler jumps over the
couch to stand with Joey and Dr. Greene] © Why again?

MONICA: Because that's where the party is you goon. © See
this is just the staging area.

JOEY: Right this is staging.

CHANDLER: Yeah, this more than anything else, is the staging
area.

JOEY: [as they're walking out, Dr. Greene questioningly
gestures at the Happy Birthday sign over the door] This is
clearly in the wrong apartment. © [they all walk across the
hall]

[Scene: Later on in the hallway between the apartments.
Chandler is showing people to the parties.]

CHANDLER: Alright you guys are off to party number one ©
[ushers 3 guys into Monica's apartment] and you, you are off
to party number two © [ushers four women into his

apartment. Two guys try to follow and Chandler blocks them
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and shoos them off to Monica's apartment] Alright fellas,
let's keep it movin', let's keep it movin’. ©

MONICA: Chandler could you at least send some women to my
party? © [buzzer goes off] Alright that's Ross.

CHANDLER: Ok, they're coming, shhh. [Runs into Monica's
apartment and grabs one last girl to take to his
apartment]©

RACHEL: Oh, thank you for the wonderful dinner.

ROSS: Thanks for being born.

RACHEL: Oh, thank you for my beautiful earrings, they're
perfect. I love you.

ROSS: Oh, now you can exchange them if you want, ok.
RACHEL: Mmn, now I love you even more. ©

[They kiss while Ross backs her into her apartment and turns
on the lights]

ALL: Surprise. ©

RACHEL: Oh my gosh, wow. Monica. Oh my god. Mom. This is so
great.

MRS. GREENE: Happy birthday sweetie.
RACHEL: Wow you, you. I had no idea.
ROSS: Really?

RACHEL: No, I knew. ©

ROSS: All right.

MONICA: Ok, everybody, there's food and drinks on the table.
Go across the hall.

ROSS: What?
RACHEL: What?

MONICA: Right now, Joey and Chandler's, go now.
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RACHEL: Why.

MONICA: Just go. ©

[They walk achSS-the hall];

ALL: Surprise. © |

DR. GREENE: Happy birthdaydsweetpea.

RACHEL: Daddy! [they hug and her face shows distress] ©

1

talking to Chandler and Ross.]

RACHEL: Both of them are here, both of them; both of them
[are here° : o '

[

CHANDLER: Well, we could count again. ©
RACHEL: I can't believe this is happening.
ROSS: You know what, this is ridiculous, ok. This is your

|birthday, this is your party. I say we just put 'em all
together and if they can't deal with it, who cares?

RACHEL: I do.
| ROSS: That's who. ©
CHANDLER: Look, are you gonna be ok?

RACHEL: Well, I have to be, I don't really have a choice,

mean, you know, I could look at the bright side, I get two

birthday parties and two birthday cakes.
CHANDLER: Well, actually just one birthday flan. ©

| RACHEL: What?

[Time lapse. Still at Chandler and Joey ] party Rachel is

I

CHANDLER: It's a traditional Mexican custard dessert...Look

talk to Monica, she's on the food committee. ©

[Time lapse. Chandler runs out of the bathroom.]

CHANDLER: Joey, Joey. Hey, some girl just walked up to me
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and said, 'I want you Dennis,' and stuck her tongue down my
throat.® I love this party. ©

JOEY: Quick volleyball question.
CHANDLER: Volleyball.

JOEY: Yeah, we set up a court in your room. Uh, you didn't
really like that grey lamp, did you? ©

CHANDLER: Joey, a woman just stuck her tongue down my
throat, I'm not even listening to you. ©

GIRL'S VOICE: Dennis.
CHANDLER: Ok, that's me. [runs back] ©

RACHEL: Listen honey, can you keep dad occupied? I'm gonna
go talk to mom for a while.

ROSS: Ok. Do you have any ideas for any openers?

RACHEL: Uh, let's just stay clear of 'I'm the guy that's
doing your daughter' and you should be ok. ©

[Back at Monica's party]

MONICA: Ok people, I want ydu to take a piece of paper, here
you go, and write down your most embarrassing memory. © Oh,
and I do ask that when you're not using the markers, you put
- the caps back on them because they will dry out. ©

[Back in Chandler and'Joey's;partYTf |

ROSS: Hi Dr. Greene. So, uh,ﬁhow's everything in the uh,
vascular surgery....game? ©

DR. GREENE: It's not a game Ross, a woman died on my table
today.

ROSS: I'm sorry. See that's the good thing about my job. All
the dinosaurs on my table are
already dead. ©

[Back in Monica's party]

MONICA: Listen you guys, um, I don't mean to be a pain about
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this but, um, I've noticed that some of you are just placing
them on. You wanna push the caps © until you hear them
click. [she demonstrates, Gunther starts to walk to the
door] © Gunther, where are you going?

GUNTHER: I um, was sorta thinking about maybe...

MONICA: No. No you can't gd. No this is fun. Come on we're
just getting started. Here, here's your marker. ©

PHOEBE: Listen if you wanna go, Jjust go.

GUNTER: No, shefll yell at me again. @
PHOEBE:-[whiépering] Alright, I can get you out. ©
GUNTHER: What?

PHOEBE: Shh. In a minute, I'm gonna create a diversion. ©
When I do, walk quickly to the door and don't look back. ©

[Baék at Chandler‘and Joey's party]

DR. GREENE: T think T need a drink.

ROSS: Oh, I, I'llfget it for'Ya;'Whadaya want?
DR. GREENE: Scotch.

"ROSS: Scotch. Alright, I'll be back in 10 seconds with your
scotch on the rocks in a glass. :

DR. GREENE: Neat.

ROSS: Cool. ©

DR. GREENE: No no no no no no;\ ‘Neat’, as in ‘no rocks.’
ROSS: I know. ©

[Back at Monica's party]

MRS. GREENE: Oh hello Ross, where have ydu been?

ROSS: Hi. Uh, I have been in the bathroom. © Stay clear of
the salmon mousse. ©
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'MRS. GREENE: Oh, scotch neat. Ya know, that's Rachel's
father's drink.

ROSS: Oh, mine too. Isn't that neat? ©, scotch neat. ©
Would you excuse me? © [walks out in the hallway; Dr.

Greene is walking out of Chandler and Joey's apartment] Hey,
hey, where you uh, sneakin’ off to mister? ©

DR. GREENE: I'm getting my cigarettes out of my jacket.
ROSS: No. no.

DR. GREENE: Whaddaya mean no?

ROSS: No, um, see 'cause that, that is, that is the staging
area. If you go in there, it'll ruin the whole illusion of
the party. © Yeah, I think you take your scotch back in
there and I will get your cigarettes for you sir.

DR. GREENE: Get my glasses too.

ROSS: All righty roo. © [closes the door] What a great
moment to say that for the first time. ©®© [goes to get the

cigarettes and glasses]

MONICA: Ok, the first person's most embarra551ng memory 1s,
'Monlca, your party sucks ' © Very funny. ©

PHOEBE: Oh no, ooh, ooh,; did somebody forget to use a
coaster? ’

'MONICA: What? © [she runs over to where Phoebe is, Phoebe
signals for Gunther to go and he leaves] I don't see
anything.

PHOEBE: Great, I'm seeing water rings again. ©

MRS. GREENE: Ross, whose glasses are those?

ROSS: Mine. ©

MRS. GREENE: You wear bi—focals?

ROSS: Um-hmm. [puts them on and looks momentarily

disoriented] I have a condition, apparently, that I require
© two different sets of focals. ©
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MRS. GREENE: Did you know my husband has glasses just like
that? ’ : .

"ROSS: No.
RACHEL: Well those are very popular frames.
ROSS: Neil Sedaka wears them. ©

GUY: [in a conspiratorial whisper to Phoebe] I hear you can
get people out of here @

MRS. GREENE: Rachel you dldn t tell me your boyfriend
smoked..

RACHEL: Oh yeah, “1iké a cvhi'fa'ﬁey.‘"

ROSS: Ohh, big smoker. [while he says this, he inexpertly
packs the cigarettes and flings one on Mrs. Greene. © It
falls to the floor. He retrieves it and puts it awkwardly
in his mouth, where it hangs and looks out of place.] Big
big smoker. In fact I'm gonna go out into the hallway and
fire up this bad boy. © [He walks into the hall wearing the
glasses. The cigarette is in his mouth. He comes face to
face with Dr. Greene] © ‘ » »

DR. GREENE: Are you wearing my glasses?

ROSS: Yes. © [pulls them off and hands them to Dr.iGreene]
I was just warming up the earpieces for you. ©

‘DR. GREENE: Thank you. Is that one of my cigarettes?
ROSS: [pulls off the cigarette clinging to his upper lip and
hands it to Dr. Greene] © Yeah, yes it 1s, I was just

‘moistening the tip. ©

[Back in Monica's party. Phoebe is talking to a guy and two
glrls at the party.] ,

PHOEBE: Ok, ok, she's taking the trash out so I can get you
out of here but it has to be now, she'll be back any minute.

GIRL 1: What about my friend Victor?

- PHOEBE: No, only the three of you, any more than that and
she'll get susp1c1ous ©
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GIRL 1: Alright, let me just get my coat.

PHOEBE: There isn't time. © You must leave everything.
They'll take care of you next door. ©

GIRL 1: Is it true they have beer?
' PHOEBE: Everything you've heard is true. ©

- [Back at Chandler and Joey's party. Everyone is dan01ng and
‘having fun.]

MONICA: Could you guys please try to keep it down, we're:
trying to start a Boggle tournament. ©

[Chandler and Joey stop dancing and laugh at her] ©

‘MONICA: Yeu} andbyou, you're supposed to be at my party. And
Gunther! [he stops dancing and looks abashed] © What are
you doing here? .

GUNTHER: Um [he starts dancing again] @

PHOEBE: [enters with the three people she got out] Ok,
welcome to the fu oh. ©

MONICA: Phoebe.

PHOEBE: Alright/ I'm sorry but tﬁese3people needed me. Ya
know they work hard all week. It's Saturday night. They
deserve to have a little fun. [to the tnree people] Go. ©
MONICA: Ya know, my party:is fun. I'mean; maybe it's a
little quieter, less obvioUs'sorta fun but, you know, if

- people would just give it a chance... [volleyball hits her
in the head from behind] © . '

[Back at Monica's partyl

RACHEL: You want me to see a therapist?

MRS. GREENE: Sweetheart, you obviously have a problem.
You've chosen a boyfriend exactly like your father. ©

RACHEL: Ok mom, you know what, fine, I'll make an
appointment ok, but you know what, right now, I gotta go, I
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gotta go do a'thing,‘
[Chandler and Joey's partyl

DR. GREENE: Did you know - your mother spent $1200 dollars on
~ bonsai trees? © I felt like Gu}llver around that place. ©

RACHEL: Daddy, daddy, you know what, I really wanna hear
more about this, I really do, but I. just have, I Jjust have
to do uh some, uh some stuff. ’

[Monica's party]

MRS. GREENE: You work and you work and you work at a
marriage but all he cares. about: is hlS stupld boat.

[Chandler and Joey's party]

DR. GREENE: You work and you work and’ “you work on a
boat...®

MRS. GREENE: He always ridiculed my pottery clasSes...

"DR. GREENE: ...and you sand it and you © varnish it...
MRS. GREENE: ...but when all is said and done, he still
drinks out of the mugs. ©
DR. GREENE: ...and her yoga and her Bridges of Madison
County... :

MRS. GREENE: ...the scotch, the cigarettes...

DR. GREENE: ...and the bonsai's and the chiuaua...

MRS. GREENE: ...I may have only been in therapy for three
weeks now dear but...

DR. GREENE: ...what the hell does she want with half a

boat?...

[Scene: The hallway after the party. Rachel is sitting-
there. ] ‘

CHANDLER: [running out of his apartment after a girl] Ok,

ok, you can be shirts and I'll be skins. © I'll be skins!
[sits down beside Rachel] Hey, how you holdin' up there,
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tiger? © Oh, sorry, when my parents were getting divorced I
got a lot of tigers. © Got a lot of champs, chiefs, sports,
I even got a governor. © ' ‘ :

RACHEL: This is it, isn't it? I mean, this is what my life

is gonna be like. My mom there, my dad there. Thanksgiving,

Christmas. She gets the house, he's in some condo my

sister's gonna decorate with wicker. © Oh, Chandler how
did you get through this?

CHANDLER: Well, I relied on a carefully regimented program
of denial and, and wetting the bed. © :

RACHEL: Ya know, I just, so weird. I mean I was in there
just listening to them bitch about each other and all I kept
thinking about was the fourth of July.

CHANDLER: Because it reminded you of the way our forefathers
used to bitch at each other? ©

RACHEL: It's just this thing. Every year we would go out on
my dad's boat and watch the fireworks. Mom always hated it
because the ocean air made her hair all big. My sister Jill
would be throwing up over the side and my dad would be upset
because nobody was helping and then when we did help he
would scream at us for doing it wrong. But then when the
fireworks started, everybody just shut up, you know, and
it'd get really cold, and we would all just sort of smoosh
under this one blanket. It never occurred to anybody to
bring another. one. And now uh...

CHANDLER: Yeah I, I know. [Hugs her. Ross walks out and
Chandler puts her in his arms.] ©

[Scene: Monica's party. She is seeing off the last of the
guests.] :

MONICA: Ok, thanks for coming, I hope you guys had fun.
"MRS. GREENE: Alright, Monica dear, I'm gonna hit the road.
Now I've left my 10 verbs on the table. © And you be sure
and send me that finished poem. '

'MONICA: Ok will do. So glad you came.

MRS. GREENE: I think I saw Rachel out in the hall.
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'MONICA: Ok, let me govcheck;‘[to Rachel] Your mom want's to °
say goodbye.

RACHEL: Oh ok.
MRS.-GREENE:’Happy birthday sweetie.
RACHEL: Ok.
[DR Greene opens the door to Chandler and Joeys apartment
Ross sees him and runs to the door for01ng him back in then
holds onto the door knob.] ©
JOEY: Ahh, you drive safe.
" MRS. GREENE: Ross,'what're youudoing;
" ROSS: I'm gettlng ready for the water skiing. © [Dr. Greene
opens the door which pulls Ross in] [looking up at Dr.
Greene] How are you° O '
CHANDLER: Well uh xDr Greene, whereiare you_going?
DR. GREENE To get my coat B
GUYS: No no no. ©
DR. GREENE: Alright alrlght ‘I oan”get my own coat.

[the guys form a wall between Dr and Mrs. Green and dance
across the hall as he walks across] @ ’

| CHANDLER Sorry, we' re on a major flan high. ©

PHOEBE: Oh no, you're not supposed to be'here. This is the

- staging area, you should, it's all wrong, you should leave
© ya know, get out! © [opens the door, the guys are right
“there] © Or perhaps you'd like a creme d'menthe, uh..®

" DR. GREENE: I have to be_heading'toward my chateau, thank
you. - . o "

PHOEBE: Oh all right, then I guess we're g01ng back into the
hallway agaln

JOEY: ‘Thanks for coming Mrs. Greene. [grabs her and klsses‘
her to distract her ©® She goes limp in his arms. Dr.
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Greene leaves.] Well)’ok, you take care. ©

MRS. GREENE: Oh, you kids [she caresses his face and chest]
© Well [breathless] © this is the best party I've been to
"in years. ‘

MONICA: Thank you! ©

[Epilogue: Monica and Rachel's apartment. Close up of the
flan on the table with birthday candles.]

MONICA: Ok everybody, it's time for flan.
'CHANDLER: Yup, get ready for the gelatinous fun. ©

JOEY: Kinda looks like that stuff you get when you get a bad
infection. © ‘ :

MONICA: Ok, that's enough.

PHOEBE: Ok Rachel, make a special flan'Wish. ©

RACHEL: Ok, I've gOt one. [blows out the candles.'Somebody
calls out 'heads up' and the volleyball lands in the flan]

© Wow, those things almost never come true. ©

END
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