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Abstract

Podcasts have become one of the most visible forms of online media, with especially rapid
growth during the COVID-19 pandemic. Their accessibility and interactive features—
particularly on YouTube, where audiences engage through comments and messages—make
humorous podcasts a valuable site for examining contemporary humorous communication. This
article analyses two popular Lithuanian comic podcasts launched in 2020, Vél tie patys and
Dar tos cia, from the perspective of folklore studies, humour theory, and communication studies.
The study addresses the question of whether humorous podcasts can be considered a new
folklore genre or rather a digital performance environment in which humorous folklore is
transformed and circulated. The qualitative analysis focuses on dominant topics, targets of
ridicule, humour functions (entertainment, leadership, didactic framing, psycho-hygienic relief,
and communication), and interactional dynamics between hosts and audiences. The findings
show that both podcasts draw on traditional humorous folklore patterns, including stereotyping,
self~-mockery, and “‘us—them” oppositions, while adapting them to podcast-specific dynamics
such as improvisational conversational formats, rapid responses to current social issues, and
mediated audience participation. Gendered differences are also evident: the male-hosted
podcast relies more heavily on taboo themes, swearing, and aggressive humour, whereas the
female-hosted podcast demonstrates greater linguistic restraint and value-oriented reflection.
The article concludes that humorous podcasts should not be treated as folklore in a strict sense,
but function as a powerful contemporary medium for producing and transmitting humorous
folklore in Lithuanian society.
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1. Introduction

Over the past two decades, podcasts have grown from a niche digital experiment into one of the
most popular and versatile forms of online media. Their rapid expansion was particularly visible
during the COVID-19 pandemic, when audiences turned to easily accessible and often freely
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available online content for both entertainment and community. Unlike traditional media,
podcasts are characterised by accessibility, thematic diversity, and interactive qualities: listeners
do not merely consume them passively but frequently engage by leaving comments, sharing
episodes, or creating derivative content, especially on platforms such as YouTube. This
interactivity makes podcasts a unique cultural product, reflecting not only the creativity of their
hosts but also the responses, expectations, and cultural codes of their audiences. For this reason,
podcasts can be seen not only as entertainment but also as a form of social communication and
cultural production that deserves serious scholarly attention.

International research on podcasts demonstrates that humour is frequently acknowledged,
yet rarely treated as the object of analysis. Much of the scholarship considers humour only
indirectly, situating it as a supporting element within broader investigations of communication,
culture, or media practices. For instance, Franzen et al. (2020) examine aggressive jokes in
podcasts, but their focus lies less on comedy itself than on the ways in which aggression and
conflict are articulated through humorous exchanges. Similarly, Lundstrdém and Poletti
Lundstrom (2020) approach podcasts as ethnographic objects, analysing them as cultural
practices and sites of identity construction, with humour appearing only in the background as a
contextual feature rather than as a subject of inquiry. A comparable pattern can be observed in
the work of Pruulmann-Vengerfeldt and Willstedt Buchholz (2018), who studied podcasts that
mock human ailments. In this case, comedy functions as a communicative strategy for
negotiating sensitive experiences. Beyond academic research, even practical guides to podcast
production emphasise the significance of comedy. Geoghegan and Klass’s Podcast Solutions:
The Complete Guide to Audio and Video Podcasting (2007), for example, highlights the
importance of humour as a key element of engaging and sustainable podcasting practice.

Recent studies of comedy podcasts emphasise the importance of a communicative
perspective, highlighting interaction as a defining feature of the media format. For instance,
Zelianti et al. (2024), in their analysis of Deddy Corbuzier’s podcast episode featuring the
comedian Komeng, focus on how humour is created through Grice’s (1975) conversational
maxims as interpreted via Attardo’s (1994) humour theory. They argue that interactivity is
central to understanding podcasts, noting that “interactivity makes podcasts a unique cultural
product, reflecting not only the creativity of their hosts but also the responses, expectations, and
cultural codes of their audiences” (Zelianti et al., 2024, p. 72). From this perspective, podcasts
are framed not merely as entertainment but as forms of social communication and cultural
production. The same authors further stress the limitless thematic diversity of podcasts,
observing that this diversity enables highly personalised listening experiences and contributes
significantly to the genre’s appeal (Zelianti et al., 2024, p. 73).

While this communicative approach foregrounds interaction and audience participation,
other recent research demonstrates that linguistic analysis remains equally crucial for
understanding humour in podcasts. This is evident in the study by Tiani and Falah (2025), who
approach comedy podcasts primarily from a language-focused perspective. Their findings show
that humour in podcasts is strongly shaped by specific linguistic techniques, which they identify
as innuendo, exaggeration, playful wording, ridicule, and wordplay (Tiani & Falah, 2025, p.
513). By systematically categorising these techniques, Tiani and Falah highlight the role of
language itself in structuring humorous meaning.

Taken together, these studies indicate that podcasts—and humorous podcasts in
particular—constitute a broad and interdisciplinary field of research. Podcasts can be
productively examined from multiple scholarly perspectives, including folklore studies, media
and communication research, linguistics, sociology, cultural studies, psychology, etc. The
communicative perspective foregrounds interaction, audience engagement, and the social
circulation of meanings, whereas linguistic approaches illuminate the concrete mechanisms
through which humour is constructed and interpreted. Rather than competing, linguistic,

Open-access journal | www.europeanjournalofhumour.org

145



The European Journal of Humour Research 14 (2)

psychological, and communicative perspectives are complementary, and their coexistence
underscores the analytical richness of humorous podcasts as cultural texts. The present study
builds on this interdisciplinary openness by drawing primarily on folkloristic and humour-
theoretical frameworks, while remaining attentive to insights from communication and
linguistic research.

In Lithuania, however, podcast research remains at an early stage. While some studies have
addressed podcasts as tools of online marketing or informal learning (Jus¢ius & Baranskaite,
2015; Stonkiené & Janitiniene, 2020; Stumbras, 2021; Vaitkuté, 2021), there has been almost
no investigation of their cultural or humorous dimensions. This lack of scholarship stands in
contrast to the sheer popularity of humorous podcasts in Lithuania, which attract hundreds of
thousands of viewers, and function as an important site where contemporary issues, stereotypes,
and cultural tensions are negotiated through humour. This article therefore seeks to fill this gap
by examining Lithuanian humorous podcasts through the lens of contemporary folklore and
humour research.

Taken together, these examples suggest that while humour is consistently present in the
podcasting landscape, it is most often treated as a secondary phenomenon—important for
understanding social dynamics and audience engagement but seldom examined as a cultural
form in its own right. This gap underscores the need for further research that explicitly
foregrounds humour as a central analytic category in podcast studies.

From a theoretical standpoint, this research is situated at the crossroads of folklore studies,
humour theory, and communication studies, each of which provides important insights into the
cultural role of comic podcasts.

Folklore studies offer the first conceptual framework. Traditionally, folklore has been
associated with orally transmitted cultural forms—songs, tales, jokes—circulating within
communities. Yet, as Blank (2009) has argued, scholars should not be afraid to challenge the
boundaries of the folklore discipline. In Lithuania, contemporary folklore has been studied in
2006), and contemporary legends (Racénaité, 2008), while Slepavi¢iiit¢ (2014) examined
internet-based student folklore. Podcasts, however, have not yet been considered within this
framework, even though they display many folkloric qualities: they are verbal, dynamic,
participatory, and closely tied to current events and cultural stereotypes. This raises an important
question: can humorous podcasts be seen as a new folklore genre, or are they simply
transformations of older traditions such as jokes, anecdotes, or stand-up performances?

Humour theory provides the second theoretical foundation. Humour has long attracted
scholarly attention as a complex cultural, psychological, and linguistic phenomenon. Classic
perspectives, such as those of Feinberg (1978) and Veatch (1998), explored humour as an
expression of emotions and social tension, while Martin (2007) examined its psychological
dimensions. Attardo (1994) developed linguistic methodologies for analysing humour, while
Mulder and Nijholt (2002) emphasised humour as a crucial tool of communication. Ritchie
(2003) further argued that methods of cognitive linguistics can be fruitfully applied to humour
studies. In earlier research, Bandoriiite-Leikiené (2017) analysed humour in both historical and
contemporary contexts, from jokes at the turn of the 20th century to present-day anecdotes.
Building on this tradition, the current study approaches humour as a multifunctional
phenomenon that can entertain, reinforce, or challenge social hierarchies, educate through
parody, provide psychological relief, and strengthen communication. These functions are not
abstract but can be empirically traced in podcast discourse, making humour theory a valuable
tool for analysing the media format.

The third foundation is communication studies, which highlight the role of digital media in
shaping contemporary cultural participation. Podcasts exemplify the transformation of
communication in the digital age: they are not one-way broadcasts but interactive exchanges
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where listeners are as important as creators. The accessibility of podcasts—free platforms, easy
sharing, thematic diversity—positions them as both personal and collective media. They
function as spaces where cultural stereotypes are repeated, questioned, or reformulated, and
where sensitive social issues are addressed through humour. In this sense, podcasts continue the
folkloric tradition of jokes as a mirror of society (Crystal, 2004; Kerbelyte, 2008; Lukositte,
2012), while also introducing new dynamics created by digital technology, audience interaction,
and the rapid circulation of content online.

Bringing these three perspectives together makes it possible to formulate the central
problem and research questions of this article. Humour in podcasts reflects both continuity and
innovation: continuity because the themes, stereotypes, and functions resemble those of
traditional jokes and humorous folklore; innovation, because podcasts reshape these traditions
in a new medium that emphasises immediacy, interactivity, and audience reach. On this basis,
the study seeks to address the following questions:

1. Do humorous podcasts represent transformations of existing humorous traditions such
as jokes, parody, or stand-up comedy?

2. What topics and forms of humour dominate Lithuanian comic podcasts, and how do they
reflect current cultural and social issues?

3. How do male- and female-hosted podcasts differ in their use of humour, stereotypes, and
modes of communication?

4. To what extent do podcasts serve as cultural texts that not only entertain but also
comment on, negotiate, or challenge socially relevant questions in contemporary
Lithuanian society?

By addressing these questions, the article aims to expand the scope of folklore research
(Blank, 2009) and apply established humour theories (Attardo, 1994; Martin, 2007; Ritchie,
2003) to the analysis of digital media. Furthermore, it seeks to situate Lithuanian humorous
podcasts within both national cultural traditions (Anglickiene, 2006; Racénaité, 2008;
Bandoriuté-Leikien¢, 2017) and broader international discussions on communication and
contemporary folklore.

While humorous podcasts share many characteristics with folklore, this study seeks to
demonstrate that rather than being a new folklore genre, podcasts are more accurately
understood as a digital performance environment. Through the analysis of Vél tie patys and Dar
tos cia, the article aims to illustrate how contemporary humorous folklore is produced,
transformed, and circulated in this space.

2. Methodology

This study employs a qualitative interpretative methodology grounded in folklore studies,
humour theory, and communication analysis. The empirical material consists of two Lithuanian
comic podcasts launched in 2020: Vél tie patys and Dar tos cia.

Episode selection

The podcasts were selected purposively based on their popularity and visibility on YouTube,
shared long-form conversational format, temporal proximity, and contrasting gender
composition of hosts, which enables comparative analysis. For Vél tie patys, the most viewed
episode uploaded on January 13, 2020 (649,779 views at the time of analysis) was selected.
Only the first part of the episode—before the introduction of a guest—was analysed to ensure
comparability with Dar tos ¢ia, whose episodes do not include invited guests. For Dar fos cia,
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the pilot episode broadcast on September 26, 2020 (366,987 views at the time of analysis) was
chosen, as it establishes the podcast’s thematic and stylistic framework.

Analytical approach

The primary unit of analysis is the conversational segment in which humour is produced,
negotiated, or evaluated by the hosts. The analysis focuses on four dimensions central to the
research questions: dominant topics, targets of ridicule, humour functions, and interactional
dynamics. Humour functions were identified using a functional framework developed in earlier
research (Bandoritte, 2017), distinguishing entertainment, leadership/demonstration of
authority, didactic framing, psycho-hygienic relief, and communication. Targets of ridicule were
identified through close reading of discourse, focusing on explicit mockery, self-irony, and
oppositional structures such as self/other and “us—them,” which are characteristic of humorous
folklore.

Reporting conventions

Metadata for the analysed episodes (upload dates, duration, views, likes, and number of
comments) are reported in a standardised manner across the analytical sections. Figures and
screenshots included for illustrative purposes are taken from publicly available YouTube videos
of the analysed podcasts and are referenced with episode titles, upload dates, and platform
attribution.

Ethical considerations

All analysed material is publicly available. Podcast hosts are public figures, and their names are
used as they appear in the broadcasts. Audience comments are cited anonymously and without
usernames, focusing on linguistic and interactional features rather than individual identities. No
private or restricted data were used in this study.

3. Object of the study

My analysis in this article focuses on two popular comic podcasts created in 2020. One of them
is entitled Vél tie patys (The Same Guys) and has many views on YouTube (649,779 views 1
July 2020). Another similar popular podcast is called Dar tos cia (The Same Girls), in which
three girls, the girlfriends and a wife of Vél tie patys, use the same format as the guys’ podcast.

The problem of this article emerges from a broader view on the phenomenon of humour. It
can be assumed that humour has been liberated along with the independence of Lithuania,
becoming a fully developed part of culture, which is very dynamic. This dynamic in the culture
of laughter is revealed in rapid change of topics (the jokes are made only about the most relevant
subjects) and genres. Comedy, parody, farce, tragicomedy, satire, stand-up comedy, anecdotes,
etc.—each of them occupies its own significant place in culture.

During and after the pandemic, humorous podcasts expanded rapidly, partly absorbing
audiences and performers from live comedy formats (for example, podcasts by Oleg Surajev,
Vaidas ir Klajumas, Paulius Ambrazevicius, Aidas Puklevicius, and Andrius Tapinas). So, this
article seeks to find out how special this new media format is, analysing it in terms of humour
and asking the following questions: what topics and forms are the most common in podcasts
with comic elements, what is the difference between joking “boys” and “girls” in podcasts, and
how the performers of podcasts describe the topics relevant to society. Relevant aspects of comic
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podcasts, in my view, include interactions between a person who makes jokes and a person who
receives them, targets! of ridicule, topics, and functions of the jokes.

To situate this theoretical discussion in its media context, the following section briefly
outlines the development and main characteristics of podcasting as a form of digital
communication.

3.1. Whatis a podcast?

According to Geoghegan and Klass (2007), the very first audio blog was posted in 2001 by a
blogger named Jish. The year 2004 marks the beginning of podcasts in the world. Former MTV
media developer Adam Curry was looking for a way to broadcast video and audio streams for
years: “In 2000, Curry met with respected programmer Dave Winer, who was instrumental in
developing several computer and Internet applications as well as being the creator of Really
Simple Syndication (RSS). RSS is how new stories and weblogs (aka blogs) are syndicated
throughout the web” (Geoghegan & Klass, 2007, p. 3). In short, an RSS feed is a page code, in
that case — referred to as an MP3 file. In 2004, the RSS code (which was and is used to launch
podcasts) was first utilised to broadcast Adam Curry’s show; consequently, this event is
considered the official beginning of podcasting. Speaking about lexical origins of the term
podcast, Dave Slusher named this genre because of the first MP3 upload and audition method —
on an iPod device produced by the Apple company. In 2004, Slusher wrote, “I do like this as a
term for what it is when you are creating things to distribute via the iPod
platform...’Podcasting!” Right on” (Geoghegan & Klass, 2007, p. 4). Thus, the origin of the
term is the consonance of words.

The first podcasts were meant for radio shows, so the listeners could upload a particular
show whenever they wanted, but this “evolved into one of the mainstream Internet services”
(Gunawardena et al., 2009, p. 209). According to Geoghegan and Klass (2007, p. 5), “podcasting
is automatic, it’s easy to control by the customer, it’s portable, and it’s always available.”
Therefore, it is an attractive means of communication not only because of the simple access, but
also because it is mostly free, and it offers an infinite number of thematic choices. Podcasts can
be characterised by a particularly broad thematic variety, including different interests, hobbies,
etc. Podcasting is presented as “a viable alternative platform for content creators and
storytellers” (Berry, 2015, p. 182). Podcasts can be subscribed. Nowadays an iPod is not
required to download a podcast. A computer or a smartphone with internet connection, a web
browser and headphones or speakers — that is all you need.

Podcasts are usually uploaded into podcast pages, but a big part of them can be found on
such platforms as Spotify or YouTube. According to Vonderau (2016, p. 362), “YouTube has
made ‘video’ an open category that includes legacy assets such as film, television, and music
catalogues alongside amateur, educational, and other traditionally non-commodified forms.” It
could be added that YouTube includes also freely available podcasts. The YouTube platform is
so popular that it has become a “thoroughly formalised marketplace” (Vonderau, 2016, p. 363).
Vonderau states that “every minute, 300 hours of video material are uploaded, with more than
one billion users active on the site” (2016, p. 365). Furthermore, YouTube is tightly connected
with social networks, which makes it even more immersive in the life of contemporary people.
Especially during the pandemic time, the popularity of podcasts was growing at an incredible
rate. There are two possible main reasons: first, during lockdown people had more free time for
new interests or abandoned hobbies; second, the media format is (as seen before) attractive
because of the easy access and infinite range of topics to choose from.

Speaking about humorous podcasts, one should keep in mind the main functions of humour:

! Target here and further is used for denoting the object of ridicule.
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1. The function of entertainment. From a phenomenological perspective, relaxing laughter
is a form of game corresponding to the human need and ability to fantasise, create and
make merry.

2. The function of demonstrating leadership. Laughter is a means to establish hierarchy.
Leadership unfolds in terms of the opposition between us and them.

3. The function of didactics. Examples of stupid behaviour, indecent lifestyle, and
invective language are here to laugh from. Such examples must be recognised,
perceived as evil and identified as an object of ridicule.

4. The function of psycho-hygiene is especially characteristic of aggressive humour, which
acts as a means of psychological purification. Choosing a specific social group or a
person as target allows one to forget about one’s own imperfections and relax.

5. The function of communication. Humour is inseparable from the process of
communication, especially in terms of the joking (the sender) and laughing (the
receiver) sides. The content of a joke is wrapped up into the context surrounding it and
its main purpose is to make people laugh and to have fun (Bandoriiite, 2017).

Humour in podcasts performs all the above-mentioned functions; however, some of them are
more expressed than others. Further, these functions will be revealed within the researched
podcast shows.

3.2. Podcast — a new folklore genre?

Judging from the constant popularity of humour in the society, humorous folklore was, is, and
will continue to be popular. According to Kerbelyte (2008, p. 107), the joke “has a long story
of creation and preservation in collective memory and is still very much alive today.” Crystal
(2003, p. 404) entitles the joke even “archetypal,” because of its long-lasting traditions. Here I
would supplement archetypal description with permanent popularity in the society and dynamic
of the jokes. LukoSitute (2012, p. 160) accentuates the importance of stereotypes in humour:
“The joke is one of the most dynamic, popular, and appealing genres of folk narrative; jokes are
therefore a source for the expression, but also development and support, of cultural stereotypes.”
In my opinion, a joke can be seen as a compact and comical small piece of prose, which is
influenced by entrenched stereotypes within a society, fashions in humour, epoch, and culture
in each society (cf. Bandoritite, 2011, p. 4). The jokes can differ in length: some consist of just
a few words; others are even a paragraph long; therefore, some jokes are published by folklore
researchers together with joke tales (Lith. buitiné pasaka). Sure, not only the length allows
grouping the jokes together with tales, but also the fact that some of them have long functioned
within different ethnic traditions (Kerbelyte, 1994, pp. 9-25). Therefore, the joke is always a
popular and dynamic genre of folklore, whose content is shaped by stereotypes, realities, and
culture of the present time.

Thus, joke is a perfect example of a genre, passed through generations by word of mouth
and still very vivid nowadays. The contemporary folklore is significantly harder to define
because it is happening here and now, but looking closer at this new phenomenon, we could be
bolder with inferences. Podcasts, as mentioned before, is a rather new genre, inspired naturally
by the need to speak, to listen and to record. In my opinion, podcasts, especially those with
humour attributes, can be considered as a tool to transmit contemporary folklore: podcast themes
mainly reflect the relevant topics in society, and they are transmitted verbally; moreover,
humorous podcasts usually reflect stereotypical points of view (just like traditional jokes; see
Bandoriuté, 2020). Furthermore, this media format spreads naturally and very fast. Such
popularity may be due not only to the chosen popular topics, but also to the people’s desire to
communicate.
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Summing up, the humorous podcasts are a naturally developing media format. This can be
proved considering their verbal form, popularity, actual topics, and the communication need of
the addressee. In this article podcasts are not classified as a folklore genre but treated as a digital
performance environment in which humorous folklore is produced and circulated.

4. Podcast show V¢l tie patys: structure, themes and mocking targets of the
show

The podcast Vél tie patys was selected for analysis due to its significant reach and the fact that
two of its hosts, Mantas Katleris and Mantas Stonkus, are pioneers of Lithuanian stand-up
comedy. Originally posted on YouTube on 13 January 2020, the episode had accumulated
649,779 views, 8,700 likes, and 590 comments when accessed for this study on 1 July 2020.
The podcast has a short title. The show is 1 hour and 58 minutes long and is divided into two
parts: a conversation between the podcast moderators (Mantas Katleris, Mantas Stonkus and
Rolandas Mackevicius) and their conversation with a guest. The first part is 1 hour and 28
minutes long and only this part of a podcast will be analysed here, to identify the differences
and similarities with the girls show Dar fos ¢ia — in the most viewed girls podcasts no guests
were invited.

The podcast is filmed in a studio with minimal decorations: a plant in a pot on the side and
a large TV screen in the background, which almost constantly shows a burning fire and later (at
00:20 and 1:09 h) on the TV appears an advertisement. The guys are sitting at a large wooden
table, a TV hangs on a modern wooden wall. All three guys are in black, they talk into typical
podcast microphones that are often represented as symbols of podcasts. The atmosphere is
casual — smartphones are on the table, and podcasters can go to take a drink or to wipe their nose
without warning.

“Vél Tie Patys.." #16 apie Grite, fetiSus ir vierchus

Slinkite, kad pamatytuméte issamiq informacija

Figure 1. Podcast Vél tie patys’

At the beginning of a podcast, a short warning appears that the show is for adults only: “N-18.”
The researched episode of the Vél tie patys company is already the 16" one. The popularity of
this episode could be explained by the growing popularity of this show in general and by the
two discussed topics: a public ecological scandal and a taboo fetish theme.

2 Source: YouTube channel, #16 apie Grite, fetiSus ir vierchus, upload date 2021.01.13, “Vél TiePatys...”
#16 apie Grite, fetiSus ir vierchus, accessed date 2020.07.01.
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The episode begins with a small talk about the biggest celebrity awards in Lithuania
“Zmonés”; the guys are chatting about whether they are going to attend the ceremony and what
they should wear. The chat is snappy, they are mocking themselves about feeling bad in
luxurious clothes and being “too simple” for such a gala. Here a collaboration between the
audience and the production could be spotted: “audience functions as both the source and the
receiver of the message” (Lowgren & Reimer, 2013, p. 155). Such a collaboration is a way to
get closer to the audience, making them feel that you are the same — a buddy. The girls are
talking about being friendly with the audience in their show, too. One of them mentions that
guys are getting e-mails and messages from their audience saying that people are feeling like in
a company of friends while listening to their podcasts. There is also a direct collaboration in the
podcasts, like Pruulmann-Vengerfeldt and Willstedt Buchholtz (2018, p. 257) pointed out in
their article: “the collaborative element comes in the form of addressing people’s questions,
comments, feedback and e-mails.” This element is seen on 00:51h of the episode, when the guys
are reading and commenting two letters from their followers (a letter from the web-cam girl,
talking about fetish and a letter from a guy who found himself in an unpleasant situation while
travelling in Georgia). The girls have an issue here, because they have no messages and letters
yet, so they must rely on themselves.

The guys’ podcast has a fluent topic transition, and that works well: small talk at the
beginning of the show (about attending the gala and feeling stupid in fancy outfits) switches
smoothly into a story about their stand-up tour in western Lithuania. Here comes another popular
object of the mockery® —dialect. They begin to argue on which Lithuanian dialect is the best and
which is the worst. Here comes an accentuated language and mocking of the pronunciation. One
of the guys, Mantas Stonkus, comes from western Lithuania®, and he agrees that western
Lithuanians are feeling a bit different from the others, so they like to stress that. Here we can
see self-mockery again. The topic evolves into talking about women having a certain dialect.
Three male hosts start expressing their heteronormative masculinity: talking about “what is sexy
and what’s not” they promote the coming topic about fetishes. This is not the next topic, but
such announcement can be regarded as a way of keeping the audience’s attention and making
them follow the show further’.

At 00:24h the first topic in the episode 16 title is discussed. Here, a balance between humour
and more serious and emotional content can be seen. The hosts are discussing an ecological
scandal associated with the company “Grigeo”, and here the intonation and the language change,
becoming more serious and shifting to the normative linguistic expression: fewer vituperations,
no dialect, almost no slang. This part of the podcast is the least funny, as it is meant as a
demonstration of values. According to Pruulmann-Vengerfeldt and Willstedt Buchholz (2018,
p. 259), “this technique is used for comic relief (...) regarding heavy and serious subject matter.”
The hosts are expressing their anger at the perpetrators and care for the environment, talking
about themselves as recycling plastic bottles and feeling bad even about dropping an apple core
on the ground because it will rot (00:32h). In this part, a didactic element can be recognised: the
hosts draw a line between what is right and wrong (what is cool and what is not). The boundaries
between cool and uncool are discussed further, when the hosts start talking about cheaters
(people being deceptive about prices etc.). It should be noted that all the three guys are quite
well-known in Lithuania, so everybody can recognise them. Telling about their collisions with
cheaters, they emphasise not being stupid and understanding whenever they are being deceived:

3 There are particular targets in joking, framed as the we-they opposition, like: women — men, stupid —
clever, poor — rich, etc. (Bandoritité, 2017).

4 Zemaitija

3 Here Rolandas brings a wooden suitcase — a set of grilling tools from a supporter — to advertise. Mantas
Katleris mocks him at 00:20h: “this was a very smooth switch!,” showing that such an artificial abrupt transition
was especially planned. According to McClung and Johnson (2010), users do not mind podcast advertisements.
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“no matter how big my heart is, I hope they don’t live long,” states the sarcastic Rolandas.
Therefore, the use of humour is also creating “safe places where laughter becomes a coping
mechanism” (Pruulmann-Vengerfeldt & Buchholz, 2018, p. 11). Speaking about serious
problems in a humorous way is more attractive to the less interested audience, so here the
didactic function of humour appears.

At 00:51h, the taboo theme about fetishes arises. According to Meyer (2000), joking unites
the message sender and receiver, identifies them, enables deviation from the prevailing
standards in society, allows laughing at the taboo topics. On the researched podcast Veél tie patys,
a letter from a podcast follower is discussed. The author of the letter is a web-cam girl, who tells
stories about her clients and their fetishes. The podcast hosts comment on every story, joking
about the specific fetish, and trying to imagine themselves in the place of the web-cam clients.
First, here we can again see self-mockery, and the hosts repeat several times about not judging
people that have specific sexual needs. Here, the senders and receivers’ deviation from the
prevailing standards in society, and permission to laugh about taboo subjects described by
Meyers can be seen.

At 00:59h Mantas Katleris says: “So this is our theme! We can talk about environmental
pollution, but this is what we are good at!” Talking about pornography, fetishes, sexual needs
with no judging and with lots of mockery occurs frequently in Vél tie patys podcasts. The human
need to joke about taboo themes was analysed by Freud (1905) stating that joking (especially
on taboo topics) is closely related to the secret desires and pleasures. According to Ross (1998),
taboo in joking can be understood as something forbidden, and talking about what is forbidden
by social norms is attractive. Joking on taboo topics makes them more “legal”: “joking about
forbidden things and socially inappropriate topics (e.g. human disability, religion, various
functions of human body, etc.) in an unsanctioned way of saying what is usually silent”
(Bandoriiite, 2017, p. 132). It can be concluded that taboo themes are attractive and “legal” when
they are combined with joking. Furthermore, joking about awkward topics reduces the feeling
of shame.

In the researched podcast, all three male hosts use taboo vocabulary — mostly Russian
curses. According to Stephens and Umland (2011), swearing is the fastest form of emotional
discharge. So, mockery and curses are seen as ways of expressing aggression and helping unload
negative emotions. It could be added that cursing demonstrates masculinity and boldness to
speak despite the social norms.

At 1:24h the guys announce the show guest and urge to subscribe to their podcast, comment
on it, support it on the Patreon®, write to them about sexual fantasies, so they could talk about
them in their next show (ensuring anonymity). They also announce the sponsor of their next
episode — a sex shop. Such ending of the show is typical for podcasts: urging to subscribe,
announcing the coming episode, and asking for support.

Therefore, the researched episode of the Vél tie patys podcast can be described as a show
discussing relevant themes and taboo topics, including lots of mockery, laughter and swearing.
It exercises all the above-mentioned functions of humour. Function of entertainment is
embedded in the format of the genre itself; function of demonstrating leadership is obvious in
the fact that the hosts are celebrities, therefore they feel superior and talk or joke whatever they
want about; function of didactics is clearly recognised in the first part of the podcast, when hosts
are discussing the environmental scandal in Lithuania; function of psycho-hygiene can be
identified when escalating and discussing pornography, and using curses (taboo theme and
vocabulary); function of communication could be split into two parts, as there is direct
communication, when speaking about comments of the podcast in the social media and the
followers’ e-mails, and indirect communication, when talking about the purpose of the podcast

¢ Patreon is a membership platform that makes it easy for creators to get paid.
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genre — to listen, to laugh at and to support. Here is a bilateral interaction important even if it is
not directly seen.

5. Podcast show Dar tos Cia: structure, themes, and differences from the
guy’s show

The show Dar tos cia is the podcast’s pilot episode, originally broadcast on 26 September 2020.
At the time of data collection (accessed on 3 October 2021), it had accumulated 366,987 views
and 7,700 likes. The topic of the show is: “About men and fortune-tellers.” An interesting fact
is, that all the comments on this show in YouTube are hidden, although there is no information
about the reason for hiding them. The podcast is 1 hour and 22 minutes long. In the beginning
of the show (exactly like in the guys’ show) a warning about the content being only for adults
appears. The warning sign “N-18" stays all the time on the right corner of the screen. The three
girls — Aisté Kabasinskaité, Gelminé Glemzaité and leva Mackeviciené are sitting at the table
on high stools, so their legs can be seen. The surroundings are minimalistic: a brick wall behind,
a plant in a pot and a plastic Superman at the side. The girls are wearing youthful leisure outfits
(jeans, t-shirts, sweaters, and sneakers).

“Dar tos ¢ia” #1 pilotas apie vyrus ir buréjas

> Ml ¢ 330/12247

Figure 2. Podcast Dar tos ¢ia’

They start with small talk just like the guys, discussing the recently broadcasted musical show
“X-faktorius” and splurging a bit (who was singing with a phonogram, who was looking good
and not so splendid, etc.). At 00:02h Ieva asks, “Ok, are we starting all this thing?”” and adds
ironically: “Thank God, the time has come, when the men let us talk in public. People think that
I can’t even talk.” Their ironic conversation about women’s devaluation reflects negative public
opinions about these three young women who are partners (a wife and girlfriends) of the three
famous men. Aisté agrees: “I am not talking at all! When we had a podcast with Mantas ‘Pora
kaip tvora,” he didn’t let me say anything at all!” Here, we can see a collaboration between the

7 Source: YouTube channel, “Dar tos &ia” #1 pilotas apie vyrus ir biiréjas, upload date 2020.09.26, “Dar tos
¢ia” #1 pilotas apie vyrus ir biir¢jas - YouTube - YouTube, accessed date 2021.10.03.
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audience and the hosts. Aisté says, “We would like to find a listener and a viewer who would
feel like being our good friends, who could talk to us about everything. We are going to have
no taboos” She is addressing the female audience and promising to have no secrets. All three
hosts promise to chat about intimate things that normally stay behind the closed door. This can
be interpreted as a future show promotion to keep the current followers of the podcast.

The conversation switches smoothly to the origin of their podcast: leva’s husband Rolandas
prompted her to start podcasting. The girls talk ironically about the origins of the podcast title
and how it should be pronounced, with what intonation and making eye roll. This show is a kind
of succession to the guys’ podcast: the hosts are closely related to the hosts of the show Vé/ tie
patys, and the broadcast format is very similar; also, some topics repeat. However, leva states:
“Our show shouldn’t be compared with the guys show. They are more into humour thing,” but
Gelminé mocks her: “And we are about sadness and serenity.” Throughout, the podcasts have
similarities, but also differences — the girls want to be more serious and chat about serious
problems. As Aisté says: “We want our podcast to be entertaining and slightly educational.”

The girls almost do not swear at all (Gelminé even apologises before saying a non-
normative word), they talk in clear normative language but use much more English prepositions
while chatting than the guys. According to Tamulioniené (2014, p. 12), “it is fashionable to use
English words. Quite often, the use of such words is determined by the author’s interests and
common activities.” Being fashionable, open minded and speaking about /ot topics is important
for the podcast genre, because the majority of its listeners are young people. Girls are avoiding
curses, but they discuss taboo themes praising the Lithuanian celebrity Beata Tiskevi¢, who was
the first woman to talk about sexual life openly in public. They compliment Beata for saying
aloud what is normally left unspoken, and then chat about their sex toys. The theme is discussed
quite briefly. It can be concluded that such a short conversation on this theme is caused by their
timidity and uncertainty in the first episode. The hosts are still in the stage of the audience
diagnosis.

The main podcast topic is about astrologers, fortune-tellers, and spirits. According to
Johnson and Krueger (2015, p. 159), “supernatural beliefs are universal among human societies,
commonly connected to taboos for public goods, so it seems plausible that they serve an
important function in fostering cooperation.” Therefore, the theme for the very first podcast is
chosen very wisely. The inexplicable supernatural topics always get attention and raise curiosity.
The topic is not taboo, but has a similar effect sparking up interest, especially when talking about
personal experience, as in this case. All three girls had visited different fortune-tellers before
their podcast, so they have prepared for the show specifically. Here we see an obvious difference
between the guys’ and girls’ show, i.e., the guys improvise more. This is due to different hosts
— men are professional standuppers and Mantas Stonkus is an actor, so they know how to
improvise and let the content be flexible. In the guys’ show, typical stand-up improvisation can
be identified, relying on quick reaction and courage (Bandoriiité, 2017). This proves also to be
a smooth and dynamic way of switching between topics.

So, all three girls relate their experiences while visiting the fortune-tellers. In the beginning,
an interesting statement from Gelminé comes: “spelling is a sin.” Here, a religious attitude can
be identified. In the beginning the girls are mocking the fortune-tellers, expressing their doubts:
“He’s answering the phone only when he has the feeling to do it,” “She was telling fortune on
the Skype!,” later they are telling about their own experiences. Gelminé¢ tells about the fortune-
teller, who told her about her earlier life. Talking about it Gelminé is obviously suspecting about
tellers’ falsehood. It can be recognised from the Gelminé’s way of speaking and body language:
she speaks hyperbolically seriously, comically rolling her eyes, gesturing actively with hands.
An interesting fact is that all three girls were at fortune-tellers” who not only spell with cards
but also understand astrology. So, Ieva, Gelminé and Aiste¢ are discussing the compatibility of
their husbands and their horoscopes. Speaking about their husbands, Ieva complains that the
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fortune-teller she was at, was spelling cards also about her husband, although she was not asking
her to spell about him. Summarising the girls’ experience at the fortune-tellers, a conclusion can
be made that they have doubts about what the fortune-tellers are saying. Uncertainty is expressed
using mockery. But there is also a small belief, especially when talking about astrology, when
they find specific examples in their lives about what the fortune-tellers said.

Thus, another difference from the guy’s show stands out: the guys act like masculine
villains, while the girls let their moral principles be visible (they do not swear, do not dwell on
taboo themes, and refer to their religious point of view).

The end of the first Dar tos ¢ia podcast is the same as that of the Vél tie patys: the girls ask
to follow them, support them and comment on their podcast. After announcing their next show,
they ask to write messages and e-mails to them about their followers’ experience related to
gossip. Such a theme is chosen wisely. As stated by Guardini et al. (2021), gossip is a “language
of cooperation,” so the girls choose another popular topic for their show, to ensure attention for
the second episode.

Therefore, the first episode of the Dar tos ¢ia podcast can be described as a feminine show
with less mockery (but with humour expression), dealing with topics of general interest. It has
all the above-mentioned functions of humour: function of entertainment is embedded in the
format of the genre itself; function of demonstrating leadership is established in the fact that the
hosts are celebrities, like their husbands, but since the researched podcast is a pilot one, the girls
do not express their leadership very clearly. The leadership topic is recognisable in their ironical
discussion of the male oppression. They seek establishing themselves as independent persons
rather than prototypical housewives. The function of didactics is voiced by the girls themselves,
when they express their wish to make their podcast “a bit educational”. Besides, expressing their
religious values and despising gossip could be recognised as a didactic function; The function
of communication, exactly like in the guys’ show, can be split into two parts: there is direct
communication, when speaking about comments of the podcast in the social media and emails
from the followers, and indirect communication, when talking about the purpose of the podcast
genre — to follow, to laugh at and to support.

6. Comments on the podcast Vél tie patys: short analysis of audience
remarks

Since comments on the girls’ podcast are hidden, only those on the guys’ show can be briefly
analysed. The comments reflect direct communication with the podcast hosts and other
followers; therefore, they should be researched as the humour interaction.

The podcast has 590 comments®; most of them are acknowledgments for the show and
praise for it being funny: “Another perfect Monday!!! I could watch you all day long. I am so
involved that it feels like taking part in it”; “I hadn’t laughed so much for a long time, keep it
up guys'!,”® “You are like a dessert without calories! I eat and cannot stop.” The followers are
using English or Russian language inserts like: “keep it up, guys,” “maladec” or abbreviation
“mldc,” English and Russian curses. Such language reflects their desire to appear cool,
fashionable and being “The same guys,” too. There are also a few negative comments criticising
the podcast: “Katleris speaks too much. Stonkus does not like it at all,” “this podcast shows an
exceptionally low level of the Lithuanian ‘celebrities.”” However, most of the negative
comments address the second part of the show, when the guest, a vlogger Maybach appeared:
“Maybach is an absolute timber, he fails to answer even simple questions.” Part of the comments
fulfil the main function of the podcast comments as viewed from the hosts perspective: the

8 Here and further all the comment language is corrected.
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followers ask them to speak about certain topics and invite certain guests, like: “invite Oleg,”
“Guys, get Bareikis on the show!!!”. The comments use a very expressive language (lots of
exclamations marks, capital letters), they are rich in vituperations, and foreign language inserts.
Such language reflects the followers’ desire to be cool like the podcast’s hosts, and to be noticed
by them. A virtual audience can click like / dislike on each video and take time to comment on
it. Notably, only a few followers use their real names, while most of them comment using their
nicknames, especially in case of writing negative comments or using many vituperations.
Obviously, the commenting persons are taking care of their image, so they do not want
somebody to google their comments with lots of vituperations or negativity with their real names
(Bandoriiité, 2017). Here we can talk about the human need to unload and to relax, but at the
same time taking care of their public image.

7. Conclusions

Genre status of humorous podcasts

The analysis confirms that humorous podcasts should not be regarded as a new folklore genre
in a strict sense. Nevertheless, they share important features with traditional humorous folklore:
they are verbal, dynamic, participatory, and grounded in shared cultural knowledge. For these
reasons, podcasts are best conceptualised as a contemporary digital performance environment
in which humorous folklore is produced, transformed, and circulated, rather than as folklore
itself.

Dominant topics and targets of ridicule

Across both podcasts, dominant themes cluster around (a) everyday social reality and popular
culture, (b) taboo topics that become verbalisable when framed through humour, and (c) popular
belief-related themes such as the supernatural. The targets of ridicule follow recognisable
folkloric patterns, combining self-mockery with classic oppositional structures (e.g., “us—them,”
men versus women, urban versus rural).

Gendered differences in humorous expression

Clear differences emerge between the male- and female-hosted podcasts in humorous style and
boundary management. Vél tie patys relies more heavily on provocative humour, taboo themes,
swearing, and more aggressive joking practices, whereas Dar tos cia demonstrates greater
linguistic restraint, more normative language, and a stronger emphasis on values and reflexive
self-positioning.

Cultural and communicative functions of humour

All five humour functions used in this study—entertainment, leadership, didactic framing,
psycho-hygienic relief, and communication—are present in both podcasts, although they are
emphasised differently. Together, these functions highlight humorous podcasts as culturally
significant spaces where social norms, hierarchies, and contemporary issues are negotiated
through mediated humorous interaction.
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