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Introduction

Among the scholars, there seems to be consensus on the fact that humour is one of the most
difficult and revealing testing grounds in respect to theory. It seems to be difficult as it is an
interdisciplinary area that deals with multiple concepts such as language, culture, timing,
ideology, genre, and the audience response, thus, simple explanations are not sufficient. On the
other hand, it is revealing as most of the humorous attempts unveil our perceptions about
communication and interpretation. That said, in translation studies, humour has frequently been
considered as a special problem, often in relation to wordplay, irony, culture-specific reference,
or audiovisual limits. In their book, Loukia Kostopoulou and Vasiliki Misiou consider this issue
from a somewhat different perspective. Their main argument is that humour should not be
studied only as something that moves across languages, but also as something that moves across
media and modes, as well as interpretive settings.

In the introduction, the editors argue that humour needs to be examined through the prism
of transmediality and multimodality (p. 4), taking into account “the various modes and media
by which humour is communicated, given its hybrid nature and complex semiotics” (p. 5). It
actually does not either mean that previous studies on humour in translation have ignored the
medium entirely, or that verbal humour has been considered of less importance. Rather, they
propose that an approach centred mainly on verbal transfer is no longer sufficient if we mean to
understand multiple aspects of humour. For instance, we need to observe how, in recent times,
humour circulates across page, screen, stage, comics, fan practices, and digital forms such as
reels and memes.

The editors’ approach is rather persuasive. They mention that “the essence of humour has
remained more or less the same over time,” but the ways in which humour is “supported and
negotiated” and the ways it is “shared and consumed” have changed under contemporary media
conditions (p. 3). They acknowledge the point that humour is becoming more multimodal, and
involves participatory environments.

The book is structured clearly and benefits from a coherent style and internal logic. The
first three chapters of the book introduce a rather theoretical argument. Then, case studies on
comics, fiction, theatre, and political visual culture are presented. This arrangement works well
because it gives the collection both conceptual direction and empirical range.

It begins with three chapters of a more theoretical orientation, then moves on to case studies
on comics, fiction, theatre, and political visual culture, and closes with chapters that engage
more directly with contemporary digital culture. This arrangement works well because it gives
the collection both conceptual direction and empirical range. The volume does not read as a
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loose thematic gathering of chapters. It has a discernible internal logic, and the individual
contributions often speak to one another more than is usual in edited collections.

The structure of the book

The introduction part, “The transmedial turn in humour translation,” gives an overview of the
main rationale of the volume. Here, Kostopoulou and Misiou begin by considering humour as
the shared concept of several fields such as sociological, anthropological, linguistic, and
translational inquiry (p. 1). They then try to connect current work on humour to “new media,
new technologies and transmedia storytelling” (p. 3). They further argue that humour
scholarship needs to take these developments more seriously. Their use of “transmedial turn” is
therefore not just a descriptive one. It also marks a shift in emphasis from humour as a primarily
verbal problem to humour as a semiotic and media-sensitive phenomenon.

This perspective does surely have clear relevance to popular discussions in translation
studies and media studies. Some of these popular concepts include Jakobson’s (1959) notion of
intersemiotic translation, Kress & van Leeuwen’s (2001) work on multimodality, Kaindl’s
(2004, 2013) studies of multimodal translation, and Jenkins’s (2006) conceptualisation of
convergence culture. Thus, the present volume is very authentic for not only does it draw on
such concepts but also it brings them together around humour as a translational problem.

The first chapter, “Humor translation theories and strategies”, by Patrick Zabalbeascoa and
Salvatore Attardo, introduces the collection’s main theoretical basis. It makes a distinction
among different ranges of approaches to translation theory based on their tolerance and inclusion
of theory. It labels these different approaches as “humourless”, “humour-inclusive” and
“humourcentric” (p. 13). This classification is practical as it provides a general view for the past
and present state of the role of humour in translation theory. It raises the concern that humour
has not always had a major place in translation studies. The chapter then presents “a set of ideal
conditions for humour translation in a given scenario” (p. 16). This part of the argument is in
line with the functionalist and target-oriented work in translation studies like Vermeer’s (1996)
Skopos theory and Toury’s (1995) descriptive approach.

However, the chapter’s most important assertion is the proposal of a “General Theory of
Semiotic Humor” (p. 23). Zabalbeascoa and Attardo write that “humour takes place in the realm
of meaning” and they further argue that meaning is expressed “through semiosis” rather than
merely through language (p. 26). This seems to be the very core argument of the book as it
provides the theoretical support for considering humour across comics, theatre, adaptation, and
digital artefacts, and not just in verbal texts. It then builds on Attardo’s earlier work on humour
(Attardo, 1994, 2001) towards a broader semiotic horizon.

The second chapter, “Parody, pastiche, and remix in film and TV series”, by Nicola M.
Dusi and Greta Donati, discusses parody, pastiche, and remix in film and television. It refers to
Genette’s (1997) theory of hypertextuality and the authors argue that contemporary media texts
are most often described through ‘“hybridisations and remixes” than through more mere
traditional categories (p. 33). They further draw upon examples of Bond, Zorro, parody cinema,
and fan-based television practices. The chapter is rather less directly linked to translation
compared to other chapters in the volume, but it provides an important conceptual purpose. It
shows that humour in transmedia environments frequently depends on repetition, reframing, and
recognition. One of the chapter’s most fundamental arguments is that “the power of transmedia
texts is precisely to make explicit the diversity of possible perspectives and points of view” (p.
6). This critical reflection explains the reason for the fact that humour often results from media
displacement and intertextual memory instead of from a single isolated joke.
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The third chapter, Jeroen Vandaele’s “Translating literary humour: Aspects of detection
and analogy making,” is one of the strongest in this collection. Vandaele introduces a rather
simple and straightforward principle: humour has to be detected before it can be translated (p.
52). This shifts the main purpose of translation from finding equivalence to recognition of the
humour. The major challenge for the translators seems to be the fact that they cannot detect
humorous effects before reproducing it in the target language. Drawing on Hofstadter & Sander
(2013), Vandaele argues that “high-quality translation” involves “a continual discovery of
ingenious new analogies” (p. 52). It is a quite practical model in translation of literary humour
as finding the exact correspondence is a major challenge. It has likewise been discussed that
translators of literary humour need to be both “high verbalisers™ and “high visualisers” (p. 58).
Here, the concepts of missing background knowledge, weak irony markers, sequencing,
visualisation, taste, and problems of wordplay, sociolect, and idiolect are further explored (pp.
55-63). In regard to the translator’s approach, he concludes that translators aim at “an arguable
analogy of the humour feelings in source and target” (p. 65). This is actually one of the most
revealing points in this book as it accounts for a more realistic style of humorous transfer unlike
the common opposition between perfect equivalence and inevitable loss.

The next chapters of the book move from theory to presenting case studies. Juan José
Martinez Sierra’s chapter, “From the page to the screen. Superlépez: Fun superheroes and
transmedia”, investigates humour in the comic and its film adaptation. In doing so, it
distinguishes between “humorous elements” and “signifying codes.” The distinct advantage of
the chapter is its methodology as it avoids impressionistic comparison and instead provides a
more systematic picture of how humour is integrated into media. Martinez Sierra concludes that
“the different humorous elements and the several signifying codes through which they travel are
actively present in—and hence, are part of—the transmedia phenomenon” (p. 86). This may
sound too straightforward, but the chapter indeed shows that one can actually analyse such
movement without reducing one medium to another. In other words, the chapter proposes a
method that values the unique features of each medium.

To my mind, Brigid Maher’s chapter, “Rewriting and redirection of the comedy and humour
in Camilleri’s Montalbano series: Gains and shifts in translation and adaptation,” which deals
with Camilleri’s Montalbano novels, their English translations, television adaptations, and
subtitles, is among the most persuasive parts in the book. Maher tries to avoid the currently
familiar but still unhelpful notion of considering humour as simply “lost in translation” (p. 91).
Instead, she argues that humour is actually redistributed across media and languages. As
summarised in the introduction of the book, humour may be “recreate[d], replace[d], or
redirect[ed]” in later versions (p. 7). Maher explores this by paying close attention to dialect,
irony, caricature, and situational comedy. Her conclusion is worth quoting here as well:
“different elements of the humour can be enhanced or emphasised, played down or even
eliminated in subsequent reinterpretations, depending on the opportunities and constraints of the
medium and the receiving culture” (p. 105). This chapter is remarkably outstanding as it
acknowledges transformation without seeing it as failure.

Ayelet Kohn and Rachel Weissbrod’s chapter, “A grinning bite Ilana Zeffren’s translation
of the news into comics” is presumably one of the most unprecedented arguments in the volume.
In the opening of their chapter the authors define translation as “an interpretive act that
transforms the form, content, and meaning of the original” (p.108), and they then use this
definition to probe Zeffren’s transformation of news items into cat-centred comic strips. In fact,
the shift here seems to be not solely from one medium to another. It is also a reorientation from
seriousness to humour and also from the human world to the animal world. Kohn and Weissbrod
see these as “additional translational shifts” (p. 124). The chapter is considerably effective in
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the way that it regards humour as political and social commentary rather than as diversion from
seriousness.

Vicky Manteli’s chapter, “Exploring theatre transmediality and humour translation in Aris
Biniaris’s Animal Farm”, on Aris Biniaris’s Greek stage adaptation of Animal Farm discusses
the humour in the context of theatre as “a new transmedia product” (p. 8). It argues that humour
on stage depends on embodied performance, music, rhythm, and framing, not only on verbal
dialogue. To support her argument, she explores songs, trailers, programme notes, and related
materials.

The final chapters address more contemporary concepts such as Fleabag, fan-subtitling,
reels, and memes. Margherita Dore’s chapter, “Postfeminist humour from page to stage to screen
and in translation: Fleabag as a case in point”, is important because it revolves around ideology.
The reorientation from page to stage to screen and then into dubbing involves not only humour
transfer, but also modifications in gendered voice, sexual frankness, and cultural acceptability.
Jan Chovanec’s chapter, “Trans-cultural transfer in humour fan-subtitling”, is built around the
use of notes and glosses in the translation of humour and it further advances the view that online
communities may permit more visible mediation than professional subtitling usually does. Delia
Chiaro’s chapter, “Humour in a multilingual world Tacit translation in the age of the reel”,
argues that what has changed is less the essence of humour than the forms of its circulation.
Pietro Luigi laia’s chapter, “The multimodal rendering of “otherness” in the humorous discourse
of image-macro memes”, presents a strong conclusion to the volume by treating memes as easily
shared forms of multimodal humour and transcreation.

Comments and recommendations

One of the main strengths of this volume is its reorientation of the main argument within
translation and humour studies. The critical question discussed here is not whether humour can
be translated or transferred. Instead, it deals with humour as it is used in semiotic systems, media
formats, and cultural settings. This point redirects our attention to concepts such as timing, irony,
embodiment, visual framing, ideological charge, and audience competence, as well as their
recognition in translation and adaptation. The volume is persuasive as it avoids simple loss-
based models and instead it shows us that humour may be intensified, displaced, or reshaped.

The book benefits from editorial coherence as the opening chapters give the collection
theoretical direction. Then, the central case studies demonstrate different forms of transmedial
movement, and the final chapters clarify that these issues are applicable to current digital settings
and are not limited to literary or canonical objects. In this regard, the collection is carefully
edited and coherent.

Another strength of the book is the fact that it includes a quite wide range of scholarship
both explicitly and implicitly. The volume draws on humour studies, semiotics, translation
studies, multimodality, adaptation theory, audiovisual translation, and media studies. For
example, we can see references to Attardo, Genette, Hofstadter and Sander, and other influential
figures. Their works help substantiate the discussion chapter by chapter. This interdisciplinary
approach is one of the book’s advantages.

Still, the volume also has some limitations. The volume relies on some technical terms
without drawing clear lines between them. The concepts such as transmediality, multimodality,
adaptation, translation, and resemiotisation are all important to the volume, but their
distinctions are not always clarified thoroughly. In individual chapters, this does not necessarily
confuse the readers because the case studies are concrete and practical enough to clarify the
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argument. However, throughout the whole collection, a stronger concluding chapter can bring
these terms into more explicit relation.

Another limitation of the book is its broad variations in terms of disciplinary emphasis.
Some chapters relate very directly to translation studies, while others are more specialised in
media semiotics, adaptation studies, or performance analysis. I do not consider this as a flaw
since the volume’s scope is purposefully meant to be broad. However, readers specialised in
translation studies might find some chapters more relevant than others.

Another observation to be mentioned is the limited geographical range of the cases. The
material presented is wide and multilingual, but more specifically the volume regards European,
Mediterranean, and related contexts. Since many of the book’s claims are relevant to digital and
global humour circulation, future work building on this volume might include wider variety of
linguistic and cultural settings.

However, the above-mentioned observations do not weaken the importance of the book.
Transmedial Perspectives on Humor and Translation is an undoubtedly practical and well-
written collection that can be considered a valuable source that contributes well to the
advancement of recent studies in this field. The book is not meant to provide a conclusive theory
of humour translation. Yet, it does provide a solid basis for recognising and investigating
humour as a transmedial and multimodal phenomenon with a set of case studies that support
this perspective.

In conclusion, Kostopoulou and Misiou’s volume puts forward a useful and coherent
framework for rethinking humour in translation under current media conditions. It can be
beneficial for a wide range of readers from translation studies and humour studies, as well as for
researchers working on audiovisual translation, comics, adaptation, theatre, and digital media.
The chapters of the book can be used as useful points of reference, and the whole volume
succeeds in foregrounding an important theme: humour does not simply travel across languages.
It is constantly remade across media.
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