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1. Introduction

The restoration of Russia as a great power was identified by Putin as a key goal upon his rise to
supreme power in 1999. It was to be achieved, among other things, through the articulation and
dissemination of a particular discourse of nation-building.

Tolz (Tolz /forthcoming/) argues that Putin's approach to the construction of Russian
national identity has been "in some aspects, novel and, in others, determined by the
legacy of the Soviet policies and the developments of the 1990s". She shows that the
novel elements in Putin's approach have been very strong. Among them is the fact that
despite Putin's policies of controlling the media and silencing the opposition,
discourses of identity, overtly critical of the one emanating from the Kremlin, could

be articulated publicly" (Tolz /forthcoming/).

In the following sections of my article, I will zoom into contemporary Russian critical
media discourse of nation-building in an attempt to reveal the complexity of viewpoint
construction behind this type of discourse. I will focus on the poem of "3apaznoe"
(Infectious), one example representing the critical discourse of Russian national identity
formation, written by the prominent Russian writer and poet Dmitry Bykov.i This article

yii

written in verse was published in the Russian liberal newspaper 'Novaya Gazeta" in July
2009 in response to an official recommendation given by the Russian Chief Sanitary
Inspector Onishchenko to Russian citizens, whereby he told them not to go to the UK
because of the swine-flu epidemic. "Infectious" is especially interesting because it

presents an example of a mixed or hybrid genre, reflecting a situation where "the
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frontiers between high and low culture are becoming blurred" — a new phenomenon for
Russia (Marsh 2007: 99). This text is both a newspaper article and a literary text written
in verse. I argue that it is also an example of meta-parody genre (a term coined by
Morson 1989) — a rather challenging object for viewpoint construction analysis. Morson

defines meta-parody as (Morson, 1989: 83):

As opposed to parody — double-voiced text, which clearly indicates which of their conflicting voices
is to be regarded as authoritative, metaparody is a class of texts that are designed in such a way that
readers do not know with which arguments of a target or a parody they are expected to agree. Thus,
metaparody is a dialogical relation, an ultimately inconclusive dialogue.

The world-leading expert on parody Linda Hutcheon (2000) notes that researchers have
found it difficult to define such very close concepts as parody, irony and satire and more
often than not the respective terms have been used interchangeably. Adopting
Hutcheon's (2000) definition of irony as a parody's rhetorical miniature, and drawing
upon Tobin and Israel's (2012) study of irony as a viewpoint effect, I analyse meta-
parody as a type of viewpoint blending network observed at a larger rhetorical and
discourse level. I focus on the following research questions: 1) what specifically in the
viewpoint construction behind Bykov's "Infectious" makes the reader regard one of the
voices (viewpoints) as more or less, or equally, authoritative; 2) are there certain types
of linguistic viewpoint markers that trigger or constrain meta-parodic viewpoint
blending network construction; 3) Does meta-parodic viewpoint blending network
construction differ from parodic and ironic networks? If so, how? 4) What does the
analysis of Bykov's meta-parody as a viewpoint blend tell us about critical media and
literary discourses in Russia, as well as about the productivity of blended joint attention

as an analytical tool?

In order to answer these questions, I approach the exploration of meta-parody genre
from the interdisciplinary — cognitive poetic — perspective and analyse meta-parody as
a communicative and discourse event, while employing blended joint attention,
conceptual blending, viewpoint blending and linguistic viewpoint as the core analytical

tools.
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2. Research framework: cognitive poetics, conceptual blending, and genre

Cognitive poetics is a linguistic strand of cognitive approaches to literature, which
draws upon cognitive linguistics and "deploys ideas from Stylistics and Discourse
Analysis synthesised with new concepts from Cognitive Science" (Harbus, 2012: 6).
Specifically, as Stockwell rightly points out, cognitive poetics afford consideration of
the socio-political and cultural matters relevant to the analysis of the literary discourse
in question, and interweaving the elements of both stylistics and critical discourse
analyses. He argues that cognitive poetics "offers a genuine possibility of integrating
the individual and the social in a principled way" (Stockwell 2007: 9). One example
of such integration is Steen's (2011) framework for the exploration of genre, rooted in
cognitive psychology and linking the humanities, the cognitive and social sciences
through the 'language-cognition-communication' interface. Following Steen's
framework aiming "to model what language users in fact do in terms of discourse
processing”" (Steen 2011: 30), I shall approach my cognitive poetic investigation of
"Infectious" from the interdisciplinary perspective, utilizing conceptual blending as the

research framework.

Conceptual integration or blending (CIB) is viewed as a general principle underlying the
meaning construction in a range of both more and less complex mental phenomena.
Within the research framework of CIB, networks are constructed to provide
understanding of meanings. CIB networks consist of interconnected mental spaces —
partial representations connected to long-term schemes of knowledge called 'frames'. In
a network there are two or more input spaces, one or more generic spaces that contain
what the inputs have in common, and one or more blended spaces that are products of
imaginative thinking and that contain some selected structure and elements from each of
the inputs. All-important conceptual mappings — "vital relations" — between and within
mental spaces may include: change, identity, time, space, cause-effect, part-whole,
representation, role, analogy, disanalogy, property, similarity, category, intentionality,

and uniqueness. In the blend, emergent structure (meaning, story, category, etc.) is
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developed through the processes of conceptual integration. These involve processes of
composition, completion, and elaboration, as well as mappings, multidirectional
projections, compression and blending. The networks are controlled by a number of
constitutive and governing principles, as well as overarching goals. Constitutive
principles — partial cross-space mappings, selective projection to the blend, and
development of emergent structure in the blend — place strong constraints on running the
conceptual network, and governing principles (compression, topology, pattern
completion, integration, maximization of vital relations, intensification, web, unpacking,
relevance) apply further constraints through the provision of strategies for optimising
the network's emergent structure (see Fauconnier & Turner 2002: Ch.16). Constitutive
and governing principles cooperate in the following way: "Compression helps human
scale, human scale helps getting a story, getting a story helps global insight, and going
from Many to One helps the blend achieve human scale" (Fauconnier & Turner, 2002:

336).

One of the major strengths of CIB theory is that it offers a systematic set of precise
tools for analysis, which at the same time remains open in a sense that it can be
developed further or combined with other tools, while maintaining the main logic of
CIB. A number of researchers have utilised CIB whilst integrating it with other theories
and methods, and have proved it to be a productive framework for interdisciplinary
research. CIB has proved to be useful for the analysis of communication in literary and
non-literary discourse (e.g., Brandt 2013; Pascual 2014); media and political discourse
(e.g., Hart 2010; Pleshakova /forthcoming/); mixed literary genres' analysis (Sinding
2005 and 2010); metaphor analysis (e.g., Chilton 2005; Oakley & Coulson 2008; Hart
2010); the analysis of multimodality (e.g., Forceville 2013; Sambre 2013). CIB
provides an approach to discourse analysis which is socio-culturally committed
(Hougaard & Oakley 2008). CIB is viewed as a literary and a poetic technique (e.g.,
Brandt 2013; Dancygier 2006iﬁ; 2008; Freeman 2005; Lakoff & Turner 1989; Pagan

Canovas 2011; Semino 2006; Sweetser 2006) and as "the most important concept to
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cross over from Cognitive Science to Literary Studies, both because of its capacity to
explain central, complex issues, and also its broad applicability" (Harbus, 2012: 52).
The recent exploration of linguistic and multimodal viewpoint construction in both
literary and non-literary discourses has drawn upon both mental spaces and conceptual
blending theories (Dancygier & Sweetzer 2012). Furthermore, the CIB has been
enriched by the development of 'blended joint attention', a model accounting for
analysis of viewpoint construction and viewpoint displacement in multimodal media
discourse (Blended classic joint attention, s.a.; Nesset et al. 2014; Turner 2014). Since
the exploration of meta-parodic "Infectious" as a complex genre event (a term offered
by Steen 2011: 34) as well as a communicative event and media and literary discourse
event, involves the examination of a rather complex viewpoint arrangement behind it,
I employ CIB as the framework well-equipped to cope with the arising challenges of

such an examination.

3. Genre event of Infectious

3.1 The media story of Infectious: overview

At first glance the story of "Infectious" (see Appendix 1) may be perceived as
entertaining and satirical, but not particularly remarkable. In the first-person narrative
of "Infectious", the post-Soviet Russian Speaker supports Onishchenko's
recommendation 'not to travel to Britain', and then tells his own story of going to
Britain (the OTHER Space), getting infected with the ideas of democracy and freedom,
and then coming back to Russia (the SELF Space). Although at first feeling pretty
strange, uncomfortable and ill in the undemocratic space of Russia, he soon recovers
from the "democratic disease", and continues living there happily. In his "recovery"
process, the Speaker asks questions, which are critical of Russia as an undemocratic
space and answers them referring to the arguments core to the contemporary Kremlin-

sponsored Russian media discourse.
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3.1.2 Readers' perception

Having read "Infectious" for the first time, I found it to be parodic and ironic but at the
same time highly ambiguous. In order to check whether my intuitive perception of the
text was shared by Russians living in Russia, in August 2009 I conducted a survey, in
which I asked citizens residing in central Russia: 23 students aged 18-20 and 18
professionals aged 40-62, to read through "Infectious" and to answer the following
question: "What emotions/impressions did you experience/have after reading this
text?" The most frequent answers were: conflicted emotions, ambiguous impression,
mixed feelings, a storm of emotions, negative emotions; the situation is not true, we
too have something positive here; (in the speech marks, i.e. ironic) — "they [the abroad]
will help us"; we need to look for the reasons of our problems, rather than to search
for those whose fault it is, it is nobody's fault, it is everybody's fault, it is painful to see
Russia in such a state; pride for my country; joy and pain/bitterness. Since emotion is
viewed as key to media message understanding by the contemporary media
psychology scholars, these answers have motivated me to take a closer look at

"Infectious".

3.2 "Infectious": irony, parody, or meta-parody?

3.2.1 Target of parody

Hutcheon (2000) defines parody "as a form of repetition with ironic critical distance,
marking difference rather than similarity" (Hutcheon 2000: xii). Indeed, we can label
Bykov's "Infectious" as a parody since it repeats the arguments of the Kremlin-
sponsored media discourse through the utterances of the imagined Speaker, who 1is
barely literate and not very intelligent. Bykov uses this Speaker, a typical
representative of the Russian media audience, as a prism to conceptualise the SELF
(Russia) space in its relation to the OTHER (Abroad) space, while adopting a number
of techniques for creating irony. Bykov mocks the audience's oversimplified reception
of Kremlin-sponsored media discourse, thereby choosing the Russian media audience

as the main target of his parody. As noted by Morson (Morson 1989: 71):
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Parodies are usually described and identified as being of (or "after") a particular author or work,
but the parodist's principal target may, in fact, be a particular audience or class of readers. The
etiology of utterance [parody] includes the pathology of reception.

Indeed, the Russian media audience constitutes the principle target of Bykov's parody,
whereas the actual Kremlin-sponsored media discourse arguments related to Russian

identity construction form the secondary (indirect) target of parody.

3.2.2 Voices of parody and meta-parody

Any parody is a double-voiced text/discourse (Hutcheon 2000: xiv; Morson 1989),
since "it points to the differential but mutual dependence of parody and parodied texts".
Central to the voices' joint work is "encoded intention, as inferred by the receiver as
decoder" (Hutcheon 2000: 24). As Hutcheon further explains (2000: xiv):

When we speak of parody, we [ ...] imply an intention to parody another work (or set of conventions)
and both a recognition of that intent and an ability to find and interpret the backgrounded text in its
relation to the parody.

Morson (1989) uses the notion of 'intention' as one of three key criteria in his definition
of parody: 1) evoke "the original utterance" — target of parody; 2) the former must be
antithetical to its target; and 3) "the fact that it [parody] is intended by its author to
have higher semantic authority than the original must be clear" (Morson 1989: 67). If
the third criterion is not satisfied, the reader deals with a case of meta-parody rather
than parody — "that is when readers do not know with which utterance they are
expected to agree, or suspect that the second utterance [original] may be no more
authoritative then the first [...]" (Morson 1989: 68). As shown above, "Infectious"
satisfies the first two criteria. In order to establish whether the third criterion is satisfied
we need to determine the nature of relation between the Author and the Reader in
conceptualising the respective communicative intention of Bykov's "Infectious", as

well as the ways in which this conceptualisation can be further examined.
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4. Exploring "Infectious' as a communicative event

4.1 Understanding of parodic communicative intention

Indeed, "speakers can and do produce utterances that make their communicative
intentions recognizable" (Sanders et al. 2013: 27). The results of experiments conducted
by Sanders et al. (2013) to elucidate the calculability of communicative intentions
through pragmatic reasoning, allowed them to view "conceptualisation of
communicative intention as arising from discursive and social knowledge shared within
a community about discursive means to ends, not a private cognitive state" and therefore
"regard speakers and hearers as having a common basis for pragmatic reasoning that
reliably links utterances in context with communicative intentions". Crucially, they
regard speakers and third party "readers" as routinely engaged in such reasoning
(Sanders et al. 2013: 27). Sanders et al. do not see a speaker's communicative intention

as a property of the Speaker; they argue (Sanders et al. 2013: 4):

Rather, we have to regard a speaker's communicative intention as a property of the utterance
(comprising its lexicon, syntax, and prosody) together with its discursive and social context, including
the utterance's sequential placement within the discourse or task or activity at hand, its physical setting,
and its interpersonal, institutional and cultural settings.

While looking into discourse events as communicative (enunciative) events, Brandt
(2013) points out to the difference in constructing non-literary and literary
text/discourse. She argues that for literary texts production and reception, things are
represented in a mode of non-actuality, and representations set up in a semiotic base

space are peculiarly free of situational constraints. She explains (Brandt 2013: 429):

Focus is on the what and the how of communication rather than the pragmatic particulars of who,
where and when. These representations — the (semantic) what and the (presentational) how — are
presented in an enunciatory mode of pretense, establishing an imagined semantic universe not
identifiable with the pragmatic reality that normally motivates communication. Only through the
(secondary and optional) abstraction process of literary interpretation do the authorial enunciation
and the represented content become expressly related to the world outside the text.

Indeed, being a literary text, "Infectious" forces us to approach the interpretation of its
communicative intention with the focus on the what and the how; at the same time being
a media text and a parody, "Infectious" makes us equally consider who, where and when,

both in terms of situational and contextual constraints. Hutcheon underscores that "as
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readers or viewers or listeners who decode parodic structures, we also act as decoders of
encoded intent" (Hutcheon 2000: 23). She argues that parody involves the entire
enunciation of discourse: "this enunciative act includes an addresser of the utterance, a
receiver of it, a time and a place, discourses that precede and follow — in short, an entire
context" (Hutcheon 2000: 23). Hutcheon insists on the importance of considering the
parodic text's entire "situation in the world", including the time and the place, the
ideological frame of reference, the personal as well as social context — not only of the
instigator of the parody but also of its receiver (Hutcheon 2000: xii1). She views the
process of communication as central to the understanding of parody and refers to it "as
the enunciation or the contextualized production and reception of parodic texts"

(Hutcheon 2000: xiii).

4.2 Human communication and joint attention: Blended joint attention, the Ground, and
Viewpoint as an intersubjective phenomenon

Turner (2014; Blended classic joint attention, s.a.) rightly points out that joint attention
is central for events of human communication. He underscores that any sophisticated
human communication involves the blending web for joint attention, since in the process
all participants would engage in creating a blended understanding of each other as fully
minded. Furthermore, Turner (2014) argues that communicative events, which do not
occur in face-to-face communication, tend to be even more complex events of blended
joint attention often involving a scene of blended joint attention with cascades of nested
blended selves and blended others (Turner 2014: 97-105). Central to this construction is
the "ground" — one of the most basic mental frames for understanding human
communication (Turner 2014: 97); Turner argues (Blended classic joint attention, s.a.):

In classic joint attention, participants have an understanding of "the ground"; that is, they
understand a great deal about "the speech event, its setting, and its participants” (Langacker
1985:113) without needing to refer to that understanding. Each of the participants understands that
the other has a human mind; that each of them has a viewpoint on the conditions of space, time,
participants, physical relationships, cultural situation, and so on, and that each knows that the other
has such a viewpoint.
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Moreover, as Sweetser rightly points out, the Ground includes "sharing and negotiation
of viewpoint between Speaker and Hearer" (Sweetser 2012: 8). Exploration of
viewpoint as a subjective and an intersubjective phenomenon is central to the
theoretical and methodological approach introduced in Dancygier and Sweetser

(2012). Sweetser underscores the ubiquitous nature of the phenomenon (Sweetser

2012: 13):

Data from all the relevant sources thus come together to push us towards a theory that includes
mutual awareness of viewpoints between participants — and incorporation of addressees’' and
spectators' and readers' perceived viewpoints into cognitive perspectives of speakers, narrators, and
writers. Intersubjective viewpoint construction is important at every level of communication, from
speech gesture to literary narrative.

I argue that intersubjective viewpoint construction is central to the understanding of
"Infectious"”, and is best investigated through the model of blended joint attention.
Being a poetic and a media event simultaneously, "Infectious" already relies on a
mental web for blended joint attention, since in the process of its reception we are
"blending the scene of classic joint attention with other things that do not in fact fit
that scene" (Blended classic joint attention, s.a.). Being a meta-parodic event,
"Infectious" is further anchored in blended joint attention. I argue that blended joint
attention is imperative in revealing the story's communicative intention as a product of
intersubjectivity (cf. Sanders et al. 2013). Naturally, consideration of the "ground" is
crucial for the blended joint attention examination of "Infectious"; therefore, I follow
"from the Ground down" logic introduced in Sweetser (2012: 1), and begin my analysis

of "Infectious" with a consideration of its grounding space.

4.2.1 The Grounding Space of Infectious: ground and grounding context

Turner (2014) points out that "the ground" seems to us basic and immediate, but [...]
underlying it are vast blending webs [...]; and it "can be expanded to help us handle even
more complicated mental verbs" (Turner 2014: 98). Drawing on the previous scholarship
on the topic of "ground" and subjectivity, Ferrari & Sweetser (2012) further develop the

understanding of the structure of the implicit Ground in their concrete account of
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subjectification, using the Basic Communicative Space Network (henceforth BCSN).
They define the Ground as involving (Ferrari & Sweetser 2012: 48-49):

1) a Ground Base Space, or Real Space, incorporating the real Speaker (S) and Hearer (H) in their
spatiotemporal setting; 2) one or more Epistemic Spaces: understanding of S's and H's belief’s and
reasoning processes, which are also background to the communication; 3) a Speech Act Space of
performed speech interactions (e.g. this is a statement or a question), 4) a Metalinguistic Space of

shared linguistic forms that can be referenced if chosen usages are brought into consciousness or
disputed.

Ferrari and Sweetser (2012) argue that the more detailed account of the Ground helps to
elucidate the interaction between Content Space Network and the Ground within the
BCSN. Crucially, they do not include the consideration of a broader grounding context.
In her brief overview of the role of context in determining viewpoint, Sweetser (2012)
rightly points out that the list of contextual factors affecting the construction of
viewpoint can be rather long; at the same time, she underscores the necessity to focus on
the aspects of context relevant to consideration of a certain type of data or modality
(Sweetser 2012: 17-18). The crucial role of the context for the conceptual blending
analysis of a poetic text is underscored by Freeman (2005), who argues that any
imaginative text can prompt multiple readings depending on "the particular contextual,
cultural domains of the utterance, the utterer, and the receiver at a given point in time"
(Freeman 2005: 29). Hutcheon (2000: xiv) points out that parody is intensely context-
and discourse-dependent. Hence, while adopting Ferrari and Sweetser's Ground model
as basic, I argue that the analysis of "Infectious" as a rather complex meta-parodic event
of communication, requires looking beyond the basic and immediate ground to include
the grounding context (as understood in Hougaard & Oakley 2008, Oakley & Coulson
2008, and Chilton 2008, in particular); or in other words, a number of relevant local,
genre, cultural and historical frames and networks. Chilton (2008) emphasizes the
relation of grounding context to genre; he argues that consideration of grounding leads
us to a better understanding of discourse constraints and thus to the meaning construction
behind discourse. Indeed, the Grounding Space of Infectious can be seen as
incorporating the genre knowledge — "the type of knowledge that people need to have
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about language, cognition and communication" (Steen 2011: 28-29), or to be more
precise, as a certain combination of values of the three sets of variables — 'context’,
'text/situation' and 'code'. Steen views genre knowledge as a behaviour-regulating
notion, which "constrains and specifies the broad notion of 'discourse', i.e. as a
combination of the short-term knowledge schemas (linked to long-term knowledge
schemas) that are constructed and monitored in production and reception as we engage
in discourse processing of a certain genre event (Steen 2011: 28-30). Thus, in the
Grounding Space "producers and addressees have a repertoire of this type of genre
knowledge that is more or less developed, and in the diverging ways, in accordance with
their communicative needs" (Steen, 2011: 34). I draw upon Oakley and Kaufer (2008)

to introduce three "porous" circles of the Grounding Space for Infectious (Figure 1).

-

‘Real’ Communication
Writer - Reader

‘Imagined’ Communication
Speaker-Hearer

Linguistic, Cultural, Socio-Political and
Historical Knowledge

Figure 1: Grounding Space

The inner circle presents the author of the text and the instigator of the parody, Dmitry
Bykov"'— a prominent Moscow-based writer, journalist, critic and media personality, and
the reader, the perceiver of the parody — the audience of 'Novaya Gazeta' — a major
national liberal newspaper. Although often viewed by Western intellectuals as a member
of the liberal opposition movement, mainly due to his "Citizen Poet" (2011-2012) project
and participation in anti-Putin street protests of 2011-2012 (Polonsky 2012: 60-61; also

see Read Russia 2013, s.a.) at the same time Bykov is labelled by the prominent Russian
12
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Studies scholar Rosalind Marsh as a nationalist revanchist, who has "contributed to the
wider dissemination of 'patriotic' literature" (Marsh 2007: 558) and "advocates a strong
state and imperial expansionism" (Marsh 2011: 160). Marsh notes that in 2006 Bykov
became the first winner of the Russian National Big Book Prize, introduced by Putin's
administration and financed partly by the state and partly by private business, for his
study of the life and work of Boris Pasternak (Marsh 2007: 69). Marsh also sees Bykov
as one of the writers who "are constantly experimenting with new genres" and a
representative of the 'blurring of genres' process in Russia, where "the frontiers between
high and low culture are becoming blurred", methods of mass culture are rehabilitated

and one is more prepared to embrace commercialism (Marsh 2007: 99)

The middle circle introduces the 'genre' of "Infectious". Since the text realises elements
of at least five genre frames — newspaper essay, civic poetry, lyrical text, parody, and
travel writing, in this circle we will have the integration of the elements for multi-level
mental 'genre' models. The circle represents the imagined communicative scenario (the
Speaker and the Hearer). The genre of parody will presuppose activation of the 'target
of parody' mental space. The latter is represented by the audience of the contemporary
Kremlin-sponsored media discourse related to Putin-Medvedev nation-building project.
The project underlies a new constructed Russian ideology of nationalism (cf. Anderson
2006; Chaisty & Whitefield). Having grounded their analysis in original survey data
collected at regular intervals: 2001, 2003, 2007, 2009 and 2014, Chaisty & Whitefield
argue that "Nationalism has become the dominant discourse in Russian politics in the
2000s. Ideas about the nation and patriotism are part of the political mainstream"
(Chaisty & Whitefield: 2). Nationalist Kremlin-sponsored media discourse is viewed by
scholarship as promoting the dominant features of Russianness, i.e. the "commitment to
[...] Russian culture: language, history, values of statehood and patriotism, the idea of
strong and great Russia, uniqueness of the Russian civilization" (Panov 2010: 93), as
well as 'national unity" as a feature which distinguishes Russia as a type of community
(Hutchings & Tolz 2015: 16). Hutchings and Tolz (2015) argue that Kremlin-sponsored

media discourse also reflects "the stubbornly persistent tendency of the state-aligned
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media to construct Russian identity in relation to the western [...] 'other™ and "a
transparent effort to exploit European 'misfortunes' to Russian advantage" (Hutchings &

Tolz 2015: 7); thereby framing Britain negatively as the 'other' and the 'enemy’.

We understand parody "because we share certain assumptions or cultural codes with
the encoder" (Hutcheon 2000: xiv). In the outer circle of the grounding space, there
will be a set of culturally shared frames and cultural networks" related to broader
Russian pre-Soviet, Soviet and post-Soviet discourses, with the SELF-OTHER frame
playing a central role. The outer circle contains information stored in the long-term
memory of the writer and the reader and related to their previous education and
experience, their linguistic, cultural, literary, poetic, metaphoric, socio-political and
historical knowledge to varying degrees and complexities. This circle will include a
cultural network of Russian civic poetry — e.g., poetry by Nekrasov, Mayakovsky,
Evtushenko, Vysotsky (on Bykov and civic poetry, see e.g., Barkovskaya 2014;
Malykhnina 2014; Smith /forthcoming/), along with a broader mental representation
of Russian and Soviet literature as historically playing a significant role in post-Soviet
everyday life (see e.g., Cavanagh 2010; Kuhiwczak 2006; Luytskanov et al. 2014;
Smith /forthcoming/). Furthermore, among other cultural models, the Grounding
Space will incorporate elements of 'Russia’, 'Native Land', 'Slavophilism',
'Intelligentsia’, and 'Patriotism' culturally-shared frames, examined by Stepanov (2004)
from the cognitive linguistic and historical perspectives as key Russian national
konstanty (constants). The dimensions for Russian/Soviet imperial past (see Etkind
2011; Hutchings & Tolz 2015) and traditional Russian attitudes to foreigners
(Rogachevskii 2006) will be profiled especially in their relation to the post-Soviet
literature, culture and politics (cf. Smith /forthcoming/). Rogachevskii (2006) labels
such traditional attitudes to foreigners as 'assumptions'. He points out that they are
"determined by a number of geo-political and cultural factors" as well as by linguistic
(Slavic languages) and religious (Orthodox Christian) aspects, and "have never
replaced and/or counterbalanced one another in keeping with every significant

historical change". Such assumptions include "an East versus West divide" and "a sea-
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land divide", by which a 'continental' state Russia is opposed to the 'oceanic' USA and

UK" (Rogachevskii 2006: 31).

4.3 Considering irony as a parody's rhetorical miniature: the inter-relation of Ground,

Content and Viewpoint spaces, and the concept of Attention

Ferrari and Sweetser (2012) underscore that central to our understanding of any
communication form and viewpoint arrangement is "grounding of the Content with
respect to a ground" (Ferrari & Sweetser 2012: 49). Naturally, this tenet extends to our
analysis of meta-parody. Irony is viewed as a parody's rhetorical miniature (Hutcheon
2000: xiv), hence Tobin and Israel's study (2012) of irony as a viewpoint arrangement is
of particular interest to us. Similar to Ferrari & Sweetser (2012), Tobin & Israel (2012)
anchor their analysis in mental spaces theory (Fauconnier 1985), but as distinct from the
former, Tobin & Israel's account includes looking into the relationship between the
viewpoints of participants constructed for both real and imagined communicative events.
Tobin and Israel (2012) introduce a certain configuration of the Ground, Content and
Viewpoint spaces to explain irony as a viewpoint effect and analyse irony as a network
of mental spaces involving a blend. Crucially, they underscore that an ironic meaning
does not emerge in the Content Space but rather in the Viewpoint Space, with the
emergence of irony supported by the network as a whole; the finding confirming one of
the central arguments of the blending theory (Fauconnier & Turner 2002). Tobin and
Israel explain (Tobin & Israel 2012: 35):

Like Coulson, we thus see irony as involving a kind of a blend; however, in our account, the
blending takes place not in the Focus Space where the proposition is expressed, but rather in the
Viewpoint from which an expressed proposition is accessed. The experience involves the same
propositional content being assessed simultaneously from two incompatible viewpoints, one of which
encompasses the other. This is what makes irony different from the experience of simply being in two
minds about something. The ironic effect itself appears to arise from the way a whole construal
(including an expressed proposition in focus from some viewpoint) itself becomes an object of
construal.

It seems that, like irony, parody involves a kind of "a dynamic blended construal of an

event from two distinct viewpoints" (Tobin & Israel 2012: 31). As Hutcheon argues:
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"Its [parody's] voices neither merge nor cancel each other out; they work together, while
remaining distinct in their defining difference" (Hutcheon 2000: xiv). The
understanding of the nature, affordances and constraints of the voices' joint work
appears to be key to interpretation of a certain work as meta-parodic vs parodic.
Assuming that irony is central to parody construction (Hutcheon 2000 and 2002), can
the dynamic blended construal central to ironic interpretative process (as described by
Tobin and Israel 2012) constitute the central cognitive mechanism for parody? Does the
overall parodic interpretative process differ from ironic interpretative process? If yes,
then, how? Crucially, Tobin and Israel (2012) offer the explanation of the ironic

interpretative process as anchored in the concept of attention.

Acts of ironic understanding in general, including verbal, dramatic, and situational ironies, involve
a type of dynamic reconstrual in which attention "zooms out" from the focused content of a mental
space to a higher viewpoint from which the original Viewpoint Space is reassessed. In this
interpretative process, a meaning is accessed from one viewpoint (the ironised) and then,
simultaneously or a little later, re-assessed from a higher viewpoint (the ironic).

I argue that focusing on the construction of blended joint attention for the parodic
interpretative process, while drawing upon Tobin and Israel's study can help to provide

the answers.

5. Blended joint attention in viewpoint blending network of Infectious

Overview

In the following sections, while building upon my analysis of the Grounding Space, I
present more specific and evidence-based answers to the research questions,
introduced at the beginning of this article. I approach the analysis in the following
mode:

1) Question: what specifically in the viewpoint construction behind Bykov's
"Infectious" makes the reader regard one of the voices (viewpoints) as more or
less, or equally, authoritative?

I analyse the specific viewpoint configuration — the network of viewpoint blends -

grounded in the Russian 'Self-Other' culturally specific frame, as the core one. In so
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doing I start from zooming into the construction of the Russian 'Selves' as viewpoint
blends and a product of intersubjectivity (Mbl '"WE' viewpoint blends), underlying
"Infectious". I subsequently move to the analysis of the Russian 'Selves' as jointly
attending to the objects of SELF space (Russia), focusing on viewpoint blends central
to the understanding of "Infectious". These viewpoint blends form a network, where
the understanding of "Infectious" depends on a number of cognitive operations, central
to which is the reader's attention moving through the network.

2) Question: are there certain types of linguistic (multimodal) viewpoint markers
that trigger or constrain meta-parodic viewpoint blending network
construction?

I consider viewpoint markers of various types — triggers for viewpoint blending
construction — in their interaction: 1) linguistic clues — from a phoneme to discourse as
a whole; 2) prosodic features — rhythm and meter; 3) and visual markers — a caricature
picture of "Infectious". These markers trigger the construction of multiple construals
— deictic, multimodal, ironic, 'expository question', metaphoric, metonymic,
counterfactual, intertextual, poetic, polyphonic, parodic and metaparodic conceptual
blends, all contributing to the construction of viewpoint blends, cascades of viewpoint
blends, and the network of viewpoint blends underlying "Infectious" as a whole.

3) Does meta-parodic viewpoint blending network construction differ from
parodic and ironic networks? If so, how?

I attempt to elucidate the difference between the ironic and parodic networks'
construction, through demonstrating how various construals — deictic, multimodal,
ironic, 'expository question', metaphoric, metonymic, counterfactual, intertextual,
poetic, polyphonic, parodic and metaparodic conceptual blends - work together to
produce the emergent meaning of Infectious, and how the reader's attention moves
through the viewpoint network of Infectious.

4) What does the analysis of Bykov's meta-parody as a viewpoint blend tell us
about critical media and literary discourses in Russia, as well as about the

productivity of blended joint attention as an analytical tool?
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In the 'Discussion and conclusion' section, I provide the answer to this question, while
stating that critical media and literal discourses in contemporary Russia assist in
forming Russian national identity and are rather contradictory and ambiguous
message-wise. | also argue that blended joint attention constitutes a productive
analytical tool for examination of (meta-) parodic viewpoint networks such as
"Infectious", as well as for achieving a viewpoint markers and viewpoint blends

typology for such networks.

5.1 Linguistic viewpoint and viewpoint blending in language

Hutcheon points out: "Parody is indeed in the eye of the beholder. But beholders need
something to behold; we need signals from the text to guide our interpretation"
(Hutcheon 2000: xvi). Indeed, we need signals to recognise voices of parody and
interpret them as incongruent and evaluate them as superior vs subordinate, or may be
equal; in other words, we need markers, which would prompt our construction of
viewpoints and relationship between them. Sweetser (2012: 4-6) summarises the range
of linguistic forms for English — markers of viewpoint as belonging to the following

categories:
1. Where the Speaker and Addressee are assumed to be, and what they are thought of as being
able to see, be able to reach, and so on (various special terms);

2. When the Speaker and Addressee are assumed to be (grammatical tenses and temporal
terms);

3. What the Speaker and Addressee are assumed to know, think, presuppose, and be able to
calculate mentally about whatever mental space is involved (determiners, pronouns, address
forms, or honorific markers, connectives and evidential markers, presuppositional lexical
items);

4. What the Speaker and Addressee feel about the contents of the relevant spaces — how they
evaluate them affectively, culturally, and so on (framing and affective markers).

As Sweetser (2012) argues "many of these forms might better be analysed as in some
way negotiating Speaker and Hearer viewpoints, more in line with Verhagen's (2005)
intersubjectivity than with the hypothesis that they simply mark Speaker viewpoint"
(Sweetser 2012: 6). Any intersubjectivity configuration involves some sort of blending
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network for joint attention (cf. Turner 2014). From the very beginning, it is clear that
"Infectious" offers at least two sets of Speaker and Hearer — "real™" and imagined,
negotiating viewpoints, hence I need to look into linguistic and multimodal
representations of this complex viewpoint arrangement. Turner (2014) points out that
"all languages have many expressions for expressing viewpoint, but they also have
plenty of expressions for expressing blends of viewpoints" (Turner 2014: 263). I
believe that the examination of the latter should help in establishing the specificity of

meta-parodic viewpoint blending network.

5.2 Infectious: SELF and OTHER

5.2.1 The scene of blended joint attention

The Grounding Space of "Infectious" supports the setting up of the story's scene of
blended joint attention. Being a media communicative event and a fictional work at
the same time, Bykov's "Infectious" blends a communicative scene for a newspaper
essay with a communicative scene typical for a literary and poetic work; the resulting
blend is further mapped with the imagined communicative scene central to the story.
The emergent complex blend has various participants — Selves, and the object of joint
attention of these Selves — the SELF and the OTHER, namely Russia and
Abroad/Britain. I start looking into the Selves/SELF and the Others/OTHER from the
examination of deixis, which has been analysed by the scholarship as a construal
central to viewpoint arrangement in media and literary discourses and a discourse
organising device often guiding our interpretation of other non-deictic relevant
construals (see e.g., Chilton 2014; Dancygier & Sweetser 2012; Grenoble 1998; Hart
2010; Paducheva 2011).

5.2.2 Deixis and discourse: information packaging
While investigating deixis in Russian media discourse, Grenoble (1998: xi)

underscores its crucial role in information packaging.

Information packaging involves a use of primary deictics (temporal, spatial, person) in signalling
information structures in the knowledge, focus, and thematic deictic dimensions. These latter
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dimensions can be grouped together as signalling information status and include both deictic and
non-deictic elements, varying from the Russian discourse particles to verbal aspect.

Grenoble (1998) argues that information packaging can be properly interpreted only
as a whole, at discourse level, where the discourse's information structure can be
analysed in accordance with two key dimensions of deixis — +/-proximal and +/-
inclusive. Grenoble points out that both can be embraced by a single distinction of +/-
distance, accounting for both primary spatio-temporal and secondary thematic and
focal relations. She sees 'distance' as "a definitive feature of perspective, such that
+distance will signal external perspective, or a non-congruence with the person deictic
centre, and —distance a convergence with the person deictic centre" (Grenoble 1998:
259; Grenoble sees this approach as promising for viewpoint analysis (cf. Hart 2010,
Kopytowska 2013, Cap 2014). The interrelated notions of deixis, distance, discourse
and viewpoint are central to Chilton's Deictic (Discourse) Space Theory. Chilton
(2014) 1investigates discourse space as a deictic space introducing the
'conceptualisation' model rooted in geometry, "built on the idea that not only any and
all utterances are relativized to a minimal communication pair (speaker and hearer) but
also that they integrate three conceptual dimensions", namely: attentional distancing
from S (d), temporal distancing from S (t) and epistemic-modal distancing from S (m),

where S stands for speaker, self and experiencing subject (Chilton 2014: 14).

I adopt Grenoble's and Chilton's logic in approaching the analysis of discourse space
as primarily a deictic space. I make use of Grenoble's notion's of deixis as playing a
big role in discourse information packaging and signaling discourse information status.
The former seems to provide a good foundation for revealing both deictic and the
related non-deictic discourse construals; and the latter is useful for examination of a

communicative intention as parodic or meta-parodic.
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5.2.3 Construals for space

The opening lines of "Infectious" trigger the process of SELF (Russia) vs OTHER
(Britain/Abroad) conceptualisation, as both the Speakers' and Hearers' (Selves') spatial
setting and their object of blended joint attention through labelling the respective
spaces (our people) and enewrnui mup na beckpatinem b6ar00e (the outside world on the
endless earth [limitless plate]). Hawu nroou (our people) signifies the SELF Space,
through profiling the facet for 'Russian people'. 'Our people' marks the SELF Space as
the Speaker's location and a deictic centre of the deictic space of "Infectious". Such a
viewpoint construction is further supported by the deictic forms for SELF Space —
30ecw (here), k nam (to us/our place), y nHac (at ours/our place); the OTHER Space is
verbalised by the deictic terms — mam (there), myoa (to there), y nux (at theirs/their

place).

As the story unfolds, the OTHER Space is further conceptualised through the terms
labelling metaphoric and metonymic construals, and containing the semantic
component of 'geography' — 6pumanckuii ¢nae (British flag), ucnanxa (Spanish),
agpurkaney (the inhabitat of Africa), Kumau (Chinese), comranocxuu (Dutch) u
cmokeonvmckuti (Stockholm), maiieanckuu (Taiwanese) u eonxoneckuit (Hong Hong);
or marking one of the most salient details of the OTHER Space — the most famous British
street Iluxaounnu (Piccadilly), or relying on the core metaphoric construal of
"Infectious", which labels the OTHER Space as infectious — 3anogeonux 3apas (the
reserve for infections). Bykov emphasizes the spatial juxtaposition of Russia to the
whole other world, which nearer the end of the story is summarised by deictic gcrody
(everywhere), and then is intensified by repeating the opening lines containing the
expression grewnuti mup Ha beckpaiinem oaro0e (the outside world on the endless earth

[limitless plate]) at the very end of the story.

The spatial focus of "Infectious" is also indicated by the deictic usage of the Russian

unprefixed imperfective multi-directional verb of motion e3dun (travelled) and the
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prefixed motion verbs — imperfective yeszacams (move [leave]) and perfective
npunemuws (come [arrive]), denoting spatial displacement. Consider.
Buewmnuti mup na beckpatinem b61r00e paznodcun ceou 2opooa. Ilpasé Onuwenxo — nauiu

JIF0OU He O0JIXCHBL Ye3Hcamn myod.

A He mpu, He uemvlpe paza e30UNl 8 UXHUE 20pO0d, U O MOM, YMO ) HUX 3apasa, s
0ozcaovleaics ece20a. Bozspawasice 6 Kpati KOl0KONEH, 20e 08Y21a80 PYIUM MAHOEM, 5
002a0vl8acs, Ymo OojeH, — He 8NOJIHe NOHUMAs, Yem. 3Hamo, nokyoa no llukaounnu
6e33a00mHO 2YNANI0Ch MHe — 3apa3uiu, Mas, Hazpaounu. Baunu 6 uati, noounecnu 6 gune.
A nomom npunemuuib 00pamHo, 81e3eulb 8 Wienanybl, CHUMeWdb pax — 6ce He Max,
a umo — Henouamuo. Bce kak 6vino — u éce ne max. The outside world has spread its
cities out across the endless earth [plate]. Onishchenko is right — our people shouldn't

move there.

Not three or four times have I travelled to their cities, and have always suspected that
they breed a contagion. Upon returning to the land of bell towers, where the tandem
steers two-headedly, I suspected that I was ill, not fully understanding what with. As I
understand it now — while I was having a carefree saunter around Piccadilly, they
contaminated, damn!, decorated me. They poured it into the tea, they put it in the wine.
And then you arrive [come] back home, you put your slippers on, take off your tailcoat
—everything is as it was, but everything is wrong. Everything is as it was, but completely

different.

These three verbs of motion are especially important because they function as a
discourse-organising device in "Infectious". Veszowcams (move) frames the story
appearing in the repeating opening and concluding lines. Featuring in the first
paragraph of "Infectious", e3duz (travelled) and npuremuwus (come [arrive]) contribute
to setting up the overall discourse spatial arrangement right from the beginning of the
story. Being multidirectional, the verb e30un marks both the start and end points of
motion through its 'going there and coming back' semantics, further intensified by ne
mpu, He wemulipe pasza (not three or four times). The construction of the viewpoint here
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is affected by 6 uxnue copooda (to their cities), which on the one hand marks the
destination, but on the other hand conceptualises the destination as the OTHER Space.
The use of prefixes with the Russian verbs of motion can conceptually shift the attention
from the source from which a person is travelling to their destination and visa versa.
The prefixed imperfective verb yezocams (move) marks the start point of motion, and
the prefixed perfective verb npuremuws (come [arrive] by air) marks the end point of
motion (Paducheva 2004: 373-374); hence both verbs signify the SELF Space as the
focus of attention. Paducheva (2004) points out that the semantics of both verbs are
rather unique as they leave the full motion scenario off-camera, meaning that even in
their imperfective forms, these verbs retain their focus on the start or end point of
motion, as opposed to the normal for imperfective verbs focus on the process.
Paducheva (2004) explains that Russian npuremuws (as belonging to 'mpuiitu' group)
is different from the English verb 'come'. The latter (at least in its default meaning)
requires the Speaker's and the Observer's positions to coincide; whereas Russian
'‘mpunetunis’ does not have this requirement (cf. Grenoble 1998: 46-52; Paducheva
2004: 374; Sweeetser 2012: 9). Furthermore, Paducheva (2004) argues that the
semantics of Russian npuremuws (come [arrive]) describes the commencing of some
state of affairs, rather than a motion, which supports the spatial conceptualisation of
the story's Speaker and Hearer as related to the story's participants attending to the state
of affairs in the SELF Space.

5.2.4 Construals for time

The temporal configuration of "Infectious" is marked by the grammatical tenses —
present, past and future, and verbal aspectual forms — imperfective and perfective. The
usage of grammatical tenses in "Infectious" is dependent upon the event time and
discourse time (text-internal) and the coding (author's) and decoding (reader's) time
(the text-external or utterance time), the terms used by Grenoble (1998). Although, as
in any written text, there is a disjuncture between coding and decoding time in the real

world setting, the imagined world of "Infectious" blends the text-internal and utterance
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time in the process of attending to the real world event of Onishchenko's (Russian
Chief Sanitary Inspector) announcement on the danger of going to Britain, related to
the swine flu epidemic, and the real world time of the release of the news broadcasts
reporting it. It is evident that the event of Onishchenko's announcement belongs to the
past in relation to the time of utterance. However, in the temporal viewpoint blend of
"Infectious", the use of the present tense signifies both the temporal location of the
imagined Speaker, the imagined Hearer, the implied Author, the implied Reader, and
the temporal location of Onishenko, and the event of his announcement, all these
Selves are jointly attending to (e.g., /lpaé Onuwenxo Onishchenko is right; Jluwe

Onuwenko 6vemcs Only Onishenko is striving to).

Interestingly, the only temporal deictic lexical term of "Infectious" is 6cecoa (always).
At the very beginning of the story, scecoa (always) already prompts the temporal
arrangement central to "Infectious", namely the story's attempt to compare and merge
Russian (SELF) past, present and future in a single contemporary narrative. One of the
ways "Infectious" achieves merging past and present towards the story's end is through
comparing the SELF Space's past and present to each other, and simultaneously
(through the blending of metaphorical 'ill-healthy' construals and the usage of past
tense for the relevant verbs) to the OTHER Spaces implicit past and present, in the
viewpoint blend. Consider:

Ecmb  xo0vinckoe mHo20M00be U NYOAHCKUN ecmb MAX08uk, ecmv OAcMAaHHOe
npasocyove, nemepoypecKull ecmov CULOBUK, MYIbCKUll NpaHuk (cnacubo, Tyna!), eaz
CUOUPCKUL, MAMAHCKUL NOJIK, A3UAMCKAs OUKmamypda, OpAHCKUU wuwl U mamooecKuil
B0JIK, ACMPAXAHCKUU KYPHUK CAOEHblIU U PA3AHCKUU KUCTbIU PAHEm, U ApXaAH2elbCKUU
epub conenvlti — Ho poccuiickozo epunna Hem. There is the Xodynskij mass of people
and there's the Lubyanskij flywheel, there is the Basmannovij court, and the
Peterburgskij silovik, Tula gingerbread (Thanks, Tula!), Siberian gas, the Tamanskij
regiment, Asiatic dictatorship, the Bryanskij Shish and the Tambovskij wolf, the layered
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Astraxanskij kurnik, the Ryazanskij sour Pippin (apple), and the salted mushroom of

Arkhangelsk, but there is no such thing as Russian flu.

This temporal viewpoint blend's construction is focused on the SELF Space and
prompted by the usage of Russian lexical units labelling the past events (e.g. 'Xodynskij
mass of people' and 'the Lubyanskij flywheel') and present events (e.g. 'the Peterburgskij
silovik') as well as the verbs in the present tense ecms ('is/exist') (cf. the analysis of
temporal viewpoint blends integrating the past tense and now' in Nikiforidou 2012).
Metaphoric linguistic representation — 'but there is no such thing as Russian flu'
reinforces the blending structure by providing additional explicit focus on the SELF

Space in its relation to the implicit OTHER Space.

5.2.5 Construals for person

5.2.5.1 The imagined Speaker and the imagined Hearer

"Infectious" uses reduced referential devices in the grammatical and logical subject
positions as a core technique for conceptualising the imagined Speaker as part of the
SELF Space vs the imagined Hearer as part of the SELF Space and the third party as
part of the OTHER Space. A number of full referential devices nawu noou (our
people), snewnuii mup (the outside world), ceou copooa (its own [the outside world's]
cities), uxuue copoda (their cities) is employed to indirectly provide antecedents for
the reduced referential devices (on indirect antecedents see Paducheva 2012). The
image of the Speaker is constructed through the first person singular A (I), linked to
Hawu atodu (our people) through the metonymic relation. 4 (I) travels to Britain (the
OTHER Space) and having been infected with the Western democratic ideas,
transforms into the Russian 'illocutive zero' — the implied subject of generalized-
personal sentences, containing 2™ person singular verbal forms (on the illocutive zero
and pronouns see Paducheva 2012). Once the Speaker is cured by the healthier SELF
Space, the illocutive zero turns into the illocutive pronoun 75/ (YOU singular)'. The

Speaker labels "'YOU' as a chump, who has been played, and made to believe as a
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human being about himself. In the following lines "YOU' permanently transforms into

MAbI (WE) and the respective zero forms.

Bykov uses illocutive pronouns A (I), 7hI (YOU), MbI (WE) as well as the respective
illocutive zero forms, functioning in generalised-personal sentences, to construct the
imagined communicative scene between the imagined Speaker and the imagined
Hearer (on illocutive pronouns and illocutive zeros see Paducheva 2012: 27). While
activating the implied addressee, Russian "YOU' and the respective zero form also
function here as the generalised 'I', meaning "You, in the way as I and any other person
in my place" (Paducheva 2012: 28), signifying a certain kind of blend with 'I' and
"YOU' as inputs. The generalized-personal meaning of the second person retains a link
with the primary addressee meaning: the semantics of this use includes the component
'l want you to put yourself in my place and imagine that everything I am saying about
myself is actually happening to you' (Paducheva 2011: 29). This conceptualisation is
further reinforced by the subsequent use of generalised 1* person plural MbI (WE) as

well as the respective zero form.

5.2.5.2 The imagined Speaker, the imagined Hearer, and the Others

Paducheva (2012) points out that Russian illocutive zeros function as both generalised
and representative references. She stresses that in Russian language, illocutive zero
expressing generalised 'I' and "WE' is juxtaposed to the 'third person zero' observed for
indefinite-personal sentences; the distance between these two zeros is always
highlighted, and the 'third person zero' always implies human beings/people
(Paducheva 2012: 39).

"Infectious" uses the Russian 'third person zero' in the subject position to activate the
"implied" THEY as part of the imagined OTHER Space; the conceptual link to the
OTHER Space is provided through a metonymic relation of the 'third person zero' to

'BHemHuil Mup' (the outside world). The actual pronoun OHX (THEY) in the subject
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position appears only once in the middle of the story to metaphorically label people from
the OTHER Space using the predicate nominative — 3apassi (sons of bitches [infections])
and smromuii 510 ons maxux, kax msl (mortal poison for those like ourselves), thereby
taking the implied juxtaposition — 'THEY vs WE' to its culmination. Paducheva argues
that 'third person zero' does not signify that the implied subject is unknown, but that it is
insignificant, with the potential of going completely off-camera (Paducheva 2012: 31-
32). Such insignificance of the implied subject (THEY) points out to the central position
of SELF and the peripheral position of OTHER, bordering with the off-camera position

in the second half of "Infectious".

5.2.6 Self 'WE' viewpoint blends and expository questions

Turner argues that in the ground "the self in the moment of communication is already
a compression over a vast mental web of time, space, causation, and agency"; he
underscores that the self in the moment of communication can put forward multiple
and shifting implied selves, implied speakers and construct implied hearers, as well as

a web of relations between them (Turner 2014: 103). Understanding of "Infectious" as
ironic and parodic involves the construction of the imagined Speaker, the imagined
Hearer, the implied Author and the implied Reader as part of the SELF (Russia) Space,
as well as appreciation of both the compression and decompression processes behind
such a construction. As shown in the previous section, the usage of Russian pronouns
A (1), Thl (YOU), MbI (WE) and OHHU (THEY) trigger the construction of the
imagined Speaker as part of the implied Self, sharing the imagined Speaker's viewpoint
(ironized and parodized) towards 'THEY'; with '"WE' and 'THEY' representing a
viewpoint space, which can be labelled as 'pro-Russian/pro-Kremlin' vs 'pro-Western'
(henceforth labelled as the Self WE (1) blend). However, "Infectious" uses the same
pronoun MbI (WE) to also signify a different 'Self' viewpoint blend. Consider the
extract:

H3-3a mops éepHynace nmaxa, u 6 yuax y Hee cUCMUM: MeHbue 20p0ocmu, Ooabule
cmpaxa, uHo20a OecnpuyuHHbLIL Ccmblo... Bopye KonbHem He3pumoe H#cano, Kax

ompaenerHasa uzcia. Xopouio Obl er1acmos yeaosicana, a mMmuiuyust — 6epeeﬂa... TI'oe mwi
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notnue? /lenaem umo mot? Kak mvt nposxcunu osaouyams nem?! Pazymeemcs, ece
CUMNMOMbL 3a HeOell0 CX00am Ha Hem, nomomy ymo & Poccuu nemo, mauiem cucokamu
MON00ed#Ch, a poOHO20 uMmMyHumema, ciasa boey, ne npowubdewn. A birdie has returned
from beyond the sea, and there is whistling in her ears: less pride, more fear, sometimes
an unfounded shame... Suddenly an unseen sting, like an infected needle, would prickle
[you] — it would be good if the authorities were respectful and the police were caring...
Where are we now? What are we doing? How have we lived for twenty years?!
Naturally, all symptoms pass within a week, because its summertime in Russia, young
people are walking around flashing their tits, and your native immunity, thank goodness,

will help you not to batter down.

MBI (WE) in this extract is used as a trigger for a "WE' construction, signifying the
Russian nation as a whole, which includes the Self of the implied Author. To
demonstrate the difference between the two "WE' constructions, in this particular extract
"Infectious" switches from 'I'/generalised "YOU' to referring to the imagined Speaker as
'a birdie' (the 3™ person singular), thereby introducing the voice of the implied Author
into the story. Once the Author's voice and the respective viewpoint has been introduced,
"Infectious" uses 'WE' to construct the Self WE (2) blend, making the Reader to
recognise the Self WE (1) as forming part of the Self WE (2) conceptualisation, on the
one hand, and on the other hand, to acknowledge the difference between the viewpoints
attached to these two Selves/two Wes. The latter set is represented by the imagined
Speaker (ironised viewpoint space) and the implied Author (ironic viewpoint space),
respectively. Such an acknowledgement constitutes a pre-requisite for the Reader's
ability to decompress the Self WE (2) blend, necessary for the Reader's interpretation
of the text as ironic and parodic (cf. the analysis of the implied 'author — narrator —
speaker' relation as perceived by the reader in the ironic text in Tobin and Israel 2012:
36-39; and the analysis of the selves — the implied writers' and readers' complex relations

— in the ironic and satirical fictional stories in Turner 2014: 100-102).
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Furthermore, as the story of "Infectious" unfolds, the Self WE (2) blend is further
enriched by the explicit construction of the implied Reader. Consider the extract.
Obewaem ne paou ppaszvl — He 800UMbCSL, He Opamb 83aliMbl, NOMOM) YMO OHU 3APA3bl,
oMbl 40 0Nl MAKUX, Kak Msl. Buewnuii mup y2poscaem 2pobom, nogepHeMcst K Hemy
cnuHot: 8 smom mupe aaga muxkpobam, CIIH]], xonepa u epunn ceurnoii. Bot cmeemecs,
HO IMUM CMEXOM He COepHCcamb UHOCMPAaHHbLI 2punn. Jlumeunenko myoa yexan —
6ce euoanu, Kak on no2ud? Tam u 6ons, u mpanu-eanu, u 3aKOH CNPAedIus u Kpym, —
oa. Ho ece, kmo mam nobwvieanu, obszamenvro nepempym. We promise not for the sake
of the phrase — not to befriend, not to borrow money, because they are infection, a cruel,
powerful poison for people such as us. The outside world threatens us with death, we
turn our back to it: in this world so good for microbes, AIDS, cholera and swine flu. You
are laughing, but you won't stop foreign flu with laughter. Litvinenko went there —
did everyone see how he died? There's freedom there, you know what I mean, and
justice, strict law — yes. But everyone who has been there will definitely die.

The explicit recognition of the implied Reader is signified by switching from 75/ (YOU
the 2™ person Singular) to B/ (YOU the 2" person Plural). The Reader's implied ironic
and parodic perception of the imagined Speaker ("You are laughing') supports both the
decompression of the Self WE (2) blend, and simultaneously the compression process
of constructing the richer Self WE (3) blend, as including the implied Reader into "WE'
— Selves. "WE' are jointly attending to all the issues related to the SELF Space of Russia
and Russian nation as a whole. Such compression/decompression operation supports the
idea of joint responsibility for Russia's issues, thereby transforming the local ironic
construals into self-ironic and unstable ironic construals (for unstable irony see Tobin
and Israel 2012) at the larger discourse level. The 'expository question' viewpoint blends
(as explored in Xiang & Pascual 2016) play a key role in this transformation process
behind "Infectious". Consider one more extract, incorporating the expository questions.
Paszee mvl komy 3anocunu epeonvlil supyc ¢ poonoco ona? Paszee evinonsna uz Poccuu
snudemusi xomv oona? Ozabomuvcs, obpazosaney, HANpscU OCMAMoOK YMa: cpunn —

"ucnanxa". CIIHJ — "a¢puxaney”. U3z Kumas npuwna uyma. Hecmomps na nocyn
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2apaHmcKul, HeyemeH 8padceCcKuti 3y0 — K HAM 3A8035AM CUHOPOM 20MIAHOCKUU U
cmok2obMcKull cunopom ee3ym... Have we ever given anyone a harmful virus from our
native soil? Has even one epidemic ever crept out of Russia? Consider this, oh educated
one, strain the remainder of your mind: the flu — is a Spanish lady. AIDS is an African.
The Black Death came from China. In spite of the promise with guarantees, the enemy's
itch has not been calmed [is unstoppable] — they are bringing in Dutch syndrome and

they are taking Stockholm syndrome here [to us] ...

The given extract triggers the explicit construction of the imagined Hearer as
oopaszosaney (oh educated one), and its subsequent mapping into the Self'WE' (3) blend,
resulting in the emergence of the Self WE (4) blend. The implied Author is constructed
as very well-educated and as the opponent of the imagined Speaker through the 'ill-
healthy' metaphoric construal. The implied Reader summarises the implied audience of
'Novaya Gazeta' —a major national liberal newspaper, the audience, which is widely seen
as well-educated. Therefore, the imagined Speaker's address to the imagined Hearer as
'oh educated one' can be viewed as constructing the 'implied Author — imagined Hearer'
blend as well as the richer 'implied Author — imagined Hearer — implied Reader' blend
through the explicitly signified and "planned [by the author] participation of the reader
in the interpretation of the text" (Paducheva 2011: 33).

Central to the "WE' blending process is viewpoint construction and viewpoint shifting,
with the expository questions constituting the core construal operation. Pascual (2014)
argues that through highlighting the fictive dialogue set-up, its fictive speaker and
fictive addressee, such fictive interaction devices as 'questions' and 'question-answer'
construals function as discourse and argumentative strategies (Pascual 2014; Xiang &
Pascual 2016). Xiang and Pascual (2016) explore and define expository questions "as
involving a viewpoint blend (Dancygier & Sweetser 2012), integrating the
perspectives of the writer, the assumed readers and the discourse characters" (Xiang &

Pascual 2016). All three extracts from "Infectious" given above feature the expository
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questions. The expository questions' role here is two-folded. These questions highlight
the difference in viewpoints initially constructed for the 'imagined Speaker' Space vs
the 'implied Author' and 'imagined Hearer' spaces, i.e. the 'barely literate' Speaker vs
the 'thoughtful observer' Author and the 'educated' Hearer, — contributing to the
construction of the ironised vs ironic viewpoint spaces, respectively. Simultaneously,
as perceived at the larger discourse level, these questions function as a key strategy in
setting up the blended joint attention scene, through mapping the Selves of "Infectious"
— the imagined Speaker, the implied Author, the imagined Hearer, and the implied
Reader in their attending to and communicating about the past, present and future of
Russian people and Russia. The questions construct the implied Reader as
acknowledging the irony of "Infectious" ("Y ou are laughing'), but at the same time they
invite the Reader to go beyond the superficial ironic level and engage in a more serious
consideration of the SELF Space's issues highlighted by "Infectious" as a whole, to
construct the 'parodised' and 'parodic' viewpoint spaces and access the relation between
them. In order to do so, the Reader has to focus on and evaluate the Objects of Blended

Joint Attention and their viewpoint relationships with the Selves.

5.2.7 The Selves and the objects of blended joint attention in parodised and parodic
mental spaces of "Infectious"”

5.2.7.1 Viewpoint blend (1): Onishenko's recommendation and its audience as ironic
construal

The Self (MbI "WE'") construction, comprised of the Selves verbalised by 4 (I), ThI and
BbI (YOU) (Singular and Plural), and MbI (WE), functions both as the blended selves
network representing the participants-interlocutors of the blended communicative scene
of "Infectious" and as the objects of the blended attention of these blended selves.
"Infectious" constructs the objects of the selves' blended joint attention as a network of
mental spaces with irony constituting the core construal operation. The ironic
interpretation of "Infectious" as a whole relies on the multimodal construal of the

perception of the news item reporting the Onishchenko's announcement. This
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multimodal construction is triggered by: 1) the verbal reference to Onishchenko in the
repeating opening and concluding lines Buewnuii mup na
beckpatinem  On00e  paznodcun  ceou  2opooa. llpas
OHuwenko— Hawu 100U He 00axcHul yezxcamv myoa. (The
outside world has spread its cities out across the endless earth

[plate]. Onishenko is right — our people shouldn't move there.);

2) the verbal reference to Onishchenko in the middle of the story
Jluwbs Onuwenko 6vemcs, umobwl nepexpvims poxosoti npocsem (Only Onishenko is
striving to close the fatal gap [chink of light]: you see, there aren't any microbes among
us); and 3) by the caricature visual image of him (on visual images informing verbal
irony see e.g., Burgers et al. 2013; on multimodal blends see Forceville 2013; Sambre
2013). There is nothing peculiar in Onishchenko's announcement regarding the swine
flu epidemic in Britain since it is no different to a foreign travel advice published on the
daily basis by the British government or any other Western government. Neither the
announcement is directly connected to the idea of democracy, nor to Putin-Medvedev's
nation-building project. "Infectious" links it to both through constructing the Selves'
joint attention configuration and imagined reaction to this news item. The Selves'
perception of the Onishchenko's announcement is conceptualised in the imagined world
of "Infectious" through: the metaphor construal of the OTHER Space's ideas as

yviii

infection; the intertextual construal of 'our (Soviet and post-Soviet) people™ ™ moving
abroad/leaving for good, and travelling abroad; and through profiling Onishchenko as a
person with the authority, who forbids Russian people's moving abroad and free travel,
while acting in their own interests. Considered on its own, this multimodal construal
presents a case of unstable irony — "an irony that offers no final interpretation" (Tobin
& Israel 2012: 26). Although, the Reader assesses the representation of Onishchenko's
recommendation in the 'real world' and 'imagined world' mental spaces as incongruent,
and hence rather funny due to the extensions and obvious exaggerations provided by the

ironic viewpoint space, the intended message of this local irony is not clear (cf. Tobin &

Israel 2012: 40-43). In the real world of Onishchenko's recommendation swine flu is a
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serious illness; the recommendation to temporarily refrain from travelling has nothing
to do with the concept of Soviet 'Iron Curtain'; moreover, Onishchenko is just a Sanitary
Inspector, albeit the Chief one, and has no authority as far as the Russian foreign politics
or freedom of travel in the political sense are concerned. The 'Onishchenko's
recommendation' ironic blend — Viewpoint Blend (1) — only works if the Reader accesses
the multimodal construal from the broader contextual perspective and realises that the
announcement is used as a departure point for constructing and mocking the pathology
of the media audience's perception of the Kremlin-sponsored discourse related to the
nation-building project. It only works if the Reader appreciates that in the parodic space
the Selves treat the Onishchenko's recommendation as constituting part of the latter
discourse. Such Reader's interpretation is achieved through shifting the Selves' blended
joint attention from the Onishchenko's announcement to the objects of Russia and

Russian nation vs Abroad (SELF vs OTHER Spaces).

5.2.7.2 Viewpoint blend (2): Selves' knowledge and commitment within the metaphoric
construal of OTHER's ideas and values as infection

The shift in the Selves' attention to the objects of Russia and Russian nation vs Abroad
is triggered by a number of the epistemic-modal and deontic-modal construals
signifying the Selves' attitude towards the OTHER Space. "Infectious" is framed by
the deontic construction presented as the Selves' agreeing with Onishchenko's
prohibition for the Russian people to move abroad in the opening and concluding lines
He doadxcHbl yezocamsb (must not leave [Russia]). The argumentation for this Selves'
statement 1s activated through the metaphor 'democratic ideas are infection' and 'Russia
is a healthy and healing place', and the Selves' retrospective metaphorical assessment
of multiple travels abroad and their perception of Russia and the impact Russia has on
them, upon their return. The freedom which the Selves experience in the OTHER
Space and the related conceptualisation of themselves as a human being with rights,
who the authorities respect and care for is metaphorically construed as illness. This

metaphoric construal functions as a viewpoint blending construal. The Viewpoint
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Blend (2) emerges through the integration of shifting modalities (epistemic and
deontic) throughout the story. The modality of uncertainty and possibility of the Selves'
being infected in the OTHER Space and thus feeling ill in the SELF Space is
constructed through a modal verb doecaodwisancs (I thought [guessed]) and a modal
word sxrams (It seems [I think I know]). The modality shifts to expressing certainty
through the use of a modal particle geds. Grenoble (1998) points out that Russian
modal particles have no direct English equivalent as they are void (or almost void) of
referential or lexico-semantic meaning, and are to be understood in terms of their
discourse and pragmatic functions. She sees the particles as deictic devices, which can
mark saliency of participants or foreground/background relations of events; moreover,
she underscores that such particles can serve as cohesive ties, at the same time
signalling the boundaries of topical units (Grenoble 1998: 21-26). Beow functions as
an emotive and expressive device enhancing the meaning of the sentence incorporating
it. When geow is used in the clause starting with conjunction a (but) it works to
foreground the meaning of this clause in relation to other parts of the complex sentence

(see e.g., Znamenskaya 1985). Consider:

He snepeoti noo bpumanckum ghnazcom 6oposckue meopums oeid. mvl-mo 6ce 0ObACHSL
Ooicem-nazom, a 6edb 3mo 6onesnv oOvinal Tel kynuncsa, xkax jnox, Ha "eerxam", &
3an06e0HUK 3apa3 noae3 — 6030MHUIL cebsl YeN08eKOM, d 8€0b Mo Oone3Hb, Oone3Hb. Not
for the first time under the British flag have thievish goings on taken place: you yourself
put it all down to jet-lag, but you really had this illness you see! You went for it, like an
idiot, the "welcome", you went into the nature reserve for infections, you believed

yourself a human being, but this was a disease, a disease.

The use of statements incorporating geds marks the shift to the construction of the
viewpoint of the desired world of a true 'patriot'. In addition to ne donorcubl yezorcams
(must not leave [move there]), deontic modals of "Infectious" help to construct the

Selves' 'desired world of patriotism'. The construction is triggered through the use of
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Russian verb ob6ewaem ([we] promise), as well as the future tense verbs and a modal

particle nycms nac yoviom (let them kill) in the concluding statements. Consider.

Oobewaem ne paou ¢paszvl — He 600umbCA, HE Opamyp 83AUMbBI, NOMOMY YMO OHU
3apa3zwl, 1Omulil 10 015 MAKUX, KAk Mul. Buewnuii mup yepooicaem epobom, nosepruemcs
K Hemy chunoii: 8 smom mupe aaga muxpooam, CIIH]], xonepa u epunn ceunou. We
promise not for the sake of the phrase — not to befriend, not to borrow money, because
they are infection, a cruel, powerful poison for people such as us. The outside world
threatens us with death, we turn our back to it: in this world so good for microbes,

AIDS, cholera and swine flu.

He nmoxunHeMm poaHyIO JHITy, He CBEPHEM C POJHON KOJEH, He CHAAMMCS UYKOMY
rpunmy. Ilyers Hac nyumie yobroT cBou! Onishchenko is right — our people must not
move [leave for] there. We won't leave our native lime tree, we won't turn off our
native track, we won't give in to the foreign flu. Would rather our own kind kill us

instead!

"Infectious" constructs the Viewpoint Blend (2) as the ironic blend mocking the
excessive patriotism related to the strategy of the Other's demonization, observed for
the Kremlin-sponsored media discourse on nation-building. However, for the Reader
to fully appreciate the ironic message constructed through the Viewpoint Blend (2),
the Selves' joint attention has to be shifted again zooming into the situation and the

issues of the SELF Space (Russia).

5.2.7.3 Viewpoint blend (3): attending to the issues of the SELF space

While attending to the state of affairs in Russia, "Infectious" forces the Reader to attend
to the question of the Selves's responsibility for this situation and the related issues. It
does so through construction of expository questions, the use of epistemic and deontic

construals, as well as counterfactual construals.
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In Section 5.2.6, I discussed the role of expository questions in the construction of the
viewpoint blend — Self WE (4). The construction of these questions is also crucial for
the emergence of the Viewpoint Blend (3) where Selves' are attending to and are
critically evaluating the situation in Russia and the current formation of Russian national
identity. As mentioned previously, these expository questions put forward the Self for
the implied Author and the imagined Hearer, and invite the implied Reader to look
beyond the superficial ironic interpretation and engage in the imagined communication
on the current Russian situation. The expository questions help to create the imagined
dialogue, in which the Selves 'Russian people' ask and answer the questions core to the
process of their self-identification as a nation. The construction of this imagined dialogue
serves as a discourse strategy for highlighting the degree of uncertainty and doubts
expressed by Russians in relation to the arguments central to the parodised Kremlin-
sponsored media discourse (especially the ones related to the process of Others'
demonization), as well as the resulting necessity to repeat these arguments in the attempt
to re-assure themselves that these arguments offer the right interpretation of the current
Russian situation. The use of the evidential marker séce sudanu and the modal particle
passe reinforce the mental representation of the Selves' uncertainty and the resulting re-
assurance seeking. Consider.

Bvl cmeémecs, HO amum cmexom He coepicamvd UHOCMPAHHLIU 2punn. Jlumeunenko
myoa yexan — éce sudanu, kak on nocu6? You are laughing, but you won't stop foreign
flu with laughter. Litvinenko went there — did everyone see how he died?

Paszee mvl komy 3aHocunu 8pedHblil eupyc ¢ poonozo ona? Paszee evinonsna uz Poccuu
anudemus xomwv 00Ha? Have we ever given anyone a harmful virus from our native soil?

Has even one epidemic ever crept out of Russia?

Using the Zhuangzi text as a case study, Xiang and Pascual (2016) argue that the
expository questions "are intersubjective in nature, as they are used to express the
narrator's position on a particular issue, which is to be jointly attended to and resolved

in the reader's mind". Furthermore, they rightly point out that the expository questions'
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"ultimate goal is to convince the reader of the provided or presupposed answer to the
question asked by exploring the mutually shared information" (Xiang and Pascual 2016:
22). I argue that while looking into the presupposed answers of "Infectious", we are
essentially looking into the story's communicative intention, thereby investigating the

story's 'meta-parodic vs parodic' viewpoint blending structure.

The presupposed answers are conceptualised by "Infectious" through a number of
construals — ironic, epistemic, deontic and counterfactual, metaphoric construals,
among others. Key to the presupposed answers' conceptualisation is the Reader's
cognitive ability and the necessity for the Reader to simultaneously construct and
assess two contrasting mental spaces representing two parallel worlds for each of these
construals — 'real-world' (ironised, epistemic, real/factual) and 'unreal-world' spaces
(ironic, desired or counterfactual, respectively) in the process of the construals'
interpretation. Drawing upon the mental spaces and blending theories (Fauconnier
1994; Fauconnier & Turner 2002) as well as Sweetser & Dancygier (2005), Chilton
(2014)™ uses his deictic (discourse) space model rooted in geometry for investigation
of counterfactual and deontic meanings as mirror construals, and argues that the
construals' interpretation is dependent on the respective epistemic conceptualisations
(Chilton 2014: 262-263, 161-163). Tobin and Israel's (2012) account of irony
presupposes a process of the ironic blend decompression in constructing the viewpoint
of the 'ironised' space; it seems that the latter can also be considered as a kind of
contrasting epistemic conceptualisation. I see the deontic and ironic construals
examined above as contributing to the construction of the parodised space of the
"Infectious" network. For example, the statement of rawiu 1100u He dondrcHbl yezscamo
myoa 'our people must not move there' can mean that in the ironised/parodised mental
space, Russians are currently moving freely; the promise obewaem ne sooumcs and
nosepremcs cnunoti 'not to befriend the Others and let us turn our backs on them' can
be decompressed and re-constructed as 'the Selves currently having a relatively

friendly relationship with the Others'. The analysis of Infectious's counterfactuals®
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helps to draw a fuller picture. Consider.

Bopye xonvnem mespumoe dcano, Kak ompasieHHas uena: XxXopowio Ovl 81acmb
yeaxcana, a munuyusi — bepeena... Suddenly an unseen sting, like an infected needle,
would prickle you — it would be good if the authorities were respectful and the police
were caring...

300posee n0bbIX UMNnepull, yOusumenbHa U CMpAaHHa HenpucmynHas 0as oaxkmeputi
obocobnennas cmpana. He npockouam ux 6ubpuonsvl CK603b poccuiickoe peuemo: eciu
O meepoo 3aKkpvimb KOpOOHbl — He Oonen Ovl y Hac Hukmo. Healthier than any other
empire, extraordinary and peculiar, inaccessible for bacteria, this country is isolated
from all others. Their vibrio will not slip through the Russian sieve: and if only the

cordons were firmly closed, no-one would be ill among us.

If decompressed, the counterfactual 'it would be good if the authorities were respectful
and the police were caring' prompts the construction of the knowledge that Russian
authorities do not respect the people and the police does not care in the parodised space,
signalling the issues of the SELF Space. However, the second counterfactual dealing
with the concept of freedom seems to present a more complex configuration. The lines
incorporating the counterfactual prompt the construction of the metaphoric blends*
RUSSIA IS THE HEALTHIEST EMPIRE, RUSSIAN BORDER IS A SIEVE, and
RUSSIA IS A SPECIAL CASE: yousumenvnas, cmpaunas u HenpucmynHas O
oaxmepuu (wonderful, peculiar, detached, inaccessible for bacteria). They also trigger
the construction of a counterfactual 'New Iron Curtain' — eciu 6 meepoo 3axpeimo
KopOouvl — He 6onen ovl y Hac Hukmo (and if only the cordons were firmly closed, no-
one would be ill here). The counterfactual scenario of the New Iron Curtain can be
perceived by the Reader as a threat of repeating the Iron Curtain. At the same time the
counterfactual works to indicate that in fact there 1s freedom in Russia: it is the Sieve
and not the Iron Curtain. The described situation where Russia screens Western
democratic ideas on their way into the country can be evaluated both negatively and

positively.
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The evaluation of the emergent metaphoric blend of RUSSIA AS A SIEVE and the
related counterfactual scenario is conditioned by the context. Metaphoric and
counterfactual construals of RUSSIA AS THE HEALTHIEST and STRONG
(inaccessible for bacteria) EMPIRE will prompt the projection of the elements for
Soviet imperial past "evoked with pride" in the parodised space (Hutchings & Tolz
2015: 24) into the Viewpoint Blend (3). The lines will trigger the construction of
Viewpoint Blend (4), necessary the Reader's successful interpretation of the given lines
as well as of "Infectious" as a whole. The emergence of the meaning in Viewpoint
Blend (4) will involve evaluating the lines from the perspective of the argumentation
central to the parodised Kremlin-sponsored discourse related to the nation-building
project through reconstructing of the perception of this discourse in the parodised
mental space. Thus, the parodised space will include the knowledge that the Kremlin-
sponsored discourse juxtaposes 'imperial pride', and by extension 'strong and powerful
Russia' to the "Western 'democratic freedom'. While working jointly with other
construals, the counterfactuals examined above are likely to prompt the construction
of a rather ambiguous viewpoint arrangement. When considered at the level of
Viewpoint Blend (4), where the Blended Selves are jointly attending and evaluating
other key media discourse's arguments related to nation-building, metaphoric, deictic,
intertextual, ironic and other construals also continue to work jointly producing the
same 'ambiguous' viewpoint effect. Let us consider some linguistic units triggering

such ambiguous viewpoint constructions.

5.2.7.4 Viewpoint blend (4): Selves' are jointly attending to the Kremlin-sponsored
media discourse's arguments

Selves '"WE' as the object of blended joint attention is central to the Kremlin-sponsored
media discourse's (henceforth 'the discourse') arguments promoting national unity. Such
linguistic triggers as uxnuti (the illiterate version of 'their'), w4 (a substitute for swearing
work [fck]), nox (a sucker), obpazosaney (the slang version of 'the educated one')

contribute to mocking the imagined Speaker of the "Infectious" as a barely literate, not
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very intelligent person, while parodising the pathology of the Russians' perception of the
discourse. As the imagined Speaker gradually gets blended with other implied Selves of
the story, "Infectious" signals sympathy towards the parodised blended Self through
such lexical labels as nmaxa (a birdie), and uenogex (a human). Furthermore, as the story
unfolds, "WE' in the Self WE Blend (4) is framed as strong and resilient, living against
all odds. Such evaluation is prompted by the constructions mat srcugem, a muxkpobwr Hem
(we live and microbes do not) and #r00u — da, a mukpoower mpym (people can live, but
microbes die). Central to blending 'T', 'YOU' and "WE' in the Self WE (4) Blend is the
cultural frame of Russian Fool. As shown above, a number of construals in "Infectious"
work to exaggerate the implied audience's oversimplified perception of the media
discourse arguments related to patriotism. These construals take exaggeration to the
point of absurdity, evoking the image of Russian Fool. The image of Russian Fool is
derived from its folklore correlate 'Russian Ivan-the Fool', one of the central Russian
national concepts (see e.g., Cherkasova 2011; Khriptulova 2014; Savitskaya 2013;
Sinjavskij 2001). Sinjavskiy (2001) points out to the ambiguous, paradox and
contradictive nature the Russian Fool concept, underscoring the fluidity of the
connotations attached to it. Savitskaya (2013) also notes the ambiguity underlying the
Fool concept and highlights the contradictive nature of its main facets, namely: foolish,
lazy, clever, wise, heroic, and the most fortunate. It seems that "Infectious" evokes the
concept of Russian Fool in order to put additional stress on the multi-faceted and

contradictive nature of the Russian nation (Selves).

As the story unfolds, "Infectious" briefly attends to other discourse entities as part of the
self-conceptualisation process. "Infectious" refers to Russian authorities (Putin and
Medvedev) using the linguistic triggers ede 0gyanaso pyaum mandem (where the tandem
steers two-headedly), xopowo 6wv1 eracmwv ysascana (if only the authorities were
respectful), ysaorcams ne mananm, a yun (to respect not talent, but rank), nemepoypeckuti
cunosux (silovik [a member of a law enforcement agency] from St. Petersburg [Putin]).

All these references resonate with the principle of choosing stable and strong state
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leadership over democratic governance, proclaimed during Putin's presidencies;
furthermore, such a conceptualisation of Russian authorities as strong and stable reflects
the idea of strong statehood (gosudarstvennost’), promoted by the discourse. This ironic
conceptualisation is also in line with Putin's approved way of representing him and
Kremlin, which is often summarised as: 'he does not want to be liked, he wants to be
feared™. The idea of strength and fear is reflected in the story's reference to the
Litvinenko Case. Consider the extract:

Bvl cmeémecs, HO amum cmexom He coepicamvd UHOCMPAHHBIU 2punn. Jlumeunenko
myoa yexan — 6ce 8Uu0au, kak on no2ub? Tam u 6oas, u mpanu-6aiu, U 3aKOH CNpPasedius
u kxpym, — 0a. Ho ece, kmo mam noowvieanu, obszamenvro nepempym. Y ou are laughing,
but you won't stop foreign flu with laughter. Litvinenko moved there — did everyone see
how he died? There's freedom there, you know what [ mean, and justice, strict law — yes.

But everyone who has been there will definitely die.

By creating this mental space for the Litvinenko Case, "Infectious" reminds the Reader
of the unlimited power of the Kremlin, which is widely believed to be behind
Litvinenko's murder in London in 2006. Through the given lines the imagined Speaker
admits the virtues of the OTHER Space. However, the conceptualisation of Litvinenko
Case as a political criticism remains undeveloped as the reference to Litvinenko Case
rather serves to draw the blended joint attention to the image of 'WE' as demonstrating
WE's '"foolish' excessive sense of patriotism and to the image of Kremlin as possessing
unlimited power. Moreover, "Infectious" seems to take care in not undermining the
image of powerful and fearful Kremlin. As mentioned above, Onishchenko's
announcement constitutes a rather weak conceptual link to Kremlin, so his image is safe
enough for the respective ironic and parodic construals not to be directly linked to the
images of Putin or Medvedev. Instead, "Infectious" profiles the Selves' perception of
Russia, their SELF Space. The story triggers the metaphorical, metonymic and
intertextual conceptualization of Russia as: xpaii konoxonen (the land of bell towers) - a

holy Orthodox place; 20e dsyenaso pyaum mandem (where the tandem steers two-
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headedly), making a reference to Putin still being de-facto in charge of the country
during Medvedev's rule. Using these linguistic triggers "Infectious" both foregrounds
the Orthodoxy as a cultural-historical tradition and Russia as a strong statehood
(gosudarstvennost’). Furthermore, numerous blends are constructed throughout
"Infectious" to consistently support conceptualisation of Russia as poonoii dom and
pooHas 3emas, meaning one's own, near and dear, native home and land. Stepanov
(2004) explores the linguistic, cultural, literary, historical and philosophical roots of the
concept poonas zemus, and defines it as part of SELF-OTHER culturally shared frame
key to understanding Russia and Russians (Stepanov 2004: 86-210). Central to the
concept of poonas 3emns 1s '0607b 3a cBoro 3emutto’ ([to feel] pain [in one's heart] for one's
motherland/native land) which interweaves with 'pride and love for my own native land',
its people, nature, language, etc. This is not something to be mocked or ridiculed easily.
"Infectious" portrays Russia as a home where one can relax gresewn 6 wnénanyu,
cHumeuwv gpax ([you] put your slippers on, take off your tailcoat), where one is protected
by poomnou ummynumem (native/one's own immunity system), and can enjoy itself
nouwib kaug om poonwvix uouniut ([you] get a high from native idylls), as well as
poonoe Ono (native/one's own/near and dear bottom), pooras xones (native/one's
own/near and dear track), poounas nuna (native/one's own/near and dear lime-tree). All
these ironic blends involve metaphoric, metonymic, and intertextual construals, with the

latter three being especially creative and worth a closer look.

These three blends evoke images created through infamous Russian classical writings:
Maxim Gorky's "Ha aue" (The Lower Depths, literally: at the bottom, written in 1902),
Vladimir Vysotsky "Uyxas konea" (Stranger's [the Other's] track, written in 1973), and
Sergey Esenin's "bepe3a" (The Birch, written in 1913). The birch tree is a symbol of the
Russian natural environment, and 'éepesza’ would normally constitute part of
conventional expression 'poonas 6epesa’, supporting the concept of love and nostalgia
for Sacred Mother-Russia. "Infectious" substitutes a birch-tree with a lime-tree to

motivate the Reader's activation of the second colloquial meaning for auna — a
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lie/fake/fraud, which projects a negative connotation to the resulting blend, adding to
negative evaluation already evoked by allusions to Gorky's and Vysotsky's texts.
However, while pointing to a number of the SELF (Russia) Space's issues, allusions to
these classical texts also reinforce the ideas and emotions of love, nostalgia, pain and
pride, shame and admiration, as experienced throughout all Russian historical periods:
pre-revolutionary, Soviet and post-Soviet. The allusion to Vysotsky's poem is triggered
by the lines: He noxkumnem poouyio auny, ne céepHem ¢ poOHOU Koleu, He COAOUMCS
yysrcomy epunny. Ilycms nac ayuwe yovrom ceou! We won't leave our native lime tree,
we won't turn off our native track, we won't give in to the foreign flu. Would rather our

own kind kill us instead!

These lines take mocking the Selves' foolish (excessive) patriotism to its culmination,
while at the same time highlighting Vysotsky's appeal to reject following the Others'
track and to look for one's own unique path. Intertextual blends™" behind these lines
are further integrated to offer a possibility of various interpretations, criticizing the
SELF's track (poonas rones) and defining the OTHER's track as the wrong one,
simultaneously. "Infectious" supports the perception of the SELF vs OTHER relation
here as highly ambiguous, and rather promotes finding SELF's unique special path as

a true patriotic act, thereby supporting one of the Kremlin discourse's core ideas. The
theme of uniqueness also manifests itself in the following extract:

Kax cxazan ewe Maskoeckuii, 30ecy, 6 Poccuu, ocoowiii 6bim. Ecmbv matieanvckuil
2PUNN U 20HKOH2CKULL, A MOCKOBCKULL He Moxcem Oblmb. Ecmb X00biHCKOe MHO201100be
U JYOAHCKUL ecmb MAxo8uk, ecmv OACMAHHOE Npasocyove, nemepOypecKuil ecmsb
CUNIOBUK, MYAbCKUll npsHux (cnacubo, Tynal), eas cubupckuii, mamauckui noJ,
asuamckas oukmamypa, OpAHCKUU wuw U mamoOo8cKuil 801K, ACMPAXAHCKU KYPHUK
CNOEHbILL U PA3ZAHCKUL KUCTILLUL paHem, U ApXAH2elbCKULl 2PUO CONIeHbII — HO POCCULLCKO20
epunna Hem. 310U open Uiy cepn u MOJOm OCEHAIOM Haul 20pOblil MpPyo — HO MUKPOObI
mym scums He mo2ym. Jlroou — oa, a mukpoowvr — mpym. As Mayakovsky said in the past:

here in Russia there's a special way of life. There is Thai flu and Hong Kong flu, but a
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Moscow flu just cannot be. There is the Xodynskij mass of people and there's the
Lubyanskij flywheel, there is the Basmannovij court, and the Peterburgskij silovik, Tula
gingerbread (Thanks, Tula!), Siberian gas, the Tamanskij regiment, Asiatic dictatorship,
the Bryanskij Shish and the Tambovskij wolf, the layered Astraxanskij kurnik, the
Ryazanskij sour Pippin (apple), and the salted mushroom of Arkhangelsk, but there is
no such thing as Russian flu. The fierce eagle or hammer and sickle bless our proud

labour — but microbes cannot live here. People can live, but microbes die.

"Infectious" alludes to Mayakovsky's words to foreground the idea of the Russia's
uniqueness and uses the present tense to refer to both positively and negatively
evaluated phenomena and events belonging to Russian past and present. The story
also makes a reference to the coat of arms of the Russian Federation — a double-headed
Imperial Eagle, which was derived from the earlier coat of arms of the Russian Empire
(abolished with the revolution of 1917 and restored in 1993). The elements from the
mental spaces for Russian past and present are compressed in the viewpoint blend to
produce the emergent conceptualisation of Russia as empire, contemporary, unique,
with sometimes foolish but strong people and strong leadership, holy and versatile, the
image ultimately rather supporting one of central goals of Putin's nation-building
project: "to merge different pasts and other elements of Russian national tradition into
a single contemporary national narrative" (cf. Malykhina 2014: 181; Tolz

/forthcoming/).

The created ambiguity of a viewpoint arrangement of "Infectious" is reinforced through
the usage of its central metaphor IDEAS ARE INFECTION. As shown above this
metaphor is activated through the Onishchenko's announcement related to a real life
swine flu epidemic. Although backgrounded in the first half of the story, the Reader's
knowledge of the swine flu epidemic still remains activated through the imagined
Speaker's subsequent references to Onishchenko and illnesses. The metaphor of IDEAS

ARE INFECTION is conventional and already embedded in people's minds, hence on

44
ISSN 2453-8035 DOI: 10.1515/lart-2016-0005



the surface, there seems to be no need to continue supporting it through such references.
A closer look reveals that by continuing with the use of references to Onishchenko
(Onuwenko) and making references to swine flu (ceunoti epunn), and other bad diseases
—yyma (plague), xonepa (cholera), CITIH/] (AIDS) originating from the 'Other' countries,
"Infectious" ensures that the metaphoric construal of ideas as infection is kept live and
further negotiable. In the second half of the story, this discourse metaphor (on discourse
metaphors see e.g., Zinken et al. 2007) is further extended by its reversed conceptual
usage through the reference to 'Russian harmful virus and epidemia'. Consider.

Passe mol komy 3anocunu epednslii supyc ¢ poonozo ona? Pasee gvinoazna us Poccuu
anudemusn xomo oona? Have we ever given anyone a harmful virus from our native soil?

Has even one epidemic ever crept out of Russia?

These lines activate a mental space for 'Russian communist ideas as infection', which
clashes with the 'Western democratic ideas as infection' metaphoric space core to the
story. The construction is ironic. It seems that the irony's intended message here is to
remind the Reader of the Selves' communist past and the past SELF-OTHER ideological
opposition, while once again mocking the 'demonisation of Others' strategy of the
contemporary Kremlin's discourse and the Selves' (Russians) short and selective
memory approach in perception of the Kremlin discourse's messages. However, these
lines also evoke the possibility for conceptualisation of any ideas as infection, thereby
adding a new important dimension to the metaphor "Infectious" is built upon. The
activation of this dimension helps to shift the Selves' attention from the democratic ideas
to some other categories of ideas, while resonating with the Kremlin discourse's message
of 'the West is not that innocent either' and the Western policy of double standards the
Kremlin routinely highlights. Consider.

O3abomwcs, obpazosaney, Hanpsieu ocmamokx yma: epunn — "ucnanxa". CIIH]] —
"agppukaney”. U3 Kumasa npuwna yuyma. Hecmompsa na nocyn eapanmckuii, HeyemeH
8padicecKuli 30 — K HAM 3A80351M CUHOPOM 2OJIAHOCKUU U CHOK2OJIbMCKULU CUHOPOM

gezym... Xomov newkom o6ouou nianemy — 6cro0y CONIU U KpO8b peKou, a 8 Poccuu
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bonesneu nemy, amo kaumam y nHac maxou. Consider this, oh educated one, strain the
remainder of your mind: the flu —is a Spanish lady. AIDS is an African. The Black Death
came from China. In spite of the promise with guarantees, the enemy's itch has not been
calmed [is unstoppable] — they are bringing in Dutch syndrome and Stockholm
syndrome... You could walk the whole world on foot even — there is snot and rivers of

blood everywhere, but in Russia there are no diseases, it's the climate we have, you see.

Again these lines mock the imagined Speaker's oversimplified presentation of Russia
as unproblematic, but at the same time they indirectly remind the Reader of the dangers
related to the idealistic perception of the OTHER Space as homogeneous and free of
any problems. Overall the story's 'healthy vs ill' mental representation contributes to
the creation of a multidimensional and rather ambiguous perception of the SELF Space

in its relation to OTHER.

5.2.7.4 Viewpoint blend (5): the presupposed answers

Hutcheon notes that "parody always implicitly reinforces even as it ironically
debunks"; she also stresses that parody can demonstrate "a very wide variety of tones
and moods — from respectful to playful to scathingly critical" [...] and "its ironies can
so obviously cut both ways" (Hutcheon 2000: xii). The viewpoint blending analysis of
"Infectious" shows that it is anchored in a number of unstable ironies, which "set up
zoom-out configurations in which the potential views of viewpoints threaten to
proliferate uncontrollably" (Tobin & Israel 2012: 40). These unstable ironies are either
gradually get "stabilised" or on the contrary gradually add ambiguity at the discourse
level of the story as a whole. Working together deictic, metaphoric, intertextual, poetic,
ironic construals (among others), constrain the proliferation of views of viewpoints
behind local unstable ironies, narrowing them down from total 'uncontrollable' (Tobin
& Israel 2012) to those that would give more authority to the arguments of the parody
or the arguments of the target of parody. Tobin and Israel argue that central to the

process of successful irony interpretation is the reconstruction of the viewpoint blend
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in such a way that it resolves any inconsistencies (Tobin & Israel 2012: 32). It seems
that for "Infectious" such irony's resolutions manifest themselves in providing the
parodic blending network with a range of tones and moods (to repeat Hutcheon's
words), wide and creative enough for the Reader to formulate the presupposed
answers. It seems that the story's 'answers' can be conceptualised as framing and
mocking the Selves' (Russian people's) denial to recognise the Kremlin discourse's
strategy of the Others' demonization, and the resulting formation of national unity as
an attempt to shift the Selves' attention from the Russian internal issues to the
formation external "enemy" (OTHER). "Infectious" appreciates the nature of such a
denial through framing the alternative scenario of the Selves' taking responsibility for
the Russian internal issues as a rather complex and painful process, linguistically
triggered by the story's expository questions I 0e mut nvinue? /lenaem umo mwi? Kax
Mol npoorcunu 0saoyamsv nem?! Where are we now? What are we doing? How have we
lived for twenty years?! The presupposed answers to these questions constitute the
emergent structure of Viewpoint Blend (5), produced by further mapping of the deictic,
metaphoric, ironic, intertextual, 'question' construals discussed above (among others)

with the poetic and polyphonic blends of "Infectious".

Sweetser (2006) argues that rhyme and meter play a huge role in the literary
interpretation of the text and in our understanding of irony and intertextuality. Following
Sweetser (2006) I view the metrical line units, rhymes, line-internal rhymes, and formal
grouping of lines as meaning units. For example, the polyphonic blend constructed
behind the clause Ilpas Onuwenxo (Onishchenko is right) reinforces the idea of the
Selves' shared responsibility for Russia being ill, simultaneously foregrounding the
nostalgia for great healthy powerful Russia with its 'imperial pride'. With two unstressed
'0', npaé Onuwenko can be read as 'mpaBaHuilieHKa' or 'mpaBa HUllleHKA' (the beggar-
woman is right, of feminine gender in Russian), where the negatively evaluated 'beggar-
woman' can metaphorically represent post-Soviet Russia: the Empire on its knees

(contemporary SELF), always right, but currently poor in many different respects (on
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the dominance of imperialism in Russia see e.g. Rowley 2000). Although primarily
focusing on and evaluating the SELF Space, "Infectious" cannot escape dealing with the
question of SELF-OTHER (Cgoii-Uyxoii) opposition, central to the cultural frame
deeply embedded in Russian people minds (Stepanov 2004). "Infectious" offers the
presupposed answer in hinting at breaking this binary opposition. Recall the opening and
concluding lines of "Infectious":

Brewnuu mup na oeckpaiinem 6.1100e pasnodxxcun ceou 2opooa. IIpas Onuwenko —

across the endless plate [earth]. Onishenko is right — our people must not move there.

Due to having its two interlinked meanings, mup simultaneously prompts the activation
of the 'world' and 'peace' concepts; ra 6eckpatinem oar00e (endless plate) evokes the
concept of 'Bonst' (space and freedom); ceou (self) carries a positive connotation by
default. The lines prompt the conceptualisation of the OTHER Space with its own cities
as positive, peaceful, large and free, which clashes with the more superficial ironic
(negative) interpretation of the OTHER in the same lines. The lines trigger the
construction of the highly creative thyme/meter blend, integrating the OTHER and
SELF Spaces: ceou copoda — yezocams myoa (own cities — move there), meaning 'when
people travel/move abroad, they travel/move to their own cities (the SELF Space),
thereby getting rid of the binary opposition SELF-OTHER. Furthermore, the rhyme
blends una 6eckpaiinem 6n00de with nawu nroou (the endless plate — our people),
prompting the emergence of the construction of the new category of the post-Soviet
Russian people, existing and acting in the space without borders — whose freedom is not

restricted by any authorities, people of the world.

However, the original Russian 'default' cultural frame of 'Self-Other', exploited by the
contemporary Kremlin-sponsored discourse, and enhancing and successfully imposing
the concepts of patriotism, imperialism and nationalism, is too strong to allow the
complete shift to and acceptance of the new emergent solution-answer of breaking the

'Self-Other' binary opposition in the Reader's mind. The construction of the viewpoint
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blending network behind "Infectious" is further constrained by the governing principles
(Fauconnier & Turner 2002). Following Freeman (2005), I view governing (optimality)
principles as the conceptual tools (construal operations) the poet works with to construct
the poem, and the reader — to construe it. The clash between two ways of framing the
SELF-OTHER relation, namely: 'breaking' vs 'maintaining' the binary opposition, leads
to violation of Topology, Integration and Web principles and subsequently to the
emergence of the meta-parodic relation in the viewpoint blending network of
"Infectious". To afford meta-parody, Integration of two viewpoint blends — input mental
spaces (parodic and parodized) has to be relaxed and the respective two sets of
topologies have to be maximised and intensified in turn, depending on the Reader's
possible evaluations in the process of "Infectious" interpretation. As distinct to the
blending network model of irony offered in Tobin & Israel (2012), the parodic
viewpoint blend does not seem to fully embrace the parodised viewpoint in the meta-
parodic network of "Infectious" in a sense that it does not offer the interpretation of the
'parodic' viewpoint as superior to the 'parodised' viewpoint. The duality of the meta-
parodic relation in the Viewpoint Blend (5) pushes in a direction of maximising and
intensifying Topology, resulting in the former violating Web. Hence, the maintaining
of the web (of appropriate connections) in the viewpoint network becomes more
difficult. As a result, the Reader constructs the less optimal but more elaborated complex
meta-parodic blend of Infectious where two ways of reasoning simultaneously conflict
and integrate, thereby producing mixed interpretations and emotions (see Figure 2

representing the viewpoint blending network of Infectious).

Figure 2 illustrates the relation between the Grounding Space (incorporating the
Ground) with the Content Space and the three key Viewpoint Spaces, constructed
through the cascades of viewpoint 'Self WE (1-4)' blends and 'Selves jointly attending
to SELF (1-5)' blends, as analysed above. Parodic Viewpoint Space functions as a blend,
representing the Viewpoint of the (parodized) Viewpoint. The attention zooms out of

the Parodised to the Parodic space, however, the Reader's denial leads to the outer-space
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mappings between Parodised Viewpoint and Parodic Viewpoint spaces not resulting in
the Parodic Viewpoint Space (Parodic Viewpoint Blend’) full embracement of the
Parodised Viewpoint. Ultimately, both spaces function as input mental spaces for
constructing the Meta-parodic Viewpoint Blend”. In the Meta-parodic Viewpoint
Blend” there is a dynamic inner-space relation between parodised and parodic SELF-
OTHER framings relying on the network's compression/decompression operations.
Meta-parodic Viewpoint Blend” involves Blended Selves jointly attending to the
Selves” (Russians) as part of the SELF” Space (Russia). In the blend's (Meta-parodic
Viewpoint Blend” emergent structure, the SELF” Space embraces the Other Space. This
emergent structure is unstable; the resulting evaluations and emotions are mixed. Meta-
parodic interpretation of "Infectious" relies on the running of the underlying viewpoint

blending network as a whole.

Linguistic, Cultural, Socio-Political and
Historical Knowledge

‘ Grounding Space ‘

Content Space

Event: Onishchenko’s
Announcement
Kremlin’s Media Discourse

Russian People

Viewpoint Blend’ Russia
(Parodic) Selves’ s elves aspar Viewpoint
Viewpoint of part of ) of Space
the Viewpoint SELF(-) vs Outer-space mapping [ sg|f(+) vs (Parodized)
OTHER’(+) attention zooming out OTHER(-) e i
ironic 4 . S ironized
9% 5 {__ Blended Selves _ > 55‘45‘ s
® b= S $
% S /¥
Meta-parodic Viewpoint Blend” > £ Selves” as i Emergent Structure:
(compressed ‘V parodic vs V £ Part of SELF” Unstable construal
parodised’ inner-space relation) ) (+/-)

Figure 2. Viewpoint Blending Network of Infectious

Morson's notion of meta-parody (1989) resonates with the Hutcheon's notion of
postmodern parody. Hutcheon argues that in contrast to parody, "not only is there no
resolution (false or otherwise) of contradictory forms in postmodern parody but there
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is a foregrounding of those very contradictions" (Hutcheon, 2002: 90). She points out
that "it 1s the complicity of postmodern parody — its inscribing as well as undermining
of that which it parodies — that is central to its ability to be understood" (Hutcheon,
2002: 101). The complex and ambiguous meta-parodic (postmodern parodic) message
of "Infectious" can be seen as summarised by the title of the poem. It seems that it is
not by accident that Bykov chooses the adjective 3apasznoe (Infectious) as opposed to
the noun '3apaza’ (infection), and not just an adjective but its neuter form. This way
'3apaznoe' can be read as '3a pasnoe', with the most creative polyphonic blend
underlying the phrase, meaning 'l am for the difference/variety', and by extension — I

am for the variety of viewpoints, voices and arguments?

6. Discussion and conclusion

Using linguistic viewpoint (grounded in mental spaces theory), conceptual blending and
blended joint attention as the core methods of analysis, I have demonstrated in some
detail how various Russian linguistic, prosodic and visual clues of "Infectious" trigger
the construction of interrelated and interdependent viewpoint blends. The study has
shown that a wide range of linguistic clues, as well as prosodic and visual triggers, at all
discourse levels from phonemes to discourse as a whole, work to produce deictic,
multimodal, ironic, 'expository question', metaphoric, metonymic, counterfactual,
intertextual, poetic, polyphonic, parodic and metaparodic blends behind "Infectious".
The ability of these blending construals to work together (cf. Kovecses 2015: 29) is
central to the construction and successful running of the viewpoint blending network of
Infectious and the emergence of the network's meta-parodic meaning. The construals'
work jointly to construct the blended Selves (WE) and their blended joint attention to a
number of discourse Objects. The network's compression and decompression operations
construct the parodised and parodic viewpoint spaces and ultimately help to maintain
the meta-parodic relationship between them. The Selves' blended joint attention
gradually zooms out from the more basic and unstable ironic viewpoint spaces to more

elaborate and sophisticated meta-parodic space for SELF and Selves (Russia and
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Russians), in the process of the Reader's search for answers and solutions to the questions
and incongruities posed by "Infectious". The resulting meta-parodic blending network
supports the story's intended message, or in other words, the dynamic viewpoint
configuration where "one side of the dialogue [...] may seem to be predominant, but that
predominance is inconclusive and never free from the possibility of reversal" (Morson
1989: 85). The weighting of parodic and parodised viewpoints at a given moment in time
is supported and constrained by the scene of blended joint attention (the ground) and the
broader grounding space (the context), which "is never predetermined and objectively
existing; it must be created (and recreated) in the course of the communicative process"
(Kovescses 2015: x-x1). The reader's perception of the parodic and parodised viewpoints
and the inter-relation between them, triggered by "Infectious", is grounded in the reader's
knowledge and understanding of the contemporary Russian context, which in its turn is
conditioned by Russian culture, history, socio-political situation, the influence of media
discourse as a whole, etc. Naturally, the linguistic and visual clues of "Infectious" trigger
the emergence of meanings and messages in the minds of the Russian readers living in
Russia, which would be different from meanings and messages, constructed in the minds

of the readers living outside Russia.

Freeman (2005) argues that the analysis of the poem as a complex blend allows for the
revelation of some of the poet's thoughts and attitudes in the process of composition, and
helps to understand how the reader is likely to interpret the poem. I argue that combining
blended joint attention with linguistic viewpoint and conceptual blending approaches
affords the finer grained account of linguistic (and multimodal) viewpoint arrangement
underlying the mixed genre event of Infectious. The analytical approach developed by
my study of "Infectious" allows investigating the complex configuration of multiple
participants (including the imagined Speaker and the Hearer, implied Author and the
implied Reader) and their multiple and shifting viewpoints, simultaneously conveying

such attitudes as irony, distance, denial, acceptance, etc.
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The study's viewpoint blending analysis reveals that the intended message of
"Infectious" is multi-layered and complex. Although criticising the current state of
affairs in Russia, "Infectious" foregrounds the Russian people as jointly responsible for
the problems experiencing by Russia. "Infectious" works to highlight the Russian issues
through ironic construals, at the same time demonstrating that every SELF
conceptualisation and evaluation is contradictory and the related emotions are mixed.
The story criticises and indirectly supports the 'othering', simultaneously; as it does for
other important strands of the discourse related to the Kremlin-sponsored nation-
building project. "Infectious" rather reflects the contradictions of the dominant [Kremlin
nation-building] discourses that in their turn "correlate with the contradictory definitions
of Russianness in public opinion" (cf. Chaisty & Whitefield 2016; Tolz /forthcoming/:
31). The story's intended message promoting the breaking of the binary opposition
'SELF-OTHER' can be seen as an attempt to re-conceptualise or interpret the 'sovereign
democracy' ideology central to Kremlin's discourse, which according to Tolz
(forthcoming: 31) "materialises in the co-existence of wide-spread public support for
Russia's special path of development with a simultaneous belief that governmental

policies should be based on universal democratic values".

"Infectious" is representative of Bykov's journalistic and literary activity, both in terms
of general parodic content and poetic form. As Polonsky notes: "Hardly a day passes
without at least one article, broadcast, or blog in which Bykov finds some ingenious
connection between a political event and a line of poetry [...] (Polonsky 2012: 58).
Furthermore, the study's viewpoint blending analysis has shown that "Infectious" is
representative of the contemporary Russian literature, culture and thought, as striving
"to define what is Russian, in both individual and national terms, whilst also exploring
what is human" (Marsch 2007: 531). Marsch points out to "the resurgence of traditional
notions of Russia's uniqueness" and "a heightened awareness of the presence (often the
malign influence) of 'the Other', in the contemporary Russian literature. She notes that

"contemporary Russian culture suggests that conventional views of a homogenised West
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as Russia's 'Other' are by no means outdated — indeed they are becoming more prevalent
in the twenty-first century"; while underscoring that in contemporary Russian literature
and film, "attitudes to the West remain as varied and as ambivalent as they have always
been (Marsch 2007: 531). The contemporary Russian literary and cultural space is
further characterised as by self-censorship, commercialisation of Russian cultural
production and attempts to revive Russian cultural imperial hegemony and promote
Russia's role in the Eurasian space in a reinvented messianic manner, among others (cf.
Lyutskanov et al. 2014; Smith /forthcoming/). Traditionally Russian poets are perceived
as ascribed with the civic duty and the messianic role. By evoking the cultural network
of civic poetry in "Infectious", Bykov puts himself in one line with Russian civic poets,
which can be seen as developing his self-representation as an upholder of Russian civic

poetry tradition (cf. Lyutskanov et al. 2014; Smith /forthcoming/).

Highlighting the specifics of post-Soviet subjectivity and foregrounding the
contradictions, "Infectious" realises the post-modern condition (cf. Hutcheon 2002;
Smith forthcoming). It does so through the meta-parodic less optimal and more elaborate
blending of the contrasting and shifting viewpoints in a mixed genre event of
"Infectious", thereby motivating the Reader's interpretation of the story as ambiguous,
often linked to the Reader's negative evaluations. According to Gavin (2013) the mixed
genre on its own can be a reason of Reader's conflicted and negative story's perception.
In her cognitive poetic analysis of absurd, Gavins underscores that "readers' interactions
with all literary texts are highly context-dependent and their evaluations of their
individual reading experiences are based very much on pre-existing schematic
understanding of a given genre". Having analysed the readers' responses, Gavin notes
that literary works prototypical for their genres are generally rated most highly compared
to literary works of mixed genres, which are often assessed negatively by readers as
causing irritation and disappointment; in so doing the readers seem to reject the role of
implied reader they believe the literary work is constructing (Gavins 2013:123-125).

Emotion has been investigated by media psychology scholars as a key construct in media
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messages processing (Konijn & ten Holt 2011). I argue that conflicted and negative
evaluations of "Infectious" by the readers as well as the respective emotions (which |
referred to in Section 3.1.2) constitute the integral part of the underlying viewpoint
blending network, contributing to the story's interpretation as meta-parodic, as opposed

to parodic.

The study's analysis of "Infectious" has demonstrated that combining linguistic
(multimodal) viewpoint, conceptual blending and blended joint attention in one
analytical model satisfies the need for a cognitive based model for the analysis of
complex multiple viewpoints and the related linguistic (visual and prosodic) markers
found at various discourse levels (Dancygier 2012; Sweetser 2012), as well as for the
cognition-based model for genre analysis (Steen 2011). As shown by this study, such
an analytical model can be successfully applied for the examination of the typology of
linguistic and multimodal markers triggering viewpoint blends, specific to a certain
genre. Furthermore, the study's analysis adds to the understanding of irony (Tobin &
Israel 2012) and parody (Morson 1989; Hutcheon 2000 and 2002) in their interrelation.
The study elucidates the role of mixed genre structures, cultural, socio-political and
historical frames, among other contextual factors, in viewpoint construction behind these
genres. Ultimately, the viewpoint blending analysis of "Infectious" reveals important

aspects of the national identity formation in contemporary Russia.

The study has only touched upon the subject of interdisciplinary investigation of meta-
parody; more work has to be done. I am currently engaged in the further testing of the
model, as applied to the exploration of the meta-parodic viewpoint construction in
Bykov's major project "Citizen-Poet", for which, I argue, the analysis of "Infectious"

has provided a good foundation.
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Appendix 1
3apaszHoe

Buemauit Mup Ha OeckpaitHeM 0J110/1e pa30>kuia cBou ropojia. [IpaB OHuIeHKo — HaIu

JIOJIA HE JIOJHKHBI ye3KaTh Tya.

51 He Tpu, HE YeThIpe pasa €341 B UXHUE TOPOJIa, U O TOM, 4TO Y
HUX 3apasa, g JorajplBajici Bceraa. BosBpamiasice B Kpai
KOJIOKOJIEH, TZI€ ABYTJIABO PYJIUT TaHJAEM, Sl JOTAJbIBAJICS, YTO

00JieH, — HE BIIOJIHE MMOHUMasl, YeM. 3HaTh, MokyAa o [lukaaumiu

0€33a00THO TYJISIIOCh MHE — 3apa3uiii, MJisl, Harpaauin. Biawiu B

yal, MoJIHeCIY B BUHE. A TOTOM MPUJIETUIITL OOPATHO, BJI€3EIIb B IIICTIAHIIbI, CHUMEIIIb
(dpak — Bce HE Tak, a YTO — HEMOHATHO. Bce kak Obulo — U Bce He Tak. M3-3a mops
BEpHYJIACh IITaxa, ¥ B yIlIaX y HEE CBUCTUT: MEHBIIIE TOPAOCTH, OOJBIIE CTpaxa, MHOTAA
OCCIpUUYMHHBIN CTHIA... BApyr KOMbHET HE3pUMOE >Kajlo, KaKk OTpaBJICHHAs WIJIa:
XOpOIIO OBl BIACTh YBaXKalla, a MIJIULMS — Oeperna... ['ne Mol HpiHue? Jlenaem 4To mMbi?
Kak mb1 mpoxunu aaanate jer?! Padymeercs, BC€ CUMIOTOMBI 3a HEJETIO CXOAST Ha
HET, TOTOMY uTO B Poccuu nieto, ManeT CucbkaMu MOJIO/IEKb, 2 POAHOTO UMMYHHUTETA,
cnaBa bory, He mpommubemnib. HaunHaens Xo1uTh, He TOPOSCh, yBaXKaTh HE TAJNAHT, a
YuH, 00peTaelib ObUTYIO0 TOPAOCTh, HE WA JIsl Hee MPUUUH, JIOBUIIIb Kail() OT POJIHBIX
UIWUINE, BeuepaMu BKIIOYMB TB, u He momuuimbs npo [lukamumnu, rae MUKpPOO
3a”ecnu TeOe. He BrepBoit moa OputaHCKUM (piiaroM BOPOBCKHE TBOPUTH Jeia: ThI-TO
BCE OOBSCHSII JKET-IaroM, a BeAb 3TO Oosie3Hb Obuta! Thl Kymuics, Kak JIOX, Ha
"Benkam', B 3aIIOBEHHUK 3apa3 MoJie3 — BO3OMHIII ce0s 4eJIOBEKOM, a BE/Ib 3TO OOJIC3Hb,

00JIE3HbD.

O6enraeM He panu ¢pas3bl — HE BOAUTHCA, HE OpaTh B3alMBbl, IOTOMY UYTO OHH 3apas3bl,
JIOTBIN S 111 TAKUX, KaK Mbl. BHEIIHUI MUp yrpokaeT rpoOoM, MOBEpHEMCS K HEMY
CIUHOM: B 3TOM Mupe nada mukpodbam, CIIN]I, xonepa u rpunmn cBuHON. Bbl cmeérecs,
HO 3TUM CMEXOM H€ CAEp>KaTh MHOCTPAaHHBIN rpummn. JINTBUHEHKO Tyna yexana — BCe

BHUJIAJIU, KaK OH 1noru0? Tam u BoJis, M Tpaldu-Baju, U 3aKOH CIPaBEIJIUB U KPYT, — Ja.
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Ho Bce, kT0 Tam noObIBaiu, 00s13aTesibHO niepemMpyT. JIuiib OHUIIIEHKO OBETCS, YTOOBI
MEPEKPBITh POKOBOI MIPOCBET: BE/Ib Y HAC HE KUBYT MUKPOOBI. MBI )KUBEM, & MUKPOOBI
— HeT. 37mopoBee JTIOOBIX WMIICPUH, YIWBHUTENbHA W CTPaHHA HETPUCTYIHAS IS
OakTepuii obocoOneHHas cTtpaHa. He mpockodaT mX BHOPHOHBI CKBO3b POCCHUCKOE

pemieTo: eciau 6 TBEPAO 3aKPHITh KOPAOHBI — HE 00JieN Obl Yy HAC HUKTO.

Pa3Be MbI KOMy 3aHOCHJIM BPEIHBINA BUPYC ¢ poaHoro AHa? Passe Beimonsina u3 Poccun
snuaeMusi xoTh oaHa? (03a00Thcs, oOpa3oBaHEll, HAMNPSTU OCTAaTOK yMa: TPUII —
"ucnanka". CIIN]J] — "appukanen". U3 Kuras nmpunuia uyma. HecmoTps Ha mocyn
TapaHTCKHAM, HEYEMEH BPAXKECKUU 3yJ — K HaM 3aBO3SAT CUHIAPOM TOJUIAHACKUU H
CTOKT'OJIbMCKHI CHHJIPOM B€3yT... XOTh MEIIKOM O0OMAM IIaHETy — BCIOAY COIUIU U
KpOBb peKkoH, a B Poccuu OonesHeit HeTy, 3To kiauMatr y Hac Takod. Kak ckazan emié
MasikoBckui, 31ech, B Poccuu, ocoOblit ObIT. ECTh TaliBaHBCKUH TPHUIIT ¥ TOHKOHT CKUM,
a MOCKOBCKUU HE MOXKET ObITh. ECTh XOJBIHCKOE€ MHOTOJIOALE U JIyOSHCKUU €CThb
MaxOBUK, €CTh 0OacMaHHOE€ IMPaBOCYJIbE, METePOYPrCKUi €CTh CHIIOBHK, TYJIbCKUM
npsiHuk (cracu6o, Tymna!), ra3 cuOupckuii, TaMaHCKUN TOJK, a3uaTrckas JUKTaTypa,
OpSIHCKMI IIMII ¥ TaMOOBCKHI BOJK, aCTpPaXaHCKUN KYPHUK CIOEHBIM M PSI3aHCKUN
KHUCJIBIA PaHET, U apXaHTeJIbCKUM IPUO CONEHBIN — HO POCCUIICKOrO rpUMa HET. 370
OpeJl WM CePIl U MOJIOT OCEHSIOT Halll TOPABIA TPY — HO MUKPOOBI TYT KUTh HE MOTYT.

JIronu — na, a MUKPOOBI — MPYT.

Buenrnuit mup Ha 6eckpaitHeM Oiroj1e pas3inoxkuil cBou ropoga. [IpaB OHuliieHko — Halu
JIOAU HE JOJDKHBI ye3KaTh Tyna. He mokuHeM poJHYIO JUIly, HE CBEPHEM C POJTHOU

KOJICH, HC CAaIUMC 1Y KOMY I'pUIIITY.

[TycTh Hac ny4iie yobtoT cBOH!
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xiv

Loose translation (translated by the author of the article)

Infectious

The outside world has spread its cities out across the endless earth [plate]. Onishenko is

right — our people shouldn't move there.

Not three or four times have I travelled to their cities, and have always suspected that
they breed a contagion. Upon returning to the land of bell towers, where the tandem
steers two-headedly, I suspected that I was ill, not fully understanding what with. As I
understand it now — while I was having a carefree saunter around Piccadilly, they
contaminated, damn!, decorated me. They poured it into the tea, they put it in the wine.
And then you arrive back home, you put your slippers on, take off your tailcoat —
everything is as it was, but everything is wrong. Everything is as it was, but completely
different. A birdie has returned from beyond the sea, and there is whistling in her ears:
less pride, more fear, sometimes an unfounded shame... Suddenly an unseen sting, like
an infected needle, would prickle you — it would be good if the authorities were
respectful and the police were caring... Where are we now? What are we doing? How
have we lived for twenty years? Naturally, all symptoms pass within a week, because its
summertime in Russia, young people are walking around flashing their tits, and your
native immunity, thank goodness, will help you not to batter down. You begin to walk
tall, to respect not talent, but rank, you get back your pride without looking for reasons
for it, you get off on native idylls, turning on TV in the evenings, and you don't remember
Piccadilly, where they gave you the microbe. Not for the first time under the British flag
have thievish goings on taken place: you yourself put it all down to jet-lag, but you really
had this illness you see! You went for it, like an idiot, the "welcome", you went into the
nature reserve for infections, you believed yourself a human being, but this was a

disease, a disease.
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We promise not for the sake of the phrase — not to befriend, not to borrow money,
because they are infection, a cruel, powerful poison for people such as us. The outside
world threatens us with death, we turn our back to it: in this world so good for microbes,
AIDS, cholera and swine flu. You are laughing, but you won't stop foreign flu with
laughter. Litvinenko went there — did everyone see how he died? There's freedom there,
you know what I mean, and justice, strict law — yes. But everyone who has been there
will definitely die. Only Onishenko is striving to close off this fatal gap [chink of light]:
you see, there aren't any microbes among us. We live whilst microbes don't. Healthier
than any other empire, extraordinary and peculiar, inaccessible for bacteria, this country
is 1solated from all others. Their vibrio will not slip through the Russian sieve: and if

only the cordons were firmly closed, no-one would be ill among us.

Have we ever given anyone a harmful virus from our native soil? Has even one epidemic
ever crept out of Russia? Consider this, oh educated one, strain the remainder of your
mind: the flu—is a Spanish lady. AIDS is an African. The Black Death came from China.
In spite of the promise with guarantees, the enemy's itch has not been calmed/is
unstoppable — they are bringing in Dutch syndrome and Stockholm syndrome... You
could walk the whole world on foot even — there is snot and rivers of blood everywhere,
but in Russia there are no diseases, it's the climate we have, you see. As Mayakovskij
said in the past: here in Russia there's a special way of life. There is Thai flu and Hong
Kong flu, but a Moscow flu just cannot be. There is the Xodynskij mass of people and
there's the Lubyanskij flywheel, there is the Basmannovij court, and the Peterburgskij
silovik, Tula gingerbread (Thanks, Tula!), Siberian gas, the Tamanskij regiment, Asiatic
dictatorship, the Bryanskij Shish and the Tambovskij wolf, the layered Astraxanskij
kurnik, the Ryazanskij sour Pippin (apple), and the salted mushroom of Arkhangelsk,
but there is no such thing as Russian flu. The fierce eagle or hammer and sickle bless

our proud labour — but microbes cannot live here. People survive, but microbes perish.
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The outside world has spread its cities out across the endless earth. Onishenko is right —
our people shouldn't move there. We won't leave our native lime tree, we won't turn off

our native track, we won't give in to the foreign flu.

Would rather our own kind kill us instead!

Notes:

i Bykov belongs to the group of contemporary Russian authors, whose work explores themes and values relevant to
both Russia and the West, and who are becoming increasingly familiar to the Western reading audience (see e.g. the
project ‘Read Russia 2013 (http://readrussia2013.com) and the documentary “Russia’s Open Book™). Edwin Bacon
(2014) in his book “Contemporary Russia” (2014) mentions Bykov among the three ‘big names’ of contemporary
Russian literature (p.192).

i Novaya Gazeta (Russian: HoBas rasera) is a Russian newspaper well known in the country for its critical and
investigative coverage of Russian political and social affairs. It is published in Moscow, regions within Russia and in
some foreign countries. (Wikipedia)

il See the ‘Language and Literature’ special issue on blending (2006)

¥ See more on Bykov in Elena Dimov’s article “Contemporary Russian Literature at UVA: Dmitrii Bykov”
https://pages.shanti.virginia.edu/russian/2012/04/27/dmitrii-bykov/

¥ The idea of national unity often presupposes the emergence of a concept of an “enemy” within the nation-building
discourse. A need for such forms has been proven to become especially crucial at times of war, economic disaster and
rapid social change (Fritszche 2004), in situations very similar to that of post-Soviet Russia.

Vil ‘Real’ hearer/reader is viewed as imagined too, as a speaker/a writer does not have a direct access to a
hearer’s/reader’s cognitive state (see Sweetser 2012 and Turner 2014); so I use the term “real” to distinguish between
two pairs — the real the author-the reader/viewer and the imagined literary speaker-hearer.

Y Hawwm siiou (our people) triggers the construction of the blend for intertextuality, evoking the image of
“ideologically correct” Soviet people with their morals, values and beliefs. The image was mocked in the infamous film
“Diamond Arm” directed by Leonid Gajdaj (1968). Hamu moan provides a link to the cultural frames of the Soviet
reality and the Soviet travel abroad scenario, triggering the memory of the limited possibility to travel and indirectly
and simultaneously activating the nostalgia for stable and powerful Soviet empire (see Oushakin 2007).

 Although modelling viewpoint in a very interesting and elegant manner, Chilton's theory appears to consistently assume
that for each Speaker, there is at any given time a single viewpoint and reference world. Since the analysis of meta-
parodic “Infectious” requires the examination of multiple participants and multiple shifting viewpoints in a combination
of the real and imagined communicative events at a given point in time, I see blended joint attention as a framework more
suitable for such an analysis.

* On the analysis of counterfactuality in Russian media texts see Pleshakova (2014)

* On the detailed analysis of Russian discourse metaphors as blends see Pleshakova (2010).

xii

From the research talk given by Professor Roy Allison at St Antony’s College Oxford in October 2015.
*iil While referring to Alexander Blok, Sergei Esenin, Vladimir Mayakovsky and Evgeny Evtushenko, “Infectious”
constructs ‘intertextuality’ blends, activating the whole cultural network of Russian civic poetry, which provides a
further context for interpretation of the story (on allusions in Bykov’s work see e.g. Malykhina, 2014 and Barkovskaya
2014)

*V I aimed at producing a close loose translation to give some idea of the linguistic and cultural concepts involved in the
story construction. I appreciate that the translation sounds rather clumsy in English and does not do a justice to Bykov’s
poem; however, a more sophisticated non poetic translation can only be achieved by substituting Russian metaphors with
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English ones, active constructions with passive constructions, etc., which would be counterproductive for presenting the
cognitive linguistic (viewpoint blending) analysis of this Russian text.
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Résumé in English

In this paper, I use the case of Dmitry Bykov's "3apa3znoe" (Infectious) to explore meta-
parody, a genre which has received very little attention in literary studies and has not
been explored from the cognitive poetic perspective so far. I investigate Bykov's
performance of meta-parody as a new Russian hybrid genre event, related to the new
Russian ideology of nationalism, as well as the respective Kremlin-sponsored media
discourse. I adopt Steen’s (2011) logic for cognition-based interdisciplinary analysis of
genre. While making use of Hutcheon’s investigation of parody (2000 and 2002) and
Morson's description of meta-parody (1989), 1 explore meta-parody as a viewpoint
blending network, focusing on revealing and examining types of linguistic viewpoint
markers and (de-) compression operations (Dancygier 2012; Sweetser 2012) that prompt
the network’s construction. In so doing, I utilize blended joint attention (Turner 2014),

conceptual blending (Fauconnier & Turner 2002), and viewpoint blending (Tobin &
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Israel 2012; Turner 2014), as the analytical tools, to elucidate the linguistic and
conceptual, as well as multimodal, situational, socio-cultural, political, literary and
historical aspects behind meta-parody's production and understanding. I argue that
blending analysis helps to reveal the core construal and constraint operations underlying
meta-parody, and to develop an interdisciplinary cognition-based methodological model
for analysis of Bykov's parodic work, as constituting part of the contemporary Russian

critical media discourse.

Key words: cognitive poetics, conceptual blending, blended joint attention, viewpoint
blending, (de-) compression, genre, meta-parody, parody, irony, deixis, cultural frames,
metaphor, counter-factuality, multimodality, intertextuality, poetic blends, expository

questions, Russian national identity, critical discourse analysis.

Résumé in German

In diesem Aufsatz werde ich anhand von Dmitry Bykovs "3apa3noe" (Ansteckend) die
Meta-Parodie ndher betrachten, ein bis dato in der Literaturwissenschaft aus einer
kognitiv-poetischen Perspektive wenig erforschtes Genre. Hierbei untersuche ich
Bykovs Darstellung der Meta-Parodie als ein neues russisches Hybrid verschiedener
Genres, in direktem Zusammenhang mit der aufkommenden nationalistischen
Ideologie in Russland, sowie auch mit dem vom Kreml diktierten Diskurs in den
Medien. Ich beziehe mich auf Steens’ (2011) interdisziplindre Analyse des Genres
basierend auf erkenntnistheoretischer Logik. Durch den Bezug auf Hutcheons
Untersuchung der Parodie (2000 und 2002) sowie auf Morsons Beschreibung der
Meta-Parodie (1989), erforsche ich die Meta-Parodie als einen Betrachtungswinkel,
der Netzwerke meliert, und konzentriere mich dabei auf die Offenbarung und Priifung
diverser Arten sprachlicher Betrachtungsmerkmale und (De-)
Kompressierungsoperationen (Dancygier 2012; Sweetser 2012), welche zum Aufbau
des Netzwerkes beitragen. Fiir dies bediene ich mich der vermischten

Kollektivaufmerksamkeit (Turner 2014), der konzeptuellen Vermischung (Fauconnier
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& Turner 2002), und der Vermischung der Perspektiven (Tobin & Israel 2012; Turner
2014) als analytische Mittel, mit dem Ziel, sprachliche, konzeptuelle, multimodale,
situationsbedingte, soziokulturelle, politische, literarische und geschichtliche Aspekte
der Entstehung und des Verstdndisses der Meta-Parodie zu erlautern. Ich argumentiere,
dass die liberlappende Analyse die Kerndeutungen und -restriktionen der Meta-Parodie
offenbart, sowie auch zur Entwicklung eines interdisziplindren kognitiven
Methodologiemodells zur Analyse von Bykovs parodischen Werkes beitrigt, als ein

mallgeblicher Teil des zeitgenodssischen russischen Mediendiskurses.

Stichworter: Kognitive Poetik, Kontrafaktizitit, Genre, Meta-Parodie, Deixis,
Parodie, Genre, Ironie, Kulturelle Rahmen, Metapher, Multimodalitit, Intertextualitit,
Russische Nationalidentitét, Kritische Diskursanalyse, Expositorische
Fragen, konzeptuelle Vermischung, (De-)Kompressierung, Vermischung der

Perspektiven.

Résumé in French

Dans cet article, j'utilise le cas "3apa3znoe” (Infectueux) de Dmitry Bykov pour explorer
la méta-parodie, un genre jusque-la négligé dans les études littéraires et non encore
¢tudié selon une poétique cognitive. Je propose d'étudier la mise en scene de la méta-
parodie chez Bykov comme un événement générique hybride en lien avec la nouvelle
idéologie russe du nationalisme, ainsi que le discours meédiatique qui en découle
sponsoris¢ par le Kremlin. J'adopte la logique avancée par Steen (2011) pour l'analyse
interdisciplinaire du genre a travers la science cognitive. Tout en m'appuyant sur les
travaux de Hutcheon sur la parodie (2000 et 2002) et la description, par Morson (1989)
de la méta-parodie (1989), j'envisage cette derniere comme un réseau de points de vue
qui met en valeur et examine différents types de marqueurs linguistiques et d'opérations
de (dé-) compression (Dancygier 2012; Sweetser 2012;) qui entrainent la construction
du réseau. Pour se faire, j'utilise les concepts d’attention conjointe intégree (blended joint

attention, Turner 2014), d'intégration conceptuelle (conceptual blending, Fauconnier &
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Turner 2002) et de mélange de points de vue (viewpoint blending, Tobin & Israel 2012;
Turner 2014) comme outils analytiques pour ¢€lucider les aspects linguistiques,
conceptuels, mais aussi multimodaux, situationnels, socio-culturels, politiques,
littéraires et historiques qui sont sous-jacents a notre compréhension et notre production
de méta-parodie. Mon argument c'est que 1'analyse d’intégration aide a mettre en valeur
les constructions et contraintes des opérations de base qui sous-tendent la méta-parodie.
Elle permet aussi de développer un modele méthodologique interdisciplinaire a partir de
la science cognitive pour 1’analyse des travaux parodiques de Bykov et prouve que ce

modele fait partie intégrante du discours critique contemporain des médias russes.

Mots-clés: poétique cognitive, intégration conceptuelle, attention conjointe intégrée,
intégration des points de vue, (dé-) compression, genre, méta-parodie, parodie, ironie,
deixis, cadres culturels, métaphore, contre-factualité, multi-modalité, intertextualité,
mélanges poétiques, questions d'explicitation, identité nationale russe, analyse de

discours critique.

Résumé in Russian

B 31011 cTatbe, Ha mpuMepe TekcTa "'3apasznoe"” [Imutpus beikoBa, s uccienyr mera-
MapoJuI0 — aHp, KOTOPOMY JIO0 CHUX MOp YAENSUIOCh OYEHb Majo BHUMAHHUS B
JTUTEPaTypOBEACHUU, U KOTOPHIA HE U3yYaJICS C TOYKH 3PEHUS] KOTHUTUBHOM MO3TUKH.
Sl aHanmU3UpPyH HUCMONB30BaHUE BBIKOBBIM MeETa-MapoJAMM KaK HOBOTO PYCCKOTO
THOPUIHOTO KaHpa, HMEIOIIETO OTHOIICHHWE K HOBOHW POCCHICKON HJIEOJOTHU
HallMOHAJIU3Ma, U CBS3aHHOIO C HEM Meaua AUcCKypca, cnmoHcupyemoro Kpemmem. S
CJIEYI0 JIOTMKE MEKIUCIUIUIMHAPHOTO aHAIN3a KaHpa, OCHOBAHHOTO HA KOTHUTUBHOM
Mmoaxojae, mpeacTaBieHHOro B padore Steen (2011). Omumpasich Ha HCCIEIOBaHUE
napoauu B padborax Hutcheon (2000 u 2002) m ommcaHue MeTa-MapouH, JTaHHOE B
pabote Morson (1989), s ucciaeayro Mera-napoauto kak viewpoint blending network,
dokycHupysicb Ha BBISIBICHUU M HW3YUYCHHH THUIIOB JIMHTBUCTUYECKUX MapKEpPOB

'BbIOTIOMHTA' (Viewpoint), a TakxKe onepanuii komnpeccuu u aekomnpeccuu (Dancygier
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2012; Sweetser 2012), xoTOpble MOTHUBHPYIOT MOCTPOEHUE 3TON ceTu (viewpoint
blending network). S wucnonp3yr0 TEOpHIO CMENIEHHOIO COBMECTHOTO BHUMAHMS
(blended joint attention; Turner 2014), xonuentyaisHoro onenaunra (Fauconnier &
Turner 2002), u BeronoitHT O0neHauHr (viewpoint blending; Tobin & Israel 2012; Turner
2014) xak MeTOIBI aHAJIN3a, JJIs1 TOTO YTOOBI IMIPOIUTH CBET HA TAKUE aCIIeKThI CO3/TaHMS
W TOHMMAaHUS MeETa-MapoAUu Kak: JIMHIBUCTUYECKUW U  KOHIIENTYaJIbHBIMH,
MYJbTUMOJAIBHBIA W  CHUTYAalMOHHBIA, COLIMO-TIOJIMTUYECKUANM, TMOJIUTUYECKUU,
JTUTEPATypHBIM U UCTOPUUYECKUHN acleKThl. S yTBepxkaaro, yTo OJIEHIUHTOBBINA aHaN3
(blending analysis) mnomoraer BBISIBUTH OCHOBHBIE KOTHUTHUBHBIE OIEpallH,
OTBEYAIOIIME 32 IOCTPOCHHE MeETa-MapojuHu, a TakXKe I[OMOraeT co3/JaTh
MEXKIUCIUIUTMHAPHYIO0 METOIOJIOTUYECKYI0 MOJIEh, 0a3UPYIONIYIOCS HA KOTHUTUBHOM
MOAX0/Ie, MPeIHa3HAYEHHYIO U aHAIU3a NapoAUHOT0 TBOpUYecTBa bhIKOBa, Kak yacTu

COBPEMEHHOT'0 KPUTHYECKOTO MEINA JUCKYpCa.

KuoueBble c10Ba: KOTHUTUBHAS MO3THKA, KOHIENTYaJIbHbIA OJEHIUHT, CMEIIaHHOE
COBMECTHOE BHHMAaHHE, BBIOTIOWHT OJEHIMHT, KOMIIPECCUS U JIe-KOMIIPECCHSs, KaHp,
MeTa-Mmapojusi, MapoAusi, UpoOHUs, TEUKCUC, KyIbTypHbIe (peliMbl, MeTadopa, KOHTP-
(hakTyanbHOCTh, MYJIbTUMOJATBLHOCTh, UHTEPTEKCTYaIbHOCTh, MO3TUYECKUE OJEHIBI,
'pa3bACHUTENBHBIE' BOIPOCHI, POCCUUCKAsT HAIlMOHAIbHAS UICHTUYHOCTh, KPUTUYECKHUI

JTVCKYPCUBHBIN aHAIIN3.
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