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MpI 61U MY3BIKOI BO JIBY...!

A cardiocentric culture
THE human body has undergone various refigurations in cultural his-
tory. Some thinkers have viewed the mind as the centre of human be-
ings. Others, like Freud, considered man to be a phallocentric creature.
Plenty of cultures, however, have been centred on the heart rather than
the head, or something else in their understanding of human beings. In
these cultures the heart has played the main role not only in the human
body, but also in human thought. Classical Latin used the heart (cor) as
a synonym for thought, memory, mind, soul and spirit.* The heart’s shen
was a centre of personality in Taoism; the spiritual heart hridaya was a
receptacle of atman in Hinduism; according to Sufism the kalb (“heart”)
was a paramount human organ that provided people with integrity of
cognition. The cardiocentric theory of the mind seems to have reached
its pinnacle in Buddhism, with the phenomenon of “heart cognition”
(Prajiiaparamita). Moreover, the “intelligent” heart also played the chief
role in Hesychasm etc?

The speaking heart in Vladimir Sorokin’s Trilogiia (Ice Trilogy, 2002—
2005) belongs to this tradition of “heart knowledge,™ but in a very spe-

1 “We were the music in the ice.” B.L. Pasternak, 1988, “Vysokaia bolezn’,” Stikhotvore-
niia i poemy, Moscow, p. 196. Unless otherwise noted, all translations are my own.

2 Eric Jager, 1957, The Book of the Heart, Chicago, Ill. & London, p. XV.

3 See also: Iu.V. Khvastunova, 2005, Poznavatel’nye sposobnosti serdtsa: religiozno-
filosofskaia traditsiia i sovremennye interpretatsii, Barnaul.

4 “[...] the heart turns out to be the organ of cognition, superior to all other forms of
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cial way, since Ice Trilogy in fact marks the end of cardiocentric culture. It
would seem that Vladimir Sorokin is attempting to renovate the culture
of the heart by inventing a sort of cardiac language, but only in order to
confirm the final end of “cardiosensocentrism.”™

Sorokin’s interest in the mystical and the material languages of the
heart is inspired by his linguistic plurality. His works are built on a poly-
glossia which reshuffles a multiplicity of languages, from Chinese terms
to the absurd speech (zaum’) of Velimir Khlebnikov or Daniil Kharms
and Aleksandr Vvedenskii. It seems that in addition to discursive mod-
els of social intercourse, the protagonists of Ice Trilogy use another type
of communication® which can be traced back to the mystical language
of the Middle Ages—a language of the heart in the literal sense of the

emotion evoked by the (meta-)literature of Sorokin-2.” Dirk Uffelmann, 2006, “Léd
tronulsia: The Overlapping Periods in Vladimir Sorokin’s Work from the Materiali-
zation of Metaphors to Fantastic substantialism,” Landslide of the Norm: Language
Culture in Post-Soviet Russia (Slavica Bergensia 6), eds. I. Lunde & T. Roesen, Bergen,
pp-100-25, p. 116.

5 Inalmost the same way, Jacques Derrida has confirmed the end of phallogocentrism.
But for Sorokin phallocentric culture remains topical in spite of the end of cardio-
sensorical culture. One can also find elements of the degraded cardiocentric culture
in Sorokin’s early prose—for instance when the compressed hearts of self-murder-
ers play dice at the end of the novel Serdtsa chetyrekh (Four Stout Hearts, 1991) (cf.
also Igor’ Smirnov, 1997, “Vidimyi i nevidimyi miru iumor Sorokina,” Mesto pe-
chati 10, pp. 60-76): [paHeHble CTEPXKHY BOLUINM B UX TOJIOBBI, II/I€YN, )KUBOTHI I
HOTH. 3aBpaIaliCh PesIibl, OMYCTUINCh ITHEBMOOATAPEN, IOTEK XIUAKMIT GpeoH,
TOJIOBKM IIPECCOB HAKPBIIM CTAHMHBL. Yepes 28 MUHYT CIIpeCCOBAaHHbIE B KYOMKM 1
3aMOPOXKEHHBIE Cepjilia YeTbIpeX MPOBA/IMINCH B POJIIEP, Tfie ObUIM MapKIPOBAHBI
[0 TIPMHINUITY UTPANbHBIX KOCTeil. Yepe3 3 MUHYTHI POJIep BBIOPOCHI MX Ha
JIe[THOE TI0TIe, 3a/IUTOe XIUAKOI MaTeppio. Cepfilla 4eThIpeX OCTAHOBUINC: 6, 2, 5,
5. “Faceted bars entered into their heads, shoulders, stomachs and legs. Cutters began
to turn, pneumatic batteries fell, liquid freon began to flow and the heads of presses
covered the bedplates. After 28 minutes the compressed and frozen hearts of the
four fell into the roller, where they were marked in the style of playing dice. Three
minutes later, the roller threw them out onto the ice field, which was flooded with the
liquid mother. The hearts of the four stopped: 6, 2, 5,5.” V.G. Sorokin, 1998, Sobranie
sochinenii v dvukh tomakh, vol. 2, Moscow, pp. 459-60.

6 It seems that Sorokin’s Ice Trilogy reflects aspects of the English version of Vladimir
Nabokov’s memoirs Speak, Memory! (1951). Sorokin turns the speaking memory—a
medium that is only faintly connected with physical reality—into a rough corporeal
medium and lets it become a speaking heart, which is called to account not by means
of an oral command, but with an ice hammer. In this context it is also worth men-
tioning the heart-centred process of recollection in St Augustine (cf. Jager, 1957, pp.
32-33).
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word. In Ice Trilogy, blond, blue-eyed men and women scour the streets of
Moscow, as well as other places around the world, for similarly blue-eyed
and blond “people of light,” in order to free their hearts and enable them
to “speak.” And indeed, under hammers made of cosmic ice, hearts utter
their sacred names: Mokho, Ural, Diar...

Overcoming language

In her dissertation Le texte du roman (1970), Julia Kristeva describes the
transition from symbol to sign, where the sign is an element that refers
to less general and more concrete entities: “le signe renvoie a des entités
moins vastes, plus CONCRETISEES que le symbole—ce sont des univer-
saux REIFIES, devenus oBJETS au sens fort du mot.”” One can trace this
tendency in Sorokin’s prose; strictly speaking, however, there is neither a
symbol nor a sign at the centre of his prose, but something different: the
corporeality of the sign which no longer refers to any reality. The widely
discussed “materialization of metaphors” in Sorokin’s prose probably
relates to the same process. If the absurd speech of avant-gardists goes
beyond the “norm” of the language, Sorokin tries to surpass the avant-
garde. In Ice Trilogy he overcomes the avant-gardist overcoming of lan-
guage and marks the death of zaum’ in the language of the heart.

The language of the heart is presented by Sorokin as a language of
light which is accessible only to a small number of people on earth. The
ice is uzeanbHOE KOCMIYECKOE BEIeCTBO, TOPOKAeHHOe VI3HavyaIbHBIM
Cserom.® The “Light” is not only visual but also musical in nature: if the
ice is shaken—s Hem moer My3sbika CBeTa. Yapssch O Halllu Py[HbIe
KOCTH, 71ef, Bubpupyet. OT 3TuX BUOpaLiuii IpoOyXAal0TCs HAlN Cepy-
na.® While talking to sister Khram, the spiritual leader of the ice brother-
hood, Bro, contrasts the principles of the “live” heart language with those
of the “dead” normal language:

7 Julia Kristeva, 1970, Le texte du roman, The Hague, p. 33.

8 “It is an ideal Cosmic substance generated by the Primordial Light.” V.G. Sorokin,
2006, Put’ Bro; Led; 23,000: Trilogiia, Moscow, p. 397; Eng. Vladimir Sorokin, 2011,
Ice Trilogy, transl. J. Gambrell, New York, p. 400.

9 “[...] the Music of the Light sings in it. In striking our breastbones, the ice vibrates.
These vibrations awaken our hearts.” Sorokin, 2006, p. 397; Eng. Sorokin, 2011,
p. 400. Maybe this is a reference to Boris Pasternak’s verse “Vysokaia bolezn’,” with
its blending of music and ice (see the epigraph to this article).
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OH TaK IIOCMOTpEJI Ha MEHSI C Y/IBIOKOIL I TOBOPUT:

—Taxux, Kak MbI, O4eHb MaJIo. [...] MbI He TaK1e, Kak Bce. Mbl yMeeM
TOBOPUTDb He TONBKO PTOM, HO U CEPALIEM. A OCTaJbHbIE IO IO-
BOPSIT TOJIBKO PTOM. V] HUKOIZa OHM He 3arOBOPST CepAuamiu. [...]
IToromy 4TO OHM >KUBBIE TPYMBL [...] A MbI )X1BbIe. M bl U36paHHbIE.
MBI 3HaeM, 4TO Takoe sA3bIK ceppua [...]. VI 3HaeM, 4To Takoe 1H060Bb.
Hacrosias boxxectBennast JI'o60Bb. [...] y Hac, n36paHHBIX, COBCEM
mpyras mo6oBb. OHa OrpOoMHa, Kak He6o, 1 ImpeKpacHa, kak CseT
VsnavanpHbiit. [...] Tel, XpaM, I0O9yBCTBOBaIa MaIyIO TOMUKY 3TOM
n068u. THI TOMBKO MPUKOCHYIACH K Heil. DTO INIIb [TePBBII 1y4 Be-
nukoro CosHIIA, KOCHYBIINIICA TBoero ceppua. ConHILA 0 MMEHU
BoxectBennas JIro60Bb CBeTa."

After this explanation Bro snuggles up to Khram and talks to her in the
language of the heart: Ceitqac s1 ¢ To6071 TOBOpUI Ha s3bIKE CEpALa.
Paubiire Bce Tebe TOBOPUIIN CePALIEM TOIBKO HECKONBKO c10B. Ho Bcero
CepHeYHBIX C/IOB ABAALATh Tpu. Sl uX Bce ckasan tebe. Termeps THI BCe
3HaeIb."

The heart speech is frequently described with the aid of metaphors
referring to various spheres of human activity: VI nomexnu cosa cepper;
[...] Cepnua namu rosopunn. CroBa HeBeoOMble OUNUCL W PBATIUCH.
Talking with the heart can look like a sort of arrhythmia (xax-6yaro aro

10 “He looked at me with a smile and said, “There are very few people like us. [...] We
aren’t like everyone else. We know how to speak not only with our mouths but with
our hearts. Other humans speak only with the mouth. Their hearts will never speak.
[...] Because they areliving corpses. [...] But we are alive, we are the chosen. We know
what the language of the heart is [...] And we know what love is. Genuine Divine
Love. [...] we, the chosen ones, know an entirely different love. It is as large as the sky,
and as sublime as the Primordial Light. [...] You, Khram, have felt a small dose of this
love. You have barely touched it. It was but the first ray of the great Sun that touched
your heart. The Sun called the Divine Love of Light.” Sorokin, 2006, pp. 391-92; Eng.
Sorokin, 2011, pp. 394-95.

11 “Just now I spoke to you in the language of the heart. Previously, everyone spoke only
a few words to you with the heart. There are only twenty-three heart words in all. I
spoke them all to you. Now you know them all.” Sorokin, 2006, p. 393; Eng. Sorokin,
2011, p. 396.

12 “Heart words flowed once more”; “Our hearts were speaking. The unknown words
throbbed and burst.” Sorokin, 2006, p. 91; Eng. Sorokin, 2011, p. 86.
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aputmus).® Often the ritual of heart speech is a mystical action that can-
not be described with ordinary language at all:

Vn nopgena bopen6oiima k cyrpo6y. Bsobpanacs Ha Hero. J/Iuio ee
0Ka3aJI0Ch BPOBEHB ¢ nuijoM bopenborima. |...]

JJeBOYKa OCTOPOXXHO OOHsIA €ro Xy[AbIMM, HO J/IMHHBIMM pyKa-
MU, IPYOKAIach CBOEN IpyAbio K ero. OH He IpoTUBMICS. VIX Ijeku
CONIPUKOCHYINCE.

—O’Kei,—OH c/IeTKa OTBepHYJICA, OTCTPaHAA MULIO. .. ]

Ho Bipyr B3gpornyn BceM TenoM. V samep.

W Toxxe 3amepra.

OHM CTOANIU HETTOABYKHO. |[...]

ITpomno 23 MuHYTHL [leBouka pasxana pyku. bopenboiim Oec-
CUJIBHO yIaa Ha o067efeHenyo fopory. Vn omycTunach Ha cyrpo6.
Bexnunayna [...]

Bbopen6boiim 3amesennica. Cnabo Bckpukny. Cenr. 3acToHar. [...]

JleBouka comta ¢ cyrpo6a, ejie C/IBIIIHO XPYCTHYB cHeroM. I[Tomia
k BopotaMm. CKpbl1ach B HUX. Pas3fanoce cimaboe ryueHime, u BOpoTa
3aKPbUINC.

Bopen60iiM 3aBOpOYACs, XPYCTst IbAOM. BcTan Ha YeTBepeHbKIL.
[Tonons. IloroM OTTONKHY/ICA pyKamMy OT 3eM/IM. TsKeno BCTall
[TomrarbIBasACh, BHIIPAMMUIICH:

—Oo0o0...HeT."*

This mystical scene, with its animal degradation (Borenboim has to get
down on all fours), represents both the “light” and the “dark” sides of

13 Sorokin, 2006, p. 304; Eng. Sorokin, 2011, p. 305.

14 “Ip led Borenboim to the snowbank. She climbed up on him. Her face was on the same
level as Borenboim’s face. [....] The girl carefully embraced him with thin butlongarms
and pressed her chest to his. He didn‘t resist. Their cheeks touched.—‘Okay’.—He
turned slightly, moving his face away. [...] Suddenly, his entire body shuddered. He
was rooted to the spot. Ip was, too. They stood motionless. [...] Twenty-three minutes
passed. The girl released her hands. Borenboim fell weakly on the icy road. Ip slid
onto the snowbank. She sniffled [...] Borenboim moved. He cried out feebly. He sat
up. Moaned. [...] The girl got up off the snowbank, barely causing the snow to crack.
She walked to the gates and went inside. A faint hum could be heard, and the gates
closed. Borenboim turned over. The snow made a crunching sound. He got up on
all fours. Crawled. He pushed his hands against the earth and rose to his feet slowly.
Unsteady, he straightened up.—‘O0000...n0".” Sorokin, 2006, p. 295; Eng. Sorokin,
2011, pp. 295-96.
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heart speech. In Ice Trilogy hearts and their media generate not so much
the sublime “Music of the Light” as its low material excesses. According
to Mikhail Ryklin, Sorokin’s language is material—it is both extreme and
excremental:

ToBOpAIINX BBIHYKAIOT, MATEPSICh I AaBSICh, CbelaTh COOCTBEHHYIO
peub, IlepeBapuBaTh ee U UCHPaKHATbCA eo. [Ipu 3ToM BbIYMC/IA-
IOTCSL UX eCTeCTBEHHbIe peaKIM! BIUIOTDb O PBOTBHI ¥ IIPOUCXOUT
perpeccus ¢ opanbHOI CTafinM Ha aHA/IbHYI0.”

Ryklin’s notions from 1998 can also be applied to Ice Trilogy. The awak-
ening of a heart competence in Ice Trilogy is a brutal initiation ceremony
which occurs in parallel to unbelievable corporal excesses. The speaking
heart is collocated with other odd modes of speech. While explaining the
brutal heart ceremony to her friend, the prostitute Nikolaeva suddenly
loses her speech and bursts out sobbing, so that her mouth produces sobs
instead of words. Finally the sobbing turns into anal signals:

W Bppyr oHa paspblfiaach JIeTKO M CUJIBHO, CJIOBHO €€ BBIPBAJIO.
Poipanus o6pymminch Ha Hee. [...]

Teno HuxomaeBoit KOPYMIOCh ¥ COFPOranock. JIno modarposerno.
[Mopouen odpuumant. Peiganns pBannce nzo pra Hukomnaesoit Bme-
CTe CO CITIOHOIT, OHA TPSIC/IA TOIOBOIT, C/IE3BI JIETEIN B CTOPOHBHL. [...]

Odurmant ckiaoumics, cran ragntb Hukomaey. OHa spocTHO
BBIITYCTVIA Ta3bl. 3apblfaja C HOBOI CUJION.'

Nikolaeva begins to use corporal signals instead of words, but their mes-
sage has no sense. In some cases such senseless corporal speech can re-

15 “Cursing and gagging, the speakers are forced to eat up their own speech, digest it and
defecate it. Their natural reactions are calculated right up to retching, and a regres-
sion from the oral stage to the anal one takes place.” M.K. Ryklin, 1998, “Medium i
avtor,” Sobranie sochinenii v dvukh tomakh, vol. 2, V.G. Sorokin, Moscow, pp. 737-51;
p-737.

16 “And suddenly she began sobbing, readily and intensely, as though she’d vomited.
The sobs overwhelmed her. [...] Nikolaeva’s body writhed and shuddered. Her face
turned red. The waiter came over. Sobs burst from Nikolaeva’s mouth along with
saliva, her head shook and tears spurted on all sides. [...] The waiter leaned over
and stroked Nikolaeva. She passed a violent stream of gas and began sobbing with
renewed force.” Sorokin, 2006, pp. 341-42; Eng. Sorokin, 2011, pp. 343-44.
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place everyday communication: sister Fer from the Evenk lineage hardly
speaks in the text but “growls.”

The “dialogue” with the ice hammer can take two directions: either
the heart of the victim speaks the mystical language or it keeps silent
(pustoi orekh, “empty nut”), but in both cases the body itself can growl,”
snarl etc. as if possessed by an alien spirit:

My>KkuMHa 3a/IennI eMy POT K/IelKoil eHToit. J[Inbmy paccrernymna
CYMKY. B Heil jexcan npoponroBaTsiii MMHU-X0MOoAWIbHUK. OHa OT-
KpbUTa ero. BoiHy1a 1efi IOl MOJIOT.

My>k4rHa paccTernyn bopeHOOIIMY >KMIeTKY U pyOallKy Ha Ipy-
nu. Pasopsan maiiky. [...] —ToBopu ceppuem! [...]

Bopenb6oiim 3apuviuar.

Jn6ud npuIoKnia yxo K ero TpyguHe:

—ToBopu, roBOpY, TOBOPIL. ..

Bopen6oitm puuan. Jeprancs.

IOu6bny oruraruyna. Pasmaxuymnace. Ygapuna. [...]

Bopen6boiim 3acronai. IToBuc Ha BepeBkax. [o/10Ba ynana Ha Tpy/b.

Jubud npuHUKIA:

—ToBopu, roBOPH, TOBOPH. ..

B rpynuHe BO3HMK 3BYK.

IOu6uy Bemymanacs. [...]

—Ero 30ByT Moxo."

The same growling is let out by those whose hearts keep silent:

17 Cf. the text produced by the clone of Andrei Platonov in Blue Lard: Ero ToBapui
TOXKe COOpascs CKa3aTh 4TO-TO CepiedHOe, HO TONBKO 3apbIuai 13-3a OeTHOCTH
gemoBedeckoro sf3pika. “His comrade wanted to say something hearty as well, but
he could only growl because of the poorness of human language.” Vladimir Sorokin,
1999, Goluboe salo, Moscow, p. 62.

18 “The man taped his mouth shut. Dibich unfastened the bag. An oblong mini re-
frigerator lay in it. She opened it. Took out an ice hammer. The man unbuttoned
Borenboim’s vest and shirt, ripped open his undershirt. [...] ‘Speak with the heart!”
[...] Borenboim growled. Dibich placed her ear to his chest. ‘Speak, speak, speak...’
Borenboim groaned. He jerked. Dibich stepped back. Swung back. Hit him—with
all her might. [...] Borenboim moaned. He hung limp on the rope. His head slumped
down on his chest. Dibich pressed close. ‘Speak, speak, speak...” A sound arose in
his chest. Dibich listened carefully. [...] ‘His name is Mokho’.” Sorokin 2006, pp.
287-88; Eng. Sorokin, 2011, pp. 288-89. Emphasis is mine.
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—OT30BuCch! —YpaHOB yrapui cuibHee.
My>x4mHa poruan u moruas. Temno Tpsacnock. Ha rpyau npoctynunm
TPpU KPYIJIBIX KPOBOIIOATEKA."

The growling of victims can be interpreted in various contexts: first, it is
similar to the mystical “grunting” of the spirit in Aurora, oder Morgenrdite
im Aufgang (1612) by Jakob Bohme (see “Das Wort ‘Nacht’ fasset sich erst-
lich auf dem Herzen und der Geist grunzet mit der herben Qualitit™°);
second, as the last example highlights, the growling resembles futurists’
zaum’ speech (prostoe kak mychanie, “simple as mooing”). But even in its
futuristic/mystical implementations, Sorokin considers human speech
to be imperfect: the absurd is not the task of people of light*—corporal
excesses are only a collateral product of the initiation ceremony. The real
aim of the brotherhood is to break through beyond absurd speech in or-
der to find its way to the new language of the heart.>

19 “—Respond! Uranov hit him again, harder. The man moaned and wailed inside. His
body shook. Three round bruises appeared on his chest.” Sorokin, 2006, p. 236; Eng.
Sorokin, 2011, p. 234. Emphasis is mine.

20 Jacob Bohme, 1860, Simtliche Werke in 2 Bdn. 2, ed. K.W. Schiebler, Leipzig, p. 225.

21 The destruction of absurd speech was also characteristic of some of Sorokin’s early
works. For example, the novel Four Stout Hearts revises the experience of various
types of absurd languages, bringing them to a level of absurdity beyond the absurd
through serial multiplying: llItay6e oTKauIAICA U 3aTOBOPUL:—54, 18, 76, 92, 31,
72,72,82,35,41,87,55, 81, 44, 49,38, 55, 55,31, 84, 46,54, 21,13, 78,19, 63,20, 76, 42,
71,39,86,24,91,23,17,11,73, 82,18, 68,93, 44,72,13,22,58,72,91, 83,24, 66,71, 62,
82,12,74, 48,55, 81,24, 83,77, 62,72, 29,33, 71,99, 26, 83,32, 94,57, 44, 64, 21, 78,
42,98,53,55,72,21,15,76,18,18, 44, 69, 72, 98, 20. 3aTeM 3arosopuia Onbra: —Cre,
uiy, apo, cte, 4ae, IO, CTe, TO€, YBa, CTe, OT0, aHO, CTe, 3ae, Xey, CTe, a4a, JI0e, CTe,
9K, UTH, CTe, aBY, Y60, CTe, eHe, 0710, CTe, 0fI0, aBe, CTe, MKe, aca, CTe, YKO, 10, CTe,
wysi, cau, ce, Hae, SIKO, CTe, A11a, Cae, CTe, UPa, CHO, CTe, 5IBa, I0KO, CTe, 320, MIIO, CTE,
Xyo, fibIa, cTe. “Staube cleared his throat and began to speak:—54, 18, 76, 92, 31, 72,
72, 82,35, 41, 87, 55, 81, 44, 49, 38, 55, 55, 31, 84, 46, 54, 21,13, 78, 19, 63, 20, 76, 42,
71,39, 86, 24, 91, 23,17, 11, 73, 82, 18, 68, 93, 44, 72, 13, 22, 58, 72, 91, 83, 24, 66, 71,
62, 82,12, 74, 48, 55, 81, 24, 83, 77, 62, 72, 29, 33, 71, 99, 26, 83, 32, 94, 57, 44, 64,
21,78, 42, 98, 53, 55, 72, 21, 15, 76, 18, 18, 44, 69, 72, 98, 20. After that Ol’ga began
to speak:—Ste, ipu, aro, ste, chae, poi, ste, goe, uva, ste, 0go, ano, ste, zae, kheu, ste,
acha, loe, ste, ezhe, iti, ste, avu, ubo, ste, ene, olo, ste, odo, ave, ste, izhe, asa, ste, uko,
lao, ste, shuia, sai, se, nae, iako, ste, dia, sae, ste, ira, sio, ste, iava, iuko, ste, zao, mio,
ste, khuo, dya, ste.” Sorokin, 1998, p. 365.

22 Thelanguage of the heart is also, of course, a kind of corporal language. In the seven-
teenth century, John Bulwer, a physician and Baconian who studied the language of
the deaf, supposed that “speech and writing are only part of the signifying resources
of human beings, and not the most reliable part of that, for language is notoriously
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The centre of Sorokin’s text, however, is built not only around heart
speech, but also around the obtrusive reproduction of the cardiac initia-
tion ceremony. The ice hammer splits a bloody inscription on the breast-
bones of the victims during the awakening of their hearts. In the trilogy,
the ritual of waking a speaking heart is reproduced 32 times in full, and
there are also plenty of other cases where the names of the talking hearts
are just briefly reported to the reader.

The brutal and bloody rituals associated with waking up hearts in Ice
Trilogy are reminiscent of the universal language of sacred wounds in
Christianity: some men and women in the Middle Ages longed for Christ
to inscribe his truth on their bodies and, in particular, on their hearts.
One of the main adherents of this ecstatic pleasure was the German mys-
tic Heinrich Seuse, who engraved Jesus’ name on his own heart:

He began to jab into the flesh above the heart with the stylus in a
straight line. He jabbed back and forth, up and down, until he had
drawn the name HIS right over his heart. Because of the sharp stabs
blood poured profusely from his flesh and ran over his body down his
chest. Because of his burning love he enjoyed seeing this and hardly
noticed the pain.**

slippery, deceptive, and unstable,—notoriously, from the point of view of both theol-
ogy and science.” See: Stephen Greenblatt, 1997, “Mutilation and Meaning,” The Body
in Parts: Fantasies of Corporeality in Early Modern Europe, eds. D. Hillman & C.
Mazzio, New York; London, pp. 221-43; p. 231. Besides his practical investigation of
manual rhetoric, Bulwer sought the primordial language. In Bulwer’s opinion, mus-
cular movement is a universal and natural expression of the mind, a “common lan-
guage of mankind.” In his book Pathomyotomia, Bulwer maintains that “a Muscle is
the proper and adequate Agent of the voluntary and pathetical motions of the mind.”
John Bulwer, 16 49, Pathomyotamia, or, A Dissection of the Significative Muscles of the
Affections of the Minde Being an Essay to a New Method of Observing the Most Im-
portant Movings of the Muscles of the Head, London, p. 3. Bulwer develops his theory
from studies of the facial muscles and the muscles which set the head in motion (in-
ter alia muscles of the neck). It seems as if Sorokin takes Bulwer’s ideas to the limit
by turning the (invisible) heart muscle into an organ of language. Borenboim’s joke
“speak, heart... speak, mitral valve” appears to be more than serious in this context.

23 Cf. Greenblatt, 1997, pp. 222-30. See also: V.V. Savchuk, 1995, Krov’ i kul’tura, St
Petersburg.

24 Heinrich Suso, 1989, The Exemplar: With Two German Sermons, ed. & transl.
F. Tobin, New York, p. 70. Cf. the original: “Und fing an und stach da mit dem Grif-
fel in das Fleisch an der Stelle iiber dem Herzen, und stach also hin und her und
auf und ab, bis er den Namen IHS genau auf sein Herz gezeichnet hatte. Von den
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The European tradition of interpreting the language of the heart as a uni-
versal one was the reverse side of the search for a word that could build a
true language. Scepticism about language as a medium of knowledge was
a frequent theme, for example, in St Augustine’s writings.” Bonaventura’s
aphorism “cognitio Dei experimentalis™ also highlights the deficiency
of human language in its being (un)able to communicate with God, and
provides a substantial definition of mystical speech.”

The same aspiration for a mystical language which would be under-
stood by all men is at the core of some of Sorokin’s works. But if Seuse’s
heart emerges as the locus of a written language,® for Sorokin it is a place
of audio-communication. As a modern scholar remarks, Seuse risked
discovering on himself the truth of the warning that letters kill.® In Ice
Trilogy the inscription (the strokes of the ice hammer) has the function of
instigating an awakening: the main purpose of the writing on the heart
in Ice Trilogy resides not in the message itself but in the activation of non-
written heart speech.

The difference between the ice ritual and a mystical one also revolves
around the attitude toward self-destruction. Self-destruction usually

schwarzen Stichen stromte das Blut stark aus dem Fleisch und rann iiber den Leib
herab in den Buflen. Das war ihm in seiner feurigen Liebe ein so lieblicher Anblick,
dass er der Schmerzen nicht viel achtete.” Heinrich Seuse, 1911, Deutsche Schriften 1,
transl. W. Lehmann, Jena, p. 15.

25 St Augustine’s Confessions were actually recognized and reproduced in the Middle
Ages as a “book of the heart” (see Jager, 1957, p. 40).

26 Bonaventura: 111 Sent. d.35 q.2 corp.

27 Jorg Seelhorst, 2003, Autoreferentialitit und Transformation: Zur Funktion mysti-
schen Sprechens bei Mechthild von Magdeburg, Meister Eckhart und Heinrich Seuse,
Tiibingen, Basel, p. 13.

28 For more on Seuse’s heart as a place of print, see: Marcus Beling, 2000, “Der Korper
als Pergament der Seele: Gedéchtnis, Schrift und Kérperlichkeit bei Mechthild von
Magdeburg und Heinrich Seuse,” Kérper mit Geschichte: Der menschliche Kérper als
Ort der Selbst- und Weltdeutung, eds. C. Wischermann ¢ S. Haas, Stuttgart, pp.109 -
32. The tattoo on Seuse’s heart serves as a place of meeting with God and has a healing
force (cf. Sandra Fenten, 2007, Mystik und Kérperlichkeit: Eine komplementar-ver-
gleichende Lektiire von Heinrich Seuses geistlichen Schriften, Wiirzburg). For Ste-
phen Greenblatt the first advantage of the language of wounds was its universality:
“For Christians God’s flesh was itself a text written upon with universal characters,
inscribed with a language that all men could understand since it was a language in
and of the body itself, independent of any particular forms of speech.” Greenblatt,
1997, p. 223; and the second advantage was the absence of blanks: such a persistent
text, where all the elements play their part, was to be read with an ecstatic delight.

29 Greenblatt, 1997, p. 224.
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takes place in religious customs and is deeply rooted in tradition, whereas
in Ice Trilogy a person is pulled out from everyday life, knowing nothing
about the motivation of the aggressors who force him to become accus-
tomed to the mystical heart language.

From Hesychasm to Moscow conceptual art

The epigraph from Gregory Palamas—JVIrak, oTnoxum, 6paTue, mena
TeMHasi, U CTaHeM [ellaTh [ena cBera’’—accentuates the affinity of
Ice Trilogy with another mystical tradition—the Byzantine heritage of
Hesychasm. Palamas’ Triads for the Defense of Those Who Practice Sacred
Quietude (‘Ynep t@v iep®g novxaldvtwv) probably served as a mystical
source for Ice Trilogy. Hesychasm questions the value of intellect and tries
to elaborate a doctrine of supra-intellectual “spiritual knowledge”—i.e.
knowledge beyond knowledge—which implies the participation of the
body in the cognitive process. According to Palamas, the heart was “the
first rational organ of the body”;* Hesychasts were called upon to put
their mind into the heart.

The motif of a “Brotherhood of the Primordial Light” can also be
traced to the Palamite doctrine on the divine nature of the light: Palamas
depicts “the supernatural union with the superluminous light,”* which
“shone on Thabor™ and was “superior to the light of knowledge.”* For
Palamas, however, “the mystical union with the light” is rather the indi-
vidual ritual of a monk® (“each eye sees a different light, invisible to the
other eye”),** while Sorokin describes the yearning of a collective body

30 “And so, brethren, let us lay aside works of darkness and turn to works of light.” So-
rokin, 2006, p. 5; Eng. Sorokin, 2011, p. vii.

31 Gregory Palamas, 1983, The Triads, ed. ]. Meyendorft, transl. N. Gendle, Mahwah,
N.J., p. 42.

32 Palamas, 1983, p. 67.

33 Palamas, 1983, p. 76.

34 Palamas, 1983, p. 62.

35 Maybe only the pose of “those who practise sacred quietude” does not coincide with
the pose of the brotherhood members. A Hesychast should fix his eye on his breast
or on his navel (see Palamas, 1983, p. 45). This means that he takes on an embryonic
pose to lock his mind into his heart, while the heroes of the Ice Trilogy should nestle
next to each other and merge with their partner for a heart conversation, building up
a collective body.

36 Palamas, 1983, p. 59.
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for the light. Since all the light brothers are destroyed in the end, they are
in fact seeking the light in order to be deceived by the light.

The heritage of Hesychasm was first appropriated in Moscow concep-
tualism by Andrei Monastyrskii, who genuinely did try to “speak with
his heart.” In his autobiographical novel Kashirskoe shosse (Kashira
Avenue), Monastyrskii describes in detail his attempts to achieve what he
calls svedenie uma v serdtse:

BHyTpeHHSAA anXuMusA HpaBOCIABHON ackKesbl [...] cCOCTOUT B TOM,
9TO [...] «yM» HO/KeH OBITh CBEIEH «B CepfLie», [...] mpexBapuTenbHO
OYMIIEHHOE IyTeM TsDKeIeINNX MCTA3aHuit u 06yspanmit. C aToro
JTala MpaBOCIAaBHAsA acKesa IepecTaeT OTIMYATbCA OT MHIYUCT-
CKOTO, Oy IMCTCKOTO M/IV JA0CCKOTO JYXOBHBIX IIyTeil, 10O BO BCex
3TUX TPASULNAX «CBEJeHUE YMa B Cepfilie» CUMTAeTCA LIe/IbI0 acKe-
3bl. PaHbllle BCero MMeHHO B BBIPYKEHUI «CBECTH YM B CepAlie» 3Ta
1esb Obl1a cOpMyIMpoOBaHa B OFHONM U3 «YIaHuImam»*

The praxis of Hesychasm was a “heart prayer” which undoubtedly had
counterparts in other cultures. Monastyrskii compares Hesychasm to
Taoism and the Upanishads, where the heart was conceived as “the organ
of the mind.” Monastyrskii, however, is closer to the Orthodox tradition;
it seems as if he implicitly recites Palamas: monucs s ceppuem, To ecTb
C/I0Ba MOJIMTBBI IIPOM3HOCHUINCH MHOJI 1 BOCIIPMHIMAJINCH He B TOJIOBE,
a B I'pyan, B ceppue® Moscow conceptual art continues the tradition and

37 For more on the connections between the performance art group “Kollektivnye de-
istiviia” (Collective Actions) and Ice Trilogy, see: M.P. Marusenkov, 2012, Absurdo-
pediia russkoi zhizni Vladimira Sorokina: zaum’, grotesk i absurd, St Petersburg, pp.
253-58. As a possible intertext one should also mention Iurii Mamleev: this writer
and philosopher has tried to connect Oriental philosophy with the Orthodox tradi-

tion.
38 “The inner alchemy of Orthodox asceticism [...] is that [...] ‘the mind’ should be
brought ‘to the heart’, [...] which has been preliminarily cleansed through very con-

siderable tortures and restraints. From this stage onwards, Orthodox asceticism no
longer differs from Hindu, Buddhist and Taoist spiritual ways, because all these tra-
ditions consider ‘bringing the mind into the heart’ as an aim of asceticism. This ex-
pression, ‘to bring the mind into the heart’, was formulated for the first time in one of
the Upanishads.” Andrei Monastyrskii, 1998, “Kashirskoe shosse,” Poezdki za gorod,
ed. A. Monastyrskii, Moscow, pp. 562-665; p. 625.

39 “I was praying with my heart, so that the words of my prayer were articulated and
perceived not in my head, but in my breast, in my heart.” Monastyrskii, 1998, p. 607.
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even provides it with its own terminology (Geistpaarung), but replaces
the dialogue between man and God with a private, physiological and
erotic space between human beings:

J onsATh MeHs HOAXBAaTHU/Ia BOJTHA 3TOTO CTPAHHOTO, BHYTPEHHETO
BETPA, OIATH 5 HOYYBCTBOBAJL, YTO Ky[a-TO €4y, afalo, OT/e/s0Ch
oT peanbHOCTHU. TaKOBO OBIZIO MO€ MepBOe 3HAKOMCTBO C 2diicmna-
pyH20oMm, C CyrrecTueii AHMHONM «Cep/ledHOI» MONIUTBBI, JaroLiel Ta-
KOt CTpaHHBIN pusnonorndeckuii apdexT.*

According to Monastyrskii, the language of the heart includes two poles:
“prayer” (molitva) and “swearing” (bran’). The heart “swearing” (serdech-
naia ‘bran”) is the reverse side of the heart prayer.# Another important
speech-genre of the heart in Kashira Avenue is the so-called “serdechnyi
telegraf.™* But all these speech manifestations by Monastyrskii can be

40 “And again I was caught up on the wave of this strange inner wind, once again I had

41

42

the feeling that I was flying somewhere, falling, separating from reality. Such was my
first encounter with Geistpaarung, with the suggestion of Ania’s ‘heart’ prayer, which
exerted such a strange physiological effect.” Monastyrskii, 1998, p. 564. [Emphasis
is mine.] Gaistparung (Geistpaarung) is a term from the Moscow conceptual school
which means “spiritual pairing” (dukhovnoe sparivanie).

OueHb nHTepecHbIe 3P PeKThl B3aNMOJEICTBIA BOSHUKAIN MEXY MOUM «TOBO-
PAIMM», TUIIEPCEHCHPOBAHHDBIM CepALieM U BHEIIHUM IOBefieHueM AHM. [...] Kak
TOJILKO Cepjilie HauMHamo 6ypanuTh 6paHbio, AHA pe3sKo oTcKakuBanma. “Very inter-
esting effects of interaction appeared between my ‘speaking’, hypersensitive heart
and Ania’s external behaviour . [...] As soon as my heart began to boil up with swear-
ing, Ania immediately jumped aside.” Monastyrskii, 1988, p. 643.

OJIHa)KIU)I BE€YEPOM 4 JIeXKanl 'y Ce6H Ha JMBaHE M MYy4YMJICA CBOUM «TOBOPAIIMM»
CepAlieM—OHO Y MeHsA CcaMo 10 cebe MONMIOCh UICYCOBOI MOTUTBOI, TO €CTh B
puTMe CeppilieOMeHNA y MeHS 10 CJIoTaM B CepJilie CK/IafibIBa/INCh C/IOBA MOIMTBEL.
[...] BopyT cpenu nucycoBoit MOMUTBBI CTa/IU IPOOUBATHCS KaK1e-TO APYTue CJIOTH,
CKJIafipIBAIOLIMeCA B CTpaHHbIe C71oBa [...] SI cienan BomeBoe ycuiaye CO3HaHMEM 1
«CIYCTH/I» HA 9TO MOJAIeecss ¥ Tenerpagupyoiiee cepyiedHoe KOIeco BOIPOC:
«9T0-KT0-C06-CTBEH-HHO?». VI TYT >Ke HOTY4M/I TeM >Ke CIIOCO60M, BHYTPH CBOETO
cepnla, oTBeT: «AHA». “One evening I was lying on the sofa and suffering with my
‘speaking’ heart—it was praying of its own accord using the Jesus prayer, that is,
the words of the prayer were being formed in my heart from syllables, in rhythm
to my heartbeat. [...] Suddenly some other syllables began to break through the Je-
sus prayer, forming strange words [...] I made a conscious effort with my mind and
‘pulled down’ a question to the praying and wiring heart wheel: ‘Who-is-it?” Inside
my heart, in just the same way, I immediately received the reply : ‘Ania’.” Monastyr-
skii, 1998, p. 654.
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classified as obsession. In the works of this conceptual artist, the cardio-
centric culture appears as the delirium of a mentally sick man: its effects
disappear in a “healthy” condition. For Sorokin cardiosensocentrism is a
remedy against the “sick” culture itself, but it does not manage to cure the
sickness—it disappears at the end of the text as a fatal mistake.

Cor ardens of literature

In Ice Trilogy, the language of the heart has not only mystical but also sec-
ular—that is, literary—intertexts. It is enough to remember Aleksandr
Pushkin’s poem Prorok (The Prophet, 1826), where the lyric subject turns
into a carrier of a “fiery fireball” which is meant to “burn the hearts of
people” with “the word” (rmaronom >xru cepnua mropert).® The motif of
fire is significant in this tradition. But what about ice?

According to Igor’ Smirnov (1997), Sorokin actually polemicizes with
Maksim Gor’kii, when, in Serdtsa chetyrekh (Four Stout Hearts, 1991), he
lets the fiery heart of Danko turn into an icy heart capable of multiplying.
However, the cocktail of heart mixed with ice was not discovered by So-
rokin. Traces of this combination can be found before: in the Renaissance
period it was Rabelais, with his “Frozen Words Adventure” (“les paroles
gelées”) from La vie de Gargantua et de Pantagruel (Gargantua and Pan-
tagruel), who could serve as a predecessor of awakening heart language
with ice. During their journey across a frozen sea, Pantagruel and his
companion Panurg find some frozen words which look like “dragées per-
lées de diverses couleurs.” The words froze in winter and are now melt-
ing in the spring, making strange senseless sounds, “un langage barbare”
that could be one of the pretexts for the heart language in Ice Trilogy:

Lorsque elles eurent fondu toutes ensemble, nous entendimes hin,
hin, hin, hin, his, tic, torche, lorgne, brededin, brededac, frr, frrr, frrr,

43 The significance of the heart is evident in romanticism. Cf. Lermontov’s verse
TauHCTBeHHBIM A 3aHAT pasroBopoM,/Ho He ¢ To6oit s cepaireM rosopio. “T am oc-
cupied with a mysterious conversation,/But it is not to you that I am talking with
my heart.” M.Iu. Lermontov, 1936, Polnoe sobranie sochinenii, vol. 2, Moscow, Len-
ingrad, p. 120; or Batiushkov’s O mamsare cepgua! ol cunpHeit/Paccynka mamsatu
nevanpHoit. “O memory of the heart! You are stronger/than reason’s wistful memo-
ry.” K.N. Batiushkov, 1977, Opyty v stikhakh i proze, Moscow, p. 220.
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bou, bou, bou, bou, bou, bou, bou, bou, bou, traccc, trac, trr, trr, trr,
trrr, trrrrrr, on, on, on, on, ououououon, goth, magoth, [...J#

There were also “ice hearts” in the fairy tales of Romanticism: from
Wilhelm Hauff’s Das kalte Herz to Hans Christian Andersen’s Snee-
dronningen (The Snow Queen, 1845). The live hearts from Hauff’s Das
kalte Herz are collected in a special place:

Auf mehreren Gesimsen von Holz standen Gliser, mit durchsichti-
ger Fliissigkeit gefiillt, und in jedem dieser Glaser lag ein Herz, auch
waren an den Gldsern Zettel angeklebt und Namen darauf geschrie-
ben, die Peter neugierig las; das war das Herz des Amtmanns in E,
das Herz des dicken Ezechiel, das Herz des Tanzbodenkonigs, das
Herz des Oberforsters; da waren sechs Herzen von Kornwucherern,
acht von Werbeoffizieren, drei von Geldmiklern—kurz, es war eine
Sammlung der angesehensten Herzen in der Umgegend von zwanzig
Stunden.®

Instead of living, beating hearts, the protagonists in Hauft’s story carry
cold hearts of marble in their breasts. The motif of “the cold heart” is also
modified by Andersen, who depicts how an icy heart can be melted by
hot human tears:

Then little Gerda wept hot tears, that fell upon his breast: they pen-
etrated into his heart, they thawed the lump of ice, and consumed the
little pieces of glass in it. [...] Then Kay burst into tears; he wept so that
the splinter of glass came out of his eye.*¢

44
45
46

Francois Rabelais, 1995, Oeuvres complétes, Paris, p. 1075.

Wilhelm Hauft, 18 42, Mdrchen, Stuttgart, p. 303.

Hans Christian Andersen, 1997, “The Snow Queen,” The Complete Fairy Tales, transl.
H.P. Paull (revised and partly re-translated by W.A. & J.K. Craigie), London, pp.
259-93; pp. 290-91. “—da graed den lille Gerda hede Taarer, de faldt paa hans Bryst,
de treengte ind i hans Hjerte, de opteede Iisklumpen og fortaerede den lille Speil-
stump derinde [...] Da brast Kay i Graad; han gred, saa Speilkornet trillede ud af
Qinene [...].” H.C. Andersen, 1980 (1845), “Sneedronningen,” Eventyr og Historier
(Gyldendals Bibliotek), ed. Erling Nielsen, Copenhagen, pp. 143-71; pp. 169-70; em-
phasis in the original.
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Apart from European fairy tales, Sorokin seems to have used the heritage
of Russian symbolism in his Ice Trilogy, namely the poetry of Bal’'mont,
Blok and Ivanov. It is also significant that Sorokin’s Ice begins to form
itself on 30 June 1908, during the age of Symbolism. In Konstantin
Bal’'mont’s poetic cycle Budem kak solntse (Let Us Be like the Sun, 1903),
there is a poem, “L'diny” (“Ice floe”), which describes the process of hear-
ing with the heart in the middle of ice floes. In the poetic cycle Snezhnaia
maska (The Snow Mask, 1907), Aleksandr Blok writes about the transfor-
mation of the poet’s heart into ice, in connection with his “second chris-
tening” (“vtoroe kreshchenie”): U ropgocts HoBOro KpeieHbs / MHe
ceppiie obparuna B nef.¥ The same process can be found in his poem
“Serdtse predano meteli” from the same poetic cycle:

4 Bcex 3a0b11, KOTO TI001I,

S cepaLie BBIOTOIT 3aKPyTHTL,

SI 6pocun ceppte ¢ 6embIx TOp,
Ono nexxur Ha gHe!*s

The connection of the heart with the language of mystical visions is also
typical of Viacheslav Ivanov’s poetry. It seems that Sorokin’s cardiocen-
tric “brotherhood of light” can be traced back to Ivanov’s Cor ardens
(1911), with its “psalms” to the “fiery heart” (re6e moii rcasom, oruesoe
Ceprue!)®, and its sacred cordial “wounds,” which constitute a prerequi-
site for the advent of light rays. It is not so easy to sort out the combina-
tion of heart and ice in Ivanov. At first glance, it seems that the heart from
Ivanov’s Cor ardens is a sun-heart (solntse-serdtse), which is mainly asso-
ciated with motifs of fire and flame: it can melt, relax in “ardent beating”
(mlet’ v plamennom bienii), heatedly shudder (zharko sodrogat’sia). The
poet portrays “a God’s angel with a melted heart in the yawning breast”
(arren Boxknmil ¢ pacIiaBIeHHBIM CepALieM B PasBepCTOi IPyan).>°

47 “And the pride of the second christening/has turned my heart into ice.” A.A. Blok,
1946, Sochineniia, Moscow, p. 140.

48 “T have forgotten all those whom I loved,/I have twisted my heart into a snowstorm,/I
have thrown my heart from the white cliffs,/It now lies at the bottom!” Blok, 1946, p.
148.

49 “I dedicate my psalm to you, fiery heart!,” V.I. Ivanov, 1995, “Cor ardens,” Stikhotvore-
niia, poemy, tragedii, vol. 1, St Petersburg, pp. 221-425; p. 227.

50 Ivanov, 1995, p. 223. Pamela Davidson (1989, The Poetic Imagination of Vyacheslav
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But Ivanov connected some motifs with ice as well: one of the parts
of Cor ardens is called “Snega” (“Snow”). In this passage, the phantom of
Lidiia Zinov’eva-Annibal comes to the poet wearing clothes shining like
snow (cHexxHbIiT Omeck ofesxn).> It is indicative that the task of the phan-
tom is to actualize in the poet the memory of the “Light™ Te6s BoTme 1B
/ Sl HacTaB/eHbeM JONTUM HacTaBjAna / B goBepbu nebHOM CBeTy?

In Ice Trilogy one can find several intertextual signals which point in
the direction of Cor ardens. The “charred tree trunks” (obyglennye stvoly)
that Bro passes on the way to the Ice correlate with the poem “My, dva
grozoi zazhzhennye stvola” (“We are two trunks ignited by lightning”)
from Cor ardens. But while Ivanov writes about the “unconstrained con-
fluence of two hearts” (O gByx ceppel; cnusHbM 6€3ycTOBHOM),® Sorokin
takes the lyric from an intimate to a universal scale when he focuses his
story on the confluence of initially two but subsequently many hearts.
It looks as if he is trying to implement Ivanov’s dream: the conciliatory
unity of people (sobornost’). The moment of the heart confluence, accord-
ing to Sorokin, is preceded by a rupture of the flesh, signifying, as it were,
a second birth.

The collapse of cardiocentric culture
Since Ivanov, the motif of the heart has not only assumed an important
place in Russian culture, but also generated a new (metaphorical) concep-

Ivanov, Cambridge, pp. 195-99) has compared the images of the fiery heart as con-
ceived by Ivanov and Dante. She cites a diary entry, dated 15 June 1908 [two weeks
before the Tunguska meteorite fell!], in which Ivanov describes a vision of Lidiia:
“I saw Lidiya with enormous swan’s wings. In her hands she was holding a glowing
heart [pylaiushchee serdtse] of which we both partook: she—painlessly, and I—with
pain from the fire [...] Lidiya placed the fiery heart [ognennoe serdtse] from which we
had eaten into her breast...” Davidson considers that Ivanov’s account of his dream
closely echoes a passage from the third chapter of the Vita Nuova in which Dante de-
scribes a vision of Beatrice. An angel appears to Dante, holding the sleeping Beatrice
in his arms. In one of his hands he holds “an object which was burning all over”; he
tells Dante that this is his heart and wakes Beatrice in order to make her eat part of
the glowing heart. Dante wakes up and composes a sonnet about his vision in which
he refers to his heart as a core ardendo (“burning heart”). Davidson (see 1989, p.199)
points out that the two dreams are remarkably similar. See also: Aleksandr Shishkin,
1996, “Plameneiushchee serdtse’ v poezii Viacheslava Ivanova,” Viacheslav Ivanov:
materialy i issledovaniia, Moscow, p. 333-52.

51 Ivanov, 1995, p. 362.

52 “Have I taught you in vain to trust the Light completely?” Ivanov, 1995, p. 363.

53 Ivanov,1995, p.364.
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tion of (cultural) crisis. The same collapse of cardiocentric culture that we
see in Ice Trilogy can already be found in the 1930s in the writings of
Russian philosophers: Boris Vysheslavtsev and Ivan II'in compared the
crisis of culture with a crisis of the heart. In his essay “Znachenie serdtsa
v religii” (“The Meaning of the Heart in Religion,” 1925), Vysheslavtsev
depicted the crisis of culture as a neglect of the heart:

[ToTepst KynbTYPhI Cepfilia B COBPEMEHHOI >KM3HU eCThb ITOTePs KU3-
HEHHOJ CUJIbI, Hallle CYI|eCTBOBAaHME IIPEBPALAETCA B IIOCTOAHHOE
yMUpaHue, 3achIXaHMe, KaKoil-TO CKIepOo3 CepAilla, KOTOPhIM Iopa-
JKeHa BCS COBpeMeHHas LuBumsanus. [...] YyBcTBO MycTOTBHL, 4yB-
CTBO HUYTOXKECTBA IIPOUCXOAUT OT TOTO, YTO UCCAKIA IIeHTpanbHAA
CUJIa IMYHOCTH, 3aCOXJIa €€ CepfilleBMHA U TOT/la He IOMOXKET HUKa-
KOJI BpEeMEHHBII pacliBeT mepudepuIeckx u BHEIIHUX CUIT>*

At first sight it may seem that the protagonists of Ice Trilogy eventually
find their way out of the crisis: in trying to awaken the heart in order
to make it speak, they invent a new mystical language, which breaks
through barriers in the crystallizing culture. The final apocalypse of Ice
Trilogy, however, demonstrates the vanity of these efforts.

Ivan II'in’s philosophy of the heart seems even closer to Sorokin’s Ice
Trilogy. The philosopher examined the heart as an organ not only of con-
templation (following Taoism and Hesychasm), but first and foremost of
expression. The level of expression of the heart is situated beyond lan-
guage—in the realm of singing. In his tractate Poiushchee serdtse (The
singing heart), I'in wrote: ECTb TONBKO OZHO MCTUHHOE «CYaCTbe» Ha
3eMle—neHue enosedeckozo cepoua’ This is reminiscent of the mono-

54 “Theloss of heart culture in modern life is the loss of vital force, our existence is being
transformed into a constant dying, drying, into a cardiosclerosis, affecting modern
civilization as a whole. [...] The sense of emptiness, the sense of smallness, comes
from the fact that the central force of personality has expired, its core has dried up,
and no temporary blooming of peripheral and external forces can help in this situa-
tion.” B.P. Vysheslavtsev, 1925, “Znachenie serdtsa v religii,” Put’1, pp. 79-98; p. 91.

55 “There is only one sort of true “happiness” on Earth—the singing of the human
heart.” I.A. II’in, 1994, “Poiushchee serdtse,” in I.A. II’in, Sobranie sochinenii, vol. 3,
Moscow, p. 375. The book Poiushchee was first published in German under another
title: Iwan Iljin, 1943, Das verschollene Herz: Buch der stillen Betrachtungen, Bern.
It is rather unlikely that the author of Ice Trilogy has read II'in and Vysheslavtsev,
but all these authors take into consideration the general Russian Hesychast tradition,
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logue of Bro when he says: Cepaie Moe 1es1o, mepekninkasch co JIbgom u
BCIIOMMHAsI MOoe UCTUHHOe nMsa>® According to Il'in, the singing of the
heart is based on love—not on terrestrial love but on divine love:

3eMHas B/IIOOIEHHOCTb yracaeT M IIPeKpalljaeTcsi B YYBCTBEHHOM
YIOBIETBOPEHNH, [...] U cepyilie CMO/IKAeT, He MPOIeB HY eMHOTO
ruMHa. YacTo, CIUIIKOM 9acTo, BTI0OIEHHOE cepyilie B3fibIxaeT Oec-
IIJIOGHO, [...] He IIOHMMAaeT, YTO ero cyacTbe [...] He 6ojee yeM OT-
6rmeck HacTos1ero 6makeHcTBa. V cepptie TepsieT u 3TOT 0TO/IECK, HE
HAY4YMBILNCH HY TIEHNIO, HY CO3€PLAHNIO, He MCITBITAB HY PafjoCTI,
HU TI00BM, He HaYaB CBOETO IIPOCBET/ICHM .Y

II’in speculates about the irradiation and the “spiritual eye” of the heart,
just as Sorokin describes the clairvoyance of his people of light. According
to II’in, people with a singing heart form a kind of elite group that can be
a medium of God:

Kax/ip1it 60)KeCTBEHHBII MUT KM3HM, KaXKIbII 3BYK ITOMOIIETO CEpJi-
1ja BJMAeT Ha MUPOBYIo ncTopuio [...] Ham Hayio yBuzaeTs 1 npu3HaTh,
[...] 9TO 4YemoBeKk C MOIOWINM CepaleM ecTb ocTpoB boxuit—Ero
Mask. Ero mocpegunk.s®

Sorokin’s people of light are such “God’s islands” because they possess
“singing hearts,” but they also demonstrate the powerlessness of such
singing: the musical vibration of the heart muscle does not help them
to escape the final collapse. It is remarkable that the meat machines stay

which performs a significant function in their texts. That is why one can find so many
common motifs in texts by Russian philosophers and in Sorokin’s works.

56 “My heart sang, calling out to the Ice and remembering my true name.” Sorokin,
2006, p. 87; Eng. Sorokin, 2011, p. 81.

57 “The earthly state of being in love dies out and comes to an end in sensory satisfaction,
[...] and the heart falls silent without singing any hymn. Often, too often, the heart
in love sighs in vain, [...] it does not understand that its happiness [...] is no more
than a reflection of true bliss. However, the heart also loses this reflection having
been taught neither singing nor contemplation, having felt neither joy nor love, and
without embarking on enlightenment” II'in, 1994, p. 376.

58 “Every divine moment of life, every sound of the singing heart influences world his-
tory. [...] We should see and acknowledge [...] that a man with a singing heart is
God’s island—His lighthouse. His mediator.” II’in, 1994, p. 380.



MYSTICAL LANGUAGE 127

alive and that the apocalypse affects only the elite—those who were ex-
pected to live forever in a mystical union with rays of light. The mystical
Brotherhood lives to see the final tragedy—the triumph of the (language)
“norm.”



