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In our modern culture, especially in India, there
is a divide between the sciences and arts- loosely
called humanities. Even in our curricula the two are
found to be treated independently. One might even
think that the so-called educationists take special
care to see the subjects do not “pollute” each other!
In reality, the divide is artificial, a view that is
maintained by lesser and lesser people. The sciences
and arts/humanities are all part of the human
continuum. You cannot separate them and
understand what it is to be fully human any more
than you can remove the colour from a painting
and still call it great art. Similarly, among sciences
themselves the natural sciences are commonly
treated as atypical or entirely alien to mathematical
sciences. This compartmentalization of knowledge
has indeed been limiting the wholesome development
of our young students as cultured human beings.
No thanks to the big-wigs, the young Indian scholars
themselves have been discarding these shackles.

What exactly, then, are the humanities? The
term “humanities” includes, but is not limited to,
the study of the following: language, both modern
and classical; linguistics; literature; history;
jurisprudence; philosophy; archaeology;
comparative religion; ethics; the history, criticism,
and theory of the arts; those aspects of social
sciences which have humanistic content and employ
humanistic methods; and the study and application
of the humanities to the human environment with
particular attention to reflecting our diverse heritage,
traditions, and history and to the relevance of the
humanities to the current conditions of national life
(Wilson, 2012).

The exact date or period in which the process
leading to authentic creative arts is unknown. As
early as 1.7 million years ago, ancestors of modern
humans, most likely Homo erectus, were shaping
crude teardrop-shaped stone tools. Held in the hand,
they were probably used to chop up vegetables and
meat. Whether they were also held in the mind as a
mental abstraction, rather than merely created by

imitation among group members, is unknown.
The beginnings of the creative arts as they are

practiced today may stay forever obscure. Yet they
were sufficiently established by genetic and cultural
evolution for the “creative explosion” that began
approximately 35,000 years ago in Europe. From
this time on until the Late Paleolithic period over
20,000 years later, cave art flourished.
What is Art?

There is no single definition of art. Generally it
may be mentioned that art is a diverse range of human
activities and the products of those activities. William
Rubin, director of the Museum of Modern Art in
New York, Art Critic McEvilley, and all others agree
that today “more or less anything can be designated
as art.”  In the question of, “What is art?” Andy
Warhol (leading interpreter of visual art movement)
made it no longer possible to distinguish something
that is art from something that is not.

The Encyclopedia Britannica defines art as “the
use of skill and imagination in the creation of
aesthetic objects, environments, or experiences that
can be shared with others”. By this definition of the
word, artistic works have existed for almost as long
as humankind, from early pre-historic art to
contemporary art. However, some theories restrict
the concept to modern Western societies. The first
and broadest sense of art is the one that has remained
closest to the older Latin meaning, which roughly
translates to “skill” or “craft”. Sculptures, cave
paintings, rock paintings and petroglyphs from the
Upper Paleolithic dating to roughly 40,000 years ago
have been found, but the precise significance of
such art is often disputed because so little is known
about the cultures that produced them.

Rich and seemingly boundless as the creative
arts seem to be, each is filtered through the narrow
biological channels of human cognition. Our sensory
world, what we can learn unaided about reality
external to our bodies, is pitifully small (Wilson,
2012). Our vision is limited to a tiny segment of the
electromagnetic spectrum, where wave frequencies



32SAMAGRA Vol. 9, 26 December 2013 ISSN 0973-3906

in their fullness range from gamma radiation at the
upper end, downward to the ultra low frequency
used in some specialized forms of communication.
We see only a tiny bit in the middle of the whole,
which we refer to as the “visual spectrum.” Our
optical apparatus divides this accessible piece into
the fuzzy divisions we call colors. Just beyond blue
in frequency is ultraviolet, which insects can see
but we cannot. Of the sound frequencies all around
us we hear only a few. Bats orient with the echoes
of ultrasound, at a frequency too high for our ears,
and elephants communicate with grumbling at
frequencies too low.
Early Man and their Art.

Neanderthal (Homo neanderthalensis) is an
extinct variety of humans that lived throughout
Europe and in parts of western Asia and northern
Africa during the late Pleistocene Epoch, until about
30,000 years ago. Neanderthals had a stocky build
and large skulls with thick eyebrow ridges and big
teeth. They usually lived in caves, made flaked stone
tools, and were the earliest humans known to bury
their dead. Neanderthals were either a subspecies
of modern humans (Homo sapiens
neanderthalensis) or a separate, closely related
species (Homo neanderthalensis).

Neanderthals were discovered first in
Germany’s Neander Valley in 1856. They emerged
between 100,000 and 200,000 years ago in the early
and middle Paleolithic era, and they used tools, albeit
very simple ones. The Neandertal is a small valley
of the river Düssel in the German Federal State of
North Rhine-Westphalia, located about 12 km
(7.5 mi) east of Düsseldorf. During the 19th century
the valley was called Neandershöhle (Neander’s
Hollow), and after 1850 Neanderthal (Neander
Valley).

The oldest relatives of man (Homo sapiens)
are Neanderthals (Homo neanderthalensis). Till
recently the Neanderthals have been considered as
crude hoods or ruffians with no interest except
animal-like own survival and existence. They lived
throughout Europe and in parts of western Asia and
northern Africa during the late Pleistocene Epoch,
until about 30,000 years ago. They emerged between
100,000 and 200,000 years ago in the early and
middle Paleolithic era. They coexisted with early
modern humans (Cro-Magnons) for several
thousand years before becoming extinct, but are
not generally believed to have interbred with them.

It has recently been shown that apart from
mere instinctive survival of the self, Neanderthals
were interested in what can be designated as “art”.
It appears that they (early man) had started drawing
on the walls some 40,000 years ago during the
Upper Paleolithic era.

Once considered intellectually inferior to
modern humans, Neanderthals have enjoyed an
image makeover in recent years thanks to new
research. Experts now think the stocky hunters
crafted complex tools, buried their dead, spoke a
language and expressed themselves artistically. In
2010, scientists reported that Neanderthal gene
fragments make up 1 to 4 percent of the DNA in
people outside Africa, meaning that most individuals
alive today are part Neanderthal. Far from the
archetypal cavemen, our evolutionary cousins are
shaping up to appear much more “human”.

The human urge to create art appears
magnificently in the Paleolithic paintings from
roughly 30,000 years ago at Chauvet Cave, in
southern France. Here, the Panel of the Horses.

Theyyams of Malabar, Kerala.
During the late 19th and early 20th centuries,

the European cultural elite were discovering African,
Micronesian and Native American art for the first
time. A lot has been studied and written about these
recently and the cultures that created them are
analyzed and interpreted from the European points
of view. But, emerging from a rich and ancient
cultural heritage, Theyyams of Malabar and their
historical interpretations which deserve a serious
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intellectual analysis has not been undertaken or
attempted yet, so far. Theyyams are considered as
representatives of spiritual media and, when in
trance, gods themselves.

Theyyams as represented by mortal humans,
are considered not merely as mediums but as gods
themselves. As a living cult with several thousand-
year-old traditions, rituals and customs, a very large
part of this modern folk religion is extremely ancient
and contains traits which originated during the
earliest periods of Neolithic, Chalcolithic settlement
and expression.

The quality of great art or ritualistic artistic
performances is its ability to guide attention of the
viewer from one of its sectors to another in an
effortless and pleasing manner. They guide our
attention from sector to sector, even while some
objects seem to exist in spaces between intuitive
dimensions. A movement of avant-garde Art and
Culture, featuring the “artistic world of the time”
proposed to investigate the relationship of Space
and Time through dynamic searches. The meaning
of the “fourth dimension” can be approached
through a simple extension of either the algebra or
the geometry but, what sense can be attached to
the idea of fourth spatial dimension, as
understandable to laymen, is difficult to explain.

A Theyyam. (Courtesy: Wikipedia)

In the mid-nineteenth century, Henry Slade of
Albion, Michigan was notorious as an accomplished
spirit medium (Bryan, 2002). His séances and slate
writing were sufficiently impressive that European
nobles invited him to their courts, and it was on his
tour of Europe in the 1870s that he convinced a
handful of notable German scientists of the reality
of the spirit world. Dr. J. C. F. Zöllner of Leipzig
published an account of Slade’s demonstrations in
his 1878 book Transcendental Physics, arguing that

the physical impossibilities must have been caused
by spirit beings living in the fourth dimension.

It was probably Max Ernst, who was always
interested in Science and Mathematics (see
Pavlapulos, 2010), the first to really contribute to
the dissemination of these principles, probably after
seeing the collections at the Poincaré Institute (in
Paris).  Later, Man Ray (American modernist artist)
brought together, in a deliberately impressionistic
style, Art, Film and Photography. In his mathematical
objects, Man Ray proposed to bring surface models
inspired by photographs that appeared in the 1936
edition of Cahiers d’Art, accompanied by an essay
by C. Zervos (Greek Art reviewer) concerning the
interactions between Mathematics and abstract Art
(see Fortun?, 1990). The Surrealists made use of
algebraic surfaces as models, since they are
“generated” by algorithms and are “scientifically
rational”. In this context the notable artworks of
Salvador Dalí who was also interested in
Mathematics as clearly shown by some of his
paintings should also be mentioned.

Modern art.
Modern art generally includes artistic works

produced during the period extending roughly from
the 1860s to the 1970s. It denotes the style and
philosophy of the art produced during the period
since then. The term Modern Art is usually
associated with art in which the traditions of the
past have been thrown aside in a spirit of
experimentation. Modern artists experimented with
new ways of seeing and with fresh ideas about the
nature of materials and functions of art. A tendency
away from the narrative, which was characteristic
for the traditional arts, toward abstraction is
characteristic of much modern art.

“A Garden in Sochi”. By Archile Gorky.
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A Garden in Sochi. By Archile Gorky.  The
view does not really show a garden and the author
never visited Sochi. You can just as easily accept
any other title. So, the viewer is to understand that
the author does not really mean “garden” or “town
of Sochi” and yet the title is very specific! Lucie-
Smith found them and declared that they are
“metaphors of feminine body”. The artist made a
successful effort at producing haphazard squiggles
avoiding perils of figurative art but the commentator
still insists on seeing in them a tree, foliage, buttocks
and, lets not forget breasts, town of Sochi and a
garden. He writes “The link between the tree and
its leaves and the female body is the idea of natural
fecundity”. Non-sensed jugglary of words!
Modern art is also bitterly controversial. While it is
enjoyed and appreciated by many, several others
ridicule it saying much modern art isn’t about ‘art’
or ‘communicating ideas’. Quips one blogger: “It’s
about showing yourself to be ‘better’ and more
‘complicated’ than ordinary mortals who just can’t
get it.” Another blogger notes: “Some artists attempt
to rationalize their work and put it into a broader
societal context through writing ‘artist statements,’
which generally turn out to be ‘incomprehensible
esoteric gibberish’. “The goal is to sound smart while
keeping it so confusing that no one can understand
it, leaving [viewers] unable to take issue with your
art.”

A visitor to the New Museum (of contemporary
art) in New York City a few years ago wrote in the
visitors’ book: “The vast majority of the work
(looked like) things that preschoolers could
accomplish while blindfolded.” Another quipped:
“We named one of the pieces: ‘Things I found in
my recycling bin.’

Modern Art and Cubism.
Cubism is a style of art created in the 1920’s.

That was a 20th century avant-garde art movement,
pioneered by Pablo Picasso and Georges Braque,
that revolutionized European painting and sculpture,
and inspired related movements in music and
literature. The first branch of cubism, known as
Analytic Cubism, was both radical and influential
as a short but highly significant art movement
between 1907 and 1911 in France. In its second
phase, Synthetic Cubism, the movement spread and
remained vital until around 1919, when the Surrealist
movement gained popularity.

English art historian Douglas Cooper describes

three phases of Cubism in his seminal book, The
Cubist Epoch. According to Cooper there was “Early
Cubism”, (from 1906 to 1908) when the movement
was initially developed in the studios of Picasso and
Braque, the second phase being called “High
Cubism”, (from 1909 to 1914) during which time
Juan Gris emerged as an important exponent, and
finally Cooper referred to “Late Cubism” (from 1914
to 1921) as the last phase of Cubism as a radical
avant-garde movement.

In cubist artworks, objects are broken up,
analyzed, and re-assembled in an abstracted form-
instead of depicting objects from one viewpoint,
the artist depicts the subject from a multitude of
viewpoints to represent the subject in a greater
context. Often the surfaces intersect at seemingly
random angles, removing a coherent sense of depth.
The background and object planes interpenetrate one
another to create the shallow ambiguous space, one
of cubism’s distinct characteristics. In recent years,
modernism such as Cubism has seemed bent not
on defining a future but in destroying the values of
the present. The notion of modern art is closely
related to the concept of Modernism.

Cubist Theory.
Cubism might be seen as the modernist

precursor par excellence, an art that rejected older
methods of representation and subject matter, and
which resonated with discoveries in mathematics
and science, in particular of the fourth dimension
and relativity. Picasso and Braque, who later
commented that “We were like two mountain
climbers roped together”. The paintings fractured
the three-dimensions of space, iconically represented
by the cube, and attempted to show all sides of an
object at once, at the same time stripping out colour
to the basic grays and browns. Leonard Schlain, in
his book ‘Art and Physics’ has shown that not only
were these artistic revolutions directly related to the
discoveries of Einstein, but that such advances
always anticipated those of science.

Many critics say that Cubism began as an
intellectual revolt against the artistic expression of
previous eras.  Cubism is a style of art created in
the 1920’s. It was a 20th century avant-garde art
movement, pioneered by Pablo Picasso and Georges
Braque, that revolutionized European painting and
sculpture, and inspired related movements in music
and literature. In cubist artworks, objects are broken
up, analyzed, and re-assembled in an abstracted
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form, instead of depicting objects from one
viewpoint, the artist depicts the subject from a
multitude of viewpoints to represent the subject in
a greater context. Cubists rejected such subject as
remote and often incomprehensible, and insisted
instead that art should deal with the real everyday
world: natural or man-made and with a common,
everyday human experience. Thus, the aim is to
celebrate the simple pleasures and satisfactions of
the everyday life and the ordinary daily environment
of the artists and his audience.

In the work of Picasso and Braque, the
paintings fractured the three-dimensions of space
iconically represented by the cube, and attempted
to show all sides of an object at once, at the same
time stripping out colour to the basic grays and
browns. Leonard Schlain, in his book ‘Art and
Physics’ has shown that not only were these artistic
revolutions directly related to the discoveries of
Einstein, but that such advances always anticipated
those of science.

 “Art is a lie that makes us realize truth”.
Pablo Picasso said “Art is a lie that makes us

realize truth.”  In cubist artworks, objects are broken
up, analyzed, and re-assembled in an abstracted
form-instead of depicting objects from one
viewpoint, the artist depicts the subject from a
multitude of view-points to represent the subject in
a greater context. Often the surfaces intersect at
seemingly random angles, removing a coherent sense
of depth. The background and object planes
interpenetrate one another to create the shallow
ambiguous space, one of cubism’s distinct
characteristics.
Among the specific elements abandoned by the
cubists were the sensual appeal of paint texture and
color, subject matter with emotional charge or mood,
the play of light on form, movement, atmosphere,
and the illusionism that proceeded from scientifically
based perspective. To replace these they employed
an analytic system in which the three-dimensional
subject (usually still life) was fragmented and
redefined within a shallow plane or within several
interlocking and often transparent planes. Czech
artists who realized the epochal significance of
cubism of Picasso and Braque attempted to extract
its components for their own work in all branches
of artistic creativity-especially painting and
architecture. This developed into Czech Cubism
which was an avant-garde art movement of Czech

proponents of cubism active mostly in Prague from
1910 to 1914.

In Mondrian’s writings the Platonic essences
converge with the Hegelian concept of the whole.
For Hegel, “nothing can be really true unless it is
about Reality as a whole”. Thus, the notion (and
appearance) of the world as constituted of separate
and discrete elements is an illusion, and the reality
of separate things consists solely in their relation to
the whole.

Guernica. 1937. Pablo Picasso.

Picasso’s purpose in painting Guernica was to
bring the world’s attention to the bombing of the
Basque town of Guernica by German bombers.
Guernica shows suffering people, animals, and
buildings wrenched by violence and chaos.

 Seated woman. 1934. Picasso.

It is being  realized by many that without
understanding their mathematical and technological
roots it is not possible to focus appropriately the
new forms of Art that developed in the Century that
just passed by, opening a new age of artistic and
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scientific sensibility (Lorenzi and Francaviglia, 2011;
Iorfida et al.,  2011; Szállassy et al., 2009).

The parallels between art and science bear up
under close examination. Schlain points out that
traveling near the speed of light results in the observer
seeing gradually more and more of the normally
occluded sides of an object, until at the speed of
light one sees all sides at once; at the same time
colour is stripped out - exactly what the cubists
were indicating in their paintings. However higher
dimensions were not just a scientific or mathematical
interest, it was also a spiritual one, and was the
particular obsession of a Russian philosopher P.D.
Ouspensky who had an impact on Russian
Constructivism and Suprematism. The lasting legacy
of cubism is, paradoxically, the abandoning of the
third dimension in 20th century art in favour of flat
surface.

From antiquity to the present, art has engaged
in teasing and testing our concepts of reality. Now,
with the rise of electronic media and the theoretically
infinite reproducibility and mutability of images,
questions of the relationship between representation
and reality loom larger than ever.  “Hidden in Plain
Sight” documents an exhibition at the Los Angeles
County Museum of Art.

Art in the Fourth Dimension.
Mathematically, “dimension” refers to the

number of coordinates needed to describe a point,
or equivalently the degrees of freedom of motion in
a space. A line is one-dimensional because a point in
the line needs only one coordinate for its description.
A two-dimensional space needs two numbers for
each point. The flat, infinite plane from high-school
geometry is the prime example, with each point given
an x and a y coordinate. The surface of a sphere is
also two-dimensional; for example, points on the
Earth are described by longitude and latitude.
Though we spend most of our days wandering the
two-dimensional surface of the Earth, our space is
in fact three-dimensional, which means we can
move on three axes, North-South, East-West, and
Up-Down. Describing points in space requires three
coordinates: to spot an airplane, you need longitude
and latitude, plus elevation.

The next step is the fourth dimension.
Mathematically, it’s no problem to define four-
dimensional space, or “hyperspace.” It’s just an
abstract space that needs four coordinates to
describe each of its points, which works very well

for computations, but is not much help in
visualization. Trying to think in four dimensions is
a serious challenge, and requires a complicated
collection of mental crutches to make any progress.

In physics, especially in relativity theory, time
is often regarded as the fourth dimension of the
space-time continuum in which we live. But what
meaning can be attached to a fourth spatial
dimension?  In Mondrian’s writings the Platonic
essences converge with the Hegelian concept of the
whole. For Hegel, “nothing can be really true unless
it is about Reality as a whole” (Russell, Bertrand.
1985). The absolute, or whole, is the logical
conclusion of the dialectical process, whereby the
thesis is replaced by its antithesis, and where,
subsequently, both are united and superseded in their
synthesis. The dialectic is, by its nature, ever-
widening, leading to the final conflation of everything
into one, ultimate synthesis: the absolute.

 In this regard Russell states: “Since everything,
except the Whole, has relations to outside things, it
follows that nothing quite true can be said of separate
things, and that in fact, only the Whole is real”.
Thus, the notion (and appearance) of the world as
constituted of separate and discrete elements is an
illusion, and the reality of separate things consists
solely in their relation to the whole. Mondrian’s
mature paintings, where the coloured planes are
cropped off and the black lines seem to extend
beyond the picture plane, are not meant to function
as “objects in themselves”, autonomously asserting
only their material, delimited existence. Rather, they
encourage thoughtfulness about their role as part
of an infinite spatial continuum.

The Fourth Dimension can refer to time as
another dimension, along with length, width, and
depth. This idea of time as a fourth dimension is
usually attributed to the “Theory of Special
Relativity” proposed in 1905 by the German physicist
Albert Einstein (1879-1955). However, the idea that
time is a dimension goes back to the nineteenth
century, as we see in the novel The Time Machine
(1895) by British author H.G. Wells (1866-1946),
wherein a scientist invents a machine that lets him
travel to different eras, including the future.

Cubism was one way to illustrate the artists’
understanding of the Fourth Dimension. In this
sense, the Fourth Dimension concerns how two
kinds of perception work together as we interact
with objects or people in space. That is, to know
things in real time, we must bring our memories
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from past time into the present. For example, when
we sit down, we don’t look at the chair as we lower
ourselves on to it. We assume the chair will still be
there (Gersh-Nesic, 2009).

The Cubists may not have known about
Einstein’s theory, but were aware of the popular
idea of time travel. They also understood Non-
Euclidean geometry, which the artists Albert Gleizes
and Jean Metzinger discussed in their book Cubism
(1912). There they mention the German
mathematician Georg Riemann (1826-1866) who
developed the hypercube.  Simultaneity in Cubism
was one way to illustrate the artists’ understanding
of the Fourth Dimension.
Impossible figures in the real world.

Is it true, that we cannot observe impossible
figures in the real world? No, we can. If you hide
one eye, you can observe an object from one point
of view. Thus you can find necessary point of view
where object will look impossible.   Having
stereoscopic vision we see objects from two points
of view at one time. Our brain combines two
different images from our eyes into one image and
we see all tricks of these figures.

Many people think that impossible figures are
really impossible and they cannot be represented in
the real world. Nevertheless, we know that any draft
is a projection of a three-dimensional object on a
plane. Therefore, any figure drawn on a paper must
have a corresponding figure (or figures) in three-
dimensional space. Moreover, there are infinite
number of three-dimensional objects which can be
projected on a plane into the same figure. Impossible
figures are not exception.

Sculpture created by Mathieu Hamaekers,
located in the center of the Belgian village Ophoven.
A hypercube is one of the simplest four dimensional
figures it clearly shows the complexity and

singularity of the fourth dimension. That which
seems impossible in our three-dimensional space is
possible in fourth dimension, for example, impossible
figures.

A popular 4-dimensional object to try to visualize
is a tesseract, which is a 4-dimensional hypercube.
We can’t picture it, but we can picture it’s
projection, or shadow, in three dimensions.

The painting “Crucifixion (Corpus
Hypercubus)”, by Salvador Dalí, 1954, depicts the
crucified Jesus upon the net of a hypercube. It is
featured at the Metropolitan Museum of Art in New
York.

 “Crucifixion (Corpus Hypercubus)”,
by Salvador Dalí, 1954.

Three-Dimensional vision and deception of
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sensibility has been a subject for investigation by
many (Szállassy et al, 2009; Seckel, 2005). Our two
eyes are situated at approximately 65 mm distance
from one another, that’s why the reflections of the
not so overly distant objects on the retina are partially
different, their perspectives differ. From the eyes
two-dimensional information are going along the
nervous paths to the nervous system’s visual center
where the spatial resolution is made. In the
configuration of spatial resolution near the stimulus
from the retina, higher rate functions of the brain
have the role of completing the picture, emphasizing
certain elements, and by right of earlier visual and
other sensory organ experiences creating the
perception itself.

The human brain tries to view in a perspective
way even the figure unimaginable in space.

In an image with the same perspective
elements, as above mentioned, long and distant lines
should be coherent, short lines should get dense,
according to our brains forced three-dimensional
perception, which in pictures with long, parallel lines
and with short lines, equally situated from each other
induces disharmony, the appearance of the so-called
Zöllner illusion (Block and Yuker, 1992). In Action
Optical Illusions, Seckel, (2005) through the magic
of visual effects, including the careful use of colour
and brightness, static images become animated and
solid shapes deform right before your eyes. Some
of the illusions appear to hover in the air; others
produce afterimages of bright colour or produce a
sensation of swirling. In a number of cases, it’s
necessary to shift the entire page to get the trick, or
to use peripheral vision for the full effect. You’ll be
stunned as perfect squares appear out of nowhere,
patterns pulse, and yellow dots flash. Full colour
optical illusions Static images become animated
before your eyes.

The Zöllner illusion is a classic optical illusion.
In this figure the lines seem to be unparallel, but in
reality they are parallel. The shorter lines are on an
angle to the longer lines. This angle helps to create
the impression that one end of the longer lines is
nearer to the viewer than the other end. This is very

similar to the way the Wundt illusion appears. It
may be that the Zöllner illusion is caused by this
impression of depth. (If the illusion is printed in
green on a red background and the red and green
are equally bright, the illusion disappears).

The Shift to the 4th Dimension.
Mathematically, it’s no problem to define four-

dimensional space, or “hyperspace.” It’s just an
abstract space that needs four coordinates to
describe each of its points, which works very well
for computations, but is not much help in
visualization. Trying to think in four dimensions is
a serious challenge, and requires a complicated
collection of mental crutches to make any progress.

Modernism has seemed bent not on defining a
future but in destroying the values of the present.
Some have also referred to the dream state or the
collective unconscious as the fourth dimension.
Simion discusses that realm as a bridge between
the 3rd and 4th dimensions. All of this is a matter of
semantics. What is of importance is that a leap in
spiritual growth is dawning whether you call it the
4th, 5th or the ascension, is irrelevant.

Just as certain light rays are invisible to earthly
eyes, and certain sounds and musical notes are
inaudible to earthly ears, so are the higher realms
invisible to the inhabitants of the lower realms. And
the reason is that each realm possesses a higher
vibrational rate than that below it, and is therefore
invisible and inaudible to those who live below it.
(Anthony Borgia, http://www.divinetruth.com).

The emphasis placed on geometry is justified
by the fact that it treats both the exterior and the
interior forms of objects. The disembodied symbolic
forms that we have constructed and that we continue
to create naturally escape igneous destruction. The
replacement of the oil painting and the brush by the
computer, of the coloured powder by the number,
of the physical motif in our environment by the
symbolic motif discovered and simultaneously

Zöllner illusion (Block and Yuker, 1992;
Seckel, 2005).
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created by the mathematician, fits suitably into this
evolution (Bruter, 2010).

Since “the Whole” is constantly changing, by
virtue of the movement of the entities which
comprise it, we can say that change is also at the
foundation of existence. Change is the nature of the
universe.  It is constantly changing, just as our lives
change from one moment to the other.

As we think outward, we also ponder inward
to seek an understanding to the nature of life’s
greatest questions.  The greater the dimensional
range we comprehend in our outer existence, then
the farther our inner awareness can travel. 

Awareness of the 4th dimension automatically
opens up our minds to receive the cosmos as it is,
in its greater reality, in its wholeness.  No longer
can we be bound to the precepts of any particular
religion or philosophy, we can worship as we choose
within any tradition, yet that does not stop the flow
of the truth - that the space-time continuum
constitutes reality as we know it.

Deer Hunters Paleolithic paintings from roughly
30,000. Cave painting years ago at Chauvet Cave.

(Courtesy: E.O.Wilson)

Paleolithic cave painting. 17000 BCE.
Lascaux France.

Stencils 40,800 years old found in caves in
northwestern Spain, made by Neanderthals.

Led by Alistair Pike of the University of Bristol,
researchers have used a technique known as
uranium-thorium dating on 50 works of art in 11
different caves in northwestern Spain. In a study
published in the June 15, 2012 issue of Science,
they conclude that the oldest example is at least
40,800 years old. Modern humans arrived in Europe
from Africa no earlier than 41,000 to 42,000 years
ago.

At more than 40,800 years old, “this is
currently Europe’s oldest dated art by at least 4,000
years,” said the study’s lead author Alistair Pike, an
archaeologist at the University of Bristol in the U.K.
If the new dates are correct, they also could make
the El Castillo art the oldest known well-dated cave
paintings in the world - a title previously held by
France’s Chauvet cave paintings (pictures), believed
to be at least 37,000 years old.

Once considered intellectually inferior to
modern humans, Neanderthals have enjoyed an
image makeover in recent years thanks to new
research. Experts now think the stocky hunters
crafted complex tools, buried their dead, spoke a
language and expressed themselves artistically.
Early Indian Petroglyphs.

In India also Early man started drawing (on
the walls) some 40000 years ago B. P. (Before
Present) during the Upper Paleolithic era, found in
caves in Bhimbetka. Some 754 rock shelters in and
around Bhimbetka have been discovered recently
(Bednarik, 2008).

If correct, certain archaic art traditions in India
could be several times as old as the oldest previously
dated rock art, that of the Upper Palaeolithic of
France (dated to up to about 32,000 years BP in
Chauvet Cave). The principal Indian sites in question
are Auditorium Cave at Bhimbetka (near Bhopal,
M.P.), Daraki-Chattan (a recently discovered cave
near Bhanpura, M.P.), and Bajanibhat (a rocks shelter
near Kotaputli, Raj.).
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Rock paintings at Bhimbetka.
(Bednarik, 2008; Pappu, 2001).

The link between mathematics and art remains
as strong today as it was in the earliest instances of
decorative and ritual art. Arts, architecture, music
and painting have for a long time been sources of
new developments in mathematics, and vice versa.
Many great painters have seen no contradiction
between artistic and mathematical endeavors,
contributing to the progress of both, using
mathematical principles to guide their visual
creativity, enriching their visual environment

Owing to the recent development of the so nice
techniques for visualization, while mathematicians
can better explore these new mathematical objects,
artists can use them to emphasize their intrinsic
beauty, and create quite new sceneries. The content
of the first conference of the European Society for
Mathematics and the Arts (ESMA), held in Paris in
2010, gives an overview on some significant and
beautiful recent works where Mathematics and art,
including architecture and music, are interwoven
(Bruter, 2010).

The Golden Ratio and Beauty in Mona Lisa by
Da Vinci.

Da Vinci’s Mona Lisa

The Golden Ratio and the Beauty in Art. Mona
Lisa’s face is a perfect golden rectangle, according
to the ratio of the width of her forehead compared
to the length from the top of her head to her chin.

The Golden Ratio has a great impact on art,
influencing artists’ perspectives of a pleasant art
piece. Have you ever wondered why Da Vinci’s
Mona Lisa looks so beautiful? Da Vinci, a sculpture,
painter, inventor and a mathematician, was the first
one who first called Phi the Golden Ratio. And
scientifically, her face actually appears in a golden
rectangle, which also makes her face appear more
beautiful to human eyes. Also another masterpiece,
the Last Supper, contains Golden Ratios. The French
Impressionist painter George Seurat is famous by
his new technique of drawing- Pointilism, he is said
to have “attacked every canvas by the golden
section.”

Post Script.
In the year 1946 as a nine year old boy, I was

introduced to the world of drawings, paintings and
visual arts by the renowned Artist Raman, by taking
me to his prestigious institute “Cochin School of
Arts” at Ernakulam. After a few months, fate
diverted my destinies elsewhere but my interest in
arts kindled by him remained alive. Sixty-seven years
later, this article written now in 2013 is dedicated to
the memory of Artist Raman and those days.
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