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Art performs with our bodies 
and through our bodies. 

Lev S. Vygotsky 

The Psychology of Art 
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GLOSSARY 

Akhet: a two-pinnacled mountain between which the sun sets. 

Amentet: a three-pinnacled mountain, representing a foreign country which is the symbol 

for the Egyptian Underworld. 

Chirogram: various uses of hand-related forms impressed on rocks, printed on paper or 

shown in any works of art. Stationary gestures or representations of gestures from 

signed languages or manual alphabets may be included. The term also includes 

contemporary graphic impressions of pictographic and ideographic 

representations. 

Constellation: There are 88 stellar groups representing various mythological characters, 

inanimate objects, and animals, named according to resemblance in various 

various cultures both in the past and present. 

Decipherment; a tool used to recover writing systems and languages no longer in use and 

hence lost, going back to systems in use prior to Egyptian writing. Decipherment 

is also used to identify hand signs from any available record of those systems and 

to interpret their meaning as independent signs. 

Demotic: the conventional, abbreviated, and modified form of the Hieratic character, or 

cursive form of hieroglyphic writing, used for literary and commerical purposes. 

Gemini: a set of twin brothers. Their names are Castor and Pollux. 

Hieroglj^hic: God Thoth invented the ancient Egyptian picture writing. 

Hieratic: an abridged and conventionalized form of hieroglyphics which was employed 

by Egyptian priests in copying literary compositions. 
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BCabbalah; 'tradition' in Hebrew does not refer to a single doctrine or text. Its ancient 

diagram is the 'Tree of Life.' 

Kaph: two up-raised hands of the Egyptians for veneration which later, among the 

Hebrews, were constrained to just one palm-up hand in the likeness of kaph 

with just a raised thumb and set of fingers. 

Lynx: a tiger-like animal in a constellation. 

Ma'at; An Egyptian word for 'M' which represents Truth, Justice, and Order. 

Monoceros: a unicom-like horse, a bull or a cow. 

Osiris: the God of Egypt and the god of the living and the dead. 

Picture-Writing: a mode of expressing thoughts. It is one distinctive form of thought-

writing without reference to sound, gesture language being the other and probably 

earlier form. Whether or not it remains purely ideographic, picture-writing is the 

direct and durable expression of ideas of which gesture language gives the 

transient expression. 

Procyon: the Lesser Dog or Canis Minor in the constellation. 

Seshat: the Egyptian goddess of writing. 

Set; the brother of Osiris who overthrew him by killing him. He wanted to be the king but 

his nephew, Horus, conquered him. 

Sirius: the brightest star in the constellation. It appears as the Egyptian Bull or the Greater 

Dog (Canis Major). 

Thuban: a third star in the constellation Draco (the Dragon). 

Yod: an upraised arm, the half of Kaph. 
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ABSTRACT 

Decipherment is the tool used to uncover several types of hand signs that played vital 

roles in the creation of hidden messages in classic artwork. 

A 3,100 B.C. bas-relief of The 'Kaph' Telescope, formerly named The Narmer Palette, 

and Michaelangelo Buonarrotte's Battle of Cascina of 1506 were two key works of art 

that show certain similarities even though separated by 4,500 years. It is evident that 

Renaissance humanists provided artists with certain knowledge of the ancients. 

Results of incorporating a number of minor works of art showed that the competence of 

ancient Egyptians, Cretans and Australian Aboriginals, to name a few, as astronomers, 

was underestimated. Some deciphered Indus seals attested to a global understanding of 

the universe, with Gemini and the star of Thuban at the center of their attention. 

Certain forms of secrecy had to be undertaken for various reasons throughout the 

millennia. Three examples are: 

1) In Italy, to keep controversial and truthful teachings discreet and hidden, 

artists embedded them in artwork long before the plight of Galileo Galilei 

and his discoveries. 

2) Among Jewish Kabbalists, a well-known design was obscured in The Amoifini 

Wedding painting for fear it would be lost due to persecution. 
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Certain forms of secrecy had to be undertaken for various reasons throughout the 

millennia. Three examples are; 

1) In Italy, to keep controversial and truthful teachings discreet and hidden, 

artists embedded them in artwork long before the plight of Galileo Galilei 

and his discoveries. 

2) Among Jewish Kabbalists, a well-known design was obscured in The Amolfini 

Wedding painting for fear it would be lost due to persecution. 

3) Michaelangelo Buonarrotte indicated several meanings through the hands 

of The Statue of Moses. They were overlooked by several societies, including 

the gesticulating culture of Italy, because they oppressed the value of signed 

languages. 

Spatial decipherment may testify to a need for the restoration of a spatial writing system 

for expanded linguistic accessibility. A 21^ century model community for 

sign language residents and employees will benefit visual learners, particularly 

visual artists and non-phonetic decipherers, to better uncover, understand and perhaps use 

ancient hand forms to restore ancient knowledge. Moreover, the National Council of 

Teachers of English (NCTE) has recently endorsed the addition of two skills, viewing 

and visual representing, to the traditional list of reading, writing, speaking and listening. 

Students will master these two new skills far more effectively when they are exposed to 

such a signing community. 
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It is hard to imagine the role that 
art will play in the remolding of man. 

Lev S. Vygotsky 
The Psychology of Art 
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INTRODUCTION 

This is one story among other stories on the decipherment of ancient writings and the 

recovery of forgotten languages. This type of decipherment, however, involves the use of 

classic artwork and the reading of ancient manual alphabets as the key to understanding 

hidden messages. Also, its major difference includes two innovative pursuits. Many 

visuals were used as the primary sources and classic artwork was used as a cross-cultural 

reference for analysis and comparison. 

The task was not easy. No formal class was offered to help guide the way. When some 

work of art with strange hand formations was identified, my first thought was that my 

visual-gestural analysis could not be related to the general and typical process of 

'decipherment' because that process had emphasized the phonetic. My study was 

an "ugly duckling" swimming its own way out of a labyrinth to find its identity only 

recently. It is now one of two branches under the same parent word: decipherment. 
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Informal readings of I. J. Gelb, a decipherer who focused on the structure of Hittite 

Hieroglyphic syllabary, had given me one important strategy that other decipherers had 

failed to do. Their methodology was not introduced and explained m fiill prior to the 

demonstration of their analyses (Gelb, 1975). I took two steps further. One was an 

attempt to document units of discovery within each chunk or scrawny croutons of 

deciphered materials. The second was to maintain a record of a step-by-step study. 

History of an Initial Analysis: 

In March 1992,1 discovered a European manual alphabet on a 1444 painting of Charles 

vn. King of France, about sixteen years after I purchased a postcard of it at the Louvre 

Museum in Paris. Jean Fouquet painted a hemd in a non-emphasized position, but it 

looked awkward. I struggled to decode King Charles VII's two supposedly folded hands 

as I "hand-imitated" the position with my hands for one hour. It was then quite simply 

deciphered as only one hand with a French manual letter 'J' being reversed. It was a 

chirogram, or a hand shape, an identical representation of the painter's hand as if it were 

placed on the canvas. It was for the first letter of Jean Fouquet's given name. What a 

creative sign-ature! 
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The discovery took place at the Vanowen Library of Los Angeles, sidetracking me from 

my intensive research on chiaroscuro, the light and dark shades on Renaissance artwork 

that I had begun several months before. That first artwork reflecting an actual manual 

alphabet opened my mind and eyes, so that I could see back beyond the old tradition that 

the first manual alphabet had begun at the first European school for Deaf children in 

Spain, back in 1620. Long believed to be just gestures, as determined by contemporary 

art curators and art historians, the result was data from over 500 Medieval and 

Renaissance works of art, each containing at least one regional or local European manual 

alphabet, which I completed by the spring of 1994.' 

After the discovery of that painting, my learning from my art history class at Gallaudet 

University years before dispersed because manual alphabets in artwork being non

existent was the assumed message, based on a lack of research. My mind was open and 

became more speculative. A 1434 painting on the Amolfini Wedding by the Flemish 

painter Jan van Eyck immediately unfolded from my memory. I referred to it and 

connected the groom's right-handed chirogram with Sweden's 'J' from the manual 

alphabet of Swedish Sign Language that I experienced first-hand when I was a guest 

artist there on some occasions. 

' A copy of a two-hour film. The Sign of Artistic Signatures, may be obtained from the Office of Research, University of Arizona, 



19 

THE ARNOLFINI WEDDING 

A 'jod' chirogram is on the right hand of the groom as he holds up the hand of his bride. 

The connecting arms with interiaid hands resemble a 'v' letter. The bride uses a local 

Flemish 'e' chirogram on her left hand. There is an interplay of chirograms with the 

borrowing of 'jod' from Sweden (Teckenboken, 1978).^ Those three chirograms are the 

first letters of the artist's complete name: Jan van Eyck. 

In 1428, Jan van Eyck was sent on a mission to Portugal to seek the hand of Isabella, the 

eldest daughter of King John L, for marriage to Philip the Good of Flanders (Panofsky, 

1983).^ 

It is likely that it was during this time in Portugal that Jan became acquainted with a local 

manual alphabet through interacting with a monastery or a group of deaf people. His 

purpose must have been to get a'd' in such a local manual alphabet, which he used as a 

chirogram on the Amolfini Wedding painting six years later. 

The painting with the bride with a 'de' on her right hand stands for the Egyptian word, 

'derep' which is 'to give' (Wilkinson, 1994).'* The bride gives herself to the groom. It 

ties in well with how the artist played with the Egyptian phonology by signing his linking 

Tucson, 85721. 

 ̂The chart may prove that a regional T manual letter was borrowed from Sweden to make the message on the Amolfini Wedding 

painting more obscure to native Remish people. 

2 Jan devoted himself to interests in astronomical details, cabalistic invocations, paleography and even alchemy. 

 ̂ Egyptian 'di' was alternatively used. Egyptian's 'deret' is also for 'hand' which became daleth for 'door.' The hieroglyph Da for 

'Hand' had been disclosed in the Sumer-Aryan dictionary. 
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name as 'de' instead of'van,' both signifying 'o^' on the wall. Moreover, the bride was 

Jeanne de Cename of France (Sandler, 1984) so it was coincidentally appropriate for her 

to portray her 'de' hand. 

The groom's left hand, representing Kabbalah, came from the Hebrew word which means 

'what has been received,' 'what is passed from hand to hand (Bodian, 1997).' With 

'caph' or 'kaph' as the archetype of receivers, the palm of the groom's hand receives the 

'giving' hand of the bride. 

The hidden meaning of the con-joined hands corresponds to an ancient Mosaic oral law 

(Raphael, 1993) ^ as the means to preserve as much content of Kabbalah (Gonzalez-

Wippler) was possible, more than the outward implication of marriage. It is one of the 

several mentioned chirograms that has not been resolved among art historians (Panofsky, 

1934).^ 

I did not perceive a profound message with the 'de' signature as the artist's name for the 

next four years. In the spring of 1996,1 had to answer a written examination question 

and I used The Amolfini Wedding artwork as an example. When an indepth analysis 

began, I discovered some hidden 'delta' letters as having been embroidered in it. They 

were connected with several "deltas" in a Kabbalah design so some Kabbalah sources 

' According to rabbis, Moses foresaw the fate of his book undergoing f̂ e interpretations so he instituted this oral law. 

' The groom's use of his left hand to receive the right hand of the bride would be contrary to ritual representations of a marriage 

ceremony. 
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were reviewed (Halevi, 1976). I found its key diagram, 'The Sefirotic Tree'^ with the 

ten spheres of heaven, and it overlapped on the painting with some difficulty. I made a 

transparency and it was successfully overlaid upon the artwork. The concept of 'The 

Sefirotic Tree of Life' is the union of opposites and the interdependence of components. 

The graphic demonstration of that tree was clearly and colorfully visible with the 

assistance of the Amolfini couple as the visual representation of the abstract concept. 

The use of a transparency to detect a hidden message is a different type of discovery. 

A serious outbreak of persecution of the Jews in Spain occurred in 1391. Several waves 

continued to 1415. Many Jews were converted to Christianity, but there was a full 

expulsion for the remaining loyal ones in 1492. Such a misery was felt among the Jewish 

Kabbalists in Flanders (Kamen, 1997)^ that it must have somehow prompted them to 

inspire the painter to render such a colossal message, beautifully hidden, in the Amolfini 

Wedding portrait. It was a possible way of obscuring it in advance should the persecution 

become massive. 

Two elements in my initial analysis of the Amolfini Wedding are essential to 

understanding the dissertation. The first is to visually indicate the chirographic 

 ̂ A general design of the diagram is enclosed at the end of this topic. 

' When the mass conversions of 1391 among the Jews occurred, a major question about co-existence was raised continuing to 

the 1S® century: Rabbis in north Africa were often asked about how those who remained in their Jewish fcuth could coexist with 

the converts. Another layer of meaning of the Amolfini Wedding may be a need for co-existence between two different religions. I 

perceive that the groom represented the Jewish people while the bride, with symbolic horns, represented the persecuting 

Christians who should give in to 'bind' their differences. The 'kaph' hand of the groom vras receptive to the teaching of 

Christianity. 
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difference between 'kaph' and 'yod.' The second is to demonstrate how a methodology 

was used to capture inner messages. 

ON MICHAELANGELO'S ARTWORK 

Michaelangelo Buonarrotte used a set of three different manual letters for his signature 

on most of his work as demonstrated in an enclosed table. Its evidence is critical for the 

analysis of how Michaelangelo rebuilt 'The Laocoon Statue,' discovered in 1506. 

Michaelangelo created 'the Statue of Moses' several years later. There were several 

psychoanalysts, one of whom was well-known, and art historians who professed their 

expertise when they analyzed the statue without referring to Michaelangelo's earlier 

works with manual letters. The Battle of Cascina is the last deciphered artwork; it will 

show how important it would have been for them to do a preliminary study similar to the 

enclosed table prior to their analyses of the works by Michaelangelo or any other classic 

and Renaissance artwork. 
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TABLE 
Year Artifact Manual Alphabets 

(Painting/Sculpture) Right Hand / Left Hand 
I. Undated Madonna & Child (Mother) L'̂ M 
2. The Punishment of Tityus L'̂ M 
3. 1489-92 Madomia of the Stairs: Mother L-̂ M (for his Mother Francesca) 
4. Infant B M 
5. 1490 The Battle of the Centaurs 3 L'̂ M on the bead on the lap 
6. 1494-95 SL Proculus L'̂ M B'̂ M 
7. Angel with Candlestick L'̂ M 
8. 1496 Bacchus L'̂ M L-̂ M 
9. 1499 ThePieta: 
10. Mother 
1 1 .  Jesus L'̂ M 
12. 1501 Copy: Masaccio's Tribute Money L'̂ M 
13. 1501 St Rus ?'̂ M 
14. SL Peter B L-̂ M 
15. St Paul B L-̂ M 
16. St Gregory (on the book) British M L'^3 
17.1501 David Old Spanish D L'^3 
18. 1503-04 The Holy Family (nude boy on the right) B'̂ M L'^3 
19. 1503-05 Madonna & Child w/St John (Jesus) L'̂ M B 
20. 1506 Pitti Madonna 2'^M 
21. 1513 Dying Slave Swedish 'S"^M 3 
22. 1519-20 Christ Risen Swedish 'S"^M 3 
23. 1521 Giuliano at his Tomb ? B'̂ M 
24. 1524-31 Night Statue (female) 1 ? 
25. Day Statue (male) ? L*M 
26. Dusk (female) 3 ? 
27. Dawn (male) D^M LYM 
28. 1526-32 Lorenzo at his Tomb L'̂ M D (Portugese) 
29. 1532 Victory (of the young lad) L'̂ M 
30. 1533 (15) Moses Z'^1 3-^2 
31. 1536 c. The Madomia of Silence: M  ̂ V (buon) V=\̂ ttoria 
32. Joseph 3 L 
34. Jesus reversed D L 
35. 1540 Pieta: Mary (arm formation, reversed for "M") 
36. Jesus L'̂ M L'^M (" " for "M") 
37. 1536^1 Christ on the Cross L'̂ M D 
38. The Last Judgement (manual letters for family members) 
39. 1540 c. Pieta (penciled) L'̂ M L'̂ M 
40. 1542 Leah L'̂ M 
41. 1543 The Crucifixion of St Peter ("B" on 2 hands on our lower right) 

1509-12 THE SISTINE CEILING: 
42. Daniel D L'̂ M 
43. Deluge: Child staring out B'̂ M D'M 
44. Esaias (Isaiah) Swedish'S' 
45. Child in Esaias British 'E' 'L"^M 
46. Erithraea Sibyl B'̂ M L'̂ M 
47. Ignudi (possible hidden thumb) 2'̂ M 3'̂ 2 
48. Libyan Sibyl 7  3'̂ 2 
49. Smdy for Libyan Sibyl 7  3'^2 
50. The Prophet Hieremias (Jeremias) 3 L'̂ 3 
51. The Prophet lonas (Jonas) L'̂ M L'̂ M 
52. The Creation: Heavenly Father T  

L, (iUi iUd loutCT, i..vuuvlCOj 

53. Adam D L'̂ M (for the artist's name) 
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THE STATUE OF MOSES 

In 1914, Sigraund Freud psychoanalyzed this famous statue, following a visit to Rome in 

1901. His physical description was centered on the head, the beard, a little on the feet, but 

emphasized particularly the right hand of'Moses.' His reasons for the intentions behind 

Moses' physical appearance were superficial and only somewhat accurate. Obviously, 

Freud captured the essence of Moses descending fi-om Mount Sinai after receiving the 

Ten Commandments tablet from God. And, while sitting in contemplation upon what 

had transpired previously, with the noise of his people dancing in revelry around a golden 

calf, Moses' eyes turned to his left (Freud, 1958).' This Freud described accurately. 

However, Freud's specific perceptions particularly of the beard's shapes and motion were 

far less accurate (Kosegarten & Tigler, undated).'" Beyond the cultural level of meaning, 

he was correct when he indicated that Michaelangelo not only gave the biblical narrative 

of Moses, but also of what occurred with Savonarola's conflicts (Freud, 1958, p. 24) and 

Michaelangelo's own unspecific feelings and whatever his experiences were with Julius 

(Ibid. p. 14, 26).'' Freud claimed to be able to show a rationale for the work of Moses. I 

agree with him when he clearly claimed, "what had not been understood had been 

inaccurately perceived or reproduced." 

' Freud referred to Quarterly Review of 1858 in whidi a statement indicated there was a lack of meaning in the general concept 

of the statue. Understanding the concept would be needed prior to understanding the whole. 

Other authors went on to discuss f̂ ichaeiangelo bonwing the concept of placing hands on beards from other works in an 

effort to trace the origins of hand positions on beards. 
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Freud's statements include; 

1) the rationale for the formation and the flow of Moses' beard resulting from the rapid 

turn of his head, 

2) His not understanding why Moses specifically pressed his right index finger 

deep into his beard, 

3) [His speaking for the rest of us that "we might assume that] One of the strands 

growing from the cheeks on the extreme right flows down to the inward-pressing 

fingers where it stops" (Freud, 1958, p. 14, 26). 

4) He doubted that the sculptor intended viewers to solve the riddle of the knot made by 

the index finger. 

That very index finger was the inner message. If Freud could not "psychoanalyze" its 

meaning, the reason for Michaelangelo's emphasis of that finger, his comments that 

follow are misleading. The knot is no riddle. 

Anthropomorphic landscapes in paintings have been embraced by several artists, not 

necessarily limited to the Renaissance period, but Michaelangelo developed the practice 

much fiirther with his statue of Moses. 

" Freud was not clear whether conflicts occurred between the priest Savonarola and Neoplatonic humanists and artists. 

Anthropomorphic Lands: the Mediterranean as a Sea of Sin by Ophidnus de C^nistris of the 14"  ̂c. and The Holy Roman 

Empire as a Robed Woman (with a bail of Sidlia on one hand) by iohannes Bucius in 1537 are examples. 
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Instead of attending to the right hand first, I perceived the left hand as the key clue, or the 

fi-ame message. It greatly resembles Italian Deaf people's sign for the island of Sicilia 

(Angelini, 1991).'^ The left hand appears to glide, in the form of a ship, through the 

lower portion of the beard awaiting its fixed anchor at the isle past the foot of Italia. 

The beard is, after all, a replica of the Italian peninsula. The hand glides through the 

upper portion of the Two Kingdoms of Sicilia (Kosegarten & Tigler, undated, p. 296).''* 

At the time of the Norman conquest, about 1130, three foreign nations already permeated 

the island with their Germanic, Islamic, and Byzantine traditions. The Greeks, the Arabs, 

and the Palestinians, Sicilia's earliest occupants during the reign of King Solomon 

(Schiro, 1990),'^ were three immigrants fi-om the East as indicated on Moses' left hand 

with triple fingers, gliding fi-om that direction.'^ 

Following fi-om this analysis, each finger on the right hand has a reason for its formation 

and/or placement. They are as follows: 

1) Moses' concealed right thumb is upon or by the island of Corsica. The one strand on 

the extreme right cheek that Freud mentioned flows down briefly. It stands for the 

Republic of Genoa which has sovereignty over Corsica. They were independent of 

Italia. This might be the "concealed" reason for Moses' 'thumb down' gesture. 

Three Italian signs for Sidlia (Sicily), Rrenze (Rorence), and Italia (Italy) may be located in that book. This 'Sicilia' sign is an 

example of several sign languages that managed to survive through the Renaissance period and the Milan Congress of 1880 [on 

the Education of Deaf Children] when it passed an infemous motion to abolish sign languages from the education of deaf 

children. 

One of two Kingdoms of Sicilia is the southernmost part of Italy a little past Roma. 

" I found the primary source in Palermo, which was named 'Necropolis' (Black Qty), at that time. 



28 

(There is another strand on the extreme left cheek. It stands for some broken streaks 

of Italian provinces along the Yugoslavian shore.) 

2) Moses' forefinger points at Firenze, Michaelangelo's birthplace and the location 

of his Neoplatonic education. The deep impression Moses made with his right 

forefinger points to Florence as the European center of human learning (Nardi, 1977), 

a concept promoted by Neoplatonic humanists. The upper portion of the beard shows 

the 'waves' of the Alps mountains leading to the forefinger, making a whorl, while the 

lower portion of the beard, where the province of Roma is located, is not as 

stimulated. 

3) His middle finger is at the edge of the land toward Pisa in its position by the 

Mediterranean sea. Firenze had some internal problems with Pisa in 1503, which was 

referred to in Michaelangelo's Battle of Cascina artwork. There was a meeting for 

schismatic cardinals in Pisa. Their action angered Julius II (Nardi, 1977, p. 113-114).'^ 

If Michaelangelo was in favor of Julius 11 and wanted to reflect that event, he must 

have used that particular and inappropriate gesture in having Moses' lithe middle 

finger docking at the harbor of Pisa. 

4) The strongly bent ring finger gives an over-all configuration of the hand that 

resembles "the blessing of the hand"'' of the Pope. The statue was intended for the 

tomb of Pope Julius 11 so that hand, in addition to its the other layered meanings, is 

very fitting. 

" It may be compared with a Babylonian work with Ea's sailing hand in Chapter 5. 
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5) Moses, a Hebrew, places his right little finger at Roma, located just above the curve of 

the beard that conforms well to the shape of the lower part of the country. In several 

cultures, the use of the little finger reflects "inferiority." 

Sandro Botticelli' (1445-1510) painted the twin bundles of golden rays on the head of 

Moses in the Vatican (Kosegarten & Tigler, undated, p. 296), although Lorenzo de' 

Medici was his patron (Hartt, undated) as well as Michaelangelo's. Yet, Michaelangelo 

instead put two hom-like lumps on Moses' head, to serve a certain geographic purpose. 

The left one represents the pinnacle of Pomerania, a little to the upper right of the 

Brandenburg province, while the right one is at the city of Holstein, northward in 

Denmark. This term, Holstein, is for a breed of large black and white dairy cattle. 

Moses looks to the left because his head nearly fits in the borderlines of the Holy Roman 

• 20 Empire. From the look of his profile on the map, he has a Bohemian nose and Austrian 

lips. Although Protestantism began in 1517 in that area, Moses looks at the country of 

Poland where the Polish astronomer Copernicus resided. Copernicus aroused especially 

his Italian contemporaries with his rediscovery of the heliocentric solar system 

(Heusinger, 1978). That is why Moses has that mixture of puzzlement and deep 

contemplation: he responds to his unexpected enlightenment with an introspected look on 

his 'germane-ic' head. That his attention has been drawn to the sound of revelry 

" It went through an evolution over the centuries. The four manual letters were compounded to form 'ICXC.' The right hand 

shape of Moses may be compared with its structure. 

 ̂A map of Renaissance Italy of 1559 may be observed to compare it with the contour of the statue. 
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surrounding the golden calf is superficial; the more powerful interpretation is the 

underlying one. During the Renaissance period when 'The Statue of Moses' was 

sculpted, discoveries and new knowledge pivoted around Firenze as the European hub of 

learning, as Michaelangelo has Moses indicate. 

Just below Sicilia, Moses' right knee is at Banghazi, a city in Libya, which is at the 

kneecap of North Afiica. His whole right leg is the continent itself with his wide 

garment overlaying from south of the Atlantic Ocean through the Mediterranean jmd 

down to the Red Sea. His garment atop the knee is thick and artistically resembles an 

ideographic sign for water. His left knee is at the city of Jerusalem while his lower, 

reclined left leg spreads the length of Saudi Arabia, with his upraised left heel at Oman. 

His right elbow is at the tip of the Iberian Peninsula while his seat is at the outermost part 

of northwest Africa. The two tablets are blocking the Mediterranean passage into the 

Atlantic Ocean, which reflects the Church's most recent mental attitude toward the global 

expansion of the worid.^' 

Michaelangelo started working on the Moses sculpture in 1513, but he left it unfinished 

in 1516. There was a contractual agreement in 1532 for Michaelangelo to complete the 

Moses sculpture, among five others within three years (Condivi, 1976, p.l 15, Adams, 

'The Rat Earth' (formeriy named as Sts. John & Donatus with Madonna and the Child) was painted by Andrea del Verrocchio 

(1435-1488) several years before the famous year of 1492. The tassels of the njg represent the oceanic water flowing out of 

the flat sphere. St. John representing Andrea was willing to put his full foot out on the rug, the symbol of the sea, while Pope 

Donatus' toe would just touch the water by the borderline. 
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1993).^ With his customary brilliance, Michaelangelo knew he had a good reason to 

finish the Moses sculpture first and quickly, within a year after the signing of the 

contract If it was completed in 1533, it would give substance to another interpretation. 

The two-handed sign of'33' (de Saint-Loup, 1993)^ was the date on the completion of 

the sculpture (Broos, 1988).^'* Michaelangelo clearly applied what he learned from the 

writing of Pliny, the Elder on the use of manual numbers on 'The Statue of Janus.' 

It is uncertain whether a specific 'M' hand letter was different in the Latin manual 

alphabet of Deaf people at that time (Montenovesi, 1933, Moores, 1987),^ but 

Michaelangelo was given a name-sign when he was thirteen before he created 'The Battle 

of Centaurs.' It was the first three fingers of a hand to correspond to the shape of the 

printed 'M' letter for the first letter of his name. Michaelangleo used h on 'The Statue of 

Moses.' The upper right one is for the letter 'M' for Moses himself. The lower left one is 

for Michaelangelo, who followed long tradition of artists in considering himself less in 

importance. 

22 The set of sculpmres was compteted by 1544. 

23 A photo of "the Ten-Handed Comniandments' is on a 15» century tombstone in FranJdin, Germany a hand counting 1-5 

and then two hands from 6-10. 

ReterPetersz painted tw-handed sign of'33'on William of Orange's hands. One hand had an orange. Lite the handshapes 

of Moses, Pieter had simaarnumerial handshapes for the age Wiffiam was murdered in 1584. 
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THE LAOCOON STATUE 

This statue was discovered within an ornamented box on January 14, 1506 in a vineyard 

on the outsidrt of Rome. Upon hearing of its discovery. Pope Julius n sent Giuliano da 

Sangailo to examine the work. Giuliano took an excited Michaelangelo, Bramante, and 

Raphael with him to the excavation site (Nardi, 1977, p.88, Kultermann, 1993), excited 

because they had read of it in the History of Pliny, the Elder.The statue appeared to be 

in a good condition except that the right arms of all of their three figures were mutilated 

(Emmanuel, 1916).^' 

A manual letter on each hand might have represented the name of each of the three Greek 

sculptors, Hagesandros, Athenodoros, and Polydoros. Hellenized or foreign manual 

alphabets might have been unacceptable to Italian users, or the type of education deaf 

children were compelled to use could have resulted in such visual "eradication." This 

thesis might be very possible because their delicate heads could have been smashed or 

chopped off. It could be among several statues that were destroyed or buried.^^ Instead, 

the figures of that statue were buried discreetly in an ornamented box.. .without right 

hands. 

Original comments on IS"" century deaf-mute sign language in Latin. {Documentation of the earliest possible hand chart was in 

the twelfth century Latin bibles for the benefit of the general public 

The artists would have not overlooked the mention of manual letters on the statue of janus if hey were femiliar with Pliny, the 

Elder's different subject on The Laocoon Statue' in the same book. This wll be elaborated in Chapter 6. 

" Rngers in Greek dance sculptures expnsss complex meanings; that the key was lost, but a great number of signs remained. 

The Statue of lanus' was one of them. 
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The statue existed during the reign of Roman Emperor Titus (c. 40-81 A.D.)- It was a 

work superior to all the pictures and bronzes of the world at that time (Pliny, I® c). 

Ettlinger assumed that the statue was built approximately in c.80-20 B.C. (1961) and 

also believed that the legend was in existence some centuries before the three Rhodian 

artists carved their group. One curator indicated that the story of Laocoon could be dated 

to the fourth century B.C., based on a well-known story of Heraclisos — the infant 

Hercules strangling the snakes. 

The statue reflects the ancient myth of Laocoon, a priest of Apollo during the Trojan 

War. During his sacerdotal service, a goddess sends two huge serpents from the sea to 

destroy Laocoon's two sons, whom he endeavored to save in vain. Laocoon is then 

attacked and killed by the serpent's coils (Peck, 1897). 

Michaelangelo made a reproduction of an arm for Laocoon, but it was found to be in 

error when the artist Magi discovered its original arm at a much later date. A wax 

impression was made for casting the statue so that the image could be reproduced in 

countless graphic works. Several reproduaions were made with different hand shapes, 

according to some artists' chirographic signatures (Brilliant, undated).^' 

 ̂The Laocoon Statue's manual and gestural motife were said to have been used extensively in the late Hellenistic Baroque style 

that influenced Roman art. The author did not indicate that it was 'rebuilt' by artists of the 1 e"" century, thus he read it wrong. 

"The Laocoon Statue' was one of several andent works being analyzed superficially. It was claimed that chironomia was the 

study of measured motions of the hands in gesture, which had been studied in recent years. 
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One figure to our right has a restored right hand with three upraised fingers. It is as if it 

signs the 'three' of us with the thumb lowered for where he is. 'The Battle of Centaurs' 

has a similar 'M' signature, but on a head on a lower comer of the artwork. It was done 

when Michaelangelo was 13, about the same age as the boy trying to flee fi-om the 

snake's grip in the Laocoon Statue. Another figure of a young boy raises his right arm 

with a lithe Swedish 'R' manual letter for the first letter of Raffaello Sanzio's name.^° 

Laocoon's right-handed grip upon the serpent has the 'B' manual letter for the first letter 

of Donatello Bramante's sumame.^^ The identification of those three Italian artists' 

names on those three statues is likely because Bramante was much older than 

Michagelangelo and RafFaello, who was then very young. Michaelangelo likened them to 

the ages of the three figures as the three of them accompanied Sangallo to the excavation 

site. 

A Needed Re-evaluation; 

During the process of analysis on several works of art in Chapter 6,1 reached a decision 

that the work was neither cryptanalysis nor crypteidography (the analysis of secret 

gestures and/or forms on pictures) as I originally believed. Secrecy proved not to be the 

case in the aforementioned two major works of art, 'The Amolfini Wedding' and 

Michaelangelo's Moses. Instead, they were the means to artistically "write" hidden 

messages for the pleasure of the viewer. Thus, this type of analysis is rightfully placed 

under the same root of decipherment, the field for uncovering lost or forgotten languages, 

3® Raffaelto did a painting of Pope Julius 11 witli the same lithe middle finger of his right hand. 
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with its own shoot in the non-phonetical or spatial category. A current budding non-

phonetic writing system as the representation of signed languages would be classified 

under that spatial category one thousand years from today should that written system 

become extinct (Mirzoeff, 1995).^^ Two separate branches thus are called Linear and 

Spatial Decipherment. Another branch in the middle, 'The Interlaced Decipherment,' 

needs to be considered for some mixed graphic representations exemplified by the Indus 

script and Egyptian's 'Leo's Mark.' 

Contemporary scholars will need to review and re-determine whether Renaissance 

humanists were accurate in their beliefs that ancient scripts with Egyptian hieroglyphs 

had a unique form of symbolic reading other than their phonetic values although they 

appeared as ordinary pictures (Iversen, 1961, Harris, 1988).^^ My work is not the first of 

its kind in spatial decipherment: a reference to less than twenty hieractic signs being 

translated into fifty pages on the Book of Abraham (Nibley, 1975)^'* shows another use of 

this method. 

The Crucifixion of St. Peter in 1543 has a lady with the two-handed 'B' manual letter for the first of Michaelangeio's surname. 

 ̂Mimographie, a written format for sign language, was implemented by Roch-Ambroise-August Bebian (1789-1839), one of the 

first hearing educators to learn signs, but it was unsuccessful because the deaf community did not wish to make themselves 

appear any more distinct than necessary. This occun-ed at the time Jean Champollbn deciphensd and transcribed Egyptian 

hieroglyphs. During the past twenty years, SignWriting has been a separate and unconsdous effort to rekindle such a need 

throughout schools for Deaf children in several countries. The SignWriting's homebase is in La Jolla, California. 

Plotinus made the final Neoplatonic definition of the hieroglyphic problem by stating that the Egyptians developed a method 

that they could write with distinct pictures of material objects instead of ordinary letters expressing sounds and forming words 
and phrases. 

 ̂Joseph Smith, Jr. was able to translate only eighteen hieratic characters into five full chapters of the Book of Abraham, in which 

astronomy was related. I was uncertain whether Joseph Smith, Jr. was unable to develop a table like Jean-Francois Champollion 

could because of the intricate, spatial and sacred content within hieractk: characters. I fiaund that there were twenty-one sets of 

few signs within the facsimile in the Book of Abraham. The number was more than what Nibley claimed. 
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This type of dissertation is unique because the process of discovering new information in 

ancient materials was surprising. It began with an approved dissertation proposal to 

decipher tliree works of art; during the on-going process, a few others were added for 

clarification, and then a list of other works were added to confirm that the conclusion of 

this study was relevant and tangible. The trail with its seeds of discovery may be seen 

with the decipherment of one work after another through the chapters. I did not use the 

tables created at the beginning completely, but they were vital to facilitate the 

decipherment of several works of art. 

Classic artwork interlaced with chirograms and ancient astronomy is twin bodies cloaked 

to the contemporary world. This study has brought them together to be dissected 

preceding decipherment. It was not my intention in writing this dissertation to provide a 

complete answer to each work studied. Superficial interrelationships of all components 

with one another may be observed. They are left open-ended with allowance for 

interested researchers, and both phonetic and non-phonetic decipherers to further their 

study in the future. 



Psychological investigation reveals that art is 
the supreme center of biological and social 
individual processes in society, that it is a 
method for finding an equilibrium between 
man and his world, in the most critical and 
important stages of his life. 

Lev S. Vygotsky 
The Psychology of Art 



CHAPTER 1 

This dissertation may be the first since the Renaissance period to decipher art (Bax, 

1979)35 tjjj-Qugh tijg identification of chirograms (de Saint-Loup, 1993).^® In keeping with 

that tradition, I selected works from both ancient scripts and the classic period. I have two 

conclusions from the over-ail study and decipherment of several works. The first one is 

simple; regional manual alphabets and signed languages clearly existed throughout the 

millennia. The second is difficult; the purpose of reading ancient scripts and classic 

artwork is to acknowledge a pair of symbolic gods and to unify the existence of a dual 

writing systems. They will bring peace through our understanding and reconciliation of 

our individual's dual nature below while we leam of what is above (O'Connell, 1997, 

Bernstein, 1993).^^ 

Chapter Two begins with a collection of methods of both decipherment and 

crypteidography, to determine what would best assist the analysis of artwork for hidden 

messages. Crypteidography was omitted in favor of decipherment along the way. 

Chapter Two shows three basic types of decipherment ideal for non-spatial, extinct 

languages. A written language has two distinct elements: the language and the writing 

35 Bax's book may be the only book found to decipher an artist's work, it centers mostly on the representation of individual 

symbols with reference to some phonological and idiomatic implications as used in Flanders. 

 ̂Historians tried to decipher the codes to understand complex signs in carved and painted images. There are countless 

dialogues in manuscripts with hand gestures, but their dues were not found. 

3' Plato's 'Dualism' was about a relationship between body and soul. It was duaiisfic There were always 'two' members involved, 

and when our spirits w/ere joined with our bodies, they remained opposed to each otherwith the 'pull' of one against the other. 

Socrates made this emphasis, too. The Orphic religion believed that two elements, the body and the soul, were in a confiict. 

Orphism existed in the archaic period down to about 500 B.C. No information couW be drawn about it as it was secnst. 
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systems. Most artwork would be recognized as a 'known language' because the works 

would already be identified with periods and the specific countries that created them. 

As for the 'writing systems,' many of them were and still are unknown. Artwork 

deciphered for the content of its hidden messages, successfizlly done, could move them 

up to 'known writing system.' The artwork of the Megalithics had some clues but it has 

not been fully deciphered, thus its 'writing system' is only partially known. The Mayans' 

'writing system' is not known, but a couple of deciphered works of art of the early 

Egyptians and the Indus script show their 'writing systems' to be known. During the 

process of decipherment, the use of fi"ame, outer, and inner messages, was the most 

useful tool. 

Chapter Three centers on the reading of the hidden message. Two reasons only were 

originally proposed, but at the time of writing the concluding chapter, a third reason 

emerged, and then during the introductory part, another reason surfaced. At this time of 

writing, the total of four reasons for hidden messages in artwork may be only a start. 

Chapter Four and Five contain two separate sets of tables. The first is on five graphic 

representations that played prominently in the classification of signs prior to the 

decipherment of each artwork. The second contained astronomical signs, which have 

been so plenteous. The search for certain messages of the Pyramid's Palette and Ea, a 

Babylonian artwork, became impossible because the embedded information was 
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overwhelmingly vast. It is estimated that it would take approximately three years to 

uncover all possible ancient stories and messages from The 'Kaph" Telescope alone. 

Chapter Six, certainly with the support of other ancient artwork containing chirograms, 

focuses on a few key messages of The 'Kaph' Telescope as the prime work of art in this 

study. The 'jod' chirograms on each hand of two key actors at the lowest base of The 

'Kaph' Telescope were instrumental in leading attention to several celestial points. What 

appeared to have been found as a conmion element among those ancient works of art is 

the immovable star, Thuban. There may be a need for an in-depth study of that message. 

The concluding chapter contains a list of regional ancient works of art with chirograms 

that may contribute to furthering and facilitating the decipherment of extinct languages. It 

is recommended that a centralized site as a model for a sign language community be 

arranged to bring together indigenous Deaf people, their families, non-Deaf signers and 

researchers from different parts of the world. They would be involved with the process of 

"patching together'' ancient chirograms and earlier graphic representations for use after 

they are deciphered. The practical use of those sign systems would definitely help loosen 

up more undeciphered ancient languages and artwork. Those representations would best 

benefit the proposed community and international conmiunications among general public 

and particularly visual artists through the support and guidance of Language Planning. 



Now we can envision the role of art in the future. 
It is hard to guess what forms the unknown life 
of the future will take, and it is even harder to 

guess what place art will take in that future life. 
One thing is clear, however, arising from reality 
and reacting toward it, art will be determined by 
the basic order of the future flow of life. 

Lev S. Vygotsky 
The Psychology of Art 
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CHAPTER 2 

On the Definition and Methodology of Decipherment 

A crucial summary of decipherment techniques was outlined by Ventris who worked on 

the Linear B of the Minoan language. He claimed that each deciphering operation needs 

to be planned in four steps; 

1) adequate material; an undeciphered material should be in a quantity sufficient 

for the analysis to indicate reliable results; the concealed language should be identified, 

2) a thorough analysis; every possible clue as to the spelling system, meaning and 

language structure should be thoroughly analyzed by the study of signs, words and 

contexts within all the inscriptions, 

3) an experimental substitution of phonetic (and logogramic or semagramic) values; to 

conceive possible words and inflections in a known or assumed language, and 

4) a decisive check; through the use of other material, the apparent resuhs may prove 

as not being fantastic or coincidental. 

The following components of decipherment demonstrate basic approaches, not 

necessarily in the exact order of appearance, that other decipherers use to translate lost 

languages. 

I) Resources; 

a) little information obtained fi-om other sources to depend on for assistance in the 

translation of unreadable texts. Decipherers carmot afford to be as picky as 
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linguists, who can always run back to a native speaker for a few more forms. 

Decipherers have to be content with what little material can be obtained, 

b) flexibility or creativity with approaches, and 

c) predictability should be achieved by decipherers. It is up to them to make the most 

of it by careful collation of forms or a few sketchy paradigms. The use of intuition 

and/or dreams may be alternative sources. 

2) Bilingual Chirograms: 

As a written text to be translated into another, contemporary language, chirograms, or 

hand shapes, are not limited to foreign or lost manual alphabets in classic art. 

Chirograms incorporate the use of printed gestures or simple hand forms. They may 

act as the cartouches representing the names of persons. Their unique hand forms may 

be the key to the recovery of unknown writing systems. A chirogram may be isolated 

on a painting. A cluster of chirograms may be in a bound form or spaced from one 

another. 

3) What made this problem easy; 

First, it was solvable. 

Second, it was a limited target (each culture had a reason 

for a chirographic symbol). 

Third, the rules were known (a hand shape could represent 

a written letter). Pronunciation was something else 

(it is exempted from this study). 
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4) Dictionary; 

The development of a table or a dictionary: Jean Champollion, the decipherer of the 

Rosetta Stone, claimed that the study of Egyptian writing could only become 

scientific after the accurate and plentiful reproductions of hieroglyphic texts in the 

Description d'Egypte was justified. There may be an exception with the 

identification of chirograms. One or two chirograms on a classic artwork may be 

the key to the decipherment of the context. 

5) Sign Identification: 

a) three signs which represent sounds: syllabic, consonantal, and alphabetic systems, 

b) three signs which do not represent anything pronounceable:pictographic, 

ideographic and logographic, 

c) a combination of both: rebus 

6) Types: 

Type #1. the recognition of a known language in an unknown system of writing 

(e.g. Linear B), 

Type #2. "the translation of an unknown language in a known" system of writing 

(e.g. Sumerian or Etruscan), and 

Type #3. the interpretation of "an unknown language written in a likewise unknown" 

system of writing (e.g., Rongorongo). 
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Language; System of Writing; 

Type #0 known known 

Type #1 unknown known 

Type #2 known unknown 

Type #3 unknown unknown 

The literal meaning of "decipherment" applies to Type #1 although the term is 

commonly used for all three. 

7) Funrtions; 

The function of a decipherer is different from that of a linguist. When linguists 

observe an unfamiliar language, they have its spoken (signed) form together with its 

meaning and from these determines the grammatical structure. 

(spoken/signed form) —(grammar ?) 4- (meaning) 

The decipherer has a written form and s/he wants to find not only the grammar, but 

also the meaning. (spoken/signed form ?) 

8) Chiroseme; 

As in homophony (two logograms with a similar sound), a chirogram is a hand form, 

perhaps representing a hand position, similar to another hand form, but they differ 

for the words or meanings they represent. 

(grammar ?) ^ -> (meaning?) 

(written/signed form) 
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9) Chiroacro: 

Like acrophony (the use of the initial sound or syllable of a word is in place of 

the whole word), chiroacro places an emphasis on a particular manual alphabetic sign 

to represent its part of the whole word. 

The first letter of pre-selected words is usually reflected with a manual letter as part of 

the artwork. 

The last two terms are not used in this study, but I would like to leave them here for 

other decipherers who may find them useful in the future. 



Art is the social technique of emotion, 
a tool of society which brings the most 
intimate and personal aspects of our 
beings into the circle of social life. 

Lev S. Vygotsky 
The Psychology of Art 
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CHAPTERS 

Reading the Hidden Message 

Uncovering pictorial or spatial messages among the enclosed classic work of art required 

a very long process of decipherment because such techniques were not pursued further 

after the sunset of the Renaissance period in Europe occurred. Artists and humanists in 

Neoplatonic circles did anthropological studies of classic antiquity (Barasch, 1985) and 

captured the essence of hidden messages in them for the revival of those concepts in their 

Renaissance artwork. This research will verify that Michaelangelo Buonarrote's Battle of 

Cascina is an example containing three hidden messages being used identically after a 

lapse of over 4,500 years. 

Reading hidden messages within classic artwork has been abandoned, overlooked or 

chided among contemporary scholars because the pursuit would be too foreign and "lost 

languages" in artwork would not be linear like customary written work. Moreover, it had 

been a common belief that their messages were either not that important or non-existent. 

Eliciting messages from classic artwork through rudimentary tools was a successful 

effort. During the process using those tools, two intertwined issues were confronted. 

The first one was whether classic artwork should best identify itself with a spatial 

tetrahedron with four-sided graphic representations which had been lost to us. Five 

graphic representations have been identified as chirographic, piaographic, ideographic. 
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alphabetic and numeric. Research has shown that each of those five graphic 

representations did not need to be equal in value or number with one another in order to 

gain access to hidden messages. 

CHIROGRAPHIC SIGN: Printed hand shapes for gestures, manual alphabets or signed 

signs. All of the enclosed classic work of art contain chirographic signs as the primary 

key to reading hidden messages. (The "Narmer" Palette contains chirographic vowels on 

its artwork for some potential reasons, one of which is stated in the alphabetic section.) 

PICTOGRAPHIC SIGN: An exact reproduction of any items reflecting nature with or 

without symbols. 

IDEOGRAPHIC SIGN: A pictorial sign reflecting a concept, whole word, a phrase or a 

story. 

ALPHABETIC SIGN: Related to individual pictures for individual letters. Earlier 

scholars believed that there were no written vowels in hieroglyphs (Mercer, 1993). 

NUMERIC SIGN: A visible number, a certain subject with an internal count or a whole 

work of art with a number of similar items. 
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The second issue was how hidden messages could be delineated and numbered because 

graphic representations simultaneously and continuously interweave into one another 

with overlapped messages. A preliminary framework had to be developed to control and 

record the emergence of messages. There are four overlapped sections. 

1) The first is to identify a four-sided pyramid with a base as the fifth side. Each side is 

for the graphic signs; chirographic, pictographic, ideographic, alphabetic, and 

numeric. 

2) A division of two sides is on each side for both concrete and abstract signs. 

3) There are three levels of obtaining clues to identify potential messages. 

Processes for perceiving potential messages prior to the task of decipherment constitute a 

set of three required steps, but optional in the order of appearance; they are 1) Frame 

Message, 2) Outer Message, and 3) Inner Message. Different possible locations for 

those messages are indicated below. 

Examples; 1^ Side;Chirographic, 2°^ Side;Pictographic, 6*'' Side;Astronomic (embedded) 

Level; Third; Second: First; 

Inner Messa; 

Outer Messa 

Frame Mess 



51 

4) There are three levels of reading messages which has simplified Envin Panofsky's 

analysis (1957).^® 

First Level = superficial messages = Iconography 

Second Level = representative messages = Iconology 

Third Level = profound messages = Iconostasis * 

Then, their componental messages are identified and streamlined for their contribution to 

the whole. 

Astronomic readings, as the sixth representation, contain the most living and moving 

messages, embedded within the inner space of the pyramid within classic artwork. They 

are kept secret for two explicit reasons. They are explained in the 'readiness' section. 

There are two overlapped reasons for secrecy. Any forms of truth within knowledge 

might contradict with traditional beliefs among contemporaries in societies during 

subsequent centuries and secondly, much of concealed contents have been preserved as 

sacred until people are initiated to receive such profound knowledge. Based on putting 

together some historical information, the first part has two representations: sacred and 

symbolic. The second part has two forms of readiness: 

" Iconography means the primary or natural subject matter related to the identification of pure forms; iconology is related to the 

latter two sections; secondary or conventional subject matter dealt with symbols while (the third) intrinsic meaning or content 

signified underiying prindples, revealing basic attitudes. * I use 'iconostasis' beyond the familiar term for a screen dividing the 

sanctuary from the main body of an Eastern Orthodox church. Symbolic images should stand beyond the screen at this level. 
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Sacred Representation: 

The Greeks abided by the Egyptians' books that no one was allowed to describe or depict 

the mysteries in writing or drawing, and that it was a privilege and an honor to have set 

eyes on certain secret writing. That is why everyone believed the Egyptians called 

hieroglyphics the "divine words" (Nibley, 1975) despite the fact that Jean ChampoIIion 

deciphered them, though only phonetically. ChampoIIion did not perceive the spirit of 

Egyptian religion, science and culture to go beyond the superficiality of his translation, as 

confirmed by de Lubicz. Hieroglyphs contain a more heremetic symbolism (West, 

1979), not meant to be mysterious, but simply to conceal sacred information through 

ideograms. Initiated by the Egyptian priests as their patrons, artists worked in the way of 

Sokar in the sand which is "a secret picture not to be seen or scrutinized" (Nibley, 1975, 

p. 88). 

Hidden messages were made possible on some bas-reliefs that resemble paintings rather 

than proper writings. They may be examples of anaglyphs which employ only allegories 

that appear to be a peculiar writing. Anaglyphs were intended to conceal the mysteries of 

the sacerdotal caste and of the initiated. Artist-priests used anaglyphs in drawings which 

were reserved for religious fables (Greppo, 1830). 

Among five concentrations in the teaching of the 42 Books of Hermes, the Hierogrammar 

was related to the teachings especially of cosmography and astronomy (Crawford, 1996). 

Priests were responsible for the interpretation of the heavens and astronomical studies 
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(Wilson, 1997), because their sacred alphabet was a reproduction of the zodiac with the 

constellation of the seven planets which was claimed to have begun on the 7*'' of 

September, B.C. 3446 (Moran & Kelley, 1969). Such a belief ties with Sir Flinders 

Petrie who attempted to prove his theory that the Alphabetic Signs or letters were not 

derived from any picture or hieroglyph writing, but were older than picture writing 

(WaddelL, 1927). This may be among several reasons for the priests' affinity with 

astronomy, which resulted in their beliefs about hiding the sacredness of the zodiac or 

astronomical messages in artwork. 

Religion was part of the development of ancient Egyptian art so Egyptian priests 

provided their initiates with a certain set of information while the people at large received 

a wholly different message (Wilson, 1997). They even spoke to each other in code-

language when they discussed them among themselves (Nibley, 1975). This may have 

been a good reason for Egyptian priests to invent a silent language without any sound of 

the voice for daily communication among the initiated while this in turn effected their use 

of them on classic antiquities. Their practice was the antecedent tradition for Middle Age 

and Renaissance monasteries (Barakat, 1975). 

Symbolic Representation: 

A picture should be 'read' and its decoded message made out by translating the meaning 

of figures and objects. It was not a new idea among Italian artists in the sixteenth 

century. The Florentine philosopher Marsilo Ficino (1433-1499) declared that the ancient 
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Egyptian sages encoded their secret wisdom in mysterious images, thus Italian artists 

among humanists in the fifteenth century were interested in furthering their doctrine of 

symbols by acquainting themselves with hieroglyphic writing (Iverson, 1961). 

1414: The chancellor of the Florentine republic Poggio Bracciolini (1380-1459) found a 

manuscript on oblesiks in a German monastery. He handed it over to his Florentine 

fnend Niccolo de' Niccoli (1363-1437) who then shared it in humanistic circles. 

The text invigorated the growth of interest in hieroglyphs, preparing the road for 

Horapollo's introduction of a manuscript. 

1422: Horapollo's Hieroglyphs was a manuscript found on the Greek island of Andros 

about 1419 by the Florentine traveller Christoforo Buondelmonti. 

1425: Ciriaco de'Pizzicolli (1391-1449) returned fi"om his extensive travels in Egypt 

where he copied hieroglj^jhic inscriptions and presented them to Firenze, but an 

author assumed that they were not used by any of the contemporary artists. With 

the fertile mind of Renaissance artists, they preferred their own taste and style over 

faithful copying of traditional and historical facts, thus they were able to alter the 

repiesentation of the sacred symbols within Egyptian artwork or hieroglyphs and 

incorporate them into their artwork. 

1471: Marcilio Ficino published a Latin translation of some of the Hermetic treatises. 

1492: Ficino's translation of Plotinus had an almost undisputed conception of 

hieroglyphs: They had nothing in common with ordinary graphic systems 

operating with words and letters. Although they appeared as ordinary pictures of 

material objects, the individual signs were in reality symbolic entities. They 
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revealed their true meaning only to the initiated reader by means of a divinely 

inspired process of intellectual enlightment. 

1505; Adulus published the Greek text of the Hieroglyphics of Horapollo in Venice while 

the Latin translation was done in 1515. The description of the signs in the 

book prompted a number of artists to develop decorative hieroglyphic pictures. 

Leone Battista Alberti (1404-1472) endorsed the use of'sacred Egyptian letters,' 

suggesting that they could be read by initiate scholars down through the centuries, but he 

was not sure how these symbolic hieroglyphs were to appear in artistic representations. 

The aforementioned evidence of Florentine travelers returning home with materials on 

Egyptian hieroglyphs would suggest that Renaissance artists had been acquainted with 

those copies. It stimulated artists to study ancient archaeological fragments in order to 

understand antiquity down to the seventeenth century. One Italian antiquarian called the 

study, "storia per simboli" (Barasch, 1995). 

The rediscovery of Ancient Egypt through hieroglyphs by the Neo-Platonic Academy 

brought about the evolution of the Middle Ages into the Renaissance. Michaelangelo 

was the last surviving Neo-Platonist. 
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Two Forms of Un-Readiness: 

People need to "initiate" themselves by learning to use conversational gestures prior to 

learning relevant signed language(s) for the purpose of independently reading hidden 

messages within classic artwork. Leonardo da Vinci advised artists to watch those who 

talk together with gesticulating hands and even to study 'deaf mutes'(Gombrich, 1982) 

for two purposes. The first is that the use of gestures and movements would be best 

learned fi-om Deaf people, and the second is that they should read the paintings.^' The 

quotations by Leonardo da Vinci are as follows; 

"a good painter is to paint two main things; 
namely, man and the working of man's mind. 
The first is easy, the second is difficult, 
for it is to be represented through the gestures 
and movements of the limbs. And these may best be 
learned from the dumb, who make them more clearly 
than any other sort of men" (Goldwater, 1947). 

"the painting [should] be judged by a man bom deaf 
If in the painting the actions of the figures are 
in every case expressive to the purpose in their 
minds, the beholder, though bom deaf, is sure to 
understand what is intended. .. including such 
important parts as the indication of gestures, the 
compositions of the stories, [he] will understand 
all the actions of the human body better than one 
who can speak and hear, and he will therefore be 
able to understand the works of painters and 
recognize the actions of their figures" (Holt, 1957). 

 ̂Leonardo da Vinci's view was accurate only when it was about Deaf Italians among gesticulating Italians in his culture, it is not 

applicable to other countries and even in this contemporary American culture, espedally when a variety of artifidal 

communications have been imposed upon deaf children. Otherwise, Deaf Americans would have performed decipherment of 

artwork long time ago. 
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Throughout the nineteenth and the twentieth century there has had been a recurrence of 

sign wars, especially in the education of deaf children.'*® Several deaf artists worked in 

art studios in the eighteenth century and a noted hearing artist, Joseph Grigely, was 

unimpressed by the use of fingerspelling on artwork as he saw it as unnecessary. Deaf 

artists were subject to all hearing masters, thus they had no option to apply any manual 

alphabets on artwork. But when the Milan Congress of 1880 passed a resolution to 

abolish sign languages from schools for the deaf^ European deaf artists applied manual 

alphabets on their work as their silent voice of indirect protest (MirzoefF, 1995, p. 259), 

perhaps on their own for a short time. It might be understandable why noted 18*^ century 

hearing artists found manual alphabets in artwork unnecessary. Foremost, the mentality 

of the society had become hardened toward them being "in the open," and artists' 

livelihood depended on them as their patrons. What was crucially overlooked was that 

the ancient formula of hidden messages was tied with manual alphabets, which fell out of 

use at the end of High Renaissance, about two hundred years before. 

Second Reason for Unreadiness; 

Nicolaus Copernicus came up with a heliocentric theory that supported the concept of the 

sun being in the center of revolving planets, including Earth. This notion contradicts a 

traditional belief of the Ptolemists and Aristotilians' geocentric theory with Earth as the 

center of the universe. 

That phrase reflects a colonizing trend among hearing educators to take care of deaf children's acquisition of education 

whereas Deaf education would foster particularly qualified Deaf educators to administer the use of native language as part of 
Deaf children's bilingual education. 
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Galileo Galilei (1564-1642), an Italian scientist and philosopher who performed 

experiments and mathematical analysis in astronomy and physics, was exposed to 

heliocentric theory and created a telescope through which he made a record of several 

discoveries. The list included; 

1) gaseous nebulae in our galaxy outside of Milky Way, 

2) the Jovian satellites and the fixed stars, 

3) strange shape of Saturn, 

4) the phases of Venus, showing that it revolved around the Sun, 

being similar to the Moon around the Earth, and 

5) the behavior of the spots on the surface of the Sun as 

well as the craters on the Moon. 

He published some of them on twenty seven pages in The Starry Messenger. He was the 

first astronomer who combined observation and theory, which helped him to become a 

strong defender of the Copemician cosmology. 

Galileo knew Jesuits as finends of science and discovery. Jesuits astronomers, who 

backed him on the telescope and on whom Galileo had depended as witnesses for the 

court, were quietly backing off fi-om the hearings. They were ordered not to do anything 

to usurp the authority of Aristotle (Drake, 1970)'*' in the schools. Those Galileo feared 

were the Aristotelian professors with whom he argued over the nature of floating bodies 

•' Aristotelian tradition was based on a treatise that was not composed by Aristotle himself. 
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(Drake, 1970, p. 20). The Church overpowered him because its ecclestical constituents 

stuck with an old belief that the earth was at the center of the universe. 

His publication of The Dialogue on the Two Chief Systems of the World was for 

everyone to read. It was a layman's encyclopedia of all his discoveries and his 

explanation of the natural systems they represented (Drake, 1970, p. 106). He was 

assertive about the Copemican system and the doctrine of Earth's motion around the sun. 

It is uncertain whether it was Galileo's mistake to share his discoveries eagerly with the 

common people, by writing the context in Italian without settling the issue with 

theologians and scholars (Santillana, 1955). He had very little choice because, as an 

academician, he knew of political squabbles at the University of Padua. Also, the 

University of Roma responded to his discoveries and ideas with open hostility (Drake, 

1970, p. 89). Their probable motivation was to have blind acceptance of pagan belief to 

maintain their status as masters. Neither they nor the jealous clerics wanted to resort to 

being disciples once again (McColley, 1937). That was the reason for Galileo's "refuge" 

to progressive thinking artists and writers, who embraced his ideas. And, it could be 

through them that he developed the dramatic style of using three actors in his publication 

of "Dialogue on the Great World Systems." One of the actors' name was Simplicius, 

abbreviated as Simp. Simplicius and Sagredus (Saint) Simplicius represented Aristotelian 

and Ptolemaic thinkers debating with Copernicus as Salviatus (Sage). The sarcastic use 
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of those names appears to be one of the core reasons for the upheaval against his book. 

He invigorated the dormant post-Renaissance thinking on astronomy (Motz, 1995).'*^ 

Galileo Galilei chose not to flee Italy although Giordano Bruno, a Kabbalistic scientist 

and philosopher, was burned at stake in 1600 for supporting the Copemican theory as 

well. Galileo could have learned the lesson that the Chiu-ch was not supportive of the fact 

that the earth was round over a hundred years before. Galileo could not be that naive to 

the fact that The Papal Inquisition was established in 1231 to challenge theories believed 

to be damaging to the Catholic Church. At the rising of the Protestant Reformation, in 

the 1500's, the pope created the Holy Office as an autonomous court to strengthen the 

Inquisition. It was active beginning in 1542 against heresy (McLynn, 1995). 

Galileo Galilei chose to face the Inquistion. He was judged as a heretic for supporting 

the Copemican theory and as an occult astrologist because it was hinted that he was 

associated with Giordano Bruno. His sentence was minimal. He was placed under house 

arrest for the remaining eight years of his life (McLyrm, 1995, p.68-69). As he departed 

the chamber of the Holy Office, he whispered, "Eppur si muove; (But it still moves") 

(McLynn, 1995, p. 70-72). 

An example of the plight that Galileo faced was the major reason why Renaissance artists 

in Italy, as Galileo's predecessors, chose to conceal their messages well in their artwork. 

An author was certain that theology would no longer have the power to prevent astronomical developments and understanding 
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since popes were among a few of their major patrons who made their livelihood possible. 

Leonardo da Vinci wrote left-handed and backwards in his notebooks, apparently for the 

first time in history. The purpose was to keep people from reading what they could not 

understand, or what they were not ready for. Actually, Leonardo must have known the 

Aristotelian view even in the 1500's. His untranslated sentence was written as; 

EVOM TON SHOD NUS EHT (Vinci, 1984). 

It was rather inconvenient to continue to incorporate hidden messages in artwork because 

Neoplatonic humanists, who existed only during the Renaissance period, were not priests 

and had no permanent temples or shrines to perpetuate the sacred teachings in the midst 

of the Catholic Inquisition, which existed until 1820. 

These two reasons may have motivated ancient Egyptian priests, as an example of an 

ancient civilization, to preserve gestural signs and astronomical readings as "sacred" until 

the society was ready. 

Ancient knowledge can now be revered, instead of being considered as secret or sacred, 

because astronomical knowledge has been in the open continuously during the past two 

centuries. Messages in any form of abstract graphic representation embedded in classic 

artwork may be deciphered if the intentions are sincere because this kind of secrecy and 

sacredness no longer applies in this informative age. A knowledge of the constellatory 

as it did in andent and medieval times. 
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signs and the interlinking stellary system preceding the decipherment of classic artwork 

and some scripts is, without doubt, critical. 
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Here is tiie formula of this method: 
from the form of the work of art, 
via the functional analysis of its 
elements and structure, recreate 
the aesthetic reaction and establish 
its general laws. 

Lev S. Vygotsky 
The Psychology of Art 
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CHAPTER 4 

Tables on Graphic Representations 

History: 

The development of the enclosed tables all started much after my notes were made on 

small pieces of paper which were in different places and before I knew it, unexpectedly 

mushrooming notes were in different places and needed to be organized somehow. Some 

literature on decipherment encourages the use of tables so I created those tables. They 

are unique due to the unusual nature of this research; it has a simultaneous set of five 

graphic representations as well as my use of concurrent "visual texts" from different 

periods as well as cultures. Results have indicated that they have greatly aided with the 

control of the data. Earlier dates on much of the discovered components lacked the 

necessary documentation to best demonstrate, and perhaps authenticate, an on-going 

process. These tables may be useful for any type of in-depth studies by subsequent 

researchers from different fields. 

The use of tables is essential for a bilingual text approach. One example is that it all 

began with my irritation by a certain hand shape as shown on the reverse section of the 

Palette. The warring Pharaoh's right hand was not seizing upon the lock of a knelt 

person's hair. Instead, the hand was in front of it, pretending to seize it. It naturally led to 

my identification of similar hand shapes on that visual composition. A wild assumption 

was that they represented the "A" chirogram, the "language" of which I knew. I 
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attempted to use a list of Egyptian vocabulary with all "A's" as their first letters in order 

to try match any and all possible graphic representations on the Palette. For such a 

Pharaonic "seizing" action, the Egyptian word for "to seize" was "amem" which actually 

seized much, if not the rest, of history. 

It was a sign that the Palette's chirograms were the functioning keys to unlocking the 

door in reading obscure stories or, in the Palette's case, ancient mythologies. But what 

remains very much of a mystery, if not prophetic by Egyptian priests, is how such an 

ancient Egyptian "A" chirogram could be very similar to the one in some contemporary 

countries, even in North America. 

The Structure of the Tables: 

Five individual tables are enclosed to assist with the identification of each of five graphic 

representations as seen on five classic artworks. Each table has five columns for five 

works because there are two columns for each work, one each for its obverse and one for 

reverse side. The abstract and concrete categories each have a set of five rows: the upper 

part is for abstract signs while the lower part is for concrete signs. This system provides a 

clear view of which works have more or fewer signs. Each categorized box also connects 

with its own separate slot for a date and time a discovered item was noted. The system is 

the basic tool to better categorize several overlapping messages and then compare them. 
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One table contains purely graphic images, representing the four graphic representations 

as indicated on the earlier five tables. The purpose is to have a wide overview of them 

without the obstruction of written words. They are entirely obscure or abstract signs, 

most of which were visibly graphic through the use of chirograms as their pointing stakes 

or "cutting edges." 

The following six pages are of a table centering only on chirograms on four classic works 

of art, which enables an intensive study of their contribution to obscure signs as well as 

how they assisted with the organization of the other three graphic representations. 

Equally as important, recorded tables are mnemonic in nature and are very instrumental 

in the development of deciphered stories. 

An Overall Analysis: 

Based on all of the enclosed tables, I found that Michaelangelo Buonarrote had clear 

information on and appropriate use of the Egyptian's sacred Ennead and Maat 

representations. It is probable that he had no access to the Tutankamen's Burial Painting 

in Egypt. Instead, he was familiar with translated readings of hieroglyphs in one of his 

Neoplatonic circles. The tables proved that Michaelangelo was not exposed to any of 

works of art by the Babylonians, such as the enclosed. Yet, the tables with somewhat 

similar "star buttons" indicated that ancient Egyptians were Babylonians' teachers instead 

of the other way around as assumed by scholars for such a long time. 



67 

In conclusion, this chapter with the tables contains five basic findings on whether 

Michaelangelo Buonarrote actually observed, studied, had possible access to the Egyptian 

Palette, or had at least an archaeological artifact of a similar work of art through his 

Renaissance humanist counterparts. 

Michaelangelo's Battle of Cascina contains seventeen chirographs, one more than the 

number used in the Egyptian Palette. Instead of having two sides as shown on the 

Egyptian Palette, Michaelangelo blended two constellatory sides in his work. They have 

two obscure khepesh glyphs (Egyptian sacred ox's hindlegs), and Amentet (three 

mountains). The Battle of Cascina brilliantly incorporated but modified Palette's 

concrete ideograms for abstraa representations of their similar astronomical knowledge. 



"Art," says Guyan, "is a condensation of 
reality; it shows us the human machine 
under high pressure. It tries to show us 
more life phenomena than we actually 
experience." 

Lev S. Vygotsky 
The Psychology of Art 
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CHAPTERS 

Tables on Astronomical Signs 

The earlier set of tables with five specific graphic representations led to this fifth 

category: tables on astronomic signs, which appear to be the underlying, vital, and 

perpetuating messages in the enclosed three works of art. 

The Egyptian Palette: 

It may be important to relate how the first impression that an icon could represent a 

celestial sign occurred. It began with a particular chirogram, which was previously 

treated as insignificant at the lower tip of the reverse Palette. The action at that tip was 

long assumed to represent slaves or enemies in flight. Each of naked men's lifted arms 

and hands parallel to each other gave a wholly different impression that was the frame 

message. 

Unlike nine other "A" chirograms on one hand on the upper part of the Palette, such a 

pair of hands was an exception to the rule. It was first deciphered as being similar to the 

1960's American Boy Scouts' two-handed alphabet 'A,' possibly patterned after one of a 

British regional 'A' manual alphabet. They are artistically separate. This later led me to 

identify it as an Egyptian gesture; 'hepet' was to 'embrace' or 'hold;' as a special 

relationship between the king and the gods. It is also represented the rising sun where the 

twin peaks of the horizon were shown as the breast of a goddess reclining with arms 
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supporting and embracing the solar disk. One Egyptian word in the bilingual dictionary 

matched it as Akhet. It symbolizes two mountain peaks between which the sun rises or 

sets. 

Yet, for another word, Amentet, with a third mountain, is the symbol of the Underworld 

(Mercer, 1993). The rump of one of the men, situated between the Akhet arms, represents 

the third mountain. Its meaning is found in three other classic works enclosed in this 

dissertation. It even opened another passage to the origin of the word, Gemini. A 

Sumerian cuneiform depicted "Geme" as a compound word for "a female pubic" and "a 

sunset at the foreign mountains" (Cooper, 1996). The result of a recent analysis is that 

"Geme" is originally an astronomical ideogram of Gemini. 

At the direction of the Gemini's gaze, an initial question was whether their parallel hands 

and arms were "telescoping" at something unseen. The "Amentet-ed" bodily-positions 

were the frame message. The Pharaoh 'smiting' the enemy was the outer message. 

Aquarius, the water-boy, was the inner message because Gemini's arms, forming a 

telescope, focused upon him'^^ as the Egyptians' Aquarian outlook. Among many possible 

views throughout the constellation, the intent of the telescoping hands was to unfold 

specific astronomical content. 

The 'Kaph' Telescope directs toward a specific area of tfie constellatory map. 
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The Battle of Cascina; 

It was immediately selected for this study because it had a pair of hands emerging from 

the water, which was unusual enough to catch the eye. Moreover, art historians had not 

yet explained its profound significance, perhaps for obvious reasons. Based on earlier 

research on chirograms in classic artwork, my hunch was that those hands were the chiro-

signature of Michaelangelo Buonarrote, although Sangello reproduced it later. The study 

indicated a similar chirogram on Christ's right hand on the painting of the Last Judgment. 

It was creative as the fingertips acted as the dots through which a line could be 

imaginably traced to create an obscure "M" letter. It complemented the alphabetic 

formation of the jagged rock above it. The right hand has a "L" letter, also blending with 

the rock formation. After the Palette was studied, rt became evident that the hand shapes 

in the water could mean more than just a chiro-signature. 

A chunk of illustrations of the Battle of Cascina"*^ assists with an understanding of how 

the artwork's inner messages were captured. A fi^me message occurred especially with 

the man bent toward the "dipped" hands. The "dipped" hands was the outer message 

while a certain chirogram, of a man looking away, in the mid-right of the picture was the 

inner message. Such a chirogram was at the tip of an "obscure" telescope pointed toward 

a selected constellation. Aquarius was also Michaelangelo's attraction and he depicted 

himself as a young man, his back between two "homy sticks" with his face toward an 

The Baltic of Cascina artwork has those examples of 1) Frame Message 2) Outer Message, and 3) Inner Message. 
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indicated spot in the sky. A set of "dipped hands" in the Battle of Cascina also was 

identified potentially as Pisces or "twin fish" jumping out of the water. 

Ear 

A symbolic fish in the Battle of Cascina led me to another speculation about potential 

messages in the Babylonian work of Cannes, the wise man from the sea. His cape of fish 

had its head on the top of Cannes' head. His right hand metamorphosed into the sign 

"fish" while his left hand carried a jug of water. These are the signs for Pisces and 

Aquarius, respectively. His presence is the frame message while his left hand is the outer 

message as an aquatic sign. His right hand is the inner message in the form of a ship 

sailing through the constellatory signs upon the rings of equinoxes and solstices. 

His"ship" hand transforms into the sign for "fish" when it wants to dive into the Great 

Square of Pegasus as if it were a swimming pool for its dive toward the Sign of Aquarius. 

Aquarius is beyond the "wall " of the Great Square of Pegasus. Ea is carrying a jug as a 

possible symbol of a water clock, known as the clepsydra (Hughes, 1979). Mesopotamian 

astronomers invented it. I have not investigated further whether this artwork embedded 

mythological stories. 

I endeavored to find potential connections between signs on the Egyptian bas-relief and 

the Babylonian art for their constellatory messages. I used paper, a transparent ruler and 

a set of colored markers for diagramming points on a scanned astronomical map within a 

computer. The next step in the process involved a daring effort to make transparencies 
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out of the works of art and overlay them onto several components within the astronomical 

map. Its substantial success resulted in a great need for a table to help identify a multitude 

of overlapping astronomical signs and their messages. 

The Structure of the Astronomical Table; 

As in the previous chapter with the tables for five graphic representations, one page of a 

similar table is used for a basic overview of astronomical signs. The following eleven 

pages incorporate a different table. It allows more space, elaboration and definition for 

each identified sign, their clues and the intended representation of all the constellatory 

representations that are obscurely demonstrated within the enclosed classic artwork. 

Another table with five similar copies was created to classify astronomical 

representations placed under specific astronomical signs. Eight signs with ten columns 

have been arranged. Two additional columns represent each of two signs: Taurus and 

Aquarius. They had to be created in order to be consistent with each star passing through 

Gemini's hands. 

An Over-all Analysis; 

A teb is the head of a man without a body on a stone plate with papyrus on it; it is on the 

reverse side of the Egyptian Palette. Since the ideograph is similar in Egyptian, the 

Sumerian word for it may be "sar" which means both "plant" and "to write" (Cooper, 

1996). The seven-petaled flower above Aquarius on the same section of the Palette is for 
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Sesheta, the star-goddess who was engaged in writing with Thoth, the god of writing. It 

is likely that one of stories on the Palette was a history of writing. 

There is an annoying scene with the eagle or aquila using a long stick on the nose of the 

teb. The stick overlies a Lynx constellation in one of complemented scenes for the Greek 

root word, "lunx" (VoIkofiF, 1971).''^ While the word "sie" meant "to speak," one of 

several layers of its history may be that the birth of speech occurred at that time of 

writing. Yet, another side to the "li" root word came from a much older, Indo-European 

root word. It was "leuk" for "li" which meant light and Lucifer. Another layer may be 

that Aquila was Set, the brother of Osiris. Set cut up Osiris into fourteen pieces, which 

were found in the reedy water (Staal, 1988). The word, li, is also for the tool (Gordon, 

1968) as shown above a small watery rectangle just below the teb. Such an important tool 

was used even until approximately 1400-1200 B.C. among the Hittites, as shown on a 

Mesopotamian map (Gordon).''^ 

The astronomical tables on the three works of art appear to show that the Sign of Pisces 

had an important role in the history. The Babylonian artwork and the Battle of Cascina 

pointed at King Cepheus' constellation while the Egyptian Palette pointed at the 

constellation of Cetus (whale). Both of them were observed through the hands of Gemini. 

The Egyptian Palette and the Battle of Cascina used two minor but significant symbols to 

iohannes Hevelius, the astronomer of Denmark in the 1 century, created 12 new constellations, one of which was Lynx. It 

appeared loo much of a coincidence to me that Johannes created a lynx for the same spot as the ancient Egyptians originally did 

for the same animal approximately 3,000 B.C. 

The map is inside the cover of the book. 
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focus on the constellation of Cygnus and create the Northern Cross criscrossing upon the 

head of Orion. To the ancient Egyptians, Orion was Osiris, the God of Light (Staal, 1988, 

p. 64) and Orion's hands seemed to recede from the cross as if he had been resurrected 

after his brother. Set, cut him up. The Battle of Cascina had the "dipped" hands sign for 

"Jesus" which may fit with an astronomer's confirmation that Jesus was bom 

approximately in the 8"* century B.C. of the Piscean Sign.'*^ 

I discovered that there was an approximate similarity in two classic works' study of 

astronomical representations or signs. Both of the Palette's reverse section and the 

Babylonian work center on Polaris. The utmost tip of the Pharaoh's warring helmet 

encompasses Polaris under the control of stars between Gemini's hands. The Babylonian 

work has Polaris act as a fishhook with Ursa Minor as its buoy, in a series of ten 

successive steps, enticing and then entangling the mouth of the fish on Oannes' head. 

Without controlling Polaris, characters in the Battle of Cascina demonstrate unrestricted 

space for lively movements, yet their positions were within a limited range. It is a lively 

extension of the Palette's astronomical teaching. Whether the Italian word "cascina" 

being "the dairy farm" was ever analyzed as appropriate for the work, its obscure 

message was analyzed and turned out to be graphically clear. Two reversed pinnacles in 

the ancient diagram were manipulated. At the back of a cow's thigh, two rear teats of an 

" D. Hughes, The Star of Bethlehem, An Astronomer's Confirmation. New York; Walker & Co., 1979. 
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udder are above "the pail" with plenteous milk" as the sign of Sirius, the Egyptian Cow, 

on the other side of the constellatorial sphere. 

The Reverse Palette's Table with the fourth section on "Hands" shows a row of Gemini's 

"Akhet" hands. Each pair of cupped hands shields a specific star within the set of a 

certain constellation as named in the fifth section. The Gemini column shows the star of 

Sirius to be the largest of all stars in the fourth row. That Gemini column coincidentally 

has Gemini personages on the Palette artwork perfectly overlaid upon the stars of 

Gemini. Beside the one in Leo, there are seven stars between Taurus and Aquarius 2 

representing one star that has been consistent within the cusp of the hands throughout the 

millennia. Two "Amentet-ed" stars are in the signs of Cancer and Capricorn. 

The Palette with the earliest Egyptian mythology gives this impression as a non-verbal, 

astronomical narration. The sign of Leo, with a star within the cusp of hands, represents 

the time when the first human beings were placed on earth. The symbolic position of a 

low star, within the constellation of Monoceros, in the sign of Cancer, represents a low 

population after the recorded Flood. The lower tip of the Palette's obverse section has a 

semi-circular arc with eight pegs that points to specific stars. Its fiinction reinforces the 

purpose of Gemini's hands. They both are at the lower tip, but on the opposite sides. 
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The semi-circular arc indicates a specific date of the Palette's creation, far younger than 

believed. Instead of 3100 B.C., a pictographic sign of a door with one of its pointed 

comers points at one area, which appears to be the date of2000 B.C. The date was 

during the 18''' Dynasty of Mentuhotep n (1991-2040 B.C.). This issue leaves open for 

speculation and in-depth research in the future. 

This semi-circular arc prompted me to try to make it a whole circle. Doing this was made 

possible by looking at the obverse side of the Palette's transparency on the constellatory 

map to see what the other, obscure half would reveal. 



We can now suggest a new method of art psychology 
which in Muiler-Freienfels' classification is termed the 
"objective-analytic method." Accordingly, the work of 
art, rather than its creator or its audience, should be 
taken as the basis for analysis. He referred to a need 
for us to study material evidence — the works of art — 
and to create a corresponding psychology in order to 
be able to study the laws governing it. 

Lev S. Vygotsky 
The Psychology of Art 
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CHAPTER 6 

Deciphered Stories 

'KHEFA' 

This painting captured my eye, certainly because of its shimmering beauty and mystery, 

but even more because of the hands. Without analysis, several Egyptologists accurately 

remarked that the significance of this Egyptian painting was the portrayal of 

imperishability and afterlife. 

Judging from the first impression of their youth, the two standing individuals are 

Tutankamen and his wife. Ay. Moreover, on the golden wall more to the side of 

Tutankamen, a cartouche is painted in white, enclosing a set of hieroglyphs representing 

his name (Wilkinson, 1994, robinson, 1995, Lacouture, 1988).'*^ 

One hand in the center of two standing people was the frame message. The staff would be 

in a slanted angle if it were exactly held in Tutankamen's right hand. At the lower tip of 

the divided staff is a golden 'wedge-like' cap. An elongated wedge represents the ancient 

motif of dividing or breaking asunder the Underworld, symbolically located at the 

couple's feet. 

Jean Champollion, who dedphered the Rosetta Stone in 1822. discovered that all cartouches contained the identification of 

individual names. Wilkinson stated that a mirror handle was found in the tomb of Tutankamen and that it had an inscnbed beetle 

pushing the sun disk writh the king's name betow it. The painting shows his thesis to be inaccurate because the cartouche has a 
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The hand shape in the center and the Pharaoh's left hand on the reverse section of The 

'Kaph' Palette are similar and in a similar position as well. The hand is not holding 

anything, but it is neatly folded in front of a staff. One interpretation of that hand shape 

was found to be a fist and "to fasten." Also, that hand was used not only to convey 

concepts as 'take' and 'hold,' but also as a symbol of action itself. One example is Atum, 

the Heliopolitian deity of primeval chaos, who created the first beings through copulating 

with his own hand (Wilkinson, 1992, p. 55). 

Another reading of the 'Atum' hand is that it is grasping something. Grasping an element 

from the hands of his wife may be a possible answer. As Ty gestures "giving" (Mercer, 

1993) the underlying sign at that certain area appears to be "birth," compatible with some 

contemporary sign variations for that concept. On Tutankamen's left hand is a sacred 

ankh, representing the life-giving elements of air and water. The right hand holds a royal 

mace. 

The ankh and the royal mace are the outer message of Tutankamen's birth. Ay represents 

a female deity while Tutankamen represents another deity who may be Atum (note the 

underlying "A" chirogram on his right hand). He grasps a birthing "intelligence," 

without any form of spirit, from the realm of Taweret, the proteaive goddess associated 

with pregnancy and childbirth, pictured beyond the median staff. At the lower edge of 

his hand, the split staff is shown to be spiritually intact. He grasps it and put it through a 

complete name for Tutankamen as a beetle rolling a disk with three upright rectangular boxes just beneath it and then a bowl at 
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tiny cap at the tip of the mace head, resembling a breast-shaped menedj'" at a symbolic 

spot. Through a transparent streak on the testis, his "intelligence" has turned into the 

spiritual as it journeys toward the ankh (Mercantante, 1978),'° the giver of life, and then 

emerges from the outer tip of the vaginal horn as a spirit. 

The cycle begins again with an actual physical birth of Tutankamen's spirit, at the tip of 

ankh. It enjoins an imaginary physical infant at the brink of its birth through the physical 

vaginal horn. The painting's teaching on physical procreation does not need to be 

emphasized. Once again, the cycle recurs as it refers to Tutankamen's afterlife, his 

deceased spirit going through "the tunnel with a bright light at the furthermost end."'' 

The Inner Message: 

The painting demonstrates an obscure, but large Ma'at letter. It has a two-fold concept. It 

was an Egyptian letter that represented truth, justice and order. The key measurement for 

the shape of the Ma'at letter depended on a pair of zigzagged water icons and the mace 

itself. It is in the form of a mummy sitting with knees bent at the level of chin, preparing 

itself for descent into the Underworld. Instead of giving birth with the ideogram of the 

zigzagged water, Isis (Wilkinson, 1992, p. 219), the female deity washed the feet of 

the bottom. 

An Egyptian Mace. 

w Several theories were developed to fit the meaning of the Egyptian hieroglyphic The best one seemed to be "the life." 

" Many testimonies have been made by those who returned from death that they experienced such as this. 

" Isis is often depicted mourning her deceased husband Osiris and is also shown protecting the sun god on his nightly journey 

through the Underaorid. 
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Osiris (Wilson, 1997, p. 17),^^ whom Tutankamen also represented. His feet had to be 

purified before she buried him with her hands into the Underworld known as Amentet 

(O'Mara, 1974). In this case, the other meaning for the grasping hand is Tutankamen 

appearing to try to grasp his departing soul to keep it from descending into the depth of 

the Abyss, or the Underworld. This painting may clarify a long search for understanding 

among several scholars on the nature of the 'grasping' hand with creation and rebirth. 

Above the snake at the tip of the Tutankamen's diadem is a set of hieroglyphs; a 

descending sun is under three tiny dots and between two ideographic persons. I found 

that the three small circles of the hieroglyphs stand for 3 "krrt," a word meaning 

holes or caverns. Its meaning had been unknown (Betro, 1996).^^ From the whole 

context of the painting, those dots might represent triple birth, the journeys through the 

mentioned horn that was not limited to the destiny of Tutankamen, but to all of 

humankind. 
C ) 

o O o 

Two zigzagged water icons on the hands of Isis also represent those ideographic persons 

known as the Gemini brothers. They are similar to the shape of the Gemini constellation. 

The Gemini brothers recline while one of them lowers his arm toward the place where 

Amentet is located. Tutankamen's white garment under his belly is in a strange 

arrangement. It represents Pollux, one of the Gemini brothers. Tutankamen's mace may 

5' To the andent Egyptians, Osiris repnssented his consort, the goddess Isis who reprinted Sirius. Sirius is known among 

many andent countries to be the site of the Underworld. 

" Amentet signified The West, the Underworld.' An ideogram with three mounds signifies "foreign land.' 

" T3' is also the hieroglyph representing the earth or "world' as the seat of life and of men. 
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be the head of Pollux with his right arm dangling. The mace also may be the head of 

Castor whose left hand overlaps the left hand of Tutankamen,^^ holding the ankh. 

Another picture shows a group of three representatives on the left side of the KHEFA 

painting. They are Osiris and Tutankamen in the Underworld. Tutankamen is 

accompanied by a third representative: Castor with chirographic 'Ka' on his head. The 

'BCa' image represented the anthropomorphic figures of standing personages of Gemini. 

The upraised arm-hands are Egyptian's original gigantic pictographic representations for 

the two-handed 'kaph' that underwent a chirographic evolution.Osiris' crown shows 

Tutankamen's left hand inverted from his embracing right arm.^® 

The Gemini were anciently revered as the key members in the ever immovable 

constellation near several others such as the Lynx, the Crab, the Leo, Monoceros, the 

Unicom, Orion, the Hunter, Procyon, the Minor Dog, and lastly Sirius, the Major Dog, or 

the Egyptian Bull, symbolizing the Underworld. 

Gemini, the twin brothers, will be closely examined in several deciphered languages and 

other currently being deciphered. The twin ideograms are camouflaged in several 

disguises. 

5® A petroglyph in India with a double Gemini represenation will be discussed further in Chapter 7. 

" Some examples of 'Ka' hands have been observed. That gesture intended in the sign was fer firom clear among some scholars. 

I identify them as the representation of the twins. Its 'Ka' symbol was fixed in a tilted Hebraic letter, 'kaph' with a ost constrained 

'Ka' representation with the palm-up hand with the thumb as one minuscule arm and the rest as the other petite arm. 
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IMPRESSED CHIROGRAMS 

This artwork by "prehistoric" cave dwellers has attracted my attention and interest in 

deciphering it because of its probable contribution of peripheral information: how the 

earliest human beings attempted to record their history. Signs of evolving brushwork 

along with the use of hands painted on the works indicate that it may have been easier to 

produce than chiseling would have been. 

Regardless of anthropologist Mathews' view that several of their works of art had 

outlines of men and animals as rudely depicted in various colours, some of which were 

stenciled and impressed hands (Clodd, 1970)/' they were essentially creative and 

eloquently symbolic. 

The entire use of hands on rock is truly a reflection of an ancient gestural/signed 

language used among the Aboriginals. It is uncertain whether the same cluster of 

gestural sign vocabulary has persisted to this day despite the native Aboriginals' ability to 

read or uncover the context. The persistence of signed languages may vary 

" Its similar pattern of reversed chirogram may ije compared with the 1444 portrait of Charles VII, King of France. The ancient 

pattern of 'reversed chirogram' did not start at that point. An analysis of a forthcoming artwork. The 'Kaph' Teiecope of 3,100 

B.C. is the oldest demonstration to date. 

" He indiated that this kind of artwork lacked a variety throughout the continent. He encouraged a very much larger amount of 

information be brought together before suggesting meanings to the group of native drawings. 
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from tribe to tribe (Hirn, 1900, Critchley, IPTS),®' somewhat similar to Plains Signed 

Languages of Native Americans (Baron, 1981).®^ It can not be coincidential when a 

similar set of joined' chirograms is identified with a particular set on Australian works of 

art. It was found to be very common as a rock etching in Arizona (Mallery, [1888-89], 

1972, Laing,1993).®^ There are at least three levels in relating this multi-handed story. 

The First Level: 

Unseen hands open a book that has fourteen pages. A pair of flying hands emerges from 

the ninth leaf. They are the pair of peaceful hands. At a specific angle above, there are 

two separate hands that have been battling for eons. The pair of hands flies a little closer 

to the hand on its right side to avoid an unfriendly, thumb-headed hand with six other 

hands behind it on the left side. Two slave hands "at its feet" have been stepping upon a 

lone hand (that can be seen just above the winged hands) to become their inactive subject. 

The hand on the right side is alone with its sharp and strong little finger. 

At the uppermost part of the painting, a hand has a bag also in the likeness of a hand on 

its head. It got the bag from the House of the Hand that is located a bit above that hand. 

With the bag on its head, the hand is with two scared hands. They have been running 

" Mr. Stirling noticed a store of gestures was the richest among tribes in some parts of Australia. The author's opinion was 

tribes on a very low plane of culture would tr̂ nfer a gesture to a contour-print easily. Based on an 1836 study of another 

observer, f̂ ailery, made a comment in 1889 of the Native American Indians' picture-writing that the pictographic elements have 

been largely influenced by the manual signs. From 1891 -1904, Howitt's study indicated one example of how the use of the 

Aboriginal gesture-language maintained its strength. A widow would not be permitted to speak until her mourning layer of w îite 

clay that she placed under her fece had peeled off. During the period, she would communicate somewhat by gestures only. 

" A need for a lingua franca at that time was not the case today. 
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from a chain of bully hands, preventing them from contacting a body of withering hands. 

As the pair of peaceful hands flies through the opposing hands, it has come to the aid of 

those three scared hands by delivering the medicine hand to the withering hands. It has 

escaped an impending burial. An obvious slanted arm-hand is at the revolving center of 

attention. 

The oppressed hand and the set of resuscitated hands join the pair of peacefiil hands as it 

becomes larger. They follow a long-necked hand with a beaky-nosed thumb. They pass 

through two bright spider webs which are being threaded and spun by a "handy" spider of 

knowledge. Two hands invite them through toward a peacefiil site (on the upper right), 

seated by three hands (Waddell, 1927) in a delta-shaped wedge surrounding a chisel. 

They also represent themselves as obscure fish (Sass, 1988).®^ 

The Second Level: 

On the lower left section of the work, a sun disk with its own rays of light penetrates 

through the abysmal darkness. Gemini represents two crossed hands. They try to resolve 

the dispute between the Bull representing Set, the brother of Osiris, and Aquila, 

representing Horus, the son of Osiris. Leo Minor is on its back under the Bull. Aquila is 

behind the Bull's foreleg. Isis has recovered a certain part of Osiris' body from a river. It 

was a part that the Bull (Set) severed. Isis among two other goddesses, Hathor and 

A drawing of 'twin-hands' can ise seen on page 712. That hand could represent the 'soul' of the person concerned, but 

another society would use it for decorative purposes. It could evoke different meanings within the same culture. It is an assumed 

statement without any in-depth, visual comparison of andent chirograms of two distinct cultures. 
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Nephthys, are afraid of the gorging Bull. Gemini intervenes and assists with the process 

of reattaching his lost organ and resurrecting Osiris. They all accompany Thoth in 

meeting Cancer on their way to heaven's doors. They welcome them to enter the Temple 

of God. 

The Third Level: 

It may be up to individuals to find out whether there are some approximate cotmections 

between the stories on the artwork and the teachings of regional churches. Each 

character in the previous two-leveled stories may be likened to the symbols in the 

constellation in the story of Amentet. The traditional concept came across through this 

non-phonetic and chirographic approach. 

The process of decipherment was pursued immediately after an analysis of an enclosed 

artwork. The 'Yod' Foot, was performed. The frame message is an isolated hand on the 

lower right section of the painting with a cluster of hands just above it. I suspected them 

to be Sirius and Monoceros respectively. The outer message was the sign of Gnomon^ 

on the lower left side of the painting. The inner message was consistently related to the 

natives' interest in reverence for, and understanding of the creation of the universe and 

the afterlife. 

It is uncertain among scholars as to how the Proto-Sinaitic fish sign originated as 'dalet' and its invoivmenet in the historical 
change. 

" it is one of examples of Gnomon that may appear to resemble a lemporai book' as well. 



THE 'YOD' FOOT 

The best possible interpretation of that artwork had been unavailable because it was 

among some of pictures that had been assumed to be ideographic expressions of events in 

the history of the tribe. Or, they were types of artwork executed for pastime and 

amusement; certain groupings of figures might then portray some legend. Animals 

probably represented totems (Clodd, 1970). It appeared to be difficult to patch together 

clues especially when it was assumed that figures represented legends while the animals 

in the same context represented totems. The relationship between the two legendary 

worlds of human beings and animals needs to be pursued. It may be seen whether this 

artwork, 'Yod' (Naveh, 1982),®^ and Impressed Chirograms have the same message. 

There are two minor works from other countries and periods involved in helping with the 

decipherment of this artwork. The results may indicate whether those artistic motifs are 

chiringi (Clodd, 1970, p.30).®^ 

The concept of the artwork may also reflect some temporal experiences of certain tribes 

with which native groups may identify. That would leave room for the first level of their 

cultural history, if applicable. 

The second level of the story begins with a bull at the top of the painting. The bull has 

immobilized a little lion, which is on its back under it. The bull is in a constant battle 

with an eagle, which endeavors to chop off the bull's foreleg with its long beak. The 

'5 It is an old Semitic ideograph for' the palm of a hand.' 



eagle also needs to keep the bull back so that the three people can be free to run around to 

assist a prone person who has just been gored by the bull. He has a sore genital.^^ To the 

furthermost left of the running group is a person with a medicine bag^^ received from 

Ochiuchus, the God of Medicine (Kaler, 1997).®' The center person has a running person 

in the front on a leash. In the order from right to left, they may be Set, Osiris and his son. 

Horns. 

Thoth is visible with a long beak. He stands atop a hill conversing with a deceased spirit 

who is on the right side of three people. Thoth, the god of writing, has just read a list of 

past deeds to the deceased person and has given it to him. As Thoth bids him farewell, 

the center person engages the dead spirit to join them in their preparation for a great leap 

over the land of Lynx. Beneath them are two animals known as Sirius and Monoceros 

(with a sole horn on its head). The result, as shown in the constellation, is that those 

three people have become three large individuals. The one above is the deceased spirit 

who was just resurrected; he represents Cancer. The one below is the overjoyed Osiris. 

The thin person on the lower right is Set placed under Sirius, the Egyptian bull. 

Churinga is a native Australian term for a sacred object. 

 ̂Hunting orion's genital on a Cretan seal may be compared with the man on the artwork. 

" It may be compared with two similar ideographs, one of an Ojibwa medidne man holding an object and another of an Easter 

Island's God of medicine in a similar performance. 



90 

The Second Level: 

The frame message: it is the sign of crossing hands by Gemini. Several minutes prior to 

viewing this 'Yod' artwork, a Minoan signet of the Gemini, 'G-mymy,' was observed. 

An earlier analysis of this signet greatly assisted with the decipherment of this ' Yod' 

artwork. 

The Minoan signet demonstrates its own ideographic message. The signet has two 

crossing hands shielding a "cuneiform-ed" female genital from "the intrusion of a peak," 

but mythologically, they are the flying hands of the Gemini "wedging" through 

Monoceros, known as the Unicom, to make its own crossover to Sirius. The sign below 

is of two delta-like fish, back-to-back, representing Sirius and Procyon, awaiting the 

arrival of deceased, and of course naked, spirits. The resemblance of the "cuneiformed" 

female genital is among some earlier Sumerian ideographs for the word Gemini. 

Coincidentially, after deciphering the 'Yod' artwork, the Minoan signet was reviewed for 

an in-depth analysis. This review led to the recovery of the compound ideogram based on 

a Sumerian 'g' and an Egyptian 'mymy' which led to the creation of the original 

logogram: Gemini (Davis, 1969, Friedrich, 1971, Boulanger, 1965, Mercer, 1993)/° It is 

Asclepius and Ophiuchus are interchangeable as the mythic physician. 

Several specific examples have the letter'g,' 'ge,' 'gein(e)' in some Sumerian Tables for scattered meanings basically for a 

female. G(l-W)l-N(l) is an extended spelling of Sumerian Gin or GUN, 'female slave.' The aforementioned reference also has Nl-M-

(l)-6l for Sumerian NIMGIR 'senrant,' a synonym apparently of NIGIR. The word NIGIR now may be broken into NI-GIR for liirther 

analysis. Nl may be the latter two lettes of Gemini. GIR appears to resemble a 'kur* word; the enctosed Sumerian Table has an 

ideograph of three chisels for that word, but is without a definition, however in another reference, it is for the word 'matu' 

(country) and sadu (mountain). Sadu may be approximately compared with S-(iri)-U-(s), the country beyond the triple mountain, 

known as Amnte, the outer darkness, the hidden region or Egyptian's use of the West (imn.t) as an unfavorable region, where 
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one living example of chirographic, pictographic and ideographic borrowing between two 

primary countries before its impact upon other countries including the Minoans and the 

Australians during the dawn of their civilizations. Particularly between Australians and 

Egyptians, their experiences went further than the exchange of basic sign systems. 

The Outer Message; 

A tiny Indus artwork with the symbol of Gemini (Mahadevan, 1977) with a two-headed 

'Yod'^' aided with the identification of Kaph's Monoceros since they share a similar 

shape for their long horns on their foreheads. There is an identified ideogram on the 

lower right side, representing a weapon (Rao, 1982). In order to better understand the 

story of the Impressed Chirogram, it is important to know of the best possible translation 

for this Indus artwork, "The Monoceros." 

"I groan because my back is tired and my body is heavy. 
I am between Gemini, who carries dead fish, and 
Amentet. My head is thrice as far from Gemini as my 
head is from the head of Sirius. Gemini drops off fish 
that will be consumed into one of my two tunnels. Also, 
my face stands before the House of Amentet, and Set 
was thrown through one of my other tunnels toward his 
dark Dominion that shall be severed." 

Inner Message; on the lower left, a man with raised hands^ represents jubliant Osiris. He 

plays a key role in the delivery of an inner message. He is giving an essential message to 

region, wfiere the soul of the deceased went after death. For the latter part of the word, Gemini, MINI is discussed further here; 

the Egyptian word 'mn' (myny) is for the meaning of 'to be sick, to rest, to die, and to land. Gemini had been known as the 

responsible agents for bringing deceased spirits to the Undenworld. 

An 'K' ideograph for the palm of a hand,' thus it is a set of two Kaphs on the head as a symbol of Gemini. 

Early Northwest Semitic ideogram is for a man calling. 
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the living people to learn about and prepare themselves for their existence in the 

Underworld. The content of his constrained message is at the next level. 

The Third Level: 

The Frame Message: The same man who represents Osiris lifts a 'yod' right foot. Its 

implication is that his hands are so full with precious messages that his foot has to do the 

'signing.' It could also symbolize its country as the 'down-under.' The message of his 

'yod' foot signifies a subject that is not related to a need for sound and that it does not 

refer to temporal needs because his hands point, one toward the sky and another toward 

Monoceros, as the key subjects. 

The Outer Message: There are six important pointers in the painting. 

1) Set is in the likeness of a thin person and he appears to have his legs attached to a 

sword. It is as if he swallowed the thrust (Waddell, 1927, p. 46)^ of the sword into 

the soil to bind him indefinitely, 

2) A dagger is below the nose of Sinus, 

3) An 'angle-pointed' sign is behind Cancer, 

4) The Thuban star is between the upper Bull and a lying man, 

5) The genitial of the lying man is an important clue, and 

6) The crossing of the Gemini's arms is also a clue. 

" The T form appears to be derived from the Sumerian " with the value of Tar, defined as meaning 'to tear," disclosing 

the Sumerian source of that English word. Dental D is found in its present-day fonn on Eariy Egyptian pottery of the first Dynasty 

onwards; and in its crook and anw-head forni , 'p from the Pre-dynastic and twelfth Dynasty periods onwards. 
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The &st three pointers have indicated the creation of four criscrossing lines, representing 

the likeness of a cuneiform or a pyramid. One likely reason for its being on an angle is 

that it represent sacredness like that of an Egyptian banner (Homung, 1982).^'* 

Another Outer Message; 

Between the sign of Gemini's crossing hands and the dagger are both Monoceros and 

Sirius beheaded. Instead of demonstrating itself as beheaded on the artwork to be in 

harmony with the other two beheaded animals, an obscure beheaded Bull is celestially 

demonstrated through the aid of Polaris and Thuban. The symbolic beheaded Bull is the 

sign of having Set beheaded as the ultimatum. 

The Inner Message: 

Osiris is pointing with his left hand at Monoceros' rear end while his left hand points at 

the sky as the direction for certain stars to center upon. "What goes with Monoceros 

should go well with Sirius, too." It is self-explanatory for where another set of star 

directions should point; it goes to Sirius' rear end. Another set of stars focuses upon the 

end tail of Hydra. It entwines itself with an obscure tail of the Bull. 

Standing Cancer appears to wave his hand, but it actually points at a certain spot where 

the direction of the stars are to converge. The head of Leo is the "crossing median" 

between Polaris and one of the Antlia stars (Staal, 1988).^^ 

A sacred banner is similar to the hieroglyph for 'god.' 
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The three star directions mentioned complement the actual airshafls of the Great Pyramid 

of Cheops. According to the instruction of the 'Yod' artwork: 1) the star of Thuban 

(Logan, 1986, Fazzioli, 1996)^^ is right in the King's Chamber. The floor of the Grand 

Gallery descends over one of Ursa Minor's stars: the star of Pherkad, in Arabic "al-

farquadan" for "the Two Calves." 2) the star of Kochab of Ursa Minor overlaps the 

Queen's Chamber. The passage to that chamber intersects Ursa Minor, the floor of that 

passage being above one of four stars whose name has not been located; the original 

name of that important Egyptian star must have been lost to us. 3) Polaris, the star or the 

true North is buried deep in the ground of Egypt's Great Pyramid (Krupp, 1983).^^ 

Scholars considered that subterranean chamber to be insignificant and unfinished for 

burial. 4) Deneb, a star in the constellation Cygnus, is beneath the lower right end of the 

apex as if it were the Great Pyramid's cornerstone, while the other end contains the Great 

Bull's left hoof 5) I discovered that the right eye of the lost Egyptian Bull perfectly 

overlaid the apex of the Pyramid! The eye is currently on Cegninus, the star in the 

constellation Bootes. Each chamber was pre-designed according to the placement of 

revered and immovable constellations. Thus, the name for three chambers mentioned 

should be restored accordingly: Thuban, Ursa Minor, and Polaris chambers. 

" The ccxistellation Antlia was discovered and invented in 1888; however its banner-liice constellation appeared to me to be the 

reflection of the banner-like hieroglyph mentioned as revered by the andent Egyptians. 

An old Chinese symbol shows a phallus altar to the earth god, v îch was romanized as 'thu.' It may represent a symbolic level 
of Polaris and its relationship with the star of Thuban. It is also a Qiinese character for 'earth.' 

" Contemporary astronomers believed that Thuban star was the true North during the time of the Egyptians and that it changed 

to Polarisduring our time. The celestial alignments of both Thuban and Orion's belt, however, don't make an observatory out of 

the Great Pyramid's shafts. A reconstmcted diagram shows targeted stars of the four constellations: Hydra, Monoceros, Sirius 

and espedally the obscured Big Bull. Their targeted stars have a similar symbolic significance for the 'rebirth' of deceased 

spirits through very spedfic areas for their outlet. A certain measurement between Thuban and Polaris in the Pyramid may 

reveal the actual celestial distance between them as ratio. Moreover, the 'Yod' artwork shows at least one passage that has yet 

to be discovered in the Egyptian's Great Pyramid. 
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THE 'KAPH' TELESCOPE 

This is of the Egyptian bas-relief^ once known as the Narmer's Palette. It may be too 

boring to look at even for a little while because it gives the superficial impression of 

having little action. At first, that impression led me to think that it had very little content. 

It had been associated with the beginning of the history of Egyptian writing. The general 

response was that it was of the creation on the obverse section and the reverse was about 

just one of Egyptian's famous battles (Gelb, 1963, p. 74).'® 

The results of my intensive study suggest this first impression has remained limited in 

interpretations. We need to look first at the issue of whether the Sumerians were the 

forerunner of the Egyptian writing (Gelb, 1974, p. 12-13)?^ It may be elucidated through 

the decipherment of this Palette. 'Narmer' was the name coined for the Palette based on a 

phonetic translation of a compound sign made of a pictographic fish and a chisel. They 

are located right above the Pharaoh's crown. Nothing was done to phonetically translate 

the rest of the bas-relief s signs. The use of phonology should be consistently applied to 

decipher all possible pictograms even on one side before drawing a conclusion. 

One example of the problem concerns unreliable historical information based on the 

Horus falcon's symbolic conduct, which was 'read' as; 

"The Horus falcon trampled underfoot six Delta 

" Gelb claimed that symbols were scattered throughout the palette as having no significance but proper names or titles. 

Gelb was uncertain which country had an earlier writing system. 
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plants, each symbolizing a thousand Lower Egyptian 
captives and that he led their chieftain by the nose" (Ions, 1973). 

Inadequate decipherment of pictographic signs on both obverse and reverse sides should 

disqualify the mythical name 'Narmer' from the Palette (Gelb, 1963; Betro, 1996; 

Davies, 1990; Martin, 1988).®° 

The First Level: 

The frame message is 'amem,' the grasping hand of the Pharaoh that signifies 'to seize 

death'®' as the hand does not really grasp the hairlock at ail. What appears to be the hair 

lock is a wedge that the Pharaoh was to 'hammer into' the head (Deul, 1965; Laing, 

1993) 82 jjjg presumed hairlock is actually the uppermost tip of a wedge ̂  although 

examples on other Egyptian palettes and artwork on the walls of temples do have some 

straight lines to make them appear "hair-like." Some of them have an early Sumerian 

wedge-like 'T' that tears the center of the letter. 

The bas-relief s pictographic and ideographic representations had been said to reflect at 

least one famous battle during the reign of a particular king, presumed to be King 

Narmer, during the latter part of the Archaic Period (Hall, 1986). Since then, well over 

" The name, Narmer, was unknown in later Egyptian history so the unidentified king was put in with other unidentified kings 

during the Archaic Dynasty. The proposed identities of both Narmer and Menes, the ibunder of the First Dynasty of Egypt, were 

purely hypothetical. Gelb claimed that it would be difficult to determine whether the date was the most appropriate for its 

creation. The phonogram for 'mr* and '3b' are for unknown reasons in both cases. And, the use of rebus writing of the king's 
name, Narmer, was based on two hieroglyphs, 'catfish' and ' chisel.' 

" Amem may be the forerunner of the Greek word 'kope' which is 'to handle' or 'kap' for 'to grasp.' 

Aztec and Mixtec pctographs were compared with the palette with the similar actran of capturing prisoners. 

" An example of some explicit wedges on enemies' heads in several Egyptian works of art have lines drawn on them or an old 

Sumerian T was used to signify 'to tear through' their heads. Perhaps this is how this pictographic expression was recurrent in 
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two hundred works with the similar theme of a smiting Pharaoh as the main motif would 

seem to indicate that Egyptian artists lacked any indication of creativity for human 

movements. A slightly bent Pharaoh as the Grand Smiter appeared to be the fixed rule as 

the classic Egyptian icon, imitated and preserved throughout several Egyptian Dynasties, 

innovative movements, forms or representations would be used for their repressed 

enemy. The first level of an iconographic concept might reflect the Egyptian cultural 

history and/or just an emblem to scare off Egyptians' enemies by their artistic 

propaganda of portraying gigantic Smiters on their Egyptian walls. 

The Second Level; 

Myriad stories in Egyptian mythology are interlaced and the combinations are endless. 

Individual readers may want to pursue a thorough study of this mythology after they 

acquaint themselves with the following third level of stories. Basically, the bas-relief 

depicts a profound story of Horus, the son of Osiris Set, the brother of Osiris, and Osiris 

himself, all of whom took turns in being the Smiting Pharaoh. I elicted that lost 

knowledge fi"om the stars with the use of a transparency. Early Egyptians also knew of 

the creation of the universe as shown on the obverse section of the bas-relief (Davis, 

1996).'^^ 

several cultures, such in our idiom for. "get it into his/her head." American Sign language has it with the right forefinger as 'the 

wedge' inserted into the left hand (as if it were the head itself). 

" Some scholars assumed the palettes were used for 'ceremonial' or 'liturgical' purposes, held in a residence, temple, or public 
place or were used on special events. 
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The Outer Message: 

Both sides of the bas-relief have a 'crown' theme. They show different crowns. The Red 

Crown of Lower Egypt and the White Crown of Upper Egypt are the key examples 

(Englund, 1988, Mercantante, 1978, Silverman, 1990)^^ for the first level that need to be 

deciphered. One researcher indicated that there was a repetition in several works of art 

with one king wearing the Red Crown and the other the White Crown. On the obverse 

section of the palette, Osiris used the Red Crown before the creation of the universe 

occurred. The White Crown, or mitre, was specifically a war crown for Osiris, which was 

taken over by Set. Physically, Horus eventually conquered Set as depicted on the upper 

right section, and then took over as the ruler. The double crown may suggest the Lands 

United, but it is not clear whether a physical united Egyptian kingdom (Hall, 1986, p. 9) 

was ever achieved. To me, it has a more profound meaning, the attainment of personal 

unification of body and spirit. The separation of both entities needs to be conquered. 

The Third Level: 

Lynching is a continuing subjea, but now has evolved to demonstration of two kings 

with different crowns. Each has his own cartouche. The kings are twins who warred with 

each other. It is clear that the one with the White Crown of the Upper Egypt is Set, 

himself who smote Osiris. Osiris defends repressed civilizations throughout the 

centuries. Set was the conqueror of deceased spirits as his slaves in the Underworld. 

" This is contracted by another statement that both crowns belonged to the Lower Egypt. Mercantante stated, without 

presenting any dedphered signs, that we could 'read' decorated scenes as a record of Egypt's unification under one ruler and 

that after the 'Narmer' palette, hieroglyphs became more in use. 
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The smiting Pharaohs in their stiff positions was a major clue. Their position was more 

symbolic as "the containment of unrule," to put the cosmic order under control 

(Wilkinson, 1988, 176-77). ^ 

I pursued beyond the first two levels of stories. A transparency was made of the bas-relief 

to see whether some of its signs would correspond to some constellations. A great 

number of stories are based on this discovery, but only a few have been selected to better 

understand the role of Gemini and its relationship to undeciphered languages. The 

following three messages are the results of that innovative attempt. 

The Frame Message; 

The obverse section shows two fish, each with its own wedge. The bigger fish is in its 

own house. The big fish is in its 'temple' on both sides, but the temple gates are open on 

the obverse section while it is closed on the reverse section. The smaller fish is not 

shown on the reverse section. I pursued an indepth study through the assistance of 

constellations and they shed light on the identities of the fish: the small fish represents 

Procyon, the small dog, while the big fish represents Sirius, the big dog. The big fish later 

shall be confined in a cage when Set is conquered as a slave. Both the fish of Sirius and 

Procyon are shown over their Chisels. The length of a wedge under the smaller fish 

stands perfectly equidistant between the stars Procyon and Pollux, one of the Gemini 

The palette's head-smiting scene shows the king executing a captive enemy who may be a threat to the cosmic order. 



100 

twins. Another wedge below Sirius is complete with three stars, in a straight line, within 

the constellation Canis Major or the Big Dog. Its locked house appears to demonstrate 

three places for deceased spirits according to theu" deeds, while Procyon, the Small Dog, 

may be the house for the pious (Enoch, 1977).®^ These two separate wedges together 

compromise the Sumerian letter "G." Those two "G" wedges on the obverse section 

represent the Gemini twins. Thus, when we see only one "G" wedge on the reverse 

section, it signifies the triumph of Castor with open doors in his celestial sphere. 

The Sumerians already had the cuneiform sign for fish (kha), which had almost 

disappeared from general use. The Sumerian ideogram employed to represent the city of 

Niveh was in the form of a fish near an upright wedge, but its archaic form was a 

pictographic fish within an enclosing set of five wedges. (King, 1977).®^ The diagram of 

A fish in a 'cage' was the naming of a place. The Egyptians appeared to adopt the 

concept of a fish in a house specifically for Sirius. 

It may be open for speculation whether this Palette may be a viable example that the 

Egyptians, during its development of an alphabetic writing system, borrowed at least one 

of the Sumerians' alphabetic signs. The first identified sign is the Sumerian "G" letter. 

" The netherworld contains four spaces, three of them dark and the fourth light, the last one for the pious. 

for 'City' is as follows: 

a Sumerian-type Fish-Water 
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The oldest possible Sumerian pictogram for Gemini has been seen in a constellation, this 

may have contributed to its development as an earlier ideogram that was refined at a 

much later date. The Gemini ideogram was borrowed by the ancient Indus script for 

ideographic use. 

The Outer Message: 

Such a Sumerian "G" letter was used as the symbolic wedge to be lodged in Set's head. It 

overlies the place in the Serpent Caput®' constellation. Two photographs of the reverse 

side of the bas-relief demonstrate the results of an in-depth study concerning whether the 

Pharaoh is about to hammer in the wedge. The Palette, however, indicates that the 

Pharaoh has already hammered in the wedge once and is on the verge of making a second 

blow! 

The 'box' at the lower left tip of the reverse section is the sign of Ursa Minor. The 

inverted 'v' letter, on the right side, is the 'little horns' of Taurus. Alternatively, each 

sign can be superimposed individually upon the mentioned constellation (Budge, 1904).'° 

" Kaput is a Greek word for 'head' and it was latinized to 'caput.' 'Kap' and 'Kaput' for to grasp' were the origins for the word, 

head, Kaph means 'the hand.' An old Sumerian ideograph 'hand' is "fish." Two 'G' wedges on the obverse side represent Gemini 

during their battle at the beginning of the aeation of the universe, 

 ̂The 'box' sign was assumed to be a 'fortress' and the inverted V sign was for 'protection.' Those signed representations 

could be used on the first level of interpretation. 
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The Inner Message; 

Gemini's dual 'kaph' hands appear to sign "pyramid,"'' leaving an opening at its apex. 

Their hands are by the actual Polaris beneath the artwork's floor and the right foot of the 

Pharaoh. A vector drawn from Polaris to Thuban goes through the Pharaoh's leg up to 

the tip of his White Crown. It may point to the site of another galaxy, which may be of 

importance. Castor, one of the Gemini twins, appears to lie at the bottom of the obscure 

pyramid with his genital congruent with a star beneath an imaginary floor of the pyramid. 

A different vector intersects Aquarius, the servant of the Pharaoh, as he stands by the 

Corvus constellation. The line also runs through the rear end of the Big Bull. 

The bas-relief has the 'sign-ature' of an artist. It is a reversed left hand on the right arm 

of Pollux in the lower left section. 

" The sign is similar among Deaf people in the United States, and possibly throughout several countries. 

The staicture of signature appears to be similar to both the 'Khefa' and Charles VII, King of France. As observed in 

Renaissance artwork, it shows that the artist 'had to' portray himself upon the hand of Pollux because he could not be 

considered as sacred as Castor was. 
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LEO'S MARK 

This 19-20''' Dynasty limestone ostracxsn shows a sketch of a king spearing a lion 

(Reeves, 1992).'^ The king is dressed in a tunic and kilt. He has the Red Crown of Lower 

Egypt on his head with a wedge in his right hand. A prancing dog is by his left leg as he 

thrusts his spear into the lion. The lion is situated with its long tail on the side of the rock. 

The lion manages to shield its body from six piercing arrows, but the seventh pierces 

through its body, still not enough to kill it. The spear makes its final plunge into the heart 

through its mouth. The ostracon contains pictographic, ideographic and hieractic 

languages with different contexts.®'* 

The Third Level: The Frame Message: 

The dot next to the tip of the Lion's tail is the star Sinus. Its claw with six arrows rests on 

the constellation of Cancer. The leaping dog is at the neck of Hydra while the Pharaoh is 

doing his work. The words of Leo on the ideograph are as follows: 

"I am right below both Ursa Minor and Lynx, but 
I am way below the center of the Square of Pegasus. 
The distance between Ursa Minor and myself is equal 
to my distance to Gemini who have a deceased spirit 
with them. The three of them will have to pass me 
to the Underworld." 

Hovrard Carter discovered the drawing in the Valley of the Kings before he located the tomb of Tutankhamen in 1922. 

Author Reeves assumed that this Hieratic inscription on the front (and bad() of the piece contained extravagant praise of a 

king who was not identified. 
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The Outer Message; 

When reversed, the tilted body of the Pharaoh represents Gemini while his small dog 

hovers over its Procyon or 'The Small Dog' constellation. The lion plunges forward 

from its static position of the Leo constellation. But the Lynx constellation assists the 

Pharaoh with a long thrust of his sword into its heart through its mouth. 

The Inner Message: 

The best possible translation of the Hieratic inscription is based on the history of Osiris' 

genital castration by his brother Set (Watterson, 1978).'^ An obscure symbol on the 

Pharaoh's uncurled wicker stinger at its front^^ touches Polaris. A reclining Sumerian 

'G' letter from the hieractic inscriptions touches Thuban." It is a signal of their 

importance. The purpose of Hieratic inscriptions superimposed upon the specific 

constellations needs to be unraveled. 

This artwork, Leo's Mark, needs to be compared with a royal Iranian cyclinder seal for us 

to compare two cultural perspectives on how constellations should be used. Their 

artwork with three levels of reading for meaning may assist as much possible in the 

decipherment of their linear languages. 

Set scattered his body and threw Osiris' genital into the Nile where it was swallowed by an Oxyrhynchus-fish. 

9* This is an astronomic reading for meaning of the pictorial artwork. It is beyond the phonetic translation of the Hieractic. 

Emphasized importance on both Polaris and Thuban has been made on both artworks of The 'Yod' Foot and The 'Kaph' 

Telescope. 
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HYDRA'S HEAD 

As Michaelangelo appeared to give an irrelevant name, Cascina, to his painting of a 

battle, this is the title for this Iranian seal. Its corrupted meaning may be understood after 

looking at the analysis on the third level, but an actual reading of the profoundly 

symbolic seal is; 

"After two arrows, the asp shall not bite, 
and the lion shall lie down with the horse."'^ 

The First Level: 

This seal portrays a king with his charioteer on a hunting spree. A lioness appears to be 

angry because the horse pulling the chariot steps upon its cub. Two arrows have already 

penetrated the lioness, but the archer seems to be aiming the third arrow elsewhere. It is 

recorded that the archer was the great King Darius (522 - 486 B.C.) taking pleasure in 

hunting (Cavendish, 1980). 

The Second Level; 

The Gemini and neighboring constellations show the seal as quite congruent. On the 

reverse side, it shows that the King is Castor with his crown at the constellation Auriga. 

Traditionally, the charioteer is his twin brother, Pollux. The lioness is on just the head of 

the sign of Leo, while its cub is Sirius. Two sets of ears indicate that two animals are 

pulling the chariot. Between the reins that Pollux is holding is the length of the sign of 

Canis Minor, the star Procyon; thus the animal behind the horse is the small dog. 

" It might be an Iranian version of isaiah 11:6-8. Each arrow may represent one thousand years. 
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Procyon. Only two leaping forelegs of Procyon can be seen beside four legs of the horse. 

The horse is the symbol of Monoceros. 

Leo's two forepaws are at two ends of the Cancer constellation, which is in the form of a 

'T' wedge. Its lower paw is by the star of Acubens. The Arabic word for it is al-zubana, 

"the claw" (Kunitzsch & Smart, 1986). The forepaws are not in their ordinary positions, 

but human-like. Their co-joined forelegs appear to form a Sumerian "G" wedge. Leo 

wedges a ' T' screw into the forehead of Monoceros, as if a horn was implanted. And at 

the same time, it could be that the lioness is avoiding the thrust from the horn of 

Monoceros. The message for the second level may be; 

"Sirius shall be nailed, crushed and overrun." 

There are, however, two slight differences between what is seen in the constellation and 

in the Iranian seal. Castor is aiming at Leo. The seal shows Leo's left forepaw being very 

close to the horse's nose while this is not the case in the constellation. 

The Third Level: 

An adjustment was made in the constellation to make Leo's lower forepaw closer to the 

nose of the horse to make it mathematically correct, as on to the seal. The head of Hydra 

was found to be in the way, or rather in its intended place. It indicated then that the angry 

animal was not a lioness, but a lion. A dual, but mixed message might be: 
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— on the seal 

The heart of the King was softened not to send off another arrow at the lion. 
Instead, the king is aiming the third arrow toward the 'Aquarian' sky. 

— on the constellation — 

The horse extends its "non-verbal" apology to the lion for stepping on the cub. 
Castor aims at the lion just the same. 
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THE 'SIGMA' STATUE 

I uncovered that the Greek statue has on his right hand a set of first three fingers, 

signifying a Greek word, Sigma,' Sigma has a different letter, in low caption, 

'cy,' that his linked ring and little finger imitate its form. The Grecian manual letters on 

the right hand of the statue must have simultaneously represented the similar first letter of 

the athlete and the sculptor's names, but according to my study of artists' tradition, the 

one in low caption would be for the sculptor's name. One curator estimated that 

Silanion, an Attic artist, of the athlete, Satyros of Elis, did it. 

A right side view of the hand on the horizonally outstreched arm may better show the 

latter manual letter. It also signifies a Greek number: '300' (Moran, 1969).^' The back 

of a Greek postcard indicated that this statue was created ca. 340 B.C., which may fit in 

with this analysis. It may be coincidential that the large caption of the chirogram on the 

statue is similar to the numeric system, '300,' among the contemporary users of 

American Sign Language (ASL). 
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THE JANUS STATUE 

Since the physical existence of the statue has not been identified or located elsewhere, 

'The Sigma Statue' was selected to help clarify how the numeric sign, 365, could be 

expounded. 

The Romans marked Janus, the two-headed statue, as the god of time and age, and he 

also represented peace or war. It was named lanus Geminus and the closing of the lanus 

Geminus signified peace without a need for war (Hammond, 1970). The ancient 

iconography of Janus attracted much attention concerning the meaning of his 

representations, including " the crossing god" after which crossing roads and rivers in 

Italy were named (Holland, 1961).'°' Janus was mentioned to be a god peculiar to the 

Italians. The ancients were not clear as to his special significance, but he was regarded as 

one of the oldest, holiest, and most exalted of gods with two faces (Seyflfert, 1895). 

However, his significance and history are lost. One author perceived that in some ways 

the image could be misconnected with other two-faced or two-headed gemeaux (Kallir, 

1961),'°^ the image being numerous in Mesopotamia and other parts of the ancient world. 

The crossing of roads and rivers represent Gemini's crossing arms. 

'"2 The French jumeaux and gemeaux (cognate to gemine, paired) signify human twins and sidereal respectively. The same 

meaning is used for tx)th words with 'g' and 'j' used interchangeably. 
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Janus had no human heads at all until Hellenistic times. He was compared with the figure 

of Usma, or Isimu, who is not only bifrons, but is the messenger of Ea, or Enki, the 

Babylonian water god (Holland, 1961). 

Pliny, the Elder, mentioned Janus as having fingers bent to form the number 365, the 

number of days in the year, perhaps in commemoration of the change of the calendar at 

the time of Julius' reign. Anciently, Janus would hold the key and staff, but in latter 

times, those objects were replaced by the numeric position of his hands. The fingers of 

his right hand would exhibit the number CCC (300), and those of his left hand would 

stand for the number LXV (65) (Seyffert, 1895, p. 329). Scholars have previously found 

that the finger arrangement on the Janus statue to be completely incomprehensible 

(Holland, 1961, p. 279). 

Those numeric signs could also represent the Latin letters 'CCC and 'LXV.' They can 

be viewed as having been artistically compounded and culturally elicted, constrained and 

manipulated fi-om the high development of ancient Grecian-Roman manual alphabets to 

best serve the artistic purpose of the "calendaric statue." It appears that the articulation of 

the right hand belonged to the Greek, since the land of Egypt was occupied by the Greeks 

at that time. The left hand represented the Roman. The number on both hands together is 

equal to 365. 

The author did not thinic there should be any connections among those representations, yet she thought it possible for the 

image to be from remote Mesopotamian origins through the peoples of Asia Minor, Cyprus, and Rhodes, to the Greeks and so to 

Italy, through the art form. 
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Janus' left hand would have demonstrated the Roman numbers for '65' days. The 'X' is 

shown to have split into two 'V numbers as if from 'ten' to a set of two 'fives.' This was 

how four fingers could demonstrate three co-joining ' V as if they formed into an 

Egyptian "rippling-water" ideogram upon the up-turned, four-legged fingers, which 

would be the symbol for Gemini. The thumb and forefinger would be for the 'L' letter. 

On the left hand, it is seen as L+V+V+V (65). 

Janus was brought to Rome from Egypt in approximately 44 B.C. by Augustus, the 

emperor, perhaps for two reasons. The better thesis is that Sosigenes brought the statue of 

Janus with him as an Egyptian gift to Julius Caesar and the Romans while Sosigenes was 

invited to consult with him on the construction of the Julian calendar, beginning in 46 

B.C. (Kallir, 1961, Wilson, 1997).^°^ An alternative reason is that Emperor Augustus 

responded to Quintus Pedius's request because he was one of Julius Caesar's heirs. 

Quintus was deaf and a painter (Bezagu-Deluy, 1993). 

The position of the four-faced Ram on an Egyptian Disk corresponds to the twin-faced 

Gemini or Janus. The center above is a set of two bodies nearly upon one another, hence 

their bicameral head. The same head representation is on a reproduction of a relatively 

similar Egyptian Disk in the Book of Abraham; they both have a pair of 'Ka' hands on 

each shoulder. 

'w Julius Caesar (49-44 BX.) invited Sosigenes of Alexandria to consult on the construction of the Roman calendar. Sosigenes 

proposed what Ptolemy 111 established about a hundred years before: 12 months with 30 days, plus 5 intercalary days along with 

an additional day every four year. The Julian calendar started in 46 B.C., two years before his assassination. 
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One day in Kolob (signifying the first creation, nearest to the celestial, or the residence of 

God) is equal to a thousand years according to the measurement of this earth, which is 

called by the Egyptian Jah-oh-eh (Smith, 1989).'°^ This name combined with the method 

of measuring time might be the origin of the name of two-faced god, Janus, the god of 

time, whose name it resembles. 

'06 Joseph Smith, Jr. translated it from an Egyptian papyais. 
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THE BATTLE OF CASCINA 

In 1503, when Michaelangelo Buonarrotte was commissioned to do the work, Firenze 

and Pisa were in conflict. His commissioner expected him to drum up Firenze's past 

victories in battle. One of its victories was a war with Pisa in 1364 (Liebert, 1983). We 

need to pay attention to why Michaelangelo Buonarrote applied a native word, cascina, to 

the painting to determine if it represents an actual event. 

There is a great contrast between Michaelangelo's previous artwork and this cartoon 

(Hartt, undated)^"^ as the last one shows men naturally expressing a variety of human 

emotions and movements in a wide open space, constrained only by the limits of the 

artwork (Vinci, 1957).^°^ It has a unique air of suspense intermingled with an expressive 

sense of pause in it. Michaelangelo worked on it in secret in the Hospital of Sant'Onofrio; 

he took time to develop a composition on several well-interwoven levels (Hartt, undated, 

p. 422) and did it with obvious precision and care. 

The First Level; 

It is unsubstantiated that Michaelangelo based his cartoon on an actual war between 

Firenze and Pisa, and that it reflected some of its incidents. While the Florentine soldiers 

His close friend, Aristotle da Sangailo, possibly did this 1B"* century cartoon. It is only a small part cartoon of Michaelangeto's 

original plan to do a colossal fî co as he was first commissioned to do it. It was designed to compete with Leonardo da Vinci's 

Battle of Anghiari at the Palazzo Vecchlo. It is daimed that his work was destroyed in 1506 and that there are several copies 

made by Rorentine apprentices of the High Renaissance. The cartoon is a reproduction of the central section, but it is unknown 

whether the unfinished painting or a scrap of Midiaelangekj's original cartoon remained. 

iM Leonardo da Vinci disagreed with how historical pictures should be crowded and confijsed by many figures. 
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dipped in the Arao river, they were surprised by a sudden alarm which led them to be 

caught in the act of a frenzied struggle among themselves, particularly in trying to get 

their wet bodies into their clothes and armor (Condivi, 1976, p. 37). If the scene actually 

took place in the Amo river, it may be difficult to grasp the possible whereabouts of the 

massive and bland scenery in northern Italy as depicted in the cartoon. It is uncertain if 

there was a similar site in Italy by the name of Cascina that was near the Amo river or 

that a war occurred anywhere near a place with the look of that parched landscape. 

The hands in the water appear to represent a drowning person, pleading for help, but no 

one seems to be willing to assist. Even if one fragment in that picture reflected a 

historical event of men responding to a call to war, the characters' uneven responses 

demonstrate it as unrealistic. Its set of three messages (frame, outer and inner) may be 

studied (Liebert, 1983, p. 112).'°^ 

It is very likely that Michaelangelo projected his personal expressions, such as the 

emotional stresses of his own life tied in with his unequivocal mastery and great 

appreciation of the nude human body onto the cartoon. His understanding of 

mathematics, landscaping, and archaeology should not be overlooked. 

Three levels center on diagrams developed by chirograms as their central points. Three 

different chirograms represent Michaelangelo's name-signs; 'ML,' 'B' and a set of five-
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points indicated on all five fingers for the letter 'M.' One of them belongs to the second 

level: it has an obscure graphic letter of'B' for the first letter of the artist's surname; 

Buonarrotte/"' An obscure 'M' is in the third level. 

The Second Level; 

A replicated Egyptian ennead is shown. A triangle is shown with three points; the top is 

at the back of the head for the head of a cow, on the left is one left calf on a leg of a man 

emerging fi-om the river for the rear leg of the cow. The lower right apex is at a right leg 

with an awkward form of calf^ which was the inner message; it is for the right leg of the 

cow. Both symbolic calves may actually represent an obscure cow, not a bull. The 

reclined "B" letter is superimposed upon the triangle; their combination makes it similar 

to an ancient diagram. The four points that the "B; touch are two left hands on the upper 

level, for the forelegs of the cow, and two right hands on the lower level, for the back part 

of an udder of the obscure cow. The fifth point in the "B" letter is at the right hand in the 

center. It is at the apex of a raised tail. Just within the tail's triangle is a symbolic anus, 

created by the left hand of a seated figure with the back of his head to us. The two hands 

from the river could be milking the teats of an udder, thus the river is a huge pail of milk. 

It is a painting that looks forward to "the land of milk and honey." It is, therefore, the 

reason for Michaelangelo to name his cartoon 'cascina,' an Italian word for 'dairy farm.' 

Other than the dramatic moment representing the historical event, the meaning was the bravura use of the nude to 

communicate meaning, however the author did not indicate any specific meanings for that type of communication. 

"" The jagged rock just above the sinWng hands has the formation of the first letter of Michaelangelo's name. It produces a 

series of messages representing constellatory stars. 
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The Third Level: 

The cartoon has a set of obscure equinoxes and solstices, especially making use of 

parallax (Bayme, 1997; Motz, 1995; Kuhn, 1989),'" which was little known, perhaps 

only among the Neoplatonists and their artists, during the Renaissance period (Swerdlow, 

1996, Vinci, 1957, p. 181)."^ Michaelangeio placed a dangling sleeve with a slit just 

above the river. It represents Gemini in the most ideographic manner among all 

representations that have been studied here. A man that has his left leg dangling beside 

that sleeve resembles the left person, of the Gemini brothers, on the lower tip of the 

Palette, except that one seated figure's right hand has just completed a semi-circle over 

Akhet, the obscure double-mountain held by the hands of Orion. The hands in the water 

represent Michaelangeio's name-sign; they appear to plead to Orion to rescue him from 

his descent into the realm of Sirius. 

The bending man is Osiris looking over the obscure twin-pinnacled mountains 

representing himself as Castor looking at the hands of Pollux, his brother, in the water 

representing Sirius. The Northern Cross crisscrosses through Orion's head as it represents 

" ' A  d r a w n  d i a g r a m  s h o w s  t h e  f i r s t  l e t t e r  o f  M i c h a e l a n g e l o ' s  n a m e .  I t  i s  u n c e r t a i n  h o w  t h e  N e o p l a t o n i c  d r d e  h a d  t h e  

knowledge of stellar parallax as demonstrated in this painting prior to any documented theories, it could be from the Jews as 

they looked to the Renaissance as a unique opportunity for the involvement of lews in all forms of intellectual activities including 

art, music, and astronomy. On the other hand, documented knowledge of stellar parallax occurred in October 1597 when 

astronomer Kepler suggested very simple stellar observations that woukl prove the truth of the heliocentric theory. In 1840, 

about 200 years after his suggestion, the German mathematican and astronomer Bessel measured the first stellar parallax of a 

star. One author daimed that the stellar parallax was first observed in 1838. 

It was considered impossible to write a continuous history of astronomy in antiquity due to a fad that information was 

unavailable between the time of the Babylonians and Ptolemy. It resulted in a small quantity for the Renaissance learners. 

Leonardo da vind expressed his opinion that it wouU please the Creator if He would reveal the nature of man even as leonardo 

described his figure, thus fifteen entire figures related to the cosmography of the minor mondo, the microcosmos or lesser worid 

as used by Ptolemy in his cosmography. It appeared that Leonardo was not affiliated vwth the Neoplatonic drde through which 

Michaelangeio was enlightened for such an artworic with hidden messages. 
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the head of Jesus Christ with his hands removed from the cross (Bonnel, 1985)."^ Osiris 

also represents Cygnus (the swan) who appears to fly his deceased spirit over Amentet, 

awaiting his own resurrection. A young man with his back to Orion's rear looks at a 

certain sign through a telescopic hand^" as directed by the "split" sleeve of Gemini. 

I will focus on the comparison of the messages that appear on both The 'Kaph' Telescope 

and 'The Battle of Cascina.' The astronomical perfection of The 'Kaph' Telescope 

leaves much room and time for a indepth study. Such a study was possible for two 

reasons: the ancient Egyptians had certain access to some 'telescopic' facilities, possibly 

somewhere in the Great Pyramid. Perhaps also they had priests who were, in a sense, 

shamans as in other cultures. They purportedly could travel 'out-of-body,' have visions, 

and/or were momentarily enraptured in order to have the greatest view of the universe. 

If that was not the case. The 'Kaph' Telescope must surely have been divinely provided 

to the Egyptian priests. That was why the Egyptians called their hieroglyphs 

'meduneceru,' or "divine words" (Betro, 1995, p. 14). Regular artists would be incapable 

of achieving their artwork with multi-faceted perfection. 

Regular artists also could not approach the excellence of Michaelangelo. With the best 

possible efforts of the Florentine humanists, Michaelangelo was competent in portraying 

"2 Christ and Osiris: A Comparative Study shows an excellent comparative analysis on their lives and purposes. Other authors 

tied Christ and Osiris' roles with the constellation more on the basis of theology than the astronomical representation while my 

study shows that their symbolic similarities are recorded particulariy on the Orion constellation. 

A possible old sign was uncovered for the vvord telescope.' A symbolic formation for 'telescopic gesture' of both the thumb 

and forefinger on the left hand of astronomer Johannes Hevelius in his 1647 portrait resembles one hand on the right side of the 

Cascina artworic 
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the very basics of astronomy within his 'Cascina.' He should be highly praised for his 

best possible imitation of the essential principles from one of several bas-reliefs similar to 

The 'Kaph' Telescope product. It should be amazing for Michaelangelo to do it because 

Italian artists had no access to a pyramid in Italy. It may be the best possible example of 

the Florentine humanists' effort to resuscitate, or give birth to, the living messages of 

antiquity. 

One of Neoplatonic circles of lecturers might have included Nicolaus Copernicus. 

Starting in 1494, he made several travels to Italy, but in 1496 he returned to study with 

the astronomer Domeniro Maria de Novara at the Um'versity of Bologna where 

Copernicus was just an observor (Motz, 1995)."'* The University of Roma had 

Copernicus give a lecture on mathematics in 1500. In 1502, he went to Padua to receive 

a degree of doctor of Canon Law. He had mastered all of mathematics and astronomy by 

the time of his graduation in 1506 (Motz, 1995, p. 62; Wilson, 1997, p. 55).''^ His ten 

year visits to Italy and study there might reasonably have led him to give his presentation 

on his heliocentric theory before the Neoplatonic humanists; this certainly took place 

before Michaelangelo did 'The Battle of Cascina' painting in 1506. 

Mainly, it showed that the Neoplatonic circle of the Florentine humanists was successful 

in four ways: the acquisition and reading of antiquity and the application of those ancient 

' Copernicus had about thirty observations of his own in addition to a supply from other observors, which afforded great 

advancement of science and astronomy. 

"5 Perhaps while he was in Italy, Copemius discovered segments on Roman histories in relation to several thinkers who believed 

that the Earth was moving. He was ̂ ere when both Leonardo and Michaelangelo vrere at their peak of their artistk: activities. 
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teachings into Renaissance artwork. Also, as in ancient cultures throughout history, 

artists learned to obscure sacred or controversial teachings in their artwork. It was a 

concealed "rebirth" out of necessity. Their only failure was in reconciling the faiths of the 

Egyptians and Christianity. The Egyptian faith was resisted because of the Church's 

single-mindedness. Members of the Neoplatonic circle were suspected of being 

promoters of pagan belief (Harris, 1987).^'^ Neoplatonists' final blow was from the 

general public, which in their ignorance misread the superficial content of Renaissance 

artwork as "obscene." 

In 1438, Gemistro Plethon, a Byzantine scholar, attended the council, trying in vain to reconcile the Churches of the East and 

West. His series of lectures violently attacked the scholastics and the Churdi's support of Aristotelianism. His effiorts in 

combining Piatonism with Hebrew and other Oriental mysticism were condemned by the Church. The Neoplatonists in Rrenze 

embraced his ideas. 



Since the future has in store not only a rearrangement 
of mankind according to new principles, not only the 
organization of new social and economic process, but 
also the "remolding of man," there seems hardly any 
doubt that the role of art will also change. 

Lev 5. Vygotsky 
The Psychology of Art 
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CHAPTER 7 

Synthesis 

The decipherment of seven major works in the preceding chapter led to the identification 

of five key principles: 1) Gemini as a key to the decipherment of forgotten languages, 

2) chirographics as a key sign to reading lost languages, 3) pictographic and ideographic 

evolutions as the basis for understanding the history of root words, 4) a world view in 

which Thuban is the center of the universe and the sun the center of the solar system, and 

5) writing as the basis for recognizing another mode of recorded language. 

The focus during the process of decipherment became clearer and better defined when 

a noted motif was identified as having metamorphosed itself through different 

pictographic and ideographic symbols. It all started with an analysis for an appropriate 

identification of two personages, long assumed to be slaves at the lower base of The 

'Kaph' Telescope. Since they were uncloaked as Gemini with their 'yod' chirograms, an 

identification of their roles on a variety of classic artwork and among at least three 

'extinct' languages increased. 

GEMINI: 

Overlooked or ambiguous appearances of Gemini in several works of art are based on the 

fact that contemporary viewers either did not take them seriously or disregarded them as 
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very much revered gods among a number of ancient cultures (Hadingham, 1984; Coe, 

1993; Dupre, 1997)"^ throughout the world. 

Some form of solid verification was desired to witness whether Gemini was indeed 

involved in several other classic artworks, particularly in lost or forgotten languages. As 

'The Monoceros' was translated for the previous chapter, an on-going translation was 

pursued to see whether the concept was consistent. Fifteen of them were conveniently 

deciphered because their short Indus texts on steatite seals (Couimas, 1989; Parpola, 

1994; Adier, 1979; Coomaraswamy, 1936; Diringer, 1948; Robinson, 1995, p. 148)''^ 

were all of standard design. 

I found that the deciphered Indus scripts have different forms of'yod' chirograms 

representing Gemini. My conclusion is that the civilization of Indus had knowledge of the 

Gemini brothers as being involved in a celestial war against each other and that they 

'" One example is of a Pueblo Mythology that venerated the Twin War gods because they were youthful warriors allied with the 

first people. They saved them from many fearful monsters. Venus was identified with one of the twin gods. Another is of a great 

Underworid epic with two sets of twins in the late Predassic manuscript, Popol Vuh, discovered among the Quiche Maya in the 

19"" century. A gigantic pair of twin gods is on the side of a rocky slope in Vantage, Washington. Twins had special powers and 

they appeared as cultural heroes in many myths, thus most tribes revered them. 

It was assumed that the seals reflected Harappa, like Crete a civilization with very restricted literacy. There is no bilingual 

translation of an Indus text into a known script and language for neariy 4,000 spedmens of this script, all of whk:h are very 

short. The possibility fbr a successful deciphemient had been considered neariy fijtile, yet a solution should be pursued. The 

remaining correlation between the scripts and the current activities in India may be seen only in the visual and gestural tradition 

of their theatrical and ritual displays. Qassical Hindu dance drama is so precisely structured, like those translated scripts, that 

each posture and gesture had a meaning perhaps unchanged throughout the millennia. Hasta-mudras, the hand language of 

India, was considered to be as complete and expressive as any spoken language, based on an author's personal experience. 

The use of over a hundred expressive gestures including the nine planets and the upper and lower worids were used in the 

drama to witness the deeds of Gods and Titans. There was no clear link bridging the 2,000-year gap between the Indus Valley 

script and Indian writing. No serious scholar had ever tried to show the evolution of the Indus Valley kleographk: script into the 

Brahmi semi-alphabetic writing. Parpola, the leading scholar of the Indus script, wrote in 1994 that it fcioked most unlikely that 

the Indus script would ever be deciphered fully unless radically different source material became available. 
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would play important roles in their afterlife (Mahony, 1998).'^° Those steatite seals 

contained a certain set of important representatives tied to a certain religious belief of 

their culture, also popular in other cultures such as in Babylonia and Persia (Buchanan, 

\961)}^^ 

Specific signs on some steatite seals have been indicated as being similar to colossally 

abstract dotted signs on a petroglyph in Chandeshwar, India. I perceive that a celestial 

teaching of ancient writing was implemented on rocks which priests applied on those 

seals. It would be an interesting study to see if the writing signs would gradually evolve if 

such a civilization had persisted. 

The quality and quantity of information on their seals and signets reflected specific 

classes among Indus families; they were not a reflection of their limited literacy 

capability. A variety of designs with different types of bovid animals and a few other 

non-homed animals (Fairservis, 1992) were major motifs. Each of them could have 

The Vedic religion in India, at the beginning of approximately 1500 B.C had a belief in a celestial war between the Adityas 

and the Danavas, the sons of the demoness Danu, over life and death. The Adityas defeated the Danavas at sunrise, with the 

waxing moon, and with the lengthening days after the vernal equinox. Their deaf bodies fell into the dark underworld. The 

demons had concealed a univese based on order and harmony from the light, keeping its bright components trapped within a 

dark and foreboding prison. One myth has it that the demons ensnared a certain force of life — represented as cows whose 

milk gave nourishment to the Vedic pastoral community — deep within an inescapable prison known as the Vala-cave. The cows 

were released fiiom the deathly prison through Brhaspati, the Lord of the Expansive Power, so that they could nourish the 

hungry vrorid their milk. This lieiief may tie the Vedic reiigbn in well with that of the Indus. One of key messages in some 

undedphered texts and artworit may embed a noted story of cows with their milk feeding the hungry world; the concept was 

grasped by the Renaissance's Neoplatonic drcle for Michaelangeto's Battle of Casdna artworie 

'2' Several seals of the Babylon and persia countries with neariy similar symbols were evidence of their long relationships with 

the cities of the Indus Valley. 

The petroglyph shows the lower right and left portbns as the two styles for the sign of Gemini. The lovrer center sign is Ursa 

Minor to correspond with the lower right Gemini. Reading of the dedphered signs on the upper portion is from the center, going 

to the left and then another reading is to the right. 
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represented a respective region, somewhat like a 20'^ century city with several districts or 

a state with several counties, being 'logographically named' as part of their reading on 

the first of two or three levels. 

'Min' was an ancient Tamil word for 'star' or 'planet' (Robinson, 1995, p. 148), and it 

also symbolized 'fish;' they were seen on some Indus Valley potteries in which they and 

stars were connected. Six strokes before it in the script indicated 'constellation of six 

stars' for the Pleiades, known as 'aru-min' in the most ancient Dravidian texts. A table 

shows their redundant use of the word 'min;' it may be similar to the Sumerian root word 

for Gemini. Their priests who relied on their astronomical knowledge skillfully designed 

those seals and signets. The astronomical clue with the represented fish was also visible 

on The 'Kaph' Telescope. 

A table on the comparison of the Easter Island (Rongorongo) and the Indus' Gemini 

ideograms and an archaic Chinese set with two 'wedge-like' ideographs are examples of 

several other ancient civilizations' likely unified and global knowledge of the twin-god. 

It would be too premature to determine whether other cultures actually recognized 

Gemini in both of their ancient artwork and languages based on an initial attempt to 

translate just one Indus script. I performed basic decipherment techniques while glancing 

through several other ancient scripts and artwork fi-om different parts of the world. 

Verification of the presence of Gemini in these works is located in a separate table. 
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8 Ireland 
5 Mesopotamia 
5 Egypt 

15+ Indus 
3 Crete 

10 Mexico 
10 Native America 

1 East Siberia 
1 China 
1 North Mongolia 

A set of seven key elements can be seen on the table. They are Gemini, Monoceros, 

Sinus, Wedge, Polaris, Thuban and Star Button. Following them is a list of five graphic 

representations. The dates of both their production and their analysis are shown. 

Preliminary data indicate that Gemini played a prominent role in their ancient writings 

and that the knowledge of Sinus was important in their religious beliefs throughout the 

millennia. It was prevalent even in the Western hemisphere until the time sometime 

between the arrival of Christopher Columbus and the Spanish conquest in Mexico. 

Chirographic Evolution: 

The enclosed deciphered artwork has indicated a need for an in-depth study on the 

evolution of linguistic chirography, whether in the form of gestures, or primary or 

alternative signed languages of various cultures (Kendon, 1983).^^ A number of old 

Andent cultural affinities with different types of gestures migfit be similar to an example of a contemporary study done to 

show differences in the kind and amount of gesticulations according to cultural differences between people of Southern Italy and 

of Eastern European Jewish communities. The former group makes extensive use of pictorial or iconic gestures as they talk while 

the latter one differs fî om it using intensive ideographic gestures. The author distinguished primary and alternative signed 

languages, the former among those who have little or no use for spoken languages. 
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theses need to be magnified or exchanged with new ones to best assist with identifying 

reasons for a number of types of chirographic imprints in classic artwork and 

undeciphered languages. The value of crossed hands creating the image of X as ten and 

its correlation with the origin of the Phoenician teth ( ^ ) was a theory (Humez, 1987) 

that could fit with a belief that the Cos-Ogam strokes above, across, and below the stem-

line represented the fingers and that they had to be formed by simultaneously using both 

hands (Fell, 1978), yet their meanings and purposes are not provided. 

Written Chirograms: 

Ancient gestures were used whenever needed for situations such as hunting and visual 

communication over distances, an example of the need of respective cultures and periods 

(Rodda, 1987).^^'* It may be an immemorial fact that a respective gesture could rapidly 

express a single unit of meaning much more than speech could. Through chirographic 

representations reproduced on rocks, clay tablets, walls, papyrus or contemporary paper, 

primary expressions were made possible regardless of printers' levels of literacy. 

There is a need for a study on the use of chirograms on ancient artwork or scripts, and 

learn how the use of gestures or signed languages as the "spoken" language impacted and 

evolved graphic writing. It was very possible for some cultures to use gestures and 

signed languages as their alternative language, yet their artwork and scripts would not 

Armstrong was cited as having proposed that speech and gesture coexisted and evolved together while Hewes" theory was 

that gestural communication preceded speech. Using guesswork as much as theory, it appears that written language took over 

the trend of using sign language. 
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demonstrate profuse chirograms. This thesis is based on a history of The Sicilian Vespers 

of 1282 in which Sicilians used gestures on the streets of Palermo as the means of 

successfully overthrowing thousands of Norman troops from Sicilia (Neisser, 1983). 

Even now, more than seven hundred years later, the Sicilians may be considered the most 

versatile users of gestures among several Mediterranean countries, yet their scripts have 

not indicated any such signs. It might be similar among the Native Americans. They 

would include minimal chirograms on their picto/ideographic writing, but that practice 

might have ceased completely when they transferred to "full" writing. 

Deciphered scripts revealed that chirograms apparently went through three phases, just 

like its collaborating graphic representations, but that it had thinned out most quickly 

when evolving alphabetic writing became more effective. 

I. Pictographic Chirograms: 

I. gestural signs; 

a. Eight pictographic gestures were shown on the house of an Innuit resident 

to let other know that s/he was lea\'ing the house (Clodd, 1970).^^'^ 

b. Negative handprints were found in some caves in southwestern France. More 

than two hundred prints were counted and almost all of them had one or more 

missing parts of fingers (Leakely, 1994). Other than the deciphered 'Impressed 

Chirograms,' it may be reasonable to conclude that painted hands found 

Each resident represented in the even numbers: #2 was a directicxi expressed through one's extended left hand, #4 was the 

gesture sign for 'many, and #6 for sleep at some distance away. And the last part was a gesture with the right hand being 

pointed homeward as the bent left arm meant 'return.' 
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in some caves were created for spiritual reasons, because shamans were 

involved in the process (Clodd, 1970, p. 113-118). 

n. Chirographic Alphabets: 

a. The Ogam finger aphabet of Spain was one of the earliest examples of 

European's regional eflForts (Fell, 1976, p.5)/^® 

b. Monks and noted secular painters in several European countries during 

Medieval and Renaissance periods preserved a rich number of overlooked 

chirograms in their paintings, which was truly a reflection of their silent 

communication within the monastic culture (Barakat, 1975; Banham, 1991, 

p. 9)/^^ Their artistic development adhered to an early religious instruction that 

'the blessing of the hand' should be IC-XC. It is a name sign compounded by 

incorporating four manual letters on one hand. It represents and honors the 

name of Jesus Christ (Hetherington, 1974). 

2. Ideographic Chirograms: 

a. The use of gestures for communicating silently across distances would benefit 

hunting, so a natural development of gestures among ancient hunters occurred. 

They might have a connection with an imprint of a chirogram on a painted bull 

in Southern France. One question concerns how a Sumerian ideographic 

chirogram could be similar to the one on that bison in Marsoulas, southern 

France with a presumed age corresponding to the Ice Age of about 20,000 years 

old (Robinson, 1995). In another cave, an abstract sign with eleven dots forms a 

Rnger alphabets were also found in America. 
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wedge-like arrow going down, perhaps to the underworld, with a pictographic 

chirogram on the left side. 

b. Primary symbols representing alphabets range from that of 'aleph,' 'da,' 

'kaph' to 'jod.' More than those earlier chirographic ideograms have not been 

identified. 

c. The digits, I, II, HI, mi (Latin digitus,"a finger") represent fingers. IV was for 

the subtraction and VI for the addition of a finger. Also,' V was a picture of 

the four fingers closed and the thumb extended while 'X' would represent the 

two hands (Clodd, 1970, p. 101).'^® The latter sign would be done in the form 

of two crossed forearms as depicted among several ancient chirograms, mostly 

representing the dual arms of Gemini. 

3. Representative Picto-chirography: 

A hand also is represented by a fish. Ea, the Babylonian god, and the Mexican 

god, of the Izapa Stela 50 share the same 'fish' chirograph. Two Proto-Sinatic 

pictograms are; and (Naveh, 1982, p. 26)'^' and a 

Sumerian ideogram into a cuneiform CF"®^"ch, 1971, 

p. 34).'^° An old form is for the animal of the solar zodiac. An ox or a bull also 

represented a hand (Moran, 1969, p.70). 

'2' The oldest English sign language was found to have been in use in the 1050's. 

««Georg Grotefend, a German high school teacher who began the deciphennent of old Persian cuneiform, reached that 

conclusion. He studied the evolution of a Sumerian hand; a dash during the 3,000 B.C might be just for one finger while other 

chirographs at later dates might be for the whole hand itself. 

'29 That particular ideogram on a rock was not identified by the author. 

Two earliest signs demonstrate ideographic hands for the sign 'fish.' 
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Pictographic and Ideographic Evolution: 

Ancient cultural values toward the quality and quantity of writing need to be considered 

with regard to the outset or on-going process of their developing civilizations. Attention 

of possibly all societies was focused upon a narrow subject of interest, such as the 

importance of afterlife, whereupon the minds of all ancient folks were able to understand 

the whole. They could grasp one or two embedded images on written inscriptions.'^' 

They had some ability to "get it" without any linear elaboration of a thought. 

It is essential to have an overview of how a pictographic sign evolved into an ideogram, 

and in turn evolved into an alphagram, even though its most ancient root is lost. An 

example with the Lynx constellation as demonstrated in Chapter 5 may pave the way 

toward easier decipherment of many befuddling pictograms and ideograms among 

forgotten languages. Two lynching sticks may be identified on the following two works 

of art: Proto-Sinatic Sirius, and Gemini & Cygnus. Accompanying them is an old table 

with an ideogram of a mace for the letter 'L' which may now include the new 'lynching' 

ideogram. 

Another example of how an evolution among three graphic representations took place is 

presented with several Cypriote seals with a few signs representing a type of Cypriote's 

constrained writing. 
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GEMINI'S GIMEL GAVAGE: 

The preliminary set: it includes several signs with a variety of graphic representations; a 

seal at the bottom is selected for this study. A third photo for a close-up look of the 

constellation without any assisting diagrams may provide an ideal work sheet for novice 

decipherers. It has been claimed that the seal with three signs indicates that pictographic 

and ideographic signs have been abandonded for linear symbols (Pope, 1975)'^^ which is 

definitely not the case. Each symbol incorporates all graphic representations; 

pictographic, ideographic and alphabetic, with some emphasis on bodily components. 

At first, those three signs appeared to me as ideographic, but they incorporate other 

graphic representations that make their interpretations much more variable. Although 

they are constrained under mathematical rules, it appears that those signs are much more 

"creatively constrained." It would be like asking ten people to describe a face from a 

drawing in one sentence or two. Each person's sentence would be different, but involving 

a similar idea. 

The First Set: 

(1: Ga): the horizonal reading of the signs is from right to left. The closest possible 

translation for the first level is: 

Dr. Taylor made that thesis when he observed Native Americans' tombstones (E. Qodd, The Story of The Alphabet) p. 55 

(Michigan, Detroit: Gale Research Co. 1970). 

One author obsen/ed that Evans should be credited more than everybody else put together for his view on Cretan writing, but 

that the formative period of the others should be observed with particular care. 
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"The Great Kingdom has given water and breath to the icnuckles'^^ of men." 

The translation of the second level is: 

"The eventual conquest of Pollux who shall lie down." 

The constellatory text: accordingly, from the center of the Great Square of Pegasus a line 

intersects Ursa Minor toward the star of Thuban. Between the tip of Thuban and Ursa 

Minor, an alcove is formed with a cord down to Polaris. One of the Gemini brothers is 

imaginarily developed as a lying man with three legs touching three stars upon the chest 

of the Egyptian Big Bull, representing his Sirius. His upper torso, head and raised arms 

without hands are beside and beneath his representative genitals. 

The Second Set: 

(2: Gi): when the seal is in an upright and reversed position, the reading of the signs is 

from the top to the bottom. The translation for the first level may be: 

"Those who continue a journey from a smaller abode^^^ 
for the knowledge of seasons shall have a greater life." 

The second level is: 

"Castor touched all possible celestial knowledge obtained on earth before 
returning home while the head of Pollux, his twin brother, fell down." 

'32 It might be a Cypriote symbolic expression for the contemporary American's use of knees and 'the walk of life.' 

'33 The use of Ursa Minor in comparison with the Great Square of Pegasus might be culturally selected to liken the former with its 

small island of Cyprus to the latter, neighboring mainland of Mesopotamia or Egypt. 
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The constellatory text: likewise, the line goes down from the center of Ursa Minor past 

Lynx to the knee of Castor in the Gemini constellation. An imaginary Castor has been 

developed according to the design on the seal. The legs split at the ecliptic rim. Each of 

Castor's three legs aims at Sirius, the left foot of Orion, and Aldebaran, the eye of 

Taurus, but they touch two different rims. The leg closer to Sirius is upon the Celestial 

Equator while the latter two legs are at the rims of the spring equinox. 

The Third Set; The First Level: 

(3; Ge): It is a combination of the first two graphs. Two Gemini brothers can be seen at 

two different sites. A 'slanted' reading of those combined settings is somewhat like; 

"Those who go a longer way shall be bountifully rewarded back home." 

The Second Level; 

"The Gemini brothers shall reap their own rewards." 

The constellatory text; a strong emphasis is on Castor's both left knee and foot when the 

seal is reversed. It seems similar to the purpose of Osiris' foot in the Australian's ' Yod' 

artwork. The seal is accurately and intricately made according to the relative distances of 

constellations. Accuracy was more important to the Cypriotes than the beauty of artwork 

on their seals. Graphic representations can be seen to interplay upon one another, which 

may be a brief demonstration of what other languages, including the Egyptian 
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heiroglyphs, must have embedded within them, but which have been overlooked to this 

day. 

3 Lrrp 
The alphabetic components of the signs on the dedphered seal originate in Sumerian 

ideographic signs. The first one on the right: |—j is for 'GA' which means 'to give.' 

Its ideographic sign in the center: | s for Sumerian's 'GI' which meant 'lever-

balance' or the Hebrew root word is 'gi-mel' for a camel while the ideographic sign on 

the right is: \ for Sumerian's crescent sign for 'Ge.' Those ideographs were evolved 

fi-om pictographic constellations, thence the title of this seal: Gemini's Gimel Gavage."^ 

Approximately similar Gemini representatives on the enclosed examples of Cypriote 

coins (Pope, 1975, p. 124)'^^ add to the conviction that constellatory ioiowledge was 

extant among the ancient Cypriotes. These Cypriote seal and coins are essential tools 

because their texts are short. They may assist with the decipherment of two larger texts 

on the island of Crete originally found on the west side and in the southeastern Greece. 

'35 Gavage is nutritive material fed into the stomach by means of a tube. 

Author Pope evaluated these coins as representmg Greek with legends in an unluiown character. Similar motifs v^ere found in 

Cyprus or on the ndghboring Turldsh coasts, arxl some of the Cyprbte coins were written in Phoenician. The first con, obverse 

and reverse, contains a ram symbolizing Castor ̂ ile the other two represent Pollux. 
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THE PHAISTOS DISK 

The Phaistos disk of Crete during the Minoan period (Chadwick, 1987)'^^ deserves some 

attention here because various efforts have been made to decipher it over the years. A 

brief study showed that it contained some qualities of the Pyramid's Palette. Both of 

them have obverse and reverse sides. The flowers may be similar except for the number 

of their petals. Only their frame messages are stated below. 

On the obverse section, an eight-petaled flower in the center accompanied by the face of 

a man with possibly the mark of 'eight' on his cheek is within a lynch-like hoop. 

Following that face is a wedge pointing toward a walking man. A preliminary translation 

of the whole context may be based on the frame message. It is as follows: 

"During the last sign, that marked man (Pollux) shall be lynched and severed." 

On the reverse section, the water icon of Gemini at the center accompanied by a type of 

helmet (Diringer, 1948, p. 255, 253)^^^ is within a wedge-like frame. The translation of 

the frame message is: 

"This is the story of how Pollux shall be overpowered by Castor." 

An archaeological study indicates that it is no later than 1700 B.C It was discovered by an Italian excavator ̂  the mins of the 
first palace at Phaistos in 1908. 

Two helmets are observed on the upper left ideographic section of the royal early Aramaic inscriptions on the stele of Zakir, 

tang of Hamath and lu'ash. They were dated about ninth and eighth centuries B.C. Star buttons are on the wrists of what is 

possibly a priest, which is similar to the Babylonian's Ea ideogram. The Gemini's 'dual-water* sign is on one of the helmets. A 

Greek-Aramaic bifrigual inscription and the earliest Aramaic papyrus were found h Egypt. They bekxiged to th early sixth 

century B.C, the original home of the Aramaeans was unknoMi. It may be an indication that th«"r ideographs, which are in part 
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A work of a waterbearer holding an amphoteros, a Knossan water jug, was found to 

contain a potential clue to the reading of the Phaistos disk, although they were found in 

two different sites on the island of Crete. I observed the waterbearer to have symbolic 

Polaris at the lower tip of his garment. Such a work showed that the Minoan civilization 

had great knowledge of astronomy and can contribute to the yet undeciphered Linear A 

that Decipherer Sir Arthur Evans was unable to translate (Robinson, 1995, 110-113).'^' 

Decipherer Ventris translated Linear B, but it may need to be double-checked for a more 

indepth, non-phonetic translation. Such a work of art or script clearly could be used for a 

similar purpose as The 'Kaph' Telescope (Gelb, 1975, p. 61-62)^''® and the Egyptian 

disks. When the Phaistos disk was discovered ninety years ago, several scholars tried to 

force a phonetic imerpretation on the disk. In the 1970's Leon Pomerance tried to 

connect the disk with the constellations, but failed to convince the scholars (Pomerance, 

1976). My research confirms that the Phaistos disk is connected with the study of 

astronomy. 

similar to those Phaistos disk, may be a reflection of the Cretans, among Miioans and the Greeks, a group of wandering hordes 
that invaded the foreign soil. 

Author Evans went to another island, cypnjs, and there he found another an andem script with a bflingual inscription. He 

tried to use the Cypriot script to match the Linear B script, but feiled. About ten years later, Michael Ventris picked up the eion 

and it was daimed that he succeeded. 

IJ.Gelfa perceived that past dvilizations could be understood through excavated buikfrgs and toots and thai inscribed 

sculptures, reliefe, vases, seals, coins and such are considensd to contain secondary information on the reading of written 

records. In that case, the amphoteros is a sign as the primary source for understanding the Phaistos disk. 
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THUBAN: 

The 'Kaph' Telescope contains massive clusters of embedded information with a variety 

of themes. Without those two deciphered Australian works, it would have been 

impossible to "find the needle in the stack" of stars. They greatly assisted with the 

whereabouts of the 'Kaph' Telescope secondary core message. 

It is essential to make a point here that the decipherment of the enclosed artwork led to a 

different and second most profound message that I unexpectedly uncovered. I did an 

extension of the intense scan through many other works of art, as ancient as possible, to 

see whether the message was consistent. Such detection was the means to superimpose 

regional ancient knowledge and perspectives on our lives today to serve our 

contemporary need to have more global unity and understanding of the universe. In order 

to make a further analysis more effectively, a table was used to pull out specific works 

that mentioned Thuban. Aside from the enclosed deciphered artwork, there are eleven 

works with the sign of Thuban. 

I found that 'Chukchi's Thuban' had a clear intersection that didn't use Polaris as its 

center, but instead found Polaris verging off center from a thin line connecting the two 

ends. Skidi Pawnee's chart was able to help identify Thuban and other constellations in 

their great distances from one another, amidst studded stars. Together, they testify of the 

correct placement of a certain star a little distance away from the bull's nose; this is also 

demonstrated in Australia's 'Yod' artwork. 
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Deciphered artwork showed that Thuban had been revered by ancient cultures as the 

center of the universe. They showed me that the earth did not gradually shift from 

Thuban to Polaris as its Pole Star even after the decline of the golden period of the 

Egyptians between 2780 and 2700 B.C. 

Some scholars found that Megalithic art in Ireland was incomprehensible, however, they 

did not tie it in well with the Ireland's Mythological Cycle. The Tuatha De Danann, the 

earliest known native Irish gods, descended from the sky and inhabited Ireland before the 

coming of the Celts. One of the gods, Boyne, was described as being the well of Segais, 

an Otherworld Well (Brennan, 1983). Segais may be phonetically connected with the 

Egyptian's Sothis, or Greek's Sirius. With this as the starting point, it would have been 

easy to identify Segais amidst the megalithic splashes of ideographic artwork revolving 

about the central and immovable star of Thuban with Polaris as its subject. 

Another example is of Indus' Old Tamil texts, containing stories on infidelity and its 

relation to the stars as the symbol. During the Vedic marriage ritual, the groom showed 

the Arundhati star, being named for the wife of the sage Vasistha, to his bride. He would 

show it after showing her the star 'dhruva' which meant 'steadfast, firm, fixed' and, 

instead of the Pole Star, scholars drew the conclusion that Thuban could really be called 

'unmoving' or 'fixed' (dhruva) (Parpola, 1994), thus it represented the word. They also 

believed that Thuban was the 'fixed' Pole Star in India that occurred during the third 

millennium and that the date links it with the writing of the Harappan, but that 
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civilization did not last more than four centuries between 2550-1900 B.C. (Parpola, 1994, 

p. 3). The scholars' inability to decipher ancient Indus writing might be grounded in their 

conviction that Thuban once was their Pole Star (Pannekock, 1989).''*' 

The belief that the Great Pyramid contained a confusing collection of corridors, chambers 

and shafts''*^ might be a fallacy, with the second witness being the Australian's 'Yod' 

artwork.'"*^ It was unclear during decipherment if its airshafts were pointing at certain 

constellations, whether the directions were at the pubic or anus of three bulls or cows. It 

would be necessary to restore ancient constellatory signs'''^ in order to better understand 

both the internal structure of the Great Pyramid and unravel many more undeciphered 

languages. 

It is critical to make a note here that during the writing of this concluding chapter, the 

decipherment of the Pyramid's Palette continued to unfold. When the reversed 

transparency of the Palette artwork was overlaid on the stellar map, it indicated that the 

Pharaoh was Set himself who smited Osiris because the knelt man overlaid the 

constellatory sign of Cygnus, or the Northern Cross. It represented what took place 

during the earliest part of the earth's history. The superimposed picture, as enclosed. 

The author claimed that 'it was just a chance' that we got a pole star (Polaris) as the precessional motion of the earth 

continuously shifted and that the constellation of Ursa major would change. He exclaimed that the finding was based on 

'evidences' through radio interferometryl 
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revealed that smiting Set had symbolic phallic''*^ power through the sign of Polaris with 

both Ursa Minor and Thuban as his testes and anus, respectively. It is clear now that Set's 

anus may be tied in with the anuses of the bulls: the Great Bull, Monoceros, and Sirius in 

both works, as well as the directions through the Great Pyramid's designed airshafls. 

It is now clear to me why Egyptian priests preserved some unexplainable sacred 

knowledge among themselves. Such specific knowledge on the symbolic genital and 

stellar interplay as demonstrated through The 'Kaph' Telescope might be the major 

reason. Two minor reasons were the use of sign languages and a general understanding of 

the universe, which might not be acceptable to the general public. 

Unreliable assumptions among contemporary astronomers who underestimate the quality 

of ancient Egyptians' knowledge and skills, particularly Avith geometry and astronomy 

(Chaisson & McMillan, 1997; Wilson, 1997; Moore, 1996; Crowe, 1990; O'Neil, 1986; 

Parker, 1974; Ronan, 1964), '''^pervade our beliefs, resulting in an impediment upon our 

contemporary acquisition of knowledge. The important role Thuban played in the eyes of 

ancient artists did not necessarily limit itself to their civilizations and eras. Thuban was 

'•5 Phalli can be found on at least a couple of Egyptian Disks, one of which is in The Book of Abraham. 

Several authors reported variously about that subject. One claimed that the Egyptians 'contributed virtually nothing 

particularly in the science of astronomy.' Another claimed that there was 'virtually nothing from very early times to help guide us' 

until the eighth century B.C. Other remarks follow, the Egyptians never developed a scientific astronomy although they had a 

strong interest in the heavens. Babylon is credited with much of the astronomical analysis during the Greek period and that 

eariier developments in astronomy were based more on mystical rather than sdentific considerations and that their astronomical 

studies were practkal and very down to earth. The Babylonians fbmiulated a most impressive astronomy at the time of andent 

dvilizations' studies of the sky. The Rolemaic period was when the zodiac was introduced into Egypt, but it can't be credited with 

original astronomical texts. 



141 

tied in with the geometric building of the Great Pyramid of Egypt. It was built for the 

immemorable generations on earth according to its sacred internal designs. 

As the antecedant to the invention of a telescope by Galileo Galilei, The 'Kaph' 

Telescope performed as one of telescopes for the ancient Egyptians. It demonstrates the 

eternal immovability of the earth from Polaris. Thuban remained as the center of our 

local universe. Visual evidence from 'The Kaph Telescope' is more than the power and 

profusion of our spoken words; it simply, definitely and celestially "signed for itself." 

The Implication of Writing: 

We need to pause and re-evaluate the old definition of'writing.' We can't do anything 

until we start to uncover the meaning of true writing, as ancient as possible. It would help 

us better to read early picture writing, which incorporate a variety of chirograms. The 

original Chinese 'pictures that preceded writing' were called ku-wan, — literally 'gesture 

pictures.' Many of them were retained in later picture-writing (Mason, 1928) in its 

culture, which may be applicable in many other cultures, including the Amer-Indians'. 

We could tie together 'international' chirograms and find their common meanings. What 

was found to be similar between the early Egyptian and the Mayans (Mason, 1928, p. 23) 

is their chiro-ideographic signs for negation. They are; 

Egyptian Mayan 

V/ O 
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The earliest definition of writing,' at this point, came from Thoth, the Egyptian god of 

writing, since he was the inventor of hieroglyphic writing. It was called medoo-neter, 

'the words of the god.' He was responsible for intellectual pursuits in both arts and 

sciences. He had a wife or daughter as his companion. Her name was Sesheta, the 

Egyptian goddess of literature, the library, and the keeper of the Royal Annals, Seshat 

(Mercatante, 1978), 'To paint' and 'to write' in Egyptian is 'sesh,' (Kallir, 1961),which 

may be the verb derived from Sesheta's name, or vice versa. 

This Egyptian origin may trigger a mushroom of unaccounted linguistic histories on the 

meaning of writing' in many different languages through the use of the first step: painted 

or scratched (Jensen, 1969) as the ancient root meaning. A comparative list is as follows; 

CountryAVord: 'ToDraw/To Paint' 'To Carve' 'To Write' Other 
Egyptian; sesh X X 
E; hiero-glyph X 'sacred' 
OEglsh;ceorfa. X 
Old Norse; rita X (runes) 
Grmny; reissen X (to tear,incise) 
Greek: poikilos X (many-colored) 
Gr; sariphasthai X Incise, scratch 
Greek; graphien X X X X 
O.Indian; likh X X scratch/graze 
" " ;lekha X;a letter 
Buginistic; ukiq X X 
Fiji; tusi X (stripd,clrfl mtrl 
Samoan; tusi X 
Mayan; ts'ib X X X 
Nahuatl; icuiloa X X 
N; tlacuiloliztii X X 
Latin; pingere X 
0 Indn.; pinkte X 
Germn; zeichen X 'to sign' 
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Some languages split two key components or created several words to delineate specific 

functions of writing' according to possible convenience and needs of each culture. It did 

not necessarily imply that one manner was better than the other. In many academic 

circles, the preferred modality has been only one form of writing. 

The definition for the forerunner of writing was reached without a number of scholars' 

ability to decipher and read ancient graphic scripts. Up to this point, pictography had 

been classified as 'descriptive-representational devices' and 'identifying mnemonic' 

devices. If pictography had its label as 'pleonastic' for its definition as the use of more 

words than are required to express an idea, it was negative. "Forerunners" of writing also 

were not viewed as important contributors to true writing (Barber, 1974; Gelb, 1975, p. 

66)}"*^ Pictography has its own evolutionary process as is true of respective written 

languages. However, because of contemporary attitudes, it has been hindered fi"om such 

a needed blossoming. I would like to refer to both Amer-Indian's 19''^ century writing of 

the Lone Dog's Winter Count and the 1700 B.C. writing of the Phaistos disk. Both of 

them have basic similar pictograms in a stream of line within the very same whorling 

writing system. Pictography does not necessarily mean it is always the 'forerunner' of 

more advanced graphemic writing system. 

Pure pictures have been the 'descriptive-representational devices,' which are stylized pictures and the 'identifying-mnemonic 

devices," for conveying a message than to remind the author of something like song, event, ritual, owner. That 'writing is as old 

as oral and gestural languages' had been contested by some European scholars. 
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Another example is of an Amer-Indian writing tradition. A pictorial system was better 

suited to a setting where a multitude of people with unrelated languages was spoken. That 

one writing system would enable equal readability of one script for every one as opposed 

to the Rosetta Stone of Egypt in three languages. Again, it did not necessarily signify that 

one way was better than the other. They were different, yet equal, according to mutual 

agreement of the various cultures. 

Even after an intense analysis of that artwork, a clear understanding of decipherment is 

not available because 'decipherment' was restricted to phonology and logography among 

lost languages of the ancients determined by traditional decipherers. Also, it took a good 

while to have this budding conviction that my study had to be connected with and derived 

from the neglected period when pictography was the means of eloquently written 

communication. The mentality and attitudes of ancient cultures toward their writing was 

not necessarily 'too short' or 'too picturesque,' but richly embedded, as yet overlooked 

by contemporary scholars. I.J.Gelb (1963, p. 12) claimed that; 

"writing is clearly a system of human intercommunication 
by means of conventional marks, but it is evident from 
what has been said that what the primitives understood as 
writing is not the same thing as what we do." 

Yet, they have not been considered semasiographic, but only have been labeled as the 

"forerunners" of writing. Several deciphered works of art and languages on seals and 

signets, as enclosed, are a reflection of their embedded written systems. 



145 

Sadly, a traditional framework in our contemporary society keeps pictography as the 

forerunner of writing, or as Gelb, the decipherer of the Hittitte linear script, called it, 

semasiography (Gelb, 1975, p. 66,68).''*' Anything that has no systematic link between 

sign and sound had not been considered true writing (Goody, 1987). 

The transfer of writing skills from doodling, scribbling, scratching to early alphabetic 

writing has been targeted by educators as a necessary transition in teaching children to 

write. Contemporary pictographing has been treated in the same way society treats 

historical pictography so our young children are gradually "forced" to switch as soon as 

they are capable of a preferred form of writing, as is the case with the erroneous 

advocacy for transitional bilingualism. Some form for both spatial and linear skills of 

writing for children up to adults should be maintained, magnified and meshed 

alternatively, and simuhaneously at other times, to best benefit our bicameral brains, used 

to the fullest possible. 

Thus, no compromises need to be reached. Those two modalities are different, just as 

fhiits and vegetables are, and why spoken and signed languages convey their respective 

grammatical structures differently. 'True' writing is not just linear writing interlocking 

with phonetic values; Maya's pictographic writing, as an example, was left hanging out 

of the tree house. 'Writing' incorporates twin trunks with long, but different histories of 

linear and spatial branches. Spatial writing is not now a new shoot to stuff into ancient 

He was hesitant about including the semasiographic stage underwriting because it would imply an equal temporal hierarchy 
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graphic scripts; its trunk was simply a covered or repressed segment within the traditional 

framework. Spatial writing with its working definition particularly in 'pictography' 

(Goody, 1987, p. 17)''*' will release non-phonetic decipherers who possess a positive 

outlook and capability to contribute to the decipherment of many more chirographic, 

pictographic (Gelb, 1963, p. 12)'^ and ideogr^hic works of art and scripts in the near 

future. 

Spatial writing needs to be allowed to resurrect as a respected writing mode, as a long-

lost twin sibling of the linear alphabetic writing. 

for witing and language. 

Even the amptest forenrmer of witing indudes some non-pioonaJ signs. 

Gsb daimed that the restriction en the defirenon of writing was unsat̂ faaory because some lingiists assumed that witinQ 

was a device for the recoftSng of speed!. 



The significance of applied arts involves the 
educational effect of art. Those who see a 
relationship between pedagogy and art find 
their view unexpectedly supported by 
psychological analysis. 

Lev S. Vygotsky 

The Psychology of Art 
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CHAPTERS 

Application 

I propose an intertwined method to best magnify and expedite this research. A model site 

could be built for a signing community to serve local residents so they can have an 

extended experience with non-vocal communications during a period of international 

outreach. Such a community may tie in well with a non-phonetic decipherment program 

at a nearby university. The non-phonetic decipherment program would also be the means 

to magnify the definition and practice of the language arts curriculum. 

A bilingual education program at any College of Education may provide an 

interdisciplinary program with a doctoral degree in Decipherment and Spatial Writing 

and a Masters Degree in the Spatial/Bilingual Language Arts. Teachers' training 

programs, professional growth classes or in-service training workshops, to name a few, 

may prepare individuals for a stretched and broadened outlook. Trained individuals may 

leam to be more flexible and capable of keeping abreast with a contemporary need for 

visual communications in this world. Succinct communications may be readily 

accomplished through the study and advancement of ancient forms of spatial writing. 

A Proposed Interdisciplinary Approach; 

More or less like the Renaissance humanists' approach, an interdisciplinary planning 

program at a university would need to be established to expose university students to 
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several disciplines. Participating key colleges should include Education (bilingual 

education). Arts (art, art history, art education, architecture and theatre arts), Humanities 

(classics. Oriental studies, foreign and critical languages) Science (astronomy, 

mathematics, planetary sciences), Social and Behavioral Sciences (anthropology, 

linguistics, history. Near Eastern studies) and Medieval and Renaissance History. 

A Proposed Language Use within a Working Curriculum: 

Especially for those majoring in the Visual Arts component of Fine Arts, students would 

need to have a pre-requisite course in Artistic, Gestural and Body Language (A.G.B.), 

which would include the study of gestures, and body language, including an overview of 

signed languages and manual alphabets, both ancient and contemporary. Their early 

acquisition of a signed language as a second or third language prior to taking a course on 

art signs in artwork and non-phonetic decipherment would be an essential asset. Theu' 

study of A.G.B. should be designed to expand their viewing capabilities for the study of 

non-phonetic decipherment 

Yet, students would be required to take a separate course in American Sign Language 

(A.S.L.) for their successful interaction with the signing community and/or their 

performances at an arts center there. Their A.S.L. competency would assist them with 

the study and use of spatial writing and to communicate directly with signing professors. 
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Non-signing professors involved in that program would need assistance through 

interpreters. A four-year interpreting training program built within the interdisciplinary 

program would best serve their needs. 

"ASTRONOMY & SKETCHES TOWARD LITERACY" as a Working Course on 

Spatial Writing: 

To better appreciate the value of spatial writing, each of three key steps would follow the 

order: creative, historical, and integrated. Students would leam about those three different 

perspectives. They would be able to determine how to use each of the five graphic 

representations: Chirographic, Pictographic, Ideographic, Alphabetic and Numeric. The 

use of Astronomic Representation would be used after the earlier five components are 

mastered. They would study several ancient patterns and develop new approaches to 

develop symbolic messages in their spatial writing. It will serve as the key tool to their 

understanding of linear parables, proverbs and allegories as the preliminary step to 

advanced reading for meaning in both areas. They could study both approaches 

alternatively or consecutively. Spatial writing could either be emphasized as the 

preliminary undertaking; however, all three approaches would be offered, and chosen 

depending on students' various capability in reading for meaning. 

THE CREATIVE PERSPECTIVE; 

Students would be provided with children's connect-the-dots workbooks. They would 

review the numbered dot-to-dots to make a picture of an object. They then would move 
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ahead to an actual map of stars without assisting numbers. They would need to be 

creative by making up some images by connecting one star to another. They would be 

forming creative constellations. They would use a separate sheet and transparency to 

superimpose their creative picture upon their creative constellations. They would cloak 

their original designs by embellishing their artwork through drawing, painting, incising 

and another technique to make it spatial-writing. They would write a story about the 

picture. They would do storytelling in front of the class about their creative 

developments. 

THE fflSTORICAL PERSPECTIVE; 

Students would choose to read the mythology of a particular culture. They would learn of 

its culture's reverence for some specific constellations, if any. If not available, they 

would study other cultures' constellations. They would study their ancient artwork/spatial 

writing. They could demonstrate a possible decipherment of their work. They would 

develop spatial-writing material with a similar style and demonstrate whether the spatial 

writing incorporated mathematics. They would retell that culture's story with 

demonstration of the artwork/spatial writing. 

THE INTEGRATED PERSPECTIVE: 

Students would demonstrate contemporary styles of spatial writing, which would match 

their respective cultures. They would indicate through storytelling or linear writing 

whether their spatial writing had mathematically-constrained or embedded messages. 
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A Community Development: 

The revival of the Hebrew language in Israel in the late 19*'' century should be briefly 

related here. Historically, Hebrew died as a spoken language after the Jewish people 

surrendered its use to Latin during the second century A.D. Ben Yehuda was 

instrumental in promoting the use of seven steps to revive the use of Hebrew. It was 

made possible through daily use and full immersion with their own kindred at a feasible 

location in Palestine (Fellman, 1973), which later, in 1947, became the State of Israel. 

The rest of this linguistic success story is history. 

Three years later, in 1950, a reversal occurred. Open access to sign language outside of 

residential schools died with the last descendant of a signing community on an island in 

the United States of America. A natural sign language community developed at Martha's 

Vineyard off Cape Cod, Massachussetts, in the 1630s when a ship from Kent, England 

arrived there with 200 passengers (Groce, 1985) The population flourished on that island, 

one-fourth of which was deaf This was not a problem since everyone, hearing and deaf, 

used sign language to communicate. A drastic reduction of deaf residents at Martha's 

Vineyard was due to a school for the deaf opening in Connecticut, in the early 19''' 

century. After graduation, those students headed for positions at several schools for the 

deaf throughout the United States, not returning to Martha's Vineyard. No one thought of 

establishing a "little red school house" for those native deaf Islanders to return to and to 
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teach for the benefit of local residents' signing hearing and deaf children. It would 

have been a model for the rest of the nation because the general concern should be for the 

majority of grassroot Deaf people. They lacked advantages equal to Deaf teachers have 

had for so long with the best possible interaction with Deaf children through the use of a 

similar language and culture, mostly at residential schools for the deaf 

A number of Deaf people are the parents of hearing children who have difficulty coping 

with a lack of a bilingual environment, or particularly in the case of Navajos and 

Hispanics, their need for mastery of trilingualism and quadrilingualism. The problem is 

prevalent because most of their Deaf parents are incapable of explaining and providing 

their children the necessary linguistic understanding. 

On the other side of the fence, the pasture is not any greener. Primarily hearing visual 

artists, as one example of several groups, are without the necessary ancient heritage and 

knowledge in the use of sign languages, particularly gestures, and constellatory geometry, 

to expand, refine and upgrade their work. The ancient use of spatial writing may result in 

their contribution to developments for contemporary knowledge in different disciplines. 

Four problems as outlined earlier may be resolved through the revival of Martha's 

Vineyard. It may be a model province for a full interaction of people fi^om all walks of 

life, the revival of a 19'^' century dream among a group of Deaf people who endeavored to 

'5' The Laurent Oerc charter school in Tucson promotes this practice for the past two years with its owi non-phonetic writing 



154 

create a Deaf State. It was to be patterned after the Mormon State, which became Utah 

(Cleve & Crouch, 1989),^^^ in order to do away with linguistic and career oppression. 

Laurent Clerc, the first American Deaf teacher fi-om Paris, came from a traditional 

residential school setting. Those residential settings in both hemispheres have not 

contributed to the success of the majority of Deaf people. If each state could provide 

space for a livable signing community within major cities in which bilingual hearing 

parents would have daily interaction with their deaf children, it should, without doubt, be 

able to replace each state's "home-away-from-home" institution. It would be two steps 

further than Sweden's progressive effort (Svartholm, 1993). Promoted by early 

colonizers' philosophy, it permeated into the lives of Deaf people who once were 

residents there. They had no better choice than to cherish that out-moded philosophy. 

The province could incorporate sign languages among those who want to be part of it 

with options of a neighboring signing community. Increased employment, private and 

governmental, would occur there with sign language as the primary language, enabling 

Deaf people to be equal citizens with a rich variety of working statuses. Deaf parents' 

hearing children would be able to attend that province's bilingual school as well. Real 

system as an aid, even to the Kindergarten children to best identify bilingual words/signs on their own. 

IS' The inspiration and zeal were easily thwarted by a hearing pastor from the Connecticut's American School for the Deaf who 

approached a group of potential Deaf pioneers to ask if they would reject their hearing offepring if such a Deaf state were 

formed. They didn't think of reverting 'Deaf to 'Sign Language' as the name for their desired state. The latter name would make 

their pursuit fer more feasible. 

Sweden passed a bill in 1981 that Swedish Sign Language was Deaf children's native language. Parents were required to 

leam the language and the former boarding school system had essentially been abandoned. The children live in femilies or 

together in small groups in home-like boarding houses during the vireeks, traveling home for weekends and holidays. 
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love and education between the two groups would begin. The concept of a province 

would stretch out the unfinished "pizza doughs" of the residential schools for the deaf 

with residential, governmental and commercial facilities for signers to make the concept 

complete. 

The apex of the many beneficial and essential purposes of such a signing community 

would be the place to "patch together" chirographic signs for the revival of lost signed 

languages. It would include the decipherment and revival of ancient pictographic and 

ideographic signs or texts among classic artwork and languages at some educational and 

research facilities. 

Upon the decipherment of ancient languages and classic artworks, some specific ancient 

signs might be adopted, if feasible or appropriate, to better strengthen a budding writing 

system for signed languages at signing schools. They could stimulate an expansion or the 

creation of pictographic and ideographic signs along with revitalized (Spolsky, 1996)'^^ 

signs coined from inter-borrowing for daily use at the model site and for international 

communications in this "shrinking world (Robinson, 1995, p. 216)." This type of 

unique research collaboration at the Martha's Vineyard Province would involve several 

participants, including grassroots Deaf people, students, hearing signers, professionals. 

This term differs from 'revival' as tfie former refers to a situation where people begin again to use a language as the 

language of the home. Even after a period where the practice was extinct, parents would in particular be able to speak it to 

newborn children. 

It would be contrary to a belief that scripts of the ancient world would have no direct use in improving contemporary alphabet 

users. Thus, hearing parents with deaf intents may learn from Deaf parents' ability to communicate with both their Deaf and 

Hearing children. 
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learners, particularly visual artists, and especially, potential visitors from different parts 

of the world. It would be the sign of the 21® century for all signing people if an 

arrangement could be made to brii^ together indigenous groups of Deaf people and 

mentioned parties. 

Both the proposed in-classroom curriculum and integrated society will require a major 

undertaking on the part of Language Planning (Ruiz, 1988 & 1995). 
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The painter who imitates ancient masters already 
belongs to the Upper Vehicle. Advancing one more 
step, he adopts nature as his teacher.... When he 
has made thorough observations, he is naturally 
able to transmit the spirit (of the landscape).... 
When there is total accord between the form, 
the heart and hand, each forgets the other's 
separate existence. 

Tung Ch'l-ch'ang 



APPENDIX A: List of Tables 



159 

Artwork: "tfarmer" Palette (Hands) LQC. & Date: Egypt, 3,100 BCJoday's Date: 1 Jan. *98 

OBVERSE SECTION 

Identification: Clues: Representation: 

1 • a crouching man 
w/ open arms 

at the bottom tip of the Palette right hand w/ 'A' manual 

letter for Apis, the Bull 

2. ir II 
right hand for the above, 

left hand for himself 

as Archer, the Saggittarii 

3. Exposed clenched 
hands of two men 

each hand holds onto a rope to control 

liofts' head. 
•RIO 'A' nianual letters 

represent Aker: a double 

lion 

water boy standing behind the Pharaoh 
'A' manual letter for 

Aquarius 

5. 
Pharaoh tall person 

left hand 'A' for Aba = 

(conmander) 

6. 

7. 

8. 

9. 

10. 

Dates & Times of minutely discoveries of numbered items during the work process: 
1 . 4. 7. 10, 
2. 5;35 p 1/3 5. 8. 

3. 6. 9. PAGE: 
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Artwork: Palette (Hands) ^ Q^te: Egypt, 3,100 BCyo jay's Date: 1 ian. '98 

REVERSE SECTION 

Identification: Clues: Representation: 

1* Pharaoh's 

'unseizing' left 

hand 

hair lock of a conquered man's 

not touched 

'A' manual letter for 

Amem = 'to seize' 

2. water boy 'folded' hands w/o touching sandals 'A* for Aquarius 

3•'seized' man with 

2 clenched hands 
the lock of his hair isn't hair, but a 

symbol for Taurus \ / V 
both hands represent 

Alpha: astronomical sign 

for Taunis 

Eagle/Anti holding a rod with its human hand, 

'anchoring' 

Anti —used as the 1st 
letter of the Egyptian 

alphabet 

5. 
The Gemini's 

arms & hands 

at the lower tip of the Palette; 

a pair of parallel hands 

though separate, it 

resembles the British 

'A' manual letter 

' British'Manual 

letter 
each towering arm represents a mountain 

peak 

Akhet: 2 peaks of mtn. 

glyph w/a solar disk 

appearing btwn. them 

7. 'British' 

manual letter & 

rurap/buttock 

the buttock in the lower ctr. btwn. 

Akhet 

Amentet: a drawing of 

3 mounds for 'foreign 

land' 'the West' 'the 

8. Reversed 'A' 
manual letter 

on the lower left, at the Palette's 

tip (right, on the reverse) 

Apollo (or Castor of 

the Gemini) for the 

God of the Sun 

9. Apollo's 

ascending hand 

a star on Apollo's hand toward another 

star between Akhet 

Star between Akhet is 

Apollo's star-hand: 

Aten 

10. Hercules' 
(Pollux) hand 

'A' descending 

on the lower right tip; under his left 

leg 

the sunset beyond his 

rump as the sign of 

Mnentet. 

}ates & Times of minutely discoveries of numbered items during the work process: 
1 . 4. 7. 10, 
2 . 5. 8. 
3. 6, 9. PAGE: 
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Artwork: Ea/Oaimes (HANDS) LOC. & Date:Babylon 6-8th cTodav's Date: 16 Jan. '98 
BC 

Identification: Clues: Representation: 

^ • 1 kcL^4. CcLrr^\*'\-^ 0- bcLskti 'A'-fciT /)-ovjpLcra, 

/ucc^tf t-j /ui 

r>\,Eiii-rKCir,p 
A A^JeXriuA^ 

3. 
il It CJiiVo^ 

4. 
J 

5. 

6. 

7. 

8. 

9. 

10. 

Dates & Times of minutely discoveries of numbered items during t le work process: 
1 . 4. 7. 10. 
2 . 5. 8. 
3 . 6. 9. PAGE: 
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Artwork: The Battle of Cascina Loc. & Date: Florence, 1506Today's Date: 16 ian. '98 

HANDS# 1 

Identification: Clues^ Representation: 

wi/cc VjloA, , 
1 rulilis 

Mi-

A>UA Ico^t^ ouJr 

'pi'V- •/ CL 
iViiWs 

4. 

r kuA 
-psL,r \r'.<^ bij (it r>\i2Ln [c!cl6'»^ JLj 5 J 

'ckrt><jr2^ 

5. 

m. "tis-
Ll|V tviUii. 

' L' (^rc^<WT~ 

6. 1> H 

» 6 

• " . 

'* II 

V CJUroCyZifVu. 
7. 

M 
If bc-li-^vW4^^ " 

-Ki, 

8. 
M Uih 

A(^ 4 

9. K n [il V Wl *.. c<_ 

O-MuX 6kUie-ft<' 

^0- . 1 
r hiujL 

£56. lU dj # 4" 

Dates & Times of minutely discoveries of numbered items during the worK process; 
1. 4. I/1I5 10. l/fU 

2. 5. 8. 
3. 6. 9. PAGE: 



163 

Artwork: The Battle of Cascina LOC. & Date!Florence, 1506 Today's Date: 16 ian. '98 

HANDS # 2 

Identification: Clues: Representation: 

1. 

ri ̂  \\iXIJL 

<2f\ I 'y^^WLuC  ̂
i 5 5 1 "i? ' " 

2. 

"Crc  ̂" 

3. 

(urU\ 04- Ci|>lv€a  ̂

4. 

5. 
Ljf 

fYOn -t̂  U;da.-hM 

r i^  iTMan 

7. 

8. 

L - 'V  i i t tA 

• i t?  ty \"  

AULi 

9. 

10. 

Dates & Times of minutely discoveries of numbered items during the work process: 
4. 7. 10. 

2 . 5. 8. 
3 . 6.9'.H'̂ (L I/KC 9. PAGE:_ 
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Artwork: "Narmer" Palette (Obverse) |_QC. Si Date: Egypt, 3,100 BC Today's Date: ^ '^8 

Identification: Clues: Representation: 

1. 
on the upper right side of the Palette Nun, the Sky Goddess 

Geb, the Earth God 
copulating 

in front of the Pharaoh 
Crater and Corvus, the 

Beaker 

3. 
from a young woman's (heart?) 

"wa-wa" w3 (phonol.) 

4. 
Wofvviin 

in front of the Pharaoh Isis, the wife of Osiris 

5. 
CZ 

above the woman = Possible: rope for 

tethering animals 

= woman 

on the head of the Pharaoh Red Crown of Lower 

Egypt 

7. 1 next to a bird, above a set of bodies a door of heaven 

8. minet by the door of heaven identified with the stars 

and with the transfigured 

souls of the deceased. 

t=a2^ - \jij 1 

upper right of the Palette 

Handjet & Mesektet: 

the boats of Morning & 

Evening. 

above the wia Corvus, the Crow, with 

the sickle bill. 

Dates & Times of minutely discoveries of numbered items during the wori< process: 
1 . 4. 7. 10.6;Q2 p. 4 Jan. '98 

2 . 5. 8. 
3. 6. 9. PAGE: 
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ArtWOrk:"^™^^" Palette (Reverse) LOC. & Date:E;gVPt, 3,100 BC Today's Date: 2 Jan. '98 

Identification: Clues: Representation: 

1. 

The Lynx 

Constellation 

stars across the neck of the man 

(on the float) 

verb: to lynch (the man 

was unjustly executed) 

2. 
Pharaoh 

conquers the Hydra-infested man Hercules 

3. Crater 

"on the float" 

Corvus, the Crow, lynches his sickle 

bill. 

on the waterstiake's 

back 

4 
'Hydra's face 

(constellation) 

near/at the tip of the pool Hydra was instructed 

that Corvus never come 

ijithin reach of the beaker 

Corvus perches upon them. 

to quench his thirst. 

a set of fig trees, 

according to the Mythology 

chisel: 
in the temple with the fish 

copy/leam from "the 

«n.ting of the stars" 

on the head of the Pharaoh White Crown of the 

Upper Egypt 

8. temple:J£P''^) between Taun^ and Capricorn facade of a place: tomb 

or temple 

8. 

Trnri 

between Taun^ and Capricorn facade of a place: tomb 

or temple 

9. 

lllllilll 
under the 'beaker' 'sea' 'water' 

10 
above the "n" = water 

10 

-

"n" = water 

Dates & Times of minutely discoveries of numbered items during the work process: 
1.9;15 p. 1/1/98 4. 7. 10. 12:30 p. 1/6 
25 p. 1/2/ 5. 4;56 p. 1/2 8. 

3. 4;55 p 1/2 6. 9. PAGE: 
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Artwork:"^™^" Palette (Reverse) LQC. & Date:^feypt» 3,100 BC Today's Date: 2 Jan. '98 

Identification: Clues: Representation: 

overlapping signs: Taurus & hairlock 

r e v e r s e d .  • — — 0  

The Egyptian Period 

2. Pharaoh's button 
op Sash 

represents any appropriate stars behind 

it vrfienever there is a star between 

Gemini's hands. 

the heart/conscience of 

±e Pharaoh or a certain 

event prophesied 

3. Resh: the head of 
a man 

on a float Sphinx (?) 

4. 
Pharaoh's 'skirt' 

The Square of Pegasus 

more info, on next pj 

above the water boy: Aquarius Spring; similar to the 

story of Proserpina 

6. Anti (Eagle) above the head of a man's head Horus 

the nose of a man the head upon the raft 'Beaker:' bealc= a person 

nose 

8. Anti (Eagle) it sickles his beak Corvus, the Crow with 

the sickle bill 

behind the conquered man; Crater beaker of water 

^0* sickle bill of 

the conquered man 

facing the contour of Sphinx (Leo) the nape of Leo's neck 

'sickles' the man's nose 

)ates & Times of minutely discoveries of numbered items during the work process: 
j^P;55 a. 2 Jan. 98 4. 3:30 p. 2 Jan 7. 4:42 p 2 Jan 1Q. 4:40 p. 2 Jan. 
2 8:30 p. 1 Jan ^ 3:54 p. 2 Jan g 4:54 p. 2 Jan 

3. 1 Jan 6. 1 Jan "9.^--^5p. •• PAGE: _ 
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Artwork: "Ifanner" Palette (Reverse)[_qc. & Date: Egypt, 3,100 Bq-pday's Date: ^ Jan. '98 

Identification; Clues: Representation: 

1. 

Left Cow 

bump-headed Taurus 

2. 

Right Ccw 

flat-headed Capricorn 

Capricorn 
Open-Mouthed Egyptian's 

Open-Mouthed 

Funerary Ceremony 

4.^ 
Taurus Close-Mouthed 

"inverted" fish 

(btvm. # 3 & 4) 

at the upper right, a disk in the 

Temple 

Nebula Galaxy in the 

Andromeda Constellation 

above 2 "slaves" at Palette's lower tip complement one part of 

Taurus' body 

the 'button' on 

Pharaoh's sash 
'button' on the Eluchba Star near Deneb 

of Cygnus 

a prpphecy 

sign above 2 "slaves" 
Ursa Minor 

Q 
Ursa Minor on 4 stars, each at a comer 4 animalistic reps, to 

be conquered (?) or 

4 genii watching Draco 

^ 2 'slaves' appear to run, but upright arms are 

posed. 

Different roles incl. 

Pollux & Castor 

Dates & Times of minutely discoveries of numbered items during the work process: 
1 . 4. 73;3Q a. 2 Jan. '98 10. 

2 . 5. 8. 
3 . 5. 9. PAGE: _ 
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Artwork: "narmer" PaletteCReverse) LOC. 6t Date: Egypt, 3,100 BCToday's Date: 6 Jan. '98 

Identification: Clues: Representation: 

1• 7 petals by Aquarius Seshat, also called 

Sefhet =7; the female 

counterpart of Thoth* 

~ (therefore mistress of measure, and 

always attends the foundation 

ceremonies of the temples. Her 

3. the seven-petaled flower. Seshat is 

found in the earliest inscription. 

Correspondence between 7 (harmony) and 

4. measure. First Dynasty.) 

5. 

6. 

7. 

8. 

9. 

10. 

Dates & Times of minutely discoveries of numbered items during the work process: 
1. 3;45 p. 1/6 4. 7. 10. 

2 . 5. 8. 
3 . 6. 9. PAGE:_ 
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Artwork: Ea/Oannes of the BabvloniailoC. & Date: Babylon 6-8th Today's Date: 15 Jan. '98 
Art BC 

Identification: Clues: Representation: 

1. 
fish on head 

the personification in 

jart of Ea from the sea 

Z'metanjorjAiosed' 
right hand 

'sign' for fish and/or 

'B' 

3. 
left hand 

'A" for Amphora = 

water/vrintry season) 

Sumerian A = water 

4 
basket The Sign of Aquarius 

5. 

'leg' 

Capricorn or Bull's 

6. 
lower part of the 

garment 

the wool of Goat/Sheep 

7. 
'Belt' 

The Great Square of 

Pegasus 

8. 
Wrist Bands Ehe signs of stars 

9. 
the ir.dicating guidance/ 

median 

10. 

I 

The Babylonian Ea 

or any periods 

Dates & Times of minutely discoveries of numbered items during the work process: 
1 . 4. 7. 10. 
2 . 5. 8. 
3.(Sunierian) 10;23a PAGE: 

1/2 
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Artwork: "Nianner" Palette (Obverse) LOC. & Date: Egypt, 3,100 BCjoday's Date: 4 Jan. '98 

Identification: Clues: Representation: 

1. 
between Taurus & Capricorn 

Facade of palace or tomb; 

Insrh, banner for the 

King's Horus name 1 
^ ^ jtlcsai) 

between Taurus & Capricorn 
Facade of palace or tomb; 

Insrh, banner for the 

King's Horus name 

2. above Isis the 'knot of Isis' 

3. right arm/hand of Isis 'not having,' 'not;' 

negation 

'z_3 
at the lower tip of the Palette 8 constellatory signs 

at the center of this sign The Great Door 

through the Signs 

X 
at the lower tip; besides the "cog" 

( Lolw* c ev'e/Seci^ 

4 constellatory signs 

'•a 0 at the mouth of Archer air, water and earth at 

the time of creation 

0
0
 

(̂3.15 

by Aqyuarius NUT 

9. S Isis in front of the Pharaoh tiet - a variant of the 

ankh with its transverse 

arms, curved downwards. 

"l 
Cr3 1 yI 

between Taurus & Capricorn ^p.lST 

"government title" 

Dates & Times of minutely discoveries of numbered items during the work process: 
1 . 4. 7. 10. 

2 . 5. 8.6 Jan. '98 3;34 p. 

3.7:42 D. 4 Jan. '98 6. 7 Jan. '98 l:oo p. 
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Artwork: Tutankamen's Burial Paintin^pc. & Date: Egypt? c 1400 Xoday's Date: 4 Jan. '98 

HANDS ^ 

Identification: Clues: Representation: 

1. hari«t C-idSp 

in-fro»± 

Seedier 

2- Z cj^ 

OL LOOOWLn 

plojCuA ioa>€.r i>cir-t "- fvau'c-"  

di orr-eil 

d r̂̂ p : oft̂  

Loorno-n'/l 

COfxl3iricK«K-o| b  tv&.  b i  r tA -f t? "  

5- 1 u.fcjvlicLf>u.n '$ il-V 

|>cu 
ucl -rfciip^b pro-jrui-'V 

•frr s I'̂ -n 

hdiJl CUip 

LA •l̂ oid^crf'+ls. 

cr. (Le.itkr" 

7.  ̂ -jyir ftt-̂ ij-zul/ccch  ̂

(X[ 
D -

8. (Ki i  r<i |?rt$c4< 

KV5 r>\̂ xWi n  ̂

9. d/"* e/chTJL'̂ -̂ LS--'̂  

10 .  

Dates & Times of minutely discoveries of numbered items during the work process: 
1 . 4. 1/4 10. 
2 . 5. 8. 
3 . 6. 9. PAGE: 
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Obscure/ 
Abstract: 

Nrmr. 
Obv. 

Nrmr. 
Rev. 

Tutankamen's 
Burial Painting 

Babylonian 
Artwork 

Cascina 
Artwork 

Chirographic: 

Pictographic: 
1 

/ V ,  

m 
i 

Ideographic: 
± \  \  

0  

Alphabetic; 

M 
• • 
• 

• • 

Numeric: 

ft 
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Nrmr. 
Obv. 

Nrmr. 
Rev. 

Tutankamen's 
Burial Painting 

Babylonian 
Artwork 

Cascina 
Artwork 

Abstract: a) 

M«.m 

Scupuna. btj 
Orion's / 

b) 
1 0 L 

"5,VI J" 
c) 

Orions^rj^ 

d) UiOShi'tv^ 

Titr! |ICA."H6>-' 

"DiVe'in-lo'tii-
Oocl D^7«.'ja5i«s 
Vpiu-,/;rrt Afclftnibl 

'TxVeM. i'v" 

AWl 

e) "Fl'Sh* "bjVi oct 
CtpKeuS 

Dates: a) 
b) 

c) 
d) 
e) 

0 i-IU-'iS' Dates: a) 
b) 

c) 
d) 
e) 

Dates: a) 
b) 

c) 
d) 
e) 

Dates: a) 
b) 

c) 
d) 
e) 

Dates: a) 
b) 

c) 
d) 
e) 

C H I R O G R A P H I C :  

Concrete: a) U "A" 

m.ac 

lO 

m.o.. 

'^A'' - A'Ki-m 'A'- Afoari tus 
(lt|VKa>iS 

m-rL iirtfefi, 

Lo^rk^ 
b) '"D''-'T>ere|> oiVtrpcAhlt 

Uii/i'nfKd-k 
c) 

(•h>5€.iz^^ 

J 
"B''ni,av 
(fin-tL rcci< 

d) ^kkid'. 

e) li 

Dates: a) 
b) 

c) 

d) 
e) 

5:H5"p. Dates: a) 
b) 

c) 

d) 
e) 

I 
Dates: a) 

b) 

c) 

d) 
e) 

Dates: a) 
b) 

c) 

d) 
e) 

5;ft5p. l-io-  ̂

Dates: a) 
b) 

c) 

d) 
e) 1 
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Nrmr, 
Obv, 

Nrmr, 
Rev. 

Tutankamen's 
Burial Painting 

Babylonian 
Artwork 

Cascina 
Artwork 

Abstract: a) 

b) Ak 

c) J5i5 

Cch 1 rcSCLL/c) 

d) rroc^cT) 

fcjltrC&CL:t<^ 

e) 

Dates: a) 
b) 
c) 
d) 
e) 

Dates: a) 
b) 
c) 
d) 
e) 

Q'^oa. 
i/7m 

Dates: a) 
b) 
c) 
d) 
e) 

(a:Mcp /-rv-9g 

Dates: a) 
b) 
c) 
d) 
e) 

Dates: a) 
b) 
c) 
d) 
e) 

^ /\K=0^1^ocf 

P I C  T O G R A P I C :  

Concrete: a) Anf.' Z sh'chS 

b) A^e-nuisek 
(iĵ cnr:) 

/ hiou^in^ 

hern 

c) CL holt if) 

shield' 

d) 
/AcD-. 

a6/e<2./e^ 

e) 

howcL 

Dates: a) 
b) 
c) 
d) 
e) 

Dates: a) 
b) 
c) 
d) 
e) 

Dates: a) 
b) 
c) 
d) 
e) 

Dates: a) 
b) 
c) 
d) 
e) 

Dates: a) 
b) 
c) 
d) 
e) 
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Nrmr. 
Obv. 

Nrmr. 
Rev. 

Tutankamen's 
Burial Painting 

Babylonian 
Artwori< 

Cascina 
Artwork 

Abstract: a) O-fer 
/ »1attrus 

Ops 

P'O.^^0 

b) 

c) 

d) 

e) AK ̂  

Dates: a) 
b) 
c) 
d) 
e) 

iOCL. Dates: a) 
b) 
c) 
d) 
e) 

^:4ilp I-I3HS 
Dates: a) 

b) 
c) 
d) 
e) 

II n 

Dates: a) 
b) 
c) 
d) 
e) 

Dates: a) 
b) 
c) 
d) 
e) "1:300.. 

*Ak:-0) '̂5 Koof 
I D  E O G R A P H I C :  

Concrete: a) 

b) 

c) r\ 
d) 

isi 

e) 

Dates: a) 
b) 
c) 
d) 
e) 

Dates: a) 
b) 
c) 
d) 
e) 

Dates: a) 
b) 
c) 
d) 
e) 

Dates: a) 
b) 
c) 
d) 
e) 

Dates: a) 
b) 
c) 
d) 
e) 
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Nrmr. 
Obv. 

Nrmr. 
Rev. 

Tutankamen's 
Burial Painting 

Babylonian 
Artwork 

Cascina 
Artwork 

Abstract: a) TfuL^U<lo 
"A" ^5arKe 

McJcut Mo?Q.t 

b) * 6''AicUiu^ 

{tr So/nar**, 

c) 

d) 

e) 

Dates: a) 
b) 

c) 

d) 

e) 

Dates: a) 
b) 

c) 

d) 

e) 

Dates: a) 
b) 

c) 

d) 

e) 

Dates: a) 
b) 

c) 

d) 

e) 

Dates: a) 
b) 

c) 

d) 

e) 

A L P H A B E T I C :  

Concrete: a) 5Cep'fbr6Pl(f5^ 

•HJL. upper beccrti^ •+£^2CC>C 

b) 

M 7^ 

6CepW'5 lcu;«r 

T ^ Turn-

c) 

d) 

e) TTUfiA-t^ 

TasciKl" 

Dates: a) 
b) 

c) 

d) 

e) 

T:'S&p. i-i(»-'?S T.icp. iz/iiv-'?! Dates: a) 
b) 

c) 

d) 

e) 

5.65 p. H3-^S 

Dates: a) 
b) 

c) 

d) 

e) 

1 

Dates: a) 
b) 

c) 

d) 

e) 

Dates: a) 
b) 

c) 

d) 

e) trM^p.hT-'^s SW5^?, a-3o-''?7 



Nrmr. 
Obv. 

Nrmr. 
Rev. 

Tutankamen's 
Burial Painting 

Babylonian 
Artworic 

Cascina 
Artwork 

Abstract: a) 
MC H cnneod B-nneOfL 

(fo<^cds) 

b) ' o 

• • o 

c) 

d) 

e) 

Dates: a) 
b) 
c) 

d) 
e) 

^.•5-5-p. Dates: a) 
b) 
c) 

d) 
e) 

1 
Dates: a) 

b) 
c) 

d) 
e) 

Dates: a) 
b) 
c) 

d) 
e) 

Dates: a) 
b) 
c) 

d) 
e) 

N U M E R I C :  

Concrete: a) Inv 1 -»o 
dejuA 

CUiii^aSii 
CA^fon oiulO 

b) (o ^lalscn 
a Ip'otue/' 

•for' '̂U.T 

7 pf.Ta.h 

Seahdt 

1 

c) 

d) 

e) 

Dates: a) 
b) 
c) 
d) 
e) 

^^'iS'au O-IT^ Dates: a) 
b) 
c) 
d) 
e) 

Dates: a) 
b) 
c) 
d) 
e) 

Dates: a) 
b) 
c) 
d) 
e) 

Dates: a) 
b) 
c) 
d) 
e) 
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Nrmr. 
Obv. 

Nrmr. 
Rev. 

Tutankamen's 
Burial Painting 

Babylonian 
Artwork 

Casdna 
Artwork 

Abstract: a) Polar ("s 

Qjide^ 

Polaris asiie. 

^•fisK. /look.'' 
b) luSG, niiucr -

bcuo^ 

j2. PoUdj aX 

Tciurui 

c) Pi'fCc^ 

l\PC£l 

K-orrtS 

d) b u Or<on's 

oibseidrftKj 

e) Ani2jit£t AfYv.atlt 

Dates: a) 
b) 
c) 
d) 
e) 

Dates: a) 
b) 
c) 
d) 
e) 

/op. 
Dates: a) 

b) 
c) 
d) 
e) 

Dates: a) 
b) 
c) 
d) 
e) 

(o'Sbp 

Dates: a) 
b) 
c) 
d) 
e) //:ZoA /-V'?? 

A S T R O N O M I C :  

Concrete: a) 
on, 

SKiri5 

6fafbuHw 
on 

^o^jsasJk 

1 bu-tfeos e>t 

b) vUiCu = Akhet howi. =" bear:" 
or astrolabe^ 

c) Af^er= 
cLccbli^ 

llCrl (rouKp) 
Q — 0 %  

io \ \ 

/WpKcna-.^ 'yiUp"on 

O- 5 
d) 

6Jn5tt. 1 eutjnju^ 

r-
AfcufltSz,- , 

Stth uT 3un (CoDn'Czrn )MorAu u. 

e) 
g> 

r 
Ti &K- nutn 

CPrsOs) 2^ 
Dates: a) 

b) 
c) 

d) 
e) 

Dates: a) 
b) 
c) 

d) 
e) 

Dates: a) 
b) 
c) 

d) 
e) 

ia>is-p. /-7-1? 

Dates: a) 
b) 
c) 

d) 
e) 

iai>s- ( 1-07 p. i-7-'?? 

Dates: a) 
b) 
c) 

d) 
e) 

1 
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Name of Artworkf Narmer" Palette (Reverse) Locatl'on & Date of AftWOrk: Egypt 3,100 BC 

Sign: Leo Cancr. Gemi. Taurs Tau.2 Aries Pises. Aqua. J.2 Capri. 

CO 
• O 

CM 04 

CO 

-ffliL 

c.rctjcn 

u II ( I  u // 

u 
o 
c 

ca 
cn u 

O L J 

ui 

tup 
Uiithi'n 

Ht 
fhn-pU. 

N &-
-> 

• •  «  "O — 
c ̂  
sa 

\ 
<0 

c? 
/ » Of 

<»> 
/ ;v̂  

X .,0-' 

cn 
c 
o 

i-i xj 
cQ 3 • CQ 

nOCO 

OuUf 

V&sg> 
/ / 

(Xiiirt -fi 

\ICS^ 
\/ 

Kkijola. 

^alOjCj 
On 

TT 

/ 
o 'a 
G CQ 

0) 
3 S 

.5" 

M- Aq. V 
7 {WloT  ̂

.'i •ffjL 

-fWb 

X -a 

.5 I 
«!* 

Cflp-ivusA 

nfiJ: m-

Kfful 

Jates & Times of minute y discoveries of named items during the work process: 

1 .  

2. 
3. 

4. 

5. 

6. 

8. 
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Name of Artwork: Ea/Oaimes of the Babylonian Art Location & Date of Artwork: Babylon 6-8 BC 

Sign: Leo Cancr. Gemi. Taurs Tau.2 Aries Pises. Aqua. Aq.2 Capri. 

M 
03 
0 
01 

•fish -

irvSidLc. 

cU î'cs. 

trtfi 

moiJili 

out at 

faly-) 

5'" ,̂ Jiecj? 
inSt'eU. 

o 
c 

ea 
03 p 
:3 

boo 
'J R V c L \/ N &-

(M'O 

2i 

-Jo> 

vy 

.0̂  

vy 

9?  ̂

6  ̂
* r 

J 

vy 
\iy 

M 
CO 

(Ainelj3^a/"^t/s Cas i.a> 
t-fli 

CP 

w^7 \/ 

4J 
U 4J 
(0 3 

• jj eo 
vo cn 

brfst  ̂

-tasGel 

XT) 
S| 

••-H r 

~ S' 

cnî  
C>pri"i>  ̂

e^Aot, 

On+ni-
U)fiV<tr 

^onin 

var'v^ 

1= 

• 3 
" S 

orvHT" 

Su/MI«»-i. 

6c kf. Ck  ̂

on 

Su»(nnu.'>. 

Solace, 

on +S< O A  

6/>r 

2ĵ  

,'a  ̂

/]Lc;i. 

On 

Uii 

rkiL. 
n-^tr 

6ob1 ice. 

!)ates & Times of minute y discoveries of named items during the work process: 

1 .  

ii. 

_4  ̂

8. 
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Name of Artwork: The Battle of Casclna Location & Date of Artwork: Florence i506 

Sign: Leo Cancr. Gemi. Taurs Tau.2 Aries Pises. Aqua. Aq.2 

cd 
0 01 

trovuxw 

U 
O P 

CO 
cn 

• u 
en ZD 

Vf 

4 

Or'«  ̂ . 

•O c 
1 4 

'iajSJUL^ 

p 1 ^  
imLclMi. 

ki\<l 
(U  ̂

Uo^ 

U 
Cd 

OitnSt 

Ontt-^ 
kkhtt 

HortjuiA-

7  ̂

CO 

B 
U 
« 5 

• 4J CQ vo cn 

cn o-
Sl-iJif/iy "Crcxai" 

5 S 
3 

r- 5" 

Iclari^ 

§•§ 

s 
00 D S 

s 
v> V-

Crier's 
k£j4s 

Crc$s(fi 

Dates & Times of minute y discoveries of named items during the work process 

1 .  
2. a 
3. 

5:ili 
IO;»6'OL/. 
I-If'If 

ii:3LtfO~ 

l-i?-  ̂ LiiSaS. 

6, 
7. 

8. S'CS'f  ̂
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Artwork; The Battle of Cascina LOC & PateiFIorence. 1506 Today's Date: 15 Jan. '98 

WINTER HEXA£X)N - SPRING TRAPEZIUM PART I 

Identification: Clues: Representation: 

1. 1 of 2 men 

dressing (2nd man 

in #4) 

far upper left 

left arm 

Draco 

Ursa Minor 

2 
' 1 man, upper ctr. 

w/a long pole 
Camelopardus 

3. a man w a cap 

'Capella' 

2nd man dressing Polaris 

the head of a 

man = teb in the 

Palette 

a short stick on his mouth toward Perseu 

(interchangeable role according to Myth) Algol 

5. a warrior 

'taking the lead' Perseus 

' Man vrith a liftec 

right hand 

(compare with the icon on the Palette) The Great Square of 

Pegasus (& Pisces) 

8. man in the ctr. 

w/outstretched 

right hand 

Auriga 

9. a man with a 

'wing' on his 

head 

Ursa Major 

10. 
a man w/a shawl 

on head Lynx 

Dates & Times of minutely discoveries of numbered items during the work process: 
1 . 4. 7. 10, 

2 . 5. 8. 
3. 6. 9. PAGE: 



l«3 

Artwork: The Battle of Cascitia l_oc. & Date:^^°rence, 1506 Joday'S Date: 15 Jan. '98 

WIOTER HEXAGON - SPRING TRAPEZIUM PART II 

Identification: Clues: Representation: 

^' a man ascending 

from the water Leo 

^stooping man w/ 

left hetnd into 

the water 

Cancer 

3. 
back head of a 

man, one foot near 

the water 

Procyon 

4. 
Two hidden faces Gemini 

5. ti tt 
Gemini 

man vd.th right 1« 
upraised 

g 
Erldanus 

• lying man w/ a 

pole Cetus 

8. 
Running Man far right Aries 

9* young man w/ 

poles between 

his back. 

Taurus 

10. bent man w/ 

upraised hands 

11. hands out of wtr. 

shoulders of Betelgeuse & Bellatrix 

Orion 

Sirius 

Dates & Times of minutely discoveries of numbered items during the work process: 
1 . 4. 7. 10. 
2 . 5. 8. 
3 . 6. 9. PAGE: 



1-84 

Artwork: The Battle of Cascina LoC. & Date: F^-orence, 1506 Joday's Date: 15 Jan. '98 

VronER HEXA6(M - SgRDiG TBAPCZimi PAST I | fall 

Identification: Clues: Representation: 

1.2 men (upper left) 
dressing 

one putting on a shield w/a hole in the 

middle Cetus 

2. 1 man, upper ctr, 
w/a long pole 

w/a pony tail, back, head to us Taurus w/ one of its 

horns 

3. a man with a cap looking out of pix. Auriga with 'capella* 

4 
the same man w/ 

a 'horn' on 

mouth 

I I  I I  

(hand in the form of a hoof - compare w/ 

Aquila in the Palette) 

Lynx w/ a lynching hook 

5. the head of a 
man between two shoulders of men 

Lepus or Tep; the head 

of a man without a body 

is simiiar to the one in 

the Palette 

A warrior 

'taking the lead' 

an eagle mascot on his helmet & holds 

up a shield Orion 

man with a lifted 

right hand 

on his left, a winding cloak 

to his left, a shield Procyon 

Q  

man in the center 

w/outstretched 

right hand 

on his left hand, a spear King Cepheus 

9-a person with a 
'shawl' on its 

head 

face looking down 
Cassopeia 

(the wife of Cepheus) 

1 Da man w/ a wing 
on his head 

seated, pointing to the left side of pix. 
Pegasus 

Dates & Times of minutely discoveries of numbered item? during the wori< process: 
1 . 4. 7. 10, 

2 . 5. 8. 

3. 6. 9. PAGE: 



1«5 

Artwork: The Battle of Cascina LQC, & Date: Florence, 1506 Today's Date: 15 Jan. '98 

SUMMER Triangle - FALL SQUARE PART II 

Identification: Clues: Representation: 

1. a man ascending 

from the water 

lower left with a shadow of his leg 

representing... 

*( discovered the arms resemble one end of 

Pisces (2 fish) 

2 
' stooping man w/ 

an arched right 

arm 

Aquarius 
left hand going into the water Aquarius 

*(21 men in the painting 

may be for the 21st cent.) 

3 
' back, of head of 

a man, one foot 

near the water 

right, bent leg on a shirt Equuleus (horse) 

a hidden face below King Cepheus Vulpecula 

5 
* a seated man w/ 

lower part of face 

revealed 

right hand at the tip of rock & water Sagitta 

6 man putting pair 

of leotards on his 

right leg 

wears a crown of grapes*leaves Ophiuchus 

(leaves+ on head + by 

water = King of the Riv 

7. lying man with 

a pole 
far, lower right Virgo 

8-
Running man w/ 

cloth on left hand 

or arm 

far right (with a crooked right 

calf on leg) 

Castor (Apollo) or 

Bootes 

9. young man with 
poles btwn. his 

back 

looking up at the upper right 

comer 

Pollux (or Hercules) 

/ Bent man w/ 

upraised hands 

covered head w/a kind of cap CYGNUS (Swan) 

Aquila 

Dates & Times of minutely discoveries of numbered items during the worî  process: 
1. 3;2ip. 1/15* 4. 7. 10. 

2 . 5. 8. 

3. 9. PAGE: 
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Language: ^unw/^ Dafe3^CX)^mpare With:.^whM^Eiî ate: c- ^JCQ SO 
Identification: Cu.ne.i-fWv Representation: ^ *' ^Compare: Source: 

1- G-<une^ 

is \cineJ.-kiL Sip p 'moatkirs, 

pii-^kuU, 

aOU wv -fLi. /Uai (Tf\^. 

Armickt CJ rr^'^f 
is \cineJ.-kiL Sip p 'moatkirs, 

pii-^kuU, 

aOU wv -fLi. /Uai (Tf\^. 

UiC/Kzn" 

IhdUr 
-T-

Ikt/uXl^ 

p'Hl  

2. 6-e.me -

(j-ejr\MiL. ^ 

"7^4.-pc^iitO^ ^ (LtjMJU'-^n^'s S i lUj^tc^ 

jo i^G^/lUKj. C£/As4^(ajt'(li\^ 

faLik-'s 

Cieyju'ju, 

"7^4.-pc^iitO^ ^ (LtjMJU'-^n^'s S i lUj^tc^ 

jo i^G^/lUKj. C£/As4^(ajt'(li\^ 

tjn 

Anwd^ 
pcs'itici^ 

Tloi^or 
p. 50 

4. Uj0rzf-5i<^ ( idux 

fcr fnaUL(ccuii-N^; 
i^cui^Cnuxixnw 

mnC  ̂ pW2-
Zf-h^cjO 
Ls*.̂ jeŝ  

mnC  ̂

Jr fnulr 
n'ch 

5. SaL^ 

rn.cn 

5^ f>'5l 

jti. Ur>iA 
L^n'h'-f 

\J 

UDUe/) 1. A N 1. 

2. \± l̂ j) 

4. fiOnu^ 4. Sgfiig^ 

5. 5. 5. 
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Thuban - Polaris 

(Satellite 2, Chamberstone 8 

Outer Face) 
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Ireland 

Country; 

And/or 
legalithic Stone 

Subject: 

Type of Sign: 
(#1-8) 

1. 2. 3. 4. 5. 
Ireland 

Country; 

And/or 
legalithic Stone 

Subject: 

Type of Sign: 
(#1-8) 

G
e
m
i
n
i
'
s
 
E
y
e
s
 

(
C
a
i
m
 T
)
 

1 1 1 
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i
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e
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P
e
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Artwork Date: Neolithic Period - - 3700 3200 B.C. 

la. Gemini 
b. Monoceros 

>/ 

v/ 

w/ 

(pc^'jiblej 

y«.' 

2a. Sinus 
b. Wedge faV 

3a. Polaris 
b.Thuban 

4. Star 
Button 

5. 
Chirographic 
6. 
Pictographic 

^avort, c/ 

7. 
ideographic v/ / y 
8. a. Numeric 
b. Alphabetic 

Date/Time: XXX XXX XXX XXX XXX 

0. 3117 p. 
1. 

2. InMla.  "  
3. 

4. 
5. 

6. 

7. 

8. 



m 

Egypt 

Country: 

And/or 

Subject: 

Type of Sign: 
(#1-8) 

1. 2. 3. 4. 5. 
Egypt 

Country: 

And/or 

Subject: 

Type of Sign: 
(#1-8) 

to u 

c 

c 

5 
o 

:> 

c: 

5 
o 
-& 
cO u 

qO o u 
6 

0) "O 
3 o 
CO 

l-i o 
(0 

<3 

1 

V N 
o 
s 
cn 

Artwork Date: 
1 a. Gemini 
b. Monoceros 

v/' / yes 

2a. Sinus 
b. Wedge 1 

VdS. 

^esrl^roc-^cn yd5 i^i 
3a. Polaris 
b. Thuban 

Cpe/0 

pc^:i>L'-r4'̂ l 
/try \ 

/ (, pOS5i\ik/ 

4. Star 
Button 

5. 
Chirographic 

/  {Fwramid) 

I'daph 

5. 
Pictographic 

/ 
i 

y / 

7. 
Ideographic 'PclluY^. Cd'i'hr 

8. a. Numeric 
b. Alphabetic i hrajt 

Date/Time: XXX XXX XXX XXX XXX 

0. 

1. 

2. 
3. A-7-^? U'-iop. 

4. 
5. 

6. 

7. 
8. 
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Mesopotamia 

Country: 

And/or 

Subject: 

Type of Sign: 
(#1-8) 

1. 2. 3. 4. 5. 
Mesopotamia 

Country: 

And/or 

Subject: 

Type of Sign: 
(#1-8) B
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