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In the course of excavations in Saqqara in the early 20th century, the archaeological
expedition headed by J. Quibell discovered a surprisingly strange burial construction where a
retainer of the ancient Egyptian Pharaoh Jesy-Ra had been buried (27th century B.C.). There seemed
to be eleven carved wooden panels in the tomb. One can see remaining traces of some geometrical
patterns hardly visible in the back sides of the panels. The front and back sides of the boards have
twenty-two images all in all.

Jean-Francois Champollion, the founder of
Egyptology, has found a clue to interpreting ancient
Egyptian hieroglyphs. The architect Igor Shmelev has
managed to decipher the code underlying the
composition of the carved panels discovered in the
tomb of the ancient Egyptian priest Hesy-Ra. By using a
system the relief compositions of the boards, I. Shmelev
has obtained the evidence of the fact, that the priests in
Ancient Egypt had had at their command an integral
teaching with the theory of Harmony as its basis –
many a century prior to the appearance of Pythagorean
School in Crotonus where the first scientific notions
started to be defined in considering the harmonic base of the world formation for the first time in
the history of mankind as we traditionally think. This is a discovery.
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...Much is likely to be said about this archaeological find "at a writing
desk" after scholars of the civilized countries got a possibility to familiarize
themselves with the research materials.
...The usefulness of the findings is not limited to the discovery of a
unique phenomenon in the history of the world culture. It revivifies the lost
wisdom and gives it "a second life".
...The results of the undertaken research signify the revival of the
integral Knowledge capable of actively affecting the formation of a
professional ideology in diverse spheres of creativity... They undoubtedly
make a valuable contribution into the native and world cultural legacy.

DR. МIKHAIL GHERMAN
ACADEMICIAN OF THE ACADEMY OF HUMANITIES
MEMBER OF THE INTERNATIONAL ASSOCIATION OF ART CRITICS

The research analysis undertaken by Igor Shmelev is a sort of a subtle
fusion of historical search, logic, intuition, mathematical calculation, and
metaphoric thinking. He has actually acted in his writing not only as a man
of many talents, but of many specialties, too; consequently, his work is
highly skilled and his considerations are precise and well-reasoned.
One should have seen or guessed at the level of "undivided"
approximation to the truth that a certain mathematical system underlies
the works of art under analysis. Moreover, one should have found
arguments to substantiate this hypothesis, in no way going into ecstasies of
selecting only those considerations that prove the conjecture.
Of course, any hypothesis is good for being an open system. It will be argued with, the author
himself will argue with it, for everything is to get changed, our judgments included. But there is some
serious passionate knowledge lying in the basis of any change. And it is this knowledge that I.
Shmelev's work is marked with.
The logic constructions made up by the author are quite serious and supported with a powerful
logical apparatus — taken out of the store of the mathematical order rather than just mathematics. A
cold calculation makes way for a philosophy of a plastic language.

ACADEMICIAN BORIS PIOTROVSKY
The research results give rise to no doubt whatsoever and
present a notable achievement of a scientific thinking in the
sphere of the history of civilizations.
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ABOUT THE AUTHOR
Igor Pavlovich Shmelev was born in 1934; and he
lived in the besieged by fascists Leningrad (currently
Saint-Petersburg) during World War II.

He is a professional architect and a prizewinner
of International and State prizes of Russia.

I. Shmelev is also an inventor, an artistphotographer, designer and teacher. Being an
experienced educator, he has developed several
specialized courses for universities.

Since the 80s the author has been known at
homeland for his publications on the problems of
Harmony, participating in numerous discussions and
delivering lecture courses on this subject. His interest
lies in the field of cosmology, psychology, linguistics, and
religion.
For deciphering a unique ancient Egyptian
secret writings, Igor Shmelev awarded a degree.

As the outcome of decoding the cryptography, Shmelev developed a fundamentally new
topological apparatus and the idea of the Third Signal System based on it, revealing the natural
mechanisms of the relationship of human mental functions with the surrounding space. According
to the principle of the Third Signal System, the artificially created environment can provide and
maintain the balance of environmental factor if its spatial parameters are subject to harmonic
laws, expressed in the functions of the Golden section. The comprehension and developing of these
laws, apparently, led humanity to the need for religious buildings construction. Their harmonious
formation contributed to the activation of meditation and prayer rituals. With their help, following
the religious worldview starts an act of spontaneous connection with the Source that generates the
world of material objects. Religion has called this source the term God.
The very phenomenon of mental and psychological contact of the individual with the Source
(the moment of "enlightenment") which arises in the conditions of harmoniously constructed
buildings, when the immersion in "grace" begins, can be denoted by the concept of "Phenomenon
of the Temple".
Standards of building a harmonious space creating the preconditions for that phenomenon
should once again become the subject of attention of higher education and construction practice.
The harmoniously structured area is capable of improving a person’s psycho-physical condition.
The author of this publication gives convincing arguments in favor of the fact that the essence of the
Third Signal System was perfectly mastered already in the days of ancient Egyptian civilization.
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INTRODUCTION
Where are located the legendary tablets with encrypted knowledge of ancient Egyptian
priests, as was reported by one of the surviving papyrus? Scientists-devotees of different countries
are still looking for ways to uncover the secrets which are told by stories and legends of ancient
Egypt.

In this scientific work the author argues that the composition of wooden panels discovered in
Saqqara in the early 20th century is a whole system organized according to the standards of
proportioning (consistent with the musical tempered scale) in the Golden section. The
compositions of the boards also depict measuring instruments including a “magic” wand which is a
unique measuring device. Composed of two parts it forms a combined paired measure instrument
which history has not preserved evidence of.

Conducting a study of the composite structure of the panels in a multidimensional aspect the
architect Shmelev comes to unexpected conclusions about the personality of the ancient Egyptian
priest Hesy-Ra (in whose tomb these carved boards were found), which made an invaluable
contribution to the system of secret knowledge carefully guarded by ancient priests. For this
reason, a systematic presentation of the theory of harmony basics reflecting the principles of the
world is not written in hieroglyphs but by veiled methods of geometry. And this indestructible
language of the Universe allowed the author of the proposed publication to extract the code that
encrypts the integral system of Harmony.
Apparently, the vast range of knowledge possessed by Hesy-Ra was the reason not to spread
his real social status for avoiding information leakage. The reader who attentively and impartially
observes the course of the author's judgments comparing his conclusions with the attached
illustrations will be able to independently verify the authenticity of the text which kept silence for a
long time.
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MEMORY
New discoveries are quite likely to result
in an overall reappraisal of the knowledge
about different forms of Oriental mathematics.
D. J. Stroyk
Tradition... This word that has long set your teeth on edge and had the air of something
colorless and ordinary, if not frankly importunate, is considered to be one of the old-fashioned and
not topical notions by most contemporaries of the late 20th century. And few people realize that the
root of such a meaningful word pertains to the fundamental content “molded” into number three.
The entire essence, the very gist of the trinity is incarnated in the idea of the triunity as the absolute
existential quality of structured substance and diverse kinds of its organization into systemic
corporations. It is only due to inter-dependent conditions of a group that system elements are
provided with their integral stability in time including all their endless transformations and
modifications, and their most “incredible” mutations which should include some unusual
phenomena like a spontaneous transformation of the female organism into the male one, and vice
versa, the male organism into the female one. And though “rearrangements” of the kind are far from
being common phenomena, they do occur, too, paradoxical as it may seem. I do not mean
transsexuals as a result of shameful surgery.
The history states that entire civilizations disappeared without any traces left behind and not
just single ethnoses (ethnic communities) when joining bonds got broken that held together stable
foundations of a traditional culture on whose soil human generations had cultivated age-long
values to become the property of one people or another, and when a culture or ideology of a foreign
structure was forcibly substituted for a tradition naturally polished for centuries. Just remember
the reasons that caused a complete extermination of once mighty Khazars. And so much nobler and
grander should the multi-colored Indian culture present itself before our eyes until now and
preserve tiny facets of all the forms of its patriarchal life which had been generated many a
thousand years ago by different tribes of that country. And so much more tragic and sorrowful for
the mankind looks the fact of the total dispersion of the once greatest civilization of Ancient Egypt
(like that of Atlantis), where the power of the intellect multiplied by the wisdom of Hierophants
seemed to have been capable of overcoming the dangers of any foreign intrusions.
Tradition is foetal waters not only protecting a foetus that develops in a mother’s womb but
also transmitting signals to it and controlling the progress of its growth. It is so because the essence
of the triunity is what finds its expression in a universal natural phenomenon penetrating all the
levels of the Being: it is a signal—echo—resonance, where the last element results from
interrelations between an emanated signal and its reflected form. Tradition is a Temple of Memory
wherefrom an impetus of inspiration is generated capable of endowing a creative personality with
qualities of responsibility for any consequences of projected aspirations. The ability to foresee and
take responsibility for one’s actions is the manifestation of the morals composing the basic aspect
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of the Ethic which is most closely intertwined with both spirituality and ecological indications of
the surrounding environment into which an image of a cultural tradition is enrooted. THREE is the
symbol denoting an idea of synthesis as the sacral principle of Nature, unlike the essence of number
2, containing in itself a seed of division, disintegration, destruction... and death. But it is the
mechanics of differentiation that modern science is founded on, the science represented by its
principal guidelines, its leading discipline — physics — and to be more exact, quantum mechanics,
its main part, which gave scientists a clue to splitting the atom nucleus: we are mature children of
the sinful Adam.

The loss of the sense of the triunity fused organically into tradition is a way to selfdestruction. For, by burying cultural traditions into oblivion, people contaminate their
consciousness with erosion of immorality, plunging their lives into the darkness of ignorance and
vice. That was why the principle of the triunity was similar to some invaluable treasure and made
the nucleus of the cultural tradition tenderly kept by all the ancient peoples, civilizations, as well as
their religions and philosophies. The cultural basis of any nation is its language and religion. And so,
the word tradition etymologically goes back to the root TR originating from a Vedantic word tri.
Sanscrit originated from the Vedantic language. It is for this reason that Brahman—Vishnu—Shiva
reinforce the great triumvirate of the ancient Indian religious Pantheon: unity—creation—
destruction. And it is the religion and language that have been from the times immemorial the
bearers and voices of spirituality feeding human morality without which human beings doom
themselves to some animal vegetation, and since the times of Ancient Egypt, Sphinx has been its
symbol — a four-pawed creature with a human head. Any cultivated and sophisticated mind that
does not wish to override the violent passions possessing the body inevitably moves to its selfdestruction. Spirituality is not a moralizing abstraction but a reality — the profoundest essence of
Existence that binds a human being to cultivate a necessity to comprehend the permissible. That is
why a tradition crystallizes an ethic field, and its potential kindles the natural and eternal human
demand to soar into spirituality without which it is impossible to attain and reveal creativity in its
completeness. It is so because creativity molded into Harmony tends to degenerate when it is
beyond spirituality, beyond Love: an act which is beyond Love is not an act of creation. The
ecological unsteadiness of the late 20th century testifies to it as a consequence of the lack of
spirituality in administrative and political services as well as in research Institutes committed by
them. A lot of political leaders of the 21st century are hall-marked with the lack of spirituality.

Naturally, a lot of those who are expedient in the field of building are certain to know that the
word architect means chief constructor. But when we use the verb “to construct”, we do not guess
that its root goes back to the same consonance of TR denoting an act of conjugating, or of an organic
articulation of initial beginnings into a structure, i. e. into something that should possess reliable
stability. It is to this end that the profession of an architect should serve.

Since the times of the deepest antiquity, the essence of the triunity has been sealed by a
triangular contour as a static, i. e. stable configuration in space having a profound functional
meaning as well. The Pythagorean theorem reveals the mystery of creation when by means of the
phenomenon of projectivity whose “liturgy” is incarnated by transfigurating the metrics of a higher
order into a lower metrics, a nonmaterial form is “precipitated” into a material one, and it acquires
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a generalized formal description in defining the length of a diagonal in a square, which is the addition of the other two squares it is shaped with. So, if we look into the origin of the verb “to
construct”, we shall see three elements in it — “con” (from L. “cum”, with, together), “struct” {from
L. “struere”, build) and “tr” {from L. & G. “tri”, three) — denoting the triunity. “A constructor” is a
derivative of the verb “to construct”. Hence it is clear why the God was understood as the Great
Architect in His integral Triple Aspect. Since the God is the unconditioned, absolute Creative Source
generating a world of structural phenomena. For this reason, the sage Tote of ancient Egyptians
was known as Hermes Trismegistus in Ancient Greece, the name being commonly translated as
Hermes thrice-greatest, and to be more adequate, Hermes Triunited. For only something possessing
the properties of integrity, i. e. unity, can become great, and moreover the greatest. The name of
Hermes Trismegistus is to be understood as a mystery of triunity since the word “hermes”
denotes something sealed, hermetic, that is, a mystery. According to the Charter of triunity in the
Christian tradition that continues the spiritual chronicle of the humanity, the One God-Creator is
represented as the integrity of three inseparable Faces: God the Father, God the Son, and God the
Holy Spirit...

As soon as a society starts ignoring lessons of the past, as soon as it starts doubting the fire of
sacred Knowledge obtained by the efforts of its distant ancestors, this society inevitably dooms
itself to a short-term frail existence. Tradition is a true guide of the boomerang — its flight dies
short at a point wherefrom it is launched by an expert hand of a marksman to hit a target. A
spiritual evolution is terminated for the whole of mankind by the moment of Transfiguration and
comprehension of the God whose Will conceives a life cycle of a human being. Therefore, the act of
the God cognition is the return to the Holy Source. This is the most accurate launch of the
boomerang.

Taking all the above said into consideration, this research is devoted to the problem of
Harmony as the basis of the spiritual culture, social stability, and ecological inviolability. Its aim is
to offer anyone who is interested a possibility to see the high standard of cognition characteristic of
outstanding thinkers already in ancient Egypt. Today this knowledge becomes more valuable than a
mere historical retrospective. It is topical for any practical experience because it can be a sort of
Ariadna’s thread capable of leading modem Masters to the origins of cosmic wisdom and stirring
their creative energy so as to realize their aspirations and induce their free thinking to skillfully
master the secrets of Harmony. Here is a reliable opener to the spiritual renaissance and
constructing a stable social structure; for Harmony is the expression of relations and a relation — a
bond — is a meaningful category providing any system with stability.
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MASTERPIECE
How many of us know that in the visual sphere —
in the matter of lengths —
our civilizations have not yet come to the stage
they have reached in music?
J. E. Le Corbusier

In the early 20th century (1911—1912), the archaeological expedition headed by the
Englishman J. Quibell discovered an unusual burial-vault in Saqqara [59]. As it has turned out, a
high rank priest named Hesy-Ra was buried there, his name denoting Glorified by the Sun. And the
Sun (Ra) was revered as the highest deity in ancient Egypt. The construction was not a regular one
because the tomb was radically different from similar structures of that time, though it was a burial
chamber. It should be underlined that Ancient Egypt is known to have belonged to the states of
autocratic regime where everything was strictly regulated — like in a beehive. Was the vault built
perhaps as an experiment, but evidently for some reason, it could not satisfy constructors and
therefore was not further developed or at least repeated at some later moment? So, Egyptologists
agreed to consider it an experimental construction. Some buildings are also erected nowadays as a
kind of experiment, and they sometimes fail to be a success, too...
The seals found in the tomb made it possible to establish that the buried priest had lived
during the reign of Pharaoh Jesy-Ra (27th century B. C.). I want to remark that during the period of
reign of that Pharaoh, the ruling elite was «coordinated» by highest priests, namely, Hierophants.
The Hierophants were more than just representatives of their religious cult. They possessed
extensive knowledge (like modern scholars) as well as a mystic property to proscopy, i. e. they ,11
could prophesy future events with a high degree of accuracy, hence comes their name — hierophant
— as ancient Greeks called them, i. e. prophesiers of the fate or future (from Gr. “hieros”, holy,
sacred and “phantes”, show). The successors of the “trade” of Hierophants were pythonesses —
priestesses in ancient Greece and vestal virgins in ancient Rome. As we see, the prerogative of men
— priesthood — passed over for some reason to representatives of the female sex... The hierarchy
of the Hierophants was arranged according to the law of “magic” (harmonic) numbers. That closeset association could admit only individuals who had reached the utmost of moral virtues, had
unfading intelligence, and possessed a vast array of knowledge that was supposed to be directed
only towards stabilizing the social regime of the country characterized as was earlier mentioned by
the autocratic rule. Owing to the spotless morale and intelligence of the clan’s representatives, the
archaic Egypt moved within a very short period of time into a stream of a civilized state. Therefore,
Jesy-Ra’s reign was marked by an astounding flight of culture in ancient Egypt. It was then that
Egyptians are said to have erected their first large-scale pyramid — Jesy-Ra’s ledged pyramid
whose spatial dimensions were coordinated by the regularities of the Golden Section. Naturally, no
“serious” scholar today would take the responsibility to insist that already thousands years ago
people could have known and consciously applied mathematical calculations in a sort of activity
like building. For the Golden Section has a sequence of irrational values. Greeks who lived much
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later than Jesy-Ra’s time were the first to be stupefied — when being taught the laws of Harmony
by Pythagoras — when they learned that there were irrational values apart from the integral
numeric quantities. The complexity of mathematical calculations for the irrational quantities is
compensated, though, by a simple and at the same time absolutely accurate geometric construction.
Nevertheless, we are not quite sure that the Golden Section was used consciously in constructing
Jesy-Ra’s pyramid. And for what specific reason? The same regularity can be traced, however, in the
dimensions of the great Pyramid of Giza also belonging to pre-Pythagorean time. Naturally, it is a
lot more difficult to construct this type of pyramids than Jesy-Ra’s. Does it in any way mean that the
regularity remarked by researchers is either a fruit of their imagination or a mere accident on the
part of the pyramid creators?

A traditional method of geometrical construction of the Golden Section (division in the extreme
and mean ratio — the so-called irrational dependence in the Pythagorean School is universally
known. This traditional method of dividing a segment into two parts conditioned by harmonic
segments is considered today to be classical. And until recently, the geometry has not suggested a
different, simpler, and therefore more beautiful variant. And the very name of Golden Section came
into use thanks to the great Leonardo da Vinci who left behind remarkable works of art, scientific
treatises, inventions, and quite a number of enigmas. And the personality of Leonardo da Vinci has
remained mysterious in many respects.
In the time of Pharaoh Jesy-Ra’s reign there lived in ancient Egypt an outstanding
representative of the ancient Egyptian civilization named Imhotep. We are familiar with his name
fairly well. Among other merits of that personality, people used to ascribe to Imhotep the invention
of a canon. Perhaps it was then that it became possible to define the Principles (Arkanes) in an
abstract form which govern the world system — so the priests of that time considered. It is not
known whether the fact corresponded to the reality or not. However, we do have some evidence
left behind by Imhotep’s contemporaries stating that he wrote a book where he had mentioned
some standards which, if followed, could have resulted in the “correct” construction of a temple.
The book was entitled Temple Plans. However, it is impossible to construct a building if you have
only its plans at hand without any cross-sections and facades, i. e. without vertical projections. But
plans, and cross-sections, and facades constitute an integral complex of necessary reflections
(projections) for a construction to be realized. That was why Imhotep’s treatise was probably
entitled Temple Projections. It is important for us to remember that Jesy-Ra, Imhotep and Hesy-Ra
had lived during one and the same period of time. Only... the burial ground of Imhotep has not yet
been found, so far. However, legends say that Imhotep was taken to the Heaven by gods…

The discovery I am about to present had been predicted by specialists who had scrupulously
investigated the archaeological memorial of esoteric wisdom. But when the expected was brought
to light, neither archaeologists, nor historians contrived to take the perfect brilliance of the treasure
that appeared before their eye, not as a play of magic glittering sparkles radiated like golden rays
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by regular diamond facets as if caressing a smooth surface of a burnished metal broken by sparse
fancy jewels, but as damaged remains of wooden panels incised with relief depictions. When
contemplating them, it was not hard to realize that they had been created by un unsurpassed
Master. Nevertheless, the most important secret of that heroic deed of the human genius still
waited to be disclosed later. And a number of decades had passed, not just two or three as had been
predicted, before an incidental glance got focused on them to see a range of “incongruities”, making
a curious yet careful mind forge a chain of questions and then, in breaking one link after another,
get stunning answers grounded with sound arguments pertaining to the logic of the only unbiased
scientific language — the language of geometry and numbers — that has continuously been
exercising human mind in its attempts to cognate the essence of the God creation. For this tongue
does not demand any auxiliary tools but intellect which is not mounted onto a pediment of sterile
purity, but is free of cold callousness, and undefiled with prejudices, superstition or bondage of
standards prescribed by modern science which greatly burden zealous thinking striving to grasp
the Truth that is beyond its reach. For the Truth Itself descends over and into an illuminated human
heart as the fire of Love and Grace of the God.

That strange burial ground was found in Saqqara by the archaeological expedition under the
supervision of the English archaeologist J. Quibell...

The tomb has turned out to be a burial-vault of the high rank priest named Hesy-Ra who lived
during the reign of Pharaoh Jesy-Ra and was Imhotep’s contemporary whose name came down into
history as authentic evidence. Some miraculously saved wooden panels have been unearthed and
taken out of the tomb. They were decorated with superb carvings. After examining the technique of
the carving, it was not hard to guess that all the relief compositions had been manufactured by one
and the same craftsman of undoubtedly bright creative talent. It is to the point to add here that the
panels had been produced at a period marked in the history of ancient Egypt with a soaring
development of its culture which transformed the image of Egypt from an archaic into a civilized
state within a very short span of time. As if a stormy wave had floated over the Nile waters from its
estuary up to the source, awoken and sent soaring the creative genius of the country to the heights
of unprecedented flourish; thereafter no other civilization could be rivals with those who had laid
an autocratic foundation capable of providing the state with stability for as long as several
thousand years — neither the great craftsmen of Greece, nor the arrogant Rome and magnificently
brilliant Byzantium or even ancient India, Egypt’s contemporary, with its sophisticated monuments
of art could compete with enormous architectural constructions of ancient Egypt, or its refined
style and subtle aesthetic taste when a vivid throbbing life imperceptively flows over into cool
abstract combinations of bodily shapes. And yet, a germ of an ailment and disintegration somehow
penetrated into the healthy organism of the culture soon after great ancestors who had not left
behind any succeeding children and had not saved up countless treasures had stopped breathing.
Their mysterious power that would scare common people kept on merely silent stone monuments
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which glittered impassively with their perfectly smooth surfaces reflecting the dazzling fire of the
zenith sun. And those who had been entrusted to succeed their wisdom did not take the trouble to
comprehend the integral perfection of the treasure bequeathed to them by their Mentors. And so,
the fate of the country was pre-determined although its life continued to flow quietly and regularly.
And at first, there only appeared occasional ripples of choppiness on its surface; centuries later they
grew into calamitous discords and disastrous shocks as if an irresponsible ploughman burned
through the fertile soil of his fields either because of feeble-mindedness or due to his obsession.
Genetically decrepit descendents of once mighty ancestors completely wallowed in amusements
squandered their legacy because of their careless egoism and wasteful irresponsibility. The
pyramid arrogantly towering over boundless desert sands appeared as a proud fruit of those who
desired independently to ascend and reach cosmic distances and shine in the sky with eternal
radiance of a star to identify themselves with the grandeur of the God; meanwhile the humble and
long-suffering India has been presenting to the world the quiver of its tortured heart still shedding
sacrificial tears over human debts that need mourning over. And there is no Egypt any more. Its
light has faded away leaving behind just vague scriptures written by priests and the pyramid
keeper who gazes into boundless non-Being; and some occasional contemplation casts a sickening
depression, and at the same time arouses some flavor of uncontrollable reverential delight...
No sooner had an eye of a searcher had time to enjoy the fascination of the unveiled
masterpieces, no sooner could a seeking mind wonder and ask itself a question, “Wherefrom was it
here and why was it so?”, than it became self-evident that there was hidden an enigma in the tomb.
For archaeologists as well as Egyptologists and historians have not yet come in their experience
and records across this type of burial that was cleared off the ground layers by tired hands of
people who took part in the expedition. Everything was different in it from the standards regulated
by the totalitarian regime that prescribed rigorous statutes even for those who passed into afterlife.
The architectural design of the chamber radically differs from the regulations assigned for
constructions of the kind. Was it an experiment? It is quite a pertinent question because a pyramid
for a monarch of that time was also erected in the course of several stages. After all, archaeologists
expected to find more than just a chamber. They looked for precious things and jewels so dear to a
greedy heart. But there was none found in there. It was not that strange as it could seem — it was
not Pharaoh’s tomb where the deceased, the sovereign of ordinary mortals, was accompanied with
luxury and riches in his final place of repose. Neither was it the tomb of the legendary Imhotep
whose undoubted talents had been recorded down in ancient manuscripts. And his wisdom had
been so great that after his earthly (bodily) death, he was taken by gods to the Heaven. But in
abandoning the world in a speedy chariot, the high priest managed to drop down his manuscripts,
in which he would explain how to build temples consecrated to great gods, onto the sinful Earth.
That is why his burial ground has not so far been discovered up to now. Imhotep had ranked the
first among people closest to the monarch. Who could have been registered in between? And who
could have been bold enough to override Pharaoh if only the God is higher — He could only be
indicated timidly and indefinitely referred to as “TOTE — the protector of speech, script, and
count”?
13

What number can you name which is prior to number one?
(Cepher Jetsira; ch. II)

So, archaeologists had to be satisfied with just a part of the remaining wooden panels installed
in special recesses that had been cut in a longitudinal wall of the vault. There were eleven recesses.
And only five panels have survived (Fig. 1—5). Only two panels have minor damages (Fig. 1, 4)
while the others have partly decayed and lost some depictions or got deformed. But they have not
failed to retain the perfection of their meticulous carving. And if you look at the relief images, you
can feel some disquieting excitement, as if a quivering admiration grasps your body inducing you to
observe closely all the details of these perfect artifacts where everything breathes with peaceful
repose and grandeur. Eleven sacral tables. They are eleven in number, and not ten; eleven, and not
twelve.
Ten cepherotes, apart from the Ineffable, are made up of ten numbers,
i.e. of eight fingers and two thumbs —five counter five. But there is a
union of integrity among them... They are ten in number, and not nine;
ten, and not eleven: realize it in your wisdom, and you shall bear it in mind.
Cultivate your mind and spirit with it, seek, observe, imagine,
distribute things according to their places, and elevate the Creator to His throne.
(Cepher Jetsira; ch. I)
Egyptologists could not find any reassuring answer and agreed to think that the panels had
been mounted in the tomb to mislead robbers as they had been manufactured of solid wooden
blocks resembling in their dimensions small doorway panels that used to have locked openings, as
was common practice in similar situations, to a cenotaph containing an empty sarcophagus. As it
has turned out, there were no passages behind the panels. But their backsides revealed some traces
of geometrical patterns that were barely visible because of decay. What was the aim that induced
the creator to draw patterns in the panel backsides? Did it make any sense to carve drawings in
door panels which were beyond one’s reach? But if there were eleven recesses and, accordingly,
eleven images represented in eleven panels, then there was to be the same number of schemes
displayed in the backsides, too. There were to be twenty-two depictions all in all. What for?
Twenty-two letters are made up of three mother-letters,
seven double letters, and twelve simple ones.
(Cepher Jetsira; ch. I)

The panels were carefully taken measures of and photographed as one was supposed to do;
the same concerned the remains of the tomb which was also measured and recorded by means of
technical drawings.
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The entire ensemble of the carved panels from the Hesy-Ra’s tomb rendered in terms of geometry
an extensive amount of information on the theory of Harmony once called the Kabala and composed of
the three basic syllables of the Japhetic alphabet: KA—BA—LA that denoted “Devine link”, or “Love”.
Double bin the spelling of the kabala is a slang distortion. A curious fact inevitably draws our attention
in this connection that the word kabala is linguistically akin with the Sabian name of the Sphinx on the
Giza plateau: Khvl, that is, KBL, or KA—BA—LA (in the syllabic scripture). But if the Sphinx is a Divine
link, what does it link? Is it, perhaps the Heaven and Earth, as G. Hancock and R. Bewell wrote in their
book “The Sphinx Enigma”? Then, Khvl is a Divine signaler, or “the one linking with gods”, i. e. with
stars that are “celestial elements” or “forces” responsible for the dynamics of the Universe. And they
are gods in this sense. This interpretation of the Khvl content indirectly confirms the opinion of the
authors mentioned above. Let us go further on. The alternating order of the relief compositions in the
boards symbolized pulsation. This is expressed in the depiction of an ordinary haircut or a wig on the
priest’s head in turns; it is also visible in the “ark” of the panels, whose space is either completely or
only partially filled with a hieroglyphic text. The absence of the upper part of the panel (its headspace)
in the third board made it possible to “reconstruct” the lost panels and substantiate a thesis that the
panel ensemble had expressed the so-called tetractys by means of the consecutive presence or absence
of the headspace in its composition: octave—tone—fifth—fourth. This sequence corresponds to the
numeric range of 2—1—3—4 called Luke’s sequence. Pythagoras was mistaken in denoting the
tetractys as 1—2—3—4 because the first place was to belong to the number symbolizing integrity,
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that is, to the octave diapason designated by two in terms of numerology. The first panel is the basic
one, for it describes all the Principles, locally evolved in the other panels. It shows that linear measures
— they are represented by the wands in the priest’s left hand — are coordinated by the basic rate of
the musical scale encoded in the correlation of the wand lengths. The numeric value of their product
corresponds to the tuning la tone oscillation — 441Hz (0.882 x 0.5 = 0.441 where the mantissa is 441).
The pitch fork is placed on a little desk in front of the priest. It is a resonator composed of four pairs of
petals providing its continuous oscillation and enriching the vibration of its tonal timbres. It is
expedient to note here that the official standard value of the LA tone rate (440Hz) is erroneous as no
reasons were suggested in discussing the problem that would demonstrate that the tuning tone had to
meet the condition of the super-stability and not only a natural ability of the perfect human ear to
perceive that tone at will and without any pitch fork.
All the materials connected with the archaeological find as well as its detailed descriptions
were compiled into a capacious book and immediately published to be presented to the reader.
Later on, the pictures of two panels were occasionally reproduced in different publications — I
mean the panels that look best because they are preserved almost intact. Since other, more
damaged, panels did not look very aesthetic, they were not widely advertised, as was the case with
the first and fourth panels, — if we count the panels from left to right with the reference to their
arrangement in the tomb. And it was those two “best” panels that caught the eye of those who
wondered if there was anything special in the relief images of the preserved panels that could give
rise to a mathematical correlation of their individual elements. Egyptologists have still adhered to
the opinion that Egyptians, unlike Greeks, did not have, and could not have, as it were, any clear
idea concerning the laws of Harmony because of their remoteness in time. It is not incidental that a
famous scholar A. Losev wrote, “...the law of the golden division is a sporadic fact in Egypt whereas in
Greece it is permanent”. And still more definitely said F. Kympan in this connection, “... there is no
authentic evidence that could help one define more precisely in what way the Egyptian knowledge of
mathematics passed on to the first Greek thinkers who founded with their works the beginning of a
new epoch in the history of mathematics. It is now impossible to establish whatever it was that bridged
the gap between empiricist knowledge left behind by peoples of Ancient East and that orderly, systematized, and harmonic science that was created by ancient Greeks”. Therefore, whenever a nonprofessional takes a pen and undertakes an attempt to prove the reverse, it usually looks naive,
with seemingly witty media of mathematical attribution of a monument. The same applies to the
complex set of Giza pyramids. Although many of them applied methods of the strict mathematical
analysis with a cool head and applied modern measuring technology while working “on site”, they
arrived at a definite conclusion that spatial characteristics of the Giza giant, and first of all of
Cheops’s pyramid, are registered with the Golden Section which, as is now unanimously admitted,
is the basis of harmonic correlations. As far as the construction of the pyramids is concerned, it is
worth reminding that any tricks of guesswork to solve the technique of erecting the Egyptian giant
made of thousands and thousands of multi-ton stone blocks never resulted in a reasonable
explanation which itself testifies to the unprecedented craftsmanship and knowledge of a high
standard enabling Egyptians to apply a technology that made it possible to create a stone burial
mound with the utmost well-balanced outlines during some two or three decades (1), and in those
distant times, too. It is impossible to attain this standard without perfect command of mathematical
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methods. A remarkable Russian writer and historian V. Bryusov would remark at the brink of the
Great Smuta (Discord) still resounding in its ruthless echo with sinister splashes of disturbance in
many regions of the planet, “However hard and in whatever minute detail we would try to restore the
evolution of the pyramid architecture, yet, it still remains an enigma that all of a sudden, there
occurred in Egypt a possibility to create one of the seven Wonders of the World; to create artificial
mounts of gigantic stone blocks according to a strictly followed design and with a remarkable, highly
developed technical perfection on the banks of the river Nile, and far away from places where the
required building material could be quarried. All of a sudden, Pharaohs are born in Egypt designing an
unprecedented undertaking like that; all of a sudden, there appear architects daring proceed with
such a deed and capable of realizing it successfully; all of a sudden, Egypt starts communicating with a
distant oversea country (Punt) wherefrom the demanded material is obtained from special quarries
and delivered by sea and along newly built roads; all of a sudden, hundreds of thousands hands are
gathered obedient to a single will; the main thing is — all of a sudden, builders prove to be equipped
with the necessary mathematical, purely geometric, and comprehensive technical knowledge similar
constructions cannot do without...”
It is not accidental, that industrious and persistent Japanese “scandalously” failed to erect a
similar object as high as only eleven meters when they applied building techniques which are
supposed to have been used in ancient Egypt — the ribs of the construction never met at a common
point at the top. They had to finish the experiment by means of modern technology. But let us put
mathematics as it is aside for a time being and turn our attention once again towards Egyptologists
who stick to their opinion, and not without a reason, when they retort, “Do present authentic
scriptures testifying to a code of universal rules — and only this can be an authentic confirmation —
that Egyptians had consciously applied such a complicated mathematical dependence as the Golden
Section in constructing the stone burial mounds.” And they, Egyptologists, are also right because in
Ancient Egypt scribes who recorded historical events in the course of their lifetime, without any
distortions or false conjectures, were buried like pharaohs in conformity with the ritual permitting
the deceased to resurrect. For Egyptians supposed that a human soul continued its existence after
the death of its biological body. It is undoubtedly a good reason to trust archaic written documents
the way they deserve to be trusted. With these considerations in mind, Egyptologists adhere to
their viewpoint as to a litmus paper when they judge whether suggested ideas and hypotheses are
justifiable when dealing with the history of Ancient Egypt or not. In this vein, the panels, to be later
discussed in detail, cannot pretend to be an exception...

In an excessively prolonged and narrow hall, recesses were made in one of the walls at quite a
distance from one another, and there were small wooden panels placed into them which were
marvelously carved l (Fig. 1—5). Judging by the character of the carvings, it is not difficult to guess
that they were created by one and the same person of a great talent. The total number of the
mounted panels was eleven (according to the same number of recesses in the wall). The condition
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of the boards shows that moisture penetrated into the tomb and left its visible traces on the panel
surfaces. That circumstance probably quickened the decay of some of them, and most of the
remaining five panels were badly damaged because wood resisted poorly any effect of water.
Besides, the age of the discovered panels amounts to about five thousand years...
Eleven is a strange number. The main character of the tragedy Queen of Spades written by
Alexander Pushkin, a genius of the Russian literature, tried in one of the episodes to force out of an
old lady of society the secret of three cards, threatening her to death; those cards were: a three—a
seven—an ace, “ace” simultaneously denoting the numbers of 1 and 11, and 11 = 1 + 3 + 7. What is
hidden behind these numbers? What does their magic mean? What is the sequence remarkable for?

The relief figures depicted in the panels are standard to a certain degree for the art of ancient
Egypt. Suffice it to compare the image in panel 1 with a stone relief (Fig. 6) as ancient as this one
[24; p. 43], And yet, the compositions represented in the panels are full of fascinating appeal. And at
the same time, when you observe them closely and with a careful eye, you cannot help noticing a
specific accuracy in the layout of each panel that arouses a feeling of a surprising unity of their
artistic conception. What kind of “conception” could one speak about in this case? The relief images
of each panel are certainly created with a professional skillfulness. And nevertheless, you can
hardly get rid of the impression that the depictions “radiate” certain fluids and simultaneously
make you see some secret regularity in them. However, all the above said is felt but emotionally...

The priest is depicted in a standing position in all the panels but one — it was earlier
remarked — where he is represented seated in front of a little desk with sacrificial little loaves of
bread on it — so Egyptologists state. Consequently, the person depicted in panel 1 had the
responsibilities of a priest. We should not be confused with the fact that he was an architect, too, for
many a high rank persons would simultaneously occupy several positions in ancient Egypt. The
person buried in the tomb was evidently as architect, and it is displayed in the carvings: Hesy-Ra’s
face is decorated with a small moustache, an obligatory requisite for a representative of the
architectural art. Besides, Hesy-Ra was a scribe, too, because he is depicted with writing-materials
in all the panels. The rods — wands he has in his hands (see panels 2—4) — characterize him as
one of the nobility — one is in his right hand (it is short and placed across the wood grain), while
the other is in his left hand (it is longer and almost vertical, running along the wood grain) — they
testify to his being a distinguished high priest. For no evident reason, the linear size of the longer
wand is different in the mentioned panels, unlike that of the shorter one. As far as the wands are
concerned, Egyptologists think them to be the symbols of distinction. And here is “the catch”, all the
“salt”. What does it mean “to be distinguished”? It is not due to his high position, but because the
distinguished knows a lot of things and his knowledge is so profound and extensive as to allow him
to occupy the high position in order to fulfill his duties and responsibilities successfully. (Compare
the Russian znat’ — to know, znanie — knowledge and znat’ — nobility, znatny — distinguished).

There is another riddle in the panels. One can see hardly visible traces of some geometrical
patterns (maybe dimensional drawings?) in their backsides [58], Neither Egyptologists, nor
archaeologists or historians made much of them, and the panels themselves were thought to be
“false” doors, i. e. boards locking the passages into a special premise with an empty sarcophagus in
it to mislead robbers. Such premises were called cenotaphs. What for were the geometrical patterns
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drawn in the backsides of the false doors (if there were no passages behind)? Unfortunately, those
drawings were never published. Now let us return to the problem of wands.

As early as the sixties of the last century, an article was published by the architect I. Shevelev
[40] where it was stated that the lengths of the warders in the priest’s hands (panel 4) had the ratio
of 1: √5, similar to the relationship between a smaller side and a diagonal in a rectangle with the
sides coordinated by 1:2 ratio. I have called the rectangle a double-adjacent square or BS — it was
earlier mentioned. I. Shevelev wrote about his observation (in panel 4) in his subsequent editions
quite a few times. However, no other similar proportional relations were noticed either in that
panel or in the others. Only after analyzing the results of my research into all of the panels, I.
Shevelev suggested his own variant of the mathematical description of the same panel [42; p. 24—
27]. Unfortunately, the fact that both wands were represented in panel 4 in different positions was
not taken into consideration by I. Shevelev in any of his descriptions; and the fact is: the shorter rod
is placed across the wood grain, while the longer one is along it. Wood is known to be able to
greatly fluctuate in its linear dimensions across the grain, whereas its dimensions along the grain
remain much the same (dry or wet); therefore it is necessary to give sufficient proof confirming the
safety of the smaller rod’s dimensions, since the panels, as has already been mentioned, were
subjected to the effect of moisture, and that was probably the main reason of the decay of most
boards. This is particularly indicated to by ruptures in some boards. There were some attempts to
repair those defects undertaken as early as ancient times — see the tightening insertions in panels
2 and 5 (the insertion fell out of panel 5). And, on the whole, these masterpieces are several
thousand years old. But no argument has ever been advanced to clarify the problem. On the other
hand, if the designer of those compositions represented the warders in their mathematical
coordination with some special aim in mind, he most probably understood (or would understand)
the value of ratio 1: √5. If it held true, then he had a good ground to use that ratio or its variant
repeatedly in designing compositions of the panels. So, all the panels should be analyzed together
and not just one of them. If we tackle the problem in this way, some preliminary examination of the
compositional arrangement of the panels is to be done. There arise a number of questions which
require a system analysis in order to be answered. Here are the “oddities” that induce us to search
for a key to the design of the panel compositions.

1. Why is the priest in panel 1 represented in the seated position while he is standing in all the
others?
2. Why is the figure’s height different in all the panels? This, of course, could be the result of
an independent manufacture of each panel.
3. Why is the same hieroglyphic text inscribed into a special rectangle in three panels (2, 3,
and 4)? And there is not a rectangle like this in the other panels.
4. Why is the priest’s figure executed “by tracing” in these three panels (panels 2, 3, and 4)?
The exception is the left hand with the longer wand and the position of the head. Even the lower
edge of the loin-cloth is on one and the same horizontal line. And the shorter wand is in the same
position and has the same linear dimensions unlike the longer wand which is of a quite different
size and position in each of these panels. What is the reason for it?
5. Why is the top line of the hieroglyphic text situated far from the upper boundary of the
frontal area designed for the text in all the panels (but panel 5), as if “torn away”? It was not thrifty.
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The scribes in ancient Egypt were not so “wasteful” — material for writing was very expensive
(papyrus, stone, wood).
6. Why does the hairdo in some panels (panels 1, 3, and 5) differ from that in other panels (2
and 4) where it resembles a wig?
7. Why does the hieroglyphic text in panels 1, 3, and 5 fill in almost entire space of the inner
block, while it is put down only within a small rectangle in panels 2 and 4?
8. Why are the reed sticks in panels 2 and 3 (an element of the desk-set) of the same length
just like in panels 4 and 5 (only here the absolute length of the stick is different), while its size
differs in panel 1?
9. Why is panel 1 longer that panels 4 and 5 which are of the same height? And what was the
length of damaged panels (2 and 3)?
10. Why do all the panels have a blank upper part (with a hole in it) — let us call it a
headspace — while panel 3 has no part of the kind?
11. Why are both wands held in the left hand in panel 1 parallel (which is natural), while the
longer wand and the reed stick, also in the left hand, are drawn apart — which is unnatural?
12. Why are the side (vertical) frames of the same width in panels 2 and 4 (like in panel 5,
too), while they are twice as wide in panel 3? Besides, the width of the side frames in panel 1 is
preset by quite a different quantity.
13. Why are the wands in panel 1 definitely tilted at a certain angle to the panel sides?
14. Why is the longer wand strictly vertical in panel 3?
15. Why were eleven panels installed in the tomb if there was a decimal system of counting in
ancient Egypt?
16. What is the purpose of the patterns drawn in the backsides of the panels?
17. Why is the height of the figure different in all the panels?
18. Why is the ear visible only in panel 5 and not covered with hair as in the others?
19. Why is only the shorter wand composed of two parts: a haft and a tip?

These questions alone lead to a supposition that all the enumerated peculiarities probably
conceal a certain idea which is to be clarified. So, if we could substantiate the truth of I. Shevelev’s
observation, i. e. that ratio 1: √5 of the wands in panel 4 was not accidental but conceptual, an
attempt could be tried to apply the method of the Golden Section in order to reveal the
compositional arrangement of all the panels as a single system; especially as the panels arouse a
sensation of both spotless perfection and harmonic integral unity.
No doubt, a version that the wands are coordinated in the Golden Section ratio is extremely
alluring. If this version could be supported with well-reasoned grounds, one would have to admit
that the wands are not just symbols of distinction but that they are, first and foremost, objects
functioning as measuring devices. Egyptians are known to have been outstanding geometricians,
and application of that knowledge in measuring land allotments had been a common practice for
them. Alas, there is no written evidence confirming that geometric laws (and geometry is part of the
mathematical disciplines) had been assimilated as an integral system in ancient Egypt. Yet, there
are some scriptures testifying to the ability of Egyptians to solve various mathematical tasks
including very complicated ones by means of geometry, not to say about astronomy where their
knowledge had reached a very high standard. If only we were lucky enough to find an important
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text like that... A text can be trusted. Why? The reason is — the scribes who had been endowed with
the power of exceptional responsibility had been buried according to the ritual of Pharaohs because
of their vow to put down authentic facts or events without any distortions or personal
interpretations that could be a subject of envy to many modern “chroniclers” who are used to
interpret current events rather to their own choosing. As we see, scribes, like healers, had been
ranked very high as regards their similar responsibility already in the deep antiquity. Writer are
considered, and not without reason, to be “engineers” (organizers) of human souls. It should be
taken into consideration that to teach a professional scribe required much effort and great labor in
ancient Egypt because to master a skill of hieroglyphs was not an easy task. Besides, the
manufacture of “writing” materials was very costly. So, it was not allowed to make any mistakes in
the texts. And the training was severe, too. To make up for it, an expert scribe became a
representative of the wealthy class. Therefore, children of only rich families were, as a rule, taught
writing. It would be extremely helpful to find a specific text that would confirm the competence of
the wise men of that period in the sphere of the fundamentals of geometry or, at least, their clear
understanding of the Golden Section properties that is the subject of our concern.

Here is a comment made by A. Losev, one of the prominent modern scholars, who used to
write, “...the law of the Golden Section is a sporadic fact in Egypt, whereas in Greece it is a permanent
one” [19; p. 374]. Thus, most Egyptologists feel like «positive» skeptics about any attempts to
investigate memorials of art and architecture of the period of ancient Egypt by means of
proportional relations: everything that is discovered in this respect is either a researcher’s fancy or
an accidental result of a master who has achieved a harmonic expression of his idea but in an
intuitive way. As for Greeks, they are certainly closer to us in time. And the mankind — so the
science considers — progressively expands its intellectual capital accumulating more and more
knowledge about the laws of nature and, thus, develops abstract and logical abilities, and fixes them
by means of formal languages to which number the universal and understandable language of
geometry belongs first of all. At the same time, legends say that ancient Egyptian priests possessed
some secret language expressed in sacral tables. Tables are panels, boards. The sacral tablets are
said to have been made of emerald. If the legends are no imagination, where are those tablets
hidden? There are continuous enigmas. And all of a sudden...

It has already been mentioned that the Golden Section, as a mathematical regularity, forms a
sequent range of irrational quantities starting from a certain unit agreed upon, or a modulus (M =
1), and “running” from it into two opposite directions and so making two “branches”. Some
quantities rapidly diminish their values (1; 0.618; 0.382; 0.236; 0.146; 0.090; 0.056; 0.034; etc.),
while others, vice versa, actively increase (1; 1.618; 2.618; 4.236; 6.854; 11.090; etc.). The former
group of quantities is a descending “branch” of the Golden Section, the latter is its ascending
“branch”. I deliberately repeat this information to make it easier to rivet your attention to my
further narration. Only recently did “old” masters brilliantly apply the rule of the Golden Section in
their architectural designs and achieved highly valuable aesthetic results. Now students (future
architects) learn at their Institutions and Universities about Golden Section as about some
“extravagant” (as to its mathematical properties) rudiment that has lost its appeal: modern building
industry has rejected the quantities of irrational values in order to simplify the production and
retained only those of the divisible, integral, and rational kind [1; p. 158]. It would not be so bad if
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our new districts were not so utterly featureless. They fail not only to enjoy the eye, but they cause
anxiety. It affects our psychological health. It is shown by the unbiased statistic analysis. The Golden
Section proportions are quite a different matter...

It has already been established that the Golden Section permeates all the natural system
organizations. It manifests itself in them in the most diverse forms. Actually, the most refined form
of the Golden Section is represented by the musical tempered scale where it is a numeric measure
of harmonic consonances. For example, the correlation of the tone frequencies differing by a
semitone is expressed by ratio 1:1.059 where 0.059 is a quantity corresponding to 1/4 irrational
value 0.236 which, in its turn, corresponds to the third member of the Golden Section sequence in
its descending “branch”. The statistics shows that there exists a stable enough dependence between
the number of the new-born boys and girls: 100 girls versus 106 boys. This dependence is more
accurately regulated by coefficient 1.059. Speaking allegorically, the difference in the sexes of the
new-born babies is set by “semitone”. Physicists have observed that transformations in energy at
the level of elementary physical objects are within the same correlation. More examples can be
supplied...

In analyzing the problem of Harmony and studying Le Corbusier’s Modulor, I have come
across a non-traditional solution of a task to draw a diagonal track within a flat circle. The track has
turned out to be Archimedes spiral. Now I have come across a good possibility to start constructing
a topological model I called spiral duplex-sphere (SDS; Fig. 7, 8). The model allowed me to describe
hyperwave processes of the NON-physical character functioning as communicational acts which
generate wave processes of the physical nature inductively (like an echo). The formal description of
both kinds of wave movements conditioned by the Principle of complementarity or addition and
correspondence (Bore-Heisenberg principle, it is also the Principle of polarity) lent itself to the
development of a new canonic system (it is closely connected with Le Corbusier’s Modulor) in
which rhythmical intervals are defined due to a systemic integral approach and describe in concord
the human scale of the male and female bodies where the Golden Section quantities are coordinated
with the rational measurements. Science has not come across any similarities of the kind in the
famous ancient canons. The reader who has attentively read the first part of the book is aware of it
now. It is significant that geometrical descriptions of a conjugate canon, by which means a system of
anthropological scales is conditioned, also go back to the dependence with coefficient 1.059. Thus is
revealed the fundamental character of the regularity riveting attentive researchers of a few
generations. The Golden Section as is now established acts as an ontological code, i.e., integral,
systemic, and anthropometric (organizational). And to go on further, we are to mention Le
Corbusier’s Modulor in describing peculiarities of panel 1. So far, let us refer to the GS third
member in its descending “branch” (0.236) which occurs in Nature with surprising persistency. The
third member... number «3» that permeates everything. This is a lot to be envied. And if we take half
0.236, i. e. 0.118, then... M. Marutaev arrives at an idea that Mendeleev’s table should include
number 118 as its terminating element |22; p. 2311, which coincides with digital value 0.118. We
are touching a “golden key” that unlocks a secret of the secrets and gives a chance to read “pages” of
the unique “text” inscribed in Hesy-Ra’s panels in the language of geometry. For unlike all the other
languages with their alphabets (the language of literature, mathematics, physics, and others), the
language of geometry is an immortal as well as conceptual language of the Universal mathematics to
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be “read” by any inquisitive observer, a language narrating about Nature laws manifested, in one
way or another, in the spatial and functional parameters of numerous natural objects. And what is
more, it is possible to consider a problem of a religious phenomenon and come to an indisputable
conclusion that GOD EXISTS [54], I am going to say a few words about it at the end of my narration.

The laws of geometry are the laws of Harmony to which modern thinking assigns quite a
humble place while Harmony is most tightly intertwined with ecology — numerous articles
published in mass media report about a disastrous condition of the Planet which is speedily being
destroyed under the pressure of super- complicated technologies or careless irresponsible
management. We have heard a great deal about the tragedy of this century; as for the Harmony, we
speak about it either with a tinge of enthusiasm or with disbelief, and so we go on building our
shelters that do not look friendly. Once again I repeat that the essence of the Harmony is not a code
of regulations of Nature but a comprehensive Principle crowning the entire set of basic
universalities and pre-determining a concept of SYSTEM...
It so happened that not a single researcher sought to clarify why the shorter wand
represented in the panels was composed of two parts — a haft and a tip. This kind of a wand
structure corresponds to historically authentic examples. As for the longer wand, it looks just like a
rod without any constructive complexities. Both wands should have looked alike, so it seems to me,
had they been to manifest the priest’s high rank. And if the smaller wand is a symbol of distinction,
what is the second one for?

The answer to the last question corroborates a correct observation made by I. Shevelev; for it
has turned out that the correlation between the haft and the tip of the smaller wand (in all the
instances including panel 1) is not only proportionally scaled but that some information of a most
profound meaning is rendered by this coordination. Here is hidden a key enabling us to switch from
an arbitrary, strictly mechanical manipulation of the Golden Section quantities to the logic revealing
the content of the “text” carved into the panels by means of geometry. Modern science will have to
admit that physics (i. e. the laws describing properties of substances in the material world) is
geometry.
The answer to the question (19) why the shorter wand held in the right (working) hand is
composed of two parts, resolves in the original division of the standard segment into two portions
according to the Golden Section ratio (0.618M:0.382M). The technique has not been known
although it gives an original solution (Fig. 9) that requires the same number of steps as with the
traditional variant (Fig. 10). We not only solve the given task but also “design” a unique measuring
tool simultaneously revealing quantity 0.441 whose numeric value, after the point, corresponds to
the tone A (la) frequency — 441 Hz [53]. This construction triggers a “chain reaction” unveiling the
mystery of Hesy-Ra tomb...
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Fig. 7, 8. The isometric duplexsphere
schemes
illustrate
basic
geometrical characteristics formalizing
the principle of dynamics of the duplexsphere objects. It is not difficult to see
that the spiraloid track predetermines a
configuration of both the doughnut-like
torus (the phase space wave) and the
hypersphere (the phase time wave) in
the course of their evolution. According
to the geometry of the duplex-sphere
and of the spiraloid, both wave acts
proceed in parallel and synchronously.
Besides, the dynamics of the phase
space wave is an induced “echo"
appearing as an instantaneous reverse
reflection of the dynamics of the phase lime wave. The algorithms describing the procedure of the
wane antipode excitation are conditioned by the kinematics of their geometry dependent on a phase
angle (precession angle of the duplex-sphere axis) as well, as on a “colored” part of the precession axis
of the spherical field. The axis "coloring", in its turn, directly depends upon the place where the
spiraled plane intersects the plane of the phase angle fixing the moment of the Radiant Field
precession.

A flat rectangle with a diagonal can be transformed into a flat circle where the diagonal
becomes the Archimedes’s spiral while retaining the same functional meaning. As a result, a linear
symmetry is transformed into a non-linear symmetry. If we now turn the Archimedes’ spiral by 360°
round its axis passing through the spiral ends, the plane of the circle will sweep up the spherical
volume twice (a sphere inside a sphere), where the spiral leaves a track in the shape of a closed selfcrossing curvilinear plane — a spiraloid. The spiral track, functioning also as a diagonal secant,
stratifies the double spherical space, i. e. the duplex-sphere, into two polar areas (like in the rectangle).
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If a rectangular field is divided by the
diagonal into absolutely symmetrical
parts in their outlines with identical
areas of the ratio 1:1 (“a tone”), a spiral
divides a circular field into two nonidentical parts whose areas are in the
ratio of 1:2 (“an octave”). And as for the
duplex-sphere “body”, the spiral track
stratifies” the double spherical space
into two polar parts whose volumes have
the ratio of 1:3. This ratio is considered
to be the genetic code of the duplexsphere system. This essential index of the
duplex-sphere is transposed onto the
geometry of the panels from Hesy-Ra’s
tomb as they had basically been
projected onto the base of the rectangle with the side ratio of 1:3. Unlike the static system of the
rectangle, the duplex-sphere model is essentially a formal dynamic complex ancient Aryans had
known well. That diverse topological instrument passed on to ancient Egyptian priests who kept it top
secret. It was not incidental that they used to say to representatives of new ancient Greek spiritual
elite, “You, Greeks, are sheer children”.

By comparing the lengths of both the haft and the tip, we can discover a curious thing: the
ratio of the elements of the shorter wand in panel 1 perfectly coincides with proportion
0.382:0.118, where 0.382 is the haft, and 0.118 is the tip. What is the purpose of dependence like
this? Is it an accidental correlation?

Let us turn to panel 1. Both wands are held by the architect in his left hand, and there is a
marked difference in the length of the shorter wand in this panel from that of the rod in panels 2—
4. As I. Shevelev states, the correlation between the shorter and the longer wands has dependence
of 1: √5. However, the correlation between the shorter rod parts noticed by me in the elements of
the similar wand in panel 4 and in panels 2, 3, too, is expressed in panel 1 (0.382:0.118) with a
particularly high (!) accuracy. And it is not only that, the remaining traces of the smaller wand in
panels 2 and 3 show that the full length of the smaller wand in these panels is the same as that in
panel 4. Besides, the position of the smaller wand in panels 2, 3, and 4 (as has been mentioned) is
absolutely the same. It means: firstly, a linear size of the shorter wand in panel 4 is reliable to be
trusted, and, secondly, the elements of the shorter wand and the correlation between the parts of
the shorter and longer rods are chosen with a special aim, if they are based on the Golden Section
functions. And now we get trustworthy arguments to reinforce the reasoning of I. Shevelev’s
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observation. Consequently, these rods can be
taken for measuring tools able to be used in
the process of erecting structures the way
ancient Greeks and their successors,
architects of Ancient Rome, Byzantium, and
Ancient Rus used proportional compasses.
The next step is to specify that the
distinguished priest was initiated into the
knowledge of the Golden Section regularities
— the “renowned” is he who possesses
Knowledge. And yet, what was the reason to
choose those particular values — 0.382 and
0.118 — in coordinating the elements of the
small rod? Undoubtedly, the answer is
staggering in its unexpectedness.

We can obtain a unique tool that is as
capacious in its functions as a modern
computer if we fix 0.118M along the segment of
0.5M long of the chosen standard measure, or
modulus (M) which corresponds to the difference of the diagonal (0.118M) and the lower
side (M = 1) of the rectangle 1:2 = 0.5:1, and
“tie” 0.118M to either end of the 0.5M segment.
And this is no allegory whatsoever. Any
intervals are shaped on the basis of the Golden
Section functions together with their invariants
(Fig. 11) by means of the obtained device (it is
designed through non-traditional division of
the segment into two portions in the Golden
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Section proportion when a short BS side is measured up three times along the diagonal; (Fig. 9): no
need for any mathematical calculations! It proves here that it is quantity 0.118M that “rules”
numerical values of the members of the Golden Section sequence and its functions, it “conducts”, so
to speak, their quantities like an orchestra Indeed:
0.5+0.118=0.618; 0.5-0.118=0.382;
0.618+0.118=0.736; 1.000+0.118=1.118; 1.118+0.118=1.236= √5 -1; 1.000-0.118=0.882; 0.8820.118=0.764; 0.764-0.118=0.646; 0.736+0.118=0.854=0.5+3×0.118; 0.382-0.118=0.264; 0.2640.118=0.146; etc. We have here a “scale” of resulting quantities related to the Golden Section
regularities — these are both quantities and functions of the GS.
This is a curious moment. The ratio of the haft
(0.118M) to the entire length of the "magic" wand
(0.5M) in exactly (!) the same as the CP height (0.5M)
to its entire length (2.118M). In other words,
0.118M : 0,5M = 0.5M : 2.118M, which makes
0.5
3� : 0.5
0 = 0.5
0 : 0.5
3 . Hence is
0.52 = 2.118 × 0.118 or √2.118 × 0.118 = 0.5. But
then, 2.118M – 0.5M → «0.5»–«0.118» = «0.382»
makes the numeric value of the "magic" wand's haft.
And in our case it is the same as 2.118M – 0.5M =
1.618M, which expresses the relative height of the
man. This value is transposed into «0.382» (Fig. 24).
So, the "magic” wand is a transposition of the CP, for
a method of proportions is the basis of the
transposition. The CP is a "sleeve" enveloping the
wand! We see now that S functions as a tuning
quantum. But S is a geometrical description of the
quantum unity, whereas 0.118 is its digital transcript
ion. Therefore, in ancient canons S was taken for an
initial matrix. And so, when Le Corbusier withdrew a
square area from the CP in order to describe his
Modulor, he retained only the "haft" of that unique
device thus "destroying" the instrument itself! All the
above said evidences without a slightest doubt that
ancient Egyptians knew Duplex-Modulor, the same as
the CP, perfectly well (Fig. 17-24). I am convinced
that the CP geometry — in conformance with a
direct and reverse course indicated by the half value
of the "magic "wand (0.5M) — describes a power
supply phenomenon of extraordinary importance
connected with resonance (transposition), flowing
wave (non-linear rhythm) and its reverberating
recurrence (octave cycle). This latter points to a real
possibility to produce a ray of light of an ultimate
length. Can it be a key to technologies of constructing
objects made of rocky megaliths? In this case, the
“magic” wand within the CP is not only a measuring
device, but also a geometrical “formula” of a
technogenic apparatus.
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If we compare the structure of
the shorter wand with measuring
tools employed by builders of other
civilizations, we have to admit that
the advantages of Hesy-Ra’s “device”
(the “magic” wand) surpass those of
all the other measuring devices in
simplicity, ease of operation as well
as in variability. This tool is by far
more perfect than both the
proportional compasses of the
antiquity and a measuring stick
found in one of the excavations in the
vicinity of ancient Novgorod by
V.Artsihovsky’s expedition in 1970,
and (even!) Le Corbusier’s Modulor.
Can you imagine a “computer” in the
hands of the most ancient
professional architect? If this is
actually true, then, firstly, it is clear
why the Golden Section was used in
the construction of Jesy-Ra pyramid
and the Great Pyramids of Giza, and,
secondly, it is necessary to have a
close look at the compositions of all
the panels. The obtained results have
proved to be the following.

Thinkers of the “obscure” past
did not impart numbers only with
quantitative values, unlike the way
we do. And among multiple
mathematical
quantities,
they
singled out number «3» because they

thought it to have the meaning of the prime importance, for its essence permeates the entire world,
the integral Existence, and all the material formations — the secret of the tri-unity. Number «3» is
incorporated for this reason into systems of religious and philosophical thinking. In ancient Egypt, a
three manifested Isis (Sotis) — a goddess of fertility and a symbol of vital forces. Of Osiris, the god,
she gave birth to a son — Golden Horus — who was identified with a falcon (“high”, “heavenly”,
“celestial”). And the trinity of the gods of kinship (Isis—Osiris—Horus) was symbolized by a sacred
right-angled triangle with the 3:4:5 ratio of its sides. When and by whom was that remarkable
triangle invented, by which means the right angle of high accuracy could be constructed on a
building site without any tools, without any complex mathematical manipulations (by using just a
rope with a few knots tied along it at equal intervals)? And why was Isis coordinated with number
«3», Osiris — with number «4», and why was Horus represented by number «5»? Evidently, we can
find an answer to this question in the canon restored by F. de Cora...
It is expedient to note that number «3»
has not lost its significance even in the age of
“scientific progress”, and observations made in
various spheres of scientific search bring us to
agree with what ancient men of wisdom
thought about the problem. G. Mendel, for
instance, would point to the correlation of
recessive and dominant properties of biological
objects resulting, in their second generation, in
the numeric expression of 1:3, thus making the
so-called genetic code. Characteristics of the
phase shifts in wave processes meet the same
dependence (phase-rhythmic correlation or
“rhythmic square”: 1+3=4). This digital
combination was coded by ancient Egyptians
by means of the following geometrical symbol:
- where the square is a four, triangle is a
three, and point (indivisible integer) is a unity
(one). Besides, a triangle with the 1:3 side ratio
(Fig. 12) is a harmonic geometrical matrix
since it is invariant to the combination of
harmonic geometrical shapes — a square (S),
with its harmonic parameter (diagonal) being
√2, and a BS, with its harmonic parameter
constituting the numeric base of the Golden
Section (also diagonal) equaling √5. The product of these harmonic quantities (√2 and √5) makes
(by multiplication) a harmonic parameter (diagonal) of rectangle 1:3, particularly: √12 + 32 = √10 =
√2 × √5 (Fig. 12 and 13). So, there is no doubt as to the harmonic meaning of rectangle 1:3 (in terms
of mathematics).
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A fundamental phenomenon is connected with ratio 1:3 which is known in esoteric teachings
as the sacral abstract Principle of the tri-unity — the “mystery” of the creation of the material world
is connected with it. God-Absolute as Integrity reveals, manifests, i. e. “projects” (reflects) Itself in
the Aspects (Faces) of the Holy Trinity, in other words, in three levels of organizing substance: field
— wave — particle, i. e. structure. I have defined the ratio of 1:3 as the “genetic” code of Harmony
since the 1:3 rectangle (TS) integrates the basic harmonic matrices (S and BS): TS—BS—S. Besides,
the triplet holds in itself the “ABCs” of the language of Harmony.

The Temple of Solomon in Jerusalem was erected in 1010 B.C. on the basis of the TS rectangle.
The “doubling” of this rectangle (i. e. its “octave”) gives ratio 2:3 (Fig. 13). If we divide a string in
this ratio, we shall get fifth apart, basic for the natural scale (pentatonic scale). It is no coincidence,
probably, that cross-sections of church bells were calculated with respect to the “fifth” rectangle.
The same rectangle was used by old draughtsmen who were successful in attaining high skillfulness
when laying out type pages. There is a short distance of only one step to be covered from the “fifth”
rectangle to “sacred” triangle 3:4:5 which is “half’ the 4:3 rectangle since a diagonal of such a
rectangle is expressed by number 5 (the number of Horus). Is it possible that all the above
mentioned enumerations were familiar to priests of ancient Egypt? Yes, it is. Hesy-Ra’s panels “tell”
us about it. But let us take our time.

To reveal the code underlying compositional images of the panels and their dimensions, one
should pay attention to a range of details that have escaped the eye of researchers in their attempts
to investigate those masterpieces of the Egyptian plastic art by means of a mathematical ratio. Why
a ratio? As a formal language of the Principle of analogy, a proportion is the basis of mathematical
analysis fundamental for the whole of modern scientific School. And the problem of numbers and
their correlations is known to have interested the minds of outstanding thinkers since the times
immemorial.
The first thing we notice in three panels (2, 3, and 4) is a pronounced rectangular headspace
with an absolutely identical text in each of the panels. The text is so composed in panels 2 and 4
that it could be squeezed into a more narrow space of panel 3, as the lateral frames of the panel are
twice as wide as those of panels 2 and 4 (Fig. 3). Does it mean that the scribe designed the location
of the text in those panels in advance?

It should especially be emphasized that all the panels (without exception) are identical in
their width. In establishing this fact, we are certain to take into consideration any deformations that
distort a strictly rectangular shape of the panels — we know that door panels are usually
rectangular. Then, it is not difficult to see that the figure of the architect is created “by tracing” in
panels 2, 3, and 4, and only the position of the head, its outward appearance, and the left hand
holding the longer wand are greatly different — but why? What induced the author of the panels to
draw the body “by tracing” with perfectly identical dimensions and a position of the “magic” wand
(Fig. 2—4)? Let us go on. We have noticed the heights of panels 4 and 5 to be identical, as well as
the width of the bottom horizontal frame, and now we have a good opportunity to restore the lost
parts of panels 2 and 3. But what was the purpose of cutting the headspace completely off the third
panel? It is not clear. The height of that part was one and the same in all the panels (1, 2, 3, 4, and
5). And there is a rectangular hole in each panel. If we trace a horizontal line along the upper edge
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A careful reader can notice that a
headspace of panel 4 (the condition of
this board is the best) is somewhat
shorter than that of the others. But a
rectangle next to it – with a hieroglyphic
text in it – is made longer to fill in the
shorter headspace. So, the distance of the
lower boundary of the hieroglyphic area
(a carved-in line) from the upper edge of
the panel was precisely calculated – the
"standard" in strictly followed. Is it a
false version of the system, perhaps? I
suppose, this difference does not
influence in any way a system structure
and a compositional character of the
panels. It is evidenced by the human eye
(a hieroglyph in the first line of the text):
this eye is as far from the upper edge of
the panel as 0.736M + 0.146M = 0.882M,
which makes a strictly calculated value.
It means that someone's hand spoiled the
board, and it was probably done with a
special aim in mind, - the lower
horizontal line of the headspace was
raised. It made the headspace shorter
and the hieroglyphic area longer. It was
possible to alter the correspondence of
these two segments (adjacent to each
other) only in that way. Otherwise it is
impossible to make the headspace longer
– there is not any more material either
above or below; the incised line cannot
be moved (it is the lower boundary of the
hieroglyphic area), either without
spoiling the surface of the board; nor is it
possible to move the human eye because
the hieroglyph is of a small size. But it is
possible to cut off the headspace just a
bit – why not? But what for? Someone
did not want very much the system to be
deciphered. I do insist on it. My
suggestions could be confirmed by a
micro –structural examination of the
board. Besides, another fact cannot be
passed over. They have found out a
prefabricated board in the tomb. It
shows that boards were replaced
whenever it was necessary. Naturally
that sort of job could be done only by the
Master who was initiated into the secrets
of the panel arrangement. And if a carver
had done his job without giving it too
much thought, he could have made a
“mistake”. Personally I reject a situation
like this.

of the hole, the headspace will be divided lengthwise
into two parts in the GS proportion! Is it possible
that the upper part of panel 3 was cut off some time
after it had been manufactured to keep the board
from splitting apart (for this reason there were tierods in panels 2 and 5)? And yet, panel 3 cracked
thus altering its width — such is an “imprint” of the
time. However, there is a good reason to suppose
that the headspace was cut off panel 2 with some
other aims in mind because the distance from the
bottom horizon of that space with the text to the top
edge of the board is exactly (!) identical with the
height of the headspace in the rest of the boards
(this distance runs along the wood grain, so it can be
trusted). We can follow here a certain
predetermined regularity.

To substantiate our supposition, let us position
the boards so as to have the bottom of the headspace
in one and the same horizontal line (Fig. 1—5) and
the figure of the priest grow taller from one board to
another. If we arrange the panels in this way, both
the priest’s face and his hairdo — which have two
characteristic features — alternate. The face is
commonplace in one case (panels 1, 3, and 5), while
in the other (panels 2 and 4) — its features are
idealized. Can this technique reflect two basic
notions of the world-outlook: BA (panels 1, 3, and 5)
and KA (panels 2 and 4)? Be it the case, they would
make a range: BA-KA-BA-KA-BA... That alternation
(pulsation?) probably spread onto the other
damaged panels. Was that so? It looks like it because
hieroglyphs in the panels follow the same
alternation of BA-KA. The text fills in almost all the
space — an “ark” marked within the inner area in
the BA panels, whereas it is inscribed only within a
special rectangular area in the KA panels: “all”—
“part”—“all”—“part”—“all”... “Pulsation” once again.
This is definitely a preset arrangement.
I deliberately estimate the BA-KA alternation within
the context of pulsation.
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The concepts of BA and KA were important for ancient Egyptians. KA was considered to
denote one’s double (a “back-up”), one’s soul, or energetic “framework”. Modern parapsychology
has called this “framework” a biological field (aura) which enables a supersensitive healer to
diagnose psycho-physiological condition of a patient. It is sometimes possible to cure a diseased
organ or parts of the body by manipulating this surrounding field of energy. KA, in this sense, acts
as an indicator of a biological object. With ancient Egyptians, that was one of the KA aspects that
functioned as a “governor” (regulator) of the physical body; the idea coincides with a modern
version of the biofield. This field is a “scroll” “containing” an individual program of states (or
conditions). Our compatriot S. Kirlian has found a technique of visually registering energetic
radiations of the biofield — the aura can lend itself to visual perception in high frequency electric
currents after its registration by photographic means. As far as BA is concerned, it is not known to
have been associated with some direct physical reality with Egyptians. But it has not yet been
defined what it actually is.
Ancient Egyptians believed in the “afterlife” and thought that KA and BA existed after the
physical death. If our surmise of BA-KA concerning the panels is true, we should seek some proof to
justify the idea that the KA panels are somehow coordinated with the BA panels. And there are
some indications presented in the panels, strange as it may seem. We are going to speak about them
a bit later.

If we take it that the “reconstruction” of panels 2 and 3 is true, it is expedient to pay attention
to the following. Panel 1 is quite different in height from panels 2, 3, 4, and 5 — the former is longer
than all of them. What was the reason for the author to make one board of a different height? If they
were doors, the difference in height did not mean anything. And why is the architect represented in
a seated position only in this panel?

We have already pointed out that the severe training of a professional scribe taught him to
use material for a text carefully, be it papyrus, stone or wood, the latter being a rare kind because it
was imported from neighboring countries and cost a lot. The panels in question were undoubtedly
manufactured of high quality wood, predestinating their remarkably long life. As Hesy-Ra was a
scribe (of a Pharaoh!), he had no excuse for such a careless liberty: the first line in the text is a good
distance away from the bottom of the headspace in panels 1, 2, 3, and 4. And only in panel 5, the
author, as if he suddenly thought differently, “corrected” his own error — the text was raised up to
make the clearance much smaller. Again, there is another “oddity”: a statesman of a high rank like
that did not have any right to make such a mistake. We cannot say that he had not designed it
beforehand since we were convinced of the careful arrangement of the text within special
rectangular spaces in panels 2, 3, and 4 which had been conceived in advance, as well as the figure
of the priest in those panels — it was accurately copied. And we can hardly find a single example
among the multitude of ancient Egyptian relief images and murals where the attitude towards
space for texts would have been so careless. Then, should there be any idea concealed behind that
“inconsiderate” action? It goes without saying...

Let us switch our attention to the top line of the text in panel 1. It is composed of hieroglyphs
with four birds among them in the following order: three birds — on the left, and one bird — on the
right. The birds are not identical but... their eyes are situated (they are marked with a point) along
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one and the same horizontal line. And this horizon is distant from the upper edge of the board in
conformance with a Golden Section function, particularly with quantity 0.118 which is a correlate,
or a concordant, i. e. harmonic quantum owing to its regulating function in the scale of the Golden
Section quantities. Can the number of the birds and their interposition point to the ratio of 1:3? Or
is it another coincidence? Then, there is one more surprise: the height of the headspace is related to
the height of the rest part of the panel as 1:3. Another coincidence! Then, let us check the
correlation between the width of the board and its full height. Alas, ratio 1:3 is not found out,
although there is one detail no one has paid any attention to, either.

A thin pivot, circular in cross-section, is
inserted into the board right in the vertical
axis of panel 1 and strictly in the horizontal
line passing through the eye’s pupil of the
seated figure. Actually, it is a sight (a device
that helps to observe; Fig. 14). The surface of
the board around the sight is concave and
carefully polished — there are visible traces of
circular movements (Fig. 15). A sight, as we
know, is the simplest sighting device to have
been used in antiquity for observing surrounding objects (with the help of the eye) in order
to locate and fix their position in space. There
used to be a special appointment — the
position of the vizier — i. e. an observer
(“eye”), an informer. The distinguished
Imhotep was Pharaoh’s vizier (“Pharaoh’s
eye”). In the case under discussion, the sight is
located so that the distance from its center to
the bottom edge of the board is the same as the
height of the seated figure — from the horizon
of the soles to the crown of the head. Mind you
that both measures are taken along the wood
grain. The same distance — from the bottom of
the headspace to the lower edge of the upper hieroglyphic text in this panel — is given the third
time. Thrice. This dimension proves to correspond to the width of the boards — it is identical for all
the panels. And now it is clear that the length of the haft of the “magic” wand in panel 1 (it is parallel
with the longer wand) is the same as the length of the support on which the seat is placed, and the
distance from the right edge of the seat to the right verge of the panel inner area We get the exact
(!) width of the panel if we add all the three dimensions, and it is identical with the height of the
seated man. Is it one more indication to number «3»? Besides, all the three intervals are located
differently: the first one is along the vertical line, the second — along horizontal, and the third —at
an angle. And these three directions correspond to the directions of the elements in the right
triangle — catheti and a hypotenuse.
37

Horizontal lines drawn along specified points or characteristic places throughout the whole range of
the panels confirm an assertion that the relief designs were aimed at registering basic regulations of the
theory of Harmony (see the inset). For example, the lower edge of the loincloth — its position is one and the
same in the surviving panels (boards 2—5) — defines the distance of the horizon from the soles of the
standing human figure as 0.5M, which corresponds to an Egyptian cubit. In panel 1, this horizontal line goes
along the elbow of the man in his sitting position. Besides, the Principle of cycle recurrence fixed by the knot
“point” in the basic panel was replicated by the position of the human eye, that is, a “point” — a human face
is disguised behind a ritual mask of the Horus-falcon depicted in the final panel (board 11). That eye was
situated in the vertical axis of the panel as far from the upper edge of the board as 0.882M (Fig. 28). It
corresponds to double 0.441M, where the numeric value of its mantissa is the same as the tone A frequency.
Therefore, 882 is the octave frequency of the same tone. That horizontal line was to be marked in all the
boards because it was directly connected with super-stable oscillation. The latter could be explained by the
fact that the essence of Harmony is the stability of any system in time due to its motion in cycles. Within the
scope of the Universe, it is manifested in a regular shifting of the Solar system from one zodiac to another
and its return to its initial position, with regard to the precession of the axis of the equator. This is the way of
the so-called “Osiris cycle” lasting as long as 25,920 years. Similar to this cycle made up of two half-cycles
(sunrise and sunset) is designed a measuring unit (M) divided into two half-moduli (dichotomy), in accordance with the Principle of symmetry. That was why the sight-point was located strictly along the vertical
axis of the initial and final boards but in different positions-phases.

If we agree that the height of the seated man (a static posture) symbolizes the standard
segment M, then, the distance from the upper board edge to the horizon of the birds’ eyes
positioned in the top line of the text (earlier mentioned) proves to be 0.882M which is the
difference of M - 0.118M. Quantity 0.118M starts “working”. If we assume quantity 0.882M to have a
specific meaning, then, could it be represented in the panel three times? And so it has proved to be.

Let the “magic” wand turn “upside down”, i. e. let us double its linear size. It will make a
segment which can be taken for a certain measuring unit — the standard, or M. After going through
a similar procedure with the “magic” wand in panel 1 and then subtracting the length of the tip of
this wand from the new segment, we get the precise (!) linear size of the longer wand (which is
parallel with the “magic” one). Consequently, the longer wand of panel 1 is 0.882 of the standard
segment assigned to the “magic” wand. Let us make a reservation here. The tip of the longer wand
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of panel 1 is cut off along the wood grain — actually, this is the result of the splitting off, and there
are visible traces of it on the surface. Besides, to chop off one of the rod’s ends at an acute angle
makes no sense — it is not practical. The longer wand is certainly not so long as 0.882M, calculated
in the basic standard and corresponded by the width of the panels, because the haft of the “magic”
wand is only one third of M.

16

If we measure the distance from the upper end of the
cane stick (it is behind the architect’s shoulder) to the
supporting horizon where the soles of the man rest, we get
0.882M. Let us go on, we see a bunch of three articles. The
distance from their tops to the same supporting horizon is
also 0.882M. So, quantity 0.882M is represented three
times, considering the location of the birds’ eyes in the top
line of the text with respect to the upper edge of the board.
Our supposition is being confirmed. Moreover, half the
latter measurement reaches exactly (!) the top of the desk
with “sacrificial loaves of bread” and it is 0.441M. Alas, it is
not bread... But it is important to stress that number «3» is
expressed very persistently in panel 1. Should we turn
perhaps to the harmonic rectangle with the 1:3 ratio of its
sides? Was it the initiator of the complex construction of
the boards? And you can eventually guess and see ratio 1:3
in the design of the first line of the text with birds in it.

Suppose we draw an M:3M rectangle in its vertical position. Let us make its width equaling the
height of the man in his seated position in panel 1. Now, let us divide this rectangle lengthwise into
two parts in the Golden Section ratio: 0.618×3M = 1.854M is the bigger part, 0.382×3M = 1.146M is
the smaller one. Let the smaller one be positioned in the lower section of the rectangle (Fig. 16).
Then, let us put the standard M segment over segment 1.146M starting from its top. There is an
interval left in the bottom equaling 1.146M. Let us divide this segment (1.146M) again into two
parts in the Golden Section ratio and in the same order. We get two portions: 0.090M (at the top)
and 0.056M (at the bottom). The procedure of division in line with the Golden Section gets doubled:
“big is in small, and small is in big”. This is an analogy, which is not unimportant. Quantities 0.146;
0.090 and 0.056 are members of the Golden Section sequence — the fourth, fifth, and sixth
members, respectively, in its descending “branch”. If we take out the last interval (0.056M) of our
construction (3M – 0.056M), the sides of the remaining parts of the M:3M rectangle will have ratio
M:2.944M. It is exactly (!) the ratio of the first panel sides. And here is a most remarkable thing.

The total height of panel 1 is 2.944M; the distance from its upper edge to the knot is 1.944M,
while the bird’s eye (hieroglyph) in the top line of the text on the right gets into a position as far
from the top of the panel as 0.882M. But then, the bird's paws rest on a “branch” which is as far
from the upper edge of the panel as 0.944M. Thus, mantissa 0.944 (and it is mantissa that
characterizes a numeric value) is presented three times. It urges us to direct our attention to
quantity 0.944 and understand its essential meaning. And so, this mantissa of 0.944 means the
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following: 1:0.944 = 1.059 — which defines a semitone. Besides, 0.944 =0.118×8 where 0.118 is a
harmonic quantum. We have only to “restore” coordination 1:3, and the author achieves it by
introducing a headspace which is 0.736M high, — and it is one third of the remaining height of the
board, as 2.944M:4 = 0.736M = 0.618M + 0.118M. But that is not all. The crown of the architect’s
head in this panel gets precisely (!) onto the boundary line of the first division of the initial M:3M
rectangle height in the Golden Section proportion. And we are convinced now that the height of the
figure in this panel equals the width of the board. Besides, its position corresponds to the M
position measured — in the process of constructing — below the line where the initial standard
was divided in the Golden Section ratio (1.854M:1.146M). The standard now becomes a vector due
to its downward direction. And now, it is easy to see that the height of the bottom horizontal frame
in this board is precisely (!) 0.090M which results from the initial standard in dividing the 0.146M
segment in a Golden Section ratio. What a remarkable “coincidence”!

The fixed position of the M standard represented by the seated man renders a specific
meaning: the figure registers by itself the standard segment and simultaneously points to the fact
that the standard segment M is conceived to be commensurable in the Golden Section regularity
since the top of the architect’s head is on the boundary of the “golden” division of the initial
standard-matrix. This is a logical step, and not just an accidental manipulation with quantities in
the Golden Section sequence. Therefore, we take panel 1 as the basic one because it is clear, then,
why it is higher than the other boards: they are all its “subordinates”, whereas this panel is their
“root”, their reading-off “point”, zero, nil. It explains why the zero-sight in the horizon of the eye
pupil of the seated man is available only in panel 1.
We have taken the trouble to define (logically) the numeric value of the length of the basic
panel (2.944M). According to M. Marutaev’s observation [42; p. 196], quantity 0.944 corresponds to
the small second of the tempered gamut in breaking the octave into 12 equal tones in concord with
their tonic characteristics when semitones differ by coefficient 1:0.944 = 1.059. Perhaps ancient
Egyptians could not think much about it, could they? But below is an example to make you estimate
a little differently whatever we are familiar with about the extent of knowledge ancient Egyptian
priests had in that sphere.
Quantity 0.882M introduced into the design of panel 1 appears to be doubled in other panels,
too. It is represented in all the boards by the position of the top line of the hieroglyphic text — the
eye of the man with a wand (hieroglyph) in panels 2, 3, and 4 is as far as 0.882M from the top edge
of the panels. There is no similar hieroglyph in panel 5. Instead, the upper end of the writing stick
(hieroglyph) is in the same position, and the bird’s eye is as far as 0.809M from the upper edge of
the board — it is half 1.618M (the first member in the Golden Section sequence in its ascending
“branch”). Well, the panels are composed in a single harmonic line in an aesthetic aspect. But now
we understand that the first line of the hieroglyphic text was “torn-off’ because it was necessary to
code quantity 0.882M. We are also convinced that the length of the longer wand in panel 1
compared to the smaller one (0.5) is set by quantity 0.882M. What was it dictated by?
Both wands in panel 1 are parallel, matched in the left hand (or multiplied?). Let us try and
multiply their numeric values. The result is: 0.5×0.882 = 0.441, where the number after the point
corresponds to the frequency of the standard A (la) tone — a perfect ear is tuned to it. This is quite
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natural because the average distance between human ear drums is 1/4 of the wave length of tone A.
And a human ear helix is revolved as we know three times around its axis (again «3»); and the
lengths of the revolutions, in their turn, are correlated with one another in the Golden Section
proportion. So, the resonance of the standard tone is conditioned by the regularity of the Golden
Section — which is actually true to reality — because music scale is based on the Golden Section
regularity ( 𝟏𝟐√𝟐 = 1.059). And now, let us recollect.

We have noted that sacrificial bread is placed on a desk with its surface being as distant as
0.441M from the supporting horizon, where the numeric value (after a point) corresponds to the
standard (A) frequency. Is it a coincidence? For if we look attentively at the shape of the objects on
the desk (Fig. 1), we shall see that they do not resemble any loaves. There is no similarity either
between the same objects (Fig. 6) depicted in a stone relief and sacrificial bread [24]. And Egyptians
always rendered very accurately the shape of objects in their works of art. Most probably, a special
fork tuned to the A (la) tone is placed on the desk. On the one hand, four pairs of its petals are
turned facing each other to produce a resounding tone in each petal, and on the other hand, a
device of this sort is designed to keep on sounding and produce a stereophonic tune rich in timbres.
That was the way B. Gladkov, an acoustic from Leningrad, designed his apparatus that produced a
sound wave of rich sounding in three-dimensional space — a spherical tone. It should be pointed
out that two standards available in panel 1 (linear-metric and tone-phonic) for the demands of
architecture and sound pitch testify to very deep knowledge of the Master about a parallel quality
of measuring scales although modern science did not have the slightest idea about it.
Let us imagine that a linear segment is a drawn string. Let us take its length for a unity [53].
And let us divide this interval into two different parts. We get two portions smaller than a unity. So,
we can take the following correlations for our consideration:
A → a:b and 1.000:b

B → b:a and 1.000:a.

For instance, if a = 0.371, then b = 1.000-0.371 = 0.629. So:
A → 0.371:0.629 = 0.58982 and 1.000:0.629 = 1.58982

B → 0.629:0.371 = 1.69542 and 1.000:0.371 = 2.69542.

The coincidence of mantissas in both instances is the evidence of stable conjugation between
the unity and its dichotomic portions, for it is always the case in any other relations between a and
b. But only when a = 0.441 and b = 0.559, the difference of the numeric values is 0.559-0.441 =
0.118, conformed to by harmonic quantum. It means that ratio 0.441:0.559 expresses superstable
conjugation. These numeric values are derived from algorithm (1.000±0.118):2, where 1.000 is a
linear measure of the string, 0.118 — its harmonic regulator, and two is a numerological code of an
octave diapason. Considering that operation 1.000+0.118 is impossible, because the string cannot
be extended, quantity 0.441 = (1.000-0.118):2 is dominant and explains superstability of tuning
tone A (la) set by frequency 441 Hz (and not 440Hz as universally admitted) — and it is now clear
why a human ear is tuned to it. It is reasonable to suppose that the ear is covered with hair in
panels 1—4 to symbolize, most probably, the “tuning” to the LA tone, because in panel 1, 0.441 is
the distance from the “floor” to the desk top where the tuning fork is placed. Owing to this fact, the
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“standard” (the height of the seated man) is divided into two portions with ratio 0.441M:0.559M.
Besides, in panels 2—4 there is a point (where the wig is undercut) connected with ratio
0.441M:0.559M and ratio 0.382M:0.618M which divide the width of the board in the Golden Section
ratio (Fig. 26). This is a direct indication to the correlation of the harmonic tempered scale and a
Golden Section regularity, and ancient Egyptians priests knew about it. It is an undeniable fact from
now on...

It has already been discussed that, when panel 1 is 2.944M high, the height of the headspace
makes 0.736M, whereas the lower horizontal frame is 0.090M high. Hence, it is simple enough to
calculate the height of the “ark”: 2.944M-0.736M-0.090M=2.118M which is identical to the CP
length, basic in the Duplex-Modulor. If we remember that the sight in panel 1 divides the board
into two halves, it will be easy to make sure that the design of the relief image in this panel is
strictly regulated by the Duplex-Modulor geometry (Fig. 27). On the one hand, a staggering
similarity of the CP geometry with the logically mediated composition of the basic panel in HesyRa tomb, and, on the other hand, abstract geometrical steps consistently leading to the CP that
predestinates the Modulor, inevitably raise a question: can we find out any steps of describing the
CP that would reveal its phenomenological context concealed behind it? It is evident that there is
no use to “conceal” the CP geometry without any reason.

As it has turned out, there exists a complex set of successive geometrical procedures related
to the concept of SYSTEM. It is relevant to remark here that the very notion of a system had been
assimilated as far back as Ancient Egypt and registered as basic universalities which acquired the
name of cepherotes, i. e. Principles in an esoteric teaching of KABALA (this name is rendered in the
basic panel by means of three syllables represented by the gestures of the seated man). It is
expedient to remember that Diodorus of Sicilia distinguished an essential difference between two
concepts: LAW and PRINCIPLE. There is a countless multitude of laws, whereas Principles are
strictly limited in number. Their total number is eleven, the same is the number of panels in the
tomb, and the texts of Cepher Jetsira (Little Keys) refer to it. The knowledge of Principles enables
anyone to estimate the quality of any system and to judge if it is stable in time or not. It was not
accidental when great J. W. Goethe exclaimed, “Cannot we pity those who take the trouble of
acquiring empirical experience without any idea about the Principles?”
These eleven Principles are as follows:

1. The Principle of Ethics (moral aspect of Harmony).
2. The Principle of triunity.

3. The Principle of reflection, or echo, i.e. induction.

4. The Principle of symmetry, including dissymmetry.

5. The Principle of analogy (in particular, described by a proportion).
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6. The Principle of polarity, same as the principle of complementarity and congruence.
7. The Principle of rhythm, i.e. the character of alternating fixed intervals.

8. The Principle of octave cyclicity, or counterpoint (point counter point).
9. The Principle of synarchy (includes the rule of hierarchic concordance).

10. The Principle of anthropomorphism, meaning that any system is similar to the organization

of the human organism as the most perfect form of a systemic organization.
11. The Principle of Harmony (aesthetic aspect of Ethics).

In their turn, the Principles form a system wherein the first Principle of Ethics and the last
Principle of Harmony are “matched”, similar to the initial and final tones of an octave diapason.
Whereas the Principle of Ethics is the moral aspect of Harmony, the Principle of Harmony
expresses aesthetic virtues of Ethics. Both of them form two aspects of one and the same thing —
two sides of the same coin.

The procedure of describing the Duplex-Modulor (or CP) can be properly comprehended in
terms of a system. Owing to this fact, we can understand now why a side of the square is not to be
taken for a unity (1 = M) but only for its half, i. e. 0.5 M. I mean the square Le Corbusier started
designing his Modulor with. So.

Let us draw two parallel lines and mark
each of them as a positive and a negative one,
respectively, to reflect the Principle of polarity. If
we take any arbitrary point, for instance (C) along
the positive pole, we shall immediately get its
regular reflection (C') at the negative pole (Fig.
17), which will rouse the Principle of reflection.
Since reflection is a dynamic act, point C is to
return to its initial position — point C — in its
transition to point C', because a “forward”—
“backward” motion is a closed cycle (the Principle
of octave cyclicity), whose linear measure is a
conventional unity, i. e. M. So, the distance of CC'
is obligatory to be 0.5M. Being a longitudinal
motion within the polar range, the “forward”—
“backward” interval will rouse a cross-response
within a pole range (for example, at the level of
the negative pole) — it will be represented as
segment AB “pressed” in half at its reflection
point C' (Fig. 18). This situation, too, will inevitably be reflected (according to the Principle of
analogy) at the positive pole thus creating a field of phase states (Fig. 19). Phase states are fixed
here as interrelated overturned angles within the boundary of rectangular ABA’B'. As for phase
angles (ACB and A'C'B'), they will interact with each other by means of the fixing position of secant
43

m'n' which passes through points where sides of
phase angles intercross (Fig. 20). This position of
the angles follows both the Principle of symmetry
and the Principle of triunity.

As a diagonal (UB) is a harmonic factor
(indicator) of any rectangle, the interrelation of
the phase angles will be shifted discretely — in
this instance, the phase shift is the difference
between a diagonal (DB = 1.118M) and interval
AB = M which makes a discrete (quantum) value
of 0.118M (Fig. 21). As we know, it is a harmonic
quantum.

As a result of the phase shift, apex C' of
reflexive angle A'C'B' will divide interval AB = M
into
two
portions,
their
ratio
being
0.618M:0.382M. The secant gets tilted thus fixing
the interaction of the poles and stimulating the
Principle of Harmony (the same as the Principle of
Ethics). Due to this occurrence, the field of phase
states (ABED) transforms into the CP field,
regulating diapason IIn with an interval of 2.118M
(Fig. 22), which is identical with the height of the
“ark” in panel 1.

You will not fail to see that the position of
rectangle ABED within the CP regulates relative
anthropometric quantities: an average man is
1.618M tall and a woman is 1.5M tall (Fig. 23).
Thus, two principles get their expression — the
Principle of anthropomorphism (and the Principle
of synarchy connected with it) as well as the Principle of rhythm represented as a range of similar
running triangles — a fleeting “wave”. This technique of building the CP (so as the Duplex-Modulor,
too) is carried out according to a strict systemic method. The S square, taken by Le Corbusier as the
initial stage of describing his Modulor, is not directly used here: it is a static structure which is
always situated in the CP centre and which fixes the interrelation of phase angles irrespective of a
phase shift. And since phase angles are shifted by harmonic quantum 0.118M, there emerges a
stable system because an apex of each phase angle is as far as 0.059M from the vertical CP axis, thus
conditioning a harmonic semitone. Besides, the CP vertical axis sets the ratio of 0.559M:0.441M
within the limits of the ABED field where quantity 441 of mantissa 0.441M is responsible for the
frequency of the tuning A (la) tone as a superstable oscillation. Another fact can probably add to the
stability of the CP: all the intervals of the entire range of similar triangles are represented as
integral in one of the CP proportional scales, while in the other one the final interval makes only
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half M that corresponds to the condition of resonance, that is a stable connection with not only the
remaining part of this “range”, but first of all, with the distance between the poles (Fig. 24).
I suppose that ancient priests
knew the Principles and how to
apply them for the description of the
CP, which found its expression in
the design of the basic panel in
Hesy-Ra tomb. That was the reason
for them to introduce quantity 0.5M
as
a
standard
measure
corresponding to a cubit and
represented as a side of a geometrical square — that was a
“magic” wand. Let us proceed.

The length of the cane stick in
panel 1 is 0.382 × 0.882, and it is
exactly one third of 0.882M. It is so
because the haft of the “magic” wand in panel 1 (0.382) is one third of M. Therefore, the length of
the cane stick gets the numeric value of 0.294M where the quantity after the point (294) expresses
the exact (!) number of possible values in the scale of harmonic quantities (according to M.
Marutaev; [42; p. 226]). Consequently, three (!) measuring tools are shown in the basic panel, and
two of them (the big and small wands) are at an angle to the sides of the board thus making a
diagonal in a rectangle with the sides coordinated by ratio 1.000:1.618 (Fig. 12) — “pure gold”! Are
the sides of the inner area in panel 1 connected perhaps with a Golden Section function? Yes, they
are, and in a very specific way, at that: the height is 2.118M and the width is 0.809M. Besides,
2.118M is half the third member of the Golden Section in its ascending “branch” (4.236M), while
0.809M corresponds to half the first member of the same scale (1.618M). Thus, the correlation of
the sides in the inner field of panel 1 is set by the numeric values of the Golden Section in its
ascending “branch”, beginning with the first and third members — «1» and «3» again (!); this can be

expressed in the following way: 𝟎. 𝟓 × 𝟏. 𝟔𝟏𝟖𝟏 : 𝟎. 𝟓 × 𝟏. 𝟔𝟏𝟖𝟑 . There is less and less room left to
doubt if number «3» is presented and focused accidentally in panel 1 as the obtained quantities
follow the logic of a “text” that communicates some specific information about harmonic
regularities. In connection with the above-said, I am going to point to another fact.
As has earlier been noted, the sight (point) is put opposite the eye pupil of the seated priest,
and it is marked in the vertical axis of the panel thus stressing the division of the board into two
halves and obviously pointing to the fact that the eye pupil (a point) has a position within the board
based on a harmonic value; the sight is as far as M from the lower edge of the board, and it
symbolizes the reverse vector, that is, a complete cycle. And then, if that was the author’s intention,
that circumstance should have been applied whenever a depicted object had a fixed position (a
point), e. g. an eye. And so it has turned out to be.
We can now make sure that the distance between the sight and the eye’s pupil, against which
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the sight is placed, is twice as short as that from the eye’s pupil to the left vertical frame outlining
the inner field of the panel. We get a range — 2, 1, 3 — including the righthand half of the width of
the inner field. And these are just the initial members of the Luke’s range: 2, 1, 3, 4, 7, 11, etc.
“Three”—“seven”—“ace” (playing cards) also belong here. So, ancient Egyptian priests were
knowledgeable about it, too, were they not? Yes, they were, because numbers of Luke’s range are
based on those of the Golden Section sequence. I am going to specify in advance, that eleven
quantities of the Golden Section are revealed in the compositional depictions; three of them (4.236;
2.618 and 1.618) belong to the ascending “branch”, while seven quantities (0.618; 0.382; 0.236;
0.146; 0.090; 0.056 and 0.034) are among the numbers of the descending “branch”; and, finally, a
unity, that is a standard segment, it is also a “deacon”: absolute values of the other members are
based on its specific quantity (M = ...) — there are ten of them in its “subordination”. We should add
that these quantities are partly used in their half-values according to the octave rule, for example,
0.5 x 4.236M =2.118M; 0.5 x 2.618M = 1.309M; 0.5 x 1.618M = 0.809M, etc. Besides, as far as their
compositional structure is concerned, all the boards are grouped into three units: one basic panel
(this is why it is longer than the others); three boards having a rectangular headspace with an
identical text in it, and seven others (including the lost ones) — panel 5 is principal in their
arrangement because the architect’s figure grows taller from one board to another. Here is the
same order, too: “three”—“seven”—“ace”, where the “ace” (panel 1) holds keys to codes. And a
fleeting idea strikes my mind, that M. Planck’s constant (i. e. constant of a “fine structure”) is the
number that has the same numeric code (137).
The panel designs seem to depend upon specific points; this idea is confirmed by the position
of the matched wands in the basic panel because the longer wand functions as a sight: passing along
its upper edge, a beam of light is directed to the eye of the man with a wand in his hand
(hieroglyph). This eye passes through a horizontal line which is parallel to the lower edge of the
hieroglyphic space in panels 2, 3, and 4, it also passes along the crown of the priest’s head in panel 5
(Fig. 5). Thus, this horizon passes successively across all the boards. What does the position of this
line depend on? And, again, we are struck by the person who ingeniously designed the panels. So,
let us turn to panel 4 as it is best preserved.

We have already supplied convincing arguments in support of the authenticity of ratio 𝟏: √𝟓
followed by the linear dimensions of the wand in panel 4. But what were their absolute dimensions
conditioned by? If the wands in the basic panel are commensurable with the standard segment (half
the “magic” wand is exactly one third of M), then, the designer was to have acted with a specific
intention in mind as he had displayed that actual ability to operate with Golden quantities (and logically, too); and naturally, the lengths of the wands in panel 4 were to be somehow connected with
the principal measurer. We feel justified in our supposition to demand a systemic approach, too,
and not an arbitrary one.

The total height of the panels, except the basic (and crowning) one, was calculated as follows:
3M – 0.118M = 2.882M where the quantity after the point is related to the standard A tone (0.882:2
= 0.441). We have no idea whatsoever concerning the scale temperament dominant in ancient
Egypt, but we should not have any doubt about the fact that the structure and systemic character of
the panel depictions conceal a tone scale with A as its basic tone — the ear of an ancient Egyptian
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was hardly any different from that of people living in the 20th century. That scale was most likely
pentatonic as in countries of the Far East but only in its duplicated variant. The eleventh tone would
close an octave in a scale like that thus making ten intervals. That technique symbolized the octave
principle (dichotomy). And then, a clearance between the crown of the seated man’s head and the
lower horizontal line of the headspace was 0.073M in panel 11 that corresponded to the height of
the bottom horizontal frame in panels 4 and 5 as well as to the distance between the falcon’s eye
(hieroglyph in the top line of the text) and the bottom of the headspace in panel 5 thus preceding
the compositional structure of panels 5—11 in which no hieroglyphic space was designed (neither
could one be designed) because of the growing height of the man.

The measurements show that the width of the inner field in panels 2, 4, and 5 is 0.882M since
the width of each panel is based on standard M. The hieroglyphic space in panels 2, 3, and 4 is very
close to 0.615M high. Consequently, the ratio of the sides in this space makes 4:3 in panels 2 and 4.
In this case, a diagonal of the space in the relative unities gets a numeric value of 5. The famous
“sacred” triangle of 3:4:5 has appeared before our eyes! And if we calculate the length of the
diagonal (issuing from the height of the hieroglyphic space), it will prove exactly (!) as long as the
length of the longer wand in panel 2 which is not greatly deformed in this place. But what for was it
necessary to introduce that correlation (if it was intentional)? How are the multiple quantities of
the “sacred” triangle connected with irrational values of the Golden Section? Is it not a strained
interpretation?

In the fifties of the last century, F. de Cora [27], a French Egyptologist, came to a conclusion,
based on the measurements of the Great Pyramids in Giza, that all the Pyramids had been designed
by means of a single geometrical method. That key-canon was reconstructed by F. de Cora.
However, he could not supply any reliable arguments to substantiate his idea that it was the canon
of ancient Egypt. The designer of the reconstruction suggested an extraordinary geometrical
construction although he failed to notice the most important detail in it that made it possible to
understand the congruence of the 3:4:5 triangle (the headspace with a hieroglyphic text in it in
panels 2 and 4) with triangle 𝟏: 𝟐: √𝟓 (the ratio of the big and small wands in panel 4). Let us make
use of his reconstruction, selecting only the required elements (Fig. 25).

The ABC triangle in the canonic square is set by 𝟏: 𝟐: √𝟓 where a hypotenuse is expressed by
quantity √𝟓. The BCO triangle, similar to it, is situated inside this triangle, its hypotenuse BC
equaling a cathetus of the ABC triangle. A hypotenuse of the BCO triangle must be √𝟓 in the scale of
this triangle. Then, CO = 1, and OB = 2. To calculate the sides of the ABC triangle in the measuring
unities of the BCO triangle, we must multiply all the values of its sides by √𝟓. So, the sides of the

ABC triangle make: BC = √𝟓; AB=𝟐√𝟓; 𝑨𝑪 = √𝟓 × √𝟓 = 𝟓. The AC hypotenuse makes 5 — an
integer. It is easy to calculate: DO = 3 and AO = 4. As AC is perpendicular to BD, AOD is a right
triangle, and it corresponds to its parameters: 3:4:5. In other words, “sacred” triangle 3:4:5 (AOD)

belongs to the canon, and its hypotenuse is precisely (!) as long as that in triangle 1:2:√𝟓 (ABC),

also preset by the canon structure. But the wands in panel 4 follow the ratio of 1:√𝟓 (a side and a
hypotenuse), and the longer wand — diagonal is exactly as long as the diagonal in the area of the
hieroglyphic text conditioned by the ratio of 3:4. It means that the carver of the panel depictions did
know the canon so successfully reconstructed by the French researcher! It evidences that the
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famous “sacred” triangle of 3:4:5 was not created
empirically but drawn analytically on the basis of the
canon square. The above-mentioned argument requires
an ability on the part of a designer to operate with
irrational quantities, and they, in their time, puzzled
Pythagoreans. Did the designer of the panels have the
required knowledge? If he did, he was to know
Pythagorean theorem as well! Small wonder —
Pythagoras was taught by priests in ancient Egypt for
twenty-two years, and probably, it took him a year to
master one of twenty-two Arkanes (Principles) united
into two groups of eleven Arkanes each: one group including basic Principles, while the other — descriptive
ones. It means he could be taught the theorem by his
Mentors. The Earth, too, turns around the Sun along its
orbit in periodical cycles of 𝟏𝟏 × 𝟐 = 𝟐𝟐 years when the
solar radiation actively exerts its psychological effects
upon biological objects. The priests seem to have known
about it because the Sun — RA was their chief hierarch:
they seem to have been concordant with the cosmic
dynamics.

The number of Hesy-Ra’s panels was also eleven,
and including the patterns in the backsides, the total
number of depictions was twenty-two. The depictions in
the backsides could probably function as coded
structures, and as such, they were to be considered the
basic constructions ( KA) relating the procedure of
composing the faces (BA), but they were not paid the due
attention to by the researchers. And number «11» belongs
to the “galaxy” of Luke’s numbers based on the Golden
Section sequence in a “coupled” “pulsation”: 1.618 – 0.618
= 1; 2.618 + 0.382 = 3; 4236 – 0236 = 4; 6.854 + 0.146 = 7;
11.090 – 0.090 = 11, etc. Notice that only similar
quantities of the polar Golden Section “branches” undergo
this procedure which is carried out in a pulsating regime: minus—plus—minus—plus, and so on,
that is in the “pulsating” rhythm of the panels: BA-KA-BA-KA-BA... It makes: 1 + 3 = 4; 3 + 4 = 7; 4 +
7 = 11, etc. It means that the sequence can be forced into 3 – 1 = 2. So, it can be expressed as 2—1—
3—4—7—11, etc. That is why members of Luke’s sequence can be traced to harmonic parameters.
When turning back to triangles 3:4:5 and 1:2:√𝟓, we must admit them to be harmonic
invariants. Being representatives of the 20th — 21st centuries, we were unaware of this. An ancient
priest had known about it thousands of years prior to the epoch of “technical progress”! And how
can we be assured that the designer of the panels actually assigned the diagonal of the hieroglyphic
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space in panel 4 with the meaning we are discussing? There are some guarantees available — the
eye of the bird and the man with a stick (hieroglyphs in the text) are located in this particular
diagonal. Moreover, the falcon’s eye is as far from the upper edge of the board as the length of the
diagonal in the text which is directly related to the 3:4:5 triangle where a hypotenuse based on
number «5» is the symbol of Horus — a falcon (Fig. 4). So thin is “Ariadna’s thread”, and so strong it
is! Actually, Hesy-Ra’s panels are a real “Golden Klondike”, for they contain an inexhaustible “goldmine” born into a system of the triple square (TS). So, the alphabet of Harmony ascends to three
elementary geometrical matrices, a harmonic parameter of each being the numeric value of a
diagonal: TS (√𝟏𝟎 = √𝟐 × √𝟓); BS (√𝟓); S (√𝟐). We have a “Golden Poem” before our eyes created
by a most gifted Master who speaks an abstract language of the theory of Harmony. And each step
we are going to take will testify to it.

The obtained facts have brought us to a conclusion that the panels are literally “stuffed” with
intriguing information, and its abundance and logical coordination eliminates any arguments about
intuitive (unconscious) design of the unique depictions in the boards unearthed in the burial vault
of Hesy-Ra It is undoubtedly remarkable that some points are specifically arranged in compliance
with Golden Section functions, the eye, among them, being most accurately expressed. But there is
another peculiarity (in panel 1) we cannot consider (so far) to be deliberate on the part of the
designer.

To emphasize the division of the basic panel in halves, its vertical axis is marked by the
position of the sight in it. We have already discussed it. As the width of the board is M, its half is
naturally 0.5M. The mathematician D. de Coderan prompted Le Corbusier, an outstanding architect
of the 20th century, a mathematically accurate construction of his Modulor. But Le Corbusier, while
creating a unique geometrical construction, did not borrow the whole of it but only its part. The
results of the mathematical description of the SDS elements have enabled me to prove the similarity
of topological complex SDS with the geometrical description Le Corbusier did not entirely take
over. It so happened because of his strictly formal approach towards the system of the Modulor he
developed, thus depriving his contemporaries of a possibility to estimate its real value and further
develop his invention. The matter is, a rectangle on whose diagonal a wide range of Modulor similar
triangles are drawn in a Golden Section dependence has the ratio of 2.118:0.5 — the same as the
ratio of the height of the inner field to half the width of the board (2.118M:0.5M). Do the ideas
agree? The Modulor certainly belongs to inventions of the 20th century. But the very fact that it is
inherent in the character of the proportional causation in the basic panel — and it had been
designed several thousand years before Le Corbusier’s time (Fig. 27) — convincingly evidences that
the Golden Section tradition had originated in the deepest history of human thinking persistently
searching into laws of Harmony, the laws that hold and ties together the entire world. For Harmony
is the dominant criterion providing any system with stability since stability of any system depends
upon the causation inherent in its constituent parts. So much so, that causation is an essential
category, and it is a measure of Harmony represented through a phenomenon of resonance.
Therefore, it is to the perseverant study of Harmony laws that mankind have been applying their
intelligent quotients for centuries. And I suppose, the Duplex-Modulor as well as the entire SDS
mechanism are a principally novel level of comprehending and perceiving the essence of the
Principle of Harmony.
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The panel width (M = 1) was taken for a measuring standard (a modulus) in designing
the panel ensemble. This is fixed by the height of a man in a sitting position in panel 1. The
basic information of the theory of Harmony is encoded by the composition of the relief depictions in the first panel. The Principle of triunity is primarily stressed which is formally expressed by ratio 1:3 followed by the sides of the standard matrix (M:3M). On the other hand,
the “magic” wand’s haft is 1/3M in this board. For example, a coordination of the “ark’s” sides
is set by ratio 2.118M : 0.809M = 0.5 × 4.236M : 0.5 × 1.618M, where 1.618 = 1.6181 , and
4.236 = 1.6183. Consequently, the sides of the “ark” followed degrees 1 and 3 of quantity 1.618.
Besides, the headspace in panel 1 is to the height of its remaining part as
0.736M : (2.118M+0.090M) = 0.736M : 2.208M = 1:3 = L:3L. The authenticity of ratio
0.559:0.441, registered in an original manner in panels 2, 3, and 4 is coordinated by some
other factors. These three boards are united in their compositional structure; only in these
panels, a figure of the priest is drawn “by tracing” (except the position of the head and the left
hand with the longer rod in it). The heights of the figure in these panels are interconnected in
such a way that its height in the third panel makes half of that in the adjacent ones. And the
crown of the head in the third panel is situated in the horizontal line that divides panels 2 and
4 exactly in half and produces the value of 1.441. And the edge of the longer rod in this board
(which is closer to the eye) divides the panel width in the ratio of 0.382 : 0.618, emphasizing its
connection with ratio 0.559 : 0.441. It suggests a key to identifying the panels with cephirotes
of the Kabala, its name being symbolically inscribed into the first panel by means of the syllable scripture. Like the Ten Commandments of the Bible, they express the content of the ten
fundamentals, that is, fundamental Principles predetermining the dynamics of the phenomena
in the material world. The “Ineffable (eleventh) Cephirote”, i. e. Initial (“zero”) one, is
mentioned on a par with the ten cephirotes involving the completeness of other universalias as
the first panel contains a “tight packing” of the information described in detail in the rest of
the panels. Bearing in mind the fact, that Jesy-Ra preceded Abraham’s period of time, and
Hesy-Ra, the creator of the unique masterpieces, also lived then, I state — as the deciphering of
the historically authentic document suggests — that the texts from Kabala are not the priority
of the Hebrew people. Therefore, Kabala does not contain the completeness and authenticity,
either, of its interpretation the way it was written down after the Israelites had left Egypt. It
points to a fact that Moses was not initiated by ancient Egyptian priests into the subtleties of
the Teaching. I have also managed to show a geometrical pattern coded in this panel, which
was rediscovered by the French architect Le Corbusier who called it Modulor (Fig. 27). The
architect was mistaken in suggesting that in the sphere of visual objects, humankind had not
known anything similar to the musical harmony prior to his discovery. The research into these
masterpieces shows that the fundamentals of the theory of Harmony had been assimilated by
the humankind long before ancient Greek civilization.
And now, let us specify the following point.

The length of the working tool (the “magic” wand in the right, working, hand of the architect),
specifically, constitutes half a standard measure (a half-modulus). Since the design of panel 4 lends
itself to calculating the numeric value in respect to M, it is not hard to calculate (out of ratio 𝟏: √𝟓 )
the actual linear dimension of the “magic” wand: it is 0.497M. Notice, that quantity 0.497M is not
arbitrary: it is the sum of two harmonic values, namely, 0.441 + 0.056, where 0.441 = (1 – 0.118 =
0.882):2, and 0,056 is the sixth member of the golden descending “branch”. So, value 0.497 is a
harmonic quantity. And if we subtract 0.056 from 0.441, we get 0.385 which is also a harmonic
quantity differing by the same 0.003 from 0.382 that distinguishes quantity 0.497 from 0.5. It
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means that the long and short wands in the panels merely manifest their “commission”. But the
linear dimension of the “magic” wand represented in panel 4 cannot be used directly as a halfmodulus (0.5M). A half-modulus must be drawn directly from the standard M segment. Otherwise,
there will be errors in measurements. It evidently makes the difference in the character of the KA
and BA panels. But it is this condition that I. Shevelev has missed in supplying his own analysis of
panel 4 [42; p. 24—27].

We have already been able to get convinced of unique measuring peculiarities of the “magic”
wand. I would like to point to one more of its merits. Two unequal parts are set — 0.382M and
0.118M (irrationals) — within a linear interval of 0.5M (a rational quantity). It means that the
“magic” wand makes a matched conjugated measure that was not familiar to either Pythagorean
School, or representatives of building professions in other civilizations developed much later in
history than ancient Egyptian civilization. Thus what ancient Egyptians had known, had been of a
different quality. So much so, that a position of the sight in the basic panel that divides the standard
segment (the width of the panel) into two equal parts points to quantity 0.5M which is of
paramount importance in the system of harmonic commensurable unities. And it is convincingly
illustrated by Fig. 17—24.
It would be proper to add a few words about the structure of the “magic” wand. It is also in
congruence with the BA-KA principle: a haft (0.382M) is BA, while a tip (0.118M) denotes KA.
Besides, both quantities (0.382M and 0.118M) constitute BA with respect to the entire length of the
wand (0.5M) — which is KA. It is the essence of a matched conjugated measure...

As soon as we managed to restore the lost parts of panels 2 and 3, we could establish the
length of the longer wand in panel 2. The architect holds it as if it is a walking stick. So, the lower
end of the wand is sure to get onto the same horizontal line as the soles of the standing man. And
then, if we measure the length of the “restored” wand, we shall see that it is to the shorter wand as
2.618:1. The longer one will be 1.309 since the shorter one is half the corresponding standard (0.5).
But it is the proportion of the sides of the inner field in panel 1 (0.809M:2.118M = 0.5:1.309).
Consequently, the wands in panel 2 “compute” the dimensions of the inner field in panel 1. This is
precisely the expression of the BA-KA idea. The “game” the wands play is a lot more interesting,
though, because the length of the writing-tool in panel 2 is set by numeric value 0.354 resulted from
the concordant quantum (0.118 × 3 = 0.354). So, in applying simultaneously three measurers of
panel 2 (KA) in the scale of modulus M, we shall determine all the positions fixed by the points of
panel 1 (BA), without calculating anything, by means of manipulations only (Fig. 14). It is pure
“aerobatics”!

I am going now to note the following details, significant enough to demonstrate to the reader
once again that the Master of the panels did not allow himself a slightest liberty, and that all the
designs are permeated with the most profound meaning (let those who have any doubt arm
themselves with patience, measuring devices, somber and unbiased thinking, and examine the
described schemes in comparison with what is depicted in the corresponding panels).
The length of a little cane stick in panel 2 (behind the architect’s shoulder) is duplicated in
panel 3 in a similar way. Its length is defined in both occasions by 0.354. The length of the little cane
stick in panel 4 is duplicated in the same way in panel 5 — it makes 0.399 corresponding to the sum
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of 0.382 + 0.017 where 0.017 is a half of 0.034 (the seventh member of the Golden Section sequence
in its descending “branch”). This sum is indicated by the position of the cane stick in panel 4 — it is
in the left hand but it is not parallel to the longer wand — which looks unnatural. Just take a glance
at panel 1 where both wands are grasped in the left hand, and so they are parallel and point to the
quantity of 0.441 = 0.882 × 0.5. The shorter wand with a haft of 0.382 in panel 4 points to the
“unnatural” position of the cane stick in the left hand. We shall get 0.017 if we subtract 0.382 from
0.399. Thus, the designer possesses a perfect command of manipulating harmonic quantities and
creating works of art by plastic means to communicate their information. In this connection, let us
consider some recommendations concerning the application of commensurable unities in any
creative activity, particularly in architecture.
27a, 27b. The composition and the structure of the panels in Hesi-Ra’s tomb can be
compared perfectly well with the complex of cephirotes, i. e. Principles rendered by the most
ancient esoteric doctrine of Kabala, or Cepher Jetsira (Little Keys). Hence it follows that the
Doctrine of the cephirotes, or ciphers had belonged to ancient Egyptian priests of the highest
rank. The essence of the Doctrine was rendered by word of mouth only to those few who deserved
a special trust and who were empowered to act as the initiated after they had undergone the
secret ritual of initiation held under the guidance of the priest of Horus in Hesy-Ra’s tomb. It
seemed to be so because it was Hesy-Ra who had the responsibilities of Horus priest. There were
eleven cephirotes as well as eleven panels. One of them was designated as an ineffable
cephirote: it contained the complete Doctrine in a curtailed form. All the cephirotes taken together made up a system, and so they followed the Principle of octave cycle recurrence. For this
reason, the first panel in the Hesi-Ra’s tomb (it was actually the zero one, and it was also the
ineffable cephirote) coincided in its outlines with the last, eleventh, panel that symbolized the
Principle of Harmony. The crowning board embodied the completion of harmonic transformations enabling the System to take a step to the next octave diapason. That circumstance served as
a key to our reconstructing the final panel, which unfortunately has not survived up to now (Fig.
28a, 28b). It should be noted that the seated human figure in the first panel symbolizes the basic
speech structures of KA—BA—LA with its gestures: the left hand holding the rods is pressed to
the breast — the receptacle of the human soul (KA), according to ancient Egyptians as well as
Christians; the priest's vision (cf. vizier, visor) is focused into the knot (BA); the right hand
points to the tuning fork tuned to 441Hz (LA = la). Without any doubt, it testifies to the fact that
ancient Egyptian priests had Kabala at their command, and its name was composed of the basic
syllables. It is not useless to remark that the reverberating consonant R (RA) is the dynamic
aspect of the static sound L (LA); so, Ra (light) is La (link) because the created (materialized)
light is polarized, focused, and bound in the point of the optical refraction of the light flow of a
strictly linear (non-wave) organization. This flood-field functions as vacuum, which is supposed
to exist as modern physics thinks. This radiant field is indistinguishable cither from absolute
emptiness or from absolutely solid substance in its dynamics.
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28a, 28b. A hypotenuse has the name of Horus in 3:4:5 “sacral triangle”. Being the first derivative of some
function, the hypotenuse is known to characterize the rate of a process that regulates the interaction between
dynamic agents represented by catheti in a formal way. For this reason, the hypotenuse is a harmonic parameter
of the right-angled triangle, for Harmony in utterly impossible to exist beyond interaction and beyond interconnection. Therefore, the Principle of Harmony is the Principle of Horus whose name was given to the falcon – the
swiftest bird. The priest of Horus was empowered with the authority to initiate an applicant into the contents of the
harmonic cephirote; when he conducted the ritual, he had to put on a symbolic visor of the falcon-Horus. That is why
the human figure in the final panel would most probably be depicted wearing a ritual visor of the falcon-Horus. In
that case, following the context of numeric values of the Golden Section so ingeniously fixed in the survived panels,
the falcon’s eye – as a point-like (accurate) position, or as a sight (the sight=bi/ZERO=two points, which are the
sight’s ends, and in this instance they are the pupil of the eye and the knot-point) – was as far from the upper edge
of the board as 0.882M, with the human figure being 2M high, as the mantissa (882) is the numeric value of the
octave sound of the tone A (la) of the 441Hz rate. Then, the gap between the crown of the falcon’s head and the
bottom of the “headspace” is 0.073M; the height of the lower (supporting) frame corresponds to it in all the
intermediate boards. In case of panel 11, the height of the lower horizontal frame will prove to be 0.135M, which is
symbolically adequate to the functional meaning of modal quantum 0.118 as the basic operator of harmonic
transformations: it is denoted by the metric quantity of 135 mm in the Duplex-modulor. Thus, we get a directive to a
numerological transition of relative values and functions of the Golden Section (0.135M) to similar metric values
(135 mm) in the Duplex-modulor scale. There is no room for coincidence here, as we can supply other similarities of
the kind. So, there arise additional arguments confirming that ancient Egyptian priests were knowledgeable about
the Duplex-modulor that coincided so accurately with the composition of the “arc" in panel 1 (Fig. 27) and matched
with metric values.
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When revealing sequent geometrical steps that add to the “text” of the positional and digital script in
the boards of the tomb of Hesy, we disclose basic regulations, or Universalities (Principles) that constitute
criteria of the concept of SYSTEM. It is a tempered scale, and a proportional sequence of Golden Section
quantities, and a structure of an animate organism, including the human scale; and so as the speech, too, i.
e. an ability to express a meaningful idea by means of sound oscillations. Therefore, speech is also a subject
of Harmony. But then, speech as a system is to contain a limited range of special linguistic structures (e. g.
phonemes, or syllables) that shape and reproduce a huge number of ideas in a distinct speech of any verbal
language. If it is true, Egyptian priests could (were obliged to) introduce basic speech structures (like
chemical elements of D. Mendeleev’s table) into a message of positions and digits. It certainly could be done
on condition that they knew those speech elements. The supposition has proved to be true: a human figure
in the principal panel registers three basic speech elements, or syllables, by means of bodily gestures —
yes, by gestures as movements, for sound is an object of dynamics. Two of the syllables — KA and BA —
personify soul, the most important human attribute, which was of a double origin, as the Egyptians
believed, and inhabited the human body in the vicinity of heart. It coincides with what Christian religious
texts say about the location of the soul in the human body. The meaning of the third syllable had never
been in the secular use. Neither had it been written down, for it concentrated the essential meaning of the
notion of HARMONY. That was syllable LA, the same as the tuning A (la) tone of 441Hz — musicians tune
their instruments to it. It is to be emphasized that LA is identical to RA that was the name of the Sun in
ancient Egypt. A phoneme L is “static” in nature (the tongue hardly vibrates when it is pronounced), while
in pronouncing R, the tongue vigorously produces oscillations in some languages, Russian included. For
this reason RA is of a “dynamic” nature, and this is why it is difficult for young children to pronounce it correctly and they substitute L for R. It is not accidental that frequency 441Hz as a super-stable oscillation is
denoted by LA'=LA, since phoneme L has a “static”, that is, stable quality unlike RA where R has a
“dynamic” property which corresponds to the dynamic nature of the solar light flow composed of a rich
spectrum of frequency oscillations. So, we can positively say that with ancient Egyptians syllable RA denoted not only a Universal object (Sun) but also expressed a more capacious meaning — light that
penetrates, “impregnates” (“binds together”) the entire world formation and stimulates the appearance of
an innumerable multitude of phenomena in the material world. This is the created light of a polarized
organization, which is modeled by the SDS topology. The main thing is: both invariants (RA and LA) constitute a single integrity. And all the three syllables — the basis of the abundance of the global speeches (“And
the whole Earth was of one language, and of one speech”. Gen. XI. 1) — make a triplet, like that of the TS—
BS—S, giving the title of the most ancient esoteric (mystic) Doctrine of KA—BA—LA, where LA denotes
communication, that is, the nucleus of the Principle of Harmony. Hence, we should inevitably admit as a
fact that, firstly, the spelling of the word kabala with double b is a slang variation, and, secondly, ancient
Egyptian priests had known the doctrine very well long before the fore-father of the old Jews was born
although its origin is traditionally ascribed to him. The doctrine had been kept beyond the reach of
common mortals because of its huge store of knowledge making an integral system of the natural science.
That was the reason of an ambitious dignity of the priesthood possessing an air of unattainable power.
Something similar takes place in our civilization where the world of science strives to lay a priestly mission
on itself. Unlike contemporary men of knowledge, those ancient priests had not only had a deep insight into
the essence of the subject of religion but thought it to be of primary importance. When science is outside
religion, it is a nourishing source of arrogance — a mother of the spiritual sterility, echoing in terror. You
can find a detailed discussion of the subject of syllabic speech that has most completely survived in the
Russian (just Russian) language in my book Time Linking Thread [54]. I just talk about it here because I
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am going to express a few ideas of my own about the ANKH symbol (Fig. 29)
that symbolized a key to understanding a ritual of opening (unsealing) the
mouth. That ritual aimed at enabling a human to transmit the word of the
Almighty, that is, to prophesy. It was realized via the human heart, a
habitation of the soul — through the position of ANAKHATA, as it is called in
ancient Indian variation. The words ankh and anakhata are linguistic
relatives. As the SDS topology shows, communication with the Divine eternal
single flow, named ATUM=ATOM (integral, without parts) in the pre-dynastic
times, can result only from a resonant “contact”, when a human being receives
communion from the Creator by his/her heart (focus). It is then that a human
is bestowed — as a grant — an ability to perceive the Creator’s voice. So,
ANKH is a key to the human heart, which is “home” where “resides” the God
(compare Slav, dom — home, house and KHATA — cottage). That was why a
ritual of initiation into the order of HORUS terminated with handing a symbol
of ANKH and was so significant with Egyptian hierarchs. However, a heart
could “contact” with its Creator only if an applicant had a cleansed, pure,
“light-weight” heart unburdened with any sin or evil. For that aim an applicant
had to undergo an occult procedure of “weighing” his heart at the final trial by
Osiris. He who was awarded with the symbol of Ankh was immersed into a
death-like condition by means of magic. Then he was “resurrected” in a similar
way and got his “second” birth, only when he successfully returned into his own
body after wandering out there, which was so dangerous of complications
ruinous for human psychics. It goes without saying that an occult-magic
experience like that had nothing to do with an actual resurrection that is
considered a crowning stage of an earthly existence for a mortal who leads a
Christian life. Nevertheless, like Christians, ancient Egyptian religion estimated
the human heart, morals, and spirituality as the principal criterion of a human dignity, i. e. his ability to
communicate with the creative Origin. But since both “death” and “resurrection” were achieved as
imitation, as an artificial act, a human being could not actually attain the level of his Creator, for the Christ
stated, “No one comes to the Father other than by Me”. The reason is that humans, being sinful, are
deprived of the ability to reach the God owing to their own efforts. Being a magic (forceful) experience,
occultism inevitably had been leading the Egyptian civilization to its catastrophe, and so it happened in the
long run. God is Love. And it is mercy that is inherent in Love, and not force as the basis of the occult
techniques — the foundation of paganism. However, humankind has not learnt a lesson of the past
experience. And a pagan tone is heard throughout the planet more and more loudly supported with a
tendency of globalization and total unification of the social order. “Globalization” seems to be a social
invariant of the Babel. Its termination might turn out to be similar to that in the history of ancient Egypt,
or in the fate of Babylon. The world community can observe today some indications of a future prospect
greedily reaping luscious fruit of the poisonous Tree of knowing good and evil.

In the first place, you are supposed to set a standard segment taken for a modulus.
Le Corbusier takes M = 1,130 mm in his Modulor pattern. If we duplicate it, we shall get 2,260 mm.
Unity M = 1,130 mm defines segments in the Golden Section: 700 mm = 0.618M and 430 mm =
0.382M. A half-modulus will be 565 mm (“a step”). So, modulus 1,130 mm expresses a conjugated
“step”, bi-step, (BU=BI with ancient Chinese). In the Modulor, quantity 0.118M is M:2 – 0.382M =
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1,130:2 – 430 mm = 565 mm – 430 mm = 135 mm. So, the complete scale of the Modulor will be
expressed as M + M + 0.118M = 2.118M = 1,130 mm + 1,130 mm + 135 mm = 2,395 mm — and it
will define an interval where a man’s hand is raised all the way up. The same position for a woman
will make M + M – 0.118M = 2,260 mm – 135 mm = 2,125 mm. Le Corbusier’s Modulor does not
supply this solution because he does not take into consideration proportions of the female body in
their rhythmical correlation with those of the male body. This has proved possible due to a
mathematical description of the SDS objects. Here is what I would like to remark. Since M = 1,130
mm, and Man is 0.618M = 700 mm taller, which makes 1830 mm, it is appropriate to add 0.382M =
430 mm to M. It will make 1,130 mm + 430 mm = 1,560 mm. And it is evidently a duplicated wave
of tone A (la) equaling 780 mm = 1,560 mm : 2. So, linear values derived by Le Corbusier are
resonant to a harmonic music gamut.

For correct commensurable manipulations, it is allowed to add and subtract not only intervals
of Golden Section members. Any values duplicated or divided in half can by applied, for they
correspond to the Principle of octave (to divide a string into two parts or make it twice as long is
concordant with a phenomenon of resonance inherent in the Universe — a universal phenomenon:
signal—echo—resonance). A question immediately arises in this connection: why does Hesy-Ra
allow for the trebling of quantity 0.118? The answer is simple. If the initial quantities are harmonic,
the result is also harmonic. And we get: 0.5 + 0.146 (both are harmonic) = 0.646. Then we have: 1
– 0.646 = 0.354 = 0.118 × 3. In other words, trichotomy is as relevant as dichotomy which is
expressed by a most euphonious consonance of FIFTH — 2:3. This is clearly displayed in the basic
panel (Fig. 1) built after pattern 1:3. Unfortunately, students of architectural departments are not
taught this subject. So, a modern professional architect is ignorant in this sphere and does not know
the rudiments of Harmony. And they are not demanded as they are not integral today with a
modular network used in industrial housebuilding [1; p. 158]. And we are getting more and more
convinced that number «3» is the “salt” of the subject of Harmony. A representative of ancient
Egypt had known about it and used his knowledge successfully. With Hesy-Ra, we see an unfailing
genius of Master possessing the “technology” of the Golden Section in its most diverse range of
variations with the intricateness and ingenuity of a virtuoso, and in a logical and systemic approach,
and not just arbitrary manipulations. The panels, all the eleven boards, are integrated into a
common context by which means the author of the “scripture” renders fundamentals of Harmony
that “bridge” linear parameters of an object in space and harmonic tones. The principle of octave in
both cases follows the rule of linear resonance supplemented with a “spectrum” of delicate
irrationals that reflect a phenomenon of non-linear resonance beyond which it is utterly impossible
to create a varicolored work of art. It is “music” for the aims of architecture, and “architecture”
within a system of scale temperament. This is no allegory — this is a theory and a method. You can
“read” the text of so mysterious a “message” only if you investigate all the panels as an integral
system. If the panels had not been created in ancient Egypt, they would have to be designed today
[52].

We feel competent to ask, in this connection, the following question: had the author of the
panels been aware of a geometrical method of dividing a segment “in its extreme and medial ratio”?
Time and again, the panels strike us with the beauty of their logical structure and communicational
commission.
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It we shorten the longer wand in panel 4 by the length of the shorter wand, we shall get the
exact (!) linear size of the longer wand in panel 3, where it is positioned strictly along the vertical
axis and divides the width of the board (the standard) m the Golden Section ratio (Fig. 3). It is
again the BA-KA principle since the wands in panel 4 correspond to a diagonal and a shorter side
m the 1:2 rectangle wherefrom begins a classical construction of the Golden Section: conditions
for initial quantities are represented in panel 4 (KA) whereas the outcome of their application is
derived by transferring a diagonal “remainder” into a “different area” — panel 3 (BA). It is quite
similar to the procedure of turning (transferring) the diagonal “remainder” at the top of the
rectangle and its superposition over the rectangle base in BS (above the standard), thus achieving
the desired result (Fig. 10).
Now, we are to decide why the lateral frames of panel 3 (BA) are twice as wide as those in
panels 2 and 4 (KA). The matter is, the height of the human figure in panel 3 is half the sum of the
heights of human figures in panels 2 and 4. Numeric values of these heights in panels 2, 3, and 4
are 1.354M; 1.368M; and 1.382M, respectively. They are set in the following way.

The numeric value of the cane stick represented in panel 2 (0.354), although it is in the
M scale, is added to the height of the seated human in panel 1, and it defines in this the height of the
human in panel 2 (1.354M). Similar height in panel 4 is established in the same way, only the
numeric value of the “magic” haft (0.382) is added to the human figure height in the basic panel
(M scale), and it makes 1-382M. Further on, (1.354M + 1.382M):2 = 1.368M — this is the height of
the human figure m panel 3. So, it brings us to a conclusion that this height in panel 3 equals half the
sum of the human figure heights in the adjacent panels, and the width of the side frames in this
panel equals the sum of the side frames in those panels. And then, the top of the figure head in
panel 3 would get exactly (!) onto the middle of the height of the board if it had a headspace 1.368M
+ 0.073M = 1.441M = 2.882M:2 because the height of the lower horizontal frame in panel 4 (so as in
all the boards but panels 1 and 11) is 0.073M. The cut-off headspace in panel 3 proves to be easily
“restored” — you have only to compare the depictions of three panels 2, 3, and 4. But here springs
another surprise: the distance between the top of each human figure (in panels 2 and 4) and the
edge of the board is identical (1.427M) — only m panel 2 it is the lower edge while in panel 4 it is
the upper edge. And curiously enough, this distance (1.427M) and the width of the inner field in
these panels are coordinated by a Golden Section ratio (1.427M:0.882M = 1.618). And yet, what was
it that induced the author the panel designs to eliminate a headspace from panel 3 and narrow the
width of the inner field by widening the side frames?
Dear reader, if only I were able to express my deep elation I feel while writing these lines, if
only I could do a “wonder” and try and pour my emotions stirring me so much into everyone who is
reading this text to take them to his or her heart! He who had arranged that system of panels had
been endowed with an inexhaustible intelligence. The “cutting” of the headspace off panel 3 is a
“move of a knight”, so to speak, because — I daresay in full responsibility — ruined panels 7, 8, 9,
and 10 had initially had no (!) headspace, either. Why? The simple reason is the whole range of
boards had to symbolize Luke’s numeric sequence thus duplicating the sequence exemplified
earlier by panel 1 — two panels have a headspace present (panels 1, 2); one (panel 3) — does not;
three boards (panels 4, 5, 6) have a headspace; four (panels 7, 8, 9, 10) — do not. And at last, the
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final, “zero” one (“octave” panel 11) has a headspace. Thus, we get a sequence: 2—I—3—4—«0». It
could not have been any other way because it would have been extremely strange to have just one
board with a “cut-off’ headspace in the framework of an integral system of boards. Having counted
the number of the panels containing a headspace (with the exception of the “octave” one), we get
2 + 3 = 5 (“BA” type). The same is true for the panels without any headspace in them — 1 + 4 = 5
(“KA” type). By adding the “negative” (5) to the “positive” (5), we get 5 + 5 =«0». I suppose that this
mathematical operation is directly related with the scale temperament of the ancient Egyptian time
because range 2—1—3—4—«0» includes numbers directly linked with both the initial members in
the natural numeric sequence (0, 1, 2, 3, 4), and with the so-called Pythagorean tetractis — tone
(1:1); octave (1:2) fifth (2:3); and fourth (3:4) where 1:1 is 1; 2:1 is 2; 2:3 is 3; and 3:4 is 4. So, in its
numerological aspect the tetractis is expressed as the following sequence: 1 (tone); 2(octave); 3
(fifth); and 4 (fourth). But since a tempered scale is realized within the scope of integrity, that is,
within an octaval interval (Pythagoras did not allow for it), the sequence of tetractis elements is to
be: 2—1—3—4 which directly corresponds to Luke’s sequent numbers — the sequence starts with
a two symbolizing an integer — the octave, and not with one. In other words, the “whole” comes
first, followed by its “parts”. It was in that way (2—1—3—4), that masterpieces in the tomb of Hesy
had been arranged. The tetractis as well as the theorem of an equilateral triangle are not invented
by Pythagoras. And historians have attributed the inventions to him. That talented Greek seems to
have been taught by his Teachers — Hierophants. It means that Greeks were not initiators of the
theory of Harmony as we learn it at school. Naturally, the suggested idea does not in any way
diminish whatever Pythagoras achieved.
Let us make another correction. As panel 11 terminated the octave diapason, it was to be as
high as the basic panel to be derived by “matching” (superposition) “octave” (panel 11) and “tone”
(panel 1) panels. And so was closed the harmonic scale of ten intervals. The “superposition” of the
last board over the first one — is a counterpoint (“point against point”), a two-part texture perfectly
mastered by J. S. Bach. Ancient Egyptian priests seem to have possessed that technique (BA-KA);
and if the first ten panels contained a hieroglyphic text, in the “octave” panel it was not presented.
Its context was to reiterate (like tonic “repetend”) a message described in the first panel. Thus, the
whole range of panels looked like a grand “iconostasis” with “Ten Commandments” inscribed in it.
Moses, who was bestowed Ten Commandments and then “brought” them down to the people of
Israel, marched the beaten road. The lateral frames of panels 7—10 were undoubtedly made as
wide as those in panel 3. The matter is, the correlation of the inner field sides in panel 3 is set by
ratio 0.764M:2.073M = 0.368 where 0.764M is the width and 2.073M is the height. But numeric
value 0.368 corresponds to quantity 0.368M which makes the human figure depicted in panel 3
taller than that in the basic panel. The very quantity of 0.368M is half the height of the headspace.
0.368M × 2 = 0.736M. This points to a connection between the “cut-off’ space and dimensions of the
inner field in panel 3. As it turns out, it was actually for that aim that inner area in panel 3 was made
narrower. And since the headspace was not shown in panels 7—10, its “traces” were to be fixed by
the same correlation of the lateral frames. There is only one final, crowning, link left to be fixed in
order to have a complete numerological pattern of the panels.
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By observing the whole range of the panels from left to right, that is by embracing them as a
certain integral thing, we primarily specify sequence 2—1—3—4 that fixes numbers of the
tetractis pointing to the relationship between the panel order and the harmonic scale. Another
sequence of “magic” numbers 1—3—7 is revealed in juxtaposing the arrangement of depictions in
the panels: one (panel 1) — three (panels 2, 3, 4) — seven (panels 5—11). The panels should now
be counted down” in the reverse order, i. e. from right to left, according to the principle of cycle
recurrence (a to-and-back course). An additional explanation is required here because otherwise
a significant detail can escape our attention in surveying the panels.

The size and the main design “stakes” of panel 1 are conditioned by geometrical
manipulations of initial standard M:3M, that is, rectangle TS (threefold square; Fig. 1) not available
in the “iconostasis” of tablets. And this is clear because the standard is a “secret” matrix-tablet to be
logically derived by an examinee — he must “return” to it, as it were, otherwise it is absolutely
impossible to realize a harmonic design of the principal positions in the carvings, and first of all in
the basic panel compositions. As is now established, panel 1 (BA) is, in its turn, “instrumentally”
correlated with panel 2 (KA) making a complementary BA-KA couple (Fig. 14). But the design of
panel 2 is conjugated with similar designs of panels 3 and 4 — a hieroglyphic text is introduced and
a human figure is “traced”. In the long run, panel 4 gets its “response” in panels 5 and 6 (no
headspace in panels 7—10). We are entitled to unite the first six panels by means of “genetic”
standard matrix TS. To put it differently, the first seven boards, including the standard one, as if
“flow” from one into another throughout their organization. Consequently, the “back-count” of the
panels from right to left will produce the following order of digits: one (panel 11) — four (panels
10-7) — seven (panels 6-«0»), i. e. 1 – 4 – 7. Number 147 is shaped, which was famous in the deep
antiquity as the fundamental numerological code. This number is remarkable in one respect – the
sum of its digits (1 + 4 + 7) gives 12 and “curtails” (1 + 2) into “magic” number «3». Trinity was the
“ideal”, or “divine” number with ancient people because there was a mystery of creation behind it.
Thus, Hesy-Ra’s panels contain several layers of information undoubtedly demanding great
erudition to be revealed and “read through”. A stage of “initiation” is considered to be preceded
with a long preparatory period for an “applicant”. It is not insignificant to add that a league of
eleven Hierophants included the twelfth member (“ranking beyond”) — it was Pharaoh
“consecrated” into the orders of Horus and legally endowed with sacral Knowledge through a ritual
of his initiation; the ritual included a special procedure on entrusting Pharaoh with the symbol of
ANKH. He acquired the full power of the monarch only possessing that symbol.

Egyptologists still adhere to their opinion that Egyptians did not know decimal fractions. But
this consideration is disproved with the obtained results. The examination of the panels has
revealed that numbers and their reverse quantities were considered by Egyptians to be interconditioned pairs. Decimals could not be overlooked by inquisitive minds, for a decimal system was
assimilated (a tempered scale had ten intervals, and it is symbolized by the panel arrangement; a
social hierarchy was stratified into “deacons”). But that kind of knowledge was kept secret. Besides,
rods in panel 1 convincingly evidence that there was revealed a numeric transition from irrational
quantities to fractions of multiple values related to a conventional modulus.
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One cannot help asking a question, what was “the Glorified by the Sun” like in his lifetime? If
the panels describe methodology of the theory of Harmony by means of the geometrical language,
as a constituent part of the secret (sealed) disciplines mastered only by priests of the highest rank
(Hierophants), then, naturally, nobody could be allowed to install panels possessing secret
information in a tomb of an ordinary priest. To understand better Hesy-Ra’s social standing, we
cannot do without some printed matter. We are lucky to have some although it demands additional
investigation.
Below is a text devoted to outstanding scribes [30], I think a text like this can be trusted:
Is there anywhere anyone equaling Jedephor?
Is there anyone equaling Imkhotep?
There is no equal to Nephry among us,
No equal to Hetty, the first among all.

(1)

So, according to the text (1), there lived someone named HETTY in ancient Egypt (hat can be
interpreted from Coptic as a “receptacle of mind”). Imkhotep, an historically authentic person, is
mentioned among other names, so as Jedethhor. Hetty is not a fictitious personality, either. In his
merits, he was comparable to some extent with the genius of Russian literature Leo Tolstoy. And
yet, why is so lofty a praise sung to Hetty? To understand what it means to be ranked higher than
Imkhotep, at least, let us look into another text [25]:
Vizier to Pharaoh of the Lower Egypt,
First after Pharaoh of Upper Egypt,
Manager of the Grand Chamber,
Noble citizen, great priest of Heliopolis,
Imkhotep, was a constructor and a sculptor. (2)
As we see, only Pharaoh alone was his superior. There is a text of the same origin describing HesyRa’s social position. Let us read it again:
Hesy-Ra was Head of Desiutus and Head of Butos,
Head of healers, Pharaoh’s scribe,
Pharaoh’s retainer; Horus’s priest,
Pharaoh’s chief architect,
Supreme Head of the Southern Ten and engraver. (3)
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Judging by comparative authority and responsibilities both representatives of priesthood
were empowered with, Imkhotep was merely a constructor (a person who carries out
construction), while Hesy-Ra was Pharaoh’s chief architect (he who was entrusted with designing).
Presumably, there did not exist any clear distinction between the functions of an architect-designer
and an executing constructor in ancient Egypt as it is practiced now — one specialist could combine
both functions. Nevertheless, if Imkhotep was considered to be an architect, Hesy-Ra was Pharaoh’s
chief architect: could one be ranked higher? In that respect, his title and disposition surpassed, of
course, Imkhotep's status in the field of architecture. Remember, however, that common talk
attributed to him the development of the canon. Consequently, Imkhotep was famous among
people. He was, moreover, the Great priest of Heliopolis, that is, the highest religious hierarch. And
there was no rumor whatsoever about Hesy-Ra On the one hand, it can suggest an idea that he did
not occupy a very high position within the hierarchy, but on the other hand, he could be so prominent a figure that his name and chief powers were kept a strict secret. That could be explained by
Hesy-Ra’s extensive knowledge in the sphere of secret sciences, and primarily the knowledge of
Harmony embracing all the diverse aspects of human activity. But then, there should be found some
convincing evidence stating his commissions in that sphere. And they are available.

Hesy-Ra was called Horus’ priest in one of the texts mentioned above (3). It seems to be a
rather humble position for a high priest, at first sight. But if we remember that Horus is the symbol
of Harmony (catheti of sacred triangle 3:4:5 are named after his parents — Isis and Osiris; the name
of Horus also defines a hypotenuse which expresses harmonic relations between “parent” catheti),
the social standing of Hesy-Ra becomes several points higher than the hierarchal rank of Imkhotep:
to be Horus’ priest means to function as the warder of the knowledge of Harmony. And now,
another bit of information becomes relevant in commenting upon Hesy-Ra’ authority as Head of
healers. The thing is, to know Harmony and its laws meant, first and foremost, to know the
structure of a human organism (anthropomorphic Principle), and healing was based on the
knowledge coded by the canon. That method was widely spread both in the Near and Far East. You
can also come across some information of the sort in ancient Indian treatises. Hesy-Ra could be in
charge of healers only if he was directly concerned with the creation of the canon and knew all its
minute peculiarities. That is why we can admit that he was probably among creators, if not the chief
originator, of the canon. So, one should think Hesy-Ra was highly competent in the methodology of
healing, and he was not mere nominative Head [31] because he mastered the “technology” of the
canon very well. The architect was probably appointed to be Pharaoh’s scribe owing to his
extraordinary intelligence — that position required an ability to record Pharaoh’s ideas in writing
accurately and to make corrections if it was necessary. A modest position of Pharaoh’s attendant
prompts an idea that Hesy-Ra had responsibilities of a secret advisor. And yet, Imkhotep was “Vizier
to Pharaoh of the Lower Egypt, First (italicized by me. I. Sh.) after Pharaoh of Upper Egypt, Manager
of the Grand Chamber, Great priest of Heliopolis...” Here are requisites of the highest power. And
what about Hesy-Ra?
Eleven boards were installed in the tomb of Hesy-Ra, and one was chief among their number
(a “deacon”). So, there were eleven panels with depictions in their surfaces and eleven more ones in
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their backsides displaying some patterns, probably explaining canonic basic technology of
designing one board or another. The total number of panels stuffed with message was twenty-two.
And now, let us recollect something.

General regulations (Principles) ancient Egypt adhered to in understanding the world order
were explained in twenty-two Arkanes grouped into two units of eleven Arkanes each. As was
discussed, the first unit defined the principles of general ideas about the world structure. Number
«11» was “magic” (powerful) in a sense that the first unity of the second step (tier, degree) of the
decimal system is the initial (starting) stage of the next decimal “layer” — it immediately becomes a
“hierarch” of the previous ten. Priests — Hierophants were considered to be the “brain trust” of
ancient Egypt (those who knew the fate, or “prophesied” the future, i. e. pro-scopists, predictors) —
keepers of the secret, geometrical, knowledge, including the knowledge of Harmony, as has earlier
been mentioned, that was the highest level of Knowledge. There were eleven Hierophants, counting
their leader, or a deacon. That conglomeration of Hierophants was “stratified” into three levels: a
“Three” of the Highest Executors — Jedephor, Imkhotep, Nephry; a “Seven” of the Highest Jurors —
their names are still unknown; an “Ace” — Sinthesizer (Hesy-Ra), or the Great Predictor, that is, the
One Who Takes Decision. There were eleven Hierophants (BA) in the South, in Upper Egypt, and the
number of the back-up Hierophants (KA) in the North, in Lower Egypt, was also eleven.
Southerners were chief Hierophants since Lower Egypt was more frequently invaded by foreigners.
The Bearers of Knowledge were to be carefully guarded, for Knowledge is Power. For that aim
South was preferred. The text says about Hesy-Ra quite clearly, “Supreme Head of the Southern Ten”
(italicized by me. I. Sh.), — that is, a deacon, or the eleventh one.

The social structure of ancient Egypt was a hierarchal scale, as we know, in which ten
community members made an “elementary” unit; it was headed by an official — a deacon, or a
supervisor. Those tens grew larger, and their deacons united into another “elementary” ten of a
higher order (like in the rule of octave) and got their manager who had supervisors of lower tens in
his direct subordination. Supervisors of larger tens were again “completed” together with their
subordinates into still higher hierarchal tens, eventually reaching the very top of the social “pyramid”. The Supreme Ten was headed by the Hierarch appearing to be a crowning authoritative
unity of the entire multi-tiered scale of ranks. I am afraid, one line in the text is inadequately
interpreted (“Supreme Head of the Southern Ten”), for it is more likely to mean the Supreme Ten of
the supreme hierarchs in the Egyptian social system — a league of priests — Hierophants, or
“prophesiers of the future”, that is, endowed with unique social authority through their merits and
virtues. So, to my mind, an adequate interpretation of that original passage should probably read as
follows, “Head of the Supreme Southern Ten”. To be the “head” means to be a crowning link in a
respective social “chain”. So, there did not seem to exist a higher social rank in ancient Egypt (than
that occupied by Hesy-Ra). Who was to be commissioned to design the first large-scale burial
pyramid (Jesy-Ra’s)? Judging by their functions both men exercised, Imkhotep evidently had
responsibilities of the executive power, whereas Hesy-Ra (Glorified by the Sun and hence Glorifying
the Sun) was among those who were occupied with prediction. Besides, he was the leader of
Hierophants. It means that if Imkhotep was the First after Pharaoh (italicized by me. I. Sh.), then
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Hesy-Ra was above Pharaoh, for “grammars were not obliged to follow tsar’s orders.” Therefore,
Imkhotep was an architect, and Hesy-Ra was Pharaoh’s chief architect. To put it differently, there
was an «A1» man in the period of Jesy-Ra’s reign, surpassing Pharaoh himself; he was in disguise to
keep secret the Knowledge he mastered perfectly well There is nothing impossible about it because
Pharaohs, as has been noted, were obliged to undergo a ritual of consecration to the orders of
Horus. Pharaohs were to demonstrate their knowledge of the fundamentals of Harmony and to
acquire a legal right to apply the obtained knowledge to their ruling powers to be able to govern the
country. Initiation (an “examination”) was given by a Hierophant who was not only in perfect
command of the theory of Harmony but who also had the authority of Horus’s priest — it was HesyRa who was that priest. Hence, the great Predictor is BA, i. e. central focus, while Pharaoh is KA. And
then, the design of the tomb, or its “experiment” becomes clear — its destination was to display
“visual aids” on the fundamentals of the theory of Harmony. It seems logical to suggest that only
those could be admitted there who were to pass the “examination” on the subject in question. If an
“applicant” explained correctly the design of a specific panel, its backside was turned around to
present a geometrical pattern as a key to a panel description. But before investigating a panel, an
examinee had to explain the arrangement of the entire range of the panel ensemble in the aspect of
Harmony. It was indicated by the presence or absence of headspaces in successive panels. And only
if the question was answered correctly, he was handed over a “magic” wand in order to be able to
find out the location of compositional elements in each panel. In answering the last question, he
was supposed to refer to standard matrix 1:3 symbolizing the Principle of triunity. And naturally,
there was no other choice for him but to exclaim, “The God is triune!” That was the moment of
perceiving the loftiest Mystery. But the God Himself remained Invisible.
It was there, in the future burial vault of the priest of Horns, that the panels were
manufactured in order to keep the procedure secret from a “stranger’s eye” since the panels set
forth “secret” Knowledge. Actually, it could be true because there was found an unfinished panel to
be probably a substitute for a decayed one. And since they required a high degree of precision, all
the compositions had to be carried out integrally and simultaneously. To do it, surfaces of all the
prefabricated boards were put onto a common horizon. Some passages were made between the
boards for convenience. To stabilize the boards for the whole period of work and to coordinate
similar positions along the horizontals, the boards were fixed in such a way that their upper edges
rested on a wall. It means that each hoard had a headspace when carving was started. Images were
marked by means of a cord — a “drawing rule” — stretched along the points that had been marked
in the extreme boards beforehand so that horizons would coincide in all the boards. It is in this way
(“by a drawing rule”) that a designer draws facades of a design building to specify dimensional
drawings of different cross-sections. And only after all the work had been accomplished,
headspaces were cut off panels 3, 7, 8, 9, and 10. A “technological” process like that demanded a
spacious workshop, and so it was designed accordingly. The boards were displayed there later in
their computed arrangement and in special wall recesses provided for that purpose. When the
priest-architect died, he was buried there, in his “workshop”. The function of the “magic” rod had
evidently been forgotten for good by the time of Pythagoras. And neither his disciples, nor his
followers (as well as Pythagoras himself) were able to discover such a really inventive idea.
66

These circumstances can suggest a well-grounded statement that someone named HETTY
(“first among all”) was consecrated to the orders of the god Ra (Hesy-Ra) for the development of
aesthetic (and also ethic) Principles shaping a canon system that reflected harmonic foundations of
the world building. Pharaoh was also initiated into the Ra orders, thus getting the name of Jesy-Ra
(not “Joser”, in the least, as it is written in books on the Egyptian history). Later on, biological
rhythms of the canon found a formal expression of their content in anthropomorphism of “sacred”
triangle 3:4:5 (Isis, Osiris, Horus), for Harmony is a criterion of anthropometric (biomorphic)
organization of a system. You can find some indications about it in the Bible, “And out of the ground
the Lord God formed every beast of the field and every fowl of the air; and brought them unto
Adam... ” (Gen. II. 19). The organic expansion of the Harmony onto the Principle of anthropometric
similarity is, in its turn, the expression of creativity because no activity can be considered creation
beyond Harmony. So is a social structure, too, unable to lead a society to any flourishing if it lacks
the Principle of Harmony. Evidently, issuing from those concepts, Horus embodied in ancient Egypt
the Principle of Harmony and simultaneously was the expression of creative inspiration that
overthrew “evil” forces in Nature. That was why Horus had perpetually been defeating the fiend of
creative cosmic deities. Horus—Harmony—Man is a standard of organizational stability and
perfection. That was why, centuries later, the antiquity equipped itself with a famous thesis uttered
by Pythagoras, “Man is a measure of all things” though it is carelessly buried in oblivion by our
contemporaneity. The predomination of the Principle of Harmony broke a path to an
unprecedented flourishing of Egyptian culture that culminated during the period of Jesy-Ra’s reign
— a period when a system of the written symbols completed its development. So, it is not
improbable that the Pyramid designed for Jesy-Ra was the first “experimental” construction to be
followed by an integral complex ensemble of the Great Pyramids in Giza — in compliance with the
design developed under Hesy-Ra’s guidance and with his “participation”. That was a grand
experience of no precedence based on theoretical suppositions confirmed by Hesy-Ra’s canon.
Abstract mathematical calculations as a system of harmonic anthropometric regulations were
introduced into the practice of building architectural constructions, and pyramids as its first
example, those gigantic symbols of human labor, which is reasoned by many researchers. We have
to agree, in this case, that harmonic commensurability could be integrated into a sphere of building
experience only after the creator of the canon (or a team of creators) had described and
substantiated the “gist” of the subject of Harmony to the supreme authorities. Even nowadays, a
dedicated researcher, striving to realize his ideas into reality, spends years of his life time, as often
as not, in his vain attempts to persuade local authorities of practical advantages of his ideas. So, we
are at liberty to suppose, that Hesy-Ra taught Imkhotep and initiated him into the mystery of the
architectural “magic” when handing over a “wonder baton” of Knowledge to his “disciple” who
narrated about it in his book entitled Temple Projections, as is evidenced by his contemporaries.
If the version about Hesy-Ra as the creator of the canon is true, it is also true that Hesy-Ra was
the first to discover a system of the so-called “sacred” (harmonic) triangles, and primarily the 3:4:5
triangle. If the creation of the canon goes still farther back into the depth of centuries, we cannot
dismiss an idea that Hesy-Ra reproduced the lost Knowledge that could have penetrated into
Egyptian civilization from a “mighty” source of generation, particularly, it could have been
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legendary Atlantis which had had its Temple of Illuminating Light — as legends say, that is, Tabor
Light, stimulating “enlightenment”, or spiritual rebirth of personality, its TRANSFIGURATION. A
commonly used expression — The Temple of Transparent Light — is unlikely to adequately explain
the meaning of the word transparent (it is better to say trans-apparent) beyond any religious
context. A ritual of meditation or a prayer could be very effective within the interior space of a
temple, or a similar construction, due to a greater influence of special biological rhythms of the
structural space — a temple phenomenon. When attention is highly focused, a wall, most likely
without any window openings, loses its impenetrability for eye-sight; and some mystic abilities
could be aroused to watch events beyond an “enclosure”. This phenomenon should not arouse any
confusion with us since some people possess similar abilities in our days as well. Zen Buddhists still
practice meditation “onto a wall”. A temple functions as a synthesizer in these situations that helps
generate a stationary field (inside an enclosure of restricting structures) and hold on a trance stable
and deep. That Temple was likely to resemble a pyramid with Golden Section dimensions. And
already in the 20th century, physicists obtained some data, through their experimental experience,
about standing waves (solitones) that occur within space limits of an object coordinated in its
dimensions by Golden Section ratios, irrespective of materials they are made of. They also produce
positive effects upon life functions of biological objects placed into such spaces for a certain period.
Centuries later, the essence of the anthropo-rhythmical structuring of an architectural space was
lost, unlike the tradition which has remained stable and perfect, and yielding great aesthetic
achievements.

If Hesy-Ra understood the subject of Harmony (and he could not fail to understand it as he
had responsibilities of Horus’s priest), then it means that the construction of pyramids was not in
the least aimed at designing burial grounds for Pharaohs — that was a secondary, accompanying
procedure — because material resources of the country were limited, but it was conceived for
priests who had far-reaching objectives pursuing an intensive and extensive program of the
autocratic ruling of the country by means of psycho technology — a really breathtaking design. The
fate of ancient Egypt was willed by the almighty Atum, being in power together with Ra but
ambitious worshippers of the cult unconsciously desired to surpass them. The collapse of the
priestly class striving for uncontrolled totalitarian domination was inevitable. Humanity does not
learn the lessons of the past. In our days, we observe the same prospects in the process of
globalization. We cannot say that the events of the bygone ages have lost their significance, can we?
The cosmic principle of Harmony is violated, and it is the essence of the synarchic principle of
Existence, — System transforms into ANTIsystem, as soon as the power of a forcible domination is
substituted for the idea of maintaining harmonic (natural) links, when the Gold of Spiritual
Knowledge (BA) is replaced by illusive (false) benefits of the Golden Calf (KA), and the well-being of
a community is limited to the flourishing of its elite. It was the way Tote-Hermes of ancient
Egyptians transformed from the Wise God manifesting spirituality and idealism (a flow, Eidos, and
hence “speed”, “swiftness”) into the cunning Hermes of the Greeks, a Harold of trade and swindling
who had only wings left, the formal attributes of idealism — “swiftness”. So, we should make a
reservation, while speaking about totalitarianism in ancient Egypt during the reign of Pharaoh Jesy-Ra.
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An idea of autocracy is now associated in our mind with a regime of violence, or as an idea of
uniformity lacking spirituality, while with ancient Egyptians it could be of a different quality. To
understand it better, we have to remind that the meaning of “total”, “totalitarian” etymologically
goes back to the name of Tote, the Wise God, akin Atum understood as God the Creator in the predynastic period. Tote is BA while RA is KA as his reflection because the BA-KA principle (invariant
of the Principle of complementarity) should have spread onto any organizational levels. The
Principle makes it obligatory to follow a double cycle — binary structuring and polar alternation.
Tote, as the symbol of the ideal in this sense, as absolute beginning, is the analogue of absolute DAO,
while RA is similar to relative DAO. This is Cosmos. It means that concept RA was comprehended in
two ways. For common people, RA was a luminary with planets rotating around it, including the
Earth. For priests, RA was, in the first place, cosmic field (the Globe of the Christians), with in-depth
processes that provided life existence in the Universe. Consequently, the “ideal” (ATUM) and the
“material” (RA) make a pair where the former dominates. Being the Source of existence, Tote
personified the creative Beginning and conditioned (through Tote as its mediator) perfect and
stable order, and therefore integrity and unity of the world system, but not in the least total forced
uniformity as is believed by modern men. Vice versa, integrity means organic relationship between
diverse forms, their variety in a single comprehensive rhythmic formation, in their unity, integrity,
and not of any dull, stiffened quality. Harmony which is the crowning Principle of Nature, denoting
Love in the New Testament, becomes senseless if the dynamics of diverse created objects of
“colored” integrity fades away. Dullness, colorlessness, and facelessness are a sequence of
distorting an essential notion of totalitarian as applied to “elementary” units of a system when the
Idea of Harmony degenerates into its antithesis — PSEUDO-idea. Every part of a system (like in a
symphony orchestra) is obliged to provide and maintain harmonic (natural and therefore healthy)
functioning of the integral organism without prejudice to any of its parts — for the sake of the
overall stability and beauty in time; now this system is being used as an instrument that facilitates
mainly the material accumulation in a certain part of the system, for example, uncontrolled
enrichment of some small social set which resembles a cancer tumor eating up the system “body”
that undoubtedly results in its spreading and, in the long run, in the ruin of the entire organism.
The idea of totalitarianism is considered to have been an expression of the harmonious
development of the country when ancient Egypt entered a stage of its fast cultural blossom for
“some unexposed reasons” (and that was the period of Jesy-Ra); the country was much obliged by
its development to Hierophants, in the first place, who did not accumulate any wealth or save any
riches for themselves, nor did they have children — heirs, as they say. It testifies to their chastity as
representatives of the highest social rank who exemplified spiritual, moral, and intellectual
perfection. But totalitarianism directed the country to its inevitable catastrophe — the great Idea
turned into its opposition and became a “Werewolf” when successors of those Hierophants broke
the vow to serve their country, when the Knowledge they possessed became a medium of gaining
their personal prosperity and was used to suppress the willpower of common people with the aim
of their unrestricted exploitation, and when the pyramid erected as an instrument “to foresee the
future became a device to affect their psychics. Eventually, a once mighty civilization weakened
from the inside doomed itself to fading out and disappearing altogether under the pressure of its
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“barbaric” neighbors. And that tragedy was imprinted into the minds of the humanity with a stamp
of callousness as, seemingly, a consequence of their totalitarian regime in its modern interpretation.

Hesy-Ra as a personality is certain to deserve “lances to be broken over” his panel
compositions because they are a fruit of a genius in their inventive and thorough concordance of
geometrical patterns that render information of the comprehensive Principle of Harmony.
Religion was undoubtedly a highly important subject to Egyptian priests if they had such a
perfect command of the knowledge of Harmony as servants and ardent keepers of the religious cult.
For highly learned researchers equipped with scholarly knowledge, religious experience was
obviously to be supported by well-defined concepts on the subject of religion as a science of the
Supreme Reality. The very word religion denotes restoration of the link. Anyway, it is actually
impossible to regard Egyptian priests as representatives of “naive” ideology only because they were
extremely distant in time from our science. We have but to admit the civilization of ancient Egypt to
be a hyper-civilization among all the others on this planet. So far, it is studied superficially and
requires a new insight into its richest religious and philosophical legacy. The panels designed by
Hesy-Ra are a unique phenomenon in the long history of the world culture, and it is impossible to
overestimate its essential value.

So, there are well-supported arguments available now to suggest that the alternating heights
of the architect in the panels designed by Hesy-Ra are encoded in a ten-tone temperament —
decatonics. And pentatonics is a natural gamut. The initial tone of this scale must be A, and it will
close a ten-tonic octave with the eleventh tone. This will be A of the next octave. Consequently,
there will be ten tonic intervals in an octave. And then, a human figure in the eleventh (lost) panel
was to be twice as high as the seated man represented in the basic panel and symbolize the
Principle of octave, as has already been pointed out (Fig. 28). The ten-tone gamut locked by the
eleventh (octaval) tone is properly correlated with Galois’s idea about the ten- and elevendimensional Universe: the organization of the Universe and that of the gamut proves to be invariant
in respect to each other in terms of numerology, and in the context of number «10» as the basic
parameter of the “genetic” code of Harmony — TS—BS—S [49].
I do not think it erroneous to say that panel compositions as well as the information displayed
in them should be a scientific manual for departments of higher educational establishments, and
not only there. It is expedient today to acquaint everyone who is in charge of a social structure of a
modern society, the society which is being absorbed in a stormy ecological crisis, described in the
Scriptures as Apocalypse. The carried out analysis is potent of retaining its status as a SYSTEM
which is both topical and scientifically validated because there is not any inner contradiction in it,
even if undisputable counter-arguments will be supplied to evidence that all the obtained data (in
terms of mathematical analysis) have nothing to do with the panel compositions. If someone would
still like to suggest an alternative opinion, he or she will have to answer the following questions:
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1. What kind of merits enabled the architect to be initiated into the orders of the god Ra? And
why did his name, Hesy-Ra (Hesira), become so widely spread, “fashionable”, later on?

2. Why was Hesy-Ra buried in a vault that was unique of its kind? What for was the
“experiment” carried out?

3. If the panels in that tomb were door imitations (as some Egyptologists believe), what was
the purpose of (“certain”) geometrical patterns in their backsides?

4. If Imkhotep created the canon, why were those panels that ciphered the rules of Harmony
mounted in Hesy-Ra tomb? Who gave the permission if everything was strictly regulated in ancient
Egypt?

5. If Imkhotep is a “star of the first magnitude” according to all the authentic source-books,
then why does the text of Glorification (and a written text must be trusted) call Hetty “the first
among all”? The legendary Hetty ranked above Imkhotep since the name of the latter was also
mentioned in the text. In what respect?

6. What was Hetty like? To my mind, Hetty and Hesy-Ra are one and the same personality of
super-genius in Egyptian civilization. I think, Hetty was named Hesy-Ra after he had been initiated
into the orders.

If there was a hierarch (Hetty) among the supreme priesthood whose name, denoting a
“receptacle of mind”, or “Man of Wisdom”, totally corresponded to the position and powers of Hetty
as the Head of the Supreme Ten, were the names of his companions — Jedeth-horus (Jodethorus?),
Imkhotep (Omkhetpas?), Nephry (Neph-Ra?) — a kind of a cipher reflecting their role and function
as representatives of the “Three” in the Supreme Southern Ten? All of them took orders — a ritual
that was usually accompanied with conferring a different name. It was through that procedure that
a man we call Pythagoras got his name, for his name is composed of two parts (Pytha Horus), and it
means “the one being enlightened with Harmony”. Hence, it points quite evidently to the first
priority of the subject of Harmony in the human antiquity. A priest of Horus — a warder of the
Harmony Knowledge — is a true testimony. Le Corbusier, convinced as he might be, was greatly
mistaken in thinking that humanity had created nothing similar to the tempered gamut for
measuring static space. Alas! Humanity had possessed that instrument since long, and quite
perfectly, not just in a trifle way, although... it had lost that treasure because of too great an effort to
keep it a dead secret. Harmony is the key to enter the System — by turning the key in the right
direction, you can open the hidden door; by turning the key in the wrong direction, the door
remains locked. This is what has happened to modern civilization.

The consistent logic of considerations suggests an idea that Hesy-Ra’s panels could be that
very “archive” of the knowledge inscribed into legendary tablets that related the wisdom of the
great Tote and about which we can read in hieratic papyrus text kept in Berlin museum. Anyway,
his panels can be accepted as the “golden tablets” because the word gold suggests a solar content.
And it means that actually the panels could be called Solar Tablets. The Earth, in its rhythmic
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aspect, turns around the solar orbit in biological cycles following the mode of Luke’s sequence. And
these sequent members are combined quantities built on the members of the Golden Section
sequence. We cannot dismiss a supposition that Solar Tablets could have been ciphered as Golden
ones for safety though they were wooden. And it is not out of question that these panels have their
“doubles” made of a more resistant material like gold, just for one. In realizing the importance of
the theory of Harmony, Egyptian Hierophants probably decided to cipher its mathematical aspects
by means of geometry in order to keep and pass over the Knowledge to future generations, and it
was brilliantly performed by the genius of Hesy-Ra, or his predecessor whose work was
reproduced anew in the panels. Anyway, the time of “deciphering the panel “texts” is hinted by
adherents predicting that the mystery of the tablets will be unveiled in the late 20th century, and
that humanity will enter a period of the greatest social transformations. Well, the century “has
crossed the Rubicon”, and our planet is undergoing dramatic challenges of intense, if not radical,
transformations in social structures. Time has come when myths are getting strong enough to come
into reality. It seems to be high time we should “pick scattered stones” the way Isis would set out to
seek the scattered relics of Osiris because the body of Osiris is the Body of Knowledge, a symbol of
Wisdom lacking in modern civilization. The name of this god goes back to the Russian verb ozirat’,
zret’, i. e. to see around, to observe, to contemplate in an all-embracing, global way and yet, to see
correctly, precisely, or in point, zero, that is, through zero which is the focal point of the refraction of
a light flow — BA-KA. Has not the hour struck for Hierophants to take a seal off their lips? DO
HIEROPHANTS BEGIN TALKING?
The above-said convincingly proves that the source of contemporary culture and knowledge
has originated from the boundless historic strata still nourishing modern creative minds with great
ideas which have continuously been inspiring prominent representatives of the humankind. And
our task is to hold to the tying thread of History bearing the name of BEAUTY, HARMONY, LOVE.
Aspirations towards the beautiful are not an accidental whim of creative impetus inherent in a
spiritually gifted person, but a manifestation of absolute necessity for the organic existence in
Nature. It was the aim of the Vedantic culture of ancient Arians — bearers of the pre-Slavonic
language. Those who since ancient times have been called Slavs (glorifying — in Russ.), are not just
a specific ethnic formation, they have glorified the God in their Response of a heartfelt prayer, and
through their prayer they have been granted an ability to perceive the God through a flood of Divine
Glory, a flood of Love. To be a Slav means, in the deepest sense of the word, to be in a state of Religio
Vera and so to take in sacraments of Divine Grace.
There were giants in the earth in those days; and also after that, when the sons of God
came in unto daughters of men; and they bare children to them, the same became mighty
men which were of old men of renown.
(Gen. VI. 4)

Egyptology is a field wherein an accidental discovery is capable of destroying an accepted
theory.
Labib Habichi Chief Inspector of Antiquities In the Egyptian government,
1984
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A COMMENT
Similar quantities of the GS sequence, as has been remarked, are coordinated in the reverse
dependence (1.618 = 1:0.618; 2.618 = 1:0.382, etc.). They follow in this way the Principle of
polarity, i. e., complementarity and congruence analogous to interrelations of R and 1/R. A radius
and curvature are inter-conditioned notions connected through an act of rotation. Since a linear
interval (a “string”) in the KMRA is “pressed down” by a discrete phase shift at a point dividing it
into two parts with ratio 0.618:0.382 (Fig. 17—24), a reflexive response is aroused as ratio
1.618:2.618 in accord with the Principle of polarity; its quantities do not go into the interval of the
“string” which equals a unity. So, all the members in the descending GS sequence are parameters of
the “micro-level” whereas the ascending GS range belongs to the “macro-level”. Hence is the law of
“big” and “small” numbers: by invading a microstructure, we unavoidably provoke respondence
within microsystems, and there is a warning about it, too, in the text from Genesis. This is in the first
place. Let us proceed.

It is admitted that a Euclidean condition when there is no curvature (an absolute line,
E-organization) is a local occurrence of “infinitely little” value. This opinion is reasoned by an
abstract and verbal, static view on the subject of geometry as part of mathematics. But when
speaking about motion, it is not the case at all; for a Euclidean condition is an absolute line when
curvature completely degenerates. In its turn, the absence of curvature means that the radius is lost,
so as the act of rotation. Therefore, absolute absence is not the infinitely small. Moreover, the
connection of the radius — irrespective of its value — with a moment of rotation predicts a
boundary contour as a closed trajectory — a circumference. It means that, in principle, R cannot be
infinite: its length is always local, what has since long been pointed out by Bolzano though he did
not regard the factor of motion as having a paramount importance an occurrence of Riemann
� ) geometry, within this
geometry rather than those of Euclidean is a particular case of non-Euclid (𝑬
context. So, according to the Principle of complementarity and congruence, all the multitude of nonEuclid geometries, with their inherent curvature, is the antithesis of the only Euclid geometry (E).
� . It is none
In other words, the absolute multitude of geometries are divided in the mode of E ~ 𝑬

other than a finite opposition. Hence it must be deduced that the E-organization is a transcendental
level as opposed to the E-organization in the perspective of dynamics associated with phenomena
of space and time as wave actions (pulsation), i. e., manifestations of force. And since neither
polarization, nor pulsation (i. e. acts of force) can occur in any case at the level of the E-organization
because there is no curvature, no points can exist as centers of the symmetry. As a result, we must
verify that the E-organization is an absolute streamline condition unrestricted in rate and therefore,
in principle, liable to no differentiation: localization is forbidden. It results in super-stability,
super-organization, and super-Harmony. For Harmony is the expression of stability in dynamics, in
motion. This is the case of absolute organization when absolute dynamics is indistinguishable from
absolute rest. Both qualities in combination, as we know, are correlative to such concepts as the
Absolute, Source, Creator, and Almighty.

As centers of the symmetry are eliminated as impossible from the E-level, this level cannot be
either fixed, or characterized by means of the formal description, and it is one of the Christian
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dogmatic assertions in their discussions on the subject of religion. This organizational level can only
be referred to in indicating that TOTE (Russian for that) is not ETOT (Russian for this) because the
� -organization. It does not follow from the above-said that the E-level
E-organization exists beyond 𝑬

� binds us to recognize the existence of
(TOTE) cannot exist. On the contrary, finite opposition E ~ 𝑬
� -organization. That is
the E-flow as inevitable necessity and as an antithesis to any kinds of the 𝑬
why I conclude that HE (God) IS. Thus, bearing in mind the Principle of complementarity and
congruence, I have to admit: He cannot not exist. Hence is an authological inference that
E-organization is beyond time and space — it is eternal Existence. And owing to the fact that the Elevel has the dynamics of unlimited rate (there is no momentum constantly connected with the R
value), we have to agree that a hyper-field = a subquantum object is the reflection of the infinite
flow, and the hyper-field is the Duplex-Sphere (RA) which realizes within its bounds a global
phenomenon of a polarized stream of light: convergence — emission. Being a subquantum
� -field (Duplex-Sphere) is not part of the E-stream which pierces it, “impregnates” it,
formation, the 𝑬
and “precipitates” onto its center of the static symmetry while fixing the finite position (phase) of
Archimedean screw whose condition is adequate to the infinite rate: this is a place of inductive
“tangency” of the SDS and E-flow. Hence, we are but to be ascertained of the opinion that the
� -organization is a multidimensional helix, a projective
material world conditioned by the 𝑬
(inductive) reflection — ECHO (or ETO, this, or ETOT, this — Russ.) of the eternal, infinite E-flow,
which acquired the name of TOTE with ancient Egyptians. Therefore, TOTE~ETOT is a fundamental
transcendental opposition expressed through a demonstrational form of the Japhetic (ancient
Slavonic) locution. Somehow it makes impression that there seems to be something similar, in this
way or other, between the speech of ancient Egyptian priests (as least, Hierophants) and the
pre-Slavonic language:
TOTE ~ ETOT E - 𝐄�

I suppose that a modern idea of Euclid geometry as occurrence of non-Euclid geometries is a
fundamental delusion, if not a deliberate lie, of modern scholarly thinking. As few as at least one
reason why this situation has appeared is that the subject of geometry is viewed in a non-systemic
aspect and that there is no precise definition of HARMONY as a comprehensive Principle based on
the loftiest spirituality which is LOVE. But Love as a category of the spirit is not demanded by the
atheistic outlook because as spirituality it cannot be restricted with any limits of spatial or
temporal, as well as created phenomena of biology, psychology, and mentality. Love is the level of
the non-created Creator, for God is Love, and He creates Love. That was why there was a long
debate whether it was expedient to enter the word into Bolshaya Sovetskaya Entsiclopedia (Big
Soviet Encyclopedia) when it was prepared for publication. Communist ideology made it an
objective to erase any religious feelings in order to cultivate unquestioning obedience in people and
make them into biological robots. Fortunately, it has proved impossible in Russia. And it is visually
demonstrated in this country in the post-perestroika period.
Non-religious science, i. e., science outside religion, is a contradiction to the spiritual human
essence. This sort of science leads humanity with its maniacal persistency to its inescapable global
catastrophe. Who will stop the launched arrow? Shall we think harder and look back in order to
estimate with a sober mind and imprint the lessons of the past into our memory?
74

REFERENCE
1.
2.
3.
4.
5.
6.
7.
8.
9.
10.
11.
12.
13.
14.
15.
16.
17.
18.
19.
20.
21.
22.
23.
24.
25.
26.
27.

28.
29.
30.
31.
32.
33.
34.
35.
36.
37.
38.
39.
40.

Alekseev S. S., Voeikova I. N., Kazariniva B. I., et al. Essays on the theory of architectural
designs. M., 1960.
Bann Ch. Crystals and their significance in nature and science. M., 1970.
Butusov K. P. Property of symmetry and discretion in gravity systems of the Sun and planets
// Symmetry in nature. L., 1971.
Bhagavad-Gita (philosophical texts of Mahabharata). Ed. 1. Bk. 1. Ashkhabad, 1977.
Wagner G. K. The white stucco of ancient Suzdal. M., 1975.
Varga Domokoc. Ancient Orient. Budapest, 1979.
Vasiliev V. I. About integrity of natural phenomena // Issues of the physics of cosmos. M.,
1974.
Velibekov M. D. Symmetry, information, and plants in their development // Conference
proceedings. Ed. 2. Voronezh, 1969.
Voronin G. V. Modern musical system as self-reflection of the unconscious. M., 1975.
Ganzen V A. Systemic descriptions in psychology. L., 1984.
Garcanidze M. Georgian wooden architecture. M., 1959.
Gerasimova K. M. Monuments of aesthetic thinking in Orient: the Tibetan canon of
proportions. Ulan-Ude, 1971.
Goethe J. W. Faustus. M., 1969.
Zinchenko V., Mamardashvili M. A problem of objective method in psychology//Voprosy
philosophii (Issues of Philosophy). —Ns 7, 1977.
Kaznelson R. A. Modern architecture in Italy. M., 1983.
Konrad N. I. West and East. M., 1972.
Le Corbusier. Architecture of the 20th century. M., 1970.
Le Corbusier. Modulor. M., 1976.
Lyubischev A. A. About the nature of genetic factors. V. 4. Perm, 1925.
Lyubischev A. A. Problems of the organic form, system, and evolution. M„ 1982.
Malyavin A. A. Juan-Tsi. M., 1985.
Marutaev M.A. Harmony as regularity//Principle of symmetry. M., 1978.
Mikhailov B. P. Vitruvium and Hellade. M., 1967.
Nauka i religia (Science and Religion). — Ns 9, 1998.
Petrovich D. Theoreticians of proportion. M., 1979; from: Centre de Documentation dur
i’Ancienne Egipte, Kairo, Sa hijeroglifa prevo direktor centro J. Jarnal.
Petukhov S. V On the way to Stradivarius? // Pravda, Sept. 22, 1984.
Pomerantseva N. A. A System of proportional ratios in developing a canon — the
analysis of ancient Egyptian plastic art // Problems of canon in ancient and medieval art
of Asia and Afrca M., 1973.
Pomerantseva N. A. The aesthetics of the art of ancient Egypt. M., 1985.
Portiglio J. L. Kazelkoatle. M., 1982.
Poetry and prose of ancient East. M., 1973.
Psychology and architecture. P. 1. Tallinn, 1983.
Puthoff. A perceptive long-distance transmission canal: Background and latest
research. TIIER. V. 64. 1976.
Rabinovich B. L. Alchemistry as a phenomenon of medieval culture. M., 1979.
Smirnov B. L. Mahabharata / Transl. from Sanscrit. P. VIII. Ashkhabad, 1963.
Spirin V. S. Design of ancient Chinese texts. M., 1976.
Tischenko N. P. About the origin of proportions in architecture // Stro- itelstvo i
Architectura — N° 8, Kiev, 1979.
Urmantsev J. A. Symmetry of nature and the nature of symmetry. M., 1972.
Hembidge D. Dynamic symmetry in architecture. M., 1976.
Hirlbert A. Grid. M., 1984.
Shevelev I. Sh. Geometrical Harmony. Kostroma, 1963.
75

41.
42.
43.
44.
45.
46.
47.
48.
49.
50.
51.
52.
53.
54.
55.
56.
57.
58.
59.
60.
61.

Shevelev I. Sh. The logic of architectural harmony. M., 1973.
Shevelev I. Sh. , Marutaev M. A., Shmelev I. P. Golden Section. M., 1990.
Shmelev I. P. Duplex-Modulor, or a system of modular squares — a comprehensive canon.
M., 1990.
Shmelev I. P. Topological modeling of energy interconnections // Third International
Congress of psychotronic studies. V. 2, June, 27—July, 12, Tokyo, 1977.
Shmelev I. P. Canon. Rhythm, Proportion, Harmony//Architectura SSSR (Architecture in the
USSR). — Ns 5, 1079.
Shmelev I. P. A Phenomenon of Structural Harmony // Spatial constructions in civil
architecture. L., 1982.
Shmelev I. P. Third Signal System // Socio-psychological grounds for environmental
formation. Tallinn, 1985.
Shmelev I. P. Harmonic resonance in nature and its reflextion in architecture //
Bionika i biokibernetica 85 // Bionica, (Bionics and cybernetics) P. 1. L., 1986.
Shmelev I. P. Genetic store of Harmony: What is Hesy-Ra like? // Proceedings of the
1st all-Union conference on informatics and Scientology. Tambov, 1988.
Shmelev I. P. Golden Symphony. L., 1988.
Shmelev I. P. Pharaoh’s Architect. St. P, 1993.
Shmelev I. P. Fundamentals of Harmony in Ancient Egyptian Art. St. P, 1994.
Shmelev I. P. Verb Concordant with Soul. Vilnius, 1997.
Shmelev I. P. A Linking Thread of Times. St. R: Petropolis, 2001.
Shmelev I. P. Le Corbusier’s Error. St. P., 2003.
Encyclopedia of elementary mathematics. Bk. V. M., 1966.
Yamschikov S. V (compiler). Ephim Chestyakov. M., 1985.
Treasures of the Egyptian Museum (Hesira Dynasty III in portraiture). Newsweek Books. N.
Y., 1977.
Quibell J. E. Excavations of Saqqara (1911, 1912), the Tomb of Hesi, Institut Franfais,
d’Archeologie Orientale. 1913.
Hamlyn P. World Architecture. London, 1963.
Hencock G., Beuwell R. Sphinx Riddle. M., 2000.

WWW.SECTIO-DIVINA.COM
You can have this publication in English in a unique print edition as a part of “The Third Signal
System” book with colored illustrations and author's signature under an individual number.

For ordering this and other books, please visit the website or write on e-mail:
pharaoharchitect@gmail.com
76

