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Abstract

Despite the fact that the images of objects on the retina are two-dimensional, humans
perceive the world as three-dimensional, thanks to the ability to perceive spatial depth through
stereoscopic vision. The temporal dimension, combined with the three spatial ones,
encompasses the entirety of our reality.

Through its conceptual determination, expressive power, and immediate emotional
impact, the monument «We Are Our Mountains» transcends the ordinary to become a symbol
of the strength, will, and intellect of the people. It represents the men and women who lived in
these mountains, fought in these mountains, and managed to secure their eternal existence
amidst the heights of Nagorno-Karabakh.

However, the concept of "eternal existence” has proven less enduring than imagined.
The people who lived in these mountains now face the challenge of reclaiming their world
anew. Years will pass, and our descendants will undoubtedly resolve this challenge. On a
subconscious level, this outcome is unequivocally defined within the collective consciousness
of the people.

The author of this article analyzes their painting inspired by the «We Are Our
Mountains» monument, created after the fall of Nagorno-Karabakh, and concludes that the work
likely reflects the realities of the theory of multidimensional space.

Keywords: fine arts, art history, monument, urban environment, theory of
multidimensional space.

Introduction

Between art and the place, he inhabits lies a profound connection. It is a dialogue
between discoveries and timeless lessons, spiritual aspirations and tangible certainty, hope and
limits. The artist is the individual who strives to transcend the human. They painfully search
for traces of the superhuman—traces that cannot be found in nature [1].
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In sculpture, the image of a human being can, broadly speaking, be described using
various approaches to perceiving the world. Artistic reality, as a transformed—but by no means
distorted—reflection of actual reality, carries certain inherent characteristics of the latter and
translates real phenomena into an aesthetic dimension. In the second half of the 20th century,
sculptor Sargis Baghdasaryan erected the monumental «We Are Our Mountains» in
Stepanakert, which immediately became the central symbol of Artsakh and its people (Fig. 1)

[2].

Fig. 1 Sargis Baghdasaryan at the Monument «\We Are Our Mountains» in Stepanakert

In this monumental sculpture, located on a hill—rooted in the ground or seemingly growing out
of it, as solid as the Armenian mountains, with simple geometric forms and minimalistic artistic means—
the author captured not only the national character and archetype of the Karabakh people but also the
essence of the Armenian nation as a whole. He expressed its unwavering patriotism, resilient nature, and
the steadfastness of its spirit and will [3].

«We Are Our Mountains is my most beloved creation», said Sargis Baghdasaryan. «The idea
was inspired by nature. Ultimately, the figures resemble a sturdy oak, whose roots delve deep into the
earth while its crown reaches toward the sky».

The monument «We Are Our Mountains" by sculptor Sargis Baghdasaryan holds something
deeply personal in the hearts of most Armenians, especially those from Nagorno-Karabakh.

As one approaches Stepanakert, an unexpected picturesque panorama unfolds. Not far from the
winding ribbon of a gray asphalt road, against the rhythmic silhouettes of the mountains, two
monumental heads—a man and a woman—rise atop a small hill. The monument lacks a pedestal.

«This is not a monumental sculpture in the traditional sense. The sculptor found a unique
solution to the challenge, architecturally conceptualizing the monument as a whole. This is evident in
the effective use of the site, the plastic-architectural approach to the design, and its strict tectonic
structure», wrote art historian M. Kazaryan [4].

The heads of the man and woman symbolize unbreakable strength, steadfast will, and
the resilience of the family. At the same time, they represent the people who lived in these
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mountains, fought in these mountains, and managed to secure their eternal existence amidst
these mountains. Rounded forms are replaced by pyramid-like and rectangular planes, which
are not an end in themselves. In the man’s figure, they convey masculinity and determination;
in the woman’s, they reflect the inner essence of an Armenian woman. With its conceptual
focus, expressiveness, and immediate emotional impact, the monument transcends the ordinary
and becomes a symbol of the strength, will, and intellect of the people [4]. These lines were
written over half a century ago, and much has fundamentally changed today. The concept of
«eternal existence amidst these mountains» has proven less eternal than once believed. The
people who lived in these mountains now face the challenge of reclaiming their existence here.
Years will pass, and our descendants will undoubtedly overcome this challenge. On a
subconscious level, this resolution is unequivocally ingrained within the nation’s identity

For the author of this article, after the fall of Artsakh (Nagorno-Karabakh) in 2023, every
time they take up a brush, regardless of their original intent, the silhouettes of the man and
woman from the «We Are Our Mountains» monument inevitably appear in their paintings.
Here, we focus on one such painting, which feels as though it was «seen in a dream» (Fig. 2).

Fig. 2 Anahit Ohanyan. A Painting Inspired by
Sargis Baghdasaryan's Monument «We Are Our Mountains»

One is inclined to think that here we are encountering the so-called "fourth dimension."

Conflict Setting
In the situation that emerged after the fall of Nagorno-Karabakh in 2023, the task is to, in light
of string theory, attempt to analyze the impact of Sargis Baghdasaryan's duet, «\We Are Our Mountains»,
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on the healing of the moral and psychological state of the Armenian people, particularly the Armenians
of Artsakh, on the restoration of willpower, and the reformation of upcoming challenges.

Research Results

Every object must have four dimensions: height, width, length, and duration—time of
existence. Yet, many outright refuse to acknowledge the fourth dimension for solid bodies [5].
We never see a cube in its entirety; we only see a small part of it, never all its sides at once. In
the fourth dimension, perhaps, we could see the cube from all sides simultaneously and even
through it, as if from the center, even though in three dimensions it might appear completely
opaque [6]. It is clear that any form is the perspective of some other form—corresponding to a
defined vanishing point and distance. Since a three-dimensional object casts a two-dimensional
shadow (for example, the projection of the Sun on the Earth creates two dimensions), any three-
dimensional object we observe is a projection of some unknown four-dimensional object [7, 8].
The fourth dimension allows changes to occur within the three spatial dimensions. However,
the mathematics of string theory does not operate in our familiar four dimensions (three spatial
and one temporal). In total, we require 11 dimensions, seven of which remain inaccessible to
us. For instance, an electric power line appears one-dimensional to birds flying high but
becomes a 3D cylinder for an ant crawling along it. The mathematics of string theory is far from
simple. It is impossible to predict whether we will ever invent technology capable of making
other universes accessible to us. This would be difficult to comprehend, even if we could.
Generations of people have explored the planet Earth, yet there are still corners of it left
unexplored. We could involve countless generations in exploring the multiverse, but the search
would never end. Even our own universe is so vast that we often wonder if interstellar travel is
even possible. This, of course, does not stop us from trying. The poetry of string theory lies in
the fact that these dimensions are everywhere. Invisible, yet still present. They even exist within
each of us and contain everything we could ever imagine (Fig. 3) [9].

Fig. 3 To string theory

As public perception of art changes, for instance, with the advent of new electronic
instruments in music, a painting can no longer serve only as a decoration for a living room.
People are seeking something else. Art increasingly takes the form of a symbol [8].
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In early 20th-century Paris, new artistic
movements emerged one after another. In the
circle of like-minded artists such as Delaunay,
Duchamp, Picasso, and later others from the
«Puteaux» group, Maurice Princet discussed the
recently published work of Henri Poincaré
. «Science and Hypothesis». Questions were raised
. about the postulates and assumptions in geometry
and the theory of multidimensional space. These
conversations inspired Pablo Picasso to create
«Les Demoiselles d'Avignon», marking the birth
of Cubism. During his African period, Picasso's
painting began to change again, reflecting not only
what the artist saw but also what he could imagine
(Fig. 4). These discussions also inspired Marcel
Duchamp from the Puteaux group.

Fig. 4 Pablo Picasso.
«Portrait of Ambroise Vollard» (1910)

He, of course, was familiar with multidimensional mathematics, and he was especially
intrigued by the fourth dimension and how to depict it through art.

In his search, he went through stages of Cubism,
representing various perspectives, depth of space, physical
movement, and the flight of thought on a single canvas
(Fig. 5). When we stand before a true work of art today,
we assess the subject and composition. The concept—our
gaze slides between the details, catches onto bright spots,
delves into individual strokes and lines, moving between
light and shadow, while our brain receives a bouquet of
new signals, telling us that there are no longer any
boundaries. There are things capable of immersing the
viewer deeply, setting them up for a broad perception of
the world and its meanings. The most beautiful thing is that
new dimensions are often accessible within the confines of

the plane of figures [10].
Fig. 5 Marcel Duchamp.
«Nude Descending a Staircase» (1912)

An important figure who influenced 20th-century artists and their interest in the fourth
dimension was philosopher and theorist P. Uspensky. His central idea was that the fourth
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dimension complements the third by adding a sense of space, movement, and time. The key
property of the fourth dimension, according to Uspensky, is the irreversibility of the process of
change at each moment. He pointed out that our sensory organs have limitations, which are
corrected by the mind. We can imagine what is inaccessible to our eyes. In paintings, we only
see the surface of the canvas, while the objects depicted are understood through mental
concepts. According to Uspensky, the role of the artist is similar to that of a guide to another
world, who creates art and teaches the viewer to see more and further. Uspensky accompanied
his theories with visual explanations, often using only geometric shapes like spheres, cubes,
and lines. These shapes symbolized real or metaphorical objects. His work, «The Fourth
Dimension» (1909), sparked discourse and attracted many followers, including the
Suprematists led by Kazimir Malevich.

5 The works of Malevich from this period consist of
geometric objects resembling sections of figures
from higher dimensions (Fig. 6). Malevich's
compositions often consist of figures on a white
background. The background-space plays a unique
role as a cosmic dimension, imbuing the painting
with mystical qualities and emphasizing the
independence of the objects from physical laws.
Suprematist compositions are the product of free
creative will. Suprematism, founded by Malevich
himself, defines abstract compositions. The word
"suprematism”  signifies  superiority  and
dominance. Suprematism involves ignoring the
reality of the depicted image. It is a protest against
all forms of naturalism in painting and art.

Fig. 6 Kazimir Malevich's
«Suprematist Composition» (1916)

The composition is thus reduced to simple shapes, which have their symbolic meaning.
Geometric images seem to sink into the white abyss and dominate over the laws of statics and
dynamics. Suprematism emphasizes the role of the geometric shapes themselves, with their
colors taking a secondary role. Later, Malevich's Suprematism became evident in architectural
art, so that geometric images of deep meaning began to appear not only on canvases but also
on pottery, walls, and various buildings. As we see, a «suprematist composition» is not as simple
as it seems at first glance. The artist embedded his understanding and meaning into the creation
of this painting. By looking at it, each viewer can perceive the unique nature of the great artist.
Some may see his inner essence, the depth of his rich imaginative world. Others may focus on
how the simplest things in life can take on greater meaning. It all depends on how we look at
things. Malevich wrote: «The suspended plane of painted color on a sheet of white canvas gives
our consciousness a strong sense of space. It takes me to an endless desert, where | feel the
creative points of the universe surrounding me» [10].
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The surrealist Roberto Matta also used
geometry and the depth of space to
immerse viewers in the fourth
dimension and emotions (Fig. 7, 8). His
works, in  addition to their
otherworldliness and mystery, are very
sensual. They cannot be interpreted
unambiguously. Influenced by the
ideas of non-Euclidean geometry and
the works of P. Uspensky, Matta sought
to create a space beyond visible
perspective.

Fig. 7 Roberto Matta's
«The Rosenberg Case» (1952)

His influence is evident in the works of pioneering abstract expressionists such as Jackson
Pollock, Arshile Gorky, and
Robert Motherwell, who
integrated elements of spatial
vision and emotional abstraction
from Matta into their own
innovative styles. Through his
exploration of the unconscious
and the wuse of expansive,
dynamic canvases, Matta
significantly shaped the trajectory
of modern art, leaving a lasting
legacy both in surrealism and
abstract expressionism [11]. Fig. 8 PooepTo Marra. «Ha o6pbiBKax cua» (1956)

Pollock always denied the role of chance in painting. Without touching the canvas with
a brush, using knives, sticks, and even broken glass, the artist would splash paint, considering
the speed of absorption and the force of gravity, always achieving the envisioned image that
had already long formed in his mind.

The unbridled, unpredictable energy emanates from the combination of geometric
planes and shapes in this artwork. When viewing Pollock's creation under different lighting, the
images on the canvas change as well.

Painting No. 5 is also unique in that in 2006, it was sold at a Sotheby’s auction for $140
million to a Mexican collector, making it the most expensive painting in the world at the time.
This sale immortalized the name of its creator in the memories of millions of abstract
expressionism enthusiasts. [12]
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Fig. 9. Jackson Pollock. Fig. 10. Arshile Gorky’s
«Painting No. 5» (1948) Dark Green Painting (1948)

Truly progressive and unique in terms of multidimensionality is the painting The Large
Glass, which Duchamp worked on from 1915 to 1923, and also thought about and supplemented
with text for several more years (Fig. 11) [10].

In a way, our painting inspired by "We Are Our
Mountains™ could also be called "The Large Glass.”
Here, the images of the figures from Sargis
Bagdasaryan's sculpture can be interpreted as
projections from the unconscious onto a sacred
character. Through a set of personal symbols, the
painting manifests an unconscious statement that
embodies a deeply intimate pathology of the "bloody
sun" hanging over the monument, with raindrops on
the "viewing window" through which one can discern
the tragic course of history (the large glass separating
the earthly and otherworldly realms). These drops
transform into tears, stretching toward the sun like
thousands of broken destinies: the ominous "belly"
full of people, and the "monstrosity” of new realities
cast into circulation by "cursed allies.” And the tears
continue to fall—tears of despair and regret, tears for
the decades lost in vain... Tears of irretrievability.

| — —

Fig. 11 Marcel Duchamp's
The Large Glass (1915-1923)

However, not everything is so straightforward! In the beloved film by Georgy Daneliya

"Tears Were Dripping" (1982), which was met coldly by society, the film’s idea is quite clear:
the mirror has penetrated the eye, and the person begins to see the truth as it is. But does he
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really need to see this truth? Instead of becoming aligned with the world, he starts to see it
objectively. This is the phenomenon of «solidarity vision» and «solidarity reading».

In reality, one should look at life with a solidarity perspective because otherwise, you
see only repulsion, only disgust. We take the worst things we can say about ourselves and others
as truth, but this is not the truth, or at least not the whole truth—it is just one of its projections.

A similar theme is explored in Nina Katerli's fantastic novella «The Potion». In this
story, the main character begins to see the truth after drinking a potion and starts to speak it.
But the problem is that what he sees is not the truth; what he sees is the troll's mirror that has
penetrated his vision. To fully grasp this, one needs to at least once in life come close to this
state. It is a terrifying and wild state, incomprehensible to most. The peak of this state is a line,
beyond which one cannot return. It is dark and tragic, but at the same time, it is also genius.
[13].

The symbols of the sculpture «We Are Our Mountains» in our painting are so strongly
shifted toward the sun that they seem to control the boundary (Fig. 2 — the lower strip of the
painting) that separates the earthly surface from the first circle of non-existence — hell, where
thousands of tortured and hardened souls find their rest, hanging upside down. We aimed for
this work to be full of psychological ambiguity, reflecting the feeling of anxiety and despair
due to the fall of Nagorno-Karabakh, leading to the emergence of an existential variation, where
a person independently assigns meaning to life in a meaningless world.

It is evident that vision must depend solely on the heart because what the mind sees is
generally the result of calculation and self-suggestion. And it is no coincidence that in the
background of our painting, behind the bloody sun and the figures of the man and woman, there
is a sunrise! There is no doubt that the fourth dimension of Sargis Bagdasaryan's monument
«We Are Our Mountains» will, in the future — regardless of its earthly physical condition —on
a new turn of the spiral of time, herald the approaching day of rebirth.

Conclusion

Each work of art, like the paired sculpture "We Are Our Mountains™, has its own space,
simultaneously existing in the universe and in its enclosed microcosm. The concept of the work
«We Are Our Mountains», both in the well-known piece by Grant Matevosyan and in the
sculpture by Sargis Bagdasaryan, does not have a single, clear definition in society. In our
belief, both Matevosyan and Bagdasaryan, in their works, aim not to describe us and our
mountains in a common space, but to fix the idea that "this is us... we are our mountains”,
presenting it as a unified whole, an insurmountable force. This understanding becomes
especially important today, both for internal and external audiences. It is the fourth dimension,
which we also attempted to convey in our painting.
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hpkug gnjnyenwup: “wugubu mwppubp, b dbp dwnwuqubip wnwug Yuulwdh Yindtu wju
fuunhpp: 54 wju  npnpnidp hunwy  npnpdws £ dnnndpnh  Gupwghunwlguywu
dwwpnwlnw:

dbpinwtind hnnwdh hbnhuwyh' Lenuwjht NMwpwpwnh wulnudhg hbinn  «Ubkup
Gup dbp uwpbpp» hnppywpdwuh hhdwu ypw gpwd uljwpp, quihu Gup wju Ggpuugnipjuu,
np, nwwbny dbp mbuwdhg, dbup pwhuynid Gup pwqdwswih nmwpwdnejwu nbuniejwu
hpnnnipeniuubppu:

Pwwh pwnbp. Yapwwpybun, wpgbunh wywundnegnit, hnpwpédw, pwunwpw)ht
dhowywjn, pwqdwswih tnwpwdnitejwl wbunteniu:

YETBEPTOE UBMEPEHHUE B PABOTE CKYJIBIITOPA
CAPTUCA BATJACAPAHA «MbI-HAIIIA I"'OPbBI»

A.A. Oransin
HHcmumym uckyccme HAH PA

HCCMOTpH Ha TO, 4TO I/I306pa)KCHI/Ie NpeaAMETOB HaA CETUATKAX I'JIa3 ABYMCPHOC, YCIIOBCK
BUIUT MHUP TPECXMCPHbBIM, TO €CTb OH MOXCT BOCIIPUHHUMATDH FJ'IY6I/IHBI IMpOCTPaHCTBA
CTEPCOCKOIMNYIECCKHUM 3PCHUCM. BpeMCHHOC HN3MEPCHUE, BMECTC C TPEMA IIPOCTPAHCTBCHHBIMU
N3MCPCHUAMM, OXBAaThIBACT BCIO HALYy PCAJIbHOCTD.
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CBoeil  uwaeliHOM  IIeJIEYCTPEMJICHHOCTBIO M BBIPA3UTEIBHOCTBIO,  CBOEH
HCHOCpGI[CTBCHHOfI BIICUATIIUTCIIFHOCTHIO HNAMITHUK «MBI-HAIIA T OpbD> BBIXOAUT 34 paMKU
OOBIYHOTO U CTAHOBUTCS CHMBOJIOM CHJIBL, BOJM M yMa Hapoaa. JTO CHMBOJIBI JIOJEH —
MY>KYMHBI U JKEHIIUHBI, KOTOpPBIE XWJIM B 3TUX ropax, O0OpOJIUCh B ATHX TOpax U CyMelu
OTCTOSITh CBOE€ BEYHOE CylllecTBOBaHUE Ha JoHe rop Haropuoro Kapabaxa. Onnako, nonstue
«...B€UYHOE CYIIECTBOBAHME)» OKA3aJIOCh HE TAK Y>K BEYHBIM U JIIOJSIM, KOTOPBIE KHIIU B ITHX
ropax, NpUIETCS 3aHOTO OTCTOSITh CBOE CYIECTBOBAHHME 37eCh. [IpoinyT roasl, W Halm
MOTOMKH 0€3 BCSKMX COMHEHHUH pemiatr 3Ty 3agady. M 3To pelieHue Ha MOoJICO3HATEIBHOM
YpOBHE Hapo/a 0OJHO3HAYHO ONpPEENICHO.

AHam/Bprs{ KapTuHY aBTOpa I[ZlHHOI)i CTaTbU II0 MOTHBaM IaMITHHKA «MBpI-Halm
ropel», HamucaHHyIo mocie magaerus Haropunoro KapabGaxa, mpuxomum K BBIBOAY, YTO TO
BUJIEMOMY 3]1€Ch MBI CTAIKUBAEMCSI, C pe€alaMi TEOPUU MHOTMEPHOI'O MPOCTPAHCTBA.

Knioueevle cnosa: n300pa3uTeIbHOE HCKYCCTBO, HCTOPHSI HCKYCCTB, IaMSITHHK,
ropoJiCKasl cpesia, TEOPUsi MHOTOMEPHOTO MPOCTPAHCTBA.
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