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Introduction

by Anne Stockton

Thank God our time is now!

When wrong comes up to face us everywhere

Never to leave us till we take

The longest stride of soul human beings ever took.

Affairs are now life size,

The enterprise is exploration into God.

It takes so many thousand years to wake

But, will you wake, for pity’s sake?

Christopher Fry1

These words were never truer than now, in our present time. The minutes to midnight are ticking. Have we begun our awakening?

A great challenge is before artists today and art is at a loss. From nothingness, death in the abyss, we must build a new culture! Now we must transform our very material itself and spiritualize it, rather than as in the past, be inspired by the spirit and bring it into matter.

‘Modern’ art began at the end of the 1880s and 90s with Impressionism, then Expressionism. Those gave way to Cubism, then to the Abstract, reacted to by Surrealism, dying into Op- or Pop-art. The twentieth century actually gave us a hundred years of great artists if not great art.

We can think of Cézanne and Van Gogh in painting, Picasso and Matisse, later Kandinsky. There are so many moderns one can only hint at: Brancusi, Barlach, Giacometti, Henry Moore and Barbara Hepworth in sculpture; Gaudi, Corbusier and the early Bauhaus in architecture; Isadora Duncan and Martha Graham in dance; and Stanislavsky in theatre; Webern pioneering in music. The Futurists in Italy tried to capture movement. These were a few. There were many others and in other arts, trying the new and beginning anew. Many, reduced by poverty of common culture and going it alone, alienated from the waves of fashion, came to a dead end in suicide, drugs, insanity or depravity. Mostly, the effort was desperately sincere and not cynical. ‘Art is the final test of sincerity,’ says Professor Roger Scruton.2 ‘It cannot be faked.’ Nowadays, one can wonder!

Many others were seeking, struggling to make sense of their experience, actually trying to find meaning at that crisis of history, the turn to the twentieth century. They tried in all ways to crash through the barrier of materialism, across the threshold to the spirit, but they stand as lonely pioneers, out of context of the past and unable or unwilling to link in a common culture of the day.

Professor Scruton also observes that ‘Art in our tradition has evolved from two enduring impulses: the aesthetic and the spiritual. Modernism attempted to keep those two impulses united while in Post-Modernism the two impulses are pulled apart when the spiritual is discarded, and only the aesthetic remains.’ Alone, the purely aesthetic is empty.

‘It is necessary to break from the Greek aesthetic,’ Rudolf Steiner said, and artists are trying instinctively to do this—but at what a cost, as they seek to make more connection with today’s ‘reality’. Perhaps this serves only to show how far we have fallen into depravity.

Post-Modern art has found a new polarity in ‘environment’ or ‘happening’ art, or conceptual art. But there is a vacuum nowadays filling with commercialism, technology and blasphemy. The more fantastic it is the more it makes its mark. Or the laws and dictates of the machine take over. A visit to the Tate Modern in London or to the Museum of Modern Art in New York—any contemporary Western art exhibition reveals this. Actually, what now fills the art galleries and museums or takes the fancy of the critics and art dealers is desecration, urine, excrement and dirty beds! Art becomes commercial traffic moving from shock to sensation. Let us hope it will shake us into seeking a new connection to something more redemptive.

Let an outstanding few speak their message: Bridget Riley3 in her deeply thought book The Eye’s Mind explores the problems of the modern artist in an accurate way. Speaking of Mondrian, she says, ‘He attempts to make a universal statement about life—a task on a dimension traditionally only accomplished through the agency of biblical subjects and antique mythology. The fact that this whole sphere of representation was no longer available had been an essential mainspring in the formation of modern art in the nineteenth century. Mondrian had to discover for himself that literary symbolism and personal invention could not make up for this loss. The creation of a common social language does not lie within the scope of an individual, and the lack of such a basis has to be accepted by modern painting.’ Art has moved from ‘our’ experience to ‘my’ experience and self-expression, and needs to find universal experience anew.

Bridget Riley has observed very well the problems of colour, perspective, three and two dimensions, but her answer has been Op-art, so called, which works on the eye and nervous system in a purely physical way. It does not shock and can appear quite beautiful sometimes. But it is very unsettling.

At the other pole, art expressing or using technology and the machine is sterile. A large piece in the Tate Modern uses eight different pistons, which imitate the movement of the lemniscate, that most living of forms. Instead, this is totally repetitive and unfree, leading to no metamorphosis or seed forces of life.

Mark Rothko,4 an artist on the frontier today, was loath to resort to words, but spoke by his works, out of colour. His incommunicable squares of marvellous shades and tones try to speak of the human soul. It was for its neutrality that he used the square, but by that took away the freedom of the colours to express themselves out of their own nature. Other artists reduce themselves to line alone, to spots, to black alone or white on white, reaching for every possible device to be original. To turn back, to repeat the past, was and is impossible, as Riley says—for them and for us. The names could go on indefinitely, but this is to describe a few straws in the wind of today.

While most of the critics and professors have hastened us on our destructive path with their intellectualism as ‘spin doctors’, other voices can be found. Two professors I quote give tribute to Richard Demarco,5 entrepreneur of arts. He is a dynamic visionary and discoverer of Joseph Beuys.6 Joseph Beuys was one of the hopes of Demarco. More social commentator than artist, he turns from art to demonstrate his political sermon. Impressed by the blackboard drawings Rudolf Steiner made to accompany his lectures on spiritual matters, Beuys turns to the blackboard himself—and yet his marks on it lack spirit and remain intellectual enigmas. Though Demarco was not a particular fan of Steiner’s followers, he was impressed by his influence on Beuys and wrote in a letter to me, ‘Now, in this materialistic age, Rudolf Steiner is in need of you. He deserves to be honoured exactly as Rothko is, as a great twentieth-century artist in the mainstream of the great history of ideas which feed the contemporary art world.’ 

A serious and deep realization comes from the Irish monk Mark Patrick Hederman,7 who describes three kinds of art in his book The Haunted Inkwell: ‘... an art of propaganda, which tries to persuade you of a particular point of view; [...] an art of entertainment, which can be high-brow or low-brow [...] and there is an art of excavation and exploration seeking meaning where scientific words or normal human discourse can no longer be trusted to register the subtlety of what is experienced.’ He is writing about an art in search of Being.

Now, Professor Scruton asks what is meant by ‘spiritual’ and answers his own question, saying that Western art, perhaps all art of the past, has been motivated by a religious end. He does not mean, he says, that art has always been in the service of religion but that it provided ‘a secular vindication of a sacred view of human life’.

The other professor I quote, John Haldane,8 also seeking to support a spiritual art, speaks of its relation to alchemy: ‘The real ambition of the late medieval and Renaissance alchemists was not to convert base metal into gold but to turn the mortal spirit into an immortal soul9 and alchemy’s counterpart, the artistic impulse. Starting with paper, canvas, wood, plastic, metal or whatever else, the artist applies various techniques and transforms mere matter into something of meaning and value. This has the power to transform the spirits of those who view it as well as those who make it.’ Here the situation is pinpointed.

This can help us a bit in defining the spiritual as well as connecting with the role of art today. But Rudolf Steiner means even more than this and is more specific. He sought to awaken humanity to the spiritual and to the etheric,10 as did Goethe,11 the great German poet-scientist. Steiner offers a modern way. He challenges us to lift ourselves out of purely mechanical, physical laws and experience the etheric world of life in our science and art, thus to transform today’s materialism. He begins with our everyday power of thinking.

Rudolf Steiner foresaw this crisis of our new century. He was a seer. That means he was a man of vision, and at the same time he was a practical, modern man. He was ‘clear seeing’. That means with spiritual sight, with ‘clairvoyance’. Clairvoyance is ‘a dime a dozen’ so to speak but it is only an initiate who can put it all together and see the connections in the larger picture. Rudolf Steiner was such an initiate.

In 1919, Rudolf Steiner called the First World War the most terrible war in human history. He called it only a beginning. ‘Everything that remains of the old will have to be reduced to nothingness. The battle which will have to be fought by this or that means and which will follow this war—the battle between Orient and Occident, between Asia, Europe and America—will be the greatest spiritual battle ever waged by mankind. Then outer need will change to soul need and soul vision will be born.’ And he called on our equanimity, courage and trust in an all-wise cosmic guidance.

He was speaking in Basel, Switzerland in 1919, and nearly a century has passed, but his message is more timely than ever. He had been talking since 1910 about a new experience of Christ, which would gradually come to all humanity as a new experience of the Creator Being, the Being of Love, by whatever name he might be known. People have begun to experience this.

From the beginning Rudolf Steiner came with a spiritual message. He showed the need for a new spiritual thinking for modern human beings. He built on Goethe’s science of life, a world of ‘etheric’ forces and archetypes; a world of life enlivening the physical, mineral world. He emphasized the importance of this in order to understand and to prepare for that event to come, a turning-point in time towards the spiritual. This event, now and in the centuries to come, will be the return of the Christ promised in the Bible as coming not again in the physical, nor in the flesh, but ‘in the clouds’, in the etheric! Experiencing this will lead us again to a wholeness of cosmos, physical-spiritual, sensible-supersensible.

What has that to do with art? Everything! Steiner’s lectures on the arts published here show the relation of art, science and religion, and how art can become a discipline, a path to the spirit. It is an education of the soul to this realm of the etheric. It is also healing. I would like to point to the rainbow as a spiritual, an etheric, phenomenon visible in the physical world. After-images of colours are also a spiritual experience we may have with our senses. The rainbow is not only a promise, but also an archetypal experience of seven colours pointing to seven tones and seven forms manifest in planetary evolution. This is the message of the Goetheanum building, the ‘complete art work’, in Dornach, Switzerland.

Rudolf Steiner’s spiritual understanding—and specific suggestions—in meeting modern problems is revealed in the scope of his works. It is found in his books, in six thousand lectures, and in schools, farming and agriculture, healing centres and in the artistic heritage he has left us. It is modern, even though he was born in 1861 and died, prematurely it would seem, in 1925. Study of his works, if not immediately understandable, still show him to be waiting for us in the future.

He shows us in many writings a picture of the human being12 as made up of: a physical, or mineral, body; a life or etheric body in common with the plants; a feeling life or astral body; and the ego unique to each human being. The higher ego is the transformation of the egotistical me to the I AM, as the divine ego in each individual. Likewise, around us we may see the kingdoms of nature, the dead mineral world, the living world of plants, the feeling animals and the deeds, the destinies, of the human ego.

He describes history as a path of human evolution in its relation to spiritual development, and sees art as a record of the footprints on the way. We learn how humanity has travelled from a unity of one whole spiritual world—our consciousness becoming ever more divided into I and world. The unity of human experience begins to divide into thinking, feeling and willing and into expressions of their activities as science, art and religion. What was once a spiritual fullness becomes emptier and emptier.

Great rhythms in the history of art swing between experience of the soul, inward in Egyptian culture, and turned outward to experiences of nature as in Greece. Ancient, medieval and Renaissance, Romantic and Classical, Impressionism and Expressionism—these polar swings become more compressed and briefer, but they spring from the spiritual experience of their time. Over the centuries of human development such spiritual experience became lost. Art became more and more secular.

In the following pages, Steiner is offering life-giving substance as a starting-point for art into the future. He lifts art up to a reconnection with the spiritual, with creative Being. This leads to a new moral—not moralistic—content through a reality of meaning. As aesthetics was shorn of spirituality, so ethics fell short of morality.

Steiner speaks of that old tempter Lucifer,13 ‘interested to isolate the moral out of the world’s image, because its significant active force prepares the seed for future lives’. One must think of art as beauty reconnecting itself with truth.

To painters he said, enter the world of colour,14 ‘living, weaving, moving’ colour. It is the soul of the world. Between the static spirit-dictated icon and the soul-imbued Madonna—get up and move to new life! He issued a similar call of renewal to all arts in terms of their own language and medium, as colour is a language for painters.

This is not an easy road for artists, nor an instant one. I hold a letter from Gerard Wagner,15 distinguished painter of uncompromising integrity and lifelong dedication to painting and Rudolf Steiner’s impulse for it. To a questioning ambitious artist with seven years of study and great goals—‘up to the moon’ Wagner said—he answered, ‘but we haven’t yet begun!’ adding ‘and I include myself.’ All this is something for the future, and of immense importance for the whole of earth life.

To discover the secret of life, Rudolf Steiner said: ‘Study rhythm!’ This element leads us away from the dead, physical and mechanical into the realm of creative life. The etheric life forces—Bildekräfte in Goethe’s German—are immensely powerful. Nothing wishy-washy! ‘Observe the path as you go out,’ a scientist admonished us in a lecture on the etheric. Sure enough the concrete path, six inches thick, had been broken open by one spear of stem and a few leaves! Our science and our art need desperately to penetrate this life realm and thus give birth to a new vital art and culture.

Rudolf Steiner had a deep insight into the specific nature of each of the arts. This too shows itself in these lectures. He was working towards a relationship between and new unity of all the arts. He achieved this ideal in his great building, the first Goetheanum. It was known as the House of the Word. Throughout the First World War, artists of all the opposing nations worked on this building harmoniously. It was nearly completed in 1923 when, on New Year’s Eve, it went up in flames through arson, like the famous temple of Ephesus. This tragedy robbed Steiner of his life forces and our world, especially the Western world, of a visible inspiration, a way forward for the arts and evolution itself.

There is now something totally new in the second Goetheanum in Dornach, Switzerland. Based on a model created by Steiner in a new style in concrete, it has been finished with original and transformed forms and colours inside. It may not be the same but it can inspire us still to similar purposes. Now Steiner is gone and we are on our own. In the following pages we turn to his vision to lead us on, to learn about ‘building out of nothingness’ and ‘speaking to the stars!’ 

The stars spoke once to man.

It is world destiny

That they are silent now.

To be aware of the silence

Can become pain for earthly man.

But in the deepening silence

There grows and ripens

What man speaks to the stars.

To become aware of the speaking

Can become strength for spirit-man.

Rudolf Steiner


PART ONE


1. The Being of the Arts

Art is working with magic, and bridges the sense and supersensible worlds. It will lead us across the threshold and therefore it becomes increasingly necessary to realize what we are about.

The artist is reaching for ‘something more’ and the first key is enthusiasm and wonder at the world, leading to reverence and then devotion—a path. Ralph Waldo Emerson speaks everywhere in his writings of enthusiasm and Steiner demonstrates in this tale how this key will reveal the world to us, the essence of each art in its meeting with this world and its source of life, as well as its borderlines.

We need to meditate on these possibilities and they will show us how we may relate to the different arts.

Let there be spread out before us a wide plain, covered with snow; streams and lakes here and there, frozen over. Partly frozen too, a seashore not far away, with floating icebergs; some scattered bushes and low trees covered with snow and icicles. It is evening. The sun has already gone down, leaving a golden glow in the sky. Close by stand the figures of two women. And from the sunset a messenger is born, sent forth from the worlds of spirit. He approaches the two women and listens attentively to what they have to say about their innermost feelings and experiences. One of them, standing there, presses her arms to her body; she shrinks into herself and says: ‘I am cold!’

The other woman gazes across the snow-covered plain, and across the frozen waters and at the icicles hanging from the trees. Words come from her lips as she utterly forgets her own feelings, forgets the cold that the physical landscape is making her endure: ‘How beautiful everything is!’ Warmth pours into her heart, for she has forgotten what she might feel under the influence of the physical cold. She is moved to the depths of her being by the solemn beauty of the frozen landscape.

The twilight deepens and the last red fades from the sky. The two women fall into a deep sleep. The woman who had felt the cold so intensely in her own body sinks into a sleep that could almost bring about her death. The other woman falls into a sleep in which there can be seen the consequences of her feeling, expressed in those words ‘How beautiful everything is!’ Through her sleep, her limbs are warmed, her being remains fresh. As she was falling asleep, this woman heard the words of the youthful messenger who had been born out of the sunset, ‘You are Art.’ She brought into her sleep the results of her experience, her impressions of the landscape described earlier. A kind of dream mingled with her sleep—and yet it was no dream, it had a certain reality, a quite special reality; only its form was like a dream. It disclosed a reality which her soul could not easily have approached before. What this woman experienced was no dream, only the likeness of a dream—what she experienced can be called astral imagination. The expression of that experience can only be clothed in words which describe the pictures by which imaginative knowledge speaks. The soul of this woman knew at this moment that what the youth had meant when he said ‘You are Art’ could only be described in any real, intimate way by using pictures taken from imaginative knowledge. So let the experiences of this woman be clothed in words belonging to imaginative knowledge.

As her inner sense awoke and she could distinguish something, she perceived a remarkable form—a form utterly different from what ordinary knowledge might picture as that of a spiritual being. This form was poor in any quality reminiscent of the physical world. The form recalled the physical world only in so far as it presented three interpenetrating circles—three circles standing at right angles to one another—as if one were horizontal, another vertical, and the third reaching from right to left. What flowed through these circles could be perceived, but was not anything that recalled an impression of the physical senses; it was reminiscent rather of something purely of the nature of soul, only to be compared with the soul’s sensations and feelings. Something streamed from this form that can only be described as like a reserved, intimate sorrow, sorrow that had a definite cause. When the soul of the woman saw this, she resolved to ask, ‘What is the cause of your sorrow?’

The figure responded: ‘Oh, I have reason to show this mood for I spring from a high spiritual origin. As I appear to you, I appear like the human soul. But you must go high in the realms of the hierarchies if you wish to discover my origin. I have descended hither from higher realms of existence. But human beings, who live on the other side of existence, in the physical world in which at this moment we are not, these human beings have torn from me the last of my offspring. They have taken from me the last being that originated from me and made it their own, and they have chained him to something like a rock after making him as small as possible.’

And the woman made the effort to ask: ‘Who are you really? I can only describe things with the words that I remember from life on the physical plane. How can you make your being comprehensible to me—and the nature of your offspring, chained by human beings?’

‘Over there in the physical world human beings refer to me as one of the senses, a quite small sense organ. They call me the sense of balance, which has become quite small and consists of three incomplete circles which are fixed into the ear. That is the last of my offspring. They have carried him over into their world, and they have taken from him what he possessed here, which made it possible for him to be free. Each of the circles they have torn, and fastened to a foundation. Here, as you see me I am not fettered, here I reveal in myself complete circles in every direction. This is my true form as you see it!’

Once more the soul of the woman was able to ask: ‘How can I help you?’

The spiritual form replied: ‘You can help me only by uniting your soul with mine, so that you carry over into me here all that human beings experience over there through the sense of balance. Then you will grow into me; then you will grow as great as I am. You will liberate your sense of balance and raise yourself—spiritually free—above the enchainment to earth!’

The soul of the woman did this. She united herself with the spirit form, there in the world beyond. And as she became one with it she felt that she must perform something. She put one foot before the other, transforming stillness into movement and transformed movement into the rhythmic performance of a dance, which she completed.

‘You have transformed me,’ the spirit form said. ‘Now I have become what is only possible for me through you, if you act as you have just done. I have become part of you; I have taken a form of which human beings can have only a dim feeling. I have become the art of dance. Because you wished to remain a soul and did not unite with physical matter, you could liberate me. At the same time, by following one step with another, you led me up to the hierarchies to whom I belong, the Spirits of Movement; and you led me to the Spirits of Form by completing the dance. But now you must go no further; if you were to make even a single step further than you did for me, everything you have done would be in vain. For it is the Spirits of Form who have had to bring about everything in the course of earthly evolution. If you were to encroach on the task of the Spirits of Form you would destroy again everything that you have just accomplished: for you would of necessity fall into that region of the astral world known as “burning desire” to those who, over yonder, bring tidings of spiritual realms.

‘Your spiritual dance would be changed into something arising from wild desire, as happens in dance today, because human beings have scant knowledge of me. But if you remain faithful to what you have now achieved, you will create through the form of your dance and, by bringing it to completion, an image of those mighty dances performed in the heavenly spaces by planets and suns to make possible the physical world of the senses!’

The soul of the woman continued to live on in this state, and another spiritual form approached her—again very different from what human beings picture as a spiritual being when they use an understanding based on the physical senses. A form stood before her, not possessing three dimensions, but complete in one plane. This form had a peculiar quality. Although it was only on a single plane the soul of the woman in her imaginative condition could see it from both sides at once. From one side or from the other, this form revealed itself in two utterly different ways.

Once more the soul of the woman asked, ‘Who are you?’ The form replied ‘Oh, I come from higher regions. I have descended to the region called here the realm of the Archangels. I came down to this level and then I had to descend into contact with the physical sense-perceptible realm of earth. There human beings wrested from me the last of my offspring and took him away. They have imprisoned him in their own visible physical body, and they call him there one of their senses, the "sense of one’s own movement". It lives in them when they move their limbs or different parts of their body.’ And the soul of the woman asked, ‘What can I do for you?’ The form answered: ‘Unite your being with mine, so that yours passes over entirely into mine.’

The woman’s soul did this. She became one with this spiritual form—entering it entirely. Once more her soul grew, becoming great and beautiful. And the spiritual form said to her: ‘Now that you have done this, you have attained the capacity to bestow a gift upon the souls of human beings on the physical plane—a gift expressing one part of that in you which the youthful messenger described: for you have become what is known as "the art of mime".’

And because it was not long since she had fallen asleep and she still remembered her earthly form, she could pour into it everything that was in this spirit being. And she became the archetype of the artist working through mime.

‘You may only go as far as a certain step,’ said the spirit being. ‘What you carry out as movement you may pour into form. But if you were to pour your own wishes into the form you would distort it into a grimace and the destiny of your art would come to nothing. This has happened with human beings over yonder. They have put their wishes and desires into mime, their own self has been expressed in it. But you should let only selflessness be expressed.’

The soul of the woman lived on in this condition. And another spiritual form drew near revealing itself only in a single line and moving only upon this line. And when the soul of the woman observed that this spiritual form, moving upon a single line, was also grieving, she asked: ‘What can I do for you?’ The form answered, ‘Oh, I have sprung from higher regions, from higher spheres. But I have come down through the ranks of the hierarchies to the region you call, in the cultivation of spiritual knowledge, the realm of the Spirits of Personality which human beings possess only in an image.’ This being too had to acknowledge that through coming into contact with human beings it had lost the last of its offspring. And it went on: ‘The human beings over there on the earth call the last of my offspring their sense of vitality, of their own life—through which they feel their personality, their momentary mood, their sense of physical comfort, the supporting strength of their own form. Human beings have chained this sense within themselves.’

‘What can I do for you?’ the soul of the woman asked. Once more the spiritual form made the request: ‘You should enter my being entirely, leaving behind everything that human beings have as sense of self; pass over into my form. You shall flow into me and become one with me!’

The soul of the woman did this. Then she observed that although this being was extended only upon a single line, she herself was filled with strength in every direction and filled the form that was hers upon the earth. She remembered it and it appeared to her here in a new splendour and beauty. Then the spiritual form said: ‘Through this deed of yours you have achieved what makes you once more a particular part in that great realm after which you have been named. You have at this moment become something to the extent possible for human beings: you have become the archetype of sculpture!’

The soul of the woman had become the archetype of sculpture and could pour an ability into the souls of human beings through what she had received. Through the Spirit of Personality she could pour this into the souls of human beings on earth. Thus she gave them sculptural imagination, the possibility to create in sculpture. ‘You may, however, go no single step further than you have gone. You must remain entirely in form. What is in you may be led up only to the regions of the Spirits of Form. If you go any further, you will have the effect of that realm which arouses human desires. If you do not remain at the stage of the noble form, nothing good can come to expression in this region. But if you remain in the noble structure of the form, then you can pour into it what will become possible in a remote future. Then, although human beings are far from having achieved that form through which they will bring to life, in purity, what now has fallen into the possession of quite other powers within them, you will be able to show to them what human beings in a nobler estate may experience upon the future planet Venus, when their form has become utterly different. You will show them, through comparison with the present human form, how pure and chaste that form will be in the future.’

And there appeared from the ever-changing sea of the imaginative world something like the archetype of the Venus de Milo. ‘You may go only up to a certain boundary in the expression of the form. In the moment when you go beyond it and destroy the strong personality, which must hold the human being’s form together, you will stand at the borderline of what is possible as a work of art—the borderline of what can be beautiful.’

A form appeared from the surging waves of the astral imaginative world. What this form contained revealed the external human form brought close to the borderline, where the form would deny its connection with the personality, where the personality would be lost if any further step were made. From the astral pictures arose the form of Laocoön.

The experiences of this woman continued in the imaginative world. Now she approached a form of which she was conscious, ‘This is not physically present over there; I am recognizing it for the first time. Many things present on the physical plane faintly remind one of this form; but nowhere is it to be found complete, as it is here.’ It was a wonderful, austere figure which announced, when asked by the woman, that it sprang not only from high realms but from widespread realms; that to begin with, however, it had to work in the realm of the Spirits of Form. ‘Nobody yonder,’ said this form to the woman’s soul, ‘nobody has ever been able to represent me entirely or to bring anything to fulfilment that would mirror me as a whole, for my form as it is here does not exist on the physical plane. Human beings therefore had to tear me into pieces, and this makes it possible for me to give you a capacity to bestow on human souls a creative imagination—if you will do what I ask of you. Unite yourself with me. Because my form is torn into pieces, it can only appear here or there in particular forms, and only in part. Nothing of me can be called one of the human senses; and so human beings could not chain me, only tear me apart. The last of my offspring, too, they have taken from me and torn into pieces.’

Once more the soul of the woman united herself with the spirit form, not hesitating before the sacrifice of being herself torn in pieces for a moment. Then this spiritual form said to her: ‘Now that you have done this, you are once more a part of that whole after which you have been named. You have become the archetype of the art of building, the art of architecture. And if you pour into human souls what you have now achieved, you can give them the archetype of that imagination which is at work in architecture. But you will only be able to give them an architectural imagination akin to what is represented in the pyramid—to show them in details what will make their buildings appear as if spreading from the spiritual world downwards. By leading them to use their art of building for a temple of the spirit, you will enable human beings to produce something like an image of what I am—not in the service of any external purpose—revealing this quality in a visible form.’ And as at an earlier stage the pyramid had appeared, now the Greek temple appeared out of the waves of this astral sea.

And another form arose out of the waves of this astral sea, a form not striving from above downwards in order to widen at its base but striving upwards, growing more youthful as it rose, a third form into which architectural imagination had had to be divided—the Gothic cathedral.

* * *

The soul of the woman lived on in the imaginative world. And another form approached her, even more strange and remarkable than the previous figures. Something streamed from it like warming love and something else as well which could be very frosty. ‘Who are you?’ asked the woman’s soul. ‘I have only one name. It is correctly used over yonder by those on the physical plane who give accounts of the spiritual world. But only they use it correctly, for I am called Intuition, and come from a wide realm: and out of that wide realm I have descended from the region of the Seraphim.’

This being had a form like one of the Seraphim. Once more the soul of the woman said, ‘What do you wish me to do?’

‘You must have the courage to unite with me. Then you can enkindle in the souls of human beings over yonder a capacity which again is a part of their imagination. Thereby you will become a part of what the youthful messenger called you.’

The soul of the woman resolved upon this deed. In doing so, she took a form very remote from that of human beings on earth—something only to be appraised by one who had looked deep into the human soul itself. The form into which the woman had changed could now only be compared to something in the soul; before, it had always been ethereal.

‘Through having done this,’ said the seraphic being who was called by the name of Intuition, ‘you can enkindle in human beings the ability to paint. For you have become the archetype of the art of painting. One of their senses, the eye, has something in it untouched by the thinking of the human self, carrying, on the contrary, the all-inclusive thoughts of the external world. When you have given human beings the creative power of painting you will so enrich the eye that this sense will recognize soul existence in what is otherwise soulless and inanimate, known only from its surface. Human beings will ensoul all that on the surface appears as colour and form, so handling it that form will tell of soul. And through the colours something will speak that is not only outwardly perceptible, but human beings will enchant into the field of colour the speech of the colours themselves, telling of their inner nature. All that comes from me passes from inner being to outer appearance.

You will give human beings a capacity enabling them by their own soul’s light to carry the soul’s power of movement even into the lifeless world, into otherwise empty colours and forms. Through your gift they will transform movement into rest—they will hold firm what in the outer world is in continually changing movement. The fleeting colours, touched by the rising sun, the hues of lifeless nature—these you will teach them to hold fast.’

A picture arose from the waves of the imaginative world—a picture representing landscape painting. And a second picture arose representing something different, and interpreted by the spirit being saying, ‘Through the capacity that you give human beings you will teach them to hold fast what happens and is experienced in human life, be it in a shorter or longer time, in a minute or in centuries, or concentrated in a single moment. You will give human beings the capacity, even where past and future meet in solemn encounter, to hold them fast at their meeting-point in peace and tranquillity’. There arose from the waves of the imaginative world Leonardo da Vinci’s picture of The Last Supper.

‘But you will have difficulties. You will have the greatest of these when you allow human beings to use their capacity for something that already has soul and movement; where they have brought soul and movement into the physical plane, there you may easily stumble. That will be the frontier where the images springing from your archetype can still be called art. There will be danger there.’

The portrait arose from the waves of the imaginative sea.

The soul of the woman lived on in the imaginative world and another form approached her, once more very strange and unlike anything to be found in the physical world—again something that could be called a heavenly form, not to be compared to anything on the physical plane. The soul of the woman asked, ‘Who are you?’ The spirit form replied, ‘Over all the earth I have one name only. It is correctly used by those who bring descriptions of spiritual realms to human beings. They call me Inspiration. I come from a widespread realm, but I come from what—over yonder, in speaking of the spiritual world—is called the region of the Cherubim.’

A being of the rank of the Cherubim arose from the imaginative world. After the woman had asked, ‘What should I do for you?’ the being of the Cherubim replied: ‘You must transform yourself into my being, becoming one with me.’

And in spite of the danger that this brought, the woman entered fully into this being of the Cherubim. She became even more unlike anything physical to be found on earth. It could be said of the earlier form, ‘There is at least something to be compared with it on the earth.’ But the being of the Cherubim must be described as wholly strange to the physical world, without anything at all to which it could be compared. The soul of the woman became quite unlike anything on earth. She took a form from which it could be seen that she had passed into the spiritual world, belonged with all her being to a spiritual kingdom that cannot be found in the sense world.

‘Because you have done this, you can implant a capacity in the human soul. And when this capacity develops on earth in human souls it will live within them as musical imagination. Human beings will have nothing they can take from outside. You have now become so strange to the earth that there is nothing to be taken from outside to express inner feelings through your inspiration. They will have to enkindle this anew, through a sense that is known to them quite differently: they will have to give a new form to their sense for tones, finding the musical tone within their own souls. They will have to create out of their own souls as if from the heights of heaven, and in this creation let something flow like a human reflection of all that in outer nature can only imperfectly spring up and flow out. From the human soul there will flow a reflection of the trickling of a spring, of the power of the wind, of the sound of thunder—not a representation of this but something that meets like a sister all these splendours of nature which appear from unknown depths of the spirit. This will spring up from the souls of human beings. Thus human beings will be able to create something that enriches the earth, and is quite new to it. Without your capacity it would not have been there. It will be a seed for the future upon the earth. You will give them the power to express what lives in their souls but could never be expressed if they relied on what they now have as thought, as idea. All those feelings that burn away the concept—these would freeze were they dependent on a conceptual form. Through you, such feelings, for which a concept is the ultimate enemy, will find expression on wings of song and breathe the soul’s innermost being into the environment, giving it the impress of something that could not otherwise exist.

‘All those great diverse feelings, living in the human soul like a mighty world in themselves, are not to be experienced outwardly in any other way. They could be experienced only by journeying the breadth of the universe and the course of human history—never in the outer world. For contesting currents meet in what human beings have experienced at this place and at that place, currents that must flow through centuries and millennia. All these realms beyond the outer world you will be able to present in a concentrated form. Through the ability you have won you will pour them into music, into your symphonies.’

The woman’s soul now knew that what he who seeks knowledge of the spirit can describe as the world of inspiration itself can, on the physical plane and by physical means, only be presented as a musical work of art—and is then not given in a reflected form but is immediate reality. And the soul of the woman understood that music could express the mighty event when the feeling of Uranus was enkindled through the loving fire of Gaia, or what happened when Chronos wished to illuminate what lived as his spiritual being through the light of Zeus! The woman had deep experiences through her encounter with this being akin to the Cherubim.

The soul of the woman lived on in what is called the imaginative world. Another form came to her, one that was again very remote from anything present on earth. When the woman asked, ‘Who are you?’ the spiritual form replied: ‘My name is only correctly used by those in the physical world who bring descriptions of spiritual events from the spiritual world. For I am Imagination! I spring from a wide realm, but from this wide realm I have come into the region of the hierarchies called the region of the Spirits of Will.’

‘What should I do for you?’ the woman asked again.

This form too said that the soul of the woman should unite her own being with this form belonging to the Spirits of Will. And the soul of the woman once more became very unlike the usual form taken by the soul, yet it was nevertheless a soul form.

‘Because you have done this you are able now to breathe into the souls of human beings the capacity which they experience all over the earth as poetic imagination. You have become the archetype of poetic imagination. Through this human beings will be able to express something in their language that they could never say were they simply to hold to the outer world and just represent things present in that outer world. You will make it possible for them, through your imagination, to express everything that touches their wills and which could otherwise not be expressed by earthly means. On the wings of your rhythms and metres, through everything you are able to give to human beings, they will express much for which ordinary speech would otherwise be far too crude an instrument.’

And in the picture of the lyric poetry there appeared what, through centuries, had inspired generation after generation.

‘You will be able to bring together what could never be represented by an external physical event. Your messengers will be the bards and poets of all ages. They will focus in their epics what has come together in many circles of human beings. The form taken by the will when passions clash, the battles that human beings on earth could never bring to conclusion in the physical world—all this you will set before them by your magic upon the stage, where you will show them how passions in their encounter bring about the death of one, the triumph of the other. You will give humanity dramatic art.’

At this moment, the soul of the woman noticed an inner experience of her own—an inner experience that can be described in ordinary earthly terms as awakening.

How did she awaken? Her awakening was brought about by seeing, as in a mirror, something not present upon the earth. She had made herself completely one with the imaginative world. What lives on earth as poetry is a mirror of imagination. The soul of the woman saw this mirror image in poetry. And thus she awoke. In waking, she had to leave the dreamlike realm of spirit, though she entered something that resembled, if only in a dead mirror image, what lives in spirit as Imagination. Through this she awoke.

In awakening she could see that night had passed. Once more she was surrounded by the snow-covered landscape, before her the shore with floating icebergs, the trees with their hanging icicles. But as she awoke she observed that the other woman was lying beside her stiff with the cold she had endured. This woman had not been inwardly warmed by taking with her the impression of the landscape’s beauty. The first woman, who had passed through all these experiences during the night, now observed that the other woman, who was almost frozen because she could not experience anything in the spiritual world, was human knowledge! And she took care to pass on to her some of her own warmth. She protected and cared for her, and the other woman grew warm through the impression of all that had been brought from the experiences during the night.

In the east, dawn arose over the landscape, proclaiming the coming of the sun. The red of the dawn grew stronger, and the soul of the woman who had passed through the experiences of the night was now fully awake. She could listen to what is spoken by the children of human beings when they have experienced intimations of what can be found in the imaginative world. She heard in the midst of the choir of human voices what the best of them had put into words. Their intimations of what they did not themselves know through Imagination was able to flow from the deepest levels of their souls. Such things could become guiding principles for humanity. She heard the voice of one poet who had gained an intimation of the greatness of what the human soul can experience from the imaginative world. She now understood that she would have to rescue science, which had become half frozen. She learned that she had to warm it and permeate it with all that she had herself become, bringing to science which was half frozen first what she was as art, then everything that she had passed through during the night. She observed how, with the speed of the wind, what has been half frozen can return to life when science takes into its knowledge what art can give.

She looked again at the dawn and it became a symbol for her of the realm from which she had wakened and of her own imaginations. She understood what the poet had said so wisely out of his intimation. What she heard out of a new spirit extended from her all over the earth:

Only through the dawn of beauty

Will you find the realm of truth.


2. Goethe as the Founder of a New Science of Aesthetics16

Goethe was Germany’s greatest poet, but he was also a scientist whose time must come. Rudolf Steiner edited his scientific writings for the Weimar edition of his complete works. In doing so, he recognized the spiritual validity of Goethe’s discoveries. Goethe’s colour theory and recognition of the etheric archetypal plant gave a foundation on which Steiner could carry on his own spiritual researches. It was particularly Goethe’s method on which he could build. Steiner saw his writings on aesthetics as pioneer work for a true science of this subject for the first time in history, a new understanding of art.

Goethe and Schiller held many famous conversations on these matters, Schiller showing art as the ‘play’ element, a freedom between two unfreedoms: reason (science and logic) and nature, form and substance, the sense world and natural law. In contrast, Goethe saw art neither as luxury nor the occupation of leisure, but as having its own dignity in an important and valid realm of its own. He spoke of art continuing the creativity of nature.

Goethe’s path from materialism to an art and science of life, from the particular to the universal and ‘a higher nature’, is a challenge to be met. This can be practised in a very real sense from observation to reflection in a disciplined and participatory way.

In the person of Goethe, a cultural factor confronts us with which everything wishing to participate in the intellectual life of the present day must necessarily come to terms. To pass by would mean, in this case, to reject the foundation of our civilization, to flounder in the depths with no will to mount to the luminous heights from which all the light of our culture shines forth. It is only on condition that we attach ourselves at some point or other to Goethe and his epoch that we can acquire a clear view of the path our civilization is treading, and realize the goal which humanity must pursue in modern times. Failure to find this point of contact with the greatest spirit of an earlier age means simply being led like the blind or dragged along by our fellow human beings. All things appear to us in a different setting when viewed with vision quickened at this fountainhead of civilization.

However gratifying may be the efforts of our contemporaries to find some point of contact with Goethe, the way they set about it is admittedly not very felicitous. All too often that necessary quality—an open mind—is absent, a quality that would permit us to sink into and fathom the most profound depths of Goethe’s genius before mounting the pulpit of criticism. The reason for believing Goethe to have been superseded is in many respects due to the failure to recognize his full significance. We think we have gone far beyond Goethe, whereas, in most cases, the right thing would be for us to apply his comprehensive principles and magnificent way of looking at things to our own now more perfect scientific appliances and scientific facts. Whether the results of his investigations correspond, more or less, with the results of modern science is, with regard to Goethe, never of so much importance as the way he sets to work. His results bear the stamp of their epoch, that is, they extend only as far as the scientific appliances and experience of his age allowed. His way of thinking, his way of posing the problems is, however, a permanent achievement, and no greater injustice can be committed than to treat it with contempt. But it is a peculiarity of our day that the spiritual productive force of genius is considered to be almost without significance. How could it be otherwise in a time when any attempt to reach out beyond the limits of physical experience is tabooed. Mere observation in the world of the senses requires nothing more than healthy organs of sense, and genius can, for this purpose, be fairly dispensed with.

But true progress in science, as also in art, has never been the product of such methods of observation or servile imitation of nature. What thousands observe and pass by is then observed by one who, as the result of this same observation, discovers a magnificent scientific law. Many before Galileo had seen a lamp swinging in a church, and yet this man of genius had to come and discover from it the laws of the pendulum, which are of such great importance in physics. ‘Were not the eye of the nature of the sun, how could it behold the sun,’ exclaims Goethe. He means that none can glance into the depths of nature who lack the necessary disposition and productive force to see more in the realm of fact than the mere outward facts. This is not accepted. The mighty achievements for which we have to thank Goethe’s genius should not be confounded with the deficiencies inherent in his investigations, owing to the lower level of scientific experience at that time.

How his own scientific results stand in relation to the progress of scientific research has been aptly characterized by Goethe in a picture. He describes them as chess pawns which he has perhaps moved forward too daringly on the board, but which should allow the strategy of the player to be recognized. If we take these words to heart, then the following great task accrues to us in the field of Goethean research—to revert in each case to Goethe’s own intentions. The results that he himself gives us may stand as examples showing how he attempted to solve his great problems with limited means. It must be our aim to solve them in his spirit, but with the greater means at our disposal and on the strength of our richer experience. In this way a fructification of all the branches of research to which Goethe devoted his attention will be possible. And, what is more, they will all bear the same consistent stamp and form links within a great consistent conception of the world. Mere philological and critical research, the justification of which it would be folly to deny, must await extension and completion along these lines. We must gain possession of the rich store of thoughts and ideas that are in Goethe and, making this our starting-point, scientifically carry on the work.

It is at this point incumbent on me to show to what extent the principles just explained may be applied to one of the youngest and most discussed of sciences—the science of aesthetics. This science, which is devoted to art and artistic creation, is barely 160 years old.17 It was with the conscious intention of opening a new field of scientific research that Alexander Gottlieb Baumgarten18 presented it in 1750. The efforts of Winckelmann19 and Lessing20 to attain a basis for judging the fundamental questions in art belong to this same epoch. All previous attempts in the direction of this science cannot even be described as a most elementary tendency; even the great Aristotle, that intellectual giant whose influence on all branches of science was so decisive, remained quite unproductive in aesthetics. He completely excluded the plastic arts from his sphere of research, thus showing clearly that he had no conception whatever of art. And, besides, he knew no principle other than that of the imitation of nature, which again shows that he never understood the task that the spirit of the human being sets itself in the creation of a work of art.

That the science of the beautiful only came into existence so late is no accident. It could not exist earlier, simply because the necessary conditions were absent. What are these conditions? The desire for art is as old as the human being himself, but the desire to grasp the nature of its task only came into evidence much later. The Greek spirit, so happily constituted as to find satisfaction in the reality that immediately surrounds us, produced an epoch of art which stands for the highest culmination. But it was the work of primitive ingenuousness, and the need was not felt to create in art a world that should offer satisfaction such as could not come to us from any other source. The Greeks found in reality all that they sought. All that their hearts yearned and their spirits thirsted for, nature supplied to them in abundance. It was never to go so far with them that a yearning should be born in their heart for a something that we seek in vain in the world that surrounds us. The Greeks did not grow out of and away from nature, therefore all their needs could be satisfied through nature. With their whole being they were inseparably united and interwoven with nature. Nature was creative in them and knew quite well what she could implant in them so as to be able again to satisfy their needs. Art, then, with this ingenuous people was only a continuation of what lives and wells up within nature; it grew directly out of nature. Nature satisfied the same needs as a mother, only in a higher sense. Aristotle knew no higher principle of art than the imitation of nature. There was no need to go further than nature, because in nature was to be found the source of all satisfaction. The mere imitation of nature, which to us would appear empty and insignificant, was in this case fully sufficient.

We have forgotten how to see in mere nature the highest that our spirit craves for. For this reason mere realism, which offers us reality devoid of that highest, could never satisfy us. This epoch had to come. It was a necessity for humankind as it develops to an ever higher level of perfection. Human beings could only remain completely within nature so long as they were unconscious of this fact. The instant they gained full and clear knowledge of their own self, the instant they became aware of a kingdom within their inner self, which was of at least equal standing with that outer world—in that instant they had to break away from the shackles of nature. They could now no longer surrender themselves to her for her to bear absolute sway over them so that she gave rise to his needs and, moreover, satisfied them. Now they had to confront her, and this meant, in fact, that they had broken away from her, that they had created a new world within themselves, and it is in this world that the source must now be sought from which their yearning and desires flow.

Whether these desires, now produced separately from mother nature, can also be satisfied by her is left to chance. At any rate, a deep chasm now separates human beings from reality and they must restore the harmony formerly existing in its original perfection. Hence all the conflicts of the ideal with reality, of purpose with attainment—in short, everything that leads the soul of human beings into a veritable spiritual labyrinth. Nature stands there bereft of soul, devoid of everything our inner self tells us is divine.21 The next consequence is estrangement from everything that is nature—a flight from direct reality. This is the exact opposite of the Greek spirit, which found everything in nature. The subsequent conception of the world finds nothing at all in nature. The Christian Middle Ages must appear to us in this light. Just as little as the Greeks could gain a knowledge of the essence of art in their inability to grasp how art reaches out beyond nature, creating a higher nature side by side with actual nature, medieval science could attain a science of art. For art could only work with means offered by nature, and the scholars could not grasp how works could be created within the pale of Godless reality that could satisfy the spirit striving to attain the divine. But the helplessness of science did not injure the development of art. While the scholars did not know just what to think, the most glorious works of Christian art came into existence. Philosophy, which in those days had theology in tow, was as incapable as the great Greek idealist, the ‘divine Plato’, of conceding to art a place within the progress of civilization. Plato declared the plastic and dramatic arts to be harmful. He could so little conceive of an independent mission of art that he only spared music because music promotes courage in war.

At a time when spirit and nature were so closely joined, a science of art could not come into existence—nor was this possible at a time when they faced each other in unreconciled opposition. The genesis of aesthetics required a time when man, in freedom and independence from the shackles of nature, perceived the spirit in its undimmed purity, but a time also when a reunion with nature was again possible. That the standpoint of the Greeks should be superseded is not without good reason. For in the sum total of accidents constituting the world in which we feel ourselves placed, we can never find the divine, the necessary. We see nothing around us but facts that might equally well be different. We see nothing but individuals, and pure spirit strives for the expression of the species, for the archetype. We see nothing but the finite, the perishable, and our spirit strives for the infinite, the imperishable, the eternal. And so if the human being’s spirit, once estranged from nature, is to return to nature, it must be to something different from that sum total of accidents. It is for this return that Goethe stands, a return to nature—but with the rich abundance of a developed spirit, with the level of culture of modern times.

The fundamental separation of spirit and nature does not correspond with Goethe’s views. He sees in the world one great whole—a uniformly progressive chain of beings within which man is a link, even though the highest. ‘Nature! We are surrounded and embraced by her, unable to withdraw from her and unable to advance more deeply into her. She lifts us unasked and unwarned, into the gyrations of her dance, and whirls with us away, until we are exhausted and fall from her arms.’ 22

In the book on Winckelmann: ‘When the human being’s healthy nature works as a whole, when the harmonious pleasure affords him a pure instinctive joy—then the universe, if it could feel its own self, would cry out in exultation as having reached its goal and admire the pinnacle of its own growth and being.’ Here we have Goethe’s characteristic way of reaching out far beyond the immediate in nature, though without in the least losing sight of what constitutes the inner being of nature. He is a stranger to a quality he finds in many especially gifted human beings, ‘of feeling a kind of shyness before real life, of drawing back into oneself, of creating one’s own inner world, and in this way of giving the most excellent accomplishments an inward direction.’ Goethe does not fly from reality in order to create an abstract thought-world having nothing in common with reality. He plunges deep into reality in its eternal mutation, its genesis and movement, to find its immutable laws—he confronts the individual to behold the archetype. Thus were born in his spirit the plant type and the animal type, which are nothing but the ideas of the plant and the animal. These are no empty general ideas that are part of a dry theory. They are the essential foundation of organisms, substantial and concrete, animated and distinguishable—distinguishable, to be sure, not for the outer senses, but only for that higher contemplative capacity that Goethe discusses in his essay on ‘Contemplative Discernment’.

In the Goethean sense, ideas are just as objective as the colours and the forms of things. But they are only perceivable for those whose perceptive faculty is regulated for this purpose, just as colours and forms are only there for those who see and not for the blind. If we approach the objective world in a non-receptive spirit, it does not disclose itself to us. Without the instinctive capacity for apprehending ideas, the latter remain an ever-sealed book. Here none saw as deeply as Schiller into the structure of Goethe’s genius.

On 23 August 1794, he enlightens Goethe in the following words on the fundamental qualities of his nature:

You gather together the whole of nature in order to shine light on the single detail; where the forms of the phenomena merge into the universal, there you seek the explanation and the reason for the individual. From the simple organization you mount, step by step, to the more complicated, in order finally to build up the most complicated of all—the human being—in terms of his genesis and from the materials of nature’s whole edifice. While thus creating him afresh after nature’s pattern, you seek to penetrate the secret of his construction.

This re-creation provides a key for the understanding of Goethe’s conception of the world. If we wish really to rise to the primal types of things, to the immutable in the general mutation, we must revert to the genesis, we must witness nature creating; we must not consider what has reached completion, for this no longer corresponds wholly to the idea which comes to expression in it. This is the meaning of Goethe’s words in his essay on ‘Contemplative Discernment’ :

If in the sphere of morality through belief in God, virtue and immortality we seek to raise ourselves to a higher region and draw near to the first being, the same should be the case in the sphere of the intellect—that, through the contemplation of an ever-creating nature, we should make ourselves worthy of spiritual participation in her production. So did I press on untiringly to that original primal type.

Thus Goethe’s archetypes are no empty forms; they are the productive forces behind the phenomena. This is the ‘higher nature’ in nature over which Goethe wished to gain control. We gather from this that the reality spread out before our senses in no case represents something on the level of which a person who has attained a higher standard of culture can remain stationary. Only when the human being transcends this reality—breaks the shell and makes for the kernel—is that revealed to him which the world holds together in its innermost recess. Nevermore can we find satisfaction in the isolated event in nature, but only in the law of nature; nevermore in the single and the particular, but only in the general and the universal. With Goethe this fact comes into evidence in the most perfect imaginable form. With him also the fact is established that to the modern intellect reality, as the single and the particular, can provide no satisfaction because not in it but beyond it do we find that in which we recognize the highest, which we can revere as divine, which in science we express as idea.

While mere observation cannot reconcile the opposing extremes if it has reality but has not yet the idea, so also is science unable to effect this reconciliation if it has the idea but no longer the reality. Between both, man needs a new kingdom: a kingdom in which the idea is represented by the individual and not only by the whole; a kingdom in which the particular appears gifted with the character of the universal and the necessary. Such a world, however, is not present within sensory reality; such a world must first be created by the human being, and this world is the world of art—a necessary third kingdom by the side of the kingdoms of the senses and of reason. The comprehension of art as this third kingdom is the task that the science of aesthetics must regard as its own. The divinity which the objects in nature have lost must be implanted in them by the human being himself, and therein lies a noble task which accrues to the artist. He has, so to speak, to bring the kingdom of God to this earth. This religious mission of art, as it may well be called, is expressed by Goethe (in the book on Winckelmann) in the following glorious words:

In that the human being is placed on nature’s pinnacle, he regards himself as another whole nature whose task is to bring forth inwardly yet another pinnacle. For this purpose he heightens his powers, imbuing himself with all perfections and virtues, calling on choice, order, harmony and meaning, and finally rising to the production of the work of art which takes a pre-eminent place by the side of his other actions and works. Once it is brought forth, once it stands before the world in its ideal reality, it produces a permanent effect—it produces the highest effect—for as it develops itself spiritually out of a unison of forces, it gathers into itself all that is glorious and worthy of devotion and love; and thus, breathing life into the human form, uplifts man above himself, completes the circle of his life and activity, deifies him for the present in which the past and the future are included. Such were the feelings of those who beheld the Olympian Jupiter, as we can gather from the descriptions, narratives, and testimonies of the ancients. The god had become human in order to uplift human beings to a god. They beheld the highest dignity and were filled with enthusiasm for the highest beauty.

In these words, the significance of art for the progress of civilization was recognized. And it is characteristic of the German ethos that it was the first to whom the recognition of this fact occurred; it is characteristic that all German philosophers for the last hundred years have struggled to find the most suitable scientific form for the peculiar way in which in the work of art, spirit and object, idea and reality, melt into each other. The task of aesthetics is none other than to comprehend the nature of this interpenetration and to study it in detail in the individual forms in which it asserts itself in the various branches of art.

The merit of having given a stimulus to this problem in the way indicated, and thereby to have set the ball rolling in connection with the central questions of aesthetics, must be ascribed to Kant’s23 Critique of Judgement which appeared in 1790 and at once created a favourable impression on Goethe. In spite, however, of particularly serious work devoted to this subject, we are bound to admit today that an all-round satisfactory solution to these aesthetic problems is not forthcoming. The grand master of aesthetics, that keen thinker and critic, Friedrich Theodor Vischer,24 held firmly to the end of his life to the express conviction that the science of aesthetics was still in its infancy. This amounts to an admission that all efforts in this field, including his own five volumes on aesthetics, were in a more or less false direction. This is indeed the case, and if I may here express my own conviction, it can only be traced back to the circumstance that the fruitful seeds planted by Goethe were passed over unnoticed, and that he was not regarded as being scientifically competent. Had he, on the contrary, been so regarded, those ideas would merely have received a final development with which Schiller was inspired in the contemplation of Goethe’s genius, and which he set down in his letters on aesthetic education. These letters, too, are held by writers intent on systems to be insufficiently scientific, and yet they can be counted among the most important works ever produced in the field of aesthetics.

Schiller sets out from Kant, who determines the nature of the beautiful in more than one respect. Kant first examines the reason for the pleasure we feel in the beautiful works of art. He finds this feeling of pleasure quite different from any other. Comparing it to the pleasure we feel when concerned with an object to which we owe an element of utility to ourselves, it is quite different. This pleasure is closely bound up with the desire for the existence of the object. Pleasure in the useful disappears when the useful is no longer there. Not so with the pleasure in the beautiful. This pleasure has nothing to do with the possession, with the existence of the object, for it is not attached to the object but to the idea of the object. Whereas with the expedient and the useful, the need is felt to translate the idea into reality, we are content in the case of the beautiful with the mere image. For this reason, Kant calls the feeling of delight in the beautiful a feeling that is uninfluenced by any actual interest—a disinterested delight. It would, however, be quite erroneous to hold that conformity to purpose is thereby excluded from the beautiful; this applies only to an exterior purpose. Hence is derived the second explanation of the beautiful: it is something formed in itself in conformity to purpose, without, however, serving an exterior purpose. When we perceive an object in nature, or a product of human skill, our intellect comes and enquires about its use and purpose and is not satisfied until the question as to the ‘wherefore’ has been answered. With the beautiful, the ‘wherefore’ lies in the object itself and the intellect does not need to reach out beyond it.

At this point Schiller takes up the thread, weaving the idea of freedom into the sequence of thought in a way that does the greatest honour to human nature. To begin with, Schiller sets in opposition two human instincts which ceaselessly assert themselves. The first is the so-called material impulse, or the need to keep our senses open to the inpouring outer world. A rich gift presses in upon us, but without our being able to exert any determining influence on its nature. Here everything takes place with unconditional necessity. What we apprehend is determined from outside. Here we are not free, in subjection—we must simply obey the commands of physical (natural) necessity. The second is the formative impulse; that is none other than reason, which brings law and order into the chaotic confusion of sense perceptions (external impressions). Through its work, a systematic approach is introduced into experience. Here too, Schiller finds, we are not free, for in this work reason is subjected to the unchanging laws of logic. We submit, in the first case, to necessity as imposed by nature and, in the second case, as imposed by reason. Freedom seeks a haven of refuge from both. Schiller, emphasizing the analogy between art and the play of a child, assigns to freedom the domain of art.

What, essentially, is the nature of play? Things possessed of reality are taken and their general bearing altered at will. In this transformation of reality, no law of logical necessity decides the issue, as, for instance, in the construction of a machine where we must strictly conform to the laws of reason—here everything is in the service of subjective necessity. The playing child connects things in a way that gives him pleasure; he imposes on himself no constraint. He pays no heed to physical, natural necessity, for he overcomes this constraint by putting to quite arbitrary use whatever passes into his hands. He feels independent from reason and its necessity, too, for the order he introduces into things is his own invention. Thus the playing child impresses on reality the stamp of his own subjectivity and endows the latter with objective value. The separation of the activity of the two instincts comes to an end. They become united and thereby gain freedom—the object contains spirit and the spirit is objective. Schiller, the poet of freedom, sees in art a free instinctive play on a higher level and exclaims with enthusiasm: the human being is fully human only where he plays, and he only plays where he is human in the fullest sense of the word. Schiller calls the basic instinct in art the instinct or impulse to play. It produces in the artist works that, while existing for our senses, satisfy our reason, while the reason of which they partake is simultaneously present for our senses in objective existence. And the human being’s nature, at this stage, shows such activity that his physical nature acts spiritually while his spiritual nature acts physically. Physical nature is raised to the spirit while the spirit sinks into physical nature. The former is thereby ennobled and the latter is brought down from its clear height into the visible world. The works that thus come to existence are, to be sure, not fully true to nature, because, in reality, spirit and object never fully coincide. Therefore, when we compare the works of art with the works of nature the former appear to us as mere semblance (appearance). But they must be semblance because they would otherwise not be true works of art. With his conception of semblance Schiller in this connection occupies a unique position among the writers on aesthetics—he is unsurpassed and unrivalled. This is where the work should have continued.

The one-sided solution to the problem of beauty should have been extended with the help of Goethe’s reflections on art. Instead of this, Schelling25 appeared on the scene with a completely false theory and inaugurated an error from which the science of aesthetics in Germany never recovered. As all modern philosophers, Schelling finds that the highest task human effort can set itself lies in the perception of the eternal, primal types of things. The spirit sweeps beyond the world of physical reality and rises to the heights where the divine is enthroned. There all truth and all beauty is revealed to him. Only the eternal is true and also beautiful. Thus, according to Schelling, no human being can behold actual beauty who does not raise himself to the highest truth, for they are one and the same. All sensuous beauty is merely a weak reflection of that endless beauty which we can never perceive with our senses.

We see where this leads to: the work of art is not beautiful for its own sake and through its own self, but because it reproduces the idea of beauty. It follows, then, from this theory that the purport of art and science is the same since they both adopt eternal truth as a basis, which is also beauty. For Schelling, art is only science that has become objective.26 The important question now is: on what does our feeling of pleasure in the work of art rest? In this case it rests merely on the expression of the idea. The sensory image is only a means of expression, the form in which a supersensible purpose expresses itself. In this respect, all the writers on aesthetics follow the direction of Schelling’s idealism. I cannot agree with the latest writer on this subject, E. von Hartmann,27 when he says that Hegel28 essentially improved on Schelling on this point. I say on this point, for in many other respects he towered above him. Hegel says actually: ‘The beautiful is the sensory appearance of the idea.’ This amounts to an admission that for him the essential in art was the expressed idea. This stands out still more clearly in the following words: ‘The hard crust of nature and of the ordinary world make it more difficult for the spirit to penetrate to the idea than is the case with works of art.’ This is surely a clear statement that the goal of art is the same as the goal of science, namely, to penetrate to the idea: art seeks only to illustrate what science expresses directly in forms of thought. Vischer calls beauty the appearance of the idea, and likewise identifies the meaning of art with truth.

In spite of all objections, beauty can never be separated from truth if its essence is found in the expression of the idea. But then it is not clear what independent mission art is to have by the side of science. What art offers us we can attain by way of thought in a purer, clearer form with no physical veil to shroud it. If this standpoint in aesthetics be adopted, there is no escape, except through sophistry, from the compromising conclusion that allegory in the plastic arts and didactic poetry in poetic art are the highest artistic forms. The independent significance of art cannot be grasped and aesthetics, from this standpoint, have proved unproductive.

It would be a mistake, however, to go too far and, in consequence, abandon every attempt to attain a science of aesthetics that is free from contradiction. They go too far in this direction who would have aesthetics assimilated by the history of the fine arts. If unsupported by authentic principles, this science merely becomes a storehouse for collections of notes on artists and their works to which more or less clever remarks are appended; these, however, originating from arbitrary and subjective reasoning, are without value. On the other hand, a kind of physiology of taste has been set up in opposition to aesthetics. The simplest and most elementary cases in which pleasure is felt are examined; then, mounting from these to more and more complicated cases, aesthetics from below are contrasted against aesthetics from above. This is the plan adopted by Fechner29 in his Introduction to Aesthetics. It is incomprehensible that such a work should have found adherents in a country which produced a Kant. Aesthetics should start from the examination of the feeling of pleasure, as though every feeling of pleasure were aesthetic and as though the nature of the various feelings of pleasure could be distinguished by any other means than through the object itself which caused them. We only know that pleasure is an aesthetic feeling when we recognize the object to be beautiful, for, physiologically, there is nothing to distinguish aesthetic pleasure from any other. It is always a question of ascertaining the object. By virtue of what does an object become beautiful? This is the basic question in all aesthetics.

We come much nearer to solving this question if we follow Goethe’s lead. Merck30 describes Goethe’s creative activity in the following words: ‘You create quite differently to the rest; they seek to embody the so-called imaginative—this produces only rubbish; you, however, seek to endow reality with a poetic form.’ These words convey about the same meaning as Goethe’s own words in the second part of Faust: ‘Consider what thou will’st: still more consider how thou will’st.’ It is clearly stated what art stands for: not for the embodiment of the supersensible but for the transformation of the physical and the actual.

Reality is not to be lowered to a means of expression. No, it is to be maintained in its full independence—only it must receive a new form, a form in which it satisfies us. If we remove any single being from its surroundings and observe it in this isolated condition, much in connection with it will appear incomprehensible. We cannot make it harmonize with the idea, the conception we necessarily apply to it. Its formation within reality is, in fact, not only the consequence of its own conformity to law; surrounding reality had a direct determining influence as well. Had it been able to develop itself independently and free from external influence, only then would it have become a living presentation of its own idea. The artist must grasp and develop this idea on which the object is based, but whose free expansion within reality has been hampered. He must find within reality the point starting from which an object can be developed in its most perfect form.

Nature falls short of her intention in every single instance. By the side of one plant she creates a second, a third, and so on; in no single plant is the whole idea represented in concrete life—in one plant one side, in another plant another side is given, as circumstances permit. The artist must revert to nature’s tendency, as this appears to him. This is what Goethe means when he declares of his own creative activity: ‘I seek in everything a point from which much may be developed.’ In the artist’s work, the whole exterior must express the whole interior; in nature’s product the exterior falls short of the interior and the human being’s enquiring spirit must first ascertain it. Thus the laws in accordance with which the artist goes to work are none other than the eternal laws of nature—pure, uninfluenced and unhampered. Artistic creation rests not on what is but on what might be, not on the actual but on the possible. The artist creates according to the same principles as nature, but applies these principles to the individual, whereas, to use Goethe’s own words, nature pays no heed to the individual: ‘She ever builds and ever destroys’ because her aim is perfection, not in the single entity but in the totality. The content of any work of art is any physical reality—this is what the artist wills. In giving it its form, he directs his efforts so as to excel nature in her own tendency and to achieve to a still higher degree than she is capable of the results possible within her laws and means.

The object which the artist sets before us is more perfect than it is in its natural state, but it contains none other than its own inherent perfection. Where the object excels its own self—though on the basis of what is already concealed within it—there beauty is found. Beauty is therefore nothing unnatural. Goethe can say with good reason, ‘Beauty is a manifestation of secret laws, which, failing beauty, would have ever remained concealed.’ Or in another passage: ‘He to whom nature reveals her manifest secret yearns for art, nature’s worthiest interpreter.’ If it may be said that beauty is unreal, since it represents something which can never be found within nature in such perfection, so, too, can it be said in the same sense that beauty is truer than nature, since it represents what nature intends to be but cannot be. On this question of reality in art Goethe says (and we may extend his words to apply to the whole of art): ‘The poet’s province is representation. This reaches its highest level when it competes with reality, that is, when the descriptions are so lifelike, through the spirit, that they may stand as present for all human beings.’ Goethe finds that ‘nothing in nature is beautiful which is not also naturally true in its underlying motive’.31

The other side of appearance or semblance, when the being excels its own self, we find expressed as Goethe’s view in the proverbs in prose, no. 978: ‘The law of vegetable growth appears in its highest manifestation in the blossom, and the rose is but the pinnacle of this manifestation. The fruit can never be beautiful, for there the vegetable law reverts to its own self—back to the mere law.’ Here we surely have it plainly stated: where the idea develops and unfolds, there beauty sets in, where we perceive the law directly in the outward phenomenon; where, on the other hand, as in the fruit, the outward phenomenon appears formless and gross because there is no sign in it of the fundamental law underlying vegetable growth, there beauty in the natural product ceases. For this reason the same proverb goes on to say: ‘The law, as it engages itself in the phenomenon with the greatest freedom and according to its own inherent conditions, produces the objectively beautiful which, to be sure, must find a worthy subject by which to be perceived.’ This view of Goethe’s we find most definitely stated in a passage in the Conversations with Eckermann. ‘The artist, to be sure, must faithfully and devotedly follow nature’s pattern in the detail... only in the higher regions of artistic activity, where actually a picture becomes a picture—there he has free play and may even proceed to fiction.’ Goethe gives as the highest goal of art: ‘Through semblance to give the illusion of a higher reality. It would, however, be a false effort to retain the semblance so long within reality that finally a common reality were left.’

Let us now ask ourselves what is the reason of pleasure felt in works of art. We must realize that pleasure and satisfaction in the object of beauty are in no way inferior to the purely intellectual pleasure that we feel in the purely spiritual. It always points to a distinct decadence when its province is sought in mere amusement and in the satisfaction of lower inclinations. The reason for pleasure in works of art is none other than the reason for the joyful exultation that we feel in view of the world of ideas generally, uplifting the human being out of himself. What is it, then, that gives us such satisfaction in the world of ideas? None other than the heavenly inner tranquillity and perfection that it harbours. No contradiction, no dissonance stirs in the thought world which rises within our inner self, for it is itself infinite. Inherent in this picture is everything that makes it perfect. This native perfection of the world of ideas—this is the reason of our exultation when we stand before it. If beauty is to exalt us in a similar manner it must be fashioned after the pattern of the idea. This is quite a different thing from what the German writers on aesthetics of the idealist school would have. This is not the idea in the form of a phenomenon; it is just the contrary—it is a phenomenon in the form of the idea.

The content of beauty, the material basis on which it rests, is thus always an actual positive reality and the form in which it is presented is the form of the idea. We see that exactly the contrary is true to what German aesthetics say; the latter simply turned things upside down. Beauty is not the divine in a cloak of physical reality; no, it is physical reality in a cloak that is divine. The artist does not bring the divine on to the earth by letting it flow into the world; he raises the world into the sphere of the divine. Beauty is semblance because it conjures before our senses a reality which, as such, appears as an ideal world. Consider what thou will’st, still more consider how thou will’st—for on the latter everything turns. What is given remains physical, but the manner of its appearance is ideal. Where the ideal form appears in the physical to best advantage, there art is seen to reach its highest dignity. Goethe says here: ‘The dignity of art appears perhaps most eminently in music, because in music there is no material factor to be discounted. Music is all form and figure, exalting and ennobling everything it expresses.’ A science of aesthetics starting from this definition, ‘Beauty is a physical reality appearing as though it were idea’—such a science does not exist, it must be created. It can be called the ‘aesthetics of Goethe’s world conception’. And this is the science of aesthetics of the future. E. von Hartmann, one of the latest writers on this subject and the author of an excellent Philosophy of Beauty, also cherishes the old error that the content of beauty is the idea. He says quite rightly that the basic conception from which the science of the beautiful should proceed is the conception of aesthetic semblance. Yes, but how can the manifestation of the world of ideas as such ever be regarded as semblance? The idea is surely the highest truth. When the idea appears, it does so out of truth and not as semblance. It is a real semblance, however, when the natural (physical) and the individual clothed in the imperishable garment of eternity appear with the character of the idea, for reality falls short of this.

Taken in this sense, the artist appears as the continuator of the cosmic spirit. The former pursues creation when the latter relinquishes it. The closest tie of kinship seems to unite the artist with the cosmic spirit and art appears as the continuation of nature’s process. Thus the artist raises himself above the life of common reality and he raises us with him when we devote ourselves to his work. He does not create for the finite world, he expands beyond it. This conception we find expressed by Goethe in his poem ‘The Artist’s Apotheosis’, where he makes the muse call to the poet in the following words:

So doth the hero mightily inspire

His equals through the chain of centuries:

The heights a noble spirit can attain

May not be mastered in life’s narrow span.

Hence also after death his soul continues,

No less creative now than when he lived;

The noble deed, the beautiful idea

Strives deathless on, as mortally it strove.

So thou, too, livest through unmeasured time

In fields of immortality sublime.32

In this poem, Goethe’s thoughts on what I may call the cosmic mission of the artist are most aptly expressed. Who, like Goethe, ever grasped in art such deep significance? Who ever endowed art with such dignity? It speaks sufficiently for the whole depth of his conceptions when he says: ‘The great works of art are brought into existence by human beings in accordance with true and natural laws, as are the great works of nature; all arbitrary imagination falls to the ground; here is necessity, here is God.’ A science of aesthetics in his spirit would certainly be no bad thing. And this might apply also to other departments of modern science.

When at the death of the poet’s last heir, Walter von Goethe, on 15 April 1885, the treasures of the Goethe House became accessible to the nation, many no doubt shrugged their shoulders at the zeal of the scholars as they seized on the smallest posthumous remnant and handled it as a precious relic—the value of which for research should by no means be despised. But Goethe’s genius is unfathomable; it cannot be taken in at a glance. We can only draw near to it gradually from different sides, and for this purpose we must welcome everything. What appears a worthless detail gains significance when we consider it in connection with the poet’s comprehensive view of the world. Only when we traverse the whole range of activity which this universal spirit ventured in his life—only then does the essential part of him, his own predisposition from which everything that was his originated, and which represents a culmination of humanity, appear before our soul. Only when this predisposition becomes the common property of all who strive spiritually, when the belief becomes general that we have not only to understand Goethe’s conception of the world but that we must live in it and it must live in us—only then will Goethe have fulfilled his mission.


3. Technology and Art

We are introduced to initiation and its first stages here—practised in the Mysteries from time immemorial. Its modern path may be followed in Knowledge of the Higher Worlds.

Who has not felt the harmonizing effect of Mozart’s music or of other great composers of the past? What will be the effect of the modern music of today? Discords and intervals of seconds become as acceptable to us as thirds. It is the same with colours. Goethe spoke of complimentary colours as ‘harmonious’ and colours next to each other in the colour circle, like green and blue, as ‘disharmonious’!. Yet today we enjoy these slight clashes. Perhaps they wake us up. Perhaps they are effects of this mechanical, technological age. They certainly affect us, perhaps even damage us like too prolonged loud noise, of engines, trains or planes. But, make no mistake, Steiner was not one to turn his back to the past. He travelled extensively on trains and entered the modern world fully, accepted it, and always sought a way forward in the training of science as in the nature of the arts.

Bringing modern life of everyday, physical matter into harmony with nature—or what is left of it for us today—and into balance with spirit, we must follow Steiner into technology and science as well as religion and art. Now he refers again to the two devils. Goethe combines them into one as his Faustian Mephistopheles. The two opposing forces Steiner names as the old Lucifer of the Garden of Eden who tempts us away from our true nature to an illusionary, paradisiacal existence, and Ahriman, who leads us to abstraction, coldness, mechanization and into the sub-nature of the earth (we meet him everywhere in our technology). Christ alone offers us the way to find our human-spirit balance.

The main intention of these lectures is to build a bridge from spiritual-scientific knowledge to the kind of conception of life which our time demands, and I intend also giving a few indications on this theme in the coming days.

What we call modern life takes living hold of all those people who, through living in towns or in similar circumstances, have been torn away from a direct connection with nature. And we know that since the advent of modern life people have always thought about its significance both for the intellectual as well as the material progress of human civilization. And now it is time that the impulses we are acquiring from spiritual science should enter into modern life. Gradually we shall have won through to the feeling that with respect to many a thing that meets us in life today we need spiritual science as a kind of compensation for those things in modern life that weaken, we might actually say destroy, something of the general divine-spiritual life forces of man.

People who are able, by means of the first stages of the life of initiation, really to let modern civilization affect them in all its aspects will have experiences that give them deeper insight into the significance which modern life has for the human being’s whole existence than that obtained from an external view of life unsupported by spirituality. People who have taken the first steps in the life of initiation will pass differently through the experience of spending a night in a train or on a steamer, especially if they sleep on the journey. What is different for the person who is in these first stages of initiation and the one who has not had any connection with it is that the experiences become conscious for the former, and he finds out what is actually happening to him when he spends a night travelling on a train or a ship—especially if he goes to sleep. Of course the person who does not acquire initiation knowledge of things also undergoes the effects that an experience of that sort has on the whole human organism. With regard to the whole effect on the human being there is, of course, no difference.

If we want to understand what these indications actually mean we must recall to memory a spiritual-scientific truth which you no doubt know, namely, that whilst we are asleep our ego and astral body are outside our physical and etheric bodies. In fact, because of certain limitations which cosmic laws impose on us in the natural order of things, our ego and astral body are very close to our physical body and etheric body in a case like this, so that if we are asleep on a train journey our ego and astral body are right inside all the rattling, rumbling and braking going on in the wheels and the engine of the train. And it is just the same on a modern steamer. We are inside everything going on around us. We are inside these not exactly musical experiences in our surroundings, and you need only have taken the very first steps in initiation to notice on waking up that when the ego returns with the astral body into the physical body and etheric body they bring with them what they experienced while they were being squeezed through the machinery, for they really were inside the moving machinery right up to the moment of waking.

We bring all this disharmonious squeezing and tearing back into our physical and etheric body, and if you have ever woken up with all the after-effects of what the engines of a steamer or a train have done to your ego and astral body, and bring that into your waking consciousness, you will notice how little it synchronizes with what is going on within you in the way of a kind of experience the ego and the astral body have of the inner harmony of the physical and etheric body. You do in fact bring back with you the wildest confusion, the most frightful din of pulling, screeching and rattling, and if you are sensitive to it you will feel that the effect on the etheric body really is as though your physical body were being bruised and dismembered—which is, of course, a clumsy expression, but you will not misunderstand. This is an absolutely unavoidable side-effect of modern life, and I want to give a word of warning right at the outset, as the kind of lecture I want to give today can very easily rouse what I would call theosophists’ hidden arrogance, which flourishes very well here and there.

I am not making a general allusion, of course, let alone a particular allusion, for when one holds a talk on a matter like this one immediately provokes judgements. I think that in the case of such theosophists’ arrogance it can easily happen that people imagine they must take great care not to expose themselves to these destructive forces, that they must protect themselves from all the influences of modern life, and must closet themselves in a room containing the right surroundings, with walls of the colour indicated by theosophy, to make sure that modern life cannot reach them in any way that would be harmful to their bodily organization.

I really do not want my lectures to have this effect. Everything of the nature of withdrawing and protecting oneself from the influences of all that we necessarily have to encounter as world karma arises out of weakness. But anthroposophy can only strengthen the human soul [Gemüt33] and should develop those forces that inwardly strengthen and arm us against these influences. Therefore, never within the compass of our spiritual movement could any kind of recommendation be given to cut oneself off from modern life, or to turn spiritual life into a kind of hothouse culture. This could never apply in the realm of true spiritual culture. Although it is understandable that weaker natures prefer to withdraw from modern life and go into one or another kind of settlement where they are out of reach of it, the fact remains that this arises not from strength but from weakness of soul. Our task, however, consists in strengthening our soul life by permeating ourselves with the impulses of spiritual science and spiritual research so that we are armed against the onslaughts of modern life, and so that our souls can stand any amount of hammering and knocking and are still capable of finding their way into the divine-spiritual realms right through the hammering and knocking of the ahrimanic spirits.

One thing must be taken into account, however, which I have often referred to. We human beings do not only sleep at night. We actually sleep in the daytime as well, only we do not notice our daytime sleep as much as our night-time sleep. During the night our thought life is dimmed down, and because our soul lives predominantly in our thoughts we are, as a matter of course, more aware of the dimming down of our thought life during night-time sleep. During the day our life of will is more at rest, yet we are less aware of this because we live less in our will. All the arguing the philosophers have done about the freedom and lack of freedom of the will is due to this. As they have not taken into account that they are investigating the will whilst they are daytime sleepers and therefore cannot arrive at its true nature, they talk a lot of nonsense about free will and unfree will, indeterminism and determinism. In actual fact, whilst we are open to the waking life of day, we are only conscious of our will life to a very small degree; it dips down into the subconscious, into the region that belongs purely to the astral body.

Thus during our waking day, too, we are involved in all that modern life has produced around us in the way of the stress and noise of modern technology. During the night it is more our life of thought and feeling that becomes submerged in the noise and stress; during the day it is more our life of feeling and will.

Now in the course of human evolution what we call modern life has not always existed. It came on the scene essentially at the beginning of the fifth post-Atlantean epoch. The beginning of the fifth post-Atlantean epoch actually coincides with the beginning of the modern age. What does modern intellectual culture say about the beginning of the modern age? As we know, modern intellectual culture is proud of the achievements of modern life. It is expressed somewhat like this. Throughout antiquity and the Middle Ages people were incapable of developing a real observation of nature such as could have led to natural science. This did not happen until modern times. And when people talk of modern times like this they are speaking of the time that began with the fifth post-Atlantean epoch. That was when people broke away from the old way of observing nature and observed it impartially, solely according to abstract laws. And it was through this knowledge of the laws of nature that natural science came into the position of opening up the possibility of mastering the forces of nature, and mastering them in an unprecedented way, as we so often hear. Yet this is just what modern technology is. And the characteristic nature of modern technology arose as a result of man acquiring knowledge of natural laws and then proceeding to use the material world to fashion his machines according to these natural laws, machines with which he can then work back on nature and life by filling modern life with them and creating his own technological setting, that is, modern life in its essence and function. Thus we see that it is the modern age that has established real natural science and the resultant mastery over nature and its forces.

You often hear people speaking like this. However if we speak like this we are speaking Ahriman’s34 language for this is using the language of Ahriman. But let us see if we can translate this language of Ahriman into the real and true language that we are trying to acquire again by means of spiritual science, a language where words not only acquire the meaning ascribed to them through observation of external nature but also acquire the meaning ascribed to them when we look at the cosmos in its entirety, that is, both as nature and as spiritual life.

Let us start by looking quite superficially at what happens when we develop modern technology. What is happening in the first place is just work being carried out in two stages. The first stage consists of destroying the interrelationships of nature. We blast out quarries and take the stone away, maltreat the forests and take the wood away, and the list could go on—in short, we get our raw materials in the first instance by smashing and wearing down the interrelationships in nature. And the second stage consists of taking what we have extracted from nature and putting it together again as a machine according to the laws we know as natural laws. These are the two stages, if we look at the matter on the surface.

But what is it like if we look below the surface? Looking at it from inside, the matter is like this. When we take things from nature, mineral nature to begin with, we know from previous lectures that this is linked with a certain feeling of well-being belonging to the elemental spiritual beings that are within it. This, however, does not concern us so much now. What is important here is that we cast out of nature the elemental spirits belonging to the sphere of the regular progressive hierarchies who, in fact, are the very spirits who maintain nature. In all natural existence there are elemental spiritual beings. When we plunder nature we squeeze out the nature spirits into the sphere of the spirit. That is, in fact, what is constantly happening during the first stage. We smash and plunder material nature and thus release the nature spirits, driving them forth from the sphere allotted them by the Jehovah gods into a realm where they can fly about freely and are no longer bound to their allotted dwelling places. Thus we can call the first stage the casting out of the nature spirits. The second stage is the one where we put together what we have plundered from nature, according to our knowledge of natural laws. Now when we construct a machine or a complex of machines out of raw material according to our knowledge of natural laws, we put certain spiritual beings into the things we construct.

The structure we make is by no means without its spiritual beings. In constructing it we make a habitation for other spiritual beings, but these spiritual beings that we conjure into our machines are beings belonging to the ahrimanic hierarchy. Thus at the first stage we encounter nature spirits who are in progressive evolution and cast them out and at the second stage we unite these ahrimanic spirits with our mechanisms or other products of technology. This means that by living in this technological milieu of modern times we create an ahrimanic setting for everything that goes on in us in a sleeping state, by night or day. So it is no wonder that a person at the first stages of initiation, bringing back with him into his waking life all that he has experienced outside in the way of noise and confusion, feels its destructive character when he comes back into his physical and etheric body with this in his ego and his astral body. For he is bringing back into his own organism the results, as it were, of his having been in the company of the ahrimanic elemental spirits. Thus we could say that at the third stage, at the cultural level, we have technology around us stuffed full of ahrimanic spirits which we have put there. This is what things look like from inside.

Now if we turn our attention away from the occult side of modern life and look back at those times when people slept with only a thin partition dividing them from nature, a partition through which spirit could easily pass, and when their daytime work was within the realm of nature that still harboured regular spirits of the Jehovah hierarchy, we have to admit that in those times people’s souls, their egos and astral bodies, brought back into their physical and etheric bodies the kind of nature spirits that had an enlivening effect on their inner life of soul. And the further we go back in the history of mankind’s evolution the more we find what is becoming a greater and greater rarity today, namely, that people did not fill themselves with the ahrimanic spirits of technology but with nature spirits that were progressing on a straight path and that the good spirits of the hierarchies—if we may use the expression—have linked to the events and being of nature. Now the human being will only attain the kind of connection he needs in order to be truly human if he seeks it in his inner life—if he delves so far down into the depths of his soul that he reaches the forces that connect him with the spirit of the cosmos, out of which he was born and in which he is embedded, but from which he can be separated. A separation has already taken place in his sense perception and intellect, and now again through his being filled with ahrimanic beings in the course of modern life, as we have seen. Only by penetrating into the depths of his own being will the human being find the connection with divine spiritual beings that he needs for his salvation, the spiritual hierarchies35 that are progressing on a straight path. This connection with the spiritual hierarchies for which we were actually born, in the spirit, this living connection with them, is made difficult to the highest degree by the saturation of the world by modern technology. Man is being, as it were, torn away from his spiritual-cosmic connections, and the forces which he should be developing within him to maintain his link with the spiritual-soul being of the cosmos are being weakened.

A person who has already taken the first steps in initiation will therefore notice how the mechanical things of modern life penetrate into man’s spiritual and soul nature to such an extent that a great deal of it is smothered and destroyed. He will also notice that the destruction of these forces makes it particularly difficult for him really to develop those inner forces which unite the human being with the ‘rightful’spiritual beings of the hierarchies—please do not misunderstand the word. When a person who has taken the first steps in initiation tries to meditate in a modern railway carriage or on a modern steamer, he makes a great effort, of course, to activate the necessary forces of vision to lift him into the spiritual world, yet he notices the ahrimanic world filling him with the kind of thing that opposes this devotion to the spiritual world, and the struggle is enormous. You could call it an inner struggle experienced in the etheric body, a struggle that wears you out and crushes you. Other people who have not taken the first steps in initiation also go through this struggle of course, and the only difference is that the student of initiation experiences it consciously. Everyone has to go through it; the effects of this are experienced by everyone.

It would be the worst possible mistake to say that we should resist what technology has brought into modern life, that we should protect ourselves from Ahriman by cutting ourselves off from modern life. In a certain sense this would be spiritual cowardice. The real remedy for this is not to let the forces of the modern soul weaken and cut themselves off from modern life, but to make the forces of the soul strong so that they can stand up to modern life. A courageous approach to modern life is necessitated by world karma, and that is why true spiritual science possesses the characteristic of requiring an effort of the soul, a really hard effort.

You so often hear people saying, ‘These books of modern spiritual science are difficult; they make you exert yourself in order to develop your soul forces and really penetrate into spiritual science.’ This is why ‘well-meaning’ people—and I am saying this in inverted commas—keep on coming to me and saying that they want to smooth out difficult passages for their fellow human beings and change what is written in rather a difficult style into something as trivial as can be (and these last words are not said in inverted commas). However, it belongs to the essence of spiritual science that it makes demands on soul activity, that you do not accept spiritual-scientific truths lightly, as it were, for it is not just a matter of taking in what spiritual science says about one thing and another, but of how you take it in. You should take it in by dint of effort and soul activity. To make spiritual science your own you must work at it in the sweat of your soul—please forgive me for not being very polite. That belongs to the business of spiritual science, if you will excuse the mundane expression.

It shows a further misunderstanding of the actual heart of spiritual science if people shy away from the difficult ideas and conceptual structures of spiritual science. And don’t we know how many people shy away from it, how many people would prefer to dream (’ The Lord gives it to his own in sleep!’ ). They would far rather have things I conjured up before them in all kinds of visions of the spiritual world than acquire knowledge through the activity of exerting their inner life of soul. We know how many people there are who prefer having visions rather than sitting down and studying a difficult book of spiritual science, even though it is capable of speaking to the human soul forces that are asleep during ordinary daily life, for spiritual science really does activate the part of man that is otherwise unconscious and transports him into the life of the spiritual world. The right approach is not to receive conscious daily life apathetically and to grope in the dark, but to make an effort out of soul activity to get through what is given for the development of thoughts and ideas. For when you make an effort and have the courage to make yourself at home in this development of thoughts and ideas, this brave and active effort will bring you to the stage where mere theorizing on what is given and mere acceptance in thought passes over into seeing and really being in the spiritual world. However, the really modern conception of life that arises for us from these considerations is that, because of our technological surroundings, we descend into a kind of ahrimanic sphere and become filled with ahrimanic spirituality.

The most terrible calamity would have come about in earth evolution if, in earlier ages, provision had not been made for these experiences of ahrimanic spirituality that world karma is bringing to modern mankind. Life always progresses like the swing of a pendulum. It is experienced like a pendulum swinging in one direction or the other. You cannot say ‘Beware of Ahriman!’ for nothing can protect you from him. And if someone longs to shut himself up in a room surrounded by the colour that suits him best, where he has no factories near him or trains passing by if he can possibly help it, but is completely cut off from modern life, there are many, many ways in which ahrimanic spirituality can get into his soul. Even though he withdraws from modern life, modern spirituality will still reach him.

Now something entered into human evolution that, as it were, held off the calamity, and I gave an indication of this a long time ago in a lecture cycle in Munich. We must take all these things together, for that is also part of the active experiencing of modern spiritual science. The human being has been given art—art, which also takes its raw material from nature by reducing and wearing it down, and at the second stage puts it together again to make something new, with a breath of life in it, although it is only of a pictorial nature. The life of the artistic impulses given us in the past has the capacity, as I said in Munich, to imbue its material with a more luciferic spirituality. Luciferic spirituality, beauty as an illusion, in fact everything that has an effect on the human being through the medium of art, leads man away from matter into the spirit, yet it does so through the life in the material. Lucifer36 is the spirit who constantly wants to flee from matter and bear man into the life of the spirit in an unjustified way. That is the other swing of the pendulum. It is only because we have to go through a technological atmosphere in the present incarnation that it is possible for us to come into connection with Ahriman, whereas in earlier incarnations we were more connected with a quality that could be steeped in art. Thus we are countering certain luciferic forces by means of the present-day ahrimanic forces, which together form a balance, whilst the pendulum of life swung one way in the past and swings the other way now.

What spiritual science quite specifically has to want at the present time is that human beings do not sleep and dream through what world karma is imposing on them. Yet people who wish to know nothing about spiritual science do sleep and dream through all the influences of Ahriman and Lucifer. They are exposed to these influences even if they themselves know nothing about them. But life cannot go on like this; life has to be lived consciously from now on, and that is what spiritual science is for, so that people do not go through the world sleeping and dreaming but understand what is around them. For this to happen, however, we must really get down to the subtleties of our spiritual-scientific business—if you will forgive the word. Such subtleties often go unnoticed, and this is the sort of thing I find when I read through transcripts of lectures I have given. Often what is of essential importance to me does not appear at all in the transcript. Just look at two examples of this. I used a certain sentence a little while ago and did not say that spiritual science wants something, but that spiritual science should want it, or has to want it. That is a particular expression which comes quite naturally to a person who is speaking out of the spirit of spiritual science, for spiritual science leads as a matter of course to a more impersonal grasp of the truths of spiritual life than other sciences do. Speaking in the manner of other sciences we would say: ‘Spiritual science wants something.’ But spiritual science says what it should want or must want. And I say, ‘The way I must express myself’ and not, ‘The way I express myself.’

A great deal depends on such subtleties; we must not pass them by. On the contrary we must begin to believe that everything depends on spiritual science taking hold of the human being’s innermost soul forces, and that it is capable of transforming them. Therefore it will not do to approach spiritual science with the kind of thinking one is in the habit of using in ordinary life. People are still largely unaware of what I mean by this. This can be seen, actually sensed, so to speak, in certain crude symptoms in the evolution of ordinary science.

Let us take one example out of many. Modern science of religion—irreligious science of religion—is especially proud of the fact that it has found a connection between New Testament utterances and commandments and Old Testament and heathen utterances and commandments. People have followed up the origin of every phrase in the Lord’s Prayer, for instance, and said, ‘This particular phrase comes from here and that one from there.’ If you hear it like this it can sound credible. Yet the moment you approach the Mystery of Golgotha37 in a spiritual world-historical light you notice that all these things appear in a new context, and that the important thing is not the discovering that all these expressions were there in earlier times but looking at them in the context that gives them a new shade of meaning. In this respect the Old and the New Testament differ entirely. Subtle things like this convey the essence of the Mystery of Golgotha. The words and even the word connections often stay the same but their shade and colouring is different, and that makes all the difference.

There is something tremendous behind the fact, for instance, that the conception of the ego in the whole evolutionary system of language is quite differently constructed the further back we go in pre-Christian times than it is later on when we go forwards from the Mystery of Golgotha. The way people spoke about the ‘I’ changed, and this can be seen in the configuration of language. When the ‘I’ becomes part of the word for the verb, as is the case in many languages, it signifies something entirely different from when it is separated from the verb and as spoken as a separate word, and so on.

The important thing is to work our way with the help of spiritual science to an approach to life that looks consciously at the things which influence our human organism of spirit, soul and body. The way I have described the human being’s relationship to his technological surroundings is, of course, only in its beginning stages. It was about four centuries ago that things began to get like they are today. Then the nineteenth century that was so proud of itself took a tremendous leap forward in the ahrimanization of human life. Yet a great deal more will take place in future human evolution in the direction of this ahrimanization. We have been in it for about four hundred years. It is coming slowly and gradually. It has already reached a certain climax among the vast numbers of our fellow human beings who, because of the isolation caused by living in towns, hardly have any connection any more with real nature spirits. I once said, symbolically, that it is important for the human being’s development to be able to distinguish oats from barley. Yet really, how many people are there in a town environment today who cannot tell the difference anymore between oats and barley? Perhaps they can distinguish the plants, as that is comparatively easy in the case of oats and barley, but where the grains are concerned they can no longer tell the one from the other. If they have lived in a town or were actually born there, they usually cannot tell the difference.

Now it happens like this in the evolution of mankind, that when human beings have progressed a stage, this progress is always bound up with another experience that is at another stage, as it were, in a parallel stream. And this has happened. Whilst technological life has been drawing modern man closer to Ahriman in the way I have described, he has also been getting closer to him in another way. When a spiritual view of history replaces the crude way of viewing history introduced by materialism, people will understand what spiritual science has to say on this matter.

If we go back to the time that preceded the last four centuries, the human being not only had a different relationship to his environment than he has today. He had, above all, an entirely different relationship to something that comes to expression in himself, really comes to expression in himself—he had a different connection with his speech, to the way he spoke. Speech does not only contain what modern materialistic science believes it does; there is something in speech which in many ways is connected with the human being’s not fully conscious experiences, which often occur in the subconscious realms of his being, and which are therefore interpenetrated by spiritual beings. Spiritual beings live and are active in the human being’s speech. And when the human being forms words, elemental spiritual beings pour into these words. During human conversations spiritual beings fly about the room on the wings of the words. This is why it is so important that we pay attention to certain subtleties of speech, and do not simply let uncontrolled feelings get the better of us when we speak.

Right into the fifteenth and sixteenth centuries we could say that man still possessed the remnant of a living experience of the elemental spirituality contained in language. The spirituality of language was still active within him, for language is in a certain respect more inspired and spiritual in many ways than an individual human being. It is only occasionally nowadays that we notice a person reverting from a materialistic way of thinking to a feeling for the inspired spirituality of language.

On one occasion here I gave a very clear if trivial example showing in what way a person’s mind can revert from the materialistic role of today. On the whole it still happens to many people, but they are not immediately aware of it. If someone is travelling down the Rhine and he speaks for instance of the ‘old Rhine’, what does he mean? No doubt he feels something. But what is he referring to? When people speak of the ‘old Rhine’ I do not think they mean the river-bed, the hollow in the ground. That would be the only permanent part, of course. But we cannot discover what else the ‘old Rhine’ is supposed to be, for the water is certainly absolutely new; it keeps flowing on, and if you try and find anything old except the hollowed-out river-bed, it cannot be done. The old Rhine! Language is more inspired than the human being because the language obviously means the river god, even if people are not conscious of it. People are describing the elemental being that belongs to it very suitably when they say the ‘old Rhine’.

That is a rough example. This spirituality, this belief in spirituality exists throughout language. And a feeling, at least, for this connection with spirituality in language still really existed in the disposition of soul of all the peoples of Europe, during the course of the fourth post-Atlantean epoch and right up to modern times as far as the fifteenth and sixteenth centuries. If you are not aware of this fact you cannot have the right feeling for the beginning of St John’s Gospel. For the opening words of St John’s Gospel, ‘In the beginning was the Word’, arose, in fact, out of a consciousness that the part the word plays within the whole human organism and human life provides the connection for the human being, by way of elemental spirituality in the first place, to the whole of the world lying behind the world of the senses.

If with the means that spiritual science puts at our disposal we observe the way human life has run its course, from the Middle Ages up to modern times, and are able to look right into the soul, we shall in fact find that the human being’s relationship to speech was altogether different in the fourth post-Atlantean epoch, even in the last phase of it that lasted up till the fourteenth and fifteenth centuries. Whenever they spoke people heard undertones, genuine undertones. People no longer believe this, because nowadays human beings really only live in the material aspect of the sounds of speech. A spiritual element joined with the sound as though it sounded again an octave lower. Thus when people spoke or heard people speaking, something resounded in the words that was not differentiated according to one or another language, but was of a universal human character. One can really say that when human experience comes to expression, as it were, in the flowering of the separate languages, mankind today experiences the flowering as a vibrating of sounds in the ear, and experiences the sounds as something that have a meaning, whereas in earlier times they experienced a steeping of the whole element of speech in something that joined with it and was not differentiated into the various languages. The dividing line between the one experience and the other fell in the fifteenth and sixteenth centuries. Mankind was torn away from the genius of language.

Nobody can understand the actual jolt mankind was given in the fifteenth, sixteenth and seventeenth centuries, unless he studies the special character of this damping down of undertones in the experiencing of speech. Something was lost to mankind, and this comes to light in the happenings of the times, whether they be battles or peacetime creations. Before the point of time mentioned, the human soul still experienced it. Whenever people spoke, this resounding of undertones in the experience of speech still lived in human souls. That is why the whole of history has an entirely different quality before this turning-point than afterwards. Through spiritual science we must develop a spiritual ear, as I would like to call it, for the completely different tone that events had in the Middle Ages than they have today, as human souls were connected to their experiences in quite a different way in those times.

I will choose the Crusades as an example of a general human soul-experience. They are only conceivable in the way they came about in the Middle Ages if we know of the existence of these spiritual undertones in the experiencing of language. The present-day peoples of Middle and Western Europe would most certainly not be so affected by the words of Clermont’s synod: God wills it—Dieu le veut—as the peoples of the Middle Ages were. The reasons for this, however, can only be recognized if we take into account what has just been said.

An important phenomenon in all modern intellectual life is also connected with this. The whole formation of modern history has to do with this. If you once envisage history with these subtle language undertones in mind, you will understand why, at the point of time I have indicated, the various European nationalities grouped themselves together, those nationalities who before that time had quite different relationships with one another, who were governed by quite different impulses in their relationships to one another. The way the different nationalities group themselves in the various parts of Europe, right up to the present day, has to do with impulses that we interpret quite falsely if we go back from the present to the Middle Ages to look for the origins of nations, without bearing in mind the tremendously important Rubicon that had to be crossed in the life of the soul.

I can only give you indications of these themes whereas they would actually require a whole series of lectures. The most important part of all this must be left to your meditation, which will discover what can be found as a result of these indications. What I would hope to have achieved is to have given you a picture of how to build a bridge between spiritual science and knowledge of life, and shown you how spiritual science can lead to a conscious approach to the reality in which we live.

Having spoken of the real foundations on which these indications are based, it would appear quite natural that this modern age of ours makes a renewal of many things necessary, compared to the past. Through being placed today by world karma in a setting that functions in an especially ahrimanic way, and through having to make our soul forces strong enough to find our way into spiritual spheres, despite all the hindrances that come to us from ahrimanic spirituality, our souls are in need of different kinds of sustenance than before. For the same reason art must also adopt new paths in all its branches.

Art obviously had to speak differently to the souls that were less exposed to the attacks of Ahriman than we are today. Art has to speak in a new way to souls today, and our Goetheanum38 building is meant to be the very first step, really and truly the very first step towards art of this kind, and not anything perfect. It is an attempt actually to create the kind of art that calls on the soul to be active, on the lines of the whole conception of modern life, yet a spiritual conception of modern life. Let us remember the frightfully trivial comparison I made regarding the Goetheanum building a few weeks ago. I asked, ‘How does the effect our Goetheanum building is intended to have compare with that of an older building or an older work of art in general?’

A work of art from the past made an impression by means of its forms and colours. Its forms and colours made an impression. If we make a diagram of it and the form is like this, this form had an effect on the eye [Rudolf Steiner does a drawing]. What was in space and what the form was filled out with was what made the impression. And it is the same with the colours. The colours on the walls made the impression.

I said that our building is not intended to be like that. Our building is meant to be—and this is the terribly trivial comparison—like a jelly mould that does not exist for its own sake but for the sake of the jelly. Its function is to give a form to what is put into it, and when it is empty you can see what it is for. What it does to the jelly is the important thing. And the important thing with our building is what a person who goes inside it experiences in the innermost depths of his soul when he feels the contours of the forms. All that the forms do is set the process going that creates the work of art. The work of art is what the soul experiences when it feels the shape of the forms. The work of art is the jelly. What has been built is the jelly mould, and that is why we had to try and proceed on an entirely new principle.

Likewise what you will find in the way of paintings in our Goetheanum building will not be there for their direct effect, as used to be the case with art in the past, but will be there for the soul to encounter, so that the experience resulting from this encounter will be a work of art. This of course involves a metamorphosis—I can only give indications of all this—the metamorphosis of an old artistic principle into a new one, which we can depict by saying that when the sculptural, the pictorial element is taken a stage further it is led over into a kind of musical experience. There is also the opposite step, from the musical element back into the sculptural and pictorial.

These are things that are not created arbitrarily by the human soul, but have to do with the innermost impulses we have to go through, because we are in the first third of the fifth post-Atlantean epoch. It has been, in a manner of speaking, ordained by the spiritual beings that guide this evolution.

A start has to be made in every realm. If people find things about our building that are imperfect they may be assured that the people who are actually engaged in building it will find far more imperfections than the people who criticize it—far, far more. There are faults to be found in it which people who just look at it would not think of. But that is not the point. The point is that a start is being made, for there are so many things that have to happen. The important thing is not the perfection we achieve in what we must will to happen, but that a start is made on what has to come to life here, however imperfect it has to be. For everything new that comes into the world is imperfect compared with old things that have stood the test of time. Things that are old have reached their highest level, whereas new creations are still in their infancy. That is quite obvious.


4. At the Turn of Each New Millennium

(Two fragments in note form)

Here Steiner describes the turn of the millennia. Rudolf Steiner again speaks of the two evils opposing Christ, naming them Lucifer and Ahriman. Lucifer carries the human being off into a spirit world without balance, Ahriman chains and hardens the human being to the matter of the earth. This cosmic drama is indicated in his carved, wooden statue shown in illustration in Chapter 9.

This piece gives us food for thought as we enter now into this third millennium of the Christian era. His words can help us to face the future. We have choices to make; let us hope they can be made out of a wide view and a large picture, as offered here.

At the end of this fragment there are words pointing to the need for a new architecture for the millennium to come. It is a recurring theme to be found in the lectures on architecture, only mentioned in these lectures and the notes. The Dornach building, the Goetheanum, was to be the temple for anthroposophy and a chalice for all the arts.

As the year AD 1000 approached, people in Europe lived in great fear of the end of the world, which was anticipated as the physical dissolution of the earth in smoke and fog. Ahrimanic spirits had led people to believe that something dreadful was going to happen in the physical world, whereas in reality a great deal was happening in the spiritual world. At the turn of every millennium, the spirits of Lucifer and Ahriman possess exceptional powers.

Human beings have no cause to be particularly proud of the decimal system, which is the predominant system of calculation today. Every such system is introduced to the world by certain spirits, and each system tends to clarify some facts and realities while obscuring others. In the decimal system it is Ahriman who exerts considerable influence. This system highlights the fact that at every millennium, around the year 1000, 2000 and so on, a particularly vigorous combined assault by Lucifer and Ahriman takes place,39 while during the other centuries they hold one another more in balance. During the ninth century of a millennium—and thus also in our ninth century of the second millennium—as a new millennium approaches, they join forces and together exert their influence on mankind. This fact underlies the popular belief that Lucifer and Ahriman are bound in chains for a thousand years and then released for a short period of time.

The influence of good powers at the millennium

At pre-Christian turns of the millennia—1000, 2000, 3000 BC—a particularly strong influence was also exerted simultaneously by good, progressive powers, so that the joint activity of Lucifer and Ahriman was held in check, with exceptionally good results. Thus around the year 3000 BC the pyramids were built; around 2000 BC was the age of Abraham and all that resulted from it, as well as being the culmination of Babylonian culture; and around 1000 BC was the age of David in which the construction of Solomon’s Temple was planned. In the year Nought, Christ appeared. We have often discussed how according to the Gospels, and especially the Fifth Gospel,40 Christ had to engage in combat with both Lucifer and Ahriman. Since the coming of Christ, however, the good, progressive spirits have no longer been able to intervene so effectively. Human beings have been exposed to the attacks of Lucifer and Ahriman, who have succeeded in confusing people’s minds and making them fall prey to misconceptions of the approaching physical end of the world. It is always in the interest of Lucifer and Ahriman to relate events much too closely to the factors of space and time.

Around AD 1000 came the first proofs for the existence of God as presented by the Bishop of Canterbury, as well as the ideas introduced by his opponent, Roscelin. This was also the age when the Popes, trampling on the principle of Christian humility, raised themselves up in external power, when the Emperor Henry IV was forced to humiliate himself in the presence of the Pope at Canossa, and when the entire established Church adopted practices that aroused the derision of all the spirits of Ahriman.

These same ahrimanic spirits are now again making their influence felt as we approach the year AD 2000. But evolution swings like a pendulum. In AD 1000 the end of the world was anticipated, in AD 2000 exactly the opposite is expected, and in AD 3000 the end of the world will be anticipated once more; indeed, by then things will have come to such a pass that whole nations will be longing for the end. Without sentimentality it can be stated that dreadful times are approaching for the peoples of Europe.
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The first Goetheanum—a new architecture for a new millennium

Let us take architecture as an example and look at the influence exerted upon it. Around 3000 BC the pyramids were built. Around 2000 BC came the hut structures of the Age of Abraham, and around the year 1000 BC preparations were made for the Temple of Solomon. The new architectural impulse that was to have arisen around the year AD 1000 was suppressed by opposition from Lucifer and Ahriman. We see how the Norsemen (also known as Normans), who spread across Western and Central Europe from Scandinavia, attempted to express something in their timber constructions which they were unable to develop fully. Certain directions are intimated, but ahrimanic influence prevented their elaboration. Instead the Moorish culture evolved, coming from Cordoba and Granada, introducing the horseshoe arch and the pointed arch which supplanted the truly Christian rounded arch of Romanesque architecture. Anti-Christian influence is directly visible in Moorish architecture with its arches that run up into a point instead of being round. This is the mark of Ahriman. In architecture Ahriman worked as the Antichrist when he replaced rounded Romanesque arches with horseshoe and pointed arches. He worked thus through the Moors and also through the Turks, while preventing the appropriate development of architecture by the Norsemen whose wooden buildings were erected all over Europe but were unable to give to mankind what was intended. This is the reason why there are no great works of architecture from around AD 1000 such as we can find at earlier millennia.

Now the time has come to create a new architecture for the new millennium. The curved lines which Ahriman suppressed in Norse architecture must now find new expression, while other aspects are left out. The result will be our Dornach building, which will be the true successor to Norse timber architecture.
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Second Goetheanum, west projection from the south

The people of Europe, however, are moving towards terrible times. We know that after the first third of this century Christ will be seen in his etheric form and that this will have a tremendous impact alongside all the tendencies of decline in this century. In former times, for example in AD 1000, people had to believe what Lucifer and Ahriman wanted to make them believe because they did not yet carry the true, conscious impulse of Christ within themselves. We, however, are no longer under any such constraint.

It is up to us freely to receive the new Christ impulse, in order to resist Lucifer and Ahriman. In the twentieth century, Lucifer and Ahriman will seize control especially over the name of Christ. People who no longer bear any trace of true Christianity will set themselves up as Christians. They will rage against those who not only observe what Christ said according to the Gospels but who also believe in the words: ‘I am with you always until the end of all time on earth.’ People who are guided by Christ’s living, continuing impulse will be derided. As AD 2000 approaches confusion and destruction will prevail. By then no splinter of our building in Dornach will be intact. When we look down from the spiritual world we will see everything destroyed and devastated. But by the year 2086 buildings will be arising throughout Europe which are dedicated to spiritual aims and which will resemble our Dornach building with its two cupolas. That will be the golden age for buildings in which spiritual life will flourish.

[image: image]

West front of the second Goetheanum, opened in 1928


PART TWO


5. The Task of Modern Art and Architecture

In this new millennium, we can feel that the inspiration of the gods is gone, the world stands created as we find it. We only tear it down! We live in ‘destitute times’, says Hederman in his Haunted Inkwell, and a book has been written on The End of History.41

But Goethe has challenged us to continue creation where nature left off!

Steiner has given us more hope with his evolutionary panorama in Occult Science, as well as a fundamental picture of the human being and his destiny in Theosophy: smaller eras within great epochs of Earth development, and the human being in his threefold nature. He shows the arts as illustrating our footsteps on the road of our evolving consciousness.

An example of this might be the change in our aesthetic appreciation from the symmetrical, static classic art to more living impulses such as Jugendstil and the Bauhaus. They too sought organic forms and movement and the total ‘Art Work’ but fell prey to the abstract and mechanistic. Steiner’s dream lived on and now he is telling us more about it.

He turns here from architecture as ‘enigma of the spirit’ in an outer, more historical way to its inner soul aspect. As the soul has evolved it has expressed outwardly this development in the language of the arts.

He calls attention to the smaller inward changes, identifying feeling life with Italian culture, the intellectual atmosphere of French culture and then the ‘consciousness soul’ activity being born in the fifteenth century with Anglo-Saxon and Germanic scientific and artistic striving. These periods can be seen to echo the greater epochs, and are especially portrayed in the carved columns and paintings of the incarnating building of the first Goetheanum. We are led from the equilibrium of the Greek and the upward reach of the Gothic to the dynamic qualities of a new art working with the principle of metamorphosis.

In conclusion, he speaks of the glass windows, the walls, the various arts that contribute to this ‘whole art work’ in service of the spirit—a meeting of the arts under one integrating roof. Words of his echo with potency today: ‘However much study may be given to the elimination of crime and wrongdoing from the world, true redemption, the turning of evil into good, will in future depend upon whether true art is able to pour a spiritual fluid into the hearts and souls of human beings.’ The burning of the first Goetheanum as it came to fruition was a tragedy for the West. But now the challenge is met as the wood gives way to concrete in a new pioneering design in the second Goetheanum.

Today another point of view can be considered. The necessary step of placing our building within the stream of evolution can be described from many points of view. Architecture is the art of creating an enveloping, enclosed space, with the help of a variety of materials and by means of various shapes and forms, either for ordinary activities and dwellings or for religious purposes. Therefore it is connected with the soul life of human beings. It originates from the soul, and it can be comprehended to the extent that the soul can be comprehended.

During the course of our work in spiritual science the soul element has always been considered from three points of view. In my book Theosophy,42 there is a description of the threefold soul as the sentient soul, the intellectual or mind soul and the consciousness soul. In addition to that you will also find the sentient soul described as being next to the sentient body in a way that makes these two appear as two facets of one and the same thing, one of which belongs more to the soul and the other more to the spirit. Finally the consciousness soul and the Spirit Self are paired together, again the one belonging more to the soul element and the other being more spiritual.

For spiritual vision these names encompass whole worlds, so that new aspects arise which must also be taken into account, such as the sweep of evolution, even if we confine ourselves for the moment only to post-Atlantean times.43 We find that the sentient body underwent its development particularly strongly during the epoch of ancient Persian culture,44 the sentient soul during that of ancient Egyptian and Chaldean culture, the intellectual or mind soul in that of Graeco-Roman culture, and the consciousness soul in our own time. We can now even discern the next epoch coming towards us, and with what we want to fashion through anthroposophy we can work on this new epoch, which is to show a connection between the consciousness soul and the Spirit Self or Manas.

Architecture45 was closely connected with the soul life of human beings. This naturally leads us to enquire whether architecture might not therefore also be connected with the evolution of soul life just described. If this were the case, would not the sequence of shapes and forms in architecture reveal characteristics that are in some way linked with the development of sentient body, sentient soul and so on? Then there would be no justification for speaking of architecture at all in relation to the first post-Atlantean epoch, when the etheric body was being developed. For if architecture is closely connected with the soul life of human beings it cannot have put in even a tentative appearance until that soul life begins to dawn. It could be expected to appear first of all in the age of the sentient body, since that is, in a way, the reverse side of soul life. Prior to that there would have been nothing that might correspond to today’s definition of architecture.

It is difficult to delve into these questions from the point of view of ordinary history. Historical monuments and remains can hardly take us back beyond the epoch of ancient Egypt and Chaldea, so for any earlier times we have to fall back on clairvoyant research. Even the time of Zarathustra in ancient Persia lies beyond the reach of historical research, not to mention the epoch of the original Indian culture, which is the time connected with the development of the etheric body. The Indian culture—even that of the Vedas—with which historical research is concerned, belongs to the third post-Atlantean epoch and parallels that of ancient Egypt and Chaldea. But what I am referring to here as the first post-Atlantean epoch is the original culture of ancient India, of which no external trace of any kind remains and of which the Vedas are a last vestige. It is described in my book Occult Science.

In the first post-Atlantean epoch there can have been no architecture in today’s sense. It was followed by a time when a definite step was taken which external history also mentions. The phase that preceded architecture was a time when chambers for religious purposes were built in caves or hollowed out of rocks. These are still to be found in India, but also in Nubia. It brings us to the very threshold of the time when the soul began to develop out of the bodily nature. These cave chambers bear out what spiritual science has to say about the evolution of the soul. Only when soul development begins to evolve out of bodily development do we see architecture proper begin to evolve out of caves and subterranean chambers hewn into the living rock.

The living rock is like the human body into which the human soul has to work its way. The soul element has to work its way into the bodily element when sentient soul enters into sentient body. The transition from cave chambers to architectural structures enclosing human activities shows us the importance of the transition from the culture of the sentient body to that of the sentient soul.

A time will come when the riches of anthroposophy will be elaborated to cover all branches of human knowledge and all branches of human development. It will be found that all the things shown in a one-sided way by other world views have been knocked together out of inadequate concepts and ideas, while spiritual science, or anthroposophy, will reveal an overall view that can throw light into every corner. No matter that people do not believe this as yet. Time will show it to be true. Little by little proof will begin to appear in every sphere of life, including that of architecture.

By following the sequence of post-Atlantean epochs we can discover how they are linked to soul development, first the sentient soul, then the intellectual or mind soul, and finally, right up to our own time, the consciousness soul. We even see how in our time the Spirit Self or Manas begins to work its way up out of the consciousness soul and how we now face something like the opposite of that post-Atlantean epoch when the transition was made from the bodily to the soul element. Then the sentient soul worked its way out of the sentient body, whereas now the soul has to work its way once more into something spiritual. In architecture we have a similar contrast. Then, before architecture proper came into being, hollows were driven into the living rock. Now, when the task is to work our way into the spirit, we shall find the complement to this, its opposite. Without working out the exact parallels in time—since this is something anyone can do—let us look at the sequence of developments brought about by the soul, beginning with the sentient soul. By becoming endowed with the sentient soul, the human being enters into a mutual relationship with his environment. The realities present in this environment enter his inner being through the sentient soul. Anything that is outside is transformed into something that is inside via the experiences that take place in the sentient soul. What can we find in the development of architecture that arises naturally from cave building and is endowed with characteristics typical of the sentient soul? It would have to be something built in a manner that would allow what is outside to be represented inside. We only have to think of the pyramids and similar buildings. Even modern science agrees that in their measurements the pyramids have had astronomical and cosmic conditions incorporated into them. This is exactly what we are looking for. More and more discoveries are being made about the remarkable way the proportions of a pyramid depict cosmic situations, for example in the way the ratio of base to height represents certain cosmic measurements. More and more you come to sense that the priests of the pyramids expressed perceptions of cosmic relationships in terms of a building. It is as though the pyramid had been built so that the earth might experience within itself what can be perceived in the cosmos. The sentient soul brings to life inside itself what exists outside, depicting in its own way, within itself, what is there outside. In the same way the pyramid in its ratios of measurement, and in its shapes, repeats cosmic relationships, for example in the angles by which the sunlight enters in. Just as external reality is represented within the human being through the activity of the sentient soul, so does the pyramid appear like an enormous organ of sensation belonging to the whole of earthly civilization, through which it faces the whole cosmos.

How would architecture appear in an age for which the intellectual or mind soul is characteristic? The intellectual or mind soul is the soul element in the human being that has most work to do within itself. On the inner foundation already created by the sentient soul it continues to expand this inner soul life, without however taking it far enough to consolidate it into the actual ego. It does not culminate in the central point of the ego. A person with this element of his soul in a particularly well-developed state manifests a great richness of soul life, full of the content and experience for which he has struggled. He would not feel particularly inclined to build up systems out of his inner experiences, but would prefer to revel in the wide sweep of all they bring to him. The intellectual or mind soul is self-sufficient; it is enclosed within itself, a life of soul that is inwardly whole.

What kind of architecture would be likely to arise from this? Unlike the pyramids, which reveal a kind of image or representation of cosmic relationships, it would have to be something enclosed within itself, its own totality. To suit the intellectual or mind soul it would show its breadth in all its parts but would not be much inclined to draw them all together. Without a doubt the architecture of Greece, and even of Rome, must be taken as a picture of the intellectual or mind soul.

We have often spoken of the Greek temple as the dwelling place for a god, the whole edifice forming an enclosed totality. We have noticed that the Greek temple does not need the presence of a congregation. As the dwelling place of a god it can exist as an entity in itself, just as the intellectual or mind soul is an inner entity, an inner life rounded off within itself, though not proceeding so far as to become an ego, yet being unconsciously a representation of the god in man. In the Greek temple some components bear down and others bear up, the columns rise up and carry the down-pressing weight of the cross beam; and all the many and varied forces form a totality without in any way seeking to create a unity or a culmination. In all this—and similarly, too, in Roman architecture—we recognize the breadth that characterizes the intellectual or mind soul.

Greek and Roman architecture is remarkable for its static quality, for the way all the individual forces—those bearing up and those pressing down—are in equilibrium. One thing that a Greek temple does not have is heaviness. If you have a feeling for nature you can gain the impression that the columns are growing up out of the ground, just as real plants growing up out of the ground give no hint of any pressure bearing down. That is why the columns in a Greek temple gradually evolved to resemble plant stems, though this only finally became obvious in the Corinthian column. The impression given by the columns is one of bearing up, not of weighing down. But once you reach the lintel, the architrave, you feel pressure weighing down. The whole building is in a state of perfect equilibrium. In the same way a person’s soul life, if it is well developed, gives a sensation of balance akin to the equilibrium between column and lintel in all the feelings, perceptions and concepts inwardly achieved. Graeco-Roman architecture came into being at a time when the intellectual or mind soul was developing, so when the soul spoke in the language of architecture it gave expression as a matter of course to the equilibrium of its inner experience. That architecture came to reflect the soul life of that time was not intentionally planned; it simply arose out of the way the human soul poured itself into the architecture.

Then the consciousness soul began its gradual evolution. In essence its nature is to summarize everything in one overall feeling that says: ‘I am this one single human being, this one personality, an individual in my own right.’ When we live in the intellectual or mind soul we sense the god living within us; we feel how the god lives in every vibration of our soul. Because we are sure of his presence we have no need to gather him together to a point at which we might say: ‘I and the god within are one.’ In the consciousness soul, however, this is necessary, for here we are not at rest within ourselves as we are in the case of the intellectual or mind soul. In the consciousness soul we strive to go out of ourselves in order to bring our ego purposefully into reality and existence.

If you are sensitive to language you will have noticed how the very words just spoken about the consciousness soul are inclined of themselves to depict a Gothic pillar or a Gothic arch. We now have before us a building that does not express inner balance but endeavours to use its forms to escape from mere inbuilt equilibrium. There is a tremendous difference between a lintel whose weight is carried in static equilibrium by its columns and an arch brought into being by mutual support from either side. Here everything tends upwards into a point, just as the force of the human soul gathers itself together in the consciousness soul.

Sensing the progress of human evolution, particularly in Italian and French architecture, we discover the transition from the development of the intellectual or mind soul to that of the consciousness soul. It is no longer a matter of static equilibrium in bearing up and weighing down in total balance, as was desirable in Greek architecture, where inner uniformity was the aim. The struggle now is to achieve a dynamic escape from our enclosing skin and enter, like the consciousness soul, into contact with external reality. In tall windows Gothic arches open up to the light of the sky. For a Greek temple the presence or absence of light is of no particular consequence, but a Gothic cathedral is unthinkble without light refracted by the stained-glass windows.

We can sense how the consciousness soul places itself into the world as a whole, how it struggles to enter into general existence, and how Gothic architecture is therefore characteristic of the age in which the consciousness soul is developed.

This brings us to our present time in which a way of looking at the world is striving to come into being, not in an arbitrary manner but as the necessary next step in human evolution. This way of looking at the world must bring us to the realization that it is time for the human being to work his way from the soul element into that of the spirit, until in the Spirit Self he comes to rest within himself. Gothic architecture seems to presage this process in its walls interspersed with windows that are open to what wants to enter in, and now must enter in. The Gothic cathedral is like a forerunner of what is to come. Whereas in the Greek temple the walls enveloped the whole, in the cathedral they are broken up and function as filling and decoration between the windows. This is a forerunner of what must now come into being as a home for the new way of looking at the world. I have already described it to some extent and have even tried to put some aspects into practice, for example in our building in Stuttgart.

What is now needed is essentially a complement to the preliminary stage of architecture, when caves were hewn in rock, so that the rock itself formed the boundary to what was hollowed out in it. Our new building will be as though open on all sides, not literally open in a material sense, but open to the spirit. We shall achieve this by shaping the walls in a way that will let us forget that there is an everyday world outside our building. I have already attempted this in the Stuttgart building; although they are made of solid material, its walls are open to the spirit. In our new building we shall accomplish the shapes and forms, the decorations and paintings in a way that breaks through the walls so that through the colours and the shapes, though they are made of solid material, we shall be able to see into the universe with eyes of spirit and soul. The pyramids incorporated the measurements of the cosmos. Similarly we shall use all that we can experience through anthroposophy as a means to give to the walls such shapes and colours, contours, forms and figures as will make them disappear. What encloses us will everywhere give us the illusion of expanding out into the cosmos, into the heavenly spaces, just as the consciousness soul passes from the merely human realm into that of the spirit when it enters into the Spirit Self.
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An oval ‘temple space’, Stuttgart 1911, by Rudolf Steiner

In the new architecture individual columns will advance to a new significance. Since inner equilibrium was the main emphasis in the Greek temple it was obvious that each column and each capital should be a repetition of the one before. As each column had exactly the same weight to carry as its neighbour there was no point in changing its shape.

In our new building it will be a matter of going out into a universe that is various and different on all sides. We are to forget that we are enclosed within an interior space, so the columns will have to fulfil an entirely new task. Each will be like a letter of the alphabet reaching out beyond itself to form a word with other letters. The columns will not be arbitrarily varied but will combine like individual letters to form a significant script pointing outwards to the cosmos, pointing outwards from within. This is how we shall build: from the inside outwards. As one capital follows on from another they will combine to express a wholeness. This will lead out beyond the interior space.

Similarly, in other parts, for example the cupolas, we shall apply the paintings in a way that does not give us a feeling of being enclosed but of being able to look and go beyond, right into the depths of infinity. To do this we shall have to learn to paint like Johannes Thomasius, whose work makes Strader feel: ‘I would like to break through this canvas to find what I should seek.’ 46

We shall come to see that no word in the Mystery Dramas is superfluous, that each forms an integral part of the whole, and that all the things we want to achieve on the basis of present-day culture are linked together. Today I wanted to give you a feeling of how our new architecture will have to represent an overcoming of physical substance in the whole way the walls, the architectural motifs, the columns and all the decorations are treated. Walls will have to be overcome so that they open up outward-looking perspectives; mural paintings will also have this task. I wanted to give you a feeling of the fact that all this will have to come about and be attempted through our new architecture; and that this is necessary, given the process of human evolution that will have to take its course.

Seen from the perspective of human evolution, the objections of the artistic fraternity, who consider themselves to be representatives of the pinnacle of artistic achievement in our age, are indeed grotesque and ridiculous. Let us hope, while doing what we can on our own account, that our guardian spirit will take pity on us so that, knowing how necessary our building is, we shall soon indeed be in a position to create a suitable dwelling place for anthroposophy or spiritual science.


6. Colour on the Walls

The new temple building was coming into being through many trials. Hints of the future came at the great meeting in Munich when a step was made to introduce art to the spiritual seekers. The large hall was draped in red as a colour of high festival. Around the walls, seals were hung between columns with capitals prophetic of future development.

The building plans were turned down in Munich as too modern for that old city. A next incarnation was the Stuttgart meeting room where the columns came into the round. This early arcade can still be seen in the Black Forest, as can the next actual model building in Malsch near Pforzheim in Germany. There ceiling designs were added to the rich colour on the walls.

At the beginning of the First World War, the Foundation Stone, a dodecahedron, was laid in the ground given in Dornach, Switzerland, by a member and his family. Building, carving and painting, speech and eurythmy performances all went on for the international group of members who were able to be there, while Dr Steiner went on with his lectures and work on the Mystery Dramas. An intensely active time continued to the boom of the cannon at the nearby borders of three countries.

Let us take a brief visit to this vibrant building and try to recreate it in our imagination. Coming in under the organ and great red window, one met an enormous space under a dome the size of St Peter’s in Rome. Movement and life everywhere, but perhaps most important was the colour. It was on walls, on the ceiling, where great murals told of human evolution and incarnation. Even the air was alive with colour as the light spread from the coloured windows, casting coloured shadows on the carved wooden columns in after-image colours. Soft and breathing, they answered Steiner’s call for transparent living, moving, weaving colour. Colour was immensely important for Steiner: ‘Soul of the world’, he called it. Special plant colours were made for this, are still being made and now a so-called ‘Lazur’, transparent wall painting, is being done in many parts of the world.

Looking up to the impressive large cupola overhead one saw the flowing colours depicting human evolution as in the book Occult Science. There the visitor was introduced to Lemuria and Atlantis, the Garden of Eden over the entrance. God’s wrath and compassion rose at the other end over the proscenium with the post-Atlantean cultural epochs painted between with a key image for each; India, Persia, Egypt and Greece. Rudolf Steiner described how the visitor would be stirred in his memory by this panorama mirrored on the cortex of his brain—awakening a sense for the Akashic Record. This ‘cosmic memory’ might be thought of in relation to Jung’s ‘collective unconscious’. These may be seen today in the new building.

The small cupola portrayed the initiates of past and future, with a painting over the position of the carved statue to echo its theme of ‘The Representative of Man between Lucifer and Ahriman’, but now in colour. In the following pages Rudolf Steiner speaks about these beginnings in his own words.

It seems fitting to me to speak on this day about what is so dear to our hearts, of our home for the theosophical work in Stuttgart. Maybe all of you, directing a kind of inner vision to your feelings on entering this hall, have remembered a word that designates the characteristic experience we are having here. It is mood, atmosphere, which doubtless affects our souls. If we explore this in an esoteric way, we may gain an insight into what underlies our life. In the main, we are surrounded in this room by nuances of colour chosen precisely for this room. We consider colour mood important. You can see that from the way in which we use colour in the presentation of the Mystery Dramas and in the colouration of other rooms devoted to theosophical work. The colour of the room surrounding a person in certain states of his soul is indeed important. Furthermore, the influence of certain colours on people of various temperaments, intellectual gifts or characters has to be considered; these influences on the total human organism are further determined by certain factors, for example whether a colour is effective over long periods of time and the effect exerted again and again, or whether the contact is transient.

You will remember that the hall used in 1907 for the Congress was decorated in a certain shade of red. But you must not think that we look on red as the suitable colour for any room. Our room here has a different basic colour, that is, blue, indigo blue. You see, the room in Munich served for a few days during an especially festive occasion, and the mood had to be suitable for such an event. Here we have a work room; our Stuttgart friends will come to it again and again for contemplation and work.

We can best understand the significance of this shade of blue if we describe its effect on the esotericist. The human being must detach himself completely from everything and surrender to the colour, so that he really becomes one with it, is dissolved in it we might say. If he is a person advanced in esotericism, then after a time of complete surrender the walls disappear for his esoteric vision; consciousness no longer is separated from the outside world by the walls. He does not, of course, see the neighbouring houses—the walls do not turn into glass—but into the circumference that opens up. Here a purely spiritual world enters, a series of spiritual facts and beings become visible.
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Interior sketch, Munich project, 1912

We have to remember that behind our physical surroundings there exist spiritual beings and facts. What so underlies the physical appearances becomes visible in a certain way. But not every kind of spatial environment yields the same experience. The worlds that surround us spiritually are manifold. Elemental beings of various kinds are around us. These beings are not encapsulated in such a way as to dwell in separate compartments. The law of impenetrability is valid only for the physical world; in the higher worlds penetrability prevails. And also those beings are not visible in the same way; some may be visible, some invisible according to clairvoyant capability. The kind of spiritual beings that reveal themselves in a given case depend on the colour to which we surrender. Red surroundings will yield beings differing from those revealed by blue. We may ask what happens for a person not trained in clairvoyance. What the clairvoyant does consciously is done unconsciously by the etheric body of the untrained person. Both encounter the same beings. This means that, according to the spatial environment, we come in contact with one or the other kind of being.

Now the question is whether we establish a favourable or an unfavourable relationship with the beings that surround us. Let us assume that we prepared a colour environment that brings us into contact with beings that hinder us in the work we want to do in that room—then the choice of colour was unfavourable. On the other hand, our etheric body may derive benefit from the spiritual beings connected with the colour—then the choice was favourable. Now we said that this room is devoted to repeated contemplation by which we want to advance in knowledge. If we want to work as we should in this room, we need to be given the chance to enter fully, with our total human organization, into what here meets our souls. We do not want to be hindered by anything in our endeavour to take in these things as fully as possible. Of course, each individual will assimilate them more or less fully, but circumstances should be such that each person can surrender to contemplation as fully as his inner organization allows. The colour that surrounds us here brings us into relationship with beings of our spiritual environment that can give us help in our etheric body for precisely the spiritual work necessary to assimilate spiritual truth. This environment offers a minimum of hindrance; our etheric body does not have to cope with damaging influences from elemental beings. On the contrary, the forces of our etheric body are even enhanced, so that they work more easily. Now you can see that precisely for the kind of work which is repeated and which must be done in a certain way we had to choose such blue surroundings. However, when the occasion is serious but transient, then, if we observe the spiritual laws, it will be advantageous to surround ourselves with red walls in order to achieve not merely a festive mood but also inner strength.

When we have to make a decision of the will, we must overcome the spiritual beings which invade us. That is in accordance with esoteric law. It means that on festive occasions we must be strong so that what comes to us remains as a lasting impulse; if we tolerated emotions of antipathy on such an occasion, it would be equivalent to refusing the acquisition of mastery over the weakness of the soul, and equivalent to not permitting serious decisions of the will, decisions which, after a short period of resolution, should long endure. The effect of colour is of the greatest significance. You know that often we see a basic colour spread out before us: the blue of the sky which, if we let it work on our soul especially in our age, reminds us repeatedly to make contact with beings of the macrocosm who call on our etheric body to contemplate the spiritual world. That was not always so for the human being. Many people believe that human beings have always been as they are now. But actually our whole constitution has changed in the course of time. In ancient periods, when natural clairvoyance prevailed, human beings did not experience the blue of the sky as they do now; they looked out into a space not closed to them by the blue of the sky—they actually looked into the spiritual worlds spread out in space. If they said that up there heaven begins, meaning that in which the spiritual hierarchies are found, they told the literal truth.

There are differences between colours on an opaque wall and colours that seem to us transparent. If we consider the radiant colour that surrounds us in the hall, we can say that just as we establish contact with certain beings through the colour on an opaque wall, so we meet other beings through the radiantly transparent colour. The beings contacted through the colour on the opaque wall are spread out in space, but are not actually connected with the three kingdoms of nature (mineral, plant, animal), but the beings contacted through the radiant colour are occupied in bringing about the things of the three kingdoms. Especially if we look through radiant red, we contact beings of a very special kind inside of the kingdoms of nature. If radiant red is for us a kind of a window to look clairvoyantly into the kingdoms of nature, we meet beings whose work shapes the best forces for the future of our existence on earth. These beings must be in the kingdom of nature so that inner forces can grow for the human being which make him more and more chaste in his blood, i.e. in his passions. And when we look into the kingdoms of nature, then we behold those who admonish us also in our unconscious life, who primarily awaken us to the purification of our passions.

The coloured windows

The coloured and carved glass windows are a meditation in themselves. Designed by Rudolf Steiner and executed by Assya Turgeniev using a newly invented technique of carving with drills flushed by water to prevent the glass from cracking, the pictures portray the journey of a modern human being on a spiritual path. The Abyss is met and the demons there; doubt, fear and mockery of the spirit. The monoliths of blue, rose, violet, green, and, of course, the great red window, gave a wonderful play of coloured light over the walls and columns, with after-image colours weaving in the whole interior air. It is an exercise to re-imagine it.

The living walls

Carved wood motifs were visible over doors and important places as relief and the sculpture came into the round in the columns with their individual capitals. These work through metamorphosis from the first capital originating with Saturn through seven planetary forms; the transforming impulse can be sensed at work in the intervals between each capital. This is a transforming study for sculptors, certainly.

The murals on the cupolas

The ceilings were painted with plant-derived pigments; forms condense out of the flowing rivers of colour in rainbow order. In the larger cupola they depict periods in the evolution of humanity from creation through the cultural epochs. These were presented in order to remind the observer of the evolving process through which we have all gone and in which we have shared, as a sort of echo in the collective unconscious. The smaller cupola revealed the spiritual history with the great initiates of each period and a hint of the development to come in the future. More about colour will be said in the next lectures.
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The left panel of the red etched-glass windows, situated at the western end of the Goetheanum, was conceived by Rudolf Steiner as the soul’s meeting with the Abyss. (Etching of window motif by Assya Turgeniev)

The Mystery Dramas were to be performed on the stage at the back of which was to be placed the great carved figure: ‘The Representative of Man between Lucifer and Ahriman’. Eurythmy taking place on the stage became an integral part of the living forms in the surroundings, and the Word to be spoken was to come to life in this space, from the meeting-point of the two cupolas.
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Curtain for the Mystery Dramas

All together, the building was to work as a transforming step forward spiritually for those who visited this total creation. For Steiner, its destruction was a tragic loss for the Western world. He had created it as an opening through art to the spirit that would speak to the West.
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Architrave of the auditorium (model)


7. Form—Moving the Circle

This excerpt is taken from one of the lectures preparing the understanding for the unusual, even strange forms that were to come about in the new Goetheanum building. For all his cosmic insights, Steiner was very practical and created from a foundation of simple principles. He starts with the circle and shows how it can be brought to movement. But this is to make a modest entrance to the subject. One would see later the evolution of the almost geometric forms of the seals for the Mystery Dramas, and the capitals that give over their geometry to movement.

Something similar is meant when he calls on us, ‘as we sit between the icon and the Madonna: to get up and move!’ One can feel the relationship here to projective geometry and have some sympathy for the Italian Futurist painters who were trying to express movement, albeit in a very physical way. There is an important connection for artists with projective geometry, exercising the thinking and bringing it alive.

Let us take the idea of the ego, of selfhood. The mere utterance of the word ‘I’ or ‘self’ does not as yet evoke much thought in the human being. Many epochs will have to run their course in human history before a fully conscious idea can arise in the soul when the word ‘I’ or ‘self’ is uttered. Nevertheless, selfhood, egohood, can be felt in form, and above all when we pass from a purely mathematical conception of form to a feeling of form. We can acquire a perception of egohood, selfhood, in the perfect circle. If you realize this you will readily understand what follows from it. If the true, living, sentient human being, confronting a circle, senses the feeling of egohood, selfhood, arising in his soul, or if when he sees a fragment of a circle he feels that it typifies the independent self, he is learning to live in forms. And the characteristic of really living feeling is the capacity for living in forms. If you keep this in mind you will easily be able to pass on to other things that follow from it.

The first circle I have drawn here has an unbroken line (1). This line, however, can be varied so that it shows these wavy projections (2). Another characteristic variation is the third figure (3). Both figures are only variations of the circle. What do these variations signify? The second (2) expresses the fact that the self, the ego, has entered into relation with the outer world. The simple circle makes us feel that nothing of the rest of the world is there, only what is shut off within the circle. If we observe the circle in variation we can no longer feel that what is expressed by the circle is alone in the world. The variation in the line expresses a struggle, a kind of interplay with the outer world. If we really immerse ourselves into the form of the second variation (2) we shall feel: ‘The inner is stronger than the outer.’ And in the case of the jagged circle (3): ‘The outer has bored its way in and is stronger than that which lies within the circle.’ And now if we go into any building containing fragments of circles or rounded surfaces and perceive variations of this kind, we shall feel in the case of the jagged lines, ‘Here the outer has conquered’, and in the case of the wavy lines, ‘Here the inner has conquered.’ Our souls begin to live with the forms. We do not merely behold the forms but in our souls we have the living, pulsating feeling of ‘conquest and encroachment’, ‘victory and mastery’. The very soul lives with the form. And this union with form, this living in form is the very essence of true artistic feeling.
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But we can go further. Let us picture to ourselves a less simple variation (4). The form moves in one direction and becomes action. If we live in this form we have the feeling that it advances, that it moves. In the forms themselves we find the quality of movement. I have here made a simple sketch of something that will appear in a complicated form in the building, but you will find that there is an absolute correspondence. Passing from the entrance in the west and from there towards the smaller structure (in the east) you will find that all the forms in the interior will evoke the feeling that the whole structure is proceeding from the west onwards to the east. This is expressed in the forms. At the west you will feel in thought that you are within a vehicle that is bearing you to the east. The very essence and meaning of these relief variations is that they do not merely appear as dead, dynamic or mechanical forms; we seem to enter a vehicle that bears us onwards. In a spiritual sense we shall not ‘rest’ in our building; we shall be led onwards.
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From this you will realize that the basic character of the forms here is quite different from the forms of the three stages of architectural thought which I have described. Up to our time architectural thought has been concerned with the qualities of lifeless, mechanical rest. Now, however, architectural thought becomes the thought of speech, of inner movement, of what draws us along with it. This is what is new in the whole conception, and the basic form must of course correspond to it. In what way does the basic form correspond to it? Now I have said that the most intimate of all impressions is that of the self, the ego, as expressed in the circle or sphere. Why is this? It is because the simple circle or sphere is of all forms the most easily perceptible. It is an absolutely simple matter to recognize a circle. All that is necessary is the most trivial thought that everything is equidistant from the central point. As soon as we picture to ourselves points standing at an equal distance from this centre, we have the sphere, or circle. It is the very easiest process that can be carried out in thought. As form, then, the circle is the simplest of all entities. This is also in accordance with external reality, for the selfhood in every being, from the simplest cell to the complex human being, is the simplest of all impressions, just like the circle or sphere.


8. The Seven Planetary Capitals of the First Goetheanum

These capitals are a series of evolutionary forms developing from the simple beginning of Saturn through to Venus, referring to the planetary stages of the evolution of the Earth as described in Rudolf Steiner’s book Occult Science. He himself describes here the process of formation.

Imagine them: model, draw or paint them, or even think them. Bring them to act one on another in the way Steiner now describes. One has in this exercise a magic wand to transform thinking and dead matter to living thinking, to living spirit! We see how the language of art can become a ‘speaking in tongues’, understood by all, for all peoples. The way is long, but it is a beginning.

One must feel one’s way artistically into these forms; looking within them and letting them work on oneself. If this is not done, one will believe that they are only allegories or, at best, mere symbols.

The same motif runs through all seven capitals: a force from above and one from below first oppose each other, and then, reaching each other, weave together.

These powers are to be felt in their fullness and in all their inner life and activity. Out of the soul itself one experiences how they livingly come to form, widening themselves, pulling themselves together, devouring each other even. They open and close themselves, and so forth. One will feel the complexity of the forces as they form themselves, just as a plant might feel in its living development. One can become sensitive to the lines of strength growing upright in the column. Then follow how that unfolds in the plastic shaping of the capital as the opposing power opens to become a worthy and meaningful capital for the task of the column in bearing and carrying.
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First of all the force from below unfolds in the simplest way and the force from above strives towards it in equal simplicity (Saturn). The forms from above fill out, thrust their way into the forms from below and cause the lower forms to give way to the sides (Sun). Subsequently the upper part becomes more manifold, a point that had pushed forth grows out into a fructifying principle and the lower part transforms itself into a fruit bearer. The other motif of force has become a steadying support or console, because the relationship of the intermediate members would otherwise not be felt to be statically strong enough (Moon).

A separation between the lower and the upper regions now takes place. The strong bearers of the Moon capital have themselves become column-like, the upper and lower members between them have fused into a single figure, and a new motif is indicated from above (Mars). The shapes that have arisen out of the connection between the upper and lower elements have taken on life, and appear therefore as a staff entwined by serpents. One will have to feel how this motif grows organically out of the foregoing. The central forms of the Mars capital have disappeared; their force has been absorbed by the supporting interior parts of the capital. The previous indications from above have filled out (Mercury).

It now proceeds to a kind of simplification that nevertheless contains within it the fruits of the former complexity. The upper part opens up like a chalice; the lower part simplifies life in a chaste form (Jupiter). The final stage shows this inner fullness accompanying the outer simplification to the highest degree. The transformations of growth from below have coaxed forth from above a chalice-like fruit-bearing shape (Venus).

If one can feel all this as an expression of cosmic events, one will also feel the embracing laws of all being. In this way riddles of life are solved in a totally different manner than through the abstract laws of nature.


9. The Model and the Statue ‘The Representative of Man’

Rudolf Steiner often took people around the Goetheanum and was almost invariably asked about the meaning of this or that. He protested that art is the experience and will explain itself. ‘Explanation and analysis destroy the artistic experience.’ Description is the more appropriate Goethean method of understanding. After telling about it, as will be seen in the next excerpt, he warns that ‘spiritual science itself in its revelations strips the Mysteries of their living substance and creates a corpse. This is the cross and suffering of death and must be a challenge to us to resurrection through artistic creation.’

Below there is a picture of a model section of the auditorium, with its capitals supporting the moving architrave. When one models the seven forms, one can ask, ‘But where is Earth?’ We have been told about these stages of developing consciousness, and they make the most complete sense when one realizes how Mars and Mercury belong together. Steiner explains that the first half of Earth evolution consists of the struggles, the warfare, we see all around us. It arises out of the egotism of mankind, as human beings strengthen the ego and come to individuation. Only this leads them through the futility and dead end (literally!) of the Abyss.

It is then that the human being comes to ‘change’ and begins to work with the Mercury forces, those which are to be developed through the second half of the Earth’s incarnation—healing and community.

Above the architrave we should imagine the ‘living, moving, weaving, sea of colour’ depicting the inner story of human life on earth.

All this form-building leads to the culmination, the carved statue known as ‘The Representative of Man’, which was to be the crowning figure of the building. It was to stand at the back of the stage, but fortunately was not finished to take its place when the fire happened.

The next pages give Steiner’s own ‘characterization’ of the statue in comments from various periods.

It must be effective as a work of art and speak for itself. Every interpretation is really a bad thing, but I say it in order to characterize more clearly. (21 October 1917)

When our building, dedicated to spiritual science, is finished, an important position will be given to a sculptured Group, which will consist principally of three figures. In the middle of this Group a figure will stand, which might be called the Representative of the highest humanity that could develop on this earth. This figure of the highest humanity in Earth evolution can be experienced as Christ, who lived for three years in Earth evolution in the body of Jesus of Nazareth. It will be our special task so to create this Christ form that one will be able to see from one point of view how this being lived in a human earthly body, and from another how indeed this earthly body in every expression and attribute was spiritualized by all that entered it, as Christ, in the thirtieth year of its life. Then there are two other figures, one on the left, the other on the right side of the Christ figure—if I may so name this figure. This Christ figure stands as though before a rock, which towers upwards especially on his left so that its peak lies above his head. There above on the rocks is another figure, a winged form; but the wings are broken, and because it has broken its wings, this figure plunges into the Abyss. What must be made particularly clear here, artistically, will be the way in which the Christ figure raises the left arm. For through this raising of the left arm this falling being breaks his own wings. It must not look as though Christ has broken the wings of this being, but the whole must be so artistically formed that in Christ raising his arm already the whole movement of the hand shows that he actually has only infinite compassion for this being. But this being cannot endure that which streams out through the hand and arm, and which will become visible even in the rocks as imprints from the fingers of the outstretched hand. What this being feels in itself, as it comes near to the being who stands there as the Christ being, one would like to clothe in the following words: ‘I cannot bear that something so pure rays on to me.’ That is what essentially lives in this being, and so intensively that its wings are broken and thus it plunges into the Abyss. This will be a particularly important artistic task. And you will notice what a mistake would be made if the sculptured Christ would simply through raising his hand emanate such power that he broke the wings of this being, so that it plunged into the Abyss; then the Christ would be one who rayed out hate on this being, bringing his downfall. But it may not be represented like that. Instead the being himself must bring about his own downfall, for this being that falls with broken wings is Lucifer.
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‘The Representative of Man’

And on the other side, below the right hand of the Christ figure, is a cave beneath jutting out rocks. In this cave there is also a figure which has wings. It turns itself upwards with armlike limbs within the rocky cave. You must imagine it thus. Below the right hand of the central figure is a rocky cave and in this cave is a winged form, which has quite different wings from those of the form above. The form on the rocks above has wings more like those of an eagle; the form in the cave has batlike wings. The form below crouches cramped in the cave, fettered—one sees it working to hollow out its domain in the earth.

The Christ figure in the centre has the right hand directed downwards, the left upwards. Again it will be an important artistic task to allow no aggressiveness into the former gesture, as though Christ would cast Ahriman into chains, but to let the gesture show that he has infinite compassion for him. Ahriman cannot endure this and shrinks in pain through what streams from the hand of Christ. What thus streams out causes the golden veins within the cave to entwine the body of Ahriman in fetters. What happens to Lucifer is self-inflicted as it is also by Ahriman. We shall try, then, to bring this conception (here expressed in sculpture and placed in a significant position in the building) again in colour above—but it must be in a quite different form. Thus below will be this sculptured Group of three figures, Christ, Lucifer and Ahriman, and over it the same motif will be painted. (18 May 1915)
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Ahriman in the cave. Drawing by Steiner about 1916

Figures such as Ahriman and Lucifer, and also to a certain extent the central figure, must be created out of an inner experience, out of the inherent creative activity of soul and spirit, while avoiding anything to do with a model in the ordinary sense. This is above all the hope for art. After all, enough has been produced using models, and this is just the death of present art when it returns again and again to the model. I have on other occasions described how the Greeks did not use living models but worked out of a much deeper experience of the figure. Use of the model is only an intermediate stage in artistic development. So with this Group the attempt had to be made to create out of a living spirituality, to overcome everything naturalistic. (21 October 1917)

For the human being would look quite different outwardly if he were not formed for the intellect, if the heart hypertrophically dominated. Then all would become one, the heart, hearing and winglike organs. (29 June 1921)

On the left side of the wooden Group is the rising Lucifer and above it a rock being that develops out of the rock; in a way it is rock that has become organism. Here is Lucifer, here Christ and the falling Lucifer, here above the rock being. It is of course a risk to make the whole thing asymmetrical—this plays a role in all the figures. This is because the composition is not so conceived that one takes figures and places them together to make a whole. No, the whole is first conceived and out of this the individual parts are drawn. Therefore a face placed in the upper left corner will have a different symmetry from one in the upper right corner. That is indeed a risk, to work with such asymmetrical forms, but I hope this will be found to be artistically justified when people one day really begin to appreciate the whole architectural conception of the building. (29 June 1921)


10. Colour and Faces

Even in this little piece one can feel Steiner’s awareness of the moving trends in the art going on around him, and some of what he is suggesting parallels that: breaking away from Greek aesthetic beauty, facing the problem of ugliness, freedom from ‘copying’ and academic representation. In 1918 he was telling the artists of ‘two original sins’ of art: copying nature, or copying visions!

One can see Steiner as a bridge between the centuries with a message for our twenty-first. He rises out of German Romanticism of the nineteenth century, as could be seen in an exhibition at London’s Royal Academy some years ago. The year 1898 brought the end of Kali Yuga—the three thousand year long ‘Age of Darkness’—and entry into the new age of light. There was a revolution in painting; chiaroscuro was left behind and a sunrise of pure colour was born—the Impressionists.

Aristotle said colour was the fruit of the meeting of the light and the dark. Goethe did experiments to prove this. Newton thought he had broken light into colour through the prism, which led to abstractions—waves, particles, and the identifying of colour by number, which can be recreated anywhere, any time. But Goethe, looking in another direction, pointed out that he had overlooked the essential role of darkness.

Goethe spoke of the sufferings of light covered by darkness resulting in the warm colours, and the deeds of light striking into the great darkness revealing the blue of the sky and all the cooler colours. The changing colours of sunrise and sunset are the archetype.

From this, Turner gave us his marvellous paintings releasing colour from things, from earth. Here the Impressionists took the bit and went to the races, the ballet studio, everywhere where there was human life, and into the water, the air, the fire! Kali Yuga was over!

The following pages deal with the question of beauty and ugliness in relation to the spiritual. They deal with the development of the use of colour by the painter and even with portraiture, that which is on the edges of the artistic. There the camera has taken over, but art serves higher purposes.

Today I would like to examine certain other aspects of our subject.

I have often dealt with the genius of language, and you know from my book Theosophy that we refer to real spiritual entities when we speak of spiritual beings in an anthroposophical context. Thus ‘genius of language’ designates the spiritual entity behind any specific language, an entity with whom the human being can become familiar and through whom he can receive, from the spiritual world, strength to express his thoughts which, at the outset, are present in his earthly self as a dead heritage from that higher world. It is, therefore, appropriate for anthroposophical students to seek, in the formation of language, a meaning that is independent of the human being because it is rooted in the spirit.

I have already drawn attention to the peculiar way the German language designates the beautiful and its opposite. We speak of the opposite of the beautiful as the ugly or hateful. Were we to denote the beautiful in the same way we would call it—since the opposite of hate is love—the lovely or loving. As it is, we make a significant difference. In German the word beautiful is related to shining. The beautiful shines, brings its inner nature to the surface. It is the distinguishing quality of the beautiful not to hide itself but to carry its essence into outer configuration. Thus beauty reveals inwardness through outer form; a shine radiates outwards into the world. If we were to speak, in this sense, of beauty’s opposite, we would call it the concealed or non-radiant, that which holds back its being, refusing to disclose it in any outer form. To put it another way, ‘the beautiful’ designates something objective. If we were to treat its opposite just as objectively, we would have to speak of concealment, of something whose outer aspect belies what it really is. But here subjectivity enters, for we cannot love what conceals itself, showing a false countenance; we must hate it. In this way the ugly calls up quite a different emotional reaction from the beautiful; we do not respond to it out of the same recesses of our nature.

Thus the genius of language reveals itself. And we should ask: when in the broadest sense we strive for the beautiful in art, what is our goal? The very fact that the German word for ‘beautiful’ proceeds outwards (as its opposite suggests a remaining within our emotions, our hate) means that the beautiful bears a relation to the spiritual outside us. For what shines? What we apprehend with our senses does not need to shine for us; it exists. It is the spiritual that shines, radiating into the sensory, proclaiming its being even in the sensory. By speaking objectively of the beautiful, we take hold of it as a spiritual element which reveals itself in the world through art. The task of art is to take hold of the shine, the radiance, the manifestation of that which as spirit weaves and lives throughout the world. All genuine art seeks the spirit. Even when art wishes to represent the ugly, the disagreeable, it is concerned not with the sensory-disagreeable as such but with the spiritual that proclaims its nature in the midst of unpleasantness. If the spiritual shines through the ugly, even the ugly becomes beautiful. In art it is upon a relation to the spiritual that beauty depends.

Proceeding from this truth, let us consider one of the arts: painting. Recently we dealt with it in so far as it reveals the spiritual essence through shining colour. In ancient times the human being, by surrendering in the right way to the genius of language, showed his inner knowledge of colour in his vocabulary. When an instinctive clairvoyance prevailed, he felt that metals revealed their inner natures in their colours, and therefore gave them not earthly names but names connecting them with the planets. Otherwise people would have felt ashamed. For the human being looked upon colour as a divine and spiritual element bestowed upon earthly substances only in the sense of our recent lectures. Perceiving the gold in gold’s colour, he saw not merely the earthly in that metal but the sun proclaiming itself from the cosmos in its gold colour. Indeed, from the very start the human being saw something transcending the earthly in the colours of earthly objects. But it was only to living things that particular colours were ascribed, for living things approach the spirit in such a way that the spiritual shines forth. Animals were felt to have their own colours because in them the spirit-soul element manifests directly.

In ancient times, when the human being’s artistic sense was not outward but inward, he did not paint at all. To paint a tree green is not true painting for the reason that however well one imitates her, nature is still the essential thing. Nature is still more beautiful, more vital—it needs no copy. A real painter never imitates. He uses an object as a recipient or focus of the sun, or to observe a colour reflex in that object’s surroundings, or to catch, above it, an interweaving of light and darkness. In other words, the thing painted is merely an inducement. For example, we never paint a flower standing in front of a window; we paint the light which, shining in at the window, is seen through the flower. We paint the sun’s coloured light, catch the sun.

In the case of a person, this can be done still more spiritually. To paint a human forehead the way one believes it should look is nonsense; this is not painting. But to observe how the sun rays strike that forehead, how colour shows up in the ensuing radiance, how light and darkness intermingle, to capture with one’s paintbrush all that interplay—this is the task of the painter. Seizing what passes in a moment, he relates it to the spiritual.

If, with a sense for painting, we look at an interior view, the matter of most importance is not the figure or figures therein. I once accompanied a friend to an exhibition where we saw a painting of a man kneeling before an altar, his back towards us. The painter had given himself the task of showing how sunlight falling through a window struck the man’s back. My friend remarked that he would much rather see a front view. Well, this was only material, not artistic, interest. He wanted the painter to show the man’s character, and so forth. But one is justified in doing this only if one expresses all perceptions through colour. If I wish to paint a human being sick in bed with a certain disease, and study his facial colour in order to apprehend how illness shines through the sensory, this may be artistic. If I want to show, in totality, the extent to which the whole cosmos manifests in the human flesh colour, this may also be artistic. But if I try to imitate Mr Lehman as he sits here before me, I will not succeed; moreover, this is not the task of art. What is artistic is how the sun illumines him, how light is deflected through his bushy eyebrows. Thus for a painter the important thing is how the whole world acts upon his subject; and his means of holding fast to a transitory moment are light and darkness, the whole spectrum.

In times not so long ago one could not imagine a presentation of Mary, the Mother of God, without a face so transfigured it had passed beyond the ordinary human state—a face overcome by light. One could not imagine her clothed otherwise than in a red garment and blue cloak, because only so is the Mother of God placed rightly into earthly life, the red garment depicting all the emotions of the earthly, the blue cloak the soul element which weaves the spiritual around her, the face permeated and transfigured by spirit, overcome by light as a revelation of the spirit. We do not, however, properly and artistically take hold of these truths if we stop with what I have just described. For I have translated the artistic into the inartistic. We feel them artistically only if we create directly out of red and blue and the light by experiencing the light, in its relationship to colours and darkness, as a world in itself. Then colours speak their own language, and the Virgin Mary is created out of them.

To achieve this one must live with colour; colour must become emancipated from the heavy matter opposing its innermost nature. Palette colours are alien to true painting in that when used on a plane surface they have a dragging down effect. One cannot live with oil-based colours, only with fluid colours. When a painter puts fluid colours upon a plane, colour—owing to the peculiar relationship between human being and colour—springs to life. He conceives out of colour; a world arises out of it. True painting comes into being only if he captures the shining, revealing, radiating element as something living; only if he creates what is to be formed on the plane out of this element. For to understand colour is to understand a component part of the world.

Kant once said: ‘Give me matter, and out of it I shall create a world.’ Well, you could have given him matter endlessly without his ever being able to make a world out of it. But out of the interplaying medium of colour a world of sorts can indeed be created, because every colour has a direct relationship with something spiritual. In the face of present-day materialism, the concept and activity of painting have—except for the beginnings made by Impressionism and, still more, by Expressionism—been more or less lost.

For the most part the modern human being does not paint; he imitates figures with a kind of drawing, then colours the surface. But coloured surfaces are not painting for the reason that they are not born out of colour and light and darkness.

We must not misunderstand things. If somebody goes wild and just lays on colours side by side in the belief that this is what I call ‘overcoming drawing’, he is mistaken. By ‘overcoming drawing’ I do not mean to do away with drawing, but to let it rise out of the colours, be born from the colours. Colours will yield the drawing; one simply has to know how to live in colours. Living so, an artist develops an ability—while disregarding the rest of the world—to bring forth works of art out of colour itself.


11. Physiognomies

A recent film had an episode showing the Italian village where a famous and remarkably handsome matinée idol was born. One scene in the documentary was haunting. The camera moved through the village, and as the young men promenaded the streets an echo of that face was seen in each one. They each and all looked like a fallen star. A chin was too big or too vanishing, the nose too small or whatever. Only the original man had brought these genes to balance and proportion and risen to stardom.

We can also notice the difference between Eastern and Western faces, even if each cannot tell the other apart—Buddha-like faces in their cosmic form, and people of the West in the distortion of perfection in their individuation. Karmic consequences of the fall into egotism may be less pronounced in the East, where some languages have no word for ‘I’. Yet we all must go through the needle’s eye to redemption of God’s image.

The following ‘caricatures’ were done by Steiner. They are without cruelty or malice, but show gentle humour at the frailer side of human nature. Portraiture must walk a tightrope between satire that is cynical and idealism, which can be sentimental. Even if we strive to realize images we haven’t seen, as in an angel, we grow in their qualities and can become them. ‘Assume a virtue if you have it not.’

It doesn’t matter that we will fail and leave a trail of ‘snake-skins’, which someone may find beautiful. We go on growing by the imagining. Perhaps, like the portrait by Johannes in the first Mystery Drama, we may help each other in acquiring self-knowledge.

There are many other artefacts that give impulse to development, such as occult signs and symbols to be found in the book of the same name.47 Then there are eurythmy choreography, beautiful floor patterns, and eurythmy figurines, especially the twelve soul moods with meaningful gesture and colour, and many other treasures that have been collected at the Goetheanum.

Marie Steiner wrote about the caricatures. How did these caricatures come into being? They are little jokes, playthings, that may be put on a blank piece of paper lying about, or on a serviette, in moments of relaxation—such as a tea break or after lunch, following a chance conversation about the distortion of culture in our time.

Someone with a taste for such things had the opportunity of seeing them and had the idea to show them as slides on a screen. Enlarged, they created such a cheerful impression on the viewers that they wished to take them home, as a possible medicine in times of trouble. They had discovered the ingenious spark that became part of everything Dr Steiner spoke or formed with his hands.

Other such cheerful things may be resting somewhere in the unknown, for life’s circumstances did not leave space for collecting them. Travelling, everlasting pressure of demands, moving from one place of residence to another made it impossible to pay loving attention to small things.

But these witty grotesqueries confirm both the power of observation and intuitive understanding of inner values, even when distorted. What the soul comprehends, becomes a definite instinct in the fingers and easily passes over into form. In the same way as Christian Morgenstern’s48 ’ Gallows Songs’ they tell us that deep earnestness can and must unite with fine humour.
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PART THREE


12. The Arts and Their Mission, I

The Expressionists called attention to the inner life and the widespread development of many streams of psychology, especially that of C. J. Jung. However, if you read Steiner’s Psychoanalysis and Spiritual Psychology with the introduction by Robert Sardello, both make clear that psychology still has a superficial vision. It would be necessary to go far deeper into reincarnation and karma to understand the human soul. One can follow up these laws presented in an artistic way in Steiner’s four Mystery Plays.

Ugliness and hate, or antipathy, was mentioned earlier, which separates us from things and people as we analyse them with our intellect, leading to the alienation people feel today. Sympathy, love, bonds us too closely, personally, unless with the gesture of the consciousness soul we transcend them. Beauty can lead us out of our egotism, and leads us to art and eventually to good, as Iris Murdoch tells in her Sovereignty of Good. Art can become ever more a blessing, healer for all people, with creativity opening us to the spirit and allowing us to cooperate with it.

The following two lectures help in understanding this journey of the soul further inward. Steiner presents the arts as an expression of pre-earthly to after-death soul experience.

From higher cosmic nature to most intimate heart-beating rhythms, the seven arts are described here. Three ‘outer’ arts and three ‘inner’ are described, their essential nature and differences: architecture with its companion costuming, followed by sculpture, the art of colour, music, poetry and movement. Steiner gives eurythmy as the highest expression of movement, ‘visible speech and tone’. The seventh art he describes in many other places and it is implicit in the thrust of his goals, a social art—the art of community!

We must emphasize again and again that the anthroposophical world conception fosters a consciousness of the common source of art, religion and science. During ancient periods of evolution these three were not separated; they existed in unity. The Mysteries49 which fostered that unity were a kind of combination art institute, church and school. For what they offered was not a one-sided sole dependence upon language. The words uttered by the initiate as both cognition and spiritual revelation were supported and illustrated by sacred rituals unfolding before listening spectators in mighty pictures.

Thus alongside the enunciation of earthly knowledge, religious rituals provided images of what could be divined and perceived as events and facts of the supersensible worlds. Religion and cognition were one. Moreover, the beautiful, the artistic, had its place within the Mysteries; ritual and image, acting together, produced a high art. In other terms, the religiously oriented rituals, which fired the human being’s will amid the knowledge-bearing words that illumined him inwardly, had a strong ally in the beautiful, the artistic. Thus consciousness of the brotherly unity of religion, science and art must today be ever-present in anthroposophical research of the world, a linkage brought about not artificially but in a self-evident, natural way.

Modern intellectualistic and materialistic science tries to grasp the world in thoughts. As a result, certain ideas give conceptual form to the phenomena of nature and its creatures. We translate natural laws into thoughts. During the recent materialistic age it was characteristic of those preoccupied with cognition that they gradually lost artistic sensibility. Acceptance of modern science means yielding to dead thoughts and looking for them in nature. Natural history, that proud achievement of our science, consists of dead thoughts, corpses of what constituted our soul before we descended from supersensible into sensory existence.

Anyone looking at the corpse of a human being can see by his form that he could not have achieved this state through any mere laws of nature as we know them; he had first to die. A living person became a corpse by dying. Similarly anyone with real cognition knows that his thoughts are corpses of that vital soul being within which he lived before incarnation. Our earth thoughts are actually corpses of our pre-earthly soul life. And they are abstract precisely because they are corpses. As people during the last few centuries became more and more enamoured of abstractions, of these thoughts which insinuated themselves into practical life, they came more and more to resemble them in their higher soul life—especially people with a scientific education. This estranged them from art. The more one surrenders to purely abstract thoughts, dead thoughts, the more one becomes a stranger to art. For art desires and is centred on the living.

A soul seriously occupied with anthroposophical cognition enters the opposite state. Whereas intellectuality approaches everything from the standpoint of logic, and tries to explain even the arts according to logical rules, in anthroposophical thinking there arises at a certain moment a great longing for art. For this different type of cognition leads to a realization that thoughts are not the whole living reality; something else is needed. Since the entire soul life now remains living instead of being killed by dead thoughts, one comes to need to experience the world artistically. For if one lives in abstract dead thoughts, art is only a luxury formed out of the human being’s dreams and illusions, an addition to life. But—to repeat—the anthroposophical method of knowledge brings one to a realization that thoughts are not the living reality; they are dead gestures which merely point to that reality. And at a certain stage one feels that to attain reality one must begin to create, must pass over to art. Ideas alone simply cannot present the world in its full rich content. Thus anthroposophy prepares the soul for artistic feeling and creating.

Abstract thoughts deaden artistic imagination. Becoming more and more logical, one takes to writing commentaries on works of art. This is a terrible product of a materialistic age: scholars write commentaries on art. But these academic explanations, Faust commentaries, Hamlet commentaries, learned descriptions of the art of Leonardo, Raphael, Michelangelo, are coffins in which genuine artistic feeling, living art, lie buried. If one picks up a Faust or Hamlet commentary, it is like touching a corpse. Abstract thoughts have murdered the work of art.

Anthroposophy, on the other hand, tries to approach art out of the living spirit—as I did in speaking of Goethe’s Fairy-tale of the Green Snake and the Beautiful Lily. I did not write a commentary, I let the living lead me into the living. In an inartistic age there appear many scholarly treatises on art, works on aesthetics. They are non-art, counter-art. Savants may reply: ‘To take hold of the world artistically is to move away from reality; it is not scientific. If reality is to be seized, imagination has to be suppressed, eliminated; one must confine oneself to the logical.’ This may be demanded. But consider: if reality, if nature herself were an artist, then it would be of no avail to demand that everything be grasped solely through logic; something vital in it would elude logical understanding. And nature is indeed an artist—a truth discovered by anthroposophical cognition at a certain point in its development. Therefore, in order to grasp nature, especially the highest in nature—the human being’s physical form—one must cease to live exclusively in ideas and begin to ‘think’ in pictures. No anatomy, no physiology, can ever grasp the physical human being in his forms. Understanding is achieved only by living cognition that has been given wings by artistic feeling.

Thus it was inevitable that the idea to build a Goetheanum flowed over into artistic creation. Anthroposophical ideas flowered into artistic forms. The same ideas manifested in a different manner. This is the way true art always develops in the world. Goethe, who was able to feel artistically, has coined the following beautiful words: ‘Art is a manifestation of secret laws of nature which, without it, would remain forever hidden.’ He felt what anthroposophists must feel. If one has achieved a cognitive comprehension of the world, there arises a vital need not just to continue forming ideas but to create artistically in sculpture, painting, music, poetry.

But then an unfortunate thing may happen. If one tries, as I tried in my four Mystery Dramas, to present what cannot be expressed in ideas concerning the essential nature of the human being, there spring up sympathetic but not fully comprehending people who try to explain everything in ideas, who write commentaries. This—I repeat—is an appalling thing. It happens because the deadening element of abstract thought is often carried even into the anthroposophical movement. Actually, within this movement there should be a continual quickening of abstract thoughts. What can no longer be experienced intellectually can be enjoyed through living dramatic characters as they move before and confront us. Beholding them we let them act upon us as real figures instead of trying to explain them abstractly. Genuine anthroposophy leads, inevitably, at a certain point, into art because, far from killing thought, it inspires us, permits the artistic spring in the human soul to gush forth.

Then one is not tempted to form ideas symbolically or allegorically, but to let all ideas flow to a certain point and to follow the purely artistic form. Thus the Goetheanum architecture rose completely idea-less (if I may use that odd expression) as a result of feeling the forms out of the spirit. It should be seen, not explained. When I had the honour of conducting guests through the Goetheanum, I usually made introductory remarks something like this: ‘You naturally expect me to explain the building, but this is disagreeable. During the next half hour, while guiding you, I must do something I very much dislike, for the Goetheanum is here to be seen, not explained.’ This I emphasized over and over, for the edifice standing there should live as image, not in abstract deadening thoughts. Explanations being unavoidable, I tried to make mine not abstract but imbued with the feelings embodied in the building’s own forms, pictures, colours. One can be spiritual informs, colours, tones, as well as words. Indeed, only then does one experience the really artistic. For here in our sense world art is always an influx of the supersensible. We can perceive this truth in any work of art that presents itself in forms having their origin in human nature.

Take the art of architecture, which, to a large degree, today serves utilitarian purposes. To understand architectural forms, one must feel the human form itself artistically. This is necessarily accompanied by a feeling that man has forsaken the spiritual worlds to which he rightfully belongs. A bear in its fur or a dog in its pelt shows itself well cared for by the universe; one senses a totality. If, on the other hand, one looks artistically at the human being, one realizes that, seen merely from the viewpoint of the senses, he lacks something. He has not received from the universe what the well-coated bear and dog received. In sensory appearance he stands, as it were, naked to the world. The need is to see, by means of a purely artistic approach, man’s physical body clothed by an imaginative-spiritual cover.

Today, in architecture, this reality does not manifest clearly. But take the pinnacle reached by architecture when it created protective covers for the dead. As noted earlier, the monuments erected above graves at the starting-point of architecture had great meaning. Primeval instinctive clairvoyance perceived that after forsaking its physical body, its earthly prison, the naked soul shrinks from being released into cosmic space without first being enveloped by those forms by which it wants to be received. People held that the soul must not simply be turned loose into the chaotically interacting weather currents; they would tear it apart. The soul desires to expand into the universe through regular spatial forms. For this reason it must be surrounded by tomb-architecture. It cannot find its bearings in the storms of weather and wind which rush towards it; it can do so only in the artistic forms of the monument above the grave. Here paths into the cosmic reaches are formed. An enveloping cover such as the human being, unlike plants and animals, never receives through sensory and natural elements is given the soul out of the supersensible.

Thus one can say: originally architecture expressed the manner in which the human being wants to be received by the cosmos. In a house the forms should be similarly artistic. The planes, the lines—why are they there? Because the soul wishes to look out into space in those directions, and to be protected from inrushing light. If one considers the relation of the soul to the spatial universe, if one recognizes how that universe welcomes the soul of the human being, one arrives at the right architectural forms.

Fine architecture has a counterpart. When the human being leaves his physical body at death, his soul spreads into spatial forms. Architecture strives to reveal this relation of the human being to visible cosmic space. At birth he possesses an unconscious memory of his own pre-earthly existence. The modern human being’s consciousness retains nothing of this. But in unconscious feeling, especially when naively artistic, the soul plunging down knows that previously it was quite different. And now it does not wish to be as it finds itself on dipping down into the body. It longs to be as it was before.

This desire shows up in primitive people. Because they feel artistically how they would prefer to live in their body, they first decorate and then clothe themselves, the colours of their garments displaying how they would—while in the body—present their souls. Corporeality does not suffice them; through colour they would place themselves in the world in a way that harmonizes with what they feel themselves as souls. Whoever views with artistic sense the colourful clothes of primitive people sees a manifestation of the soul in space, and, in like manner, in architectural forms the disappearing of the soul into space. Here we have the impulses at work in two arts: architecture and costuming.

This art of costuming merges with the other arts. It is not without meaning that in ages with more artistic feeling than ours, say the Italian Renaissance,50 painters gave Mary Magdalene a colour of gown different from that of Mary. Compare the yellow so often used in the robes of Mary Magdalene with the blue and red in those of Mary, and you see the soul difference perceived by a painter living wholly in his medium.

We who love to dress in grey simply show the world the deceased image of our soul. In our age we not only think abstractly, we dress abstractly. And (this is said parenthetically) if we do not dress abstractly, then we show in the way we combine colours how little we retain the living thinking of the realms through which we passed before descending to earth. If we do not dress abstractly, we dress without taste. In our civilization it is precisely the artistic element that needs improvement. The human being must again place himself into the world with vitality and artistry, must perceive the whole cosmic being and life artistically. It will not suffice to use the well-known apparatus of research institutes for determining the angle of a face and measuring abstractly racial peculiarities; we must recognize the form through a sensitive qualitative immersion in the human being.

Then in a marvellous way we shall recognize in the human head, in its arching of forehead and crown, a copy—not just as allegory but as inward reality—of the heavenly dome dynamically overarching us. An image of the universe is shaped by forehead and upper head. Similarly, an image of our experience in circling the sun, in turning round it with our planet in a horizontal circling, this participation in cosmic movement is felt artistically in the formation of nose and eyes. Imagine that the repose of the fixed stars shows in the tranquil vault of brow and upper head; planetary circling shows in the mobile gaze of the eye and in what is inwardly experienced through nose and smell. As for the mouth and chin of the human being, we have here an image of what leads deeply into his inner nature. The mouth with the chin represents the whole human being as he lives with his soul in his body. To repeat, the human head mirrors the universe artistically. In forehead and the arching crown of the head we see the still vault of the heavens; in eye, nose and upper lip, planetary movement; in mouth and chin, a resting within oneself.

If all this is beheld as living image, it does not remain in the head as an abstraction. If we really feel what I have just described, then a certain sensation arises and we say to ourselves: you were quite a clever man who had pretty ideas, but now, suddenly, your head becomes empty; you cannot think at all; you feel the true significance of forehead, crown, eye, nose, upper lip, mouth, lower lip, even while thoughts forsake you. Now the rest of the human being becomes active. Arms and fingers begin to act as tools of thinking. But thoughts live in forms. It is thus that a sculptor comes into being.

If a person would become a sculptor, his head must cease to think. It is the most dreadful thing for a sculptor to think with his head. It is nonsense, impossible. The head must be able to rest, to remain empty; arms and hands must begin to shape the world in images. Especially if the human image is to be recreated, the form must stream out of the fingers. Then one begins to understand why the Greeks with their splendid artistry formed the upper part of Athene’s head by raising a helmet, which is actually part of that head. Her helmet gives expression to the shaping force of the reposing universe. And one understands how in the extraordinary shaping of the nose, in the way the nose joins the forehead in Greek profiles, in the whole structure, the Greeks expressed a participation in circling cosmic motion.

Oh, it is glorious to feel, in the artistic presentation of a Greek head, how the Greeks became sculptors. It is thus a spiritual sensing and beholding of the world, rather than cerebral thinking, that leads to art, and that receives an impulse from anthroposophy. For the latter says to itself: there is something in the world which cannot be tackled by thought; to enter it at all you must start to become an artist. Then materialistic and intellectual scholarship appears like a man who walks around things externally and describes them logically, but still only skirts them from outside. But the anthroposophical way of thinking demands that he immerse himself in what is not himself, and recreate with living formative force what the cosmos created first.

Thus gradually one realizes the following. If as anthroposophist you acquire a real understanding of the physical body, which falls away from cosmic space forms to become a corpse, if you acquire an understanding of the way the soul wishes to be received by spatial forms after death, you become an architect. If you understand the soul’s intention of placing itself into space with the unconscious memories of pre-earthly life, then you become an artist of costuming—the other pole from the architectural.

One becomes a sculptor if one feels one’s way into the human form in a living way as it is shaped by and emerges from the cosmos. If one understands the physical body in all its aspects one becomes, artistically, an architect. If one really grasps the etheric or formative force body (as it is called in anthroposophy) in its inner vitality, in its living and weaving, in the way it arches the forehead, models the nose, lets the mouth recede, one becomes a sculptor. The sculptor does nothing more nor less than imitate the form of the etheric body.

If now one looks at soul life in all its weaving and living, then the manifold world of colour becomes a universe; then one gradually acquaints oneself with an ‘astral’ experience of the world. What manifests in colour becomes a revelation of the realm of soul.51

Let us look at the greenness of plants. We cannot consider this colour a subjective experience, cannot think of vibrations as causing the colours, the way a physicist does, for if we do so we lose the plant. These are abstractions. In truth we cannot imagine the plants in a living way without the green. The plant produces the green out of itself. But how? Embedded in it are dead earth substances thoroughly enlivened. In the plant are iron, carbon, silicic acid, all kinds of earth substances found also in minerals. But in the plant they are woven through and through with life. In observing how life works its way through dead particles to create thereby the plant image, we recognize green as the dead image of life. Everywhere that we look into green surroundings we perceive not life itself but its image. In other words, we perceive plants through the fact that they contain dead substances; this is why they are green. That colour is the dead image of life ruling on earth. Green is thus a kind of cosmic word proclaiming how life weaves and has its being in plants.

Now look at the human being. The colour that comes closest to a healthy human flesh colour is that of fresh peach blossoms in spring. No other colour in nature so resembles this skin colour, this flush. The inner health of the human being comes to expression in this peach-blossom-like colour; and in it we can learn to apprehend the vital health of man when properly endowed by soul. If the flesh colour tends towards green, he is sickly; his soul cannot find right access to his physical body. On the other hand, if the soul in egotistical fashion takes hold of the physical body too strongly, as in the case of a miser, the human being becomes pallid, whitish; also if the soul experiences fear. Between whitish and greenish tones lies the healthy, vital peach-blossom flesh tint. And just as we sense in green the dead image of life, so we can feel in the peach blossom colour of the healthy human being the living image of the soul.

Now the world of colour comes to life. The living, through the dead, creates the picture green. The soul forms its own image on the human skin in the peach-blossom-like shade.

Let us look further. The sun appears whitish, and we feel that this whitish colour is closely related to light. If we wake in pitch darkness, we know that this is not an environment in which we can fully experience our ego. For that we need light between us and objects; we need light between us and the wall, for instance, to allow the wall to act on us from the distance. Then our sense of self is kindled. To repeat: if we wake in light, in what has a relation to white, we feel our ego; if we wake in darkness, in what is related to black, we feel strange in the world. Though I say ‘light’, I could just as well take another sense impression. You may find a certain contradiction because those born blind never see light. But the important matter is not whether or not we see light directly, it is how we are organized. Even if born blind, the human being is organized for the light, and the hindrance to ego energy present in the blind is so through absence of light. White is akin to light. If we experience light-resembling white in such a way that we feel how it kindles the ego in space by endowing it with inner strength, then we may express living, not abstract, thought by saying: white is the soul appearance of spirit.

Now let us take black. When our spirit encounters darkness on waking, we feel paralysed, deadened. Black is felt as the spiritual image of death.

Imagine living in colours. You experience the world as colour and light if you experience green as the dead image of life; peach-blossom colour, human flesh colour, as the living image of the soul; white as the soul image of spirit; black as the spiritual image of death. In saying this I describe a circle. For just note what I said: green, dead image of the living—it stops at ‘living’. Peach-blossom colour, flesh colour, living image of the soul—it stops at ‘soul’. White, soul image of the spirit—having started with soul I rise to the spirit. Black, spiritual image of death—I start with spirit and rise to death, but have at the same time returned, since green was the dead image of life. Returning to what is dead I close the circle. If I drew it on a blackboard you would see that this living weaving in colour (in the next lecture I shall speak of blue) becomes a real artistic experience of the astral element in the world.

If one has this artistic experience, if death, life, soul and spirit can be seen, as it were, in the wheel of life as one passes from the dead back to the dead through life, soul, spirit, if death, life, soul and spirit appear through light and colour as described, then one realizes that one cannot remain in three-dimensional space; one must adopt the plane surface, solve the riddle of space on the plane, lose the space concept.

Just as sculptors we abandoned head thinking, so now we lose the concept of space. When everything wants to change into light and colour we become painters. The very source of painting opens up. With great inner joy we lay one colour alongside another. Colours become revelations of life, death, soul, spirit. By overcoming dead thought we reach the point where we no longer feel impelled to speak in words, no longer to think in ideas, no longer to mould in forms, but use colour and light to represent life and death, spirit and soul, as they have their being in the universe.

In this way anthroposophy stimulates creation; instead of weaning us away from life as does abstract, idealistic-empirical cognition, it gives us back to life.

But so far we have remained outside the human being, considering his surface: his healthy peach-blossom tones, his pale whitish colour when his spirit plunges too deeply into the physical body, and his greenish shade when, because of sickness, his soul cannot fill that body. We have remained on the surface.

If we now enter the human being’s inner nature, we find something set against the external world configuration—a marvellous harmony between the rhythm of breathing and of the blood. The rhythm of breathing (a normal human being breathes 18 times per minute) is transferred to man’s nerves, becomes motion. Physiology knows very little about this process. The rhythm of breathing is contained in a delicate psycho-spiritual manner in the nervous system.

As for the blood rhythm, it originates in the metabolic system. In a normal adult, four pulse beats correspond to one breath rhythm, 72 pulse beats per minute. What lives in the blood, that is, the ego, the sunlike nature in man, plays upon the breathing system and, through it, upon the nervous system. If one looks into the human eye, one finds there some extremely fine ramifications of blood vessels. Here the blood pulsation meets the currents of the visual nerve spread through the eye. A marvellously artistic process takes place when the blood circulation plays upon a visual nerve that moves four times more slowly.

Now look at the spinal cord, its nerves extending in all directions. Observe the blood vessels, and become aware of an inward playing of the whole sun-implanted blood system upon the earth-given nervous system. The Greeks with their artistic natures were aware of this interrelation. They saw the sunlike in the human being, the playing of the blood system upon the nervous system, as the god Apollo, and the spinal cord with its wonderful ramification of strings, upon which the sun principle plays, as Apollo’s lyre.

Just as we meet architecture, sculpture, the art of costuming and painting when we approach the human being from the external world, so we meet music, rhythm, beat, when we approach the inner human being and trace the marvellous artistic forming and stirring that take place between blood and nervous system.

Compared to external music, that performed between blood and nervous system in the human organism is of far greater sublimity. And when it is metamorphosed into poetry, one can feel how, in the word, this inward music is again released outwards. Take the Greek hexameter with its initial three long syllables followed by a caesura, and how the blood places the four syllable lengths into the breath. To scan the first half of a hexameter line properly is to indicate how our blood meets, impinges on, the nervous system.

In relation to declamation and recitation, we must try to solve the riddle of the divine artist in the human being. I shall consider this more explicitly in the next lecture. But, having studied the human being’s nature from without through architecture, sculpture and painting, we now penetrate into his inner nature and arrive at the arts of music and poetry; a living comprehension of world and the human being passes over into artistic feeling and the stimulus to artistic creation.

If at this point the human being feels that here on earth he does not fulfil what lies in his archetype, with its abode in the heavens, then there arises in him an artistic longing for some outer image of that archetype. As a result, he can gain the power to become an instrument for bringing to expression the true relation of the human being to the world by becoming a eurythmist. The eurythmist says: ‘All the movements that I ordinarily carry out here on earth do less than justice to the mobile archetype of the human being. To present the ideal human archetype I must begin by finding a way to insert myself into its motions.’ These motions, through which the human being endeavours to imitate in space the movements of his heavenly archetype, constitute eurythmy. Therefore it is neither just mimicry nor mere dancing, but stands midway between. The mimic art is chiefly a support for the spoken word. If the need is to express something for which words do not suffice, the human being supplements words with gestures; thus arises mimic art. It expresses the insufficiency of the words standing alone. Mimic art is indicative gesture.

The art of dancing arises when language is forgotten altogether, when the will manifests so strongly that it forces the soul to surrender and follow the movements suggested by the body. The art of the dance is sweeping ecstatic gesture.

We may say: mimic art is indicative gesture; art of dance, sweeping ecstatic gesture. Between the two stands the visible speech of eurythmy which is neither indicative nor sweeping but expressive gesture, just as the word itself is expressive gesture. For a word is really a gesture in air. When we form a word, our mouth presses the air into a certain invisible gesture, imbued with thought, which, by causing vibrations, becomes audible. Whoever is able with sensory-supersensory vision to observe what is formed by the speaking mouth sees, in air, the invisible gestures being made there as words. If one imitates these gestures with the whole body, one has eurythmy, an expressive visible gesture. Eurythmy is the transformation of an air gesture into a visible expressive gesture of the limbs.

I shall touch on all this in my coming lecture on anthroposophy and poetry. Today I wished chiefly to indicate how anthroposophical knowledge, in contrast to intellectual and materialistic knowledge, does not kill with its thoughts, does not turn a person into a commentator on art who thereby buries it, but, rather, causes an artistic spring, a fountain of imagination, to well up. It turns him into an enjoyer or creator of art, verifies what must be emphasized over and over again, namely, that art, religion and science are sisters who once upon a time became estranged but who must again enter into a sisterly relationship if the human being is to function as a complete human being. Thus scholars will cease to acknowledge a work of art haughtily only if they can write a commentary on it and otherwise reject it. Instead, they will say: ‘What I interpret as thought engenders a need to fashion it artistically by means of architecture, sculpture, painting, music, poetry.’

Goethe’s saying that art is a kind of knowledge is true, because all other forms of knowledge, taken together, do not constitute a complete knowledge of the world. Art—creativity—must be added to what is known abstractly if we are to achieve knowledge of the world. This union of art and science will produce a religious mood. Because our Dornach building strove for this balance, friends of nationalities other than German petitioned to call it the ‘Goetheanum’, for it was Goethe who said:

Who possesses science and art

Possesses religion as well;

Who possesses the first two not,

O grant him religion.

For if true art and true science flow together in a living way, the result is a religious life. Conversely religion, far from denying science or art, must strive towards both with all possible energy and vitality.


13. The Arts and Their Mission, II

Goethe had written about colour in relation to nature and about the moral, not moralistic, nature of colour as experienced by the human soul.

Rudolf Steiner built on Goethe’s understanding, leading us from etheric colour laws, from their feeling and moral aspects, directly into his own understanding of the colours. Movement has been spoken of as referring not to movement of form, but movement of the colours as they lead us from one to another, as around a colour circle. But there is also the realization of movement within the colours themselves, as gestures, as beings even, or gestures of beings. This becomes a spiritual language.

Further pages give indications for poetry and music, eurythmy and, looking to the future fast approaching us, that art of community. Out of today’s chaos, artists have the chance to translate these truths and experience them, not into dogma but with ever greater depth and creativity.

The day before yesterday I tried to show that the anthroposophical knowledge which accompanies an inner life of the soul does not estrange one from artistic awareness and creation. On the contrary, whoever takes hold of anthroposophy with full vitality opens up within himself the very source of such activity. And I indicated how the meaning of any art is best read through its own particular medium.

After discussing architecture, the art of costuming, and sculpture, I went on to explain the experience of colour in painting, and took pains to show that colour is not merely something which covers the surface of things and beings but radiates out from them, revealing their inner nature.

For instance, I pointed out that green is the image of life, revealing the life of the plant world. Though it has its origin in the plant’s dead mineral components, it is yet the means whereby the living shows forth in a dead image. It is fascinating that life can thus reveal itself. In that connection, consider how the living human figure appears in the dead image of sculpture, how life can be expressed through dead, rigid forms. In green we have a similar case in that it appears as the dead image of life without laying claim to life itself.

I shall repeat still other details from the last lecture in order to show how the course of the world moves on, then returns into itself; and I shall do this by presenting the colours that make up its various elements: life, soul, spirit. I said I would draw this complete circle of the cosmic in the world of colour. As I told you before, green appears as the dead image of life; in green life lies, as it were, concealed.

If we take the flesh colour of a Caucasian person, which resembles spring’s fresh peach-blossom colour, we have the living image of the soul. If we contemplate white in an artistic way, we have the soul image of the spirit. (The spirit as such conceals itself.) And if, as artists, we take hold of black, we have the spiritual image of death. And the circle is closed.

[image: image]

I have apprehended green, flesh colour, white and black in their aesthetic manifestation; they represent the self-contained life of the cosmos within the world of colour. If, artistically, we focus attention upon this closed circle of colours, our feeling will tell us of the need to use each of them as a self-contained image.

Naturally, in dealing with the arts I must concern myself not with abstract intellect, but aesthetic feeling. The arts must be recognized artistically. For that reason I cannot furnish conceptual proof that green, peach blossom, white and black should be treated as self-contained images. But it is as if each wants to have a contour within which to express itself. Thus they have, in a sense, shadow natures. White, as dimmed light, is the gentlest shadow, black the heaviest. Green and peach blossom are images in the sense of saturated surfaces, which makes them, also, shadow-like. Thus these four colours are image or shadow colours, and we must try to experience them as such.

The matter is quite different with red, yellow and blue. Considering these colours with unbiased artistic feeling, we feel no urge to see them with well-defined contours on the plane, only to let them radiate. Red shines towards us, the dimness of blue has a tranquil effect, the brilliance of yellow sparkles outwards. Thus we may call flesh colour, green, black and white the image or shadow colours, whereas blue, yellow and red are radiance or lustre colours. To put it another way, in the radiance, lustre and activity of red we behold the element of the vital, the living; we may call it the lustre of life. If the spirit does not wish merely to reveal itself in abstract uniformity as white, but to speak to us with such inward intensity that our soul can receive it, then it sparkles in yellow; yellow is the radiance or lustre of the spirit. If the soul wishes to experience itself inwardly and deeply, withdrawing from external phenomena and resting within itself, this may be expressed artistically in the mild shining of blue, the lustre of the soul. To repeat: red is the lustre of life, blue the lustre of the soul, yellow the lustre of the spirit.

Colours form a world in themselves and we understand them with our feelings if we experience the lustre colours, red, yellow, blue, as bestowing a gleam of revelation upon the image colours, peach blossom, green, black and white. Indeed, we become painters through a soul experience of the world of colour, through learning to live with the colours, feeling what each individual colour tries to convey. When we paint with blue we feel satisfied only if we paint it darker at the edge and lighter towards the centre. If we let yellow speak its own language, we make it strong in the centre and gradually fading and lightening towards the periphery. By demanding this treatment, each reveals its character. Thus forms arise out of the colours themselves; and it is out of their world that we learn to paint sensitively.

If we wish to represent a spiritually radiant figure, we cannot do otherwise than paint it a yellow which decreases in strength towards its edge. If we wish to depict the feeling soul, we can express this reality with a blue garment—a blue which becomes gradually lighter towards its centre. From this point of view one can appreciate the painters of the Renaissance, Raphael, Michelangelo, even Leonardo, for they still had this colour experience.

In the paintings of earlier periods one finds the inner or colour-perspective of which the Renaissance still had an echo. Whoever feels the radiance of red sees how it leaps forward, how it brings its reality close, whereas blue retreats into the distance. When we employ red and blue we paint in colour perspective; red brings subjects near, blue makes them retreat. Such colour perspective lives in the realm of soul and spirit.

During the age of materialism there arose spatial perspective, which takes into account sizes in space. Now distant things were painted not blue but small, close things not red but large. This perspective belongs to the materialistic age, which, living in space and matter, prefers to paint in those elements.

Today we live in an age when we must find our way back to the true nature of painting. The plane surface is a vital part of the painter’s media. Above everything else, an artist, any artist, must develop a feeling for his media. It must be so strong that—for instance—a sculptor working in wood knows that human eyes must be dug out of it; he focuses on what is concave, hollows out the wood. On the other hand, a sculptor working in marble or some other hard substance does not hollow out; he focuses his attention on, say, the brow jutting forward above the eye, and takes into consideration what is convex. Already in his preparatory work in Plasticine or clay he immerses himself in his material. The sculptor in marble lays on; the woodcarver takes away, hollows out. They must live with their material, must listen and understand its vital language.

The same is true of colour. The painter feels the plane surface only if the third spatial dimension has been extinguished; and it is extinguished if he feels the qualitative character of colour as contributing another kind of third dimension, blue retreating, red approaching. Then matter is abolished instead of—as in spatial perspective—imitated. Certainly I do not speak against the latter. In the age that started with the fifteenth century it was natural and self-evident, and added an important element to the ancient art of painting. But today it is essential to realize that, having passed through materialism, it is time for painting to return to a more spiritual conception, to return to colour perspective.

In discussing any art we must not theorize but (I repeat) abide, through feeling, within its own particular medium. In speaking about mathematics, mechanics, physics, we must kill our feeling and use only intellect. In art, however, real perception does not come by way of intellect, art historians of the nineteenth century notwithstanding. Once a Munich artist told me how he and his friends, in their youth, went to a lecture of a famous art historian to find out whether or not they could learn something from him. They did not go a second time, but coined an ironical derogatory phrase for all his theorizing. What can be expressed through the vital weaving of colours can also be expressed through the living weaving of tones. But the world of tones has to do with the human being’s inner life (whereas the sculptor in three-dimensional space and the painter on a two-dimensional plane express what manifests etherically in space). With the musical element we enter man’s inner world, and it is extremely important to focus attention upon its meaning within the evolution of mankind.

Those of my listeners who have frequently attended my lectures or are acquainted with anthroposophical literature know that we can go back in the evolution of mankind to what we call the Atlantean epoch52 when the human race here on earth was very different from today, being endowed with an instinctive clairvoyance which made it possible to behold in waking dreams the spiritual behind the physical. Parallel to this clairvoyance the human being had a special experience of music. In those ancient days music gave him a feeling of being lifted out of the body. Though it may seem paradoxical, the people of those primeval ages particularly enjoyed the chords of the seventh. They played music and sang in the interval of the seventh which is not today considered highly musical. It transported them from the human into the divine world.

During the transition from the experience of the seventh to that of the pentatonic scales, this sense of the divine gradually diminished. Even so, in perceiving and emphasizing the fifth, a feeling of liberating the divine from the physical lingered on. But whereas with the seventh the human being felt himself completely removed into the spiritual world, with the fifth he reached up to the very limits of his physical body. He felt his spiritual nature at the boundary of his skin, so to speak, a sensation foreign to modern ordinary consciousness.

The age that followed the one just described—you know this from the history of music—was that of the third, the major and minor third. Whereas formerly music had been experienced outside the human being in a kind of ecstasy, now it was brought completely within him. The major and minor third, and with them the major and minor scales, took music right into the human being. As the age of the fifth passed over into that of the third, the human being began to experience music inwardly, within his bounding skin.

We see a parallel transition: on the one hand, in painting the spatial perspective which penetrates into space, on the other, in music, the scales of the third which penetrate into the human being’s etheric and physical body—which is to say, in both directions a tendency towards naturalistic conception. In spatial perspective we have external naturalism, in the musical experience of the third ‘internal’ naturalism.

To grasp the essential nature of things is to understand the human being’s position in the cosmos. The future development of music will be towards spiritualization, and involve a recognition of the special character of the individual tone. Today we relate the individual tone to harmony or melody in order that, together with other tones, it may reveal the mystery of music. In the future we will no longer recognize the individual tone solely in relation to other tones—which is to say according to its planar dimension—but apprehend it in depth, penetrate into it and discover therein its affinity for hidden neighbouring tones. And we will learn to feel the following. If we immerse ourselves in the tone it reveals three, five or more tones; the single tone expands into a melody and harmony leading straight into the world of spirit. Some modern musicians have made beginnings in this experience of the individual tone in its dimension of depth. Among modern musicians there is a longing for comprehension of the tone in its spiritual profundity, and a wish—in this as in the other arts—to pass from the naturalistic to the spiritual element. The human being’s special relationship to the world as expressed through the arts becomes clear if we advance from those of the outer world, that is, architecture, art of costuming, sculpture and painting, to those of the inner world, that is, to music and poetry.

Rising to poetry, we feel ourselves confronted by a great enigma. Poetry originates in imagination, a thing usually taken as synonymous with the unreal, the non-existent, with which human beings fool themselves. But what power expresses itself through imagination?

To understand that power, let us look at childhood. The age of childhood53 does not yet show the characteristics of imagination. At best it has dreams. Free creative imagination54 does not yet live and manifest in the child. It is not, however, something which, at a certain age in manhood, suddenly appears out of nothingness. Imagination lies hidden in the child; he is actually full of it. What does it do in him? Whoever can observe the development of the human being with the unbiased eye of the spirit sees how at a tender age the brain, and indeed the whole of his organism, is still quite unformed as compared with the human being’s later shape. In the shaping of his own organism the child is inwardly the most significant sculptor. No mature sculptor is able to create such marvellous cosmic forms as does the child when, between birth and the change of teeth, it plastically elaborates his organism. The child is a superb sculptor whose plastic power works as an inner formative force of growth. The child is also a musical artist, for he tunes his nerve strands in a distinctly musical fashion. To repeat: power of imagination is power to grow and harmonize the organism. When the child has reached the time of the change of teeth, around his seventh year, and then advances to puberty, he no longer needs such a great amount of plastic and musical power of growth and formation as previously for the care of the body. Something remains over. The soul is able to withdraw a certain energy for other purposes, and this is the power of imagination—the natural power of growth metamorphosed into a soul force. If you wish to understand imagination, study the living force in plant forms and in the marvellous inner configurations of the organism as created by the ego. Study everything creative in the wide universe, everything moulding and fashioning and growing in the subconscious regions of the cosmos. Then you will have a conception of what remains over when the human being has advanced to a point in the elaboration of his own organism when he no longer needs the full quota of his power of growth and formative force. Part of it now rises up into the soul to become the power of imagination. The final leftover (I cannot call it sediment, because sediment lies below while this rises upwards), the ultimate leftover is power of intellect. Intellect is the finely sifted-out power of imagination, the last upward-rising remainder.

People ignore this fact. They see intellect as of greater reality. But imagination is the first child of the natural formative and growth forces; and because it cannot emerge as long as there is active growth it does not express direct reality. Only when reality has been taken care of does imagination make its appearance in the soul. In quality and essential nature it is the same as the power of growth. In other words, what promotes growth of an arm in childhood is the same force that works in us later, in soul transformation, as poetic, artistic imagination. This fact cannot be grasped theoretically; we must grasp it with feeling and will. Only then will we be able to experience the appropriate reverence for imagination and, under certain circumstances, the appropriate humour—in brief, to feel imagination as a divine, active power in the world. Coming to expression through the human being, it was a primary experience for those human beings of ancient times of whom I spoke in the last lecture, when art and knowledge were a unity, when knowledge was acquired through artistic rites rather than the abstractions of laboratory and clinic, when physicians gained their knowledge of the human being not from the dissecting room but from the Mysteries where the secrets of health and disease, the secrets of the nature of the human being, were divulged in high ceremonies.

It was sensed that the god who lives and weaves in the plastic and musical formative forces of the growing child continues to live in the imagination. At that time, when people felt the deep inner relationship between religion, art and science, they realized that they had to find their way to the divine, and take it into themselves for poetic creation; otherwise imagination would be desecrated.

Thus ancient poetic drama never presented common human beings, for the reason that mankind’s ancient dramatic imagination would have considered it absurd to let ordinary human beings converse and carry out all kinds of gestures on the stage. Such a fact may sound paradoxical today, but the anthroposophical researcher—knowing all the objections of his opponents—must nevertheless state the truth. The Greeks prior to Sophocles and Aeschylus would have asked: why present something on the stage which exists, anyhow, in life? We need only to walk on the street or enter a room to see human beings conversing and gesturing. This we see everywhere. Why present it on a stage? To do so would have seemed foolish.

Actors were to represent the god in the human being, and above all the god who, rising out of the depths of the earth, gave man his will power. With a certain justification our predecessors, the ancient Greeks, experienced this will endowment as rising up out of the earth. The gods of the depths who, entering the human being, endow him with will, these Dionysian gods were to be given stage presentation. The human being was, so to speak, the vessel of the Dionysian godhead. Actors in the Mysteries were human beings who received into themselves a god. It was he who filled them with enthusiasm.

On the other hand, the human being who rose to the goddess of the heights (male gods were recognized as below, female gods in the heights), the human being who rose in order that the divine could sink into him became an epic poet who wished not to speak himself but to let the godhead speak through him. He offered himself as bearer to the goddess of the heights that she, through him, might look upon earth events, upon the deeds of Achilles, Agamemnon, Odysseus and Ajax. Ancient epic poets did not care to express the opinions of such heroes, opinions to be heard every day in the market place. It was what the goddess had to say about the earthly-human element when people surrendered to her influence that was worth expression in epic poetry. ‘Sing, O goddess, of the wrath of Achilles, son of Peleus’—thus did Homer begin the Iliad. ‘Sing, O goddess, of that ingenious hero,’ begins the Odyssey. This is no phrase; it is a deeply inward confusion of a true epic poet who lets the goddess speak through him instead of speaking himself, who receives the divine into his imagination, that child of the cosmic forces of growth, so that the divine may speak about world events.

After the times had become more and more materialistic, Klopstock,55 who still had real artistic feeling, wrote his Messiade. Inasmuch as man no longer looked up to the gods, he did not dare to say: ‘Sing, O goddess, of the redemption of sinful man as fulfilled here on earth by the Messiah.’ He no longer dared to do this in the eighteenth century, but cried instead: ‘Sing, O immortal soul, of sinful man’s redemption.’ In other words, he still possessed something which was lifted above the human level. His words reveal a certain bashfulness about what was fully valid in ancient times: ‘Sing, O goddess, of the wrath of Achilles, son of Peleus.’

Thus the dramatist felt as if the god of the depths had risen, and that he himself was to be that god’s vessel; the epic poet as if the Muse, the goddess, had descended into him in order to judge earthly conditions. The ancient Greek actor avoided presentation of the individual human element. That is why he wore high, thick-soled shoes, cothurni, and used a simple musical instrument through which his voice resounded. He desired to lift the dramatic action above the individual and personal.

I do not speak against naturalism. For a certain age it was right and inevitable. For when Shakespeare conceived his dramatic characters in their supreme perfection, man had arrived at presenting the human element in a human way. Quite a different urge and artistic feeling held sway at that period. But the time has come when, in poetic art also, we must find our way back to the spiritual, to presenting dramatic figures in whom the human being himself, as a spiritual as well as bodily being, can move within the all-permeating spiritual events of the world.

I have made a first weak attempt in my Mystery Dramas. There human beings converse not as people do in the market-place or on the street, but as they do when higher spiritual impulses play between them, and their instincts, desires and passion are crossed by paths of destiny, of karma, active through millennia in repeated lives.

It is imperative to turn to the spiritual in all spheres. We must make good use of what naturalism has brought us; we must not lose what we have acquired by having for centuries now held up, as an ideal of art, the imitation of nature. Those who deride materialism are bad artists, bad scientists. Materialism had to happen. We must not look down mockingly on the earthly human being and the material world. We must have the will to penetrate into this material world spiritually and not despise the gifts of scientific materialism and naturalistic art. We must—though not by developing dry symbolism or allegory—find our way back to the spiritual. Symbolism and allegory are inartistic. The starting-point for a new life of art can come only by direct stimulation from the source whence spring all anthroposophical ideas. We must become artists, not symbolists or allegorists, by rising more and more into the spiritual world through spiritual knowledge.

This can be achieved quite specially if, in the art of recitation and declamation, we transcend naturalism. In this connection we should remember how genuine artists like Schiller and Goethe created their poems. In Schiller’s soul there lived an indefinite melody, and in Goethe’s an indefinite picture, a form—before ever they put down the words of their poems. Often, today, the chief emphasis in recitation and declamation is placed on prose content. But that is only a makeshift. The prose content of a poem, what lies in the words as such, is of little importance; what is important is the way the poet shapes and forms it. Ninety-nine per cent of those who write verse are not artists. In a poem everything depends on the way the poet uses the musical element, rhythm, melody, the theme, the imaginative element, the evocation of sounds. Single words give the prose content. The crux is how we treat that prose content, whether, for instance, we choose a fast or slow rhythm. We express joyful anticipation by a fast rhythm. If we say, ‘The hero was full of joyful anticipation,’ we have prose even if it occurs in a poem. It is essential in such an instance to choose a rapidly moving rhythm. When I say, ‘The woman was deeply sad,’ I have prose, even in a poem. But when I choose a rhythm that flows in soft, slow waves I express sorrow. To repeat, everything depends on form, on rhythm. When I say, ‘The hero struck a heavy blow,’ it is prose. But if the poet speaks in fuller, not ordinary tones, if he offers a fuller u-tone, a fuller o-tone, instead of a’s and e’s, he expresses his intention in the very formation of speech.

In declamation and recitation one has to learn to shape language, to foster the elements of melody, rhythm, beat, not prose content. One has also to gauge the effect of a dull sound upon a preceding light sound, and a light sound upon the following dark one, thus expressing a soul experience in the treatment of the speech sounds. Words are the medium of recitation and declamation—a little-understood art which we have striven to develop. Frau Dr Steiner has devoted years to it. When we return to artistic feeling on a higher level we return to speech formation as contrasted with the modern emphasis on prose content. Nothing derogatory shall be said against prose content. Having achieved it through the naturalism which made us human, we must keep it. At the same time we must again become imbued with soul and spirit. Word content can never express soul and spirit. The poet is justified in saying: ‘If the soul speaks, alas, it is no longer the soul that speaks.’ For prose is not the soul’s language. It expresses itself in beat, rhythm, melodious theme, image and the formation of speech sounds. The soul is present as long as the poem expresses rising and falling inner movements.

I make a distinction between declamation and recitation—two separate arts. Declamation has its home in the north and is effective primarily through the weight of its syllables: chief stress, secondary stress. In contrast, the reciting artist has always lived in the south. In recitation man takes into account not the weight but the measure of the syllables: long syllable, short syllable. Greek reciters, presenting their texts concisely, experienced the hexameter and pentameter as mirrors of the relationship between breathing and blood circulation. There are approximately 18 breaths and 72 pulse beats per minute. Breath and pulse beat chime together. The hexameter has three long syllables, the fourth is the caesura. One breath measures four pulse beats. This one-to-four relationship appearing in the measure and scanning of the hexameter brings to expression the innermost nature of man, the secret of the relation of breath and blood circulation.

This reality cannot be perceived with our intellect; it is an instinctive, intuitive artistic experience, and beautifully illustrated by the two versions of Goethe’s Iphigenie when spoken one after the other. Before he went to Italy, Goethe wrote his Iphigenie as Nordic artist (to use Schiller’s later word for him) in a form that can be presented only through the art of declamation—chief stress, secondary stress—when the life of the blood preponderates. In Italy he rewrote this work. It is not always noticed, but a fine artistic feeling can clearly distinguish the German from the Roman Iphigenie. Because Goethe introduced the recitative element into his northern declamatory Iphigenie, this Italian, this Roman Iphigenie asks for an altered reading. If one reads both versions, one after the other, the marvellous difference between declamation and recitation becomes strikingly clear. Recitation was at home in Greece where breath measured the faster blood circulation. Declamation was at home in the north where the human being lived in his inmost nature. Blood is a quite special fluid because it contains the inmost human element. In it lives the human character. That is why the northern poetic artist became a declamatory artist.

As long as Goethe knew only the north he was a declamatory artist and wrote the declamatory German Iphigenie. But he transformed it when he had been softened in relation to meter and measure through seeing the Italian Renaissance art which he felt to be Greek. I do not wish to spin theories, I wish to describe feelings which anthroposophists can kindle for the world of art. Only so shall we develop a true artistic feeling for everything.

One more point. How do we behave on a stage today? Standing in the background we consider how we would walk down a street or through a drawing-room, then behave that way on the stage. It is all right if we introduce this personal element, but it does lead us away from real style in stage direction, which always means taking hold of the spirit. On the stage, with the audience sitting in front, we cannot behave naturalistically. Art appreciation is largely immersed in the unconsciousness of the instincts. It is one thing if with my left eye I see somebody walk by, passing from his point of view from right to left, while from mine from left to right. It is quite another thing if this happens in the opposite direction. Each time I have a different sensation; something different is imparted. We must re-learn the spiritual significance of directions and what it means when an actor walks from left to right or from right to left, from back to front or vice versa; we must feel the impossibility of standing in the foreground when about to start a long speech. The actor should say the first words far back, then gradually advance, making a gesture towards the audience in front and addressing both the left and right. Every movement can be spiritually apprehended out of the general picture, and not merely as a naturalistic imitation of actions on the street or in the drawing-room. Unfortunately people no longer wish to make an artistic study of all this; they have become lazy. Materialism permits indolence. I have wondered why people who demand full naturalism—there are such—do not adopt a stage with four walls. No room has three. But with a four-wall set how many tickets would be sold?

Through such paradoxes we can call attention to the key issue: true art in contrast to mere imitation. Now that naturalism has followed the grand road from naturalistic stage productions to the films (neither philistine nor pedant in this regard, I know how to value something for which I do not care too much), we must find the way back to presentation of the spiritual, the genuine, the real. We must find again the divine-human element in art by finding again the divine-spiritual.

Anthroposophy would take the path to the spirit in the plastic arts also. That was our intention in building the Goetheanum at Dornach, this work of art wrested from us. We must do it in the new art of eurythmy and in recitation and declamation. Today people do breathing exercises and manipulate their speech organism, but the right method is to bring order into the speech organism by listening to one’s own rhythmically spoken sentence, which is to say, through exercises in breathing while speaking. These things need reorientation. This cannot originate in theory, proclamations and propaganda, but only in practical spiritual insight into the facts of life, both material and spiritual.

Art, always a daughter of the divine, has become estranged from her parent. If it finds its way back to its origins and is again accepted by the divine, then it will become what it should within civilization, within worldwide culture: a boon for mankind.

I have given only sketchy indications of what anthroposophy wishes to do for art, but they should make clear an immense desire to unfold the right element in every sphere. The need is not for theory—art is not theory. The need is to live, fully to live, in the artistic quality while striving for understanding. Such an orientation leads beyond discussion to genuine appreciation and creation.

If art is to be fertilized by an understanding of the world, this is the crux of the matter. Art has always taken its rise from an understanding of the world, from inner world experience. If people say, ‘Well, we couldn’t understand the art forms of Dornach,’ we must reply, ‘Can those who have never heard of Christianity understand Raphael’s Sistine Madonna?’ 

Anthroposophy would like to lead human culture over into honest spiritual experience of the world.


14. Transformation for Artistic Evolution

This lecture belongs to a series of eight lectures printed as Art as Seen in the Light of Mystery Wisdom. It has been chosen as giving a remarkable orientation in respect of the arts relating to the elements of the human being as described in Theosophy.

Here we become aware of what lies beyond the physical body and the senses, of many levels and higher spheres. Steiner helps us understand divine activity in the world through the arts as they lead us towards the gods and their speech, with which we seek dialogue.

The subsequent lecture has not been printed here but describes the path of initiation, which can be followed up in Knowledge of the Higher Worlds, the basic book which begins: ‘There slumber in every human being faculties by which he can acquire for himself knowledge of the higher worlds.’ Again there is a plea to us: stop using art as an expression of our personal pleasures and pains in everyday life—which is of course what we are seeing everywhere—but instead let the creative work on a spiritual path flow into working with the gods!

In the course of the following considerations I shall be speaking to you about the important impulses of transformation present in our era for the artistic evolution of mankind. I would like to connect this with what may occur to you as a result of your own observation of this Goetheanum building, or rather, to connect it with that of which this building is merely a beginning. But as a basis for these consideration it will be necessary to establish a connection between art and the knowledge we have gained about the human being and his relationship with the world in general. I will begin today with these seemingly more theoretical considerations and continue tomorrow with our actual theme concerning the impulses of transformation in artistic development.

Though I said that I would begin today on a seemingly more theoretical basis, in actual fact anyone who looks upon spiritual science as something living will find these preliminaries very much alive and not at all theoretical. They will, however, only be quite clear to those for whom the ideas of physical body, etheric body, astral body, ego, and so on, are not mere designations in a diagram of the human being but the expression of actual experiences in feelings and ideas relating to the spiritual world.

If we consider the different forms of art, it appears that architecture is the one that has become most separated from the human being as a whole. Architecture is separated from the human being because it is placed at the service of our external impulses, either those of utility, which call for utilitarian structures, or those having idealistic aims as in the case of religious buildings. We shall see during the course of the lecture how other forms of art have a more intimate connection with the real being of the human being than has architecture. Architecture is in some ways detached from what we describe as the laws of the human being’s inner being. And yet, seen from the point of view of spiritual science, this external character of architecture very largely disappears.

When we begin to look at the human being, the part that first strikes us, because it is the most outward, is the physical body. But this physical body is permeated and penetrated and filled by the etheric body.56 The physical body might be simply called a space body or described as an organization in space. But the etheric body, which dwells in the physical body and, as you know, also extends beyond the limits of the physical body and is intimately connected with the whole cosmos, cannot be contemplated without the aid of time. Basically everything in the etheric body is rhythm, a cyclical rhythm of movement or activity, and it has a spatial character only in as far as it inhabits the physical body. For human imaginative perception, it is true, the etheric body also has to be conceived in spatial pictures, but these do not show its essential nature which is cyclical, rhythmical, moving in time.

Music takes up no space, but is solely present in time. In the same way, what matters with regard to the human etheric body in reality (not in the imaginative picture we draw) is mobility, movement, formative activity in rhythmical or musical sequence, in fact the quality of time. Of course, this is a difficult thing for the human mind to conceive, accustomed as it is to relating everything to space. But in order to gain a clear concept of the etheric body we must try much harder to allow musical ideas rather than spatial ideas to come to our aid.

In order to bring to the fore another characteristic of the etheric body, it can be said that in occupying the physical body and extending, as it does, its activity and rhythmical play into this physical body it is above all a body of forces. It is a flowing-out of forces, a manifestation of forces, and we notice them in a number of phenomena that occur during the course of a human being’s life. One of these phenomena, to which not much attention is paid by external science or in an outward view of the world, but one which we have often stressed, is the ability of the human being to stand upright. On entering the world at birth we are not yet able to assume this vertical posture, which is the most important of all postures for the human being. We have to acquire the ability. It is true that this is initiated by the astral body, which as it were transfers its power of upward-stretching to the etheric body, but it is the latter which in the course of time sets about raising the physical body into a vertical position. Here we see the living interplay of the astral and etheric bodies in the formation of the physical body.

But this acquisition of the upright posture is only the most striking of these phenomena. Whenever we lift a hand, a similar process takes place. We can only contain the thought of lifting a hand in our ego; this thought must at once act upon the astral body, and the astral body transfers its activity, which lives in it as an impulse, to the etheric body. And what happens then? Let us assume that someone is holding his hand in a horizontal position. Now he forms the idea: ‘I want to raise my hand a little bit higher.’ The idea, which in life is followed by the act of lifting the hand, passes over to the astral body; there an impulse arises and passes over from the astral body to the etheric body. And now the following happens in the etheric body: the hand is at first horizontal; then the etheric body is drawn up higher, then the physical hand moves, following what occurs first as a development of force in the etheric body. The physical hand follows the etheric.

I shall explain the whole process tomorrow. At the moment I simply want to point out that the making of any movement involves a development of force which is followed by a state of equilibrium. In the life of our organism we are continually dealing with a development of force followed by a state of equilibrium. Of course the human being has no conscious knowledge of what is really going on within him, but what takes place is so infinitely wise that human ego cleverness is nothing by comparison. We would be unable to move a hand if we had to depend on our own cleverness and knowledge alone, for the subtle forces developed by the astral body in the etheric body and then passed on to the physical body are quite inaccessible to ordinary human knowledge. And the wisdom developed in this process is millions of times greater than that required by a watchmaker in making a watch.

We do not usually think of this, but this wisdom actually has to be developed. It must be developed and it is developed as a result of our being left to ourselves with our ego. But the moment the ego sends the impulses of its concept into the astral body we need the help of another being; unaided we can do nothing here. We are dependent on help from a being belonging to the hierarchy of the angels. For even the tiniest movement of a finger we need the assistance of such a being, whose wisdom is far in advance of our own. We could do nothing but lie on the earth immobile, making concepts in utter rigidity, if the beings of the higher hierarchies did not constantly surround us with their activity.

Therefore the first step towards initiation is to gain an understanding of how these forces act upon the human being.

I have tried to show here what is involved even in a movement as simple as resting one’s head in one’s hand. We learn to know, in the form of a spatial system of lines and forces, the exterior of our being, what happens to our physical body through the activity of the etheric body. If we carry this spatial system of lines and forces constantly active in us out into the world, and if we organize matter according to this system, then architecture arises. All architecture consists in separating from ourselves this system of forces and placing it outside in space. Thus we may say: here we have the outer boundary of our physical body, and if we push the inner organization, which has been impressed by the etheric body onto the physical body, outside this boundary, then architecture arises. All the laws present in the architectural utilization of matter are to be found also in the human body. When we project the specific organization of the human body into the space outside it, then we have architecture.

Now we know in our way of looking at things that the etheric body is attached to the physical body. Looking once more at any work of architecture, what can we say about it? We can say that here, carried into the space outside us, is the interaction between vertical and horizontal and between forces that react together, all of which are otherwise to be found within the human physical body.

In the same way we can carry what streams from the etheric body into the physical body, not outside ourselves this time but down from the etheric into the physical body. In other words, we can bring about something which we do not separate from ourselves by placing it outside us, but which we only push down into ourselves. This is the process by which the laws of the etheric body, which it has received from the astral body, can become physical, just as in architecture the laws of the physical body are projected into the space outside us. Through this process, sculpture arises out of the etheric body, just as architecture arises out of the physical body. In a way we push the laws of the etheric body down one step.
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Just as in architecture we push the laws of the physical body into the space outside us, so in sculpture we push the laws of the etheric body one step downwards. We do not separate these laws from ourselves, we push them directly into our own form. Just as we find in architecture the expression of the laws of our own physical body, so we find in sculpture the natural laws of our etheric body; we simply transfer this inner order into our works of sculpture. In architecture we transplant into the space outside ourselves only the laws of the physical body, its spatial lines and interplay of forces, taking nothing of the etheric body, nothing of the astral body, nothing of the ego. In the same way, where sculpture is concerned, we take only the laws of the etheric body and bring them down one step lower, using nothing of the astral body and nothing of the ego except in so far as they send impulses into the etheric body. This is why a work of sculpture appears to be alive. It would actually be alive if it contained also the ego and the astral body. So if we seek the laws of sculpture we must realize that they are in fact the laws of our etheric body, just as the laws of architecture are to be seen in the laws of our physical body.

If we do the same in connection with the astral body, as it were pushing what is in us of an astral nature a step lower down into the etheric body, we are pushing down what lives inwardly in man. Now nothing arises that could truly have a spatial nature. For the astral body, when it moves down into the etheric body, is not entering a spatial element—the etheric body is rhythmical and harmonious, not spatial. Therefore what arises can only be a picture, indeed, a real picture—in fact the art of painting. Painting is the form of art that contains the laws of our astral body, just as sculpture contains the laws of our etheric body and architecture those of our physical body.
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If we now take the fourth member of the human being, the ego, and push it with its laws down into the astral body, there allowing it to move and act, then we obtain yet another form of art. This art does not contain what works in the ego as something that can be expressed in language or ordinary ideas; it is something that has moved from the ego down one step towards the subconscious. It is as though the horizon of consciousness were to be moved down by the amount of half of one of the elements of the human being. We take half a step downward, our ego descends into the astral body—then music is born.
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So music contains the laws of our ego, though not as they are manifested in ordinary, everyday life, but pressed down into the subconscious, into the astral body. The ego dives, as it were, beneath the surface of the astral body, there to flow and stream within the organization of the astral body.

If we go on to speak about the higher members of the human being, starting with the Spirit Self, we can refer to them only as something which is still outside the human being. For in this fifth post-Atlantean epoch we are only just beginning to make this Spirit Self one of our inner members. But if we accept it as a gift from a higher sphere and sink it into our ego, if we dive down into our ego like a swimmer into the water, taking with us what as yet can only be dimly felt of the Spirit Self, then poetry is born.
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And proceeding still further, one can say, though to a limited extent: round about us, in the environment of soul and spirit, which we shall absorb at a later stage, the Life Spirit is also present. Therefore one day the Life Spirit may come to be lowered into the Spirit Self. But of course at the moment this is something that will only reach a certain degree of perfection in the very distant future. For when he tries to lower the Life Spirit into the Spirit Self, the human being will have to be living entirely in an element that as yet is absolutely strange to him. So what we can say in this domain is like the babbling of a child when compared with the later perfection of speech. One can foresee for the far distant future that there will be an art of great perfection that will stand out beyond poetry as poetry stands out beyond music, music beyond painting, painting beyond sculpture, and sculpture beyond architecture (this being a question not of superiority, but of arrangement). You will guess, of course, that I am referring to something of which we know only the most elementary beginnings today, something of which we can only receive the very first indications—the art of eurythmy.

Eurythmy is indeed something that must appear in human evolution at this time. But there is no call for pride, for at present it can be no more than a mere babbling compared with what it will become in the future.
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We can now begin at any point with a somewhat more extended view. But in order to do so we must realize that the organization of the human being’s being is not nearly as simple as we would like to imagine in our intellectual indolence.

It is incredibly easy simply to imagine that the human being consists of physical body, etheric body, astral body, ego, and so on. If one is able to enumerate these various elements and has an approximate conception of them, one may easily consider this rather simple form of knowledge quite satisfactory. But things are not so simple. Physical body, etheric body, astral body, ego are not simply sheaths which fit easily into one another; they are, on the contrary, very complex structures.57

The knowledge gained through spiritual science will become fruitful as soon as it is no longer a theory but a living experience.

Everything depends upon the capacity to surmount the first ideas presented by the words: physical body, etheric body, astral body, etc., so that these ideas can become alive; a real understanding of the universe radiates from this process of bringing to life. Those who are able to do this should now compare the kind of aesthetics that have come to the fore during the last century and a half, with what can be learned from a knowledge of the human being in discovering the origin of the arts. Those who make this comparison will see that unless there is an understanding of the human organization it is impossible to reach a real comprehension of what lives around us and gives us joy.

I want to awaken in you a recognition of the fact that spiritual science is itself an initial impulse that will continue to grow and develop, that we are in a sense called upon to make the very first steps, and that we can imagine what these first steps will lead to long after we have laid aside our bodies in our present incarnation.


15. The Hierarchies and the Rainbow

Now we have arrived at the gates of heaven itself. The hierarchies are working to create the world around us, including out of colour, tone and form. The rainbow is unique and special not only to painters, but as an archetype. Also, of course, it has been given to us as a promise. We should cherish it, and here we may begin to develop awe and reverence.

This meditation was given by Rudolf Steiner at different times and is included here at the end of this collection of writings as an imagination with which to work. It is another beginning point, like meditating and metamorphosing the forms of the seven planetary capitals. It can be visualized, taken into sleep, or it can be painted as an exercise in many different ways. It is not to be looked at but to be lived, to ‘walk through the Rainbow’. It is a seed of great power for growth.

Continuing with the material I presented in the course58 that took place during the Christmas Foundation Meeting,59 I should like in the three coming evening lectures to tell you something about the way in which research of spiritual life has developed in modern times. The development of modern spiritual science is often spoken about under the particular heading of Rosicrucianism60 and other occult names, and I should like to take the opportunity to describe for you the inner nature of this spiritual research. By way of introduction I will have to tell you something about the whole way of thought that became established around the ninth, tenth and eleventh centuries AD, and which did not completely disappear until the end of the eighteenth century and even then it was still retained in a few instances in the nineteenth century. So I am not going to proceed historically, but I would like to present a number of personalities, and tell you about their relationship to a knowledge of the world. We do not usually give any thought to how very different the whole way of thinking was, a relatively short time ago, in people who considered themselves knowledgeable. We speak of chemical substances nowadays, 70 or 80 of them, without being at all aware that we are actually saying practically nothing when we call a substance oxygen or nitrogen, and so on. For oxygen is something that is only present under certain conditions of warmth and other conditions of our particular Earth existence. Surely an intelligent person cannot possibly connect the concept of reality with anything which, when its temperature is raised so and so many degrees, no longer remains as it is when it is under the effect of the conditions in which we live as physical human beings. And the desire to foster the kind of thoughts that go beyond what is relative and reach real existence was an essential part of the research in the early and middle period of the Middle Ages.

I will therefore set the time of transition as being between the ninth and tenth centuries AD, because before that time people’s whole outlook was extremely spiritual. For instance, a really knowledgeable person of the ninth century would never have dreamt of thinking of angels, archangels or seraphim as any less real—from the point of view of reality, I mean—than a physical human being one sees with one’s eyes. Before the tenth century, knowledgeable people would certainly have spoken of spiritual beings, that is, so-called cosmic intelligence, as beings one meets with, even though they knew they had long outlived the time in which it was normal for humans to see such beings. They knew, however, that under special circumstances they could perceive the results of their activities. We must not forget that a great number of priests, Catholic priests, were very aware, right into the ninth and tenth centuries, that they encountered spiritual beings, cosmic intelligences, in the course of performing Mass.

During the ninth and tenth centuries, however, a direct connection with actual cosmic intelligence gradually faded from human beings’ consciousness, and was replaced by a consciousness of the elements of the cosmos: earth, fluid or water, air, and warmth or fire. And whereas they used to speak of cosmic intelligences that gave order to the movements of the planets and guided them past the fixed stars and so on, they now spoke about the immediate environment of the earth. They talked of the elements of earth, water, air and fire, but not yet of chemical substances in the modern sense; that came much later.

But you would be quite wrong if you were to imagine that even in the thirteenth or fourteenth centuries, and in certain respects as late as the eighteenth century, knowledgeable people had the same conception of warmth, air, water and earth as modern people have. Nowadays, people only speak of warmth as a bodily condition. Real warmth ether is not mentioned any more. And air and water have become so very abstract that we certainly need to look back at what these conceptions used to be. So I should like to give you a picture, today, of the kind of language the scholars of those times used when speaking of these things.

When I wrote my Occult Science, I was obliged to bring the evolution of the Earth into at least some sort of harmony with the customary ideas of today. In the thirteenth and the twelfth centuries it could have been written differently. For instance, in a certain chapter of Occult Science you would have found the following. First of all there would have been a description of what the beings that can be called the first hierarchy are like—the seraphim, cherubim and thrones. The seraphim would have been described as beings who do not distinguish between subject and object, for in them these coincide. They would never say, ‘There are objects outside me,’ but, ‘The world is, and I am the world, and the world is I.’ For they only know about themselves, and human beings have a weak reflection of this experience through which the seraphim know themselves when they are filled with glowing enthusiasm.

It is difficult to describe glowing enthusiasm to a person of today, for at the beginning of the nineteenth century they knew more about it than present-day people do. At that time it could still happen that while a poem was being recited people became what we, today, would call crazy. They were filled with movement and warmth. Nowadays people actually freeze just when one imagines they ought to be enthusiastic.

It is this element of enthusiasm—especially characteristic of Middle and Eastern Europe—which, when it is raised to a level of common consciousness, can give one a picture of the inner life of the seraphim. The consciousness of the cherubim is to be pictured as an element so clear and light-filled that thought immediately becomes light and irradiates all things. And the element of the thrones is one of supporting the cosmos through the power of grace.

That is just a bare sketch. I could speak about it at great length. What I wanted to tell you, to begin with, was that in those earlier times people would have tried to describe the essential qualities of the seraphim, cherubim and thrones. They would have said: the choir of the seraphim, cherubim and thrones cooperate together, the thrones forming a kernel [see drawing, centre, reddish-lilac]; the cherubim raying out their own being of light from this centre [yellow ring], and the seraphim enclosing all this with a covering of enthusiasm which rays far out into cosmic space [red covering].

All that I am drawing is made up of beings, the thrones in the middle, the cherubim encircling them and the seraphim on the outside. These are beings who interweave in movement, and in thinking, willing and feeling. They possess real being. If another being with the necessary power of perception were to pass through the space in which the thrones had formed a centre, the cherubim a kind of ring around it and the seraphim a kind of rounding off on the outside, this being who had thus entered into the sphere of activity of the first hierarchy would have felt differentiated warmth, greater warmth in some places, less warmth in others.
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All this would be of a soul-spiritual nature; yet at the same time as being a soul experience it would also be a physical experience to our senses. That is, while the being would feel soul warmth it would really be the same warmth as you feel when you are in a heated room. An assembling of beings of the first hierarchy once took place in this way in the universe and created Saturn existence. Warmth is merely the expression of beings. In itself the warmth is nothing; it merely expresses the fact that beings are there.

I should like to use a picture which might help to make this clear. Imagine someone whom you are fond of. His presence gives you a feeling of warmth. Then imagine an extremely abstract person saying, ‘Actually, I am not in the least interested in that person, I will think him away; I am only interested in the warmth he creates.’ But he would not say, ‘I am only interested in the warmth he creates’; he would say, ‘I am only interested in the warmth.’ He would be talking nonsense, of course, wouldn’t he? For if the person creating the warmth has gone, the warmth is not there either. Warmth is the kind of thing that is there only when the person is there. It is nothing in itself. The person must be there for the warmth to be there. So the seraphim, cherubim and thrones must be there, otherwise the warmth is not there either. The warmth is only the revelation of seraphim, cherubim and thrones.

They then went further and said, ‘No other beings than the seraphim, cherubim and thrones have the power to create such a thing and set it in the cosmos. Only this highest of hierarchies is capable of doing so. But by doing this at the start of a cosmic process of becoming, evolution could go on. The sons, so to speak, of the seraphim, cherubim and thrones could then lead evolution further.’

And in actual fact the beings of the second hierarchy, created by the seraphim, cherubim and thrones, the kyriotetes, dynamis and exusiai, entered the space in which the seraphim, cherubim and thrones had created the warmth of Saturn. These younger beings, cosmically younger beings, of course, now came upon the scene. And what did these cosmically younger beings do? Whereas the cherubim, seraphim and thrones had revealed themselves in the element of warmth, the beings of the second hierarchy now revealed themselves in the element of light. Here [the red background in the drawing] the Saturn part is dark and is giving forth warmth. And within this dark world of Saturn existence the creation of the exusiai, dynamis and kyriotetes, the sons of the first hierarchy, is coming into being.

The arrival of the second hierarchy means that the planet begins to shine from out of the Saturn warmth. This inner illumination is connected with a densification of the warmth. From out of the undivided element of warmth, air arises. And on the one hand we have the second hierarchy appearing within the revelation of light. But you must clearly realize that it is really beings that are appearing. To a being with the necessary power of perception, light appears. The paths of these beings are marked by light. When light shines somewhere, under certain circumstances dark shadow arises. And with the appearance of the second hierarchy, in the form of light, shadow did indeed arise. What was this shadow? It was air.
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And until the fifteenth and sixteenth centuries people actually knew what air was. Nowadays people only know that air consists of oxygen, nitrogen, and so on—which is not saying much more than that a clock, for instance, is made of silver and glass, which does not tell you anything about the clock. To say the air consists of oxygen and nitrogen tells you nothing about air, as a cosmic phenomenon. But if you know that from the cosmic point of view air is the shadow of light, it tells you a great deal about air. Thus, when the second hierarchy entered Saturn warmth, light actually made its appearance [white rays] and also the shadow of light, air [wavy green lines]. And when these arise there is Sun. That is how they would have spoken in the thirteenth and fourteenth centuries. Let us go on. The next phase of evolution was brought about by the sons of the second hierarchy, the archai, archangels and angels. These beings brought something new into the shining element, which came first of all with the second hierarchy, and which had brought its shadow, the airy darkness, with it—not the Saturn kind of darkness, the neutral kind, which was simply an absence of light, but the kind produced by the opposite of light. The third hierarchy, the archai, archangels and angels, brought to this evolution an element from out of their own being akin to our desire or longing.

Say an archai or angel being encountered a place where there was light, then the following happened. Through being receptive to this light, this being acquired a longing for darkness. These angels bore light into the darkness, or darkness into the light. They became the mediators and messengers between light and darkness. And what had previously only shone in the light and brought its shadow, the airy darkness, after it now burst into colour, changing from one colour to another, as the light appeared in the darkness and the darkness in the light. It is the third hierarchy who conjured forth colours out of light and darkness.

You know, there is something in the way of a historical document you can look at in this connection. In Aristotle’s time, if people asked in the Mysteries about the origin of colours, they still knew that these involved the third hierarchy. This is why Aristotle said in his Harmony of Colour that colour is the interaction of light and darkness. People, however, lost sight of this spiritual element, this way of seeing the beings of the first hierarchy behind warmth, the beings of the second hierarchy behind the light and its shadow, the darkness, and the third hierarchy behind the cosmic significance of the bursting forth of colours. And nothing remained but Newton’s unfortunate theory of colour, which caused smiles among the initiates right into the eighteenth century, and after that became the creed of professional physicists.

One has to have lost all knowledge of the spiritual world to be able to speak in the manner of Newton’s colour theory. If you had received a prod from the spiritual world as Goethe did, you would put up resistance. You would put the right thing in its place as he did, and grumble a lot. Goethe was never so abusive about anything as he was about Newton’s ridiculous nonsense.61 We cannot comprehend things like that today, for the simple reason that nowadays the physicists will think you an idiot if you do not accept Newton’s colour theory. Yet it was not the case that Goethe stood completely alone in his time. He was a solitary figure among the people who professed this kind of thing publicly, but the knowledgeable ones knew very well that colour arose on a spiritual level.

As you now know, air is the shadow of the light. And just as under certain circumstances there is a dark shadow when light arises, then, just as counter-pressure can arise through pressure, the element of water, fluid, arises out of real colour when colour is there and works as a reality (and colour could work as a reality as long as it entered the element of air, that is, when the colour flashes up in the element of air and is active as a reality, not merely as a reflection). Just as in a cosmic sense air is the shadow of light, so water is the reflection, the creation of cosmic colour.

You will say you do not understand this. However, just try actually to grasp colour in its real sense. Take red—do you really believe that the essence of red is only the neutral surface you usually take it for?

Red is something that makes an attack on you, as I have often mentioned. Red repels you and makes you want to run away. You want to run after blue and purple—they keep on running away from you and getting deeper and deeper. Colours are full of life. Colours are a whole world, and when the soul element experiences colours it feels it has come into movement.
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People merely gape at the rainbow nowadays. If you only look at it with some imagination, you will see elemental beings very active in it, and these elemental beings show us some remarkable phenomena. Here [red and yellow] you see elemental beings coming out of the rainbow all the time. These then move across here. The moment they arrive at the lower end of the green, they are drawn in. You see them disappearing here [green and blue]. On the other side they come out again. To anyone who looks at the rainbow with imagination it presents a spectacle of spirit pouring out and disappearing again. It really shows you something like a spiritual cylinder; it is wonderful. You also notice that when these beings come out they are full of fear, and when they go in they have absolutely invincible courage. Looking at the red and yellow, fear streams out, and looking at the blue and purple you get the feeling that it is full of everything of the nature of courage.
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Now imagine that not only the rainbow is there [see last drawing but one], but that I draw a cross-section here and the rainbow stands this way [turned by an angle of 90 degrees]. Then the beings will come out here and disappear there; fear here and courage there [see drawing above]. The courage disappears again. The eye would be directed this way, the rainbow here, and the red is now there, yellow, and so on. The rainbow acquires density. So you will easily be able to imagine how the watery element arises from it. And in this element of water there live spiritual beings who are really a kind of image of the beings of the third hierarchy.

It can certainly be said that if you approached the knowledgeable people of the eleventh, twelfth and thirteenth centuries, these are the sort of things you would have had to understand. You would not even have been able understand the later ones without such knowledge. You cannot understand Albertus Magnus62 if you read him with present-day knowledge. You must read him with a knowledge of the fact that that kind of spirituality was still a reality to him; then you will begin to understand how he uses words and expresses himself.

This is how air and water come into being, as a reflection of the hierarchies. In the course of the hierarchies entering into evolution the second hierarchy appeared in the form of light and the third hierarchy in the form of colour. When this last creation occurred, evolution had reached Moon existence.

And then comes the fourth hierarchy. I am describing it now according to the thinking of the twelfth and thirteenth centuries. Now it is the turn of the fourth hierarchy. We do not speak of this hierarchy at all, but in the twelfth and thirteenth centuries they certainly did. What is this fourth hierarchy? It is the human being. The human being himself is the fourth hierarchy. But they certainly did not understand this fourth hierarchy to be the peculiar two-legged creature which now goes about the world, growing older every day, for at that time the human being in his present form seemed to really knowledgeable people to be particularly peculiar. They spoke of the original human being before the Fall, who still existed in such a form that he possessed just as much power over the earth as the angels, archangels and archai had over Moon existence, the second hierarchy over Sun existence and the first hierarchy over Saturn existence. They spoke of the human being in his original earthly form, and thus they could speak of him as the fourth hierarchy. And with the fourth hierarchy there came something which, although it was a gift from the higher hierarchies, was like a possession the higher hierarchies had guarded but had not themselves made use of—and this was life. Into the world of scintillating colour, which I have sketched for you, there came life.

You will ask, ‘Prior to this time, were things not alive?’ My dear friends, you can learn the answer to this from the human being himself. Your ego and astral body do not have life, yet they exist. On the spiritual and soul level life is not needed. Life begins with your etheric body, which is of the nature of an external covering. Thus life did not come into the sphere of our earthly evolution until the time of earth existence, which was after the Moon existence. The sparkling world of colour became filled with life. It was not only that the angels, archangels, and so on, acquired a longing to bring darkness into light and light into darkness, thus calling forth a play of colours in the planet; they also felt the urge to experience inwardly and develop the inner life of colour, to feel weakness and indolence when darkness dominates light, and activity when light dominates darkness. For what happens when you walk? The light in you dominates the darkness! And when you sit down in a lazy way darkness dominates the light. That is an activity, an interplay of soul colour. With the appearance of mankind—the fourth hierarchy—the interplay of colour was interpenetrated by life. And at this moment of cosmic creation these forces that were beginning to be active in the play of colour started forming contours. The force of life, which rounded off the colours within themselves, giving them edges and corners, brought solid crystal into being. And so we have arrived at earth existence.

Considerations like these were the basic truths of the alchemists, esotericists, Rosicrucians, etc., who flourished from the ninth to the fourteenth and fifteenth centuries in particular, although history does not tell us much about them today, and there were even a few stragglers right up to the eighteenth and even the beginning of the nineteenth centuries who by that time, however, were regarded as odd.

Then these things were totally hidden. And the modern world outlook has brought things to the following pass. Imagine I have a human being in front of me. I stop taking any interest in this person and just take his clothes and hang them on a tailor’s dummy with a head-shaped knob at the top, taking no further interest in the person. I think that the dummy is the person. What do I care, that something like a human being could be inside these clothes? The clothes-stand is the human being! That was in fact what happened with the elements of nature. People were no longer interested in the fact of there being a first hierarchy behind warmth or fire, a second hierarchy behind light and air, a third hierarchy behind the so-called chemical ether, colour ether, etc., and water, and a fourth hierarchy or the human being behind the element of life and the earth. Just get out the tailor’s dummy and hang the clothes on it! That was the first stage. The second stage begins in Kantian style. Kantianism takes over, and now that people have the clothes-stand with the clothes hanging on it they start philosophizing as to what the thing-in-itself of these clothes might be. And they arrive at the conclusion that they actually cannot know the thing-in-itself of the clothes. Very ingenious! Of course, when they first of all take the human being away and have the clothes-stand with clothes on it one can then philosophize about the clothes and arrive at a lot of speculation. It is a clothes-stand, isn’t it, with clothes hanging on it? And they either philosophize in Kantian style, ‘One cannot know the thing-in-itself,’ or in Helmholzian style where they think, ‘Of course these clothes cannot have forms; there must be a lot of whirling particles, atoms, inside, which beat against them and maintain the clothes in their form.’
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This is how thinking developed later. But it is shadowy and abstract. However, this is the kind of thinking and speculating we live with today, and with this we form our whole modern world outlook. And if we do not admit that our thinking is atomistic, then it is all the more so. For it will be a long while before people admit that they should not be dreaming up the whirl of the atoms but ought to be putting the human being back in his clothes. This is just what spiritual science must try to do.

Try to grasp colour in its true meaning. Red—surely you do not think that red is, in its essence, the neutral surface it is generally regarded as being? Red is something that makes an attack on you. I have often spoken of this. You want to run away from red; it thrusts you back. Blue-violet, on the other hand, you want to run after! It runs away from you all the time; it grows deeper and deeper. In the colours everything is alive. The colours are a world in themselves, and the soul element in the world of colour simply cannot exist without movement; we ourselves, if we follow the colours through the experience of our soul, must follow with movement.

People gaze open-eyed at the rainbow. But if you look at the rainbow with a little imagination, you may see there elemental beings. These elemental beings are full of activity, and they demonstrate their activity in a most remarkable manner. At the yellow you see some of them streaming out from the rainbow, continually coming out of it. They move across, and the moment they reach the lower end of the green they feel drawn to it. You see them disappear at this point [green]. On the other side they come out again. To one who views it with Imagination, the whole rainbow is a revelation of the spiritual. It is in fact like a spiritual cylinder, wonderful to behold. And you may observe too how these spiritual beings come forth from the rainbow with extreme fear, and then how they go in with an absolutely invincible courage. When you look at the red-yellow, you see fear streaming out, and when you look at the blue-violet you have the feeling: there all is courage and bravery of heart.

Picture it to yourself. What I see before me is not just a rainbow! Here beings are coming out of it, there beings are disappearing into it. Here is anxiety and fear, there is courage. And now the courage disappears again. That is the way to look at the rainbow!


16. The Rainbow63

by Rudolf Steiner

My soul is impelled to pray when she looks at you Violet shining towards the immeasurable realm of eternity.

Calmness comes over my soul; in you Blue she can rest, permeated by the quiet mood which streams from you.

And it is as if my soul were descending from the gods to whom she looks up in awe through the Violet-Blue when now she approaches the Green arch.

Through the Green my soul pours herself out into everything that grows, sprouts and blossoms. You, green, open portal after portal of wonder, and of the sympathy and antipathy within every living thing.

Taking into herself the rainbow’s Green my soul begins to understand all the beings of the world.

You Yellow strengthen my soul that she may live within herself, inwardly affirming: I am a human being, I am more than nature, I am allowed to be human within nature about me.

And inner warmth reveals for me my own essence; you Orange let me feel what character—with all its virtues and its failures—is revealed in this my own warmth.

You Red lead me out again into the realm whence the shining Violet came awakening such devout feelings.

Now my inner being responds and calls forth what lives within it

of overflowing joy,

of courage to sacrifice filled with spirit,

of love for all beings.

Alas: human beings look at the rainbow as a mere physical body—let us behold its colourfulness with an inner creative eye!


17. The Being and the Countenance

Steiner valued the Impressionists, looking out at the world and nature. He always sought the positive view of mankind’s progress, yet he was looking for something deeper. He bridges now another revolution as exploration began into the darkness of the human soul, the psychologists playing their part. The Expressionists arose, looking inward to express the psychic life, and Nolde, for instance, called for the discovery of colour in the darkness. Freud and Jung played their part with the ‘discovery’ of the Unconscious.

‘Out of the colour’ was what Steiner asked for and did himself, not to be a dogma but as colour experience.

Steiner had his influence on those developments, on Mondrian, Kandinsky and Klee and others, as was shown in the huge exhibit in Amsterdam, ‘The Spiritual in Art’. This just missed being followed by a show for Steiner, but we can feel him ‘waiting for us in the future’.

It has been the hope of this book to show this, its comments written not by an academic but by an artist who still practises to understand and get on with this work!

Many artists, also now, have tried to reach the inner spirit essence of the person through the face, including Gauguin, Van Gogh, Picasso and Klee, and especially Jawlensky whose meditated colour-abstractions suggest the face of the Christ. Steiner helps us to realise the dimensions of the task; we must practise how from the depths of our being.

So we come to ‘the meaning of Earth existence’. We move from portrait to Being and Countenance, and this challenge for artists that Steiner has given us. Steiner himself sought to meet it in the carved stature destined for the back of the Goetheanum stage, and over it on the ceiling the painting of the same theme.

The countenance of Christ must be so vital and living that it is an expression of the victory won over the sensory, desire-nature in people of Earth—victory achieved through the very forces which have spiritualized the countenance. There must be sublime power in this countenance. The painter or sculptor will have to express, in the unusual form of the chin and mouth, the power of conscience unfolded to its highest degree. The mouth must convey the impression that it is not there for the purpose of taking food but to give utterance to whatever moral strength and power of conscience has been cultivated by people through the ages; the very structure of the bones around the teeth in the lower jaw will seem to form themselves into a mouth. All this will have to be expressed in the countenance. The form of the lower part of the face will have to express a power whose outstreaming rays seem to shatter the rest of the human body into pieces, changing this body in such a way that certain other forces are vanquished. With a mouth like this, it will be impossible to give the Christ figure a bodily form similar to that possessed by the physical human being today. On the other hand, all the power of compassion will flow out of His eyes—the power that eyes alone can contain—not in order to receive impressions but to bear the very soul into the joys and sufferings of others. His brow will give no suggestion of thought based upon earthly sense-impressions. It will be a brow conspicuously prominent above the eyes, arching over that part of the brain; it will not be a ‘thinker’s’ brow which merely works upon material already there. Wonder will be made manifest in this projecting brow which curves gently backwards over the head, expressing wonder and marvel at the mysteries of the world. It will be a head such as is nowhere to be found in physical humanity.

Every true representation of the Christ must be a portrayal of the ideal embodied in Him. When man reaches out towards this highest ideal and strives through spiritual science to represent it in art, this feeling will arise in greater and greater strength: If you would portray the Christ, you must not look at what is actually there in the world, but you must let your whole being be quickened and pervaded by all that flows from contemplation of the spiritual evolution of the world, inspired by the three great impulses of wonder, compassion and conscience.
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Notes

1   Christopher Fry, poet and author of the play A Sleep of Prisoners.

2   Roger Scruton, professor of aesthetics, Birkbeck College, University of London. His comments are to be found in a booklet of tributes to Richard Demarco, issued by the Stanley Picker Gallery, called Arts and Philosophy.

3   Bridget Riley, contemporary British abstract artist. See also Bridget Riley, The Eye’s Mind, Thames and Hudson, London 1999.

4   Mark Rothko (1903–70), American abstract artist. See also James E. B. Breslin, Mark Rothko. A Biography, University of Chicago Press, Chicago and London 1993.

5   Richard Demarco, professor, Stanley Picker Gallery, European Art Foundation, Edinburgh.

6   Josef Beuys (1921–86), twentieth-century German artist, ‘social artist’, professor at Düsseldorf Art Academy. Many exhibitions and ‘happenings’ worldwide.

7   Mark Patrick Hederman, monk at Glenstal Abbey, Limerick, Ireland, writing on art, poetry and religion in a very modern way. See The Haunted Inkwell, Columba Press 2001.

8   John Haldane, professor of philosophy, St Andrews University.

9   What’s this? Semantics, perhaps, but I would say, mortal soul to immortal spirit! The soul is anyway not a thing but an activity.

10  ‘Etheric formative forces’ is the description of the sphere of life.

11  Johann Wolfgang von Goethe, born Frankfurt am Main 1749, died Weimar 1832. Germany’s greatest poet, dramatist and novelist (considered by some as the founder of German literature), scientist and scholar. A comprehensive edition of his works was published in Weimar, the scientific section being edited by Rudolf Steiner.

12  The nature of the human being and the elements of which he is composed, as described by Rudolf Steiner, can be found frequently in his many writings and lectures, but nowhere more fundamentally and simply than in Theosophy, latest edition, Rudolf Steiner Press 1989.

13  Rudolf Steiner speaks of not one, but of two evils opposing Christ, naming them Lucifer and Ahriman. They are described in greater detail in a volume of five lectures, The Influences of Lucifer and Ahriman, Rudolf Steiner Publishing Co., London 1954. See the photograph of the carved wood statue of ‘The Representative of Man between Lucifer and Ahriman’ in Chapter 9.

14  Rudolf Steiner, Colour, 12 lectures, Rudolf Steiner Press, Sussex 1992.

15  Gerard Wagner (1906–99), lived and painted in Dornach, Switzerland. Exhibited all over Europe, Russia, United Kingdom and USA.

16  To criticism at the publication of the second edition of this lecture, that Steiner had changed his views, he replied in 1909 that he could republish it without changing a sentence. Of course, aesthetics have evolved since then, but only in the direction of ‘more of the same’ rather than following or being guided by these ideas.

17  We are concerned here with aesthetics as an independent science. It is of course possible to find treatises on the fine arts by leading spirits in earlier times. From the perspective of the history of aesthetics, however, this material occupies the same position as philosophy did before the actual beginnings of philosophy in Greece with Thales.

18  Alexander Gottlieb Baumgarten (1714–62), author, Aesthetica Acromatica.

19  Johann Wincklemann (1717–68), German art critic.

20  Lessing (1729–81), dramatist, critic.

21  Rudolf Steiner wrote: ‘It is said of thought in the Middle Ages that it "found nothing at all in nature".’ Against this, the great thinkers and mystics of the Middle Ages might be cited. Such an objection is based on a complete misapprehension. Steiner does not state that thought in the Middle Ages was incapable of forming a conception of nature and so on, but simply that the human being’s spirit in those days was turned towards the spirit as such, in its own primal form, and felt no inclination to come to terms with the separate facts in nature.

22  Goethe’s Scientific Works, Weimar edition edited by R. Steiner, vol. 2, p. 5.

23  Immanuel Kant (1724–1804), idealist philosopher.

24  Theodor Friedrich von Vischer (1807–87), poet, critic, professor of aesthetics.

25  Friedrich Schelling (1775–1854), idealist philosopher.

26  The reference to Schelling’s fundamental error by no means refers to the effort of the spirit to ‘rise to heights where the divine is enthroned’ but Schelling’s application of this conception to his treatment of art. This must be clearly pointed out, so that what is said here against Schelling should not be confused with the criticism nowadays frequently levelled against the philosopher, and generally against philosophical idealism. It is possible for Steiner to hold Schelling in high esteem but still find much to object to in the details of his achievement.

27  Eduard von Hartmann (1842–1906), philosopher.

28  Georg Wilhelm Friedrich Hegel (1770–1831), philosopher.

29  Gustav Theodore Fechner (1801–87), founder of psychophysics.

30  Johann Heinrich Merck (1741–91), critic, friend of Goethe.

31  These last quotes are from Goethe’s Conversations with Eckermann who was his scribe and secretary (vol. Ill, pp. 79–108).

32  Translated by Meredith Scott. ‘Thou’ addresses the poet.

33  The German term Gemüt means mind and heart together. There is no easy equivalent in English.

34  See note 13, Introduction.

35  Hierarchies: as named in Rudolf Steiner’s book of that name, also in the Bible.

36  See note 13.

37  The expression ‘Mystery of Golgotha’ is used by Steiner for the Passion, Death and Resurrection of Christ.

38  There were several attempts to establish this building that Rudolf Steiner was waiting for: a small temple was erected in Malsch, near Stuttgart, and in Stuttgart in 1911. An effort was made to bring this building to expression in Munich but the authorities denied permission as such a building was deemed incompatible with the surrounding architecture. A site was offered in Dornach, Switzerland, where the building was actually built through the years of the First World War. Many members of many nationalities took part within sound of the canons of the three-nation border.

39  On Lucifer and Ahriman see note 13, Introduction. This question can be followed up in five lectures under the title Influences of Lucifer and Ahriman, published by the Rudolf Steiner Publishing Co., London 1954.

40  Rudolf Steiner, The Fifth Gospel, Rudolf Steiner Press, London 1968.

41  Francis Fukuyama, The End of History and the Last Man, London 1992.

42  Rudolf Steiner, Theosophy, Rudolf Steiner Press, London 1973.

43  Rudolf Steiner, Occult Science, Rudolf Steiner Press, London 1982.

44  Ibid.

45  Mentioned here in the context of the portrait in Scene 8 of the first Mystery Drama.

46  The four Mystery Dramas, written by Rudolf Steiner, were the raison d’être for the Goetheanum building. They describe the initiation paths of different characters and offer a possibility to redeem the word and give deep insights into a spiritual psychology.

47  Rudolf Steiner, Occult Signs and Symbols, Anthroposophic Press, New York 1972.

48  Christian Morgenstern (1871–1914), poet, translator, friend of Rudolf Steiner’s.

49  The Mysteries were ancient esoteric practices, carrying spiritual wisdom from the earliest times of humanity on earth. The Mysteries of Demeter at Eleusis and those at Ephesus in ancient Greece were high points, from which time, after the burning of the latter, knowledge and the practice of them declined.

50  The painters of older times used this language of colour truly, consciously or unconsciously, but perhaps never more expressively than in Grunewald’s sublime retablo in Colmar, France. The Crucifixion and the Rusurrection are without equal from this point of view.

51  For greater understanding of colour and Rudolf Steiner’s profound insights into the subject, see the aforementioned book Colour (GA 29). Steiner speaks further of the moral element first described by Goethe, and continues with revelations of colour as spirit language.

52  Occult Science (GA 13).

53  Rudolf Steiner lectured and wrote extensively on education and childhood development, and laid the basis for a great number of Waldorf schools worldwide. See Study of Man (GA 293).

54  In many places in his work. Rudolf Steiner points out the difference between ‘imagination’ as connected with true spiritual reality and ‘fantasy’, a kind of abstract or intellectual confabulation.

55  Friedrich Gottlieb Klopstock (1724–1803), poet.

56  It is the existence of this ‘body’ of which Goethe and Steiner wish to make us aware. The physical world and our physical body are subject to the mechanical laws described by science. The etheric world has completely different laws, of levity and life. It is this body which loosens at death and through esoteric training, to carry the astral body and ego into the spiritual world. See Theosophy (GA 9).

57  A few pages have been omitted as they complicate the matter beyond the purposes of this book. They may be found in Art as Seen in the Light of Mystery Wisdom (GA 275), and followed up in Theosophy (GA 9).

58  See Colour mentioned above. Another valuable book describing the creation of colour is The Inner Realities of Evolution (GA 132), London 1953, a counterpart to Occult Science.

59  The Christmas Foundation Meeting took place in 1923/1924 as a renewal of the Anthroposophical Society. See The Christmas Conference for the Foundation of the General Anthroposophical Society (GA 260), Anthroposophic Press, New York 1990.

60  See The Secret Stream—Christian Rosenkreutz and Rosicrucianism. Anthroposophic Press, Herndon 2000.

61  See Goethe, Materialien zur Geschichte der Farbenlehre, vol. IV of Kürschner’s Deutsche National-Literatur, edited by Rudolf Steiner, reprint Dornach 1975.

62  Albertus Magnus (1193–1280). One of the greatest of the Scholastics with the title Doctor Universalis, teacher at the University of Paris and of Thomas Aquinas.

63  This can be used as a meditation, at evening before sleep, and in teaching as ‘walking through the rainbow’.
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Note Regarding Rudolf Steiner’s Lectures

The lectures and addresses contained in this volume have been translated from the German, which is based on stenographic and other recorded texts that were in most cases never seen or revised by the lecturer. Hence, due to human errors in hearing and transcription, they may contain mistakes and faulty passages. Every effort has been made to ensure that this is not the case. Some of the lectures were given to audiences more familiar with anthroposophy; these are the so-called ‘private’ or ‘members’ lectures. Other lectures, like the written works, were intended for the general public. The difference between these, as Rudolf Steiner indicates in his Autobiography, is twofold. On the one hand, the members’ lectures take for granted a background in and commitment to anthroposophy; in the public lectures this was not the case. At the same time, the members’ lectures address the concerns and dilemmas of the members, while the public work speaks directly out of Steiner’s own understanding of universal needs. Nevertheless, as Rudolf Steiner stresses: ‘Nothing was ever said that was not solely the result of my direct experience of the growing content of anthroposophy. There was never any question of concessions to the prejudices and preferences of the members. Whoever reads these privately printed lectures can take them to represent anthroposophy in the fullest sense. Thus it was possible without hesitation—when the complaints in this direction became too persistent—to depart from the custom of circulating this material “For members only”. But it must be borne in mind that faulty passages do occur in these reports not revised by myself.’ Earlier in the same chapter, he states: ‘Had I been able to correct them [the private lectures], the restriction for members only would have been unnecessary from the beginning.’

The original German editions on which this text is based were published by Rudolf Steiner Verlag, Dornach, Switzerland in the collected edition (Gesamtausgabe, ‘GA’) of Rudolf Steiner’s work. All publications are edited by the Rudolf Steiner Nachlassverwaltung (estate), which wholly owns both Rudolf Steiner Verlag and the Rudolf Steiner Archive. The organization relies solely on donations to continue its activity.

For further information please contact:

Rudolf Steiner Archiv
Postfach 135
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or:
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