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INTRODUCTION

When Rudolf Steiner was faced with the task of designing columns for the first Goetheanum,
which was later burned down at the end of 1922, he recognized the spiritual necessity that there
should be seven columns, and chose for each one a different kind of wood. Old traditions, (Celtic
and Druidic lore) which associated each tree or groups of trees with a certain planet were
reawakened to a new life and significance by the eye of the seer and the hand of the artist.

Jupiter & Venus columns drawn by Arild
Rosenkrantz



THE PILLARS AND ARCHITRAVES

“THATWHICH IS PRESENTED IN THE SEVEN SEALS ARE IMAGINATIONS OF THEASTRAL
WORLD AND IN THE SEVEN SUPPORTING COLUMNS WE SEE CONCEPTIONS ENTERING OUR
COSMIC WORLD, WHEN WE PERCEIVE THE WORLD OF THE DEVACHAN. IFYOU CONTEMPLATE
THE CAPITALS, YOU WILL DISCOVER THATTHEY HAVE AN IMMEDIATE EFFECT... THEY
STIMULATE OUR FEELINGS TO FREE THEMSELVES FROM THEIR CUSTOMARY CONTEXTAND TO
ENTER INTOANEW WORLD OF EXPERIENCE. ONLY BY THIS MEANS CAN SOMETHING NEW
COME ABOUT." RUDOLF STEINER, 19.10.1910

The earth itself advances through seven conditions of evolution, which are called by the names of
the seven planets, Saturn, Sun, Moon, Mars, Mercury, Jupiter and Venus-states ...

In the year 1907 Rudolf Steiner published the collection Occult SEALS & COLUMNS ...
The pictures, based on his sketches and instructions, have been drawn and re-drawn by a number
of artists.

The seven Seals and Columns decorated the Lecture Hall at the Congress of European Sections of
the Theosophical Society, held in 1907 in Munich, where Rudolf Steiner and his pupils were
responsible for the arrangements.

The designs of the seven Columns were afterwards reproduced in fully plastic form in the great
wooden pillars supporting the large dome of the first Goetheanum.

DAS ES AN ES INES ICH VoMt AUSMIR NS ES



A SOUND OUTLOOK FOR. TO-DAY AND A
GENUINE HOPE FOR THE FUTURE

Berlin, 3rd July, 1918

Before proceeding to draw conclusions from our recent considerations, | am going to bring
forward something which links them up — there is really a close connection, though it may not
seen so — with the character of our building at Dornach.

Through its special character this building has a part to play in what we have come to recognise as
the Spiritual evolution of humanity, leading on from the present into the future. This period in
human development has a characteristic feature, until now existing only in germ, which we have
tried to illuminate from many different points of view. To-day let us consider how particular aims of
Spiritual Science can come to expression through the building devoted to it.

The developments of the present day can be surveyed, to some extent from outside, as is done by
those who base all their knowledge, all their view of the world, on purely outward considerations;
yet there are cogent reasons to-day for regarding current events from an inner, Spiritual point of
view. We can get a correct picture of these events which have been maturing through long ages,
and in another form will have a sequel in the future, if we observe them Spiritually. I will start from
something apparently quite material, and try to make it a living example of how such impulses as
are always with us, working in the present, can also be viewed spiritually.

Among those who in the last few decades have occasionally — not very often — taken a
comprehensive view of events, some technicians can be found. One such was Reuleaux who from
his own materialistic point of view threw out in 1884 some thoughts regarding certain
characteristic features of contemporary culture. He divided present-day mankind into two groups.
In one group he placed those who are entirely restricted to a “natural” way of life; in the other,
those who pursued, as he said, a “manganistic” way. Manganistic he derived from “magic”, — that
which endeavours to bring the forces of the universe into connection with human living. I will
briefly go into the basis of this grouping of mankind, is a present-day standpoint.

In earlier tines all mankind was “natural”; in a certain sense, and the greater part still is so. The
rest, in Europe — especially in the Middle and West — and in America, are “manganistic”
mankind. Keep in mind that this “naturalistic” civilisation is still predominant in the world. It is
significant that the so-called “manganistic” civilisation has fully developed only during the last



century. The most paradoxical result of this new civilisation one might say, is that it has hurried on
to the earth many more “hands” than there are men on the globe. This is due to the prodigious
expansion during the last few decades of mechanism, machines among the minority of mankind. It
is obvious that a large portion of the work of to-day is-done by machinery; but it is rather
astonishing to calculate, as can be done, how great this machine-work, replacing human toil,
really is. One can reckon how many million tons of coal are turned annually into machine power.
Then, translating this coal- output into terms of man-power, one can calculate how many men
would be necessary to carry out the work. We find that to accomplish what the machines do
would take no less than 540 million men working twelve hours a day. It is therefore not quite
correct to say that there are only 1500 million inhabitants on the earth, for machines have added
540 millions to the population. Thus there are present many more “hands” than those of flesh and
blood, because for a minority of mankind all this “manganistic” ,work is done by machines.
Indeed, during the last century, the human race has not merely increased to the extent shown by
statistics, for the working-power of 540 million more men must be taken into account. Truly we
European and American peoples — leaving out Eastern Europe are surrounded by a form of labour
which continually extends its influence over our daily life more than we think, and takes the place
of human strength.

The people of the West are extremely proud of this accomplishment, especially the following
aspect of it. By simply comparing the output of machinery with that of the numerous peoples who
live more on a natural level and make little use of machines, we find that Europe and America
produce significantly more than all the rest of mankind. Here we can say that to do the work
accomplished by the machines, 540 million men would have to work twelve hours a day. That
means a great deal. There we have the proud achievement of the new world-civilisation, and it has
a variety of consequences.

To get an insight into the underlying meaning of this, we need only look at a case where “natural”
civilisation projects deeply into the “magical” — for instance, with matches.

The oldest among us may still remember the time when matches were scarce, and flint and steel
were used to produce a spark and so to ignite tinder, when fire was wanted. That leads us back to a
much older way of producing: fire — where a great deal of human energy was used in twisting a
burning stick in another piece of wood, to produce the equivalent of the fire now engendered by a
box of matches. If we compare this “natural” method with that of to-day, another aspect of it
comes into view, and we can say: The entire “magical” civilisation has another special peculiarity:
it puts out of sight, banishes to a distance, the laws with which man was formerly in touch. To take
the example of the primitive way of producing fire — see how this labour was inwardly connected
with the man himself and his personal achievement. The fire which resulted directly from his work
was intimately bound up with the personal deed. All this is pushed into the background. Because
to-day a physical, mechanical or chemical process takes its place, nature's own process, in which
the Spiritual plays its part, has become remote from the direct human action.

We constantly hear the statement: “Through this new application of science, man has compelled
the forces of Nature to serve him” — a statement which is quite justified from one point of view,
but is extremely one-sided and incomplete. For in everything done by machine-power (taking this



in a wider sense, to include its use in the form of chemical energy) not only is natural energy
pressed into the service of man, but the natural event in its deep connections with the essential
impulses of the world is thrust out. In machinery it is gradually withdrawn from man's ken — and
this means a robbery from man himself. Through technology, something deathly spreads over
nature's living face; the living thrill which formerly passed directly from nature into man's labour is
banished. When we consider how man extracts death out of nature, to incorporate is into his
“magical” civilisation, it will not seem very surprising if | now bring Spiritual Science into
connection with what the purely natural scientist says.

Reuleaux from his point of view rightly asserts that man's latest advance consists in harnessing
nature's forces to his service; but we must, above all, keep in view the fact that machines literally
replace human strength. It is not simply a question of a process provoking visible results; that is
very important from a spiritual point of view in the creation of 540,000,000 imaginary people.
Human energy is crystallised in all this; human intellect has been poured into it and works in it
but only the intellect. We are surrounded by intellect detached from man. Directly we set free
what should be bound up with man, the forces known to us in Spiritual Science as Ahrimanic take
possession of it. The 540,000,000 imaginary people on the earth are just so many receptacles for
Ahrimanic forces; and this must not be overlooked. Linked up with the purely external advance of
our civilisation are the Ahrimanic forces — the sane which are found in the Mephistopheles-
nature, for this is closely allied to the Ahrimanic. Moreover, nothing exists in the universe without
its opposite; never one pole without the other. The Ahrimanic in the mechanical forms of industry,
etc., on the earth, is exactly balanced in the spiritual realm by a Luciferic element. The purely
Ahrimanic is never found alone; but to the same degree as it takes visible form on earth, as just
described, appears the Luciferic element, woven through this entire civilisation, already saturated
with the Ahrimanic. To the same extent as the imaginary “hands” are brought into existence, and
the Ahrimanic civilisation hardens on earth, spiritual correlations work into the human will,
human intentions, impulses, passions and dispositions. Here on earth the Ahrimanic machines —
in the spiritual stream enfolding us, for each machine a Luciferic spiritual being! As we produce
our machines, we descend into the realm of death, which in this Ahrimanic civilisation has for the
first tine become outwardly visible. Invisible to this Ahriman-civilisation arises a Luciferic one, like
a reflection. This means that to the same degree as machines are made, man on earth is saturated
in his morality, his ethics, his social impulses, with Lucifer's mode of thought. One cannot arise
without the other. That is the pattern of the world.

We can see from this that the point is not to “flee from Ahriman” or to “avoid Lucifer”. A condition
of which they are the opposite poles is necessarily bound up with the development of modern
civilisation. Regarded spiritually, that is what is active in our culture, and this is the point of view
from which things will need to be looked at increasingly from now onwards.

Now it is very remarkable that Reuleaux, the engineer, waxing enthusiastic over the “magical
advance” of mankind, (from his standpoint a fully justified enthusiasm — for as always emphasise
afresh; Spiritual Science has no reason for being reactionary — when he has brought it into bold
relief, at the same time he refers to various other things. Especially he remarks on the fact that the
man of to-day, especially in the European and American civilisations, placed as he is in a new



world, urgently needs stronger forces for the cultivation of spiritual life than did the man of old,
who with his “natural” culture, stood so much nearer in his personal workmanship to the
intimacies of nature. (Of course Reuleaux does not say “Luciferic” and “Ahrimanic”; he describes
only what | mentioned at the beginning-of this lecture. It is quite easy to discriminate between
what | have added and what the scientist of the present-day materialistic world has to say.) For
instance, Reuleaux points out how Art, for further Growth, needs stronger aesthetic impulses than
were required in times of more instinctive development. A remarkable belief lies at the back of his
mind — the naive belief, as he puts it, that in face of the assault of machinery, which destroys art
(he readily admits that), the soul will need to attain to a more intensive experience of aesthetic
laws. The naivety consists in his having no inkling that before this can happen, stronger artistic
forces than those of the past will have to inspire the human soul. The misconception lies in
supposing that although mechanical science battles against everything hitherto wrested by man out
of the spiritual, this can be compensated for purely through an ‘intensive’ experience of the
spiritual forces of the past. That is impossible, quite impossible. What is really necessary is that
with the emergence of human civilisation on to the physical plane, other, stronger, and more
spiritual forces should play into spiritual life; failing that, men will inevitably fall victim to
materialism in practice, even though in theory they may strive against it.

Thus you can see that if one starts from the impulses of contemporary culture and reflects on the
inner nature of present developments, one can reach this conclusion: Art must receive a new
impetus; a new impulse must flow into it. If we are firmly convinced that our anthroposophical
Spiritual Science, rightly directed, will bring a new impulse into the old spiritual culture of
humanity, we are bound to conclude that art, too, will share in this stimulus.

This was the aim of the project, obviously very imperfect, for our Building at Dornach. As a matter
of course its imperfections must be admitted; it is just a first effort. But perhaps we are justified in
believing that it is a first step along a path which must continue. Others who follow us in the work,
when we ourselves are no longer in the physical body, will perhaps do it better; but the impulse for
the Dornach Bau had to be given at the present time. The Bau will be rightly understood only by
someone who, instead of applying an absolute standard to it, familiarises himself a little with its
history, and this | will relate to-day, because we are always being confronted with antiquated
misconceptions.

You are aware that in Munich, since 1909, our work has included the presentation of certain
Mystery Plays, the aim of which is to reveal through dramatic art the forces operative in our view
of the world. Courses and Lectures, always strongly attended, were grouped about these artistic
presentations in Munich, and so among our friends the idea arose of providing an appropriate
home for our spiritual endeavours. This suggestion came from them — not from me, please
remember. The Bau really started from the shortage of space observed by a number of our friends,
and obviously, once such a building had been thought of, it was bound to be fashioned according
to our view of the world. In Munich they had in view, properly speaking, only an interior structure,
for it was to be surrounded by a number of houses, inhabited by friends able to, settle there. These
houses would have so shut in the building that it would have been as plain as possible, for it
would have been hidden from sight among the houses. The whole building was conceived of as a



piece of inner architecture. “Inner architecture”, in such a case, has only a meaning when it
provides an enclosure, a frame, for what goes on inside. But it was to be artistic, genuinely so —
not a copying, but an artistic expression of the activities within. | have always compared, perhaps
trivially but not inappropriately, the architectural idea of our building with that of a cake-mould.
This is made for the sake of the cake inside, and the outer shape is correct only if it encloses and
moulds the cake rightly. The “cake-mould” is in this case the free for the whole activity of our
Spiritual Science, for the art which belongs to it, and for all that is spoken, heard, experienced
within it. All that is the cake — everything else is the mould; and this must be expressed in the
interior architecture. That was the first idea. — After much trouble to arrange the building on the
site already acquired in Munich we discovered that we were opposed, not by the police or local
authorities, but by the Munich Society of Arts, and indeed in such a way that we felt these worthies
objected to our establishing ourselves in Munich, but would not tell us what they wanted. We
were thus continually obliged to make changes in our plan, and this really night have gone on for
a decade. At last the day came when we were driven to give up the idea of realising our hopes in
Munich and to make use of a building-site in Solothurn, available through the kind offices of one
of our friends. So it came to pass that in the Canton of Solothurn, on a hill in Dornach, near Basle,
we set about building. The idea of the encircling houses was given up; the building had to be
visible from all sides. The impulse arose; and the zeal was there to carry the matter through
quickly. And without fundamentally re-casting the scheme already sketched out for the interior, all
| could do was to try to combine the exterior with the already existing plans for the inside. From
this arose many defects, of which no one is so conscious as |, but that is not the chief point. The
great thing is that, as | have said, a beginning was made with such an enterprise.

I would like now to dray attention to a few thoughts which will make clear what constitutes the
peculiar characteristic of this Building, so that you may see the connection between it and our
entire movement — scientific as well as spiritual.

The first thing that will strike an unprejudiced observer is that the partition walls are quite
evidently, conceived differently from those of ordinary public buildings. Walls enclosing a
building, generally speaking, have hitherto always been considered, from an artistic point of view,
as a “shutting off” of space. Walls, boundary walls, are always so considered and all architectural
and ornamental work on walls has been in connection with this idea, that the function of the outer
wall is to enclose. This canon is transgressed in the case of the Dornach building! — not
physically, of course, but artistically. The conception of the outer wall, as it appears there, is not
that it shuts off space, but that it opens the space to the universe, the macrocosm. Whoever stands
within this space, should have the feeling, through the very walls themselves, that the building
expands into the universe, the macrocosm. Everything should represent connections with the
universe. What is the conception in the fashioning of the wall itself; the same with the pillars,
accessory in their several ways to the walls — so also with the entire carved work, the bases of the
pillars, the architraves, capitols. The conception is of a wall which is transparent for the soul — the
very opposite of a space-enclosing wall. Anyone standing inside should feel that he has the
freedom of the infinite universe. Naturally, if anything has to be done within this space, physically



the enclosing is there; but the forms of the physical enclosure can be so taken that, abrogating
themselves, they are annulled through their artistic fashioning.

Everything else is related to this. The laws of symmetrical proportion, usually followed in buildings,
have to be disregarded under the influence of this main conception. The Dornach Building has,
properly speaking, only one axis of symmetry, which goes straight from West to East; and
everything is ordered upon this single axis. The pillars, at a certain distance from the walls, are not
all furnished with the same capitols; only by twos, right and left, the capitols and mouldings are
alike. Starting at the principal entrance, the first two pillars are the same, in capitol, base, and
architrave. In the second pair, pillar, capitol, architrave design, are different, and so through the
whole length of the building. Thus in the subjects of the capitols and bases it becomes possible to
depict Evolution. The capitol of each pillar always evolves from the one before it, just as the
organically complete form develops from the incomplete. The ordinary symmetrical equality is
dissolved into a progressive development.

The whole Building consists of two principal parts; they have an essentially circular ground-plan,
and are closed above with domes; but the domes are so cut as to link into one another, so that the
bases form incomplete circles. One circle is short of a small segment in the front, and the other,
the larger circle, is joined on just there.

The whole is so erected as to form two circular spaces, a larger and a smaller. The larger space is
the auditorium, the lesser is for the presentation of the Mystery Plays, and kindred things. Where
the two circles unite, are the rostrum and curtain. It was a very interesting piece of work,
technically, to make the two domes intersect and cut into one another.

The Building, wholly of wood, rests on a concrete sub-structure which contains only the
cloakrooms, with concrete steps leading up to the Building itself.

Along each wall of the greater space, under the large dome, there are seven pillars; in the smaller,
six; so that in the latter, which forms a kind of platform, there are twelve, as against fourteen in the
former. The sculptured designs of the pillars develop progressively, in a fashion which amazed me
myself, as | worked at them. While | was making the model, shaping the pillars and their capitols, |
was astonished at one thing in particular. There is no question here of something “symbolical”.
People who have spoken and written about the Building, saying that all sorts of symbols are
introduced, and that Anthroposophists work by means of symbols, are wrong. No symbol, such as
they have in mind, is to be found in the whole Building; each part of the whole springs out of the
conception in its entirety. Neither does the smallest part signify (I an using “signify” in its worst
sense) anything unconnected with the artistic conception. This unbroken development of the
designs on the capitols and architraves has been the outcome of artistic perception, one form out
of its predecessor; and while, | developed one from the other, there arose, as of itself, a reflection
of evolution, of the true evolution of nature, not as understood by Darwinism. That was not
intended, but it arose spontaneously, in such a way that | could recognise, with amazement, how,
for instance, certain human organs are simpler than those of certain species of lower animals. |
have often pointed out that evolution does not consist in complication; the human eye is more
perfect because it is simpler than the eye of an animal, reverting to simplicity. — | noticed that



after the fourth of these designs a simplification was necessary. The more perfect one emerged
precisely as the simpler.

his was not the only thing which struck me. Comparing the first pillar with the seventh, the second
with the sixth, the third with the fifth, | was surprised to see that a remarkable correspondence
came to light. In the carvings there are, of course, some raised surfaces and others hollowed out;
these were elaborated purely from intuitive feeling and visual sense. Yet, taking the capitol and
base of the seventh, and thinking of the whole and its separate parts, one could superimpose the
high surfaces of the seventh on the hollow surfaces of the first, and vice versa. The raised surfaces
of the first exactly fitted the hollow surfaces of the seventh. | mean this as a matter of convex and
concave, of course. Symmetry, not merely external, but from within, was the result. Really, in this
interchange and the working of it out in sculpture, something arose that was like bringing
architecture into movement and sculpture into repose. It was all at the same time wood-carving
and architecture.

The whole Building has a concrete foundation, with inner motives which will surprise visitors
when they first come there. Of course they come with preconceived notions, compare it with what
they have seen elsewhere, and are astonished. Many, not knowing what to make of it, have called
it a “futurist Building”. The lines of the concrete part are designed in accordance with the
capacities of concrete, the new material, to express artistic form; but within the concrete frame an
attempt is made to construct pillar-like supports. These came of themselves to look like elementary
beings, gnome-like, growing up out of the fissured earth, while at the same time they support the
weight above — so that it can be seen that they are for support but bear the heavier part, push it,
throw it back, and do this in a different way f or the lighter parts. Such is the substructure of the
wooden part.

In Munich it would have been a case of inner architecture only; windows were necessary for the
Dornach Building. To understand these, | would ask you first to make the effort to grasp the whole
idea of the wooden building. As it stands, it has really no claim to be artistic; it is not a work of art.
As regards pillars, walls, and windows, it is so. The entire Building, which is to have no decorative
character, to be constructed with no decorative purpose, is meant to arouse, through every line
and every surface-shape, certain experiences and thoughts in those who behold it. The eye, the
sensitive eye, must trace the direction of the lines and the surface-shape.

What is experienced in the soul, when one's gaze takes in works of art, this is first aroused by a
“work of art” in the wood-carving. It arises first in human feeling. The concrete foundation and the
wooden part are the preparation for it. Man himself must bring into being a work of art through his
appreciation of the forms. What has been worked into the wood is so to speak, the more
“Spiritual” part of the Building. A work of art really comes into existence only when the soul of the
listener or speaker is inwardly receptive.

Then it was necessary to provide windows for the space between each pair of pillars. If the
windows were to carry out the idea of the Building, a distinctive workmanship in glass was
needed. Sheets of glass in plain colour were taken and the appropriate designs etched into them,
so that here we have etchings in glass. With an enlarged form of dentist's drill, enough was ground
out of the thick sheet of glass to give varying thicknesses to it — and this produced the design.



Each sheet of glass is of one colour only; the colours are so placed as to yield a harmony in their
sequence. Viewed from the entrance, the Building shows a window of the same colour on each
side of the axis of symmetry, so that there is colour harmony in evolution. Still the window, as a
“work of art”, is not complete. It becomes complete only when the sun shines through it so that in
the scheme of the windows something is created which forms a work of art with the co-operation
of living nature from outside. Etched on these sheets of glass you will find much of the content of
our Spiritual Sciences imaginatively perceived — the dreaming man, the waking man in his real
being, various mysteries of creation, and so on. All this in terms of perception, not in symbols; all
artistically intended, but complete only with the sunlight. Hence, through yet another means, we
have tried here also to surmount the feeling of an enclosed space. In the wood-carving,
architecture and sculptures the pure forms are used to give the soul an impression of overcoming
the enclosed space and going out beyond it. This effect is first conveyed directly to the senses
through the windows. The union with the sunlight which shines through, streaming from the
universe through the visible world, is something belonging to these windows. Between these two
parts of the whole there is a certain correspondence. Through the conjunction of light and glass-
etching there arises for the soul an external work of art; while the wood-carving provides a
spiritual element which is experienced as a work of art within the human soul itself.

The third part consists of the paintings in the domes. The subjects of these too, are taken from our
Spiritual Science. The paintings express the content of our conception of the world, with regard at
least to a great macrocosmic stretch of tine. Here we have, so to say, the physical “part” of the
thing, because in painting, for certain inner reasons, (to go into them would take us too far)
whatever one wants to present must be presented directly. Colour must itself express what it has to
express, and so with the lines. Only through the content can the endeavour be made to go out
beyond the borders of the dome into the macrocosm; that is how one arrives at it All that is painted
there really belongs to the macrocosm, its meaning presented directly to the eye — We tried, by
using colours derived from pure vegetable substances which have their own light-force, to produce
the light-force necessary for the painting, of these designs. Of course, we might have succeeded
better, but for the war. However, it is only a beginning. Naturally the whole style of painting had to
conform to our conception. To paint the spiritual content of the world means that we have to do,
not with forms thought of as illuminated from an outside source, but with forms that are self-
luminous. Quite a different approach to painting is necessary. For instance, the human aura cannot
be painted in the same way as a physical shape, which is drawn with light and shade, according to
the source of light. In the aura we have to do with a self-illumined object, and the character of the
painting must therefore be quite different.

So now | have given you, with a few rough strokes, as far as it can be done without a model, some
idea of what the Bau is meant to be. As a whole it is oriented from West to East, the axis of
symmetry lying in that direction, between the and it cuts into the small circular space, containing
the stage, at its eastern end. At this eastern end, between the sixth pillar on either hand, stands a
group of figures carved in wood. Its intention is to present in ,artistic form something — | might say
— which lies at the heart of the world-conception which we hold through Spiritual Science;
something which must, by necessity enter into man's spiritual outlook now and in the future. Man



must learn to grasp the fact that everything of importance for the shaping of world-destiny and for
human life runs its course in these three streams: the normal spiritual stream in which his life is set,
the Luciferic, and the Ahrimanic. In everything, as much in the foundation of the physical world as
in the manifestations of spiritual events, divine evolution is interwoven with the Luciferic and the
Ahrimanic evolution. This is expressed in our carved group, again not symbolically, but artistically.
A group carved in wood! The idea of it came to me, for | believe | have grasped as thought what is
not yet clear to me so far as its occult basis is concerned: it may well be that future occult
investigation will reveal this. Still, it seems to me certainly right that the ancient themes are better
portrayed in stone or metal, and all Christian ones — ours being in the most eminent sense
Christian — better in wood. | cannot help confessing that | have always been obliged to think of
the group in St. Peter's at Rome, the “Pieta” of Michael Angelo, as being made of wood: only so, |
believe can it represent what it ought to express, and the same applies to other Christian sculpture
| have seen. There is doubtless something behind this feeling; but | have not yet arrived at the
reason of it. Therefore our group has been conceived and carried out in wood.

The leading figure is a kind of representative of humanity, a Being expressing Man in his divine
manifestation. | am glad when anyone, looking at this figure, has the feeling that it is a
representation of Christ Jesus. It seemed to me inartistic to take as the underlying impulse: “I will
carve a figure of Christ Jesus”. | wanted to produce just what | did. The result may be a feeling in
the beholder that it is Christ Jesus. | should be most glad if that were so; but the artistic idea was
not to produce a representation of Him. The idea rests purely in the artistic form, in its manner of
expression; to set out to carve a figure of Christ Jesus — that would have been merely a
descriptive, programmatic idea. The artistic thought must rest in the form, at any rate in sculpture.

The whole group is about eight and a half metres high, and the chief figure is raised, with rocks
behind and below it. From the rocks below, which are a little hollowed, grows an Ahriman-figure.
It half lies within a hole of the rock, its head above it. On the slightly hollowed rock stands the
chief figure. Above the Ahriman-figure and to the left of the beholder, a second Ahriman-figure
rears itself from the rocks, so that the Ahriman-figure is repeated. Above the one to the left is a
Lucifer-figure. A sort of artistic connection exists between the Lucifer above and the Ahriman
below. A short distance away, over the chief figure, and on the right of the onlooker, is another
Lucifer-figure, so that Lucifer is also twice represented. This other Lucifer is marred, and falls
headlong owing to his injury. The right hand of the central figure points downwards, the left
upwards, and this upward pointing left hand indicates exactly the point of the fracture suffered by
Lucifer, through which he is shattered and falls headlong. The right hand and arm point to the
Ahriman below and bring him to despair. The whole group is so designed — | hope it will convey
this experience — ,that this central figure is in no way aggressive, but intended by its gesture t0
express only love. However, neither Lucifer nor Ahriman can endure this love. The Christ does not
“fight against” Ahriman, but radiates love. Lucifer and Ahriman cannot endure this love near them.
It comes near them; Ahriman feels despair, the destruction of his very being, and Lucifer falls
headlong. Their inner nature is revealed in their gestures.



The figures were naturally not easy to create, for the reason that, in the case of the chief figure
partly, and in that of Lucifer and Ahriman wholly, the Spiritual had to be depicted, and of all things
it is most difficult to express the Spirit in carving. The endeavour was made, however, to achieve
what is especially necessary for our purpose — to bring out the significance of the form (although
it must remain an artistically conceived form), in gesture and in mien. Human beings are really
able to make use of gesture and mien only in a very restricted sense. Lucifer and Ahriman are
entirely gesture and mien. Spiritual figures have not got a limited form; there is no such thins as a
complete spiritual figure. To try to model the Spirit is just like trying to model lightning. The form of
a spiritual being chances from moment to moment. That must be taken into account. Try to hold a
Spiritual shape fast even for a moment, as might be done in representing a form at rest, and you
will not succeed; the result will be only a frozen figure. Hence, in such a case, gesture alone must
be reproduced. This is so with Lucifer and Ahriman entirely, and it had to be partially attempted
also in the central figure, which is of course a physical form — Christ-Jesus.

Now | want to show you a few pictures, to give you an idea of the principal group. [Here some
lantern slides were shown. The description follows.]

The first is of Ahriman's head, exactly as the figure first came to me; as a man (remember the
threefold division of man into head, breast, and limb-being) who is all head, and therefore an
instrument for the most consummate cleverness, intellectuality and craft. The Ahriman figure is
meant to express this: his head, as you see it here, is true “spirit”, to use a paradox; but you know
how often a paradox results from a spiritual description. He is actually like the model, faithful in
spirit, artistically true to nature: he had to sit for his portrait!

The next is Lucifer, as seen on the left. To understand him, we must picture what appears as his
form in a very peculiar way. The most Ahrimanic characteristic in man must be eliminated: the
head vanishes; but the ears and ear-muscles, the outer ear, substantially enlarged and of course
spiritualised are depicted as wings and formed into an organ entwined round the body with wings
at the some time spreading from the larynx, so that the head, wings and ears form one organ.
These wings, this head-organ, present themselves as the figure of Lucifer. Lucifer is an extended
larynx — the larynx becomes a whole figure out of which develops, through a sort of wine, a
connection with the ear; so that we must imagine Lucifer as a being who receives the music of the
spheres, takes it in through this organ of ear combined with wine. Without any help from the
individuality, the cosmos, the music of the spheres itself, speaks through this same organ, of which
the extension in front is the larynx; another metamorphosis of the human form, an organ
composed of larynx-ear-wing. Therefore the head is only indicated. As to Ahriman, you will find,
when you see the figure at Dornach, that it is developed out of what one imagines as form; but
what appears as Lucifer's head (although you can hardly picture your own as being like his) is
something in the highest decree “beautiful”. The Ahrimanic nature is intellectual, clever — but
appears as ugly in the world; the Luciferic appears as beautiful in the world. Between them they
comprise everything in the world. Youth and childhood are more Luciferic, old age is more
Ahrimanic; the impulses of the past lean to the Luciferic, those of the future to the Ahrimanic;
women are more inclined to Lucifer, men to Ahriman; the two streams embrace everything.



Above Lucifer an elemental being arises as it were out of the rock. The group was complete, but
when it was released from its framework, the curious fact was noticed that the centre of gravity
(naturally as viewed) seemed too far to the right, and something had to be added to redress the
balance — evidently so brought about by karma. It was not a case of merely introducing a mass of
rocks, but of following out the idea of the carving; therefore this elemental being sprang into
existence, in a sense crowing out of the rocks. There is a noticeable thing about this being,
although expressed only in slight indications; in it one can see how an asymmetry comes into play,
directly spiritual forms are in question. It finds only limited expression in the physical, the left eye
is not very different from the right; the same with the ear and the nostril; but directly we enter the
spiritual realm, the etheric body is seen to work absolutely differently on the two sides. The left
side of the etheric body is quite different from the right: a fact which immediately becomes evident
in trying to portray spiritual forms. If you walk round this being, you will get a different view from
every point. But in the asymmetry you will see a kind of necessity; it expresses the demeanour with
which the being peeps over the rocks and looks down with a certain humour at the group below.
This looking down over the rocks with a humorous air has a good reason. The right attitude for
raising oneself into the higher world is never a sentimental one. Mere sentimentality is of no use
for the man who wants to toil up the spiritual heights, in the right way, for it always smacks of
egoism. You know how often, when the highest spiritual subjects are being discussed, | mix with
our considerations something not designed to take you out of the mood, but simply to banish any
egoistic sentimentality from it. A genuine ascent to the spiritual must be undertaken in purity of
soul (which is never destitute of humour), not from a motive of egoistic sentimentality.

Then, as to the head of the central figure in profile, as of necessity it revealed itself. The head also
had to be asymmetrical, because in this figure the intention was to show how not only the right
hand, the left hand, the right arm and so on reflect the inner being of the soul, but how in a being
living entirely in the soul, as Christ-Jesus did, this reflection is seen also in the very shape of the
brow and in the whole figure, far more than can be the case in the mien of the ordinary man. We
made a trial by reversing the lantern-slide, (although this was contrary to reality) to see whether the
view thus obtained was quite different. It proved to be so. The impression made Was different. The
artistic intention of the asymmetry will be apparent only when the head of the central figure is
complete.

It may well be said that in working out such a subject all artistic questions have to be considered;
the smallest has its connection with the far-reaching., whole. For instance, the handling of surface.
Life has to be engendered specially through this. The surface curved once and the curve curved
again — this particular handling of it, the doubling of the curve, thus drawing life out of the
surface itself, is perceived only in fashioning these things. What we were aiming at, therefore,
consisted not only in what was represented but in a certain artistic treatment of the subject. To
achieve a representation of the Ahrimanic, the Luciferic, or of human nature by means of a copy,
in a kind of narrative style, was not the intention; rather must it be seized through the fingertips, in
the chiselling of the surface, in the entire artistic moulding. The expansion which man feels when
he extends his view into the Spiritual, widens out again on the other side into the artistic.



This group is placed at the eastern end of the building, in the space provided for the stage. Above it
is spread the vault of the smaller dome, decorated as | have described, in such a way as to
continue in painting; the theme of the croup. The Christ, Lucifer and Ahriman are all there, and we
have tried to make the colours artistically expressive in themselves. The variety of treatment shows
how all these things can be brought out purely by artistic means.

All this could be achieved only because a number of our friends worked on the Building with the
greatest devotion. Most curious things have been said about the Building, but some day, perhaps,
due credit will be given to tag way in which the friends in our Movement, especially the artists,
cave themselves with selfless devotion to it, and found their way wonderfully into this clothing of a
cosmic conception in artistic form.

The Building is of course not complete; it might very probably have been so — except for the
group — if these catastrophic world-events had not hindered it.

I wanted to bring before you, in these brief, disjointed sentences, an idea of what is intended, and |
hope that you have at least acquired some small notion of the Building which, we may expect, will
one day stand complete in Dornach. The aim of it all is this: to insert an artistic rendering of our
cosmic conception into the spiritual life of the present and the future. People will see that this
conception is no mere theory, but is made up of real, living forces. If we had produced something
symbolical, people could have said: “That is a theory.” But as the conception is capable of giving
birth to art, it is something different, something vital. It will give birth to yet other things; it must
fructify other domains of life. There is widespread longing for a spiritual life suitable to the present
day, but in this realm we encounter a good deal of visionary, irrational and barren stuff. My hope is
that people will learn to distinguish between what is born out of the demands of the present
spiritual age, and what arises from confusion and the like. We see spiritual movements, so-called,
sprinting up everywhere like mushrooms. But one must learn to distinguish between what springs
truly from the real forces of human spiritual development, and mistaken talk about spiritual things.
There are many forms of this to-day. Naturally we notice it, for it shows that men are striving
towards the spirit. If we keep our eyes open, we shall everywhere see this desire for Spiritual
things. A metaphysical novel by a certain Herr Korf has just appeared — dreadful stuff; it is really
more a mischievous piece of propagands for the “Star in the East”. | hope that such things, which
express in their own way a perversion of man's metaphysical aspirations, will be distinguished
from those created out of she fundamental strivings of his being, adapted precisely for our time.



Rudolf Steiner’s Planetary Seals:
HIGHLIGHTING THEIR METAMORPHOSIS

BY CORRECTING THEIR ORIENTATION
By Brian Grey

Preface

My background in architecture led me to study of the First Goetheanum and, for the past 35 years,
to teach the draw- ing of Rudolf Steiner’s Seven Planetary Seals. | teach Planetary Evolution and am
very familiar with Steiner’s remarkable work on this theme.

Brian Gray, Metamorphosis of Rudolf Steiner’s Saturn + Sun + Moon + Mars + Mercury +Jupiter
into VENUS Planetary Seals, colored chalks on blackboard
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Over 35 years ago | discovered that the orientation of the five planetary seals displayed in the
program for the 1907 Munich Congress — with the planetary glyphs written into the top of each
seal — are not consistent with their true metamorphic relationships as they are displayed. Their
orientations do not agree with the way Carl Kemper constructed them in his book Der Bau, nor do
they agree with the orientation of the column capitals in the First Goetheanum. This “mistaken”
orientation of the seals prevents one from discovering their laws of metamorphosis and from
entering into their living unfoldment. This is clearly not what Rudolf Steiner intended. Displays of
the seven planetary seals need to be corrected. This article attempts to make that clear. Images in
this article show how one finds the “corrected” proper sequence and orientation of the seven
planetary seals. Color photographs displaying the seals overlaying one another in their corrected
sequence are included.

These illustrations also appear on the website of Wise Cosmos Educational Initiative at
WiseCosmos.com, and brief videos on this theme may be found on the Wise Cosmos YouTube
channel. The Seven Planetary Seals designed by Rudolf Steiner are very important to help us artisti-
cally awaken to the spiritual world and the stages of cosmic and human evolution.

Introduction

While serving as General Sec- retary of the German Section of the Theosophical Society, Rudolf
Steiner introduced new artistic impulses into the 1907 Congress of the Federa- tion of the
European Sections of the Theosophical Society. He hosted this Congress in Munich, and his focus
on re- uniting the arts with spiritual life was a significant departure from previous gatherings. In
Steiner’s words, at the 1907 Munich Congress he and Ma- rie von Sievers led the way in providing
“an artistic element directed toward the purpose of not leaving the spiritual life henceforth void of
art within the Society” (from Chapter 38 of The Story of My Life by Rudolf Steiner).

Rudolf Steiner artistically created metamorphic Planetary Seals as an expression of cosmic and
human development. The first five (of seven) Planetary Seals were printed in the program of the
Munich Congress. However, the second through fifth Planetary Seals as printed in the program
were incorrectly oriented — they were “rotated” out of their lawful relationship to the first Seal.
Because this fact has been forgotten, the dynamic metamorphic principles expressed in the
sequence of Planetary Seals have be- come obscured for viewers. In 1911 Rudolf Steiner spoke
about what he intended:

“When we rest our physical eyes upon any one of these figures, it is not the physical eye alone but
the whole organism and, above all, the streams of the ether-body which are set into a special kind
of motion by the course of these lines and by the form of these figures, so that the ether-body
moves differently according to which of these figures one is contemplating....



“These figures are the means by which we are instigated to create in ourselves the thought-forms,
that is, the movement-forms in our ether-body... in a rhythmic sequence, so they form a com- plete
whole, the sort of whole which corresponds to a particular stream of development in the outer
etheric world.... The sequence of forms, which accord with the perfecting of our ether-body, is
shown in the sequence of these figures, one after the other.

“When we place before us such symbolic figures and are able to look more deeply into them, they
can be a help in attaining those goals toward which we are striving in our own spiritual develop-
ment. And when, by means of such a correct sequence we create appropriate thought-forms, we
can then deepen our understanding of the rhythms that hold sway among the seven parts of the hu-
man organism. We have not placed these figures here merely as decoration, but because they are
intimately connected with those goals toward which we are here to strive.” (From a lecture given
by Rudolf Steiner on October 15, 1911; trans. Virginia Brett.)

On the following pages (and in the short video introduction at WiseCosmos.com and on the Wise
Cosmos YouTube channel), | reveal all seven Planetary Seals in their correct orientation, opening a
way for us to work with them consciously to enter into and understand the dynamics of
metamorphosis. These are not seven different forms; they are seven stages of one unfolding living
organism.

Rudolf Steiner, Sketch of Four Planetary Seals

In Rudolf Steiner’s orignal sketch the consistent orientation of the first four seals to
each other shows the validity of the “corrected” alignment | am proposing.
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Carl Kemper’s construction of the seven planetary seals (below) orients each of the seals
consistently with one another, in agree- ment with the column capital alignments. Kemper’s
consistent pattern of constructing the planetary seals on this drawing con- firms that their
orientation needs to be “corrected” from the way the planetary seals are typically displayed.

Proportionen bei den sichen Siegeln
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Original Program of the Theosophical Congress of Whitsun Held in Munich 1907

This program contains the earliest printing of Rudolf Steiner’s first five planetary seals.
Unfortunately, only the first seal (Sat- urn) was printed in the correct orientation; the other four
were “rotated” relative to Saturn. On page 4 the program cover and other pages are shown.
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Saturn
Figure 1. o
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shows the Mercury Seal and the program end notes in German.® the exact center of the large cupola, each column capital maintains
a consistent orientation to the others, revealing their metamorphic
relationships.'®

Figure 1 above shows the original Planetary Seals with glyphs

from the 1907 Munich Congress brochure. Note the vertical The Seven Planetary Seals and First Goetheanum Column

orientation of middle five seals relative to first (Saturn) and (aplfals

seventh (Venus) seals.
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Seals \\_/_/J - \\ o / x\

Saturn Sun Moon Mars Mercury ]up1ter Venus

Figure 2 above shows a “corrected version” of the seven PlanetarySeals In it the middle five seals
are“rotated”to align with the first and seventh seal. The corrected version reveals the true
metamorphic sequence between the seven planetary seals and agrees with orientation of the seven
planetary column capitals in the First Goetheanum.
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First Goetheanum Ground Plan as Designed by Rudolf Steiner
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SaturnSeal and Goetheanum Column

In the comparative illustration above, the “upright” Saturn seal corresponds with the Saturn
capital in the first Goetheanum, which was axially oriented to the exact center of the large

o
4\/\

O

cupola.l!

Sun Seal and Goetheanum Column

In the illustration below, the “inverted” Sun seal corresponds with the Sun capital in
the first Goetheanum, which was axially oriented to the exact center of the large
cupola.'?



Moon Seal and Goetheanum Column

In the illustration above, the “inverted” Moon seal corresponds with the Moon capital
in the first Goethanum, which was axially oriented to the exact center of the large
cupola.’

Jupiter Seal and Goetheanum Column

In the illustration above the “inverted” Jupiter seal corresponds with the Jupiter
capital in the first Goetheanum, which was axially oriented to the exact center of
the large cupola.'®
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Mars Seal and Goetheanum Column

In the illustration above the “inverted” Mars seal corresponds with the Mars capital in the first
Goethanum, which was axially oriented to the exact center of the large cupola.'

Mercury Seal and Goetheanum Column

In the illustration above the “inverted” Mercury seal corresponds with Mercury capital in the first
Goethanum, which was axially oriented to the exact center of the large cupola.'®
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Venus Seal and Goetheanum Column

In the illustration above the “upright” Venus seal corresponds with the Venus capital in the first
Goetheanum, which was axially oriented to the exact center of the large cupola.'”

In Closing

The author is very grateful for the following resources, as well as the generous contributions of
many wise helpers, including Lelan Harris, Jeff Cleveland, John Cleveland, Leslie Loy, and Molly
Toral. Without these and many others, this presentation would not be possible.

Steiner, Rudolf. Sieben Kapitelle aus dem grossen Kuppelraum vom ersten Goetheanum als
Offenbarer von Stiitzkréften: Einfihrung und Zeichnungen ; Rudolf Steiners Text von 1907 in
flinfzehn Sprachen ; Daten, Motive als Silhouetten und Um- risse auf losen Folien. Edited by Rex
Raab. Dornach: Verlag am Goetheanum, 1995. Print. ISBN 3723507069, 9783723507063.

Steiner, Rudolf. Rosicrucianism Renewed: The Unity of Art, Science & Religion:The Theosophical
Congress of Whitsun 1907 (CW 284). Ed. Joan DeRis Allen. Trans. Marsha Post. London:
SteinerBooks, 2007. ISBN-10: 0880106115, ISBN-13: 978-0880106115.

Kemper, Carl. Der Bau: Studien zur Architektur und Plastik des Ersten Goetheanum.
Herausgegeben von Hilde Raske unter Mitarbeit von Albert von Baravalle, Friedrich Hausler,
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Heinrich Kern und Georg Unger. Stuttgart: Verlag Freies Geistesleben, 1966. ISBN-10:
3772505341, ISBN-13: 978-3772505348.

Friedrich Kempter. Rudolf Steiner’s Seven Signs of Planetary Evolution. Ed. Paul M. Allen; Trans.
Virginia Brett. Spring Val- ley, NY: St. George Publications, 1980.

Entire article and illustrations copyright © 2015 e Brian Gray & Wise Cosmos Educational
Initiative. For article and video resources, please visit us at WiseCosmos.org and the Wise Cos-
mos YouTube channel.

Brian Gray is the former Director of the Foundation Program in Anthroposophy at Rudolf Steiner
College, Fair Oaks, California, USA. For more information about these or other educational
materials, contact Lelan Harris, Executive Director, Wise Cos- mos Educational Initiative
atLelan@wisecosmos.org. OR Brian Gray: BGrayStar@sbcglobal.net
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VERSES FOR TREES

SUN

Thus speaks the high-reaching
Light-flooded ash.

The Tree of the golden sun.
"O Man, be upright and noble

Waste not yourself on the worthless

Be conscious of the pure nobility
of Man."

MOON

Thus speaks the silvery moon at
May time, through the flowering
Cherry Tree.

Whose blossoms in summer,

to fruit ripen.

"O Man, like the plant, transfer
the lower to the higher

Purify the passions, grow mature
And harvest the fruit of life."

MARS

Thus speaks the knotty oak,

The servant of iron Mars,

"O Man, take root in the depths
and reach for the heights,

Be mighty and strong

Be warrior, knight and protector."

MERCURY

Thus speaks the mercurial planet
Through the living growth of
The Elm,

And through her winged seeds
"O Man, be stir yourself,

Be active, lively and quick."

JUPITER

Thus speaks the broad-leafed maple

The tree of Jupiter, to whom tin

is sacred.

"O Man, overcome the haste and hurry within
you.

Seek hours of quiet

Which bring goodness and wisdom

To birth."

VENUS

Thus speaks the coppery Venus
Through the virgin softness

of Birch,

Which is delicately rooted and
drinks in the light.

"O Man, work on your soul

In Tenderness,

Admire lovingly the beauty

of the world."

SATURN

Thus speaks leaden Saturn
Through the trees of

of shaded forests

The pines, the beeches and
cypresses,

"O man, feel the responsibility
for the need of your time

and of all mankind.

With inner devotion take hold
of the work that life puts
before you."

-Johannes Hemleben, Seven Trees & Seven
Planets

Verses for the Days of the Week, Johannes Hemleben (another translation of the above)



Sunday:

Thus speaks the light-filled

High towering ash

Tree of the golden Sun.

'Oh man, be upright and noble.
Waste not thyself on what is unworthy;
Be mindful of thy human dignity.'

Monday:

Thus speaks the silvery Moon in May
Through the flowering cherry trees,
Whose blossoms open to fruit in summer:
'Oh man, transform like the plant

The lower into the upper; purify thy desires.

Ripen and gather the fruits of life.'
Tuesday:

Thus speaks the gnarled oak tree
Servant of iron Mars:

'Oh man, take root in the depths,
And reach to the heights.

Be stalwart and strong.

Be a fighter,

Knight and protector.'

Wednesday:

Thus speaks quicksilver Mercury
Through the living growth of the elm,
And their winged seeds:

'Oh man, bestir thyself,

Be alert

Lively and swift.'

Thursday:

Thus speaks the maple

With its wide spreading leaves, the tree of
Jupiter

To whom tin is sacred:

'Oh man, overcome haste and hurry within
thee.

Seek for hours of quiet

In which goodness and wisdom can be born.'

Friday:

Thus speaks the coppery Venus

Through the virginal white-shimmering birch
Which has shallow roots and drinks much
light:

'Oh man, work on thy soul

With tenderness.

Marvel at the beauty of the world.'

Saturday:

Thus speaks the leaden Saturn through the
trees of the dark forest:

Through fir, cypress and beech:

'Oh man, feel responsibility for the need of the
times

And the whole of mankind.

Take up with fervour and earnestness the tasks
Which life has given thee.'



RUDOLF STEINER TO ITA WEGMAN:

We are to imagine standing in a temple in the spiritual world. At the far end there is an altar. On
either side of the altar stands a figure dressed in white gown with a coloured stool over it. One
figure has a blue stola, the other a red. The one with the blue stole is Christian Rosenkreutz, the
other is Rudolf Steiner.

| hold the Sun within me
As King he leads me into the world.
| hold the Moon within me.
She preserves my form.
| hold Mercury within me.
He holds Sun and Moon together.

| hold Venus within me.
Without her love all is naught.
She unites herself with Mars,
Who speaks my being in the Word.

That Jupiter may illumine the whole
With wisdom light.
And Saturn the mature
May ray within me the colours of my being.



