The Building Concept of the Goetheanum
GA 289

16 October 1920, Dornach

Automated Translation

3. The Double Dome Room and Its Interior Design

It may be clear from the two observations already made here about the building idea of
Dornach how this building idea has arisen out of the same life from which that is to arise
which is meant here as spiritual science. But this building idea did not arise in such a way that,
in the building, what lives in thought form, in idea form, in spiritual science, is to be found
again, only in outwardly symbolic pictorial form. Rather, the building was to arise out of the
feelings and perceptions that can be harbored by someone who feels inspired by this spiritual
science. To some extent the intention was there: on the one hand, the spiritual-scientific im-
pulse wants to express itself in the form of ideas. But that is not enough, that does not reveal
its life in a complete way, and another branch must sprout from the common root. That is pre-
cisely the artistic branch, that is what manifests itself out of feeling and perception in the

building idea of Dornach.

Those approaching this building from the outside will at first perceive a kind of duality: a
larger dome structure as an auditorium; a smaller dome structure, which to a certain extent
cuts through the larger one , as a space for performances, also conceived as the space towards
which everything in the auditorium tends, and from which, in turn, everything that the audito-
rium is inclined to absorb should radiate. Our future development will depend on whether hu-
manity is able to commit itself to a truly essential development in all its soul-forming aspects,
to commit itself to development in such a way that one says to oneself: What one has inherited
or acquired through ordinary life does not yet lead to what gives the human being a truly dig-
nified existence. From a certain point onwards, the development of the inner life must be taken
up in order to lead beyond what the outer consciousness alone can bring. But there must be
something to meet what one is approaching and which one expects, as it were, from unknown
depths of the spirit. And it is the feeling of this interaction between the receiving human being
and the creating human being within himself that was then able to be lived out in the building

idea of Dornach.



From the outset, wherever domed rooms of different sizes adjoin or even intersect, one cannot
help but feel that a close interaction is taking place between the person to whom the one part is
dedicated and the person to whom the other part is dedicated. To a certain extent, the aim was
to evoke the sensation of a rhythm that exists between the larger and the smaller component.
This lively sensation, or perhaps it would be better to say this invigoration of sensation
through the forms of the building, could hardly be evoked by two rooms adjacent to one an-
other in a different way. But now that is adapted to what interior design is and from which I

would like to start initially.

You know that in the case of all the buildings that are actually designed to enclose something,
we are dealing with a completely different architecture. Perhaps we can reach an understand-
ing if we point to older building forms that draw their style, their architectural concept, from
completely different premises. The Greek “temple is conceived as the dwelling of the god, and
a Greek temple in which there is no statue of the god, of Zeus, Apollo or Athena, would not be
a complete work of art. But how did this style actually come about? It arose, so to speak, from
the idea of God acting from a specific point in the universe. It is intended to envelop the activ-

ity of this god; it is therefore conceived in its entirety as a covering, as an enclosure.

If we go a little further, skipping other architectural styles, to the architecture of the later
Middle Ages, to the Gothic cathedral, we have to say that anyone entering a Gothic cathedral
cannot feel that this building is complete if it is empty. A Gothic building that is not conceived
as a temple but as a cathedral, that is, as a gathering and confluence of the faithful, is only
complete when the faithful are assembled in it, when they are inside, just as a Greek temple is
only complete when the statue of the god is inside. Accordingly, the entire Gothic architectural

style is conceived in this way.

And now, penetrating into our times, one is led to say: the internalization of the human being
is what must be the essential impulse of the present and the near future. Man himself, with his
inwardly divine-spiritual essence, is at the center of all striving, but he kills this inner impulse
of his modern striving if he does not find his way into the development in a living way. And it
is from this feeling of the modern human being that the building idea here has arisen. The
mere all-round principle of symmetry of Greek architecture, the enclosure, had to be dis-
solved, and the abstract idea of the upward striving of the crowd gathering in the cathedral
also had to be dissolved. Closure had to be found, so to speak, in the upward infinity of the
spherical form, development in the complete feeling for that which animates the individual

form.



It is perhaps partly due to external motives that part of this building is a wooden structure; it
could just as easily be a concrete structure, but not, for example, a marble building. Now that
it is a wooden building, I only need to speak about the peculiarity as a wooden building, which
essentially presents the interior design. When working with wood as a material for architec-
ture, for sculpture, one notices that this work in wood is something quite different from work-
ing in marble, for example, or in any material that reveals itself on the surface like marble or
stone. This will be particularly apparent when the central group in the right light is seen stand-
ing in this small domed room on the east side (Fig. 92). It has become a sculptural wooden
group in keeping with the overall interior design. So it was worked in wood. Of course, it was
he who made a model first, since no single person can work on a nine-and-a-half-meter-high
wooden group. I would not have been surprised if the people who saw this model, which was
made in plasticine, had actually found it hideous, especially the central figure, the representa-
tive of humanity himself. For it goes without saying that the final design in wood must already

have been present in the plasticine version.

Figure 92

But now, when working on stone — or on a surface that can resemble stone — one is obliged to
carve out the form from the raised parts, from what bulges out of the plane, what confronts
one from the plane; one is therefore obliged, so to speak, to place it on the plane, on the sur-

face. When working with wood, you have to avoid working on the wood itself and instead



work out of the wood. One must work not towards the convex but towards the concave. With
stone and everything that resembles stone, it is that which emerges from the surface, the con-
vex, that is effective. With everything that is made of wood, it is that which withdraws from

the surface, that which is thus, as it were, cut out, hollowed out of the wood.

Therefore, it is necessary — and I ask you to visualize the whole type, let us say, of the Roman
Caesar heads, which can be seen everywhere in casts in museums, in relation to what I am
about to say — therefore, when you sculpt the human form out of a stone-like material, you
have to work the whole thing out from the face, from the head, and the rest of the human form
that is not the head is actually, artistically speaking, just an appendix to the head. One must
not, so to speak, sin against the natural forms of the human head, and one must shape the en-
tire organism of the limbs and trunk out of what is laid down in the head. All this is required,

for example, of marble, all this is required of stone.

If one works in wood, then one has the necessity to work in the opposite sense. You have to
work from the whole human figure, from the movement of the limbs, from the feeling of the
torso. You can dare to shape an upward arm movement, a downward arm movement in such a
way that it continues in an asymmetrical forehead, as was attempted with this group. This was
only possible because it is a wood group, because when you work in wood, you bring out the
hollows in the material and do not place what is raised on the surface. Only by being com-
pletely immersed in the material, with all one's feelings, especially in the human form, can

such a treatment of the material emerge.

And what is most vividly apparent when the human form is sculpted is apparent in the overall
treatment of the wood here in this interior design. In stone, the progression of the columns
from the simplest capital and pedestal forms to the more complicated middle forms, and then
back to the simple forms again, would represent the dissolution of the symmetry on all sides
into a developmental metamorphic progression. In stone, all of this would be nonsense; be-
cause stone demands to be more comprehensive, stone demands symmetry on all sides. Only
wood allows for the development that was attempted here. As I said, it could also have been
done in concrete, which, due to its nature, overcomes stone; only the form would look some-
what different. But wood allows for the introduction of development into the shape of the

capital.

And here I would like to say that the underlying idea was to implement Goethe's concept of
metamorphosis in the purely artistic. One must, however, completely immerse oneself in the
creative powers of nature and create forms out of the creative powers of nature if one dares to

attempt to progress from the simplest capital forms, which you can find here at the two col-



umns at the entrance, to ever more complicated forms. But that came about all by itself, that
came about for the senses, that was not contrived. Those personalities who in earlier times
were often led here in this building were told: this column means this, that column means that;
they were spoken of Mercury, Mars columns and the like, and in these things, which actually
only serve an abstract understanding, one has seen the main thing. The main thing is not in
that. The main thing is how the second capital motif - but now for artistic perception - emerges
from the first with the same necessity as the higher-lying leaf or blossom emerges from the
lower-lying leaf according to the principle of natural growth, or the petal from the leaf. When
forming such a concept, one looks at nature theoretically. Here it is a matter of having nothing
to do with theory, but of experiencing the development as one form arises from the other. I
may say: everything that you see here in the way of capitals and architraves is felt to be abso-
lutely pure, and anyone who speculates about it, who makes symbolic interpretations about it,

misunderstands the whole thing.

But it is strange how, when you are working, this interweaving with the creative powers of na-
ture brings surprises. When I was working on the model for this building (Fig. 22), I merely
had the feeling that one capital would emerge from the other, that the next architrave motif
would always emerge from the previous metamorphosis, and so on with the base motifs and so
on. It soon became clear to me that this developmental impulse does not lead to a progression
from the simpler to the more complicated, but that the most complicated is achieved right in
the middle, as you can see here on the central columns, and that, in turn, when you have taken
complexity to its ultimate height, to its culmination, you are compelled to move on to some-
thing simpler. Therefore, you do not see here, for example, an abstract development that starts
with the simplest and progresses to the most complicated, so that the last would be the most

complicated, but you see the greatest complication of the motifs in the middle.



Figure 22

And then I may also reveal to you here that it was certainly not intended from the outset to be
a staff of Mercury entwined by snakes (Figs. 41, 42). No, that arose out of the artistic experi-
ence as something that cannot be otherwise if one ascends to the complicated in development
and then has to turn around in order to descend again into the simpler. Likewise, I was sur-
prised, for example, when — having arrived at the seventh column — I found that the sublimities
of the first column, if you think of it as being turned inside out like a glove — not geometri-
cally, but artistically turned inside out — fit exactly into the cavities of the last column; how,
in turn, the same is the case with the second and sixth columns, as it is with the third and fifth

columns, and the fourth column is in the middle.



Figure 42

It was not a case of pursuing some abstract, mystical principle of seven from the outset; rather,
just as the tone scale is a seven-part entity, here the columns had to be formed in such a way
that, so to speak, an octave of feeling in the form is fulfilled in a seven-part structure. For the
eighth would be the octave; there it has to merge into the other kind of feeling, which one then

finds in the small domed room, which contains something that accommodates development as



an absorption. Therefore, the capital motifs of the small dome (Figs. 58-63) are not presented
in their developed form as they are here, but are rather presented as a single entity, so to speak,

opening its arms to what hastens towards it as a development.

Figure 58



Figure 60



Figure 62



Figure 63

But all this is not said beforehand, because beforehand one is dealing with something else,
with life in form, with life in the plane itself. This is said afterwards, to give some indication
of what has been created. Nothing here has grown out of any newer theoretical world view, not
even out of the world of ideas of spiritual science itself. And I believe that it can be achieved,
at least to a certain extent, that those who enter this building have the feeling: here, for the
time being, one can forget everything one has absorbed in one's head in the way of spiritual-
scientific ideas and thoughts. There is no need to talk about it, but one can feel it, feel it from

the forms and from the treatment of the forms.

So that one can feel something like this: When you enter a Greek temple, you feel the encom-
passing nature of this Greek temple. The stone form reigns in wisdom. From the macrocosm
comes the wisdom that builds this macrocosm, pushes through the wall, as it were, and works
in the stone's sublimity, in the convexities, and there encompasses the externally resting God,
who is only active in the spirit for the world. One could feel in a similar way that which is
striven for in a Gothic building. It is the community with its group soul, which, by being gath-
ered in the cathedral, actually has around it that which it itself has built, bricked, chiseled, car-
pentered, and so on. When one enters a Gothic cathedral, one always has the feeling that, in

contrast to the Greek temple, which arose from a purely aristocratic way of thinking, the



Gothic cathedral is the product of a class-conscious thinking, of the structure of medieval life,
which expresses itself through the search for humanity, which also expresses itself in its forms

in this search for humanity.

Those people who cannot bring themselves to look at it impartially speak of the Temple of
Dornach. What has been built here is the opposite of any temple. There is nothing temple-like
here, nothing that can be related to a church or a cathedral. And anyone who speaks of the
temple of Dornach is only expressing how they have remained with Greek architecture in their
whole feeling, not even having progressed to the Gothic. Here, however, what had to be tack-
led was that which creates forms that are basically only the continuation of what is spoken
here, what is played here, what is declaimed here, what is artistically presented here. And just
as the speaker stands here at the lectern, just as the organ sounds from above, just as the recita-
tive tones vibrate through the room, so that which originates from the word, from the sound,
from the thought must continue to speak through the framing, through the enclosure, which is
not an enclosure but only continues the spoken, the sounded word. In the Greek temple we are
dealing with an enclosure; here we are dealing with a self-expression. Therefore, above all, the
whole form must be such that it lovingly embraces what is happening here, but that it does not
close it off, but that this building stands as a symbol that what is being worked on here in

Dornach should reach out to all of humanity.

If you study the columns here, together with the back wall, which signifies enclosure, you will
see that The whole can now be felt in such a way that nowhere does one have the feeling of
being enclosed and speaking only to the wall; rather, one has the feeling that one is speaking
and the forms of the wall, these capitals, these architraves, these column forms absorb the vi-
brations of the word and actually want to carry them out into the world. They do not want to
close off, but want to be artistically transparent. And just as the wood here is cut in such forms
that make the wood artistically permeable, so it is suggested in these windows, I would say in
a more natural material way, how what is here inside should be connected with the outside.
These windows are not works of art in themselves; these windows, whose technique is essen-
tially a glass etching technique, are only works of art when sunlight shines through them,
when a connection is created between what has been scratched out of the glass and the sun-
light shining through. That doesn't close, that lets the sun in, that is the living mediator with
the whole, with the light that floods the cosmos, and is only something if you look at it in con-

nection with this light.

If you approach it in such an artistic way, then you can also dare to develop the motifs that are

in these windows.



I cannot go into details, of course, but I would refer you to that blue window there (Fig. 111),
where you can see the human form in both casement windows, the human form in two situa-
tions. In one case, all the qualities that live in the hunter when he aims at the animal he wants
to shoot live in the person. In what has been scratched out of the glass, you will find the entire
inner life of the person depicted, you will find everything that lives in him poured into the fig-
urative. When you come to a certain stage of inner experience, you cannot help but give shape
to what lives inside as passion. And if you then think of the metamorphosis as having pro-
gressed, the whole picture shows the following in the right-hand window: the person has pro-
gressed from intending to shoot the bird down to actually doing it: he has taken aim and is
shooting. What happened earlier is transformed into the other part, which is then scraped out
of the glass and together with the sunlight gives the work of art. In this way, each individual
window could be treated. But the point here is not to come up with more interpretations, but to
surrender to what is on the glass, to feel it. Precisely when one strives for the art of interpreta-

tion, one overlooks the actual artistic intention therein.

Figure 111



And when you look at this dome painting (Fig. 57) and see how everything that is painted in
the small dome is brought out of the color, then you will also have the aspiration there to feel
your way out of the closed space into the cosmos. It is painted in such a way that the painting
on the surface is suspended, as if you are entering through a portal into a living thing. If you
have a vivid sense of color, you can draw that out of the color. Of course, there are people who
would prefer to see naturalistic figures up there; that would spare them the discomfort of first
having to feel things. Because what you can feel in a beautifully—what we call “beauti-
fully”—painted naturalistic human figure is something you have felt since childhood, and it is
comfortable to see it again. But when you come here, you don't have the opportunity to redis-
cover what you have felt since childhood and say that it resembles this or that, but rather, here
you have to, so to speak, go through all the that you have gone through in your entire life, in
order to grasp in a lively way what emerges from the colors and the forms — which are, after
all, the work of the color; they want to be nothing else — and to have the feeling: it does not
shut you out, it carries what you feel here out into the whole world, it connects you with the

world. Nothing about this building is conceived as anything other than an organic formation.



Figure 57

It was certainly a daring move to transfer mechanical forms of construction into the organic. If
you want to develop something organic, everything has to be so that it could not be any differ-
ent at the place where it occurs. Take something as insignificant as a human earlobe, which is
certainly something very insignificant in the human organism. But according to the nature of

the human organism, this earlobe, with its very specific shape, must form at this location here,



and of course a similar organ could not develop, say, at the tip of the little finger or elsewhere.

Each has its shape in its own place.

This has been developed here as a building idea. Everything you see formed here (Fig. 27) has
been thought out from the whole, has been thought and felt into the place where it stands. The
column is dissolved in such a way that one can see the supporting function of the dissolved
column in its form. If you see any motif outside at the entrance, you will see from its forms:
This is towards the entrance. If you step a few steps further inside, what the column has to
bear is no longer there in the same way. But if you go from the outside world into what such a
column structure has to bear, the load-bearing and pushing of the whole structure against each
column structure should be felt and, in turn, the relief against the outside world. What we are
seeking here is an inner dynamism that strives towards life. And we live in a time when such a
metamorphosis must be striven for in all fields of human endeavor, as was rightly felt in the
past.

Figure 27

I am reminded of Schlegel, who, looking at the past forms that the “Renaissance men” repeat-
edly wanted to bring back, coined the beautiful phrase: “Architecture is frozen music.” It is a
beautiful phrase for everything that has gone before in architecture, and an extraordinarily apt
one. One has the feeling that music lives in these building thoughts. How could one see more
beautifully than in the building forms of the Greek temple! How could one feel Bach, prophet-

ically foresaw, differently than in the forms of the Gothic cathedral! The fugue already lives in



the pointed arch. There it was frozen, and Friedrich Schlegel was right to call architecture,

which he knew, frozen music.

But today we live in a momentous moment of human development. We live in the moment
when all creativity must take on a different form. And so we must also thaw and melt the
frozen form of architecture. But it would dissolve into the indefinite if it were not imbued with
soul in the melting process. And so we must have, alongside the frozen music, a thawing mu-
sic that looks at us and demands: Give me soul! That, you see, is something of the building
idea at Dornach, which spoke out of the development of humanity: thaw me, I am the frozen
music! But I would melt into nothingness if, in thawing, the soul, the soul that is intensely
moved within, did not lead into all forms. Not mere symmetry-proportionality should live in
the forms, not merely that which one capital places in symmetry and proportionality next to
the other, but living, intense movement, which allows one capital to grow out of the other like

one petal of a flower out of another, metamorphosically transforming the form.

I know all the arguments that can be used against this transfer of the idea of construction from
the dynamic-mathematical to the organic-living, and I understand every one of the artists who
cling to the old in this direction; I feel for them. But a start had to be made sometime with
what time, from its depths, demands of us humans in the present and for the near future. And
so only those who experience it as a need of their own soul, which has struggled to meet the
demands of the present and the near future, will feel this structure. Of course, there is still a lot
that is imperfect, and if it were to be performed a second time, this building would look quite
different. But nevertheless, you can see from the attempt, at least, how the attempt has been

made down to the smallest detail to transfer the dynamical-mathematical into the organic.

Take a look at the radiators (Fig. 26). See how they are created from an organic, living ele-
mentary form, as if certain forces, which mysteriously work in the earth's interior, wanted to
continue to work over the earth's surface. A few days ago, you were given a hint here as to
how electricity continues to work in a mysterious way in the earth, when what is only trans-
mitted through a wire is closed to the power circuit through the earth line, as it were, the whole
earth replaces in its powers what would have to be there in a second wire line. Oh, there is
much that is mysterious in the earth. But what is mysterious in the earth can be unraveled, not
intellectually but intuitively. When it is shaped into forms, which should not be slavish imita-
tions of animal or plant forms, but which are quite independent forms, then one perceives
them as being alive. You can then form a wide, low stove screen and make the shape differ-
ently than if you were making a narrow, tall stove screen. You have the metamorphosing prin-

ciple within you; it passes into the creative hand.



Figure 26

Of course, these are all things that people of the present day may still find repulsive. Let them
do it. Those who cling to the old have always found what has emerged as something new re-
pulsive. But such an experiment must be ventured some time. Here it was not even ventured
out of the abstract, but it was undertaken because a second, an artistic branch wanted to
emerge from the same roots from which spiritual science itself emerged. And I would like to
emphasize once again: you will not find a single symbol in this room. If anything here appears
to you as a symbol, it could at most be the five-petalled flower leaf at the back in the small
domed room (Figs. 55 above, 57), which could appear to you as something that is meant to be
symbolic when the curtain is raised later. Just as the five petals do not symbolize a pentagram,
nothing here is meant to be symbolic. But everything has been so carefully thought out that

every detail, every artistic line, is derived from the form of the whole.



Figure 55

If I have been permitted to characterize the building idea of Dornach in this way, it must be
understood that I must at the same time add that what I have said is only the beginning of an
attempt. And you can be sure of this: those who are working on this building, those from
whom this building idea has arisen, do not think of it in an immodest way. They think about it
in such a way that they would certainly retain the impulse, principle and style, the essentials,
but create something completely different after they have learned what can be learned in the
process of creating this building. A lot could be learned here. Because you truly do not learn
more thoroughly than when you are forced to let what lives in your soul flow into concrete ac-
tion. It is relatively easy to contrive abstract ideals with great perfection. But if one is com-
pelled, already at the very first steps that an idea, an impulse inwardly takes in the soul, to
shape this idea, this impulse in such a way that it can weave in the outer material, so that the
work in which it embodies itself, does not become allegorical, then it requires something quite
different in inner experience, then it requires a growing together with the world thought, with

the world impulses, with that which lives in the world.

Therefore, the Greeks, who were able not only to think about the world but also to feel it, took
the word “cosmos”, with which they designated the universe, not from theory but from feel-
ing. In the word “cosmos” lies the sense of beauty that is aroused in us when we look at the
outer universe. But today, anyone who carries the thought of building in reality in their soul

must be able to experience and grasp human development itself in a cosmic artistic way. We



place ourselves in the sight of the portal of a Greek temple. We enter the temple. We experi-
ence the forms that surround us as a fence around the image of the god. We feel something like
wisdom cast in form, that wisdom that flows through the whole world and that once had to
emerge artistically in external forms, that had to be felt and that was felt in the highest way

when the temple was created as the dwelling place of the Greek god.

We must have a different material from the stone that allows us to shape world wisdom in its
sublimity; we must have a different material when we work from the innermost being of the
modern human being; for a different force must radiate out into the universe than wisdom is.
We receive wisdom; it radiates towards us from what we place on the surface in terms of sub-
limity, of convexities. When we stand before the soft wood, we hollow into it that which lives
in us, and we give something of ourselves to the cosmos. But as human beings, if we do not
want to sin against the whole spirit of the world, we must carry nothing into it but what is car-

ried into the universe on the stream of love.

And anyone who can feel artistically, feels when he shapes the marble out of the flat surface,
how wisdom comes over him in his consciousness when he carries out the building idea of the
marble. The person who executes such a building idea as the one here feels that he must create
what can be created by carving into the soft wood, what can live in the concavity, in true devo-
tion to the greatness of the universe. One may only carve into it if one carves into it with love
for the universe. No one should actually be able to form a surface with a relief without being
overwhelmed by the wisdom of the universe. No one should dare to commit the sin of imprint-
ing their own human essence on the material, of hollowing out the material, who does not do it
with love for the universe. These, however, are the two poles of all human development: idea
or wisdom and love. When we read Goethe's sayings in prose, it sounds to us like a fundamen-
tal solution to the riddle of the world when Goethe says: The highest that man can feel is the

harmony of idea and love.

We are aware that this harmony has been achieved here, for the time being only, I would al-
most say haltingly, in what we have now been able to do. But according to the intentions from
which its idea has flowed, this structure does not want to be anything other than a germ. But a
germ must not be judged only by what it initially presents itself as; a germ must be judged by
what can grow out of it. These courses have been organized to help get this germ growing.
And we have called you here because you are part of this building idea from Dornach. For
whatever I might relate to you about the building idea of Dornach, it would all have to be un-
finished, because this building idea can only be completed by those who have felt it going out

into the world and - each in his own place - accomplishing that to which this building idea,



with all that can be cultivated in the building, is to be the germ. I can only speak to you of

something unfinished.

To complete what is intended here, that cannot be done in Dornach, not by those who would
work here, however fully; that can only be done effectively by you, by going out into the
world and completing what can be hinted at here but must remain unfinished. You are not
called upon to admire or evaluate the building, but to complete it, to be the further material in
which the world spirit itself works, in which it is freely grasped by you so that in today's social
distress, in today's decisive moment in world history, something may be done for the further
development of humanity that leads not to barbarism but to a new, luminous ascent of human
development. We would like the walls, columns, windows and domed spaces to speak to you:
become the fulfillers of the architectural vision of Dornach! For it is in this sense that we have

truly counted on you.
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