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8. The building idea of Dornach

Dear attendees!

It is my task today to speak about the place that is to be a center of activity for everything that
can radiate from the work in which you have participated here in such a deeply satisfying way
over the last eight days. I may say in a deeply satisfying way, for the reason that you will be-
lieve me when I say that [ am connected with this work in the deepest sense and therefore may

express the deepest satisfaction about the course of this congress.

Now, my dear attendees, the Goetheanum is, so to speak, a physical manifestation of that
which, in the most diverse ways and in the most diverse fields, would like to emerge as the re-
sult of anthroposophical spiritual science in the world. When it first emerged in the world, an-
throposophy naturally did not immediately have its own place of activity, and it could not even
be thought of, not even remotely, to build a place of activity for it. After about a decade of ac-
tivity, a number of people who believed in the anthroposophical worldview came up with the
idea of creating such a center for anthroposophy. The idea had initially come from the impres-
sions gained from the performance of the mystery plays, which we started in Munich in 1910.
It struck a number of our friends how unsuitable the architecture of an ordinary theater, such
as we had to use to stage the mysteries at the time, is for what is actually artistically intended

by anthroposophy.

And so the plan arose to found a kind of college for anthroposophy. The first attempt was to
build in Munich. Land had already been acquired in Munich. But now the question was that
precisely because anthroposophical spiritual science wants to be what has been spoken of here
again in these days, the same could not be said for such a building as is otherwise the case.
You have a society or an association, as you will, that has set itself some goal and believes it

needs its own building. You get in touch with some master builder, an architect, and receive



his suggestions. The building is constructed in the antique, Renaissance, Gothic style or simi-

lar, and then the events of the respective association or society are held in such a building.

Those who are thoroughly connected with their own soul life, as it should be, with an anthro-
posophical worldview, can never agree to such an outward agreement for a framework, for a
wrapping of that which is to be created through anthroposophy. Because it has been empha-
sized over and over again: Anthroposophy is, on the one hand, a science of the spirit, of the su-
persensible, arising from the deepest sources of human knowledge. But it is not a theory, it is
not a sum of abstractions, it is not something about the world and about life; it becomes, as it
develops, life itself, it takes hold of the deepest inner impulses of the whole, of the full human
being, and pursues everything from the inner being of this full human being, whatever it can
be for him. In this way, it not only stimulates the impulses for scientific research, but also for

artistic creation.

Not as if out of the true anthroposophical spirit — I have already mentioned this in my evening
lectures — not as if out of this spirit an allegorizing or symbolizing art wanted to arise; that
would not be art at all. Not ideas are to be transformed into symbolic or allegorical forms. No,
anthroposophical spiritual knowledge penetrates into the depths of the human soul and takes
its origin from sources that can flow into the world in other currents than in the field of the
presentation of ideas. And so the one stream of the presentation of ideas arises as the one, and
the other stream, the stream of artistic creation, in addition to many others, from the same
source. But it is not about the translation of spiritual science into art or into sham art, but
rather about an elementary, very original, I would say, expression of the artistic. In Dornach
today, one can see how nothing symbolic or allegorical is striven for, but how what is intended

to be art is conceived as art and created out of the artistic.

I would like to express myself with an image: if the relationship between the anthroposophical
worldview and art is really as I have just described it, then this anthroposophical worldview
must not allow itself to be built a place from the outside, in some style that for the Greek, for
the Renaissance, for the Gothic worldview. Instead, the anthroposophical worldview must be
housed in a building that has arisen out of the most original impulses of anthroposophy. Then
the matter must be such that, for example, speaking takes place from the podium, singing or
reciting or acting in eurythmy takes place on the stage, and so on; that which emerges in this
way to the people must, so to speak, be the one language, and the other language must be the
building forms, must be the architecture that envelops that which wants to reveal itself within
the space. Anthroposophy must not accept a style from outside; Anthroposophy itself, being

intimately related to the artistic, must appear as a creator of style.



This is what was there, I would like to say, with the same inner spiritual necessity as - now |
would like to express myself through an image - as the nutshell cannot be different in its for-
mation, in its design, than it is. The nut fruit and also the nutshell arise from the same lawful-
ness, from the same forms and life forces. He who sees the one can judge the other. This must
also be the case with the structure for the anthroposophical world view. Therefore, what was to
become the style for such a structure could arise out of all that was alive in the ideas of

anthroposophy.

It is understandable that this met with resistance at first from all those who cling to the old,
who cannot imagine that the development of humanity can only come about through the con-
stant emergence of new and new metamorphoses of human labor, human creativity and human
insight, and so — and I emphasize this — it was not the police or the government that rejected us
at first, but the art world rejected our styles for Munich. It is not our fault that the building was
not built in Munich, where it was originally intended to be. Of course, in the end people grew
tired of submitting, I might say, to the yoke of what would have been dictated to them from the
old ways of thinking. Those who knew what kind of architectural style must arise from the an-

throposophical worldview were not allowed to have their wings broken.

And so it happened that through the donation of a friend, our project on the hill near Basel, in
Dornach, in the northwestern corner of Switzerland, could be realized, and that the foundation
stone could be laid in the fall of 1913. Of course, we fell into the most difficult period of
Western cultural development. But we have at least already come so far that a whole series of
university courses have been held in the building since last fall, which is still far from

completion.

Now I would like to characterize in just a few words how that which lives in anthroposophy
has poured out into an architectural style. That, ladies and gentlemen, is precisely the essence
of anthroposophical research, of anthroposophical knowledge: that the concepts, that the
whole forms of knowledge live, unfold in free activity, and this led, I would like to say, in a
very elementary, naive way, to transferring the old architectural styles, which are based on the
geometric, symmetrical, mechanical-static, into the organic. And so the previous architectural
styles are, I would like to say, external images of that which can live in the static, in the carry-

ing, in the load-bearing and in the symmetrical, in the geometric.

Of course, the Dornach building and my words here are not a criticism — it would be foolish
towards these architectural styles — but it is a matter of drawing on progress. In this case, it
could only consist of the geometric, the symmetrical, the static being transferred into some-

thing that, in all its forms of expression, in all its formation, also represents the organic, just as



the inorganic is otherwise represented in architectural styles. I am well aware, esteemed atten-
dees, of all the objections that can be raised against such a thing; but it had to be done at some
point, based on the fundamental impulses of an anthroposophical attitude. There had to be a

building idea that is lived and woven through the contemplation of the organic.

And consider what that actually means in terms of the human body itself. Take the smallest or-
gan, perhaps it will be most illustrative. Please take your earlobe, a very small organ, it has a
certain shape and size. If you feel the whole meaning of the human organic structure, feel it ar-
tistically, then you will say to yourself: firstly, this earlobe could not be in any other place in

the human organism than where it is, and secondly,

in the place where it is, it could not be other than it is. The same had to be achieved with all
the individual forms in the construction of the Goetheanum. One had to connect inwardly with
the metamorphosing formative forces that otherwise live in the organic, and one had to experi-
ence what must of course be observed as the basis for every building idea: the geometric, the
symmetrical, the static. One had to experience this through what can be experienced in this
way in harmony with organic creation. Every single shape, every door, every window, every
column, every detail [of this building] had to be individually felt. And the whole, in turn, had
to be the one that, as a unified organic building idea, could absorb these individual organic

building elements.

One difficulty arose from the fact that the matter was initially conceived for Munich in such a
way that, in fact, only interior design would have been considered in the main. The building
was to be surrounded by houses that anthroposophical members wanted to acquire, so that the
exterior architecture would have been of little consequence. When the building had to be
moved to Dornach, the space available was a completely open field on a hill, on a Jura hill, in
a Jura configuration. There were unobstructed views in all directions and a clear view of the
building. The mountain formations were there, and the whole thing had to be adapted to them.
Since the interior design could not be changed much due to the haste with which I promoted
the matter at the time, it was necessary to design the exterior in accordance with the finished
interior. That is the thing that still leaves me somewhat dissatisfied today, because the person
who will fully appreciate the whole can already see a certain discrepancy between the exterior
and the interior design. However, every effort has been made to overcome the difficulties as
far as possible. And in such a matter, basically only something incomplete can be created in
the first attempt. But that is also the only reason for the Dornach building, to start a new archi-
tectural style, which cannot arise from any other foundations than those that can be made at all

for modern civilized life from the knowledge of the spirit of the world.



The way the Goetheanum presents itself to the observer when approaching from afar is con-
nected with the overall task: one is dealing with something that arises in the depths of the hu-
man soul, be it art or science, and that the person who has fathomed it has a duty to communi-
cate to others. We are dealing with something that comes from the bottom of the heart, with
something that is taken from the whole soul by someone who truly understands. This can be
felt. And it may be demanded of the one who can feel it that this is now translated into con-
templation. As I said, nothing should be thought up, no idea should be cast into form. But what
I have just hinted at can be felt, can be experienced inwardly, this relationship of an intimate
unity to a receptive other unity and the union of the two. By feeling this, it arose for me quite
naturally only in contemplation, not as an allegory or as symbolism, a double-domed building,
designed in such a way that two domed spaces met in a segment of a circle. And it seems to
me that in this form of construction one can feel everything that a soul can feel in relation to
anthroposophy and the world, as it must actually be felt as the ideal relationship, as the blissful
relationship. And I believe that, just by looking at the outer form, one can feel this when ap-
proaching the hill at Dornach, just as one feels the inner necessity of the form of the nutshell
compared to the form of the nut fruit; one can feel that there is something in the two juxta-
posed domes of a large and a smaller dome structure that should be explored in the most inti-
mate way, and yet at the same time wants to openly communicate with the world. That is what

is expressed first in the external forms that I will take the liberty of showing you.

Yes, please, now the first picture (Fig. 5).

Figure 5/figcaption>



You see, dear attendees, here is the road that leads to the west side of the building. The build-
ing is a concrete structure down to the upper terrace. From here on, it is a wooden structure.
You first enter the concrete structure. In the concrete structure - we will see later - is stored.
Then you go up the stairs and come to a foyer and from there to the actual auditorium. You can
see here in this motif how an attempt has been made to transfer the otherwise existing forms of
construction, which, as I said, are based on the purely geometric, symmetrical, static or dy-
namic, into organic forms, but not in a naturalistic sense, not in such a way that natural forms
would have been imitated. No one can ask what something depicts, just as one cannot ask
what a plant leaf or a human ear depicts. It is something that has its inner form of life and vi-
tality and life force within itself; something that justifies itself through its own form and its
own unfolding of life.

When you create such a form, you do not feel that you are imitating something, but rather you
feel, as a human soul, inwardly connected to that which lives metamorphosing in the plant
from leaf to flower to fruit, shaping and reshaping everything, if I may use this Goethean ex-
pression. And that is what we have here, not something copied, but something formed in such
a way that is otherwise only formed in the organic world. Those who then see the building it-
self may perhaps be able to see how we have tried to sense artistically from the material all
around. It was rather difficult — I will have to come back to this later — to find forms for the

concrete, a new material.

The next picture (Fig. 6): You can see the entrance to the west portal again. Here you go in,
here left and right up, then you enter a vestibule, then the actual auditorium. The second,
smaller dome is now completely covered by the larger dome of the auditorium. All the individ-
ual such secondary forms are in complete harmony, and in fact in organic harmony with the

larger forms.



Figure 6

The next picture (Fig. 7): Here you can see the building from the southwest side; here the en-
trance, here the west portal; here the south side, here a transverse building, which we will see
in more detail; here the entrance from the south side. You can see how this main form reap-
pears here in some window forms, but actually in such a way that the main form is formed
quite differently than the window forms. It is really the case that, when designing in this archi-
tectural style, one has to form organic shapes in such a way that, let us say, at the bottom of the
plant there is an entire unnotched leaf, further up the leaf is notched, becomes of a very differ-
ent shape, then in the sepal again something else. One must have the possibility, so to speak, to
slip with one's feeling through all the possible forms that arise within, which are quite different

according to external sensuality, but are inwardly spiritual and yet quite the same.




Figure 7

Here the large dome, there the small one. One of the issues, for example, was to find the right
roofing for this building. The building had to appear as a unified whole, and, I would say, fate
brought it about: While I was still occupied with the idea of building, I had to undertake a lec-
ture tour in Norway, from Kristiania to Bergen, and from a train I saw the wonderful slate
quarries of Voss. And just as this Voss slate presented itself to me in brilliant sunlight at the
time, I said to myself at that moment: this belongs to the covering of this building. And indeed,
a certain necessity for it will be felt by anyone who comes to Dornach and sees the wonderful

grey-blue of this slate, shining and radiant in the sunlight.

The next picture (Fig. 8): Here you see the building from the south side. I emphasize, here
would be the entrance, here is the side wing, as there is one on each side of the building. Here
are the storerooms for the equipment, dressing rooms for performances, here the dome of the
stage area. This is where the two domes meet. And it is precisely at the point where they meet

that these side wings are located.
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Figure 8

The next picture (Fig. 2): Here we have the construction from the northeast, and you can see
the stage area, the dressing room, the storage room, [the large dome partially covered by the
small dome]. Here is the so-called boiler house, which is completely made of concrete, and it
is perhaps the one that is most [challenged by individuals], and that is because, firstly, an at-
tempt was made to find a form out of the concrete material with a real sense of the material,
but then to find a form in the way that is only possible for utility buildings. The lighting and
firing systems had to be accommodated in it. It was important to see what the whole thing

looked like and how it would appear. That was the nut to crack, so to speak, and the concrete



shell had to be built around it according to the same principles. And I tried to think it through
to the point where the whole shape of this building is only complete when the smoke comes
out here, when it is in full operation. The shapes of the smoke clouds actually belong to the

whole shape.

Figure 2

The next picture (Fig. 3) offers a completely different view. There is a small domed structure
nearby that had to be built for a reason that I will explain later. This composition of a building
with two domes is intended to be another metamorphosis. Here the domes are intertwined, in-
tersecting, while there they are separate, on the adjoining building. But this then means that all
the details of the structure had to be designed differently.



Figure 3

The next picture (Fig. 20): Here you can see the floor plan. Here is the entrance; below that
would be the room for storing clothes. Here are the stairs. You go up these stairs and come into
the vestibule, which we will see in a moment. Now you enter the auditorium. Here is the space
below the organ, which is slightly elevated, with the other musical instruments. Here are the
rows of benches for about a thousand spectators, here on each side are seven columns. These
seven columns are, as we shall see, only symmetrical in relation to the only axis of symmetry
that the whole building has, and which runs from west to east. The whole building is symmet-
rical in relation to this west-east direction, so that the capital of the second and third column is
not a geometric repetition of the first column, but the capitals are progressive, metamorphos-
ing forms from the first to the seventh column, and only this column is symmetrical with this
one, the second with the second here and so on, so only symmetrical in relation to the one axis
of symmetry. The rest in the course of this axis of symmetry is perceived in organically pro-

gressive transformation.



Figure 20

The next picture (Fig. 21): Here is an average in accordance with the axis of symmetry. Here
are the storerooms, the stage rooms, the smaller domed room, the large domed room, here is
the floor of the auditorium rising, here the entrance, here then the anteroom, here you come in,
put your things down here, here is the staircase. You come into the anteroom here and go into

the auditorium under the organ here.
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Figure 21

The next picture (Figure 22): Here I have taken the liberty of showing you the model, cut in
the same section as the one I have just shown you. This is the first model of the structure,
which I made in Dornach during the winter of 1913—-1914, partly out of wood and partly out of
wax. The structure was then built according to this model. The model contains the essential

building idea.

Figure 22

The next picture (Fig. 10): Here we have the west portal, the main entrance, seen in more
detail.
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Figure 10

The next picture (Fig. 12) shows a detail. If you approach from the south side, you will see a
similar detail here. You saw it earlier at the building itself. But here you see a concrete house,
the house of the friend who provided us with the land back then. An attempt has been made to
design this house as a concrete mold for the residential building in the style that it must have

next to the building.



Figure 12

The next picture (Fig. 13): This is a side wing. You can see here the window forms in more de-
tail, that is, the forms that the main form, which is on the west portal, takes on in metamorpho-
sis. The next picture (Fig. 11): Here is such a metamorphosis of the main form above the west

portal at one of the side entrances.




Figure 13

Figure 11

The next image (Fig. 14): Here, isolated so that it can be seen better, is a motif of one of the

side entrances, and the concrete walkway, a gallery, a terrace.

Figure 14



The next picture (Fig. 23): Imagine, dear attendees, that you have now gone down through the
gate in the concrete building that I have often pointed out to you. You enter; here are the stairs
leading up to the auditorium, here is the stairwell. You see, I have dared to replace the usual
pillars or columns with something that is organically designed, and in such a way that, artisti-
cally speaking, it can only be in the overall organism of the building as it is, tapering outwards
with reference to its curves towards the gate, where it has little to bear, bracing itself here, as a
muscle braces itself where it has to bear, because here the whole weight of the building rests.
But it was not attempted to make it out of thoughts, so that one can say that something is
meant to express something. It does not express anything other than, for example, the human
thigh expresses in its architectural structure. It expresses itself, that is, what it is for the organ-

ism as a whole. And one must have the feeling that it cannot be otherwise.

Figure 23

Of course, when people with habitual ways of thinking approach something like this, their de-
sire to ridicule is stirred up. And since they can usually only think in a naturalistic way, they
don't really know what to imagine by it. It seems organic to them, but they can only imagine
the organic in naturalistic terms, as an imitation. Then along came an obviously very clever
critic who noticed, as it seems, that it represents a certain strength. It has to bear weight, it has
to represent a certain strength. But since he can only think in naturalistic terms, an elephant's
foot occurred to him. But then again, it seems to him that something of an artistic-critical con-
science has arisen, and he felt that it does not look like an elephant's foot. But now he already

has this idea of the elephant's foot, it was already on his mind. He thought, but it must be an



elephant foot. But now it was not as thick and clumsy as an elephant foot, and he thought it
was rachitic, and now, in order to do justice to both these impressions, he said it was a
“rachitic elephant foot”.

The next picture (Fig. 24): You see, at this point I felt how it must be for someone who enters
our auditorium via these stairs. They must, so to speak, receive the feeling that Inside, my spir-
itual powers will be balanced by spiritual insight. Now, the whole feeling was realized for me
in such a way that I had to make three such perpendicular forms, which stand perpendicular in
the three directions of space. Believe it or not, it is still true: only when I had already done it in
this way, when I had the model, did it occur to me that it reminds me of the three semicircular
canals that are perpendicular in the ear and that, when injured, cause people to faint. One must
unite one's own experiences of the soul with the sense of the creative forces of nature, then one
discovers things that are by no means — I must keep saying it — symbolic or allegorical, but

that come entirely from artistic feeling and yet have an inner necessity in themselves.

Figure 24

It is true that I actually prefer it when what I say about the building tonight is not expressed at
all, but only felt when looking at the building, because the building should speak for itself. I
don't really like talking about the building the way I am doing tonight. But not everyone can
see the building over and over again; in art, one speaks of artistic works, and so perhaps one

may try to talk about the building through a surrogate.



The next picture (Fig. 23): you can see here the staircase that was only hinted at there, here the
form just discussed, here the “rachitic elephant foot”. You can see here, for example, this
curve. | hope that whoever enters the building will feel the necessity of these forms at this
point from the sense and view of the entire building.

Figure 23

The next picture (Fig. 26): Here you see a concrete mold — formed out of the wood above, it is
somewhat different — for a radiator cover. This is also a form that arises from the feeling of
saying to yourself, what do I have to put in front of a radiator, which grows out of nature like

an organic thing, but which does not bring it to life, only the conclusion is for a radiator.



Figure 26

The next picture (Fig. 27): Now we have gone up the stairs and are here in the anteroom,
which is only the anteroom, which is already quite in the area of timber construction. Here you
see a column, and quite distinct from the sense of space in this place, you see this one column
capital with its various curves, which reach out in the most diverse ways in the most varied di-
rections in space, formed out of the sense of space itself. When you come to Dornach, I would
ask you to see that in this room which is perhaps most clearly visible because it is the simplest.
You will see that the whole thing is carved out of wood and it must be said again and again
wherever there is an opportunity, that friends have devotedly worked for many years to bring
about this building, because all of it is carved by hand after very crude carpentry work, all of it
is carved by hand by our friends themselves, including this wall, which is individually de-

signed in a variety of curves in different directions.



Figure 27

What I would particularly ask you to see is precisely the treatment of the wall. The whole
building idea of Dornach resulted from the fact that the wall had to be conceived differently
than one has been accustomed to, always thinking of walls. Walls are something final and lim-
iting for the old architectural styles. Here they are not, here the thought should not arise: when
you are inside the Dornach building, you are in a closed room. This thought should not arise.
You come in and you should feel all the walls as if they were designed in an artistic way that
actually makes the walls artistically transparent, so that you feel inside as if the wall does not
close you off, but through its own form, which artistically makes the wall transparent, con-
nects you with all the secrets of the macrocosm, allows you to look out, to look out inwardly,

spiritually and soulfully into the vastness of the world.

The next picture (Fig. 28): We have entered through the space below the organ, are standing in

the auditorium, looking back and see here, somewhat elevated, the organ space.



Figure 28

The next picture (Fig. 30): But this is not yet the finished organ motif, rather it is the model,
which you can see here is still unfinished. The framing of the organ should also be developed
in such a way that one has the feeling that the organ has not been placed in some corner or on
some side, but that one has the feeling that the organ grows out of the whole organic structure
as a necessary element. This motif would then have to be added later, in keeping with the

height of the organ pipes. That was the first wax-wood model.



Figure 30

The next picture (Fig. 29): Here is the organ motif, here you enter. This is directly above the
organ. These are the two columns to the right and left of the axis of symmetry. There you can
see the sequence of columns. This sequence of columns with the architrave-like structure
above it, [ was already able to show in the first model earlier. But here I may draw attention to
the fact that you see here the simplest capital motif; now the following capital motif is some-
what more complicated, the third again more complicated and so on. It is the case that the
same formative forces, the same formative maxims that can be seen in nature, ascending the
plant stem, metamorphosing the leaves, are at work here. The leaves are outwardly different in
shape, but inwardly, in the sense of Goethe's theory of metamorphosis, they are ideally or spir-

itually the same.



Figure 29

If you now feel this form, descending, this ascending, but not in thought, but in artistic con-
templation, and then connect with the creative forces of nature in such a way that you can re-
ally can deduce one from the other in the same way that the next plant leaf, which is shaped
differently, emerges from the previous one, then you get these following forms; but, as I said,
they are meant artistically. And it follows from this that it is actually of no particular value to
focus attention on only one capital; what is important is that each capital emerges from the one
that precedes it. For it is precisely this living transformation of one into the other that brings

life to the building. And the same applies to the architraves.

I might say that you make some astonishing artistic discoveries. When I had designed the capi-
tals according to the same principles as the advancing bases and architraves, I was able to fol-
low a line of development. The idea of development has become a central tenet of modern
knowledge. But one has — just look at this in the works of Herbert Spencer or others who have
developed the idea of development in an abstract form, not in an inwardly living form — one
has always believed that development progresses in such a way that first there is the primitive,
simple form, then comes the complicated and so on and more and more complicated, and the
last form is the most complicated. You can think that up if you think abstractly, but you can't
express it artistically. If you express it artistically, the most complicated form is in the middle,
then it becomes simpler again. One is simply pushed by artistic feeling to ascend to a middle

most complicated form, and then to pass into the simpler one.



Then, however, one comes to realize that nature itself does it that way. The human eye is in-
deed the most perfect in the series of living beings, but not the most complicated. In its simpli-
fication, it no longer has the organs, for example, the fan and the xiphoid process, which are
found in certain animals that have less perfect but more complicated intermediate forms of

eyes. That is what I would particularly like to emphasize here.

Nebulous mystics, people who want to ramble on about everything, naturally ask: Why are
there seven pillars on each side? There is no other answer to that than: Why are there seven
colors in the rainbow, seven tones and the octave as a repetition of the prime in the tone scale?
It is an inner necessity. And precisely when one feels this inner necessity quite objectively,
then one does not lapse into nebulous mysticism. That something was done in nebulous mysti-

cism in the Dornach building is simply a calumny.

The next picture (Fig. 33): Here I present to you — here the organ motif — the two first forms,
the simplest with the architrave motifs above them. I will now show the following in such a
way that I always show a column, then this column together with the next, then the next in
turn together with the next, and so on, so that you can see how the lively sense of progression

from one column capital to the next and from one architrave motif to the next takes place.

Figure 33

The next picture (Fig. 34): Here, then, the first column, isolated, leaning down, rising up, but
the whole thing sensed in its polyhedral spherical form.



Figure 34

The next picture (Fig. 35): The first and second columns, progressing from a simpler motif to

a more complicated one, as well as with the motifs above them.

Figure 35

The next picture (Fig. 36): The next is the second column by itself. The next picture (Fig. 37):
The second and third columns continue. The next picture (Fig. 38): The third column by itself.



Figure 36

The next picture (Fig. 39): the third and fourth columns. It is becoming even more compli-
cated, and from these motifs one gets one such that any observer will believe that it was actu-
ally conceived as a single entity. However much it may seem familiar to you, if you have
heard anything about mysticism — I hope not in a mystically nebulous way — it is simply ob-
tained here by a metamorphic transformation of this motif. You can see it here, I would say, al-

ready in the forms.



Figure 39

The next picture (Fig. 40): This is the column still by itself, which was the fourth here.

Figure 40



The next picture (Fig. 41): Here you have the column that we just had. From this, then, by
simply letting this motif continue to grow through metamorphosis, not by actually only devel-
oping this motif, this motif emerges. I believe that someone who had formed this concept in-
tellectually, not emotionally, would have placed the same motif here [on the architrave above
the fourth column] over the motif [on the fifth capital]. This did not occur to me because here
[on the capital] I am dealing with columns in which the motifs that enclose a polyhedral shape
can be felt. These motifs arise differently than those [of the architraves], where the surfaces
are mounted; there they are distributed differently in space, and can only be understood from a
sense of space.

Figure 41

The next image (Fig. 42): This [fifth] column on its own. It looks like a caduceus, but is sim-

ply the metamorphosis of the previous chapter.



Figure 42

The next picture (Fig. 43): This column and the one that emerges from its metamorphosis.
When you have arrived at this most complicated one, the motif simply wants to become sim-

pler again. It discards certain complications, it becomes more perfect, but simpler.

Figure 43

The next image (Fig. 44): This is the [sixth] column capital by itself.



Figure 44

The next picture (Fig. 45): So it has jumped over from one side to the other, it is this motif and

then it becomes this through transformation.

Figure 45

The next picture (Fig. 46): This is the last motif.



Figure 46

The next picture (Fig. 47): Here you have the last column of the auditorium, here is the slit be-
tween the auditorium and the stage, here is the first stage column. Here you can see into the
stage area. Here is the dome of the stage area seen from the inside. It is still equipped with
scaffolding. It is under construction.



Figure 47/figcaption>

The next image (Fig. 48): I will now take the liberty of showing the metamorphosis of the
pedestal figures in quick succession, so that it does not take us too long. You will see how one

pedestal motif — for the columns of the auditorium — develops into the other.



Figure 48

The next picture (Fig. 49): So it gets more complicated. The next picture (Fig. 50): The third
pedestal.

Figure 49
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Figure 50

The next picture (Fig. 51): Next picture. The metamorphosis advances in this way. It is always
the case with this metamorphosis, when it is felt through, that it tends to slope downwards
again and new forms arise, expanding. The necessity for further development can only be felt
artistically, not speculated upon.

Figure 51

The next picture (Fig. 52): The fifth base motif. The next picture (Fig. 53): The sixth motif.
The next picture (Fig. 54). The seventh motif.

Figure 52

The next picture (Fig. 55): Here you can see into the stage area from the auditorium. This is

the painting of the small dome, below it the stage area. The auditorium would then be here.



You can see here into the small stage area from the auditorium facing east. This is the end of
the auditorium. It is a motif; here the auditorium, then comes the curtain, which then belongs
to the small stage area. It is the conclusion to the east. Below it will be the nine-and-a-half-me-
ter-high wooden group, which I will talk about later, covered here by a wooden roof, which, in
its various forms, synthesizes everything that is distributed over the other forms of the capitals

and architraves.

Figure 55

I would also like to show some columns from the small domed room, i.e. the stage area. These
columns are made according to the same principle, but because of the small size of the room,
because of the whole complex, the capital forms are different again, but they are asymmetrical

in relation to the west-east axis.

The next picture (Fig. 58): Another column from the small domed room. The next picture (Fig.
59): Yet another. The next picture (Fig. 60): Yet another.



Figure 60



The next image (Fig. 57): Once again, the view from the auditorium into the small domed
room. Here are the columns of the stage area. Performances will take place here. I have re-
designed the bases of these columns in the small domed room as twelve seats. This was possi-
ble because this room can also be used as a meeting room. And because a meeting of twelve

people was not intended to be mystical, but arose from the overall architecture.

Figure 57



The next picture (Fig. 67): Here you can see what I just called the roofing. The columns of the
small domed room would be here. Carved out of the wooden wall in various forms, these
forms synthetically summarize the others. Below that is the nine-and-a-half-meter-high
wooden group (Fig. 93).

Figure 67



Figure 93

Now I come to the painting of the small dome. In this small dome, what must be aimed for in

painting is gradually, perhaps, already achieved, despite all imperfections, not in the sense of



artistic perfection, but in the sense of artistic intention. In one of my mystery dramas, I have a
character suggest how painting should actually develop, so that gradually one no longer seeks
the pictorial motif from the drawing, from the forms, but that one seeks it from the color and
color harmony. That is how I had the character express it, that “form becomes the work of

color”.

Now, since everything depends on the color in this painting of the small dome, it cannot be
shown in these black-and-white afterimages, what is meant. But I think you can gain some-
thing from the fact that you might feel that something is wrong with these reproductions, that
what you see is actually nonsense. And this feeling that it is actually nonsense is just an ex-
pression of the fact that one actually feels the necessity, it must be created from the color ev-
erywhere. And the human form, no matter how individualized it is, is thoroughly felt from the

color.

The next picture (Fig. 72): Here this child, which — here would be the first column, the other
column of the auditorium here, here the curtain, here this orange-reddish-yellowish child
painted — which stretches out its hands and its gaze towards this fist figure [Fig. 70]. Of course
one can see a fist-like figure; but for the person painting, what matters is the blue bruise and
how it relates to the other spots, that is, to the orange-yellow spots and so on. The colors repre-
sent a whole world, a cosmos in itself, with something creative in it; one can extract the form
from what the colors speak to one another in the universe. It is the conversation of color, the
color word, the creative color word. If one really feels all this artistically, then, just as the
world is rightly described as emerging from the word, human, superhuman, and subhuman fig-

ures arise from color as it intensifies into the color word.




Figure 72

Figure 70

The next picture (Fig. 70): This is where the child would be, here the only word in the entire
structure, here a kind of fist figure emerging out of the blue. As I said, the feeling arises from
the color, and we are transported to the sixteenth century, to the culture of the sixteenth cen-
tury. It is the dawning of that culture which we ourselves still carry within us in our spiritual
life, the culture that rushes towards abstract knowledge. Those who do not experience it as it is
largely experienced today by people, but who experience it with the whole, with the whole hu-
man being, feel the Faustian struggle within our modern knowledge. This Faustian struggle
has led to the fact that only in recent times has man come to the full feeling of the I, and now
of the unformed, inartistically written I, which is experienced darkly within. What can be
borne is only that which one has in knowledge, when one feels it out of the fullness of the hu-
man being in the proximity of the child; for that which we will see in a moment, what is
painted here, is linked from the brownish blackness below the fist, it is linked to the danger of
modern knowledge for those who feel from the fullness, it is linked to death, because our
knowledge only delivers the dead to us. And whoever not only thinks through theoretically,
but inwardly experiences that our concepts themselves are corpses as concepts, always feels
death standing beside him out of the Faustian striving, and so he longs for birth, which shows
itself on the other side in the child.



The next picture (Fig. 71): Below Faust — here it would be Faust — [Death] is taken out of the

black-brownish area.

Figure 71

The next picture (Fig. 73): Here the fist figure is merged out of the blue as a larger area, here
the child, stretching out its hands, arms, and gaze, with Death below. Above it, a kind of in-
spirer, as these figures, which have been tried to be created out of colors, always represent -
one can feel that, it is always initiated quite instinctively from the color harmony - the initi-
ates, who receive the secrets of the world from inspirers. Here, then, is Faust, and above him is

his inspirer.



Figure 73

The next picture (Fig. 74): This is the inspirer of Faust; below it, Faust would be taken out of
the blue, yellowish, reddish colors.

Figure 74



The next image (Fig. 75): A Greek figure as you go further into the dome. Here there would be

Faust with his inspirer, here a Greek figure with the inspirer above.

l+Figure 75

Figure 75

The next picture (Fig. 76): The inspirer; yellow and yellowish-white, sunny like an Apollo
countenance, here below somewhat like an Athena countenance; but all this is drawn from the

color word.



Figure 76

The next picture (Fig. 77): These are inspirers, spiritual beings that do not incarnate in the
flesh, but who have an inspiring effect on those who live on earth in the flesh as human

beings.



Figure 77

The next image (Fig. 78): An Egyptian person, inspired by the two preceding ones. An
Egyptian initiate, brought out of the brownish-bluish-blackish coloration.



Figure 78

The next picture (Fig. 79): We are moving more and more towards the east, towards the center
of the dome, so to speak. Here below is a type of human being that lived as an intellectual be-
ing in the whole zone from Persia north of the Black Sea in ancient times, and then developed
in Central Europe in the Germanic being; here, in the arms of the child, is the aging human be-

ing who carries within himself the memory of the boy.



Figure 79

The ambivalence, the dualism that manifests itself in the Germanic nature when it becomes
knowledge, reveals itself, precisely in this Germanic nature, always reveals itself by con-
fronting powers: the Luciferic, which you see here, taken out of the yellowish-reddish, the
Ahrimanic taken out of the brownish-yellowish. The Luciferic and the Ahrimanic, we shall see

again later in the central figure, they are the two essential ingredients of the human being. Man



can only be understood as a kind of state of equilibrium, which must be continually striven for,
but which is continually in danger of falling out of itself, of falling towards what would
present itself on one side, and on the other side, if the extremes were to develop one-sidedly.
This is what man would be like if he had only a heart and no intellect. Then the rest of the hu-
man form would adapt to what the heart makes of the human being. This is how man would

look if he only had reason and no heart: the Ahrimanic, ossified in himself.

This secret of human existence can be expressed in three ways: physically, psychologically
and spiritually. In the luciferic form, which man does not become, but which he contains la-
tently within him, towards which he always strives as towards one side of his nature, what is
expressed is that which develops into pleurisy, which constantly places man in danger of fever.
On the other hand, man carries within himself the forces of aging; he is always in danger; in
morbid cases he succumbs to the physiological pathology of sclerosis, calcification. Between

these two states man lives.

Here dualism is depicted, as it does not yet extend to the complete interpenetration of forms, in
a kind of physiology that extends down to the animal kingdom, a kind of centaur. But then,
something like this has been done before. I have just tried to reproduce the faces of Mr. and
Mrs. Wilson in these figures, so that what is contemporary, what was particularly annoying in

this period, is also immortalized to some extent.

The next picture (Fig. 81): Here we see the ahrimanic figure just discussed; that is, what the
human being tends towards: physiologically in sclerosis, in calcification; psychologically, it is
all that in man tends towards pedantry, towards moral intellectualism, and so on; spiritually, all

that is actually most alive when man awakens and returns to his physical being.



Figure 81

The next picture (Fig. 82): the Luciferic figure all to itself. I have just discussed it physiologi-
cally. The psychic — that which drives people to enthusiasm, to wanting to go beyond them-
selves with their heads, so to speak, to falling into mysticism, into false theosophy — is some-
thing that can be found particularly in mystics and mystical societies. People are often in this
mood of enthusiasm, of soulfulness, so that they are always half a meter above their physical
head with their soul head, and with a certain inner arrogance - I have already spoken of this -
they would then like to look down on their fellow human beings. Spiritually, this is the human
being in the moment of falling asleep, of dreaming. These forces, to which the human being
tends one-sidedly, are strongest in the moment of falling asleep, while the others, the

Ahrimanic ones, are strongest in the moment of waking up.



Figure 82

The next picture (Fig. 82): The Germanic initiator, above him Mr. and Mrs. Wilson. He is
holding the child by the arm, shining next to his dark figure.

The next picture (Fig. 83): Here we are already quite close to the eastern side of the small
dome. Here is the Russian man, who actually always has his own shadow beside him. The one
who sees spiritually actually always sees a real Russian twice, because the Russian always has
the second man, the other, the double, with him spiritually. This is something that will only de-

velop in the future; now it is rushing towards destruction, devastation and ruin. But out of this



terrible devastation, out of this murder of human civilization, the good core of Russian-ness
will one day develop. As here the Germanic has been shown, here is the Russian. Here the in-
spirer, out of the blue.

Figure 81

The next picture (Fig. 84): Here, if you note this point, you will find above the Russian — there
is only one, as I said — the inspiring stars, above which there is a kind of cloud that forms the
centaur, which, via the stars from the cosmos, stimulates that which is still present in the
Russian today in an embryonic state of soul and spirit.



Figure 84

The next picture (Fig. 85): I will show you that from the other side in a moment. So over here
[far right of the image] would be what I have just shown. Here is the actual central motif [di-
rectly to the right of the image], and here is the same inspiring angel from the north side; but it
is created out of the orange and then, accordingly, this centaur figure. Below, there is again the

one Russian who appears in two.




Figure 85

The next picture (Fig. 86): We are now in the middle. Here you see the Russian and here the
inspiring blue angel and here the orange one, here in the middle the representative of human-
ity. Those who feel can feel the Christ in him. He stands there as the representative of human
equilibrium; from his right side he sends out the rays of love, which, like serpents, entwine the
ahrimanic form — that is, the sclerotic, pedantic, materialistic-intellectual human being; here
above is the luciferic figure, which is physiologically, psychologically and spiritually what I
have indicated.

Figure 86

This will be in the far east. This is painted on the inside of the dome, and below it, though dif-
ferently designed, as it must be for the sculpture, is the nine-and-a-half-meter-high wooden
group, which also has the Representative of Humanity in the center, who brings balance be-

tween the Ahrimanic and the Luciferic.

It so happened that the famous and influential Frohnmeyer wrote a pamphlet, a defamatory
pamphlet about anthroposophy, and in this pamphlet he makes the monstrous claim that “when
one comes to Dornach, one can see, as Steiner claims, that this is what the Christ looked like
in objective reality.” I don't say to anyone else that I see him that way and don't impose him
dogmatically on anyone, but I could only shape him as I saw him, he is the one who walked in

Palestine according to my vision. Above that is the Luciferic-Ahrimanic.



Frohnmeyer now says that he depicts a Christ there as objective, who has Luciferian traits
above and animalistic traits below. He [supposedly] saw it that way. Lucifer is above, the
Christ is shaped entirely humanly, below is Ahriman, here is still a piece of wood, it is not yet
finished in the wood. But someone writes it down who doesn't feel the slightest obligation to
research the truth, just as in the other case, as Mr. Kolisko told it today, someone writes down
the objective untruth and then apologizes by saying that he didn't have time to research the
truth.

Pastor Frohnmeyer was confronted with the matter. He then said that he had not seen it him-
self, but had copied it from another pastor, and since it had already appeared a long time ago,
he simply believed he could copy it. We did, in fact, send a correction from Dornach, but it
was not included. This is how things are spread todays; it is the level of conscientiousness with
which people work today. But one must keep saying: what should a theology look like that is

shaped only in this way? The person in question was also a lecturer at the University of Basel.

The next picture (Fig. 87): the figure of Lucifer in itself — here the figure of Christ would be
underneath — this has been brought out of the red.




Figure 87

The next picture (Fig. 88): the Ahrimanic figure by itself. You see here the head, which is as it

should be in a being that has only intellect and no powers of the heart.

Figure 88

The next picture (Fig. 90): the painted representative of humanity, the Christ.



Figure 90

The next picture (Fig. 91): Here is my original model of the plastic Christ, seen in profile, who
is thus a wooden figure. And in the middle again this Representative of Humanity; above it, re-
peated twice, the Luciferic figure; below it, twice, the Ahrimanic figure. And then, on the side,
an elemental being growing out of the rock, which I will show you in illustrations so that you
can see how asymmetry has been attempted in the Dornach sculpture. The next picture (Fig.
92) is my original model for the Christ of the wooden figure. The asymmetry is taken so far
that, because the left arm is directed upwards and the right downwards, and the whole figure,
not just the face, should have physiognomy, the whole figure should be soul, that the held-up
arm on the left corresponds to the forehead, and the held-down arm corresponds to the fore-
head. This asymmetry, which is only subtly hinted at in humans, has been attempted here.
Such things had to be dared because the sensual should not be imitated, but on the contrary,
the spiritual, concrete [forming] behind the sensual should be observed, which underlies the

sensual formation.



Figure 91

Figure 92



The next picture (Fig. 98): This is a piece [of the execution model]. Here would be Christ.
Here is Lucifer, who aspires to the right hand of Christ. Here is this being, growing out of the
rock as an elementary being in complete asymmetry. You see, here it is attempted to overcome
the usual way of composing. Usually, one composes figures that one puts together. Here, the
whole group, which consists of a series of figures, is conceived as a unit, and the individual
figures are taken out of the whole down to their fingers, noses, eyes and eyebrows, so that, of

course, when the left is at the top, an asymmetry results, but one that is taken from the life of
the whole.

Figure 98



The next picture (Fig. 101): once again the striving Lucifer. Here would be the second

Luciferian figure, here the Christ figure.

Figure 101

The next picture (Fig. 99): This is my original Ahriman-Mephistopheles model.
Mephistopheles is, of course, only a later metamorphosis of Ahriman, who signifies physio-
logically, psychologically and spiritually what I have said. This model underlies all the

Ahriman figures. It was originally designed by me for the wood group in 1915.



Figure 99

The next picture (Fig. 106): Now I come back to showing you this heating house, here in pro-
file, so to speak, since I have already told you how it came about. It is often perceived as an-
noying; but people do not consider what would be there if one had not tried to shape some-
thing out of the concrete material, out of this brittle material, which might be more perfect

later on. There would be a red chimney here! I wonder if it would be more beautiful in reality.
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Figure 106

The next picture (Fig. 107): the boiler house, seen from the front. As I said, it is only when the

smoke comes out that you feel a certain necessity for these outgrowths.



Figure 107

The next picture (Fig. 103): This is the house that was built nearby, the glass house that is now
used as a construction office. Some eurythmy practice rooms are inside. It had to be built orig-
inally because the glass windows for the building were cut inside it. These glass windows
came about in such a way that what is otherwise only artistically executed — that the wall is ar-
tistically transparent — is formed in these glass windows right down to the physical level. The
motif that had been specified was engraved with a diamond pencil from monochrome glass
panes by friends who worked on it for years with tremendous dedication and devotion. This

had to be done first in this house. The glass panes are large and a separate studio building had



to be erected for this purpose. But it is designed entirely in the style of the whole. Two domes,
standing apart from each other, determine the very different shape of the building up to the
gate; the whole asymmetry, so down to the stairs, everything is individualized. Those who
come here will see that the lock and the door handle are individually designed.

Figure 103

The next picture (Fig. 104): the gate lifted out. The staircase individualized so that it can only
be as it is at this location. Here (Fig. 105) the lock, which also returns in various metamor-
phoses on the building, then the gate.



Figure 104

The next picture (Fig. 112): Here you see a sample of windows, engraved out of a [same-col-
ored] glass pane. One could allegorize and symbolize many things from these colors; but what
the person who feels the matter artistically likes best is to simply stand in front of it and let
this whole interplay of the light color tone with the dark color tone take effect on them because
the interplay — the glass panes are, after all, arranged in succession in different colors — this en-
tire play of colors undulates in the building, but in such a way that it does not make anyone

nervous, but on the contrary = as has been attempted — has a healing effect.



Figure 112

The next picture (Fig. 110): other motifs. Such Ahrimanic figures, scratched out.



Figure 110

Now, dear attendees, that was what I took the liberty of bringing to you as a single image from
this Goetheanum in Dornach. It is precisely the place where we should find the center of what
has been cultivated here for a week, through this week, which was actually dedicated to
Goethe's name, Goethe's essence and Goethe's work. And everything that the Goetheanum
stands for should be dedicated to this. Perhaps it will have emerged from what I dared to say in
the course of these discussions, that what wants to come before the world in anthroposophy

can work both artistically and cognitively.

Unfortunately, we are not yet finished; a great deal of effort and, in particular, a great deal of
sacrifice from our friends is still needed; unfortunately, it cannot come from the central states
at the moment because of the currency difficulties. The sacrifice of other friends is needed if
the building is to be completed. It cannot be completed otherwise than by this spirit of sacri-
fice being renewed. But it must be said that for a long time this spirit of sacrifice has been re-
vealed in the most beautiful, significant and understanding way for Dornach. And from the
feeling of the cultural significance of our cause, we cannot thank enough — I would say, from
the genius of this anthroposophical sense, we cannot thank enough — those who have been able
to possess this spirit of sacrifice. May it continue to exist so that Dornach does not remain a

torso, but can be completed.



In the past week, a worthy and beautiful contribution has been made by our friends in Stuttgart
and those who have joined them, and this is also intended to serve Dornach; and since I do not
belong to the organizing committee, but am only an invited guest, it will not out of place if I
also include myself — one knows how much effort a congress committee has, how it has to
consider all the details and the big picture and prepare them over a long period of time — to ex-

press my heartfelt thanks to this committee, even now that we are at the end of this event.

And then, we must indeed consider, my dear attendees, what calls are going out into the world
today. Everywhere we hear, in the broadest circles, the ethical needs - if only in words - of
what, in deepest reality, spiritual science wants to bring to the world. Do we not hear every-
where the yearning and speak of world brotherhood, which is to come about through all kinds
of world covenants in the most diverse areas of life, but unfortunately out of the old? World

brotherhood is sought; it is believed that this or that external event could lead to it.

But, my dear attendees, this world brotherhood cannot be found unless one has the deepest
conviction that it actually exists, but is hidden for our time in the deepest subconscious depths
of the human soul. But that is where it must be sought. That which is in the depths of the hu-
man soul must be sought and realized in the outer life, in social life. Then there will be world
brotherhood, then this world brotherhood will be able to create the outer institutions that be-
long to it. But this world brotherhood cannot be brought about through external institutions.
This world brotherhood, however, can only be found if man searches his deepest inner being

in the spirit, at the point where his own being is bound together with the world spirit.

Knowledge and art, so they should arise from anthroposophical attitude and anthroposophical
insight, as we tried to show in this week. Then, when knowledge and art emerge from human
spirituality, which experiences world spirituality within itself, then this experience will also be
a deeply religious one, one that will arise in man, entirely in the spirit of Goetheanism, that
Goetheanism that sought in Goethe himself the harmony of the three most ideal fruits of life:

science, art and religion.

If these fruits of life are there, then social life can also flourish for the benefit of humanity. If
we speak less of the religious, it is perhaps precisely out of true religious experience, out of
that religious experience that arises when science is sought in a spiritual way, art in a spiritual

way.

And in this sense, esteemed attendees, the conclusion may well sound as the beginning
sounded! Our dear friend Uehli began with Goethe, and may this event end with Goethe, with

his words, through which he expressed his attitude towards science, art and religion; for he



said what can also be our motto, which only must be developed further, in accordance with the
insight that we do not have before us the Goethe who died in 1832, but the one who has devel-
oped with the world, whom we want to serve with his further education and development. But
as a shining motto, everything that comes out of this work in the spirit of Goetheanism will be

able to draw on what lies in his words, with which this event should come to an end:

He who possesses science and art also has religion

He who does not possess both, may have religion
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