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“The Small Dome – The Unknown Being”: A Report
by Christian Thal-Jantzen and Johanna Berger

“The Small Dome – The Unknown Being” – Part One
School of Spiritual Science Conference of the Art Section
from 17 to 19 November 2017 held at the Goetheanum, Dornach, Switzerland.
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in English, not German! It can be done!

Rudolf Steiner Small Cupola Paintings (Egyptian and Greek Initiates),
First Goetheanum, Dornach 1918-1919
Douglas Cardinal speaking in the architecture “pre-conference” in the studio of
Henning Schulze-Schilddorf in Dornach; Marianne Schubert to far right, Peter
van der Ree to her left

Also on the two days before this conference the Art Section had
invited the Canadian architect Douglas Cardinal to speak about
his ground-breaking organic architecture. This event was also
conducted in English with translation into German. That is how it
should be done at a world centre! During this event we were also
treated to a lecture by Peter van der Ree on his new architecture
exhibition currently showing in Manilla, The Philippines, under
the auspices of Architecture Steiner, an Art Section outreach
activity based in England (exhibition titled “Living Architecture
– Balancing Nature, Culture and Technology,” see p. 25).

of six columns in the small dome. The floor slopes from the
back towards the front of the stage.
During the conference we were lead into the world of the small
dome in a series of illustrated talks by Alexander Schaumann
and one by Elke Dominik that focused on the two sets of six
thrones. Alexander began by inviting perspectives and questions living amongst the audience concerning this small dome.

Carl Kemper Cross-Section Drawing of First Goetheanum, from
Der Bau )(1984), p. 191; continues the curves of the domes to make
two complete cicles with small dome circle hovering above floor

These included a number of observations highlighting the special quality of the experience of the small dome as compared
to the large dome – for example, that the larger dome seemed
to have “landed” compared to the smaller, which had a strong,
soaring verticality, as if “taking off,” as it were. It was also
mentioned that if one were to project a sphere in the large dome
that is determined by the hemisphere of its dome, one would
find that the sphere just rests on the floor of that space. Do the
same in the small dome, and the projected sphere “hovers”
about 2 meters off the floor! (see drawing above) It was also
noted that the width-to-height proportions of the columns in
the large dome are 1:7, whereas those in the small dome are
1:10. This has the effect of further emphasising the contrasting
qualities of verticality already mentioned.

Douglas Cardinal National Museum of the American Indian, Washington, D.C. 1993-1998

Report on the Alexander Schaumann lectures on the “The
Small Dome – The Unknown Being”
The main theme and focus of this conference was the relatively
little-known small dome of the old Goetheanum, which was the
building’s stage. Its painted ceiling was the part of that building
that was best photographed – in fact, Rudolf Steiner would not
allow the ceiling of the large dome to be photographed, as he
did not consider the execution of the painting satisfactory. So
we only have a good photographic record of the small dome. As
with the large dome, the auditorium, we have a good record of
the architrave, the capitals, and the bases. In the case of the small
dome the column bases are seats or thrones. There are two sets
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We know that each of the seven carved capitals in the large dome
has a relationship to the seven past, present, and future planetary
incarnations of the earth and to the seven days of the week. But

one contributor mentioned that the themes of the paintings in the
large dome are all about the creation of the world and the colours
used are all those of the daytime rainbow, whereas in the small
dome the theme has to do with spiritual beings, is essentially

what of the six carved capitals of the small dome? We were reRudolf Steiner Scale Model of First Goetheanum Interior
minded that Rudolf Steiner gave a clue in answer to this when
responding to a visitor asking this very question (at the time
other-worldly, and the basic colours used are what is called the
Steiner was giving a guided tour around the first Goetheanum).
night rainbow, with colours such as fleshy pink and mauves.
To this question Rudolf Steiner commented, “You can only apThe theme in the large dome has to do with the evolution of the
proach an understanding of the relationship between the capitals
world from the physical as well as the spiritual side where events
in the small dome
were created; here are images of Lemuria and Atlantis followed
if you include the 7
by the first four Post-Atlantean epochs of ancient India, ancient
capitals in the large
Persia, ancient Egypt, and ancient Greece. In the small cupola
dome.” (see plan
is portrayed the growing consciousness of the human being,
showing projection
culminating in the Representative of Humanity between Lucifer
above) He went on
and Ahriman at the east end, or in the great wooden statue with
to say, “Imagine
the same subject painted on the ceiling above.
somebody who is
a trained eurythLooking into the small dome space, we find the two-times-six
mist and who is
thrones that are twelve in all; with the sculpture being a thirteenth.
able to place themAlexander pointed out that above each throne is the shaft of a colselves eurythmiumn surmounted by a capital. Above each capital, on the painted
cally into the forms
dome there are two beings above each other. (See the picture
that you find on the
above of a cross-section of the model) In the model (made by
first saturn capital
Edith Maryon with the sculptural elements modelled by Rudolf
and then to place
Steiner personally) the contrast of the 1 to 7 proportion of the
themselves in the
columns in the large dome can be clearly seen compared to the
dynamics of the
1 to 10 proportion in the small dome. In the large dome there
forms of the secare steps leading towards the stage, a distinct movement from
ond sun capital.
west to east. The small dome has no strong movement or direcHaving done this
tion except up-down, giving a
eurythmically and
very different experience – an
then merged the
experience of something very
two together into
light and delicate. In the large
Rudolf Feuerstack 1:20 Model of First Goetheanum, view
a single artistic into small cupola (stage) with Representative of Humanity dome there are seven distinct
whole, the result- elmwood sculpture in center.
steps in the progression from
ing form would be
west to east. In contrast, the
what is expressed
small dome appears to focus
as the capital on either side of The Group sculpture in the small
towards the centre of the
dome.” This capital is found if you stand between the saturn and
circle. The thrones appear to
sun capitals and project through the speaker’s rostrum to the
confirm this, and the columns
capital on the very far side in the east in the small dome. If you
appear to grow out of the back
look at that capital, then you will see the form that would arise in
of the thrones.
that eurythmist’s inner eye. This first capital in the small space is
found on either side of the Representative of Humanity sculpture.
In the large dome we have
a simple situation repeated
Focusing on the qualitative difference between the experience of
seven times. The capitals have Rudolf Steiner Sixth Capital, Small
the large dome and that of the small dome and how they relate,
a ten-sided upper and lower Dome, First Goetheanum, ash wood
4

Rudolf Steiner Fourth and Fifth Capitals, Small Dome, First Goetheanum, oak and cherry woods

section with a seven-sided central element, which is the carved
part of the capital. The bases are also ten-sided with a sevensided carved element. The shafts of the columns which link the
base to the capital are five-sided shafts; the angles are very subtle.

Elke Dominik speaking while holding throne model

one is a hard task. The reason is that what takes place in these
few days is profoundly multilayered, with every aspect adding
up to a deep understanding of the subject we are focusing on,
but more as an experience. Personally, I find it particularly
helpful to be in Dornach with all that material and expertise,
particularly in the November gatherings, which make the most
of this and become more a time of research with colleagues than
a formal conference.

The large sculpture in the centre at the east end wants to become
more than itself. It strives to become; it is developing. (see photo
of the ash capital, previous page) Looking at the carved capitals
in ash situated on either side of the sculpture on the stage, which
arises from the eurythmically merged saturn and sun capitals,
one can observe it is like a clean-swept courtyard; the first three

On the first night of the conference Alexander Schaumann gave
a general introduction and invited an open forum. The next day
Elke Dominik talked in more depth about the thrones, covering
aspects to do with the forces manifesting in these sculptures. I
was fortunate enough also to attend Elke Dominik’s workshop
on Saturday afternoon, which completed the experience.
With this short article I will attempt to summarise the gist of
what the weekend was, to provide a general idea instead of a
long, verbatim transcription of every word.
Elke’s talk was titled: “Light and Matter – the Thrones of the
Small Dome.” Elke is an art therapist and runs the sculptural
therapy training in her beautiful studio, only a short walk from

Rudolf Steiner Thrones, Capitals, and Architrave of Small Dome, First
Goetheanum, drawing with added color

of the six have this “clean-swept” quality. (see photo of oak and
cherry capitals above) This clean-swept feeling gives a distinct
verticality. Note the small forms that sit on the angle of the ash
capital with a tensile verticality; the form moves down which is
neither an angle nor a point. This capital was on either side of
the central sculpture.
“The Small Dome – The Unknown Being,” – Part Two
Johanna’s report on Elke Dominik’s talk and workshop
focused on the Goetheanum thrones
Compiling a short summary of these conferences after attending
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Elke Dominik with some of her models of Frst Goettheanum thrones

Rudolf Steiner Scale Models of Six Thrones for Small Cupola, First Goetheanum, Dornach, Switzerland

the Goetheanum. It is perhaps because of this line of expertise
that her research on the thrones has been so deeply experiential,
inasmuch as one could form an imaginative inner picture of
something which is now only available in sketches, photographs,
small models, and some large-scale clay models that Elke and
her students have created. When Elke describes the thrones and
their individual qualities, one has a feeling akin to standing
right there, on the stage, looking up at these enormous shapes
and forms. In her living descriptions Elke helped us penetrate
some of the secrets contained in this experience. “It is important
that we learn to see, “ was one of her opening statements. To
see. And she is referring to a feature of
the first Goetheanum, which was burnt
to the ground in a fire. . . . How do we
learn to see something so dependent on
size, proportions, and its relationship to
the place where it stands, when it is no
longer there for us to observe? The main
question being: How do we do this with
accuracy and truthfulness? How do we
form a picture strong, accurate, complex,
and true enough so that we can study it
and learn from it something new?
Elke’s own picture has been building
up in her over twenty years, and she
still wonders whether she is, in fact,
moving closer to or further away from
it. More importantly for me, was the
question of why: Why would we spend
time in this intensive pursuit to recreate
a mental picture of an aspect of a Swiss
building that is no longer there? There
are amazing new buildings, currently in
existence all over the world. There are
even old buildings and ruins of temples
all over the world.

• Mercurial state of tension.
• Light and delicate qualities embracing.
• Opening towards the centre.
• A power that goes into the earth deeper than we think. Comes
•up again into the horizontal.
• The centre: What is this place where nothing is? Each wants to
enter the centre in its own way.
• Inner attitudes of beings put into form. Form attitudes.
In this last sentence, for me, lies the answer. We attempt to
bring these form attitudes to life in our imagination because by
doing so, we bring into our lives some of the soul-healing and
strengthening powers/forces that are
behind these thrones.
Elke described what we were dealing
with in this way (from my notes):
“How do I stand in my inner
power? Can I stand in this power?
Developing, becoming. These are
our strengtheners. When we have this
power of ‘beingness,’ we can enter
into the process of transformation
and go back to get what we need, in
whatever way we need it.”
“When working together with the
forces of formative will we can find
the power of the middle of the earth
and bring it into our will.”
“The thrones are needed in our current
life situation. We need to connect with
our deepest quality of existence –
these qualities of beingness. To take
hold of ourselves with force despite
the dynamics around us.”

Rudolf Steiner, Three Thrones to north (left) of space for The

The word ‘decorative’ was mentioned
At this point, I want to quote some of the Representative of Humanity, First Goetheanum
by another speaker at one point. The
concepts introduced by Elke during her
conversation which ensued after being called for clarification
imaginative description of the gestures of each of the thrones:
on this, helped us understand this point further. Afterwards,
• The end becomes the beginning.
the speaker asked us to remove this word from our notes. It
• Powerful potential rising.
was agreed that the decorative plays no role in the architectural
• Warmth. Not just any old warmth, this warmth is what is going
features we just spent a weekend with.
to change our earth.
• Awake looking down.
Elke Dominik’s afternoon workshop:
• Being held back by a force.
6

We each took a giant lump of clay and proceeded to form it
under Elke’s guidance, with a force that could come anywhere
other than our will. This
included using our fists and
punching it strongly at one
point, and using the edge of
our hands to dig into it with
all our might at another. These
exercises were very specific.
Not one was meant to be
expressive or therapeutically
releasing. What they did
was to bring about in us a
profound experience of the
actual formative forces behind
the thrones and, in doing so,
to reset our own powers of
will to a more pure, clear, and
effective place. It truly left you
wanting to move to Dornach
and work with Elke full-time.

Painting by Christina Colonna

Afterword: “The Topicality of Organic Architecture”
This November conference was followed May 10-13 of this
year by a further architecturally focused Visual Art Section
conference, “The Topicality of Organic Architecture.” The
conference featured presentations by a variety of architectural
and design professionals from various countries, including
Pieter van der Ree, Christian Hitsch, Yaike Dunselmann, Tsuneo
Ishikawa, John Ermel, Ulrich Kriese, Pia Schulze-Schilddorf,
Henning Schulze-Schilddorf, Espen Tharaldsen, and Uwe Kirst,
including guided tours, a eurythmy performance, “marketplace”
presentations, artistic workshops, etc.
Here is the introductory description of the theme by Marianne
Schubert: “100 years after Rudolf Steiner‘s architectural
impulse, what does “organic living architecture” look like
today, especially in light of the fact that computer-aided drawing
techniques now make it possible for every architectural firm
worldwide to develop organically shaped amorphous structures?
“Each design element changes according to its location and
function and yet remains part of the larger whole and integrates
itself into the surrounding environment. Can that which Steiner
created here on the Dornach hill still be a source of inspiration
for those working within today‘s artistic, social, and economic
conditions? Does
“organic living
architecture“
follow a specific
and recognizable
canon of set
forms or is the
organic development
process
itself and the
manner
of
incorporating
everything
into the overall
wholeness still in
the foreground?
How do I recognize “organic living architecture“ and how has
it further developed?

Christian Breme introducing Christina Colonna for her talk with
one of her paintings on the wall behind

Additional note on certain photographs: Another lecture at the
conference was offered by Christina Colonna about her work as
a painter including showing several of her paintings. Christian
Thal-Jantzen also took several striking photographs of the large
model of the first Goetheanum still being constructed by Rudolf
Feuerstack next to the “Group Room” in the Goetheanum.
Perhaps better than any previous images, these offer a more
realistic idea of what the sensory experience of the first
Goetheanum must have been like. See article about this in the
Art Section Newsletter #30, 2008. (Ed.)
7

“All those interested in architecture are warmly invited to

discuss these questions with us. In addition we will hear and see
work reports from Japan, China, and Europe.”
The Newsletter hopes to include a report in its next issue (and
those who attended are invited to write one!).Below are more
photographs of the 1:20 scale model by Christin Thal-Jantrzen:

8

Visual-Musical Metamorphosis in Future-Oriented Art
Quotations from Rudolf Steiner

he human being has been given art; art, which also [like technology] takes its raw materials from nature by reducing and
wearing it down, and at the second stage puts it together again
to make something new, with a breath of life in it, although it is
only of a pictorial nature. The life of the artistic impulses given us
in the past has the capacity . . . to imbue its material with a more
luciferic spirituality. Luciferic spirituality, beauty as an illusion,
in fact everything that has an effect on man through the medium
of art, leads man away from matter into the spirit, yet it does so
through the life in the material. Lucifer is the spirit who constantly
wants to flee from matter and bear the human being into the life
of the spirit in an unjustified way. . . . it is only because we have
to go through a technological atmosphere
in the present incarnation that it is possible for us to come into connection with
Ahriman, whereas in earlier incarnations
we were more connected with a quality
that could be steeped in art. Thus we are
countering certain luciferic forces by means
of the present-day ahrimanic forces, which
together form a balance, . . .”

T

“Technology and Art,” (lecture of Dec. 28,
1914, Dornach) Art as Seen in the Light of
Mystery Wisdom (London: Rudolf Steiner
Press, 1984; GA 275), pp. 18-19
“Art obviously had to speak differently
to the souls that were less exposed to the
attacks of Ahriman than we are today. Art
has to speak in a new way to souls today,
and our Goetheanum building is meant to
be the very first step, . . . and not anything
perfect. It is an attempt actually to create
the kind of art that calls on the soul to be
active, . . .

into the sculptural-pictorial.
“These are things which are not created arbitrarily by the human
soul, but have to do with the innermost impulses we have to go
through, because we are in the first third of the fifth post-Atlantean
epoch. It has been, as it were, ordained by the spiritual beings
that guide this evolution.”
Ibid., pp. 27-28
“as we go into the future all striving for beauty is faced with a
pitfall in that external beauty has no future. Beauty must become
an inner quality and in this way must it
reveal its character.”
“Between Death and a New Birth,” (Lecture of January 21, 1913, Vienna) Life
between Death and Rebirth (New York:
Anthroposophic Press, 1968; GA 140),
p. 159.
“Reconciling the arts: that is what we attempted to do – for the first time, and in a
small, elementary way – in our Goetheanum building. We did not want only to talk
in a cold, abstract way about it, but show
in the architecture of the building itself an
impression, a copy of this reconciling of
a musical mood with architectural form.
. . .we were making the attempt to bring
the elements of support, weighing down
and the balance into living movement. .
. . they have a character of living growth
and movement.

“We attempted to bring architectural forms
into musical flux, and the feeling one can
“And the important thing with our building
have from seeing the interplay between the
is what a person who goes inside it experipillars and all that is connected with them,
ences in the innermost depths of his or her Rudolf Steiner The Representative of Humanity 1917-25 can of itself arouse a musical mood in the
soul, when he or she feels the contours of elm wood, detail: Lucifer and Ahriman, left side
soul. It will be possible to feel invisible
the forms. The work of art is what the soul
music as the soul of the columns and the
experiences when it feels the shape of the forms. The work of
architectural and sculptural forms that belong to them. It is as
art is the jelly. What has been built is the jelly mould, and that
though a soul element were in them. And the interpenetration of
is why we had to try and proceed on an entirely new principle.
the fine arts and their forms by musical moods has fundamentally to be the ideal of the art of the future. Music of the future
“Likewise what you will find in the way of paintings in our
will be more sculptural than music of the past. Architecture and
Goetheanum building will not be there for their direct effect, as
sculpture of the future will be more musical than they were in the
used to be the case with art in the past, but will be there for the soul
past. That will be the essential thing. Yet this will not stop music
to encounter, so that the experience resulting from this encounter
from being an independent art; on the contrary, it will become
will be a work of art. This of course involves a metamorphosis . .
richer and richer through penetrating the secrets of the tones, as
. of an old artistic principle into a new one, which we can depict
we said yesterday, creating musical forms from out of the spiritual
by saying that when the sculptural, the pictorial element is taken
foundations of the cosmos.”
a stage further, it is led over into a kind of musical experience.
There is also the opposite step, from the musical element back
“However, as everything that is inside must also be outside, in
9

art – all that lives in it must be embodied in a kind of organism
– the world of soul within the series of pillars and everything
belonging to them must also become embodied.”

(Lecture of August 23, 1919, Stuttgart) in Practical Advice to
Teachers (New York: Anthroposophic Press, 1976; GA 294),
pp. 32-33

“Working with Sculptural Architecture,” (lecture of Jan. 2, 1915,
Dornach), Art as Seen in the Light of
Mystery Wisdom (London: Rudolf
Steiner Press, 1984; GA 275), pp.
116-117

“For centuries the impulse toward music has been growing and
expanding. Therefore the plastic arts
have assumed a musical character
to a greater or lesser extent. Music,
which includes also the musical element in the arts of speech, is destined
to be the art of the future.

“But the etheric body, which dwells
in the physical body and, as you
know, also extends beyond the limits
“The first Goetheanum in Dornach
Rudolf Steiner Architrave and Capitals of Large Dome, Model of Interior
of the physical body and is intimately of First Goetheanum, detail 1913-1914 wax on wood
was conceived musically and for this
connected with the whole cosmos,
reason its architecture, sculpture,
cannot be contemplated without the
and painting met with so little underaid of time. Basically everything in the etheric body is rhythm,
standing. And for the same reason, the second Goetheanum will
a cyclical rhythm of movement or activity, and it has a spatial
also meet with little understanding because the element of music
character only in as far as it inhabits the physical body. . . .
must be introduced into painting, sculpture, and architecture, in
accordance with the human being’s future evolution.”
“Music takes up no space, but is solely present in time. In the same
way, what matters with regard to the human etheric body in reality
“The coming of the figure of Christ, the spiritually-living
(not in the imaginative picture we draw) is mobility, movement,
figure, which I referred to as the culminating point in human
formative activity in rhythmic or musical sequence, in fact the
evolution, has been magnificently portrayed in Renaissance and
quality of time. . . . to gain a clear concept of the etheric body
pre-Renaissance painting, but in future will have to expressed
we must try much harder to allow musical
through music.”
ideas rather than spatial ideas to our aid.”
“What Is the Position in Respect of Spiri“Impulses of Transformation for Man’s
tual Investigation and the Understanding
Artistic Evolution I,” (lecture of Dec. 29,
of Spiritual Investigation?” (lecture of
1914, Dornach), Ibid., pp. 31-32
August 22, 1924, Torquay) in True and
False Paths in Spiritual Investigation
“In the sculptural, pictorial realm we look
(London: Rudolf Steiner Press, 1969; GA
at beauty, we live it, whereas in the musi243), trans. A. H. Parker.
cal realm we ourselves become beauty.
This is extraordinarily significant. The
“In this building [the first Goetheanum],
further back we go to ancient times, the
the geometrical-mathematical, stylized
less you find there what we call ‘musical.’
forms of the older architecture give way
We can have the distinct impression that
to something spatial-musical. [Es geht almusic is something still in the process
lerdings das geometrisch-mathematische
of becoming, even though some musical
Stilvolle älterer Formen dadurch in ein
forms are already dying out again. This
Räumlich-Musikalisches über.] But that’s
is founded on a most significant cosmic
also in keeping with the larger trajectory
fact. In all sculptural and pictorial art the
of human evolution generally: that the
human being has been the imitator of the
geometrical gradually transitions to the
old celestial order. The highest imitation
musical, so that we encounter the musical
of a cosmic celestial order is an imitation
within space as well.”
of the world in sculpture or painting. But
in music human beings themselves are the
The First Goetheanum: Architecture as
creators. They create something that does
Living Form and Organic Style (Great
not come from what is already there but
Barrington: SteinerBooks, forthcoming
lays the foundation and firm ground for
2018?; GA 289), trans. Frederick Amrine
what is to arise in the future. . . . all real
(lecture 5 of December 28, 1921).
music and real poetry is a new creation Rudolf Steiner The Representative of Humanity 1917-25
and it is out of this creating anew that the elm wood, detail of center
37 – “When you observe how one has
Jupiter, Venus, and Vulcan evolutions of
gathered up out of the cosmos, as it were,
the world will arise later. By starting with music we in some way
the component parts of the human being, which have in the Greek
rescue what still has to come about; we rescue it for reality out
worldview, in Greek art, then flowed together to the whole huof the present nullity of its existence.”
man being, then you will understand: in Greece the evolution of
humanity strove toward the plastic form, sculptured form, and
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what they have reached in such form, we cannot as a matter of
fact succeed in copying. If we imitate it, nothing true or genuine
results. . .

“Such a work as our building, even when one day it becomes
more perfect, will always stand there in such a way that one must
actually say: this building always stimulates
one to overcome it as such, in order to come
out through its form into the infinite. These
columns and in particular the forms connected with the columns, and even what is
painted and molded, is all there in order, so
to speak, to break through the walls, in order
to protest against the walls standing there
and in order to dissolve the forms, dissolve
them into a sort of etheric eye, so that they
may lead one out into the far spaces of the
cosmic thought world.

“Then, on the contrary, one takes what
has to happen in what could be called a
distribution of the component parts of the
human being in the cosmos. You can follow
this in detail. We assign our physical body
to Saturn, the etheric body to the Sun, the
astral body to the Moon, our ‘I’-organization
to the Earth. . . . the whole construction of
spiritual science is based upon a distribution,
a bringing again into movement, of what is
concentrated in the human being. The fundamental key of the new age is truly musical;
the world will become more and more musical. And to know how the human being is
rightly placed in the direction toward which
human evolution is striving, means to know
that we must strive toward a musical element, that we dare not recapitulate the old
sculptural element, but must strive toward
a musical one.

“One will experience this building in the
right way if one has the feeling in observing it that it dissolves, that it overcomes its
own boundaries; all that forms walls wants
to escape into cosmic distances.”

“I have frequently mentioned that on an
important site in our building there will be
set up the figure of the archetypal human Rudolf Steiner The Representative of Humanity 1917being, which one can also speak of as the 25 elm wood, detail: Lucifer, left side
Christ, and which will have Lucifer on the
one side and Ahriman on the other. What is concentrated in the
Christ we take out and distribute it again in
Lucifer and Ahriman, in so far as it is to be
distributed. What was welded together plastically [sculpturally] in the one figure we make
musical, inasmuch as we make it a kind of
melody: Christus-Lucifer-Ahriman.
“Our building is really forged on this principle. Our whole building bears the special
imprint in it: to bring plastic forms into
musical movement. That is its fundamental
character. . . . It is of course not meant that
anything at all of what hovers before us as
a distant ideal is also only attained in the
farthest future but a beginning can be sought
in that direction. . . .
“But when you compare this beginning with
what had undergone a certain completion in
Greece, with the infinite perfections of the
plastic [sculptural] principle in, for instance,
the Greek figure of Athena, or in the architecture of the Acropolis, you find a polaric difference. In Greece everything strives for form.
An Acropolis, or a Greek temple, it stands
there in order to remain eternally rigid, in Rudolf Steiner Full-SIze Model ofThe Representative
this form, in order to preserve for the human of Humanity 1917-25 detail:falling Lucifer, right side
being a picture of what beauty in form can be.
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Rudolf Steiner, The Tree of Life and the
Tree of Knowledge (Chestnut Ridge, NY:
Mercury Press, 2006; GA 162) July 31,
1915, pp. 37-38.
“The reality is that there are no absolutes in
this world. . . . We therefore must seek ever
new ways, look for new forms over and over
again. This is what really matters.”
Rudolf Steiner, The Fall of the Spirits of
Darkness (London: Rudolf Steiner Press,
1993 ; GA 177) October 6, 1917, p. 66.
Compiled by David Adams

“In the last five or six years more lies
have been told among civilized humanity than in any other period of world history; in public life the truth has scarcely
been spoken at all; hardly a word that
has passed through the world was true.”
“And in reality art is the divine child
which keeps human beings from being
swallowed up in lies.”
Rudolf Steiner The Mysteries of Light,
of Space and of the Earth December
12, 1919, GA 194 (1945 partial trans.)

“The most imporant world problem” – The Evolutionary
Role of Art for a Humane Future
by Reinhold Faeth

(First Part)

on his advanced interest and state of information, whereby he
overlooks that he has omitted decisions and actions. In short,
with his indirect relationship to the world of political realities, he
thereby carries on his reading, [seeing] and hearing as a substitute
activity. He takes notice of the present-day problems without himself contributing anything to their solution. He is concerned. He is
informed. And he has all possible ideas of what should be done.
But after he has his evening meal and after he has consumed his
favorite news programs and newspapers, it’s really time to go to
bed. Under this special aspect one may count the mass media as
the most respectable and efficient social narcotics. The narcotic
effects can be so completely effective that they prevent the addict
from realizing his own suffering.”2

O Human Being!
Let not the pictures remain unconscious in you.
To your goal, to your work
Bring only the source of images
That springs from the angel to you.
Walter Besteher1

The narcotic flood of the mass media was a flood of words and became a flood of images. The news stream of words is accompanied
and overlaid with images by means of various apparatus. Photographs illustrate the word. Photographic images usually only
tell of the physical-sensory world. Countless insignificant images
flood us with information, BILD headlines [the German “picture
newspaper” headlines], picture gossip and “post-factional” political image-propaganda; we are flickered with moving images and
encircled by endless picture advertising – a “practice in shadow”
(as Erhart Kästner designated the narcotic acquiring of information from insubstantial reality). As contemporary people we are
more or less affected because we cannot hide from images when
we move in public space. Especially if we try not to consciously
perceive the technological world of images that surrounds us, if

Walter Besteher, brush drawing, Stuttgart, March 7, 1949
uture goals of the Anthroposophical Society have their origin
in the spiritual world. And for that purpose the spiritualscientific research of Rudolf Steiner helps us to wake up to, to
recognize in us unconscious future impulses – from the angelic
source of images. Compared to the mostly objectively-scientifically held formulations in the written work, we experience in
the transcripts of lectures again and again shattering wake-up
calls, as urgent appeals made to the listeners at that time and
calling on them to carry out future deeds. As today’s readers,
we may in the moment of reading such appeals be more or less
strongly affected, but how many times do such thundering calls
for action fade away into silent findings of knowledge? – which
expand our anthroposophical knowledge, but remain without the
consequences that an ideal enters into action.

F

That recognized truths, which would have to be implemented
socially, in recent decades become ever less realized, is a general, but actually spiritual problem of the present day, that in the
psychology of the twentieth century was detected as a new phenomenon associated with the mass media, but today culminates
in the technological media.
we try to ignore the omnipresent screens: they penetrate all the
more through the eye into our subconscious mind and are active,
as Rudolf Steiner has repeatedly pointed out, both regarding
the persistence of words, as well as the destructive aftermath of
“horrible” images.3

As early as 1948, social-psychological research stated:
“The individual takes note of difficulties and problems and may
even discuss solutions. But this intellectual ‘remote connection’
to organized social action does not progress to become deed. The
interested and informed contemporary may congratulate himself
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One can deform oneself by means of pictures – but also reform
oneself. World knowledge in images and self-knowledge in
images are interlinked, because “the comprehension of the
world expressed in imagery and pictures, leads the human being
toward his or her innermost being. As long as you strive for selfknowledge with abstract ideas and concepts, nothing is achieved.
But when you penetrate into your inmost being with pictures that
give concrete definition to experiences of soul, then you achieve
your aim. The inmost kernel of your being comes within your
grasp. How often have I not said that the human being must
meditate in pictures, in images, so that you truly enter into your
innermost being?”4
This statement of Rudolf Steiner concerns the meditative life and
the self-knowledge of the individual. But what images concretize
us in the inner soul experiences? Which pictures make sense for
individual self-knowledge? On the one hand are the symbols of
the image meditations, such as the rose-cross; on the other – and
here this is very much individual – the manifold imaginative
picture-world of art from a particular source and spiritual kind.

ary knowledge from spiritual research consistently led to artistic
deeds – on the ground and with the financial resources of the
Theosophical Society, later the Anthroposophical Society. Within
the historical sequence of the three phases of anthroposophical social development, unfolding from knowledge to art and to further
social effectiveness, art from the beginning took its central, middle
role: first, as “conceptual art,” as in The Philosophy of Freedom
[also titled The Philosophy of Spiritual Activity], by which the
nature of imparting of truth, the mode of presentation, the chapter
composition and coloring (e.g. the evolution chapter of Occult
Science: An Outline [also titled Outline of Esoteric Science]) etc.
is meant. Neither scientific knowledge nor social deed was ever
artless with Rudolf Steiner. In the chapter “The Path of Knowledge” in his basic work Theosophy is stated repeatedly from the
“laws of noble eternal beauty and eternal truth,” the “laws of the
eternally beautiful and true, “ according to which spiritual students
have to align all their actions. Social action for the future, which
at that time proceeded from the ground of the Anthroposophical Society, was based on truth and beauty. In the “Educational
Youth Course,” on October 11, 1922, Rudolf Steiner illustrated
the close relationship of
the educational question
to art:

On public social and
anthroposophical-social
levels Rudolf Steiner
gave new impulses to a
For the elementary school
variety of smaller and one
time “and still far belarge-scale social imageyond it” must “the whole
action, with which he
teaching must be warmed
(among other functions)
through and fired by the
intended to create also a
artistic element. Durlong-term effective reming the primary school
edy against the warring
years everything must be
nationalism of Europe.
steeped in beauty, and in
The first Goetheanum –
later years beauty must
the outstanding example
rule as the interpreter of
of consistent implementatruth. Those human betion of Steiner’s building
ings who have not learned
ideas through members
to walk in the ways of
of the Anthroposophical
beauty, and through beauSociety – should speak
ty to capture truth, will
as a large, architecturalnever come to the full
sculptural-painted visual
humanity needed to meet
artwork to the world pub- Rudolf Steiner First Goetheanum, Dornach, Switzerland, ca. 1921, north porch view
the challenges of life. . .
lic and express the spiri. How clearly we see this
tual nature and harmony of the peoples of Europe in the forms of
search for truth through beauty in Goethe. Listen how he says: ‘Art
its capitals and architraves, as Rudolf Steiner explained shortly
is a manifestation of secret forces of nature,’ which simply means
after the outbreak of the First World War in October 1914 in the
that only through an artistic grasp of the world does the human
lectures Architecture as Peacework: The First Goetheanum,
being reach the living truth – otherwise it is dead. And Schiller’s
Dornach, 1914 (Der Dornacher Bau als Wahrseichen geschichwords, the beautiful words: ‘Only through the dawn of beauty do
tliclhen Werdens und künsterliscler Umwandlungimpulse in
you penetrate to the land of knowledge.’ Unless we first permeate
German, which could be translated as “The Dornach Building as
ourselves with the meaning of the path, only through the artistic
a Landmark of Historical Evolution and Artistic Transformation
can we penetrate into the realm of truth, there can be no question
Impulses”; GA 287]. At that time he emphasized the historically
of acquiring a real understanding of the supersensible world in
necessary reception of this world of imagery of the building for
accordance with the age of the consciousness soul.”5 Anthrothe further evolution of humanity. Amazing lectures, from which
posophy – the “good wood of the soul” – also can remain “dead
strong connecting lines lead to the so-called “folk souls cycle”
truth” if it is not inwardly ignited, “warmed through and fired by
[Rudolf Steiner The Mission of Folk-Souls (1910) GA 121].
the artistic element.” This mediation problem of truth through
artistic beauty occurs biographically first as an educational task
The example of the Goetheanum building shows how at the
of knowledge transfer at elementary school age, and, according
beginning of the twentieth century Rudolf Steiner’s evolutionto Rudolf Steiner, must be solved as “the most significant world13

Anthroposophical visual art presented us with original works like
the painted apocalyptic seals, the sculptural column capitals, the
stained-glass windows and paintings of the first Goetheanum, the
linear planetary seals7 – and with the individual images by all the
male and female artists working around and after Rudolf Steiner.
Those who devote themselves to individual images and give
themselves up to the search for “their” individual, biographical
images of painting or sculpture, from those Rudolf Steiner indicated as the “kind of images that make our own soul experiences
concrete,” can know them as individually worthwhile in view of
the existing abundance of imaginative images – as far as they are
accessible to meditative observation. Acquiring and collecting
works of art of theosophical or anthroposophical provenance was
recommended to the members of the Society and was ranked
equally next to the spiritual-scientific life of knowledge (written

Rudolf Steiner Theosophical Society House, Stuttgart, 1911, basement

problem, upon which the progress, regression or even decline of
human evolution depends in the future.”6
Based on the pedagogy of elementary school age, Rudolf Steiner
conveyed the significance of this “most significant world-problem” in a biographical line to adolescence and the youth movement (e.g., Wandervogel) and finally to the “later age of humanity” based on the examples of Goethe and Schiller’s quotations.
Very emphatically, he pointed to “one of the important cultural
issues of the present,” which for the Waldorf school movement
has found the answers by means of concrete educational acts.
For searching youth, for the cultural world of that time, and especially for the members of the Anthroposophical Society, these
members jointly with Rudolf Steiner and the artists inside the
Anthroposophical Society built: first, the Stuttgart Society House
(Landhausstrasse 70, interior space); then the first Goetheanum.
Rudolf Steiner inaugurated an anthroposophical art movement
that included all the individual arts, from architecture to the new
creation of eurythmy. He encouraged artists within the membership through commissions and acquisitions, gave lectures and
indications for the various visual and performing artists for a
future-directed, “new art,” which in the meantime has been exhibited for a hundred years, still largely unknown to art history.

Rudolf Steiner Red Window in First Goetheanum, west auditorium entrance

works and lectures) and artistic experiences of eurythmy and the
mystery dramas; the arts of space and time were renewed and
stimulated (impulsiert) together.
The first Goetheanum was the School for Spiritual Science, the
stage for eurythmy and the mystery dramas, for Goethe’s Faust
and for contemporary dramas and music of anthroposophical
artists; the first Goetheanum was at the same time a place of
imaginative pictures (glass windows, ceiling paintings). About
the second Goetheanum Rudolf Steiner expressed to a painter
that in the new building one would have many more possibilities
to hang paintings on the walls.8 Drawing attention to pictures of
this kind, Albert Steffen, opened a 1958 retrospective museum
exhibition of a painter of the anthroposophical artists group
Aenigma [Stanislas Stückgold] with a lecture whose title was:
How Art Lends Meaning to Our Existence [in English, included
in Albert Steffen: Translation and Tribute (New York: Adonis
Press, 1959)]. In it Steffen placed the artistic creative power of
the human individuality with images, which carried resurrection
powers, against the atomic threat at that time of the Cold War!

Francine van Davelaar, after Rudolf Steiner Venus Planetary Seal, 1907
(orginally), this version engraved on Perspex
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But what follows from what has been sketched so far, so insistently drawing attention to the evolutionary role of art and its
images for the realization of the future goals and future works
of the Anthroposophical Society, of the Art Section?

(Second part)

“For such a conflict would be like an attempt to prove to the ape that pictures of
beetles are to be observed and not to be
eaten. If one could succeed to the extent
of showing the ape that pictures of beetles
are not to be eaten, the ape would never
understand why pictured beetles exist at
all – since they cannot be eaten. So it is
with the aesthetically uncultivated. It may
be possible to bring him to the point of seeing that a work of art is not to be treated
like something for sale in the market. But,
since he would still understand only such a
relationship as he can acquire to things he
finds in the market, he will fail to see the
reason for the existence of a work of art.”13

In one of the most clever and graceful
writings, which we rightly imagine in
the hands of every educated person, the
small art novel of Goethe, The Collector,
Schiller’s views appear in the figure of the
philosopher.
Caroline von Wolzogen9
Her “in the hands of every [!] educated
person” may surprise us. In 1949 Hildegard
Gerbert recalled this work of Goethe in the
magazine Erziehungskunst (Art of Education) with her contribution “Seeds of Living
Pedagogical Insights in Goethe’s Essay:
‘The Collector and His Circle’” in which
she wrote in the introduction:

What works of art are there for, says Steiner in the words of Goethe: The aesthetically cultivated person feels toward the
“supersensible” of a true work of art, “that
he must gather himself together out of his
distracted life, must live with the work of
art, viewing it again and again, and thereby
giving himself a higher existence.” Goethe
also placed these words in the mouth of
his “collector,” because exactly the living
with artworks and repeated observation
characterizes the love of art of an art collector. The clairvoyantly
talented sculptor and painter Ernst Wagner, from whom Rudolf
Steiner commissioned two portraits, remarked the following:

“In May 1799 Goethe brought a ‘small art
novel’ to the Propylaen, to which he gave
the title ‘The Collector and His Circle.’ In
a series of letters, often in a most humorous
way, he expressed the views that he had
formed about the being of the artistic in his
rich life experience and which had often
been discussed in conversation and correspondence with Schiller. The ‘collector,’
the heir and expander of a rich art collection, is an experienced
country doctor whom Apollo serves ‘insofar as he cares about
doctors and artists at the same time.’ [...] What Goethe here for
the artistic as a law of the scales, of equilibrium has found as
diverging powers, leads us to an understanding of overall play
of powers in the human soul. “10

“Also should the work of art be experienced through loving
contemplation to be the meaning of its visibility. Pictures,
placed against the studio wall, sealed in the desk drawer, lead a
Caspar-Hauser existence, their relationship to their creator alone
imprisoning them in a realm of unreality. Even if they are seen
with a fleeting glance in an exhibition, they do not gain enough
life. They want to be loved; therefore artworks in the home of the
owner work much more directly than in exhibitions and galleries.
Who has never watched how the unfavorable view of a spectator
can darken colors, but the lovingly open-minded can brighten
them, who may question what has been said? “14

Gerbert argues conclusively that through the picture and image
phenomenology in the “collector” germinative insights are conveyed, which Rudolf Steiner artistically depicted in the Dornach
sculpture group The Representative of Humanity.11
At Goethe’s time, but also in the late 1940s, media images were
rare – compared to today. The magazine Erziehungskunst [Art of
Education] of 1949 showed the only published image of an artistic
title illustration, in its anthroposophical-type streaming composition from bottom left to top right that suggested as a projecting
mirror-image in the viewer an upstreaming relationship from
the heart (“lower left “) toward the brow, the head (lines of an
occult physiology, which also the sculpture of the Representative
of Humanity showed, as it were, from head to foot).12 The search
for “true art,” as Goethe discusses in the “Collector” text, already
refers in idea to the connection of mind (Gemüt) and sense, heart
and head, beauty and truth. On Truth and the Versimilitude (“Realism”) of the Artwork [1798] was the title of another “small art
novel (Kunstroman)” by Goethe, about which Rudolf Steiner in
1898 devoted a militant essay, which was about the concept of
“artistic truth.” Unsparingly, Steiner presents in an unvarnished
way the “aesthetic worldview of narrow-minded people” and
means that one who is “aesthetically uncultivated” comes near
neither “with the weapons of logical or any other weapons”:

We will stop here.
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We already in the preceding first part of these considerations
contrasted “negatives” (the narcotic photo-image flood, aesthetic
narrow-mindedness) with the evolutionary future perspectives of
art, compared to: “Unless we first permeate ourselves with the
meaning of the path, only through the artistic can we penetrate
into the realm of truth, there can be no question of acquiring a
real understanding of the supersensible world in accordance with
the age of the consciousness soul.”15 Every age, every century,
and every present asks questions about its own culture –and
non-culture. The struggles that dispute about art and artistic
knowledge, which Goethe in the 18th and 19th centuries and
Steiner in the 19th and 20th centuries took up and pursued, also
continue further in the 21st century; contemporary in other ways.
The “narcotic picture flood “of our time is a special problem

that, as quoted in the first part, mass-media researchers already
recognized shortly after World War II. Surprisingly, they did
not just predict political-social manipulation and narcotization,
but also that the mass media will cause a decline in aesthetic
culture and aesthetic education: “Finally, there is a risk that the
technically advanced instruments of the mass media constitute a
widespread effect that leads to the decline of aesthetic taste and
cultural standards. “16

So it is not only on the part of art reception, but also on the part
of art production that we find our contemporary culture in a
problematic situation. That will only be indicated here with two
exemplary voices: The New York art critic Jerry Saltz criticizes
the recent dominance of certain abstract paintings “without spirit,
which all look the same”: “This work is decorator-friendly, especially in a contemporary apartment or house. It feels ‘cerebral’
and looks hip in ways that flatter collectors even as it offers no
insight into anything at all. . . . Replete with self-conscious comments on art, recycling, sustainability, appropriation, processes
of abstraction, or nature, all this painting employs a similar vocabulary of smudges, stains, spray paint, flecks, spills, splotches,
almost-monochromatic fields, silk-screening, or stenciling. . . .
Much of this product is just painters playing scales, doing finger exercises, without the wit or the rapport that makes music.
Instead, it’s visual Muzak, blending in.”20

Rudolf Steiner feared the worst; he even spoke of an impending
“death of culture” and that in a perverted way ugly would be
designated as beautiful and beautiful designated as ugly. 17 In a
lecture on spiritual-scientific treatment of social and educational
questions from the year 1919, Steiner commented on a statement
by Benedetto Croce in his outline of aesthetics. Croce claims
in his writing that art in itself is more real than physical facts,
to which Steiner says: “But it is something great to see how a
human being, this Croce, already senses that art is more real
than what the staid philistine recognizes as the only reality. [...]
Such things show exactly the strong encounter between the old
and the necessarily new, and certainly it will be precisely art on
whose ground the most powerful
battles in the present time must
play out “18
His contemporary, the art critic
Hermann Bahr, said critically;
“There are artists, there are individual artworks, there sometimes
are also love and understanding
of colors and forms. But it is a
public matter that visual art is
not here, and it is not a general
necessity. You give it a capricious
price. If you are happy, you may
love it. But it is not a necessary
function. [...] One may despise
painting. Your love is not an obligation here. The consequences
are clear. I mean not only for the
spirit. [...] I mean also the economic consequences. You have
no feeling for painting: that’s
why you have no money for it
either. Because you do not love
pictures, you do not buy any. “19

Worse, we let ourselves over-formulate our present house-building, when we apply architectural-sculptural artistic standards.
Silent and without any music, contemporary new neighborhoods emerge in joyless, impoverished, orthogonal anthracite.
In relation to the gray multitude
of simple houses we make little
talk about spectacular buildings of triumphant money. One
tendency becomes visible in
the architecture of the present,
which also applies to the other
visual arts: An analysis on the
situation of the artworld was
published in 2016 by Wolfgang
Ullrich with the title Victorious Art – New Aristocracy,
Expensive Desire [Siegerkunst –
Neuer Adel, teure Lust]. Ullrich
describes how the art business is
currently developing. According to his observation, the free
artist is not free but he serves
the mechanisms of the art market, the exhibition industry of
the international art world, the
Six contemporary abstract paintings from galleries in Berlin and New York, used needs for exclusiveness, luxury,
as an illustration for Jerry Saltz’s essay.
and making a show.
“Great art” has become, unlike at the beginning of modernity,
again quite blatantly the cause of the rich, the successful and
the ruling. The art celebrated by the media and the artworld
again serves to make a show; it is a luxury. What counts, is
prestige, not the perception and viewing of art. The art business
has reached a new dimension of the elite, its stars are successful global companies with a large number of employees (Jeff
Koons, Olafur Eliasson, Damien Hirst). The remaining artists in
the nameless background, however, play after Jerry Saltz mainly
the harmless visual background music of abstract color-sounds
that do not further attract attention and are lacking in spirit and
social relevance.

How many contemporaries still collect paintings, watercolors,
drawings, graphics? – or commission painterly and sculptural
works of art (including furniture); who still builds individually
and artistic-spiritually – and who seeks, stepping through the
dawn of the beautiful, a higher existence by means of and in
the midst of art? Yet at the same time one must ask: Where do
we find contemporary art that deals in harmony with the soulspiritual needs of the present time? Where do we find art from
the “angelic source of images”? Where do we find inspired
imaginative artworks to establish in days to come that which we
need for our aesthetic cultivation, for our higher humanity and
our social future?
16

Already Andy Warhol had pointed out that “the most important
art movement of the 20th century was not Cubism or Surreal-

merely meets certain emotional needs in us. The fact however
is that when a human being stands before the Sistine Madonna
and responds to the painting emotionally, this is an entirely real
process. If there were no emotional element, no element of feeling, the entities which one day are to share in the work of building Venus as a heavenly body would lack the powers they need
to do this work. Our feelings are needed for the world the gods
are building, the way bricks are needed in building a house.”24

Andy Warhol Myths (The Shadow) 1981 silkscreen 38” square

ism or Fauvism or Minimalism or Op or Pop (to which Warhol
nominally belonged). No, the most important art movement was
celebrity. Ultimately, it played no role who the artist was or what
school he belonged to, the entertainment industry created his fame
to be his achievement and not his achievement to be his fame. The
visual arts, like so much else in American life, are a macguffin [a
superficial matter of secondary importance] for the artist, which
serve only as a means to celebrity, which is the actual work of art.
“21 Here the comets [Kometen] – there the money [Moneten]: Ahriman and Lucifer work hand in tail, where the Christian central
configuration of art for a humane and social future is lacking.22 In
opposition to fame and money in the context of art, it was said by
Rudolf Steiner: “In the poorest elementary schools should hang
the most magnificent works of art “23 – a concrete statement that
takes aesthetic education unusually seriously. But where do we
find those most beautiful works of art today? Where do we find
art from the angelic pictures source? – and who among us asks
and looks for these? Where
do we find them? Who
is collecting them? Who
lives with them? - or builds
houses after their model?
That outstanding works of
visual art can and should
be soul-forming is immediately achievable. The
thoughts and feelings that
beholding a work of art
awaken, nevertheless cultivate not only for us, but
also for the future of the
world, something to which
Rudolf Steiner has repeatedly pointed:
“We may think, as we stand
before the Sistine MadonRaphael Sistine Madonna 1512-13 oil on canvas
na for example, that this
17

In the same lecture he states shortly before: “For everything is
created from images. Images are the true origins of things; images
are behind everything around us; and it is into these images we enter when we immerse ourselves in the ocean of weaving thoughts.
Those are the
images Plato
spoke of; they
are the images
all who have
spoken of
spiritual primary causes
had in mind,
the images
Goethe had
in mind with
his archetypal
plant. These
images are to
be found in
imaginative
thinking.”25
When the
painter Walter Besteher
in his opening quoted
verses speaks Walter Besteher Untitled 1920 watercolr on paper
of the angelic
images source, one may assume that he speaks from his own
painterly, meditative images experience – and at the same time
in knowledge of one of the most “famous” lectures of Rudolf
Steiner, who urgently called a further supersensible dimension
of the present image-struggle into people’s consciousness:
“Unless we reach the level of Imaginative Cognition we do not
know that pictures are all the time being formed in our astral
body. They arise and pass away, but without them there would
be for humanity no evolution into the future in accordance with
the intentions of the Spirits of Form. The Spirits of Form are
obliged, to begin with, to unfold in pictures what they desire to
achieve with us during Earth-evolution and beyond. And then,
later on, the pictures become reality in a humanity transformed.
Through the Angels, the Spirits of Form are already now shaping
these pictures in our astral body. The Angels form pictures in
the human being’s astral body and these pictures are accessible
to thinking that has become clairvoyant. If we are able to scrutinise these pictures, it becomes evident that they are woven in
accordance with quite definite impulses and principles. Forces
for the future evolution of humanity are contained in them. If we

The connection between healing art and art therapy is entwined
with Apollo, the god of physicians and artists, and Jesus Christ,
who performed healings and at the same time was engaged in
his professional social role as a carpenter and cabinet-maker as
a building visual artist, to which Rudolf Steiner drew attention
in his lectures on the “Fifth Gospel.”
12
The connecting-invigorating interaction from the heart to the
head (and back) of this type of design was explicitly intended
by Rudolf Steiner according to oral tradition. The designation
(in German} “gallows” (Galgen) for this type of title and sign
design is inappropriate.
13
Rudolf Steiner: “Über Wahrheit und Wahrscheinlichkeit der
Kunstwerke,” Dramaturgische Blätter, 1898, 1. annual publication, Nr. 34, in Rudolf Steiner, Goethe Studien, Schriften und
Aufsätze 1884-1901. The essay in question has been published
in English translation as follows: “Truth and Verisimilitude in a
Work of Art,” The Forerunner (Spring 1942): vol. 3, no. 2, pp. 4-5.
14
From an unpublished manuscript by Ernst Wagner in the collection of the author.
15
Steiner, The Younger Generation, p. 119.
16
Lazarsfeld and Merton, “Mass Communication, Popular Taste
and Organized Social Action,” in Bryson, The Communication
of Ideas, p. 97.
17
Rudolf Steiner, The Work of the Angels in Man’s Astral Body
(London: Rudolf Steiner Press, 1972; GA 182, October 9, 1918),
p. 32.
18
Rudolf Steiner, Geisteswissenschaftliche Behandlung sozialer
und pädagogischer Fragen, Dornach/Schweiz 1964, p. 271;
partially translated as Education as a Force for Social Change
(Hudson, NY: Anthroposophic Press, 1997; GA 192, but the lecture of this quotation is untranslated). (italics emphasis by author)
19
Hermann Bahr, “Studien zur Kritik der Moderne,” in Hermann
Bahr, Kritische Schriften in Einzelausgaben, edited by Claus
Pias, 2005, p. 182.
20
Jerry Saltz, “Zombies on the Walls: Why Does So Much New
Abstraction Look the Same?” New York Magazine (June 16,
2014); or online in English: http://www.vulture.com/2014/06/
why-new-abstract-paintings-look-the-same.html?mid=nymag_
press#; or in German: http://archiv.monopol-magazin.de/blogs/
der-kritiker-jerry-saltz-blog/2013368/Zombies-an-den-Waenden-Warum-sieht-derzeit-soviel-abstrakte-Kunst-gleich-aus-.html
21
Chris Hedges, Death of the Liberal Class. (New York: Nation
Books, 2011), pp. 113-114.
22
See Rudolf Steiner’s sculptural presentation of Ahriman and
Lucifer on the left-hand side of the middle figure of The Representative of Humanity in Dornach (see illustration of this on
page 9 in this issue).
23
Rudolf Steiner, Anweisungen für eine esoterische Schulung:
Aus den Inhalten der “Esoterischen Schule” (Dornach: Rudolf
Steiner Verlag, 1979; GA 245, earlier German edition), pp. 116117. (From the Esoteric School)
24
Rudolf Steiner, The Destinies of Individuals and of Nations
(London : Rudolf Steiner Press, 1987; GA 157), p. 238.
25
Ibid., p. 237.
26
Steiner, The Work of the Angels in Man’s Astral Body, pp. 1314 (translation edited).

watch the Angels carrying out this work of theirs — strange as
it sounds, one has to express it in this way — it is clear that they
have a very definite plan for the future configuration of social life
on earth; their aim is to engender in the astral bodies of human
beings such pictures as will bring about definite conditions in the
social life of the future. People may shy away from the notion
that Angels want to call forth in them ideals for the future, but
it is so all the same.”26
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(Translated by David Adams)
Endnotes
Walter Besteher was a painter and poet of the Berlin avant garde
(Neue Secession, published poet in 1915 in the periodical Der
Sturm) and founding member of the Stuttgart Working Circle of
Anthroposophical Artists.
2
Paul F. Lazarsfeld and Robert K. Merton, “Mass Communication, Popular Taste and Organized Social Action,” in Lyman
Bryson, ed., The Communication of Ideas:A Series of Addresses
(New York: Harper and Brothers, 1964). (Emphasis and translation by the author) The first edition of this book was published
in 1948 [!].The authors predicted with regard to general taste in
art that popular taste would suffer an increasing loss of standards
through the effects of the mass media – about which they were
right.
3
“We have a horrible art of advertising! Old and young wander
through a sea of such abominable products that wake the worst
forces of the soul in the subconscious. Theosophical education
will point out that what the eye sees deeply influences the human
being.” Rudolf Steiner, Occult Signs and Symbols (New York Anthropoosophic Press, 1972; GA 101) September 14, 1907, p. 17
(translation modified). One of the goals of the anthroposophical
path of training is intended to be the conscious control of a selfblocking ability for sense impressions, so that the unconscious
entrance of sensory contents can be prevented (the developing
of the ten-petaled lotus flower/chakra).
4
Rudolf Steiner, Karmic Relationships: Esoteric Studies, Vol.
2 (London: Rudolf Steiner Press, 1956; GA 236), pp. 85-86
(slightly edited translation).
5
Rudolf Steiner, The Younger Generation: Educational and
Spiritual Impulses for Life in the Twentieth Century (Spring Valley, NY: Anthroposophic Press, 1967; GA 217), pp. 118-119.		
6
Ibid, p. 117 (alternate translation).
7
Their principle of metamorphosis demanded “again and again
the meditative pursuit of the transformations of these forms.”
Erhard Lauer “Unveröffentlichte Erinnerungen an das Erste
Goetheanum II” (“Unpublished Memories of the First Goetheanum II”),” Stil: Goetheanismus in Kunst und Wissenschaft
4/2013.
8
Oral communication with no source reference.
9
Karoline von Wolzogen, Schillers Leben (Schiller’s Life), 1830.
10
Dr. Hildegard Gerbert, “Keime pädagogischer Lebenseinsichten in Goethes Aufsatz: Der Sammler und die Seinigen,” (“Seeds
of Living Pedagogical Insights in Goethes Essay, ‘The Collector
and His Circle’”), Erziehungskunst, Juli/August 1949. S. 215. In
English translation Goethe’s essay “The Collector and His Circle”
is published in John Gearey, ed., Goethe: Essays on Art and Literature (New York: Suhrkamp Publishers, 1986), pp. 121-159.
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In Memoriam: John Salter 1921-2018
by Christian Thal-Jantzen

ur longstanding friend and colleague John Salter
has died. He passed over the Threshold of Death on
Sunday, 28th January 2018 in the early hours at his home
in Buckfastliegh, Devon, England. Born 23rd May 1921,
he would have been 97 this May and has been taking an
active interest in the Art Section up until recently. His
funeral was held Thursday 8th February at the Christian
Community Church in Buckfastliegh, Devon.

Social Studies Group. One of their challenges was how
to introduce Rudolf Steiner’s Threefold Social Order to
politicians in Hungary and the former Czechoslovakia.

John was co-responsible for the initiative to formally start
Art Section work in the United Kingdom in 1990, joining me in forming the first UK Section Carrying Group
together with Anne Stockton, Rudolf Kaesbach, Robert Lord,
Caroline Chanter, and Andy Beard. This was prompted by the

John was inspirational, ever discovering new perspectives with which to challenge us.

O

John was also active at that time with Gladys Mayer
and John Fletcher in the Mercury Arts Group based at
Rudolf Steiner House, London. This group had been in
direct contact with Rudolf Steiner and his collaborators.

At least twice a year the Carrying Group, including John, would
attend Art Section Conferences at the Goetheanum, and there he
met a painting student, Maggie Salter, studying with
Gerald Wagner at
the Goetheanum
Painting School.
Maggie had been
engaged to interpret from German
into English. In
May 1995 Maggie
became the second Mrs. Salter
with Anne Stockton and myself as
the witnesses.

John Salter 7-Piece Sequence Kibbutz Harduf, Israel, 1991, concrete
on polystyrene cores, to be read from right to left

then-new Art Section Leader Christian Hitch commencing regular
Art Section work for members of the School of Spiritual Science
in May 1989 for the first time since the Christmas Conference
of 1923.

One of the initiatives John is
closely associated with is the establishing of the Art Section
Newsletter in 1991 for those active or interested in the Art Section
in the English-Speaking World to give English speakers access
to what was taking place in the Art Section, in particular at the
Goetheanum. This publication continues in the capable hands of
David Adams in the USA.

After service in World War II and work in the oil business, John
had taken early retirement at age 52 in 1973 so he could take up
his sculpture full time in his new studio in Ashurst Wood, Sussex. He was very productive, tackling themes such as sevenfold
metamorphoses, the reappearance of Christ in the etheric, the
three beasts, Michael and the Dragon, the qualities of twelve
signs of the zodiac, childhood, and much more.

More recently John and I have kept in touch by letter after his
second retirement to Devon, where I also visited him in his little
cottage in Buckfastliegh. The last time we met was in Stroud,
where John had travelled to see a production of Rudolf Steiner’s
The Guardian of the Threshold. John was not going to miss anything! He was a truly remarkable and inspirational man!

John’s other great interest was the social question, and he was
a regular at my childhood home in East Grinstead, Sussex in
the 1950s where my father Holger convened the East Grinstead

John Salter Symphony– Seven Piece Sculpture
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heights of pieces vary from 39 to 66 cm.

Theo Jansen’s Walking Animal-Sculptures and the
Future Human Capacity to Create with Life Forces
compiled by David Adams

t times during the years 1905-1906, and rarely even beyond
that time, Rudolf Steiner spoke about a future capacity of
human beings to create, not just using inanimate matter as at
present in our artworks and technology, but by shaping and
endowing human creations with life forces and even more.
He even indicated that the first, elementary beginnings of this
capacity were already starting to appear. Consider as examples
the three following (slightly edited) multiple quotations from
different sources:

A

“Until now, the human being has only mastered the inanimate in
nature. The transformation of the living forces, the transformation
of what sprouts and grows in the plants, and of what manifests
itself in animal [and human] reproduction – that is beyond human
power. . . . An artist can certainly create a strangely beautiful Zeus,
but he or she cannot fully comprehend this Zeus; in the future,
human beings will reach a level where they can do that as well.
. . . it is the case that in future human beings will themselves
control what they only receive as a gift from nature or the divine
powers – namely, the living.
“. . . in the future, those forces of outward nature over which
we have no control at present must be
conquered, just as the human being has
already conquered gravity, light, and
electricity in inanimate nature.”

rate the beginning of what is an organising force. . . . It is artistic creation in connection with human feelings which, if more
intensively developed, would make it possible to influence the
growth of plants. . . .”
“Now human beings work upon the mineral kingdom. A time
will come when, as the product of their activity, they will have
worked over and transformed the mineral kingdom, so that no
particle will then remain whose nature has not been changed
by human artifice. Then the whole can be transmuted into pure
astral forms.”
Foundations of Esotericism, trans. Vera and Judith ComptonBurnett (London: Rudolf Steiner Press, 1983; GA93a), October
19 and 26, 1905; pp. 159 & 193.
“. . . since humankind began to exercise control over the mineral
kingdom, the Earth has been changing, and we may foresee
an age when the whole face of the Earth – which at the beginning was the work of the gods – will have received the stamp
imparted by the human hand.”

“Having transformed the mineral
world, humankind will learn to transform plants. This indicates a higher
power. Today we erect buildings; in
future times people will be able to
create and give shape to plant life by
“Slowly but surely the organic, the living
working upon plant substance. At an
forces intervene in the present-day cycle
even higher stage, human beings will
of humanity’s development. There will
give form not only to living beings but
come a time – however fantastic this
to conscious beings; they will have
might seem to contemporary people –
power over animal life. . . .
when the human being will no longer
“. . . When we no longer simply
paint only pictures, will no longer make
embody our thoughts in objects – for
only lifeless sculptures, but will be in a
example, when we make a watch –
position to breathe life into what he or
but give body to these images, they
she now merely paints, merely forms
will live.
with colours or with a chisel.”
“Moreover when human beings
know how to give life to what is high“Through the Royal Art, the human beest in them, those ‘images’ will lead a
ing must acquire control of something
real and actual existence comparable
similar to the force which sprouts in the Theo Jansen with one of his “beach-animals,” Holland
to an animal’s existence. At the highplant, the same force that the occultist
est stage of evolution, human beings will thus be able, finally,
uses when he accelerates the growth of a plant in front of him. In a
to reproduce their own being.”
similar way, a part of this force must be used for social salvation.
This power . . . is at present still in an elementary, germinal stage.
An Esoteric Cosmology (Great Barrington: SteinerBooks, 2008;
. . . The Royal Art will in the future be a social art.”
GA 94), June 1906, pp. 82-84.
The Temple Legend, trans. John M. Wood (London: Rudolf
There are no doubt various ways to begin learning to perceive
Steiner Press, 1985; Jan. 2, 1906), pp. 298-307
and work with living formative forces in the way we create
artwork. While still far from this future development spoken
“Through art a beginning is made with what affects the growth
of by Rudolf Steiner, the self-mobile creations of Dutch kinetic
of human beings. The artist has within himself or herself at any
20

“Self-propelling beach animals like Animaris Percipiere [Jansen
gives them Latin “scientific” names] have a stomach. This consists of recycled plastic bottles containing air that can be pumped
up to a high pressure by the wind. This is done using a variety of
bicycle pumps, needless to say of plastic tubing. Several of these
little pumps are driven by wings up at the front of the animal
that flap in the breeze. It takes a few hours, but then the bottles
are full. They contain a supply of potential wind. Take off the
cap and the wind will emerge from the bottle at high speed. The
trick is to get that untamed wind under control and use it to move
the animal. For this, muscles are required. Beach animals have
pushing muscles, which get longer when told to do so. These
consist of a tube containing another that is able to move in and
out. There is a rubber ring on the end of the inner tube so that this
acts as a piston. When the
air runs from the bottles
through a small pipe in
the tube it pushes the
piston outwards and the
muscle lengthens. The
beach animal’s muscle
can best be likened to
a bone that gets longer.
Muscles can open taps
to activate other muscles
that open other taps, and
so on. This creates control centres that can be compared to
brains.”

sculptor and engineer Theo Jansen suggest a certain beginning
intuitive tendency in this direction. Since 1990 Jansen has been
creating sculptures (”beach animals” or “strandbeests”) that live
on the beaches of The Netherlands. These “animal-sculptures”
are not made of protein like existing life forms but have skeletal
structures constructed from yellow electrical (plastic) tubes
bound together with long zip ties (and sometimes including
sail fabric). A rotating spine (crankshaft) is the central structure
of these creatures that allows them to move freely (via wind
power) both forward and backward. They get their energy from
the wind, so they don’t have to eat like biological animals. They
have “evolved” over many generations, becoming increasingly
adept at surviving storms and water from the sea.

Dynamic and interdisciplinary, Jansen’s
strandbeests blur the
lines between art and
science, sculpture and
performance. To be able
to appreciate their lifelike
qualities, I encourage
readers to watch this
fascinating online video
demonstrating the uncannily smooth walking motions of these “beach creatures”: https://
www.facebook.com/Autoblog/videos/10156178374721760/

Jansen’s seeming organic intentions are revealed by the way he
talks about his moving sculptures (although his idea of the “living organism” is a rather mechanical one): “Since 1990 I have
been occupied creating new forms of life.”

“Not pollen or seeds but plastic yellow tubes are used as the basic
materials of this new nature. I make skeletons that are able to
walk on the wind, so they don’t have to eat.
“Over time, these skeletons have become increasingly better at
surviving the elements such as storm and water, and eventually
I want to put these animals out in herds on the beaches, so they
will live their own lives.”
21

The rotation of the central spine/crankshaft is converted by 11
small rods into a walking
movement. Jansen determined the proportions of
the rods by starting with
a computerized generation of 1500 legs with
rods of random length.
Of these, the computer
selected the best 100
rods, which were reproduced and combined
into 1500 new legs, each
of which was assessed by the computer on their resemblance
to an ideal movement curve. This “evolutionary” process went
through many generations over weeks and months, finally resulting in the eleven ideal lengths for the rods. These were used to

create Animaris Currens Vulgaris, the first of a series of beach
animals to walk.

Announcing the
ART-capital Residency

by Nathaniel Williams and Nadia Bedard
idden worlds in form and color, wings of the soul, stars, wind
and water, community and capital, social and individual,
paint, sculpture and Free Culture…what do they share? Well, for
one thing they’ll all be converging (or live-colláging) this year
in the tiny town of Philmont, New York.

H

In January 2018 the Free Columbia Art Initiative in Philmont
began collaborating with Lightforms: Art + Spirit, an arts center
to be located in the neighboring town of Hudson, to offer Free
Culture Residencies to selected visual artists from near and far.
Artists all over the world are bearing inner riches like seeds in
search of gardens, in search of sun and rain and nurture. We need
these seeds today more than ever, as we need nature, as we need
connection to sky and earth, and to each other. Free Columbia
and Lightforms have come together to make studio space, practical support, and an annual fund of $8000 available in service to
nurturing creativity in and for community.

Many further details and reflections on the development of his
beach animals have been included in the book written by Jansen,
The Great Pretender and on his website at strandbeest.com. A
more recent development is the multiplication / reproduction of
compact, small-scale strandbeests using 3D printing in white
nylon plastic. Right after “birth” from the 3D printer these ca.
8 cm. tall models (which are for sale) will work straight away,
elegantly and efficiently walking on tables, bookshelves, etc.
within a residential environment. He also offers summer beach
sessions to witness his ongoing experiments in person (all six for
2018 are sold out), and sells a DVD and postcards,

Since it began in 2009, Free Columbia has been about Free Culture. What does this mean? We know we need these seeds, but art
has become money, and money art; art adorns the wealthy walls
as a money symbol, art is a product in the market, for those who
can afford to make and sell it.
But what is its potential? Art needs capital, but no less does
capital need art: capital needs creativity, or it becomes a dead
money. In the words of Joseph Beuys, capital is human dignity
and creativity, capital is art.

Theo Jansen was born in 1948 and studied applied physics at Delft
University of Technology (The Netherlands) from 1968 to 1975.
He left the university to become an artist. He painted for the first
seven years. In 1980 he built a flying saucer (15–feet wide with
flashing lights and beep sounds) that flew over Delft and set the
town in commotion. Then he built a light-sensitive spray-gun that
paints an object on a surface. Since 1986 Theo Jansen has been
writing a column for the de Volkskrant (national newspaper), and
since 1990 he has been working on the creation of his moving
“animal-sculptures.” In 2016 he joined brainstorming sessions
at NASA to develop the Venus rover vehicle. His kinetic sculptures with related drawings, models, etc. have been exhibited
worldwide at many museums on at least four continents, and
they have inspired documentaries, poems, and books in multiple
languages. For more information and additional videos, please
visit his website at strandbeest.com.

If we can support the artist to create, free from economic edict;
and if this creation can be made accessible to everybody, not just
to those who can afford a ticket; then the inspiration seeded in the
individual person can connect with the whole community, and the
community in turn can connect with the individual, in creation
that is mutual. This sounds like pretty talk, but can it be done?
What is the magic currency? Short answer: it can be done; it is
being done. The magic currency is called, by some, the Gift. All
events and classes that Free Columbia offers are accessible to
anyone, regardless of income: there is no set ticket price or tuition.
This does not mean the offerings don’t need currency, a form of
human energy and creativity: in reality, an event that comes to
fruition has of necessity received this energy in the past, through
past gifts, otherwise it could not come into existence. The event
is a gift. If you experience this gift, and out of this experience
you wish to make a gift like it accessible to future audiences and
students, your capital can do it.
The ART/capital artists in residence for 2018 will share their
work with the surrounding community in Free Culture events.
Keep an ear out for upcoming places and times, and read about
this year’s projects and their artists below:
Artists in Residence for 2018:
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stars for the light of consciousness, incorporating the script of nature as we find it in clouds,
water, and sand. Viewers will find themselves
immersed in a multi-sensory landscape of suspended, moving wing-, wind-, and meditationinspired sculptures, as projected light images in
“star stations” play over the floor, surrounded
by paintings with the quality of gold as sunlight
manifested, as well as sound and fragrance.

Zoltán Döbröntei

Project: Zoltán Döbröntei will come to Philmont
from the 9th to the 30th of October and create
three paintings in dialogue with specific local
sites. What will wait for us when we come to
meet these paintings? Sometimes we leave a
museum exhausted and irritable; sometimes
with a feeling of refreshment and comfort in the
heart; sometimes with an inkling of spring or the
quiet morning dawning…the experiences are as
numerous and richly varied as the viewers and
the works of art. Something, anyway, arises in
us when we come into relationship with, say, a
painting: we relate, we are changed, we are of
a new reality, however subtle it may be. What
then is this mystery of art? What is it doing?
Zoltán said once, “The eternal task of art is to
make visible how the destiny of the individual
relates to the destiny of others, and the destiny
of the community...” This statement does not
reduce the mystery, rather it intrigues. Whether
the artist creates out of an abstract
intellectual experience of the earth,
or out of the need to satisfy a certain
soul-feeling, or out of living their
way into the qualities of a color, or
out of the stillness when everyday
thought-forms dissolve and other
forms rise up – all of this has a life
in the reality of relationship between
an individual and community.

Painting by Zoltán Döbröntei

Jason Healy

Zoltán Döbröntei is a Hungarian
artist and founder and leader of the
Napút Academy in Hungary. The
name “Napút” can be translated as
“Sunway.” It is the first and only
place of its kind in Hungary, an artistic and research-based community
Painting by Martina Angela Müller
with arts education as the main activity, though
also weaving in the study of natural sciences.
Sensory-sensual perception of nature in dialogue
with different meditative practices creates the
opportunity for students to unfold their skills and
abilities. Prior to founding the academy, Zoltán
acquired a depth of teaching experience in Waldorf schools and beyond. He has had a number
of solo and group art exhibitions, including at the
Goetheanum in Dornach Switzerland and the Sophianum Healing Center in Hungary. He has also
lectured and given courses in Prague, Brussels,
and Switzerland.

Martina Angela Müller

Project: Martina Angela Müller’s residency is
ongoing, and the project Towards a Star will be
installed once Lightforms has a permanent site
established in Hudson, NY. Martina has been
working with the imagery of wings of the soul and

Martina Angela Müller was born in Germany
and now works as a freelance artist and teacher
in Ghent, New York. She brings together the
living forces of nature, the ephemeral manifestations of elemental and atmospheric processes
of wind, water and sand, with anthroposophical
meditative processes and sensitive work with
color in a harmonious union to create her paintings, sculptures, and installations. Her work has
appeared in numerous galleries in New York
and Massachusetts and is in private collections
across four continents. Martina is on
the faculty of the Alkion Center and
Hawthorne Valley Waldorf School.

Painting by Jason Healy
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Free Columbia and Lightforms also
will provide studio space and some
funding to Jason Healy for his project
of a Community Sharing Residency.
Jason will spend three months this
summer painting in Philmont. This
residency will have a community
sharing aspect. (He may even paint
on the studio walls!). Look for events
later in the summer where you can
hear about his process and see his
work.
Jason Healy grew up in Connecticut, U.S. and
received a BA in English literature and foreign
languages at Vassar College. In his twenties he
worked as a Waldorf teacher, a carpenter, a cook, a
journalist, and a gardener. He has studied classical
painting with Numael Pulido in New Hampshire,
learned anthroposophically oriented art therapy
at the Tobias School for Art and Art Therapy in
the UK, and completed a degree in Social Work,
practicing as a psychotherapist and art therapist
in Boston at Lesley University and with private
clients.

Three Short Book Reviews
by David Adams

of the Madonna declined” (p. 60). Starting with William Blake
and artistic fraternities of the 19th century, she finds new, interesting attempts to renew a spiritually-based art, leading to a new
freedom as well as abstraction in the early 20th century, the time
when Rudolf Steiner painted New Life and tried to give a new
painting impulse for “ways in which motifs and
images could be developed from the qualities,
gestures and characteristics inherent within the
colours themselves.” (p. 61)

Angela Lord, New Life – Mother and Child: The Mystery
of the Goddess and the Divine Mother: Rudolf Steiner’s
Madonna Painting (Forest Row: Temple Lodge, 2017),
90 pages, paperback.
his large-format, all-color art book is the latest close study by painter Angela Lord of one
of Rudolf Steiner’s original paintings (previous
such publications include The Archetypal Plant
and Easter). Here Angela starts by embarking
on an extended consideration of the esoteric and
artistic background to Steiner’s subject matter
that she at one place calls “the feminine stream
of spirituality.”

T

Angela then brings in a consideration of the two
Jesus children, especially as echoed in contrasting traditions of painting the nativity with the
three wise men or with the shepherds, beginning
to relate this “open secret” to understanding New
Life. This leads into her more direct efforts to
interpret in some detail the color composition
and expressive features of Steiner’s painting
and its use of the specific gestures of individual
colors, including the mysterious rose-pink or
“flesh” color of “incarnat” (as described by
Steiner). The book concludes with five varying examples of possible color sequences for
working with this Mother and Child motif,
each illustrated with 6 steps and resulting in images that can be recognized as akin to Angela’s
own paintings throughout the book. She encourages readers
to attempt their own paintings with different color sequences,
giving some general advice to guide their picture development.

She begins by going back far into primal prehistory to when the earth and humanity were still
in a living etheric state called “Eve,” tracing the
origins of human evolution through the Polaric,
Hyperborean, Lemurian, and Atlantean periods,
including an explanation of their relationship to
accounts in the book of Genesis and how this is
related to the theme of the Mother and Child.
As she continues, she is especially concerned
to depict the role of women in ancient human
communities and the feminine aspect of humanity’s spiritual guidance. Her account is illustrated both with many
drawings of prehistoric priestess and goddess sculptures as well as
her own full-page Madonna/Mother and Child paintings, related
coloristically to Steiner’s New Life.

Overall, this study is another demonstration of how Steiner’s New
Life painting (like his other paintings and training sketches) can
be a source of ever-new creative life from its exploration of both
the color sequences and composition of the painting and from its
related historical and spiritual-scientific meanings.

She considers a number of goddesses from various ancient cultures and their related myths and legends, as visual arts become
gradually more developed. Separate chapters consider Isis, Artemis, and Demeter and Persephone. Then the transition is made to
Early Christian times when the first images appear of Mary and the Christ Child in the Roman
catacombs, in murals, mosaics, and icons. With
the further developments of the Middle Ages
followed by the southern and northern streams
of the Renaissance “Images of the Madonna and
Child lost the inner soul and spiritual intimacy
of the icons, but now – by being placed into
realistic environments – they were metaphysically and artistically coming down to earth.” (p.
48) Angela surveys how a variety of different
soul-spiritual qualities were conveyed by different artistic traditions and individual artists,
occasionally quoting Rudolf Steiner on specific
characteristics.
Her account grows briefer as modern times are
approached, as she traces how fragmentation in
the “cohesive wholeness” of art develops, partly
in connection with theological phenomena, and “artistic depiction

Peter Stebbing, ed., The Art of Colour and
the Human Form: Seven Motif Sketches of
Rudolf Steiner; Studies by Gerard Wagner
(Verlag des Ita Wegmans Instituts, 2017)
209 pages, hardbound.
his is another typically tasteful and thorough
anthroposophical art book production by
Peter Stebbing of the Wagner-based Arteum
School of Painting in Arlesheim, Switzerland,
with excellent quality colored illustrations and
interesting layout. The central topic is the second
group (after the nine “Nature Moods”) of seven
pastel training-sketches made by Rudolf Steiner
for Henni Geck’s original painting school in
Dornach (until 1929), concerned with the human
being as a being of body, soul, and spirit (or “The
Spirit Form of the Human Being”). Six of these
sketches were made by Steiner in the month fol-
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in unexpected ways” and are illustrated with
twelve full-page reproductions (including the
unusual “The Gas Chamber” illustrated lower
left), two short illustrated essays by Wagner
“Painting as a Two-Dimensional Art” (Peter’s
translation of Wagner’s text in his 1972 portfolio Animal Metamorphosis) and “A Note on the
Art of Light-and-Dark,” brief accounts of the
lives of Wagner and Geck, Peter’s short commentary on both the book’s reproductions and
the need for the further development of plant
colors, and an Afterword by Peter on several
topics related to the future development of
painting that includes the following quotation
from Wagner written in a letter in 1976:

lowing the destruction of the first Goetheanum.
Thus, the heart of the book (over 133 of its
pages) is a series of in-depth considerations of
each of the seven sketches consisting of a short
verbal introduction by Peter including relevant
quotations from Steiner as well as a discussion
of a possible color build-up (sequence) for
painting that sketch in watercolors, accompanied by a reproduction of the original sketch as
well as any related drawings by Steiner (usually
with comments about which colors have faded
over the years), usually an interpretation of the
sketch painted by Henni Geck, and then multiple examples of interpretations of the sketch
by Gerard Wagner in plant colors, including
his early-1990s studies for the wall paintings in
the Foundation Stone Hall in the Goetheanum.

“”It can seem almost incredible that in all these
past decades there has hardly been any interest
at all in these sketches of Rudolf Steiner. The
sketches could awaken a presentiment of the
The diverse examples by Wagner with flowing, intense, and sensitively related colors are Gerard Wagner The Threefold Human Being significant task painting has, and of the real
anthroposophical life and activity that could
particularly striking and, as Peter says in an January 6, 1983, plant colors
flow from this. An interest in these sketches
introduction, “speak for themselves” as well as
would also be important in a further sense, since the tendency
“demonstrating (the sketches’) protean possibilities for an art of
to abstraction in painting – which represents a flight from the
painting of the future.” The translated titles of the seven sketches,
art of the future and from oneself – is asserting itself ever more
which deserve to be better known, are “Group Souls – The Hudecisively in our circles and does not permit awareness of Rudolf
man Being,” “Light and Darkness (Lucifer and Ahriman),” “The
Steiner’s impulse in painting to arise.” (p. 200)
Seer between Marianus and Gabrilein,” “Let There Be Distance
and Life” (Archangels Contemplating Planetary States), “The
Threefold Human Being,” “The Human Being in the Spirit,” and
Michael Schubert, The Isenheim Altarpiece: History –
“The Spirit in the Human Being.”
Interpretation – Background (Great Barrington: Steiner-

books and Stuttgart: SchneiderEditionen, 2017), 173 pages,
hardbound, approx. 13 x 10”.

his is a reworked and expanded English version of a book first
published in German in 2007 by Urachhaus and Verlag Freies
Geistesleben. Schubert and his wife live near the altarpiece and
over the years have had many opportunities to study and reflect
on it in person in addition to researching secondary sources. This
is as thorough a coverage of every part of this remarkable Late
Gothic/Early Reanissance altarpiece by Matthias Grünewald
(working together with the Isenheim abbot Guido Guersi) and its
many fascinating details and mysteries as you are likely to find.
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After very carefully describing (and illustrating,
with many beautiful color
details) what can be observed physically in each
panel (and sometimes also
providing background information for things shown
in the paintings), Schubert
offers an interpretation of
each scene in a way that is
informed by anthroposophy
but not outwardly anthroposophical. Of the extensive
236 endnotes, only a hand-

Gerard Wagner The Gas Chamber July 1975 plant colors

Around this central content, Peter has assembled a variety of
interesting material “to facilitate further study,” including an
introduction by Peter Selg, a lecture “The Renewal of Art through
Anthroposophy” by Rudolf Steiner from The Arts and Their
Mission, an interesting 13-page study by Peter of “The Human
Form in Art” that surveys a number of historical examples from
ancient Egypt to Raphael to Steiner, a table of the exact dates
when each of Steiner’s 23 pastel training sketches was made
(including the seven sketches of “pictorial compositions” that
followed the ones that are the topic of this book), a listing of
nine additional motifs that Gerard Wagner came to on his own
that also “exemplify the new approach to the human form in art
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ARTKITEKTURA Festival of Architecture and the Arts
by Richard Coleman and Sarri Tapales

By Richard:

By Sarri:

nce again Architecture Steiner, an activity of the Anthroposophical Society in Great Britain’s Art Section, has made its
impact on artists, architects, students, and general interest groups
of The Philippines. It has now run two successful festivals in
2017 and 2018.

G

reetings from Manila where ARTKITEKTURA Festival 2018
and the Living Architecture Exhibition opened last 3 February. Our events were running until the closing of the exhibition
on March 31. Since I have been too busy this past year to send
Architecture Steiner updates, I have since tried to send announcements of our events and a glimpse of what we are doing in the
Philippines in real time [from which the following texts derive].

O

Both events attracted around 200 participants each day, and each
was based in Manila and Iloilo. The Manila events were accompanied by the Living Architecture Exhibition – Balancing Nature,
Culture and Technology sponsored by the Iona Stichting and
curated by Pieter van der Ree, professor of architectural history,
Alanus University, Bonn, Germany. The festivals also consisted of
lectures, workshops, and art installations. International speakers
included architects Pieter van der Ree from
the Netherlands, Gregory Burgess from
Australia, Richard Coleman and Nicolas
Pople both from the UK, and engineers
Luis Lopez (structural) from Columbia
and Patrick Bellew (environmental) from
the UK. Local contributions were made
by anthroposophical “economist” Nicanor
Perlas, museum curator Marian Roces, art
collector Floy Quintos, conservationist
Kristin Treñas, Quezon City Vice Mayor Joy Belmonte, Lambunao Mayor Jason Gonzales, urban planner Paulo Alkazaren,
architect Jason Buensalido, and more.

We had a very successful Lecture and Workshop Series on 3 and
4 February, followed by Student Lectures in Iloilo on 8 February. Feedback was quite positive, and we received lots of media
coverage and requests from groups, leading universities, and
cultural institutions for collaboration in 2019. Only the funding
side remained a challenge. We did just
manage to cover our local festival costs
this year, but financing for shipment and
related fees for the international exhibition
is still a large question. These struggles
and successes are all part of the journey.
How do we measure the value and success
of a social and cultural initiative that is
borne out of a spiritual impulse? Despite
profound financial pressures, what this exhibition has given
rise to, in the form of festivals, spin-off events, educational
initiatives, and cross-sector partnerships for the future, leaves
us with no doubt that the Living Architecture Exhibition was
meant to transform hearts and minds in this part of the world.
We are already witnessing the beginnings of change. We now
have 8,000 followers on Facebook. Our partners in schools and
embassies are beginning to adopt our concepts and language
(such as “human-centered design”). The Saturday after I wrote
this we welcomed representatives
from influential corporations and
local governments, in addition to our
usual mixed audience of students,
professionals, and the general public.
It has helped to have two mayors and
a vice mayor as partners in our 2017
and 2018 programmes, all chosen for
their integrity and forward-thinking
approach to their work.

At every opportunity the respective country Ambassadors to the
Philippines introduced their contributors. Themes were derived
from the content of the exhibition with Festival 2017 focusing
on ‘Wholeness through Architecture and the Arts” and Festival
2018 exploring “Movement and Flow in the Built Environment.”
Festival 2018 continued with a series
of weekend events called “Exhibition Encounters” where tours and
workshops were held during the
exhibition up to 31 March. The
festival director Sarri Tapales and
her devoted team in Manila led by
Nina Ledesma, including student
volunteers, will continue the theme
of Architecture and the Arts in a third
segment titled “ARTKITEKTURA
– The City as Culture” planned for
the autumn of 2019, while the exhi- At the exhibition
bition will tour the Far East, North
America, and London.
This anthroposophical initiative is intended as an outreach to create awareness for an improved built environment, which better
relates to the true nature of the human being, – physical, psychological, and spiritual – and which enhances human consciousness.
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We are grateful to everyone for their
kind support, especially to those who
have taken part or directly contributed to ARTKITEKTURA Festival
and the Living Architecture Exhibition. You can follow the news
via our website https://www.artkitekturafestival.com/. And you
can help our initiative by buying a copy of the beautiful book
Living Architecture by Pieter van der Ree, which is available at
the Steiner House Bookshop.

Artkitekturea Exhibit Encounters I
Vargas Museum, February 28
• “From Nature to Architecture: Gaudi’s Sagrada Familia by Ar.
Choie Funk (Maria Cynthia Ylagan Funk)
A personal story of Gaudi’s life and genius reflecting the power
of the human spirit to lift humanity through architecture.

On May 26 we met at Rudolf Steiner House, London, to explore
the “architecture of celebration,” sharing stories of ARTKITEKTURA Festival 2017 and 2018. It was a day for celebrating anthroposophical initiatives that reach out into the world, in honour
of Daniel Nicol Dunlop, a founding father of the ASinGB whose
work (in the 1920’s-30’s) embraced a truly global mission. Many
news articles and press releases may be viewed on our website.

• Guided tour of the Living Architecture Exhibition, with lecture
from Ar. Choie Funk, Associate Dean of
the Environment Studies Cluster, School
of Design & Arts at the De La Salle College of Saint Benilde with her own active
private practice.

The “Living Architeacture” exhibition
came to Vargas Museum in Manila in
February 2018 after its successful launch
at Ayala Museum in August 2017 – with a
particularly busy schedule of related talks,
workshops, and discussions in Feberuary
and March of 2018, summarized as follows:

Pasig River Heritage Tour
Guide: Ivan Man Dy, March 4
Rediscoving the city on a cruise down the
Pasig River.

Manila Festival 2018 Programme
Feb. 3-4, 2018 featured the following lectures and workshops/study tours:
• “Flux, Flow, Self and the World: Exploring the Space Between” by Gregory
Burgess (AU).
• “Bamboo – An Alternative for Construction-Visit to Kawayan Housing Village in
Bagong Silangan, Quezon City” by Luis
Lopez (CO).
• “Weaving Living Architecture with
Philippine Culture” by Jason Buensalido
(PH).
• “Places – Flowing through History” by
Richard Coleman (UK)
• “Invisible Architecture - Environment Design in Practice” by Patrick Bellew (UK).
• “Archeology of a City in Search of Identity” by Vice Mayor Joy Belmonte (PH)
• Exhibition Opening Talk: “Creating Form
out of Time, Place, and People” by Pieter
van der Ree (NL)

Artkitektura Films and Cities II
Movement and Flow in the Built Environment March 5
De La Salle-College of Saint Benilde,
School of Design and Arts
Designing with Water Forum
• Welcome by Ar. Cynthia Frunk and Sarri
Tapales
• Short film: Bishan Ang Mo Kio Park,
designed by Atelier Dreiseitl SG, DE
• Presentation: “Marikina Smart Home”
by Jason Buensalido PH
• 2 presentations introduced by the Dutch
Embassy representative
“Understanding the Nature of Water: The
Dutch Experience,” by Sjef IJzermans NL
“Finch Floating Homes: Bulacan, a project
of TU Delft University,” by Thijs Kool NL
* Forum moderated by Ar. Cynthia Funk
and Sarri Tapales

Artkitectura Films and Cities I
(Co-presented by the Great British Festival)
Urban Innovations: Sustainable Approaches to Building Cities, Feb. 24, Ateneo Law
School Theater. Rockwell Dr., Makati City
• Lecture by Tia Kansara on community
architecture pioneer, Rod Hackney
• Premiere of A Story of Dreams, a film
about Jaime Lerner, inspirational community architect, Parana State Governor, and
transformational sustainability city leader.
• UrbanisMO: Ano ang plano mo?
UrbanisMO invited development practitioners, urban planners, data scientists, and
interested citizens of all ages to discuss four
crucial issues that can make or break Philippine cities: a) Transportation; b) Housing
and urban poverty; c) Disaster risk reduction and management,
and d) Addressing urban conflict.

Public Spaces Forum
• Film: The Human Scale DE
• Presentation: “Greenbelt as public
space,” Stephanie Gilles, architect, urban
planner, chairman of UAP Emergency
Architects
* Forum: “Reimagining Manila’s Public
Spaces, a human centered approach” panel
discussion moderated by Stephanie Gilles
Artkitekturea Exhibit Encounters II
Vargas Museum, March 10
• Form and Metamorphosis, led by Reimon
Gutierrez
An experiential workshop in clay following Rudolf Steiner’s indications on
Dynamic Forms in Architecture.
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Artkitekturea Exhibit Encounters III
Vargas Museum, March 31

• “Rebirth and Reintegration” by Waywaya
‘Aya’ Lowe
‘Create Great Cities’ exhibition
February 3-28 Areté, Ateneo de Manila University Areté hosted Create Great Cities, an exhibition of works from a photo essay competition
organized by the British Council and the British
Embassy. Over 100 amateur and professional
photographers from the Philippines participated
.
See: https://www.britishcouncil.ph/programmes/arts/visual/create-great-cities

Form & Metamorphosis Workshop

On the Art Section Conference
ur second conference on colour will be
held from August 31st to September 2nd
at the Glasshouse in Stourbridge, UK. The
conference will take place within a few days
of the opening of the major exhibition, experienceColour, brought over from Dornach.

O

experienceCOLOUR is an international exhibition that will be hosted at the Glasshouse
in Stourbridge from the 28th August until
the 14th October. This unique exhibition
presents Goethe’s research on colour in a
series of more than 30 interactive exhibits
which allow the visitor to explore phenomena and experiment with colour. Developed
in Switzerland, this exhibition is the first of
its kind to be hosted in the UK…”
https://www.rmlt.org.uk/experiencecolour
We will follow immediately after the
teacher’s conference, which will be probing deeply into the underlying nature of
colour and hopefully the Friday can act as
an overlap, such that we can arrange some
key speakers to share the theme with a wide
group.
This should be an amazing opportunity to
penetrate really deeply into the phenomena
of colour. It is open to Class Members and
non-members too, as it is our opportunity
to represent our work to a wider audience.
I would encourage sculptors and architects
to join us as well as painters and graphic
designers, as the deeper I penetrate into this
subject the more I realise how the forces at
work in colour really permeate into all of
the art forms.
Gordon Clarke (edited from emails)
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Short-Term Art Classes Near and Far
The Elements of Painting – Laura Summer

hen I was a student in painting school I was given cloud studies as an assignment. Sitting on the lawn, gazing at the sky, trying to
capture on paper the form language of the clouds, I had a major realization: God is much better at composition than I am. The natural
world is filled with interesting, dynamic, coherent and incoherent harmony, vastly more interesting than what I can draw when I think of
cloud, or tree, or stone. As a painter I wondered, How can I harvest some of this vast harmony and have it inform my work? So started the
past thirty years of struggling to bring what is behind the world, what creates the world, out onto the canvas. It is never completely successful, but it is ever more and more a fascinating exploration.

W

The world of two dimensions worked with by the painter is lawful. Color is lawful, as is line, surface, and composition. How can we learn
to respect this lawfulness while at the same time playing in its realm? Blue is a reality that has a certain quality; it makes me feel a certain
way. When I put it next to red, something very specific happens that is different than if I put it next to yellow or black. How can the painter
develop a sensitivity to feel this lawfulness and at the same time be in a state of experimentation and dialogue? Where is the realm that
exists between expressionism (it’s all about what I want to say) and impressionism (it’s all about what is outside me)? We can not only
find this realm, we can live there as painters, and be continuously nourished and inspired by moving between the polarity of self and other.
How do we do it ? By patiently exercising our perceptive capacities while
painting and drawing. By painting blue and adding red, then painting blue and
adding yellow. By comparing these feelings, locating the realm of quality within
me. Where do these feelings live? Then bringing these feeling capacities to
my work. For me it’s not about what I want to tell the world, but it’s also not
about what blue wants to tell the world, it’s about my conversation with blue
and what is said there. My conversation will be different from yours, just as
my conversation with my neighbor over the fence about how to grow sweet
peas in the sun, will be different from yours with that same neighbor from
the shady side of her yard. Both conversations hold the potential of interest.
So I wonder if there are other people who want to explore these things? At
Free Columbia we have experimented with many forms of teaching, and now in 2018/19 we will explore low-residency intensives. What
happens when a group of people come together a few times a year to explore painting together? What changes in my work because I see
yours? What aspects of the Royal Art, as Rudolf Steiner called the art of working together socially, can inform our painting? It seems like
it is all about listening, about learning to perceive the other. Experimenting with new forms is always challenging, and so it is the perfect
activity for artists, for artists stand always on the edge, sensing the vast discomfort and the exhilarating strength of the unknown. My question is: Can we work here together?
In 2018/19 Free Columbia (in Philmont, New York) will offer a series of weeklong intensives in the basic lawfulness of color and composition. We will explore and exercise our capacities in the quality realm. If you are interested in painting and wonder how to take your
work beyond your own expression and into the realm of conversation with the elements of two dimensions, you are so welcome to apply.
If you have been painting for years and long for enlivening dialogue with other painters or if you are a beginner, but you’re fascinated and
committed to this work of learning through artistic process, you are so welcome to apply. The four sessions will be held in November,
February, April, and July. There will be individual work to do between sessions and the studio at Free Columbia will be available during
the year. Tuition is on a sliding scale. More information is at www.freecolumbia.org

S

Sunbridge Institute Summer Series 2018 Chestnut Ridge, New York

unbridge Institute offers an exciting array of summer courses and workshops on a variety of mostly Waldorf education-related topics.
Information: https://www.sunbridge.edu/courses-workshops/summer-series/

Tuesday, July 10-Thursday, July 12 – Lazure Workshop for Beginners
With Charles Andrade; Location: The Christian Community, 15 Margetts Rd
This workshop is a unique social opportunity to create lasting beauty in a shared community space while learning how to bring light-filled
color to any room in your own home or business.
Fee: $200 (includes two custom lazure brushes) Information, and to register: Email Gail Ritscher at gailritscher@comcast.net
Friday, July 13-Sunday, July 15 – From Nature to Art: A Summer Renewal Course for Teachers
We will take up the theme of our connection to nature through classes on the handwork curriculum, gardening, nature observation, clay
modeling, plant-dyeing, and craft activities including sewing and felting. With Jon McAlice, Chris Marlow, Judit Gilbert, Megan Durney,
and Nicole Nicola. Location: The Fiber Craft Studio, Orchard House, 275 Hungry Hollow Rd
Fee: $255, includes all materials, snacks and evening lecture
Information, and to register: Call 845-425-2891 or email information@fibercraftstudio.org

We Stand behind the Sky: Exhibition Report
by Richard Heys

An Exhibition of Paintings by Richard Heys at the
Goetheanum – October 2017 to January 2018
n July 2015 Christian Thal-Jantzen, the then Art Section CoOrdinator for the UK, and Marianne Schubert, the Head of
the Art Section, visited me in my studio in Forest Row. After
seeing my work, Marianne offered me an exhibition at the
Goetheanum. And so began a two-year process of creation. The
first question was, What should I take to Switzerland? and some
time passed before an answer came to me.

I

day. Moving from that lightly veiled space, the loosely painted
red violets seemed to resonate nicely as a way into painting,
and this was my starting point, exploring the movement from
light to darkness and back again. So the series began, some
pieces of which were gathered in the eventual exhibition at the
Goetheanum.
Each painting started as a question, there was a kind of
knocking at which the door began to open. Colour was brought
into play and the colour space began to deepen and open. Once
the image begins to appear and colour-space begins to develop,
this becomes a reflexive process between self and colour-space.
This for me is the mystery and the why of making art.
“…Then space opens out, makes itself deep and permanent.
We are now standing squarely on the earth. We want to take
possession of everything that exists. We are not looking for any
mystery, we are the mystery…” Pablo Neruda, autobiography.

Marianne Schubert Introducing Richard Hays and His Exhibition in Dornach

This theme dawned on me very early one morning, in the first
moments of waking. I had been carrying the question, What’s
the starting point for the Swiss paintings? into sleep. I awoke
hearing the words “We Stand Behind the Sky”; the answer
was very clear. So the series began. I knew that I had to work
with the waking moment, coming out of dream into the light of

Richard Heys Autumn 2016-2017 acrylic on camvas

The play of surface and image is an essential experience. As
Rudolf Steiner said, when we engage with the art of painting, in
the making, or indeed, the experiencing of it, one moves through
the cosmos of colour. If we do this with our feet firmly planted
on the earth, we can expect some very interesting results.

Richard Heys We Stand Behind the Sky I acrylic on canvas

What I’m striving to achieve is to bring a presence into painting.
This presence opens up a soul space allowing the viewer to
breathe with the artwork. It is something that can be brought to
life in the heart of the viewer and made whole. A painting must
have countenance – a spiritual presence – the artist may not
fully grasp what it is but may be aware of the possibility that the
30 painting can continue to live in the mind of the viewer.

curated by Marianne and expertly supported by Duilio.
The people came to an informal opening of the show, an artist’s
“workshop discussion.” The work and myself were introduced
by Marianne Schubert, and I then spoke of the process of
creation and shared a number of paintings with those gathered.
Marianne shared her impressions of the show:
“Richard Heys’ large paintings radiate powerful colours, envelop
me and allow me to enter into the world of colour without being
constricted by forms and structures. The colours choose their

Richard Heys Summertime 2016-2017 acrylic on canvas

There is no formula or guaranteed way of achieving a painting
with countenance; this has to be approached obliquely and
gently. The American artist Philip Guston once said to fellow
painter Leigh Hyams that he had spent thirty years painting for
a few moments of innocence.
As soon as you think you know how to achieve presence, the
door closes. Innocence is sought out obliquely, when I am fully
engaged in process and medium – here something else can
enter. This becomes a Threshold activity where art is lifted out
of time and the Imagination can take me beyond that which I
know. Your higher faculties can shine in when you are so fully
open and engaged.
As I am now 53 and under siege from all I have seen and all
I know, I attempt a self-forgetting, a side-stepping of rational
processes to allow moments of creative innocence to arise.
This side-stepping, deflecting quick answers and slick resolve,
leads me on a passionate journey through the worlds of colour,
both outer and inner. In the realisation of a finished work I aim
to recover mystery, and in this world of the known, I work
standing before the unknown.

Richard carrying We Stand behind the Sky I June 1 2016

place on the canvas and immediately start conversing with the
others. In this way they unveil colourful soul spaces, sometimes
allowing imaginary water-landscapes to seep in, then letting
fiery dream landscapes exude, evoking inner and outer change
as they do in the gallery on the first floor of the Goetheanum”.
The larger paintings are all acrylic on canvas, although
Threshold is oil on canvas. The exhibition also contained pieces
on aluminium and alu di-bond. Work began in 2016 and carried
on through and up to September 2017.

As I work with an eye to contemporary practice and current
questions in the world of art, I attempt to make paintings which
can stand in the world. As such, it’s necessary to disguise the
hand of the artist, one cannot make expressive gestures anymore
without feeling naïve, or backward looking. But I have found
in the limitation of the squeegee and palette knife a greater
freedom than I imagined possible. My aim was to breathe
through the work and however clumsy or encumbered I felt
with these tools the language of painting could still be heard.
In late October 2017 I drove a car full of paintings to the
Goetheanum, and working with Marianne Schubert and Duilio
Amarante Martins hung the show. The exhibition was wonderfully 31

Richard speaks about his paintings and artitic process to a group gathered at
his artist’s “workshop discussion” at the Goetheanum

(Review of “The Isenheim Altarpiece” continued from p.25)
ful refer to Rudolf Steiner. If this is possible, sometimes the extensive descriptions of each panel seem almost too detailed. Yes,
Grünewald did employ the northern European artistic tradition of
“disguised symbolism,” but this does not necessarily mean that,
by showing a figure with three buttons fastened in one panel and
only one fastened in another, the artist was employing kaballistic
nmber symbolism to indicate the difference between divine trinity and unity (although I’m not saying it’s not possible). On the
other hand, Schubert builds an extensive, thorough, and, to me,
convincing case that the persons behind this altarpiece were well
aware of the teaching of the two Jesus children (and two Marys)
with the different lineages in the Gospels of Matthew and Luke,
yet found various ways to use, but mostly cleverly disguise, this
mystery in the paintings.
Some other key topics covered in the regular text or in special
small sections include the different forms of the St. Anthony’s Fire
disease (Ergotismus) and other conditions treated by the Antonite
Order (for whom the altarpiece was made to aid in their healing
efforts), whether certain panels were switched at some point, the
fig tree and thuja tree, the originand role (and partial replacement)
of the carved wood parts, other paintings of the Crucifiixion by
Grünewald, and the numerous speciifc medicinal plants shown
in the altarpriece and used by the Antonites (with separate illustrations of each plant). There also is a section on Grünewald’s
unusually wide range of colors, binding agents, layers of chalk
or lead-white grounds, multiple glazes, thin liquid paints, subtle
gradations of modeling, and original, spontaneous methods of
painting with a wide variety of effects.
Richard Heys Threshold oil on canvas 2016-2017

Several large, wide illustrations reconstruct the three threepanel views of the altarpiece that were shown at different times
of the week and year:
weekday view, Sunday and holidays view,
and a third view for
a handful of special
Antonite Order holidays (primarily for the
benefit of the monks).
I’m not so fond of the
large images that spill
across two pages, but
the visual “breaks” in
these illustrations are
compensated for by
three large, removable,
fold-out images tucked
into a sleeve inside
the back cover, each
approx. 12 x 17 1/2”.
The last few pages also
advertise further larger,
separate framed and
unframed pictures of
the altarpiece available to order from the
publisher in Germany.

I am grateful to everyone who made it possible for this exhibition to take place: to Marianne Schubert, Christian Thal-Jantzen,
the Arts Section in Great Britain, Duilio Amarante Martins, and
Richard Matthews. Photographs by Duilio Amarante Martins.
Richard Heys is a British abstract artist based in Forest Row in
the South East of England and is active in the Art Section. See:
www.richardianheys.co.uk

Richard Heys We Stand behind the Sky V 2016-2017
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