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INTRODUCTION

WHAT is the cosmos? Perhaps the word summons up before the mind’s eye a vision of dark and terrifying spaces, of dimensions and times surpassing understanding, apparitions of unearthly beauty: cold white galaxies, warmly colored planets, suns without number. It is a place of supreme mystery, where the relative security of earth is left behind, the climate is hostile to every form of life as we know it, and even matter ceases to behave predictably. On its fringes lurk the bizarre imaginings of science fiction, apparently to be gradually realized like a bad dream coming true.

This picture of the cosmos which so many people share today reflects the aspirations and fears of modern humanity at the very end of a world cycle; and like every other epoch, this one has formed its worldview largely in its own image: not in the image of its physical body, but in an image that reflects what it has made of the human mind. Where once gateways opened to the heavens, now there gape black holes, ready to swallow everything into oblivion. Such is the view many people hold of death: a doorway to the extinction of consciousness. Where once the planetary angels guided their astral chariots, now mindless forces propel stars and planets inexorably to their doom. And the creative song or word of God is reduced pitifully to a “big bang.”

To the Greeks, the word kosmos originally suggested none of these facts or fancies, but rather something orderly, decorative, and neatly arranged. Like many ancient root words, it opens a window onto a very different view of the cosmos: one that revealed it as a divine ornament. The heavens appeared to ancient civilizations as artistically arranged, regular and predictable, pleasing to eye and mind. In Latin the corresponding word mundus also carries overtones of cleanliness and elegance, suggesting a state of affairs far different from that of our dirty and disorderly planet. Not only is the universe exactly as it is designed to be, but so beautiful and ingenious a phenomenon can only be the handiwork of a supreme artist. If the cosmos seems hostile to mankind, that is only through special circumstances known to the science of astrology. That it should be hostile to life—as they knew it—is absurd. For where could life be more lively, intelligence more keen, than in the rarefied and unconstricting atmosphere of the heavens? Where could one hear music more beautiful than that of the spheres and their guiding angels, the Sirens?

What our difficult and threatening times need, more than anything else, is a revolution in cosmology: a complete revision of the way in which educated people have been trained to regard their cosmic environment. Only after this can those other changes take place on earth for which every responsible person longs. The authors of this book are well aware of this. Each in his own way has made that cosmological revolution, and they invite us to do likewise. But the revolution they propose is even more radical than that of Copernicus, Kepler, and Galileo, which only exchanged one picture for another—the sun-centered for the earth-centered. What is now demanded is that the ear again be given precedence over the usurping eye: that tone, not diagrams or words, be acknowledged again as the truest reflection of reality, and hearing honored as the sense through which we can best learn of its nature.

Every music lover knows intuitively that music embodies a certain truth, but few go so far as to obey this intuition and search for truth by way of music. Most people accept that truth belongs by rights to science, religion, or philosophy, while the arts, vital as they are to a fully human life, are still only matters of opinion and taste. We propose on the contrary to take literally Beethoven’s dictum that “Music is a higher revelation than all wisdom or philosophy.” Accordingly, to penetrate the mysteries of music is to prepare for initiation into those fathomless mysteries of man and cosmos. One’s discoveries will be pregnant with implications for every department of life: that much will be plain to anyone who reads these essays.

Our three principal authors are concerned with reviving the ancient discipline of Musica Speculativa, of music as a mirror (Latin: speculum) held up to reality. Marius Schneider’s approach is through re-creating the musical cosmogony of archaic civilizations. Rudolf Haase demonstrates that harmonic principles are empirically present throughout the universe. Hans Erhard Lauer uses music to illuminate and explain the changes that have taken place in the evolution of human consciousness. “Cosmic Music” is their theme, but it can mean different things. For Schneider it is the song with which the gods and primordial man greet the emergence of a new world: a song that resounds through all of creation, planets, animals, plants, and stones, and forms the musical instruments with which individual man responds to it. For Haase, cosmic music is the law of harmonics that prints its signature on all things, recognized in the past by philosopher-scientists such as Pythagoras and Kepler, but needing a veritable new science to recast it for the modern mind. (To supplement Haase’s essays, we include the extracts from Johannes Kepler on which they build.) For Lauer, it is the song of the gods in their starry spheres, heard there by archaic man before his descent into the physical body: it is the wellspring of all human music, its expression varying as man journeys through the cycles of world history.

Why should such a book consist entirely of translations from German-speaking authors? One can only answer this question with another: Why do German-speaking composers predominate on classical concert programs? It is simply the case that most current work in speculative music appears in German, whether from Switzerland (Lauer and other anthro-posophists), Austria (Haase and his pupils), or Germany itself. Perhaps it is their rich heritage of musica instrumentalis that inclines Germans and Austrians to think more musically than other peoples. Perhaps it is the memory of Germanic idealist philosophy that makes their musical Platonism or Pythagoreanism an acceptable stance. Haase can trace his philosophic ancestry through his teacher Hans Kay-ser to the Pythagorean philologist Albert von Thimus on the one hand, and on the other to the Romantic writers (Novalis, Tieck, Kleist, etc.) and the mystics of the German Renaissance (Paracelsus, Boehme, and Kepler himself). Lauer’s leads back through Rudolf Steiner (1861–1923), the founder of Anthroposophy, to Nietzsche, Hegel, and above all to Goethe, within a view of history that regards Central Europe as the current nerve center of human evolution.

Evolutionary nerve center or not, the German background subjected each of these authors to painful personal experience of the crises of the twentieth century. The bare biographical facts are given at the head of each one’s essays: here I try to give those bones a more human form.

Lauer, the oldest of the three, suffered directly from both world wars. He tells in his autobiography how he spent most of his military service in the hospital, at first ill from epidemics, then with a shattered femur caused by shrapnel. His father, who had patriotically volunteered for a few months, was mobilized for four and a half years and lost his job, while his mother worked in an office to support her three sons. The Second World War saw Lauer exiled from his home and wife in Vienna, always fearful that his Swiss residence permit would be denied, forcing him to return to a Germany where, as a prominent anthroposophist, he could scarcely expect to survive. Lauer’s natal horoscope is in bowl formation, its limits marked by a 2° opposition of Saturn to Pluto, with Mars square to both, the Mars-Saturn square being within 6’. One could scarcely find a more difficult configuration, yet Lauer succeeded in channeling these potentially destructive energies into a life’s work that can well be described as a triumph.

Schneider’s biography is less fully documented. A native of Alsace, that disputed territory that is neither French nor German, and, through his comparative studies, a spiritual citizen of the whole world, he must have been appalled by the compulsory patriotism of the Third Reich. One can only imagine his feelings on learning that his doctoral thesis was unacceptable, this judgment being passed by Alfred Rosenberg’s ideological headquarters and by Schneider’s own Nazi students. (Karl Jaspers was at least gentlemanly in his rejection of Lauer’s too anthroposophical thesis). No chance of a university post remained for Schneider under this regime. Then came military service in North Africa, in the same campaign that was to leave Rudolf Haase stranded for three years as a prisoner-of-war. And suddenly, through the good offices of the great scholar-priest, Higinio Anglés, came the summons to Spain, a land where Schneider would find not only support for his researches but also the mute and living survivals of an archaic worldview that was to become peculiarly his own. As a result, his major speculative work (El Origen musical. . .) was published only in Spanish. Probably few of his German colleagues ever explored this vast cosmogonic vision which sustained him until his death, surfacing only fragmentarily in the scholarly writings on which his exoteric reputation was based.

Schneider’s horoscope is dominated by a Y-formation: Jupiter square to Uranus within 2’, both aspected within a degree by Venus (trine to Uranus, quincunx to Jupiter). The Jupiter-Uranus square encourages expansive visionary schemes that may be brilliant but are often unsound. The Venus aspect is responsible for the poetic quality with which Schneider’s system, unlike most of its kind, is imbued. A nearly exact conjunction of Mars with the Dragon’s Head (north node of the moon) lends tremendous energy to the central task of his life, aptly pictured in the Sabian Symbol for their common degree (the 12th of Libra): “Miners are emerging from a deep well into the sunlight” (Rudhyar’s reading). Schneider digs deep indeed: his mine is the primordial condition of the cosmos, from which he brings forth into the reddening light of dawn the unforgettable image of man uttering the praise song that is at the same time his own self-sacrifice.

It would be impertinent to comment on the life and horoscope of Rudolf Haase, who is still at the peak of his career But his biography alone is sufficient to illustrate the remarkable ways of providence, which supports the work of all speculative musicians. The prisoners in his POW camp, where, as he says, a high level of intellectual interest prevailed, organized a large-scale exhibition with the motto “Man and Knowledge.” Of the 50 displays, one was dedicated entirely to Harmonics, the ancient discipline revived by Hans Kayser (1891–1964), and Haase decided then and there to devote himself to this subject as soon as his academic course was completed. After graduation from the University of Cologne in 1951 he duly entered correspondence with Hans Kayser in Switzerland, who sent him all his books to study, welcomed him as a frequent visitor, and eventually appointed him his biographer. But Haase stayed in Cologne just long enough to meet the other great man of speculative music, Marius Schneider, who in 1952 gave his first seminar on Comparative Musicology there—a seminar which Haase in turn was able to enrich with his own knowledge of Harmonics. In 1963 he was finally able to bring together his two mentors at a congress on symbolism organized by Julius Schwabe in Basel. I do not believe that our three authors were ever in the same room, but I like to think of them that summer in Hans Erhard Lauer’s hometown, perhaps standing together innocently at some street corner.

In the remainder of this introduction I will map out some of their intellectual common ground. Speculative music, like any science, makes the same revelations to anyone who works in it sincerely, irrespective of his other persuasions. But whereas the consensus in a haptic science such as biology or chemistry is a superficial one, leaving its deeper assumptions untouched, in speculative music, as in any esoteric study, the case is reversed. All biologists agree as to the observed behavior of organic substances: but the ways in which they define Life, the subject of their science, will vary according to their philosophical or religious convictions. In our science, on the other hand, surface opinions and practices may differ as widely as Western music does from Chinese, yet the principles behind all of them are identical. Consequently one cannot take up this study unless one is ready to assent to these principles, for just the same reason as a materialist or positivist can practice chemistry, but not alchemy.

The first postulate of speculative music immediately sifts the believers from the profane. It is that sound (or tone, or music) is ontologically prior to material existence. One way of giving assent to this is through recognizing that underlying the apparent solidity of matter there is nothing but a network of vibrations, which may be allegorized—as no doubt they have been since time immemorial—as “sound,” the name given to vibrations in the human audible frequency range. However, according to this view none but sound vibrations are actually perceived as sound. Speculative music often goes further and asserts that the whole cosmos is audible in its superior modes of existence, just as heaven and its inhabitants are visible to certain mystics, even when there are no light vibrations striking the eye. The principle is easily grasped by considering the existence of a world of sights and sounds, devoid of a material substratum, that everyone knows in his dreams.

This priority of the sounding cosmos over the visible or material one may be due to the fact that this was its first form of existence, or it may have less to do with precedence in time than with an ever-present hierarchical superiority. Marius Schneider and Hans Erhard Lauer have similar ways of putting it. “The world first created,” writes Schneider, “is a pure sound world” (p. 40). He explains that it may contain sounds as 0/rushing water, animal cries, etc., but that these are not the sounds of those things, since things do not yet exist. Concrete objects are secondary creations, not causes but consequences of their sounds (p. 59). Any other conception we may form of the primordial world is merely our own visualization of its pure sound events (p. 60). Hans Erhard Lauer has precisely the same idea of the tone world as an independent world owing nothing to matter, though he views it from the opposite side, saying that the natural sounds of water, wind, animals, etc., are “only a closer or more distant echo of this tone world” (p. 172).

Schneider does not hesitate to trace the hierarchy of being still further back, or upward. “In the beginning there was nothing but an absolute stillness”—by which I understand him to mean both the state of God before creation, and its eternal unmanifested self-containment irrespective of whether there is a cosmos or not. In this silence, says Schneider, “the first thoughts, inaudible rhythms, arose. Such rhythms were the model for the coming concrete creation . . . Then the first act took place; and this act was the utterance of the thought in the form of rhythmical sound . . . Rhythm is the creator and upholder of the world” (p. 58). These stages of creation correspond to the successive “worlds” of every emanational doctrine. We can compare Schneider’s sequence of events to the Plotinian hypostases:







	The One
	Absolute stillness



	Being
	“The first thoughts, inaudible rhythms”



	Intellect
	Rhythm as “creator and upholder of the world”



	Soul, Nature
	Praise Song, sacrifice



	Body
	Concrete existence




or to the Four Worlds of the Hebrew Kabbalah:








	
	En Soph
	Silence



	
	The Unlimited
	



	1
	Azilut
	Inaudible rhythms



	
	World of Emanation
	



	2
	Beriah
	Rhythmical sound or cry



	
	World of Creation
	



	3
	Yezirah
	Praise Song, sacrifice



	
	World of Formation
	



	4
	Asiyyah
	Concrete existence



	
	World of Action
	




The Lambdoma diagram, which will be explained by Rudolf Haase (p. 23), represents this ultimate silence, the God beyond creation, by the symbol o/o which lies outside the field of manifested tone numbers. As Haase points out, the lines that join identical tone numbers all meet at this o/o point.
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The above version of the Lambdoma (based on one in Hans Kayser’s Orphikon, p. 43) is drawn so as to emphasize the equal tone lines, although to avoid graphic confusion they are not all prolonged to their source at o/o. The Lambdoma as filled out here with its tones and numbers is the fruit of a highly intellectual development, whether ancient Greek (as von Thimus and Kayser believed) or modern German (as others claim, attributing it to von Thimus’ fertile imagination). Yet Haase’s conviction that it is a natural formative law does receive confirmation from the most disparate sources. For example, one could not ask for a better illustration of the picturesque myth recounted by Schneider from the Dogon tribe of West Africa, concerning the genie who creates the world at the dawn of each day (p. 63). Here in the equal tone lines are the threads that grow in a bunch from his throat, and are parted by his teeth at the level of creation, 1/1. With his forked tongue he weaves the diagonal overtone and undertone lines that connect the tone numbers in multifarious ways. For harmonic thought this is no coincidence, but rather evidence that both Lambdoma and African myth depict an actual “norm”: an archetypal idea beheld by the authors of both and then elaborated in ways appropriate to each one’s culture. Schneider himself says (pp. 43, 59) that the earliest prehistoric symbols—the curves, spirals, etc., of the most ancient art—are attempts to render for the eye those primordial energies that have their being in sound alone.

Schneider’s dawn weaver is described as an “ambassador from the creator of the world” (p. 71), a phrase readily associated with Haase’s extended comparison of the Lambdoma’s symbolism with the attributes of the “King of the World” (i.e., the Demiurge) and his ambassadors (p. 97). Haase’s discussion of some ideas of René Guénon and of Antoine Fabre d’Olivet opens a door to connections that deserve to be more fully explored. In his more metaphysical works, especially The Symbolism of the Cross, Guénon expounded a geometrical symbolism that corresponds in many ways to Hans Kayser’s use of the Lambdoma table. The figure of the cross, of course, underlies the whole Lambdoma as the principle of intersecting tone lines: wherever two lines meet, a tone is born. The fundamental meaning of this figure for Guénon is also the intersection of two principles, a vertical ray with a horizontal plane, that brings a being into existence. But this is only the beginning of a comparison that could well lead to a book on “Geometrical Keys to the Interpretation of Reality”: for it goes without saying that any of the subjects of the classical and medieval Quadrivium (Arithmetic, Geometry, Music, Astronomy) can be taken as the basis for a complete system of cosmological and metaphysical explanation. The work of Guénon, and more recently that of Keith Critchlow (The Soul as Sphere and Androgyne) and Robert Lawlor (Sacred Geometry) is a modern re-creation of speculative geometry comparable to the present revival of speculative music.

In the case of Fabre d’Olivet, Haase reminds us of this important member of the chain of Pythagorean philosophers, active in the early years of the nineteenth century (at the very time that Thomas Taylor was introducing Pythagoras, Plato, and their successors to English readers). Fabre d’Olivet shares with harmonicists and anthroposophists alike the view that music played a vital role in the earlier history of man—and not merely in his cultural history, but as a subject inseparable from his worldview and even his politics. “Music,” he writes at the beginning of La musique expliquée . . ., “envisaged in its speculative part, is, as the ancients defined it, the knowledge of the order of all things, the science of the harmonic relationships of the universe; it rests on immutable principles which nothing can assail.”a

The weaving of the creator God or gods is also their song: what Steiner calls “the gods’ cosmic music of jubilation, as the expression of their joy at the creation of the world” (p. 178). But he adds that it is also their lament over the possibility of mankind’s fall. For as soon as manifestation takes place, duality is born. In the Lambdoma it begins with the innocent twinlike closeness of the first two harmonics 1/2 and 2/1, sounding harmonious octaves above and below the originating 1/1 note. But the lines thus generated will spread indefinitely to become the opposites of good and evil between which the whole world conflict is played out. The Pythagoreans are reported variously as having attributed evil to the number 2 and to ∞: it comes to the same thing, for both both are in a sense “opposites” to the initial I/I. The whole Lambdoma is constructed from the opposition of two series of tone numbers (the overtones and undertones), and it can be used to illustrate more than one theory of the nature of evil. Rudolf Haase has a very interesting passage on the subject (p. 103f.) in which he uses it to demonstrate that good and evil, while complementaries, are not equals.

The primordial world of Schneider (and the reader should note that this plethora of “primordials” is only an English approximation to the German philosopher’s favorite prefix, Ur-) is of the essence of time. ‘The primordial world knows no space at all, but exists strictly in time; hence such expressions as the cavity, egg, or head at the beginning of all things should not be considered as concrete objects, but as figurative expressions for wholly abstract functions” (p. 40). While Schneider moves easily among abstractions, Hans Erhard Lauer treats the same stages of metaphysical descent as definite periods of cosmic or human history. His information comes from Rudolf Steiner’s clairvoyant reading of the cosmic memory or Akashic Chronicle, one of the pillars of an-throposophical teaching. Lauer also describes primordial man before speech even existed as singing a “wordless primordial song” (p. 177), but it is as a member of the Lemurian Root Race, the first of humanity to incarnate in quasi-physical bodies during the period called by geologists the Tertiary Era. Now to sing is to surrender one’s breath, that is, one’s life. Schneider makes us well aware that the law of all incarnate life is self-sacrifice, performed willingly or unwillingly in that one either accepts “singing death” as the companion of life, or else has to be dragged to it ignobly protesting (p. 66f.). And though Lauer does not have cause to mention it here, Rudolf Steiner also taught that death began for mankind only in the Lemurian Period.

Many esoteric doctrines teach that ever since the time of his incarnation, man has progressively lost his original, spiritual perception. Schneider says that this has worked to divorce both music and language from the natural harmonies and rhythms (p. 66) which, we will recall, were and remain the primordial condition of all things. One result of this obscuration is the invention of conceptual thought and logical language; another, the acquisition of the hard physical skeleton (p. 69). Anthroposophists agree in regarding the human bone structure as quite a late development. (This explains why there are no human remains to be found in the Tertiary fossil beds.) And the dawning of a clear but deceptive day which Schneider so beautifully describes is exactly parallel to Steiner’s more literal account of how the mists that shrouded the earth in the Lemurian Period gradually cleared during the succeeding Atlantean Period, enabling Paleolithic man to see the stars—whose gods he had formerly known so much more intimately through supersensible perception.

Distrust or rejection of daylight is a favorite theme of German Romanticism that runs from Novalis’ Hymn to the Night, through the nocturnal second act of Wagner’s Tristan und Isolde, to its more sinister appearances in the mythology of national socialism. For it is easy to take a wrong turn and to mistake the chthonic darkness of pure matter, greedy for annihilation, for that other one, the thrice-unknown darkness of Orphic theology, from whose point of view there never was or is anything to annihilate. Thus the Nazi ideologue Alfred Rosenberg could believe himself a disciple of the medieval mystical theologian Meister Eckhart, the greatest German exponent of the via negativa.

The Lambdoma makes the difference between these two darknesses quite clear. The one which is dark through excess of light is 0/0. For most individuals, represented by the different tone numbers or “values of being,” this is reached only by way of the spiritual sun which is 1/1, and its avatars 2/2, 3/3, etc. The chthonic darkness, on the other hand, lies at the very extreme of manifestation: it is the limit represented by numbers of the form ∞/n or n/∞. As René Guénon explains it in The Reign of Quantity, this is the extreme of pure quantity totally devoid of quality: of matter totally devoid of spirit. It can have no real existence, but it seems to draw all things either to total solidification (∞/n, the infinite lump of matter) or to total dissolution (n/∞, infinite fragmentation).

Schneider’s vision of cosmic and human descent, reached through his meditations on the Vedas, so much resembles Lauer’s, reached through the clairvoyant perceptions of Rudolf Steiner (if not also through his own), that one suspects some central core of truth underlying both. This would be on the level of metahistory or “hierohistory,” the term coined by Henry Corbin for the sacred history that bears the same relationship to historical events as does cosmic to practical music.

All our authors agree that even in historical times man has suffered further separation from the spiritual and alienation from the cosmic order of which, in all but his highest self, he is a member. Even Rudolf Haase, though not inclined to Theosophy or Anthroposophy, shares this attitude, expressed through the Hindu doctrine of the four Yugas or world ages: the first a legendary Golden Age, the last (our own), an Age of Iron (p. 105). Catastrophes mark the downward path of man in all traditional cosmogonies, such as the volcanic fires that destroyed Lemuria and the flood that ended the Atlantean Period, according to the Akashic Chronicle. But the Catholic Schneider blames them all on the “refusal to sacrifice” (SS, 17) by gods and men, whereas for the Anthroposophist they are seen rather as ending inevitable periods in man’s evolutionary progress.

Here we must touch on a fundamental difference between Schneider and the Harmonicists on the one hand, and Lauer and the Anthroposophists on the other. Schneider’s philosophical range is metaphysical in the strictest sense, whereas all of Lauer’s realities are actualized (even if their actuality is that of the astral plane). Nor does Lauer conceive of humanity as existing outside temporal evolution. Hence his idea of the goal of man is quite different from Schneider’s negative way. Lauer speaks of the necessity to bring to birth the “I” (pp. 158, 163) and to take the step from ordinary consciousness on the soul level to a higher consciousness whose vehicle is the spirit, man’s innermost nature (p. 172). For him this is the task of Western civilization, and it could not have been achieved ever before. Therefore he says that the “general return toward the spirituality of the ancient Orient . . . in answer to the need to escape the materialism and egotism of Western civilization . . . cannot truly further evolution because [it denies or abandons] what made that evolution effective: the unfolding human I (individuality). Rather than extinguishing it, it would be better to develop it further, to enable it to conquer its entanglement with subjectivity and to find in itself again the spiritual world from which it once emerged” (p. 216). For Schneider, on the other hand, the whole spirit world, even though filled with the rhythms of creation, is already a deception, a Maya, “because for ancient Indian philosophy the ultimate truth is not sound, but silent nothingness and the complete absence of concepts and form” ((p. 42; my italics). And later, “The praise song is the highest conceivable form of sacrifice, because the sound sacrifice means, beyond any material sacrifice, the offering of the Word. The only higher level is the triumph over death by entrance into the nothingness that protects one from all rebirth . . .” (p. 50; my italics). Employing the symbolic language of Harmonics, we can say that Lauer is not concerned with o/o; whereas for the primordial tradition this ultimate reality both of the cosmos and of the human being is attainable by individual men or women at no matter what stage of collective evolution (or devolution): indeed, this potential is what defines humanity. As Schneider says, echoing the teachings of Hinduism, Buddhism, and the Orphics, such attainment liberates a person from the necessity for further rebirth.

But from the musical pont of view 0/0 is silence, hence beyond consideration, whereas music is the reminder of man’s place as he is repeatedly incarnated in the cosmic community. As Schneider says, referring in harmonic terms to the level 1/1 regarded as the higher self of man: “this inner center of man is a cosmic center, not an individual, personal one. Achieving this center presupposes depersonalization, and nothing stands more in the way of the realization of this conditio sine qua non than the individualism through which the European mystic of romantic stamp turns away so consciously from the community” (p. 51); I should add that he also includes modern orientalizing mystics in this censure, and that he is not speaking in a narrow social sense but in that of the “so-called world and life community . . . founded on the assumption that acoustic rhythm is the primordial ground and meeting point for all beings” (p. 81). It is precisely rhythm, says Schneider, that links the microcosm to the macrocosm (p. 57); “singing and hearing represent the most refined forms of higher cognition” (p. 56). For Haase the discipline of Harmonics reveals nature’s norms, structures, forms, and goals (p. 92), i.e., it puts us in touch with the un-fallen condition of things as they were designed by an intelligence we may call God (p. 93). The natural sciences that attempt to understand this design through quantitative methods will never come as near the truth as Harmonics, which deals not merely with quantities (numbers) but also with qualities (tones), moreover linking the two domains inseparably through the tone numbers of the Lambdoma. Lauer refers to a cognate idea in mentioning the possibility of a “qualitative mathematics” (p. 170), which George Adams and other anthroposophists were to follow in their development of projective geometry, and which is another facet of the modern revival of the Quadrivium alluded to above.

Music is the archetype of the cosmic order, and as such “the most genuine expression of a world restored” (p. 67), but this holds good only “so long as it has not fallen victim to a chaotic way of thinking” (p. 58). In Schneider’s Basel address he mentions the “subhuman forms that [man] has assumed that have descended into the grotesque” (p. 36). Lauer is more explicit: “the characteristic healing power of music has been increasingly crippled in recent times” (p. 166), so that many have “lost the desire even to listen to music owing to the sheer strident noise of the era of extreme materialism (p. 219). And Haase speaks of the “catastrophic narrowing of our field of vision” (p. 91) by philosophic positivism and materialism. He points out that as soon as man ceased to trust the intuitive knowledge that formerly enabled him to create in accord with the harmonic nature of things, the traditional foundations of music were replaced with “increasingly newfangled, clever, intellectual schemes, causally rather than teleologically generated. No wonder that music then became incomprehensible to an increasing degree” (p. 123). So what is the solution to our predicament at the end of the twentieth century?

Haase finds one answer in the revaluation of Johannes Kepler: an empirical scientist of the highest stature who was nevertheless free from the false worldview that seemed by the end of his century (the seventeenth) to be the unavoidable concomitant of scientific progress. Kepler’s contributions to physical science were in fact only secondary effects of his primary concern with cosmic harmony (p. 119): a scale of values which perfectly reflects the ontological primacy of tone over matter, even of music over mathematics (p. 124). All our authors share this scale of values, Haase making bold to say that “not only is Kepler’s harmonic world image correct in every respect, but also . . . further pursuit and elaboration of his methods and perspectives permit a truly all-encompassing worldview to emerge” (p. 126). Haase has taken on the courageous role of a preacher to unconverted, presenting to his academic colleagues irresistible evidence for regarding the cosmos as primarily a harmony. Unfortunately, “scientific” evidence carries little weight when to accept it also implies the acceptance of an “all-encompassing worldview” which has such deep metaphysical and ethical consequences. Such evidence is mainly going to confirm the expectations of those who have already accomplished this change in themselves. In this respect Haase’s arguments rather resemble the proofs of God of scholastic philosophy—to which in fact he contributes another one (p. 93)—which surely never changed anyone’s life. Kepler’s own conversion came through his early vision of the harmonious relationships between the spheres, long before he achieved empirical proof of them. It seems that Haase, too, underwent an initiatory experience in his youth (taking place, appropriately enough, in Egypt, where Pythagoras before him had journeyed in search of a more ancient wisdom than his native land could provide), long before establishing the new science of “research in harmonic principles”.

Schneider and Lauer make no such claims to be scientific in the technical sense of the word. Schneider is a highly regarded scholar, of course, but one who has succeeded, with almost incredible sleight of hand, in presenting a spiritual worldview under the guise of the scholarly discipline of eth-nomusicology. His message in these essays is that the dimension of the sacred, so notably absent from our present world, is attainable especially through the experience of tone, its first creation: thus he asks us above all to listen. Lauer differs from the others in already addressing a group with very particular convictions—the Anthroposophists. His musical writings, impressive as they are, retire into the background when seen in perspective against his work as a whole, in which the major themes of anthroposophic Christianity and the evolution of thinking are paramount. Nevertheless, I feel it is important to make them available to a wider audience because anthroposophic attitudes toward music—as to education, agriculture, politics, and much else—are of great value even to those who do not embrace those larger dogmata. Eventually every universal system has to be weighed against other universal systems, and this collection gives, in its limited way, just such an opportunity.

As concerns the present state of music, the hope of the Harmonicist must be for a new recognition of the cosmic laws. Hans Kayser himself was active as a composer throughout his life, though his works, which certainly applied harmonic principles, are as yet unpublished. The only well-known composer who was at all influenced by him was Paul Hindemith, whose opera about Kepler, The Harmony of the World, and whose system of relative consonance and dissonance based on the harmonic series already betray leanings in this direction. Yet although he corresponded briefly with Kayser (see R. Haase, Paul Hindemiths Harmonikale Quellen), his interest in Harmonics was practical rather than speculative. He was intrigued, for example, by whether two themes could be linked by harmonic methods. In fact, when the two men met they talked mainly about their model railroads, and Hindemith eventually alienated Kayser by never publicly mentioning him, at a time when a word from a famous composer would have been a real encouragement to the obscure theorist.

What Harmonics does offer to a modern composer is a firm reason, beyond the vicissitudes of fashion, for holding fast to tonality and to the hierarchy of consonance. It explains why atonal and serial compositions are so unattractive to most musical people: it is because they are based on artificial principles, divorced from the harmonic laws of creation, with which the human soul can have nothing in common. More positively, in accepting the inaudible undertone series as complementary to the audible overtone one, Harmonics suggests new possibilities for tonal structure and contrast that might replace the old dialogue between tonic and dominant which sustained Western music for three hundred years but is now thoroughly exhausted. Moreover, it gives every encouragement to experiments that go beyond the tyranny of equal temperament, for the harmonic series itself has no two intervals alike. Hans Erhard Lauer touches on this in his acceptance of the unequal but harmonically derived modes proposed by Kathleen Schlesinger in her book The Greek Aulos. Though her theory is generally discredited as history, the subtleties of these modes and their intervals remain as a harmonically valid and unexplored resource, and one which, almost impossible to realize on existing instruments, would particularly lend itself to generation by computer. Composition according to the principles of Harmonics, in short, would neither compel one to sound like another second-rate Hindemith, nor restrict one to the incestuous play of the “twelve notes related only to one another,” nor force one into the harmonic blandness of current postmodernism.

Hans Erhard Lauer anticipates some of these possibilities with his sympathy for the microtonal explorations of the Czech composer Alois Haba (whom he knew in Prague). This, together with his openmindedness toward the serialists Hauer, Schoenberg, and Webern, is the consequence of the evolutionary scheme, first outlined by Rudolf Steiner in 1923, that Lauer makes the backbone of his long essay. According to this, the human race has lived musically in the experience of intervals that have decreased progressively from ones larger than the octave in the Lemurian Period to the tones, semitones, and even microtones of today. The end point of this progression, says Steiner, will be a new experience of the unison. Therefore music which exploits the sound of the smallest intervals could be regarded as furthering this goal, though Lauer’s sympathy for the atonal school is unusual among Anthroposophists.

I do not know what credence to give to this theory of interval experiences. Historically it is true that the feeling for what interval constitutes a consonance (i.e., a satisfactory point of musical repose) has moved from the octave, fifth, and fourth (the only “perfect” consonances of Greek and medieval theory), through the thirds and sixths in the common practice period (1600–1900), to the whole tone (e.g., in Debussy), and finally to the semitone, major seventh, and tri-tone. But acceptance of the latter intervals as “consonances” inevitably marks the dissolution of the whole harmonic hierarchy as the human ear perceives it (see pp. 39, 40), which is certainly not Lauer’s desire any more than it is the Harmonicists’. The French writer Albert Roustit, in his book on musical prophecy, sees this exhaustion of the interval series as a clear indication that the end of our world is at hand. In fact this dissolution did occur (in the freely atonal works of Schoenberg) only a few years before the political rule of the proletariat was first established by the Russian Revolution of 1917, similarly dissolving the entire social hierarchy—which was to be replaced in the 1920s, at the same time as Schoenberg was inventing the twelve-tone system, with the purely manmade system of “communist” bureaucracy. Those who believe that life imitates art will find this a satisfying parallel; the principle is inherent in Steiner’s and Lauer’s analysis of human evolution through (i.e., to a large extent by means of) interval experience. But the explanation probably lies in some sinister event in the “hierohistorical” dimension—a veritable War in Heaven—which our century has seen reflected in every field of activity.

The deeper currents of history are also the subject of Lauer’s essay on “Mozart and Beethoven” which is included here to show how one who thinks in cosmic terms—that is, in terms which refer to more than earthly realities—approaches practical music and its creators. Speculative music alone is not enough for Lauer: I doubt that it is enough for anyone today. The Platonic Ideas with which it deals have to be incarnated in the musica instrumentalis which the theorists of antiquity could afford to despise, but which, as he says (p. 166), is the very lifeblood of a civilization in thrall to materialistic thinking. Lauer suggests that when, as in the eighteenth and nineteenth centuries, divine revelation no longer took place via the channels of traditional religion, the task of bringing the heavenly down to earth fell to composers. By this means, the great number of sensitive and intelligent people who could no longer recognize the sacred behind the trappings of exoteric Christianity were still enabled to know an immaterial realm, and to encounter there certain archetypal figures and truths of the cosmos.

Yet why, against the background of those cosmic laws, need music itself ever have descended to that “Prometheanism” which Lauer so penetratingly shows as the archetype behind Beethoven’s life and work? Why set itself such problems that it needs a Fifth Symphony to work them out, or that find their resolution in the Bacchic craziness of the classical finale (be it that of The Magic Flute or of the Ninth Symphony), instead of in the peace that surpasses understanding?

Such heretical questions are bound to arise when one reads Schneider, who has evidently passed through the experience of Western classical music to quite another conclusion. In his article “On Gregorian Chant and the Human Voice” he calls the religious music of the eighteenth and nineteenth centuries “a splendid but entangled path full of obstacles born out of egocentricity, which is the source of its most inspired melodic lines. One needs only to cast a glance at the triumphal way of the liturgical [i.e., plainchant] Te Deum and the magnificent but tormented shortcut of the Latin version of Handel’s Dettingen Te Deum to see the difference” (pp. 10 f.). And one wonders about Schneider’s attitude to the piano, which he studied seriously for years, when he writes of the “insolent lie” (p. 77) of playing without respect for the “singing dead” whose bodies have provided one’s instrument. Surely the mechanistic piano and its virtuoso repertory are the antithesis of the sacral and sacrificial approach to music which he admires in primitive cultures. Yet “through music making one sets out on the path that leads to participation ... at the river of cosmic rhythm. And even if one does not reach the ultimate goal, i.e., the completely empty form, by this kind of musical meditation, not the completely empty form, one nevertheless senses through the sound the nature of this ideal, most subtle and fluid filling of the empty rhythmic form by sound” (p. 75). These empty forms, as he has made clear, are nothing less than the gods themselves. And although in our time, long after the dawn of creation, music has become a conscious, manmade art, “the material that it uses remains the sound that reaches deep into our dark subconscious” (p. 84).

I imagine that Schneider might have found some common ground with the American composer, astrologer, and speculative musician Dane Rudhyar, who describes his musical ideal in The Magic of Tone and the Art of Music in such terms as “holistic resonance” and “pleromas of sound,” and characterizes each culture cycle as having its characteristic tone that both molds and constricts its psychic space. (Perhaps Lauer’s interval experiences have to do with these same tones.) But from the point of view that Schneider represents, the development of Western man since the Renaissance has simply “distract[ed] him from his metaphysical mission, reducing him to terrestrial positivism and an erroneous over-evaluation of his personal capacities” (“On Gregorian Chant,” p. 10). It might better not have happened at all: liberation was already within man’s reach. And whatever Maya is woven in earthly time, the spheres sing on undisturbed in their region of perpetual certitude.
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