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Abstract

This paper establishes the native color-scale of the Catharturgy Corpus — the original
design of the system as first conceived in 2002 — and its tonal counterpart, and shows
the two to be a single structure perceived through two senses. The scale replaces the
inherited King and Queen scales of the Hermetic Order of the Golden Dawn entirely.
Its principle is generative rather than assigned: from the supernal arrangement already
established in The Luminous Pillars — Kether as the Taiji, Chokmah white, Binah black
— the colors of the remaining spheres and of all twenty-two paths follow by derivation.
The six lower stations carry the visible spectrum arranged around the hidden circuit
(Geburah red, Hod orange, Tiphareth yellow, Netzach green, Chesed blue, Yesod
violet); the paths are the intermediate colors between the spheres they join; the paths
descending from Kether take the color of their destination; and the paths joining the
white or black supernals to a chromatic sphere become a lightened or darkened shade
of that color. The same circuit carries a tonal spectrum: the six stations are the whole-
tone scale G-A—B-C{—Df—F, the six connecting paths carry the semitones between
them, and a full traversal returns to its origin an octave displaced — higher toward the
brightening, mercy side, lower toward the darkening, severity side, exactly as the keys
of a piano rise in pitch from left to right as the same colors repeat in lighter shades.
Color and note, shade and octave, are one spectrum; the Tree is its visible and audible
form.

I. The Replacement of the Inherited Scales

The Western esoteric tradition, in its Golden Dawn synthesis, assigns to the spheres and paths of
the Tree of Life four color scales — the King, Queen, Emperor, and Empress scales, corresponding
to the four Qabalistic worlds. These scales are catalogues: each sphere and path receives a color by
attribution, fixed by tradition and learned by memorization, without an internal principle that
generates one color from another. They are inheritances, and like all the inheritances this corpus
has examined, they carry both genuine insight and unexamined convention.



The Cathartes Scale does not extend or revise these scales; it replaces them. Its difference is not in
the particular colors chosen but in the kind of thing it is. It is not a catalogue of assignments but a
generative system: a small set of fixed points and a few rules of derivation from which every other
color follows necessarily. Once the three supernal spheres are fixed and the spectrum is laid
around the lower circuit, no further attribution is required — the color of every remaining sphere
and every path is determined. This is the original design of the system, conceived in 2002, and its
recovery here restores the corpus to its own native chromatic language.

II. The Fixed Points: The Supernal Arrangement

The scale begins where The Luminous Pillars ended. Kether is the Taiji — the Supreme Ultimate,
figured as the undivided white field of wuji bearing the black point of the Monad, ringed by the
oscillating poles. Chokmah is white, the active and brightening pole, the Logos. Binah is black, the
receptive and darkening pole, the Spirit. These three are the fixed points of the scale: the crown
that holds the polarity in unity, and the two poles of light and dark from which all gradation
proceeds. Everything else in the scale is derived from these and from the spectrum laid upon the
lower tree.

III. The Chromatic Ring: The Spectrum on the Lower Circuit

The six lower spheres below the supernal triad carry the visible spectrum, arranged not arbitrarily
but around the hidden circuit that The Luminous Pillars established as the path of the color-
octave currents. Traced in order, the circuit runs Geburah = Hod — Tiphareth = Netzach = Chesed
—Yesod and back to Geburah, and upon this circuit the spectrum is laid: Geburah red, Hod
orange, Tiphareth yellow, Netzach green, Chesed blue, and Yesod violet. The order is the spectral
order itself — red, orange, yellow, green, blue, violet — wrapped around the circuit so that it
closes, violet returning toward red as the circuit returns Yesod toward Geburah. The lower tree is,
in its colors, a color wheel.

This arrangement is not imposed on the circuit from without; it is the chromatic reading of the
very currents the circuit carries. Tiphareth, the solar centre, takes yellow, the spectrum's luminous
middle, as befits the sphere of integrating radiance. Geburah, the sphere of severity and fire, takes
red, the spectrum's most energetic and arresting band. Chesed, the sphere of mercy and the blue-
ward brightening pole's near neighbor, takes blue. The spectrum and the spheres' natures
correspond, because the spectrum is the visible form of the same gradation of which the spheres
are the stations.

IV. The Derivation of the Paths

With the spheres fixed and colored, the paths follow by three rules, and no path requires a
separate attribution.



First, the general rule: a path is colored by the intermediate colors between the two spheres it
joins. The path is not a single new color but the gradient between its endpoints — every
intermediate shade from the one sphere's color to the other's. The path from Geburah (red) to
Hod (orange) runs through the reds-into-oranges between them; the path from Tiphareth (yellow)
to Yesod (violet) runs through the full intervening spectrum. Each path is a passage, and its color
is the passage itself, the continuum of shades that lies between its two stations. This is the
chromatic meaning of a path: it is the graded transition from one sphere's quality to another's,
shown as the graded transition of their colors.

Second, the rule of the crown: the paths descending from Kether take the color of their
destination. Because Kether is the Taiji — the undifferentiated source in which all color is held in
potential rather than as any one hue — the paths that descend from it do not blend a source-color
with a destination-color. They simply become the color of the sphere they reach. The path from
Kether to Chokmah is white; the path from Kether to Binah is black; the path from Kether to
Tiphareth is yellow. The crown gives to each of its paths the color of where the path arrives, as the
source gives to each emanation its own determinate being without imposing a prior color of its
own.

Third, the rule of the poles: a path joining the white or black supernal to a chromatic sphere
becomes a lightened or darkened shade of that chromatic color. Where Chokmah's white meets a
colored sphere, the path is that sphere's color lightened — tinted toward white, brightened. Where
Binah's black meets a colored sphere, the path is that color darkened — shaded toward black,
deepened. The path from Binah to Geburah is a darkened red; the path from Chokmah to Chesed
is a lightened blue. This is the chromatic expression of the doctrine of the luminous pillars: the
white pole brightens what it touches and the black pole darkens it, here made literal in the
lightening and darkening of the chromatic paths that descend from the supernals. The one
exception within this rule is the path between the two supernals themselves — Chokmah to Binah,
white to black — which, joining no chromatic sphere, runs through the greys: the full greyscale
gradient from white to black, the achromatic axis from which all the colored gradation depends.

V. The Tonal Spectrum: The Same Structure Heard

The chromatic scale has a tonal counterpart, and the two are not analogous merely but identical in
structure — the same spectrum perceived through two senses. The Luminous Pillars established
that the hidden circuit is a tonal as well as a chromatic structure, that to travel it is to modulate
through octave as one modulates through light. This paper gives the tonal spectrum its
determinate form.

The same six lower stations that carry the six bands of the spectrum carry six notes, and the notes
are a whole-tone scale: Geburah is G, Hod is A, Tiphareth is B, Netzach is Cf}, Chesed is D#, and
Yesod is F. These six, proceeding around the circuit, are the whole-tone steps — each a full tone
above the last — and they proceed from G around toward G again exactly as the colors proceed
from red around toward red. The six connecting paths between the stations carry the semitones



that lie between these whole tones: the path from Geburah to Hod carries G, the path from Hod
to Tiphareth carries Af}, the path from Tiphareth to Netzach carries C, the path from Netzach to
Chesed carries D, the path from Chesed to Yesod carries E, and the path closing the circuit from
Yesod back to Geburah carries Ff. Stations and connecting paths together sound all twelve
chromatic tones, the complete octave laid around the circuit, just as the spheres and their paths
together show all the gradations of the complete spectrum.

The correspondence of color and tone is not a poetic conceit but a structural identity grounded in
the physics of waves. Both light and sound are periodic phenomena, and in both the doubling of
frequency produces the return of the same quality at a higher register: the octave in sound, in
which a tone twice the frequency of another is heard as the same note higher; and the cycle of hue
in light, in which the spectrum returns toward its beginning. The twelve chromatic tones and the
cycle of hues are two instances of one periodic structure. To assign the notes around the circuit as
the colors are assigned is therefore not to overlay one system on another but to read the single
underlying periodicity in its two sensory forms.

VI. The Octave and the Piano: Direction as Pitch and Shade

The octave dimension completes the identity, and it is seen most clearly in the keyboard of a
piano. As one moves along the keys from left to right, the same twelve notes repeat, octave after
octave, each repetition higher in pitch than the last. This is precisely the structure of the chromatic
scale's shades: the same colors repeat around the circuit, and as one travels in the brightening
direction each repetition is a lighter shade, as in the darkening direction each is a darker. The
rising of pitch from left to right along the piano and the lightening of shade in the brightening
direction around the circuit are one motion. Moving toward the higher octave and moving toward
the lighter shade are the same movement, described in sound and in light.

The direction of this movement is the directionality the luminous pillars established. Toward the
Pillar of Mercy, headed by white Chokmah — the brightening, ascending current — the octave
rises and the shade lightens, as one moves rightward and upward on the piano into the higher
registers. Toward the Pillar of Severity, headed by black Binah — the darkening, descending
current — the octave falls and the shade darkens, as one moves leftward and downward into the
lower. The supernals themselves stand in this same octave relation: Chokmah the higher octave of
the white, brightening pole; Binah the lower octave of the black, darkening pole; and Kether the
Taiji, the octave's own unity, in which the highest and the lowest are held together as the Supreme
Ultimate holds yang and yin. The Tree ascends in pitch and brightness toward Chokmah and
descends in pitch and darkness toward Binah, and the whole of it — every sphere a note and a
color, every path a graded passage of tone and shade — is a single instrument, tuned and painted
at once.



VII. Conclusion: The Tree as Spectrum and Instrument

The Cathartes Scale restores to the corpus its native and original chromatic language and reveals
that language to be, at the same time, a tonal one. The inherited scales are set aside; in their place
stands a generative system in which three fixed supernal points and a spectrum laid around the
lower circuit determine, by three rules of derivation, the color of every sphere and every path.
That same circuit carries the twelve tones of the octave, the six whole-tone stations and the six
semitone paths, rising toward the brightening pole and falling toward the darkening, exactly as
the keys of a piano rise in pitch while the same colors repeat in changing shade. Color and note,
shade and octave, are not two systems but one structure in two senses. The Tree of Life, in this its
native scale, is a spectrum made visible and an instrument made audible — the one light and the
one sound, graded through all their degrees, and shown in the architecture of the spheres.

Appendix: The Scale in Full, and Corpus-Wide Application

The complete scale is catalogued here for reference and application. It governs every diagram,
atlas, and color reference in the corpus, replacing the King and Queen scales wherever they have
appeared.

The spheres. Kether: the Taiji glyph (wuji-white bearing the black Monad, ringed by the
oscillating poles). Chokmah: white. Binah: black. Geburah: red. Hod: orange. Tiphareth: yellow.
Netzach: green. Chesed: blue. Yesod: violet. Malkuth: the four quarters (citrine, olive, russet,
black), retained as the traditional figure of the kingdom's fourfold elemental composition.

The notes. Geburah: G. Hod: A. Tiphareth: B. Netzach: Cf. Chesed: Df. Yesod: F. The connecting
paths carry the semitones: Geburah—Hod G#; Hod—Tiphareth Afj; Tiphareth—Netzach C; Netzach—
Chesed D; Chesed—Yesod E; Yesod—Geburah Ff. Chokmah is the higher octave (the white,
brightening pole); Binah the lower (the black, darkening pole); Kether the octave's unity.

The paths. Each path is the gradient of intermediate colors between the spheres it joins, with three
rules: paths from Kether take the destination's color; paths from white Chokmah or black Binah to
a chromatic sphere take that color lightened or darkened respectively; and the Chokmah—Binah
path runs the greyscale from white to black.

Corpus-wide application. (1) Every diagram and visual atlas — the Sephiroth master table, the
paths atlases, the correspondence pages, and all standalone vector and print exports — should
render the spheres and paths in the Cathartes Scale, with the chromatic ring on the lower circuit
and the derived path colors. (2) Any paper that referenced the King or Queen scales, or assigned
sphere or path colors by the Golden Dawn attributions, should be reconciled to this scale as the
governing source. (3) The tonal layer should be woven in alongside the chromatic wherever colors
are treated, so that the note and octave of each sphere accompany its color. (4) This paper,
together with The Luminous Pillars, governs all chromatic and tonal correspondence in the
corpus.
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