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Dear Readers,

Welcome to the Autumn issue! We hope you can manage to read this before 
many of us will meet at the AGM at Rudolf Steiner House.

Not many eurythmy events are currently posted on the website diary. Does this 
mean nothing is happening? Not really…in Stroud, The Green Snake and the 
Beautiful Lily (retold by Hans Van der Stock) will be put together in a day, ready 
for performance in the afternoon. Well, I say in one day, but flurries of gold 
beings and elemental beings are already to be glimpsed practising here and 
there. This has escaped the Diary, and will be done and dusted by the time you 
read your newsletter.

Is there more eurythmy being undertaken at short notice, dodging the threat 
of lockdowns? Do let us know. We want the newsletter to carry a flavour of 
everything.

Do visit our eurythmy websites! A wealth of lovely images awaits you. I noticed 
that Amazon has pages and pages of eurythmy-related books for sale, including 
an empty notebook for a eurythmy teacher.

A new development to bear in mind that may come our way: it appears 
some eurythmy teaching and therapy posts may soon require teachers to be 
vaccinated.

So, now for the Autumn newsletter! As always, past, present and future have 
a voice. In this issue, we celebrate dear eurythmy friends who have passed 
on. Lovely children’s eurythmy posters will inspire us from front to back cover.  
As well as recent UK events, we are delighted to carry a beautiful update of 
Eurythmy India. We also hear about an interesting project in Croatia. Graduates 
of the part-time eurythmy training introduce themselves and tell us their story. 
Congratulations to you, and we wish you well, hoping that eurythmy can now find 
a place in your work! Lively discussion takes further the question of programme 
music. And we have a glimpse of eurythmy at work in psychotherapy. Tatiana 
Kisseleff’s wonderful eurythmy memoir is reviewed, which we are invited to 
purchase at a discount.

I realise I may not be the only one to reflect on how fitting the gift of eurythmy 
seems to be to support our humanity in coping with coronavirus itself, with the 
ubiquitous anxiety, and with the vaccine.  And no doubt, whatever challenges 
come next.

Warm wishes to you all for a joyful and courageous Michaelmastime!

Elisabeth Bamford

Farewell, Welcome, and a Few 
Flurries of Gold….
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The Performing Arts Section Meeting at 
Rudolf Steiner House on July 3rd 2021
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The day started off with a performance of some scenes from Rudolf Steiner’s Mystery Drama The Soul Awakens directed 
by Sarah Kane. After a short conversation on the piece and its subject matter we then moved on to a discussion on breath 
and what it means within the context of the performing arts.

We spoke about refurbishment of the Rudolf Steiner House theatre, dressing room and foyer: I was able to explain some 
of the choices that had been made and how many unforeseen issues came up during the build: asbestos in the ceiling, 
the poor quality of the roof for rigging fixtures (building codes a hundred years back were rather sketchy!) and the high 
cost of getting the venue up to the UK’s H&S code. This had meant we were not able to get all the lights we would have 
liked, or eurythmy curtains, etc. But there is scope to do this should the funds be available in the future. Regarding curtains, 
there were mixed opinions amongst the eurythmists as to what colour the curtains should be. A removable vinyl flooring 
is planned for the main stage area that can do black for theatre, or reversed to grey which is common for dance, while 
leaving the current wooden flooring available for concerts.

Individuals spoke passionately about their projects and desires for productions to be brought to Rudolf Steiner House, and 
more broadly about what anthroposophical performance can bring to society and how to reach that audience.

Alexander Gifford then shared his vision for the spring season at RSH which will mix anthroposophical performing arts 
with pieces by artists whose work complements/is in a similar vein to that of the ASinGB. Rumi’s poetry for theatre, a choir 
that normally has three shows a year at St Martin-in-the-Field’s who need a new venue, and a rewriting of Demetrius 
by Schiller were some of the projects mentioned. He is accepting pitches now and hopes to lock in the spring season by 
December, and then continue this model going forward for the summer, autumn, etc. Additionally, the cafe will be re-
opening in August…. And renaming the theatre was discussed, as well as creating a separate entrance (the current fire 
exit on Park Road), a box office, and the hiring of a marketing/PR manager for RSH in aid of building an audience for 
the venue.

Adrian Locher let us know that Susanne Mainzer’s legacy would be available for projects, but not immediately as Council 
need to shore up the way the application process is managed. And that none of this legacy was used for the refurbishment. 
The group shared a strong desire to foster the works of older generations as well as supporting young and emerging 
talent. Patrick Dixon spoke about the need for the art presented to be ‘a benevolent Trojan horse’ helping the world find 
solutions and come to terms with the trials our time inhabits.

The meeting ended amicably, with lots of enthusiasm in smaller groups talking about what the future may hold. On the 
whole, it was deemed a positive affair with a desire to meet again in the future.

Julien Bernard Grau
 Lighting Designer, Technical Director

Julien has been lighting eurythmy productions for over ten years as well as looking 
after the technical aspects of the theatre at Rudolf Steiner House, London. His 

freelance work includes lighting for theatre, music festivals, galleries and interactive art 
installations.
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We are lucky to be able to decorate this issue with some treasures!

Maurice Manning writes: When I taught at Michael Hall, as our second Lower and Middle School Eurythmy Festival 
approached in 2016 I asked the Class 4 children to create some posters for the event. The 
children spent a lesson drawing these delightful images. They were put up all around the school 
and the 460-seat theatre. It is interesting to note that no guidance was given other than “draw 
some aspect of eurythmy” so the resulting pictures very much came out of the children's own 
experience of seeing and doing eurythmy. They are also a reflection of the light and joy that 
surrounded the festival, where child development through the class teacher years could clearly be 
seen in one hour!

Eurythmy Posters Done by Children
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West Midlands Eurythmy: Two Performances

The Flower Queen’s Daughter
The fourth-year West Midlands Eurythmy students performed this fairy tale at the Christian Community Stroud to a warm 
and enthusiastic audience of children and adults. They brought it over with confident joy; a cohesive flowing imagination 
only possible through highly disciplined teamwork.

I particularly enjoyed three portrayals of old people (older and even older still) whose wisdom set the story in motion, 
the dragon’s gold and diamond castle which appeared magnificently in the Zodiac, and the Dragon Mother’s mare being 
energetically rounded up in turn by Eagles, Foxes and Fishes.

Encounters: the movement between Fear and Freedom
The audience at the Christian Community Stroud, hungry for art after the lockdowns, received this offering with great 
appreciation and admiration that artistic work continued during lockdown. It was a feast of flowing colour, poetry 
and music, with speaker, pianist and cellist. The light-filled movement and the performers’ stage presence were able 
to create the appearance of space and time. The pieces flowed together in a narrative that led through a wretched 
destruction of Nature to an honouring of Nature. Particularly haunting was the depiction of Erisython’s greed (from Ovid’s 
Metamorphoses) and its result in terrifying Hunger. This disturbing picture eventually found some resolution in the beautiful 
depiction of Hopkins’ poem Inversnaid, which at moments seemed almost to give a glimpse of the world behind the 
appearance of the flowing stream.

In a light-hearted interlude (from Ladybird Books for Adults), I enjoyed seeing Phil (or was it Bob?) missing the family trip 
in order to sort his screws, and what a world of different screws there was! No wonder they needed sorting!

Elisabeth Bamford
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Eurythmy Retreat
In this interview, Michèle Hunter talks to the Newsletter 
about her three-day eurythmy retreat that took place at 
Peredur this summer.

Ed.: Did the retreat have a theme?

Michèle: The theme was the four elements. We worked 
to bring earth, water, air and fire to expression through 
ensouled movements.

Ed.: How did you structure the day?

Michèle: In the mornings for an hour and a half we worked 
with conscious movement. We worked on aspects of the 
elements and their qualities in movements, and how to 
express them as they interweave with each other (water/
air- or air and fire- or earth and water). We worked with 
poems to guide the movement and give it substance. I also 
worked with simple forms that evoked the movement, forms 
and qualities of the elements, as well as their relationship 
to each other.

Ed.: By conscious movement, do you mean eurythmy?

Michèle: Yes. In the afternoon we do an artistic activity as 
the source of inspiration for the creative work. Participants 
choose one element and describe it in all its aspects. Then 
they paint this in complete silence together in a group of 
three. One piece of paper is shared between two or three 
people, painting in a silence using pastels; I call it the 
silent conversation, exploring the element chosen. We do 
this for 20 minutes. Then each one is asked to take any 
aspect from their collaborative painting ‘conversation’ as 
a source of inspiration, and to translate the conversation 
into movement. The same three participants who had 
painted together now create a choreography. They use 
inspirations from the morning session together with the 
artistic work and transform this into movement.

The next day another element is explored, and on the 
final day they fuse the two worked elements together and 
try to experience/express in movement what that might 
be, look like, feel like, and translate this into movement.

Ed.: How is the process guided?

Michèle: I guide the process through questions, evocations, 
and they do through their artwork. When I see something 
they can use, I invite them to explore it and develop it 
more consciously, paying attention to any aspect that it 
evokes within the theme. This helps them become aware of 
what they are creating which helps them grow. They find 
the answers through moving together.

Ed.: Did it throw up difficulties at any point?

Michèle: Occasional blocks do arise. When people 
encounter a block or a personal irritation, I encourage 
them to persevere with the process, and they gradually 
find a solution, get over their problem and rejoice in 
having come out the other side.

Since I began I have experienced every retreat as a very 
special occasion. Something happens that surprises me – 
what made that happen? I can’t put my finger on it! The 
space is tangibly imbued with Divine Grace from the very 
first moment we come together.

Ed.: How many participants come to your retreats?

Michèle: The first year there were 7, the second 9 and this 
year 4. I would not take less than 3.

Ed.: Thank you, Michèle. That sounds so rich and interesting!

Michèle: Thank you for showing interest!
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Exploring the 4 elements: Fire, Air, Water and Earth

Embodying their qualities and bringing them into 
expression through ensouled movement

The sound of eurythmy
The sound of the waves which are crashing against the 
rocks; the cliff is just standing there
in the current of the ocean the waves bash together
the sound is quiet and peaceful
it’s like meditation
(poetic words by Katy Fusco in our conversation about 
trying to understand the nature of eurythmy)

“The Eagle” by Alfred, Lord Tennyson

He clasps the crag with crooked hands; Close to the sun in 
lonely lands, Ring’d with the azure world, he stands.
The wrinkled sea beneath him crawls; He watches from his 
mountain walls, And like a thunderbolt he falls.

The water flows within the form, within the lines of the 
earth – guided by the lively air. In that it has the power to 
shape the earth as well as to mediate.

The air jumps around, – held by the earth and the water 
to not take off and 
fly away. The earth 
keeps the shape – 
holds water and air.

The fire – the flame, 
the power, the 
passion – a call for 
action, the flame in 
ourselves.

The elements united 
in the human being 
– each with its own 
qualities.

Even though we 
tend to live one 

temperament more intensely, we need to remind ourselves 
that every temperament lives in us, shapes us and gives us 
life. If the human organism is balanced – the temperaments 
work together. In that case only, the human being as a 
whole is healthy, strong and powerful. In order to balance 
the temperaments, we need to learn how to treat, take 
care, love, trust and nurture them.

If the human being is balanced in its fullest we can reach 
our highest potential.

Through discovering the elements, higher worlds, myself 
and others in space and our connection, it was clearly 
revealed to me that mankind is out of balance. We 
somehow rely more on our earthly qualities, on our 
intellect even though our hearts are our homes, and in that 
our guide – the mind as our servant. Through connecting 
with our hearts more deeply, building up trust and through 
the balanced interplay of the elements, we can become 
fully human.

Since eurythmy is the sound of your inner self and the 
cosmos, you can take action through movement and find 
guidance in it in order to come back home into your 
hearts, and by that to unite with the spirit freely, deeply 
and truthfully.

Don’t think – just move.
In moving you do have conscious thoughts.
Guided by the heart
I can take actions
to fulfil what mankind and the earth need.

That’s what is needed now! Eurythmy is needed now!

Through connecting with my heart in doing eurythmy, 
my spiritual organs were activated. I perceived Higher 
Worlds even more as a reality than before the retreat. In 
experiencing that the retreat had its own transformative 
powers – a part of my destiny in this life was revealed to 
me: Doing eurythmy! In doing eurythmy I don’t feel like a 
fish on dry land anymore; instead I feel like a fish in water.

I am the light, I am 
the light
I move in spirit
I move with spirit
I move within spirit
I move out of spirit, 
I move

Contributed by 
one of the retreat 

participants

Eurythmy Retreat with Michèle Hunter
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Eurythmy India has been going for five and a half years. 
Diana Constantin Skinner, Dan Skinner and Chrystal Hayn 
founded Eurythmy India on 24th of December 2015 in 
Hyderabad. There were several significant events leading 
to this auspicious moment, not least two Asian eurythmy 
tours by London Eurythmy, an MA research project, 
workshops and talks within India, and most importantly 
the forging of human connections and relationships with 
the Indian Anthroposophical Society and its members, the 
Waldorf movement in particular Indira Varma of Prerana 
Steiner school in Hyderabad, and Aban and Dilnawaz 
Bana who are both pioneers of Waldorf Education, 
Eurythmy Therapy and Anthroposophy, and are Dornach-
trained eurythmists. And last but not least Jayesh Pilarsetti 
who was our first contact in South India.

Throughout our time in India we have also been blessed 
with support from colleagues, musicians and eurythmists, 
as well as financial support and advice from our dear 
supporter Anselma from Holland, and some additional 
financial support from the Leder Locher Foundation and 
the Anthroposophical Association in GB. I mention here 
some of those who have given of their time, expertise and 
enthusiasm: Stefan Hasler at the Goetheanum; Stephan 
Nussbaum from Witten Annen; Jonathan Reid from the 
former Camphill Eurythmy School; Hajo Dekker from the 
London College of Eurythmy; Francis Druit music instruction 
and cello playing; Daniel Maslen music instruction; 
Michelle Nicholls from Australia doing and teaching 
Eurythmy Therapy; Ralitsa Penkova concert pianist; 
Timothy Martand concert pianist based in Hyderabad; 
Francis Aradhya of Friends of Camphill in Bangalore; 

Maurice Manning eurythmy; and Linda Lethbridge piano. 
Our beginning was shone through by stars of inspiration 
that we captured in one of our first documents (below) and 

that we intended would sparkle into our work. Included in 
this more spiritual aspect of our work is Isabelle Rivierez 
Dekker who has always been an inspiration. Each and 
every one mentioned was able to give, to inspire, to 
support and to help the furthering of and the growth of 
eurythmy within the sometimes jewel, sometimes chaotic 
and surprising Indian subcontinent.

 Guiding Stars for the Eurythmy in India Training Initiative

  At the root of all our endeavour in this initiative is the art 
of Eurythmy and Creative Speech Formation and Drama 
as they grow and flourish. Branches, leaves and blossom 
bear the fragrance, colour and light of India which are 
beautifully diverse. Strength like a blessing is carried 
among many also by Dornach and friends. The impulse 
of Anthroposophy is cherished.

 Eurythmy is performed in manifold ways, allowing for 
the great influences of music, poetry and drama of the 
West, to meet longstanding priceless spiritual practices 
and traditions of music, poetry and sacred Indian temple 
dance. A mutual enlivening and fructification between 
Eastern dance and Eurythmy is our hope.

 Waldorf Pedagogy encompasses and supports the 
artistic striving and gives the beating heart for continued 
renewal, grounded reality and success. Each student is 
fully and rigorously equipped to teach on graduation. 
Steiner Waldorf and Eurythmy pedagogy, crafting adult 
classes and tools and strength to carry the profession 
strongly and responsibly is our intention.

 We work from the periphery to the centre allowing each 
one to find a radiating and awakening light. The path 

of learning and practice is permeated by the spiritual 
life, deep traditions and treasures of India and the joy 
of creating in groups and individually.

 We search for ways to uphold a collegial, 
collaborative, inclusive and non-hierarchical approach 
to what will become a eurythmy training faculty. In this 
sense, differing eurythmy streams will work together. 
The background, religion, culture and language of 
each student is highly valued and we aim to work 
continually with the qualities and treasures that come 
to meet us. The initiative is held in the form of a co-
operative, where all carriers share responsibilities.

 We have worked to develop a relationship with the 
Anthroposophical Society in India attending and 
performing at their annual autumn festival.

Eurythmy India
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Four noteworthy aspects of our experience working with 
our 21 students in two-year groups are

1) A remarkable willingness to meet and adjust to 
circumstances.

2) The rich tapestry of the regional languages of India 
which in most cases have been condemned by the British 
Raaj to remain solely in the vernacular. These languages 
in poetry, when performed by our then 5th-year students, 
was a unique experience, and fresh and new. New in the 
sense of never having been eurythmisised before.

3) In addition, the study and performance in eurythmy of 
regional music on regional instruments, and the devotion 
to combining the art of eurythmy with some aspects of 
dance traditions as represented by many of our students, 
was a deeply moving experience for us as tutors.

4) Our students come from Malaysia, Taiwan, Nepal and 
India, and have shown wonderful dedication, resilience, 
creativity and skill. With our strong Speech and Drama 

emphasis and input into the training, their 
ability to improvise, create, devise and adapt 
has been a joy and an inspiration.

It has been a blessing to have been able to 
work with Dilnawaz and Aban Bana, and to 
experience their unique and unconditional 
acceptance and in-depth knowledge and 
experience of so many aspects of Indian 
heritage and understanding through and with 
anthroposophy. Their relationship to the sounds 
of Sanskrit as archetypal and primeval, life-
imbued and totally fascinating, is unique and 
precious.

The many challenges, and often seemingly insurmountable 
problems of getting to grips with taking the training further 
have borne fruit, and we anticipate that our first batch of 
students will be able to graduate in the course of 2022. 
However, a short word about Covid, which has actually 
prevented a normal course of training. We as a faculty 
and the students within this training have been challenged 
by incredible difficulties, and all of us have done our best 
to overcome them. We have responded to the restrictions 
on travel and the need to teach differently in the best 
way we could, harvesting some interesting insights in the 
process.

In conclusion, let it be said what incredible potential there 
is for a eurythmy training set within a culture already 
prepared for a spirit-endowed movement. What might be 
achieved? We are still in the process of finding out.

Chrystal Hayn
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In Croatia, Three Streams/Tri Struje

Rudolf Steiner says: “I myself  was born in a Slavic region, in an area 
completely foreign to the whole milieu and character of  the place where my 
ancestors came from. In addition to the Germanic and Slavic elements, there 
is a third, the Celtic.”

This September saw the premiere of collaborative 
artistic work between Ireland and Croatia. Inspired by 
these words of Rudolf Steiner, the Croatian-born speaker 
now living in Ireland, Danijel Grcevic, constructed a 
programme in which these three elements could be 
expressed through Speech, Eurythmy, and Music. He 
enthused three Croatian eurythmy colleagues and myself 
with the idea, with the result that we came together, first 
via Zoom rehearsals, and then for an intensive week 
together in the Waldorf School of Rijeka. As we know, if 

there is a deed of a spiritual nature to be done, every 
obstacle possible will stand in the way – now more so 
than ever, with all the travel requirements, restrictions, 
daily changes in conditions, exorbitant test payments…. 
Mars forces came to my aid, and actually the whole trip 
went incredibly smoothly. I left the lovely weather here 

in Ireland and flew 
into the equally lovely 
weather of Pula, 
where Danijel met 
me and we drove to 
Rijeka, to the Waldorf 
school. There I met 
my Zoom friends: Zak 
Valenta, professional dancer, performer and eurythmist; 
Mladen Zavko, eurythmy teacher and therapist in the 
Rijeka school; and Barbara Hadeljan, a native to that 
region of Croatia where Rudolf Steiner was born. We 
were joined in the last few days by Lea Sprajc, a young 
singer and musician, also from Cakovec like Barbara.

The programme was not lengthy – we look at it still as 
work in progress with the potential to expand, especially 
in regard to a fourth, hidden stream. We performed in 
the town cultural centre, a lovely theatre holding about 
400 people with a beautiful big stage and technicians 
laid on for us. We opened with the Irish/Celtic theme, 
for which I set the mood by playing some traditional airs 
on an Irish harp. Danijel addressed the audience, telling 
them about the genius of each of the streams, starting 
with the primordial power of the Word still present within 
the ancient Irish; the realities of Goethean observation 
described in Goethe’s poem “Epirrhema”; and finally, 
within the Slavic stream, the complete internalisation of 
the natural world on a soul level, reaching as far as the 
being of Sophia. Then came the Irish Winds, followed 
by Mladen’s strong and thoughtfully rendered poem by 
Goethe. The Slavic part of the program was opened by 
Lea, who sang a beautiful folk song in the dialect of those 
parts. I think she drew in a good few of the audience as 
she is much appreciated locally. Then Zak and Barbara 
performed a poem about the Mura river, a very dark 
and moody water. Lea spoke it for them, as she knows 
the Medimurje dialect – and I found her speaking voice 
as beautiful as her singing, a natural speech formationer. 
To conclude the programme, Barbara and Zak did a 

  

 



11

This summer I completed my MA research on this theme. 
It has been a hugely rewarding journey, and I would 
like to share some of the wonderful and exciting 
insights and findings here. It was a multi-case study 
in qualitative research, obtaining data from my own 
observations, questionnaires and interviews with clients 
and practitioners. As well as being a eurythmy therapist, 
I am also trained in the Hakomi Method, a body-centred, 
mindfulness-based, experiential psychotherapy. This 
made it easy for me to combine the two therapies. I 
invited some of my psychotherapy clients to take part 
in the research, and for this purpose added a eurythmy 
therapy session to their psychotherapy appointments.

As a psychotherapist I have become aware how so 
many lives are touched by traumatic experiences, and 
how, so often, undiscovered and unresolved trauma 
creates long-lasting difficulties. Trauma not only causes 
dissociation from the body and the emotional life, but 
also results in changes in the brain. These changes are 

the cause of post-traumatic stress disorder (PTSD). The 
fear centre, the amygdala, in the brain of a traumatised 
person becomes overactive, making them anxious and 
hyper-vigilant, while the emotion regulation and thinking 
centres become under-active. This causes difficulties in 
processing emotions and in focusing and thinking clearly. 
We see this phenomenon frequently in schools, when 
traumatised children find it hard to settle down, be 
present and do the classroom work. However, whether 
child or adult, these changes in the brain are outside a 
person’s conscious control. To heal the traumatised brain, 
it needs to undergo neuroplastic change by reorganising 
synaptic connections in response to the trauma. So the 
question arises, how can we help someone in such a 
situation?

In my experience, conventional talking therapies 
quickly reach their limit. While talking about traumatic 
experiences and working things out cognitively has certain 
benefits, it does not reach enough into the traumatised 

Integrating Eurythmy Therapy into 
Modern Psychotherapeutic Practice

humouresque, a well-known poem in the local dialect 
about a boy and a kitten.

The day after our performance, we visited the village 
of Donji Kraljevec where RS was born. Thanks to the 
generosity of Porsche manufacturers, a building has 
been turned into the Rudolf Steiner Centre. Like London’s 
RSH, it has a wood-panelled eurythmy room at the top 
of the building. There is a lecture room/concert space 
on the next floor down, and offices on the ground floor. 

It is the focal point for bio-dynamic activities in Croatia, 
which are promoted nationally on radio and television 
by the very dynamic Dijana Posavec, our hostess for 
the morning. She spoke about the positive impact on 
tourism the centre was having, and how local people are 
beginning to recognise that a figure of world-importance 
came from their small village….

Roxanne Leonard

Rudolf Steiner Centre in Donji Kraljevec, Rudolf Steiner’s birthplace 



1212

brain to bring about deep and lasting change. Nor does 
it release the cellular memory that is stored in the body. 
Meditation and mindfulness practice are two of the most 
effective treatments for the traumatised brain, enabling 
neuroplastic change, and yet they are some of the most 
difficult things for a traumatised person to accomplish. 
In eurythmy therapy, however, we have a wonderful tool 
whereby we can achieve the desired neurological changes 
through being mindful while being active. To calm the 
amygdala, all eurythmy exercises that are meditative 
are suitable. It is through awareness in movement, through 
very slow, conscious, mindful movement, that we are able 
to calm the amygdala and create new and healthier 
neurological pathways. It is a way of getting the client 
to be mindful. Although a traumatised person will find it 
very hard to meditate, if you just ask them to take even 
one simple movement into a specific position, as is the 
case with the different eurythmy meditations, they can 
slow down into this and become mindful through their 
bodily experience. The mind can then be anchored in the 
ensouled movement that eurythmy is.

Also, by working with calming and warming movement 
sequences and helping the person come more into the 
present by re-connecting with their physical and subtle 
bodies, we bring about a thawing of the dissociation and 
numbing frozenness that trauma creates. This means that 
we need to take the sounds down rather than upwards, 
and do them very slowly with warmth and a sense of 
gravity, which helps regulate the over-activity in the fear 
centre. Fear causes a loss in body temperature and has 
contracting, hardening tendencies. Therefore, the chosen 
movements need to be warming, softening and flowing as 
well as mindful, slow and meditative. I have developed a 
‘Trauma Sequence’ for PTSD which calms the amygdala. 
This S-M-D-S-Soul Gesture of Contemplation has proven 
very effective for adults and children who are feeling 
fearful and anxious due to trauma.

We take ‘S’ in a wide, slow, downward movement, and 
follow on with ‘M’ at heart level, then move ‘D’ downwards 
paying attention to the counter movement. We slowly 
repeat the wide, downward ‘S’ and complete the 
sequence with the restful soul gesture of contemplation. 
All movements are carried out slowly and mindfully. ‘S’ 
is transforming, warming and calming; ‘M’ is breathing, 
harmonising, warming, calming – it counteracts rigidity 
and hardening; ‘D’ is grounding, strengthening, calming 
and embodying; ‘contemplation’ is meditative.

In Hakomi psychotherapy sessions when the client 

explores material in different ways such as through 
mindfulness and felt-sense experience, it is not always 
of a traumatic nature. Usually they emerge from this 
with an insight, a new awareness or some realisation. My 
aim here was to relate the eurythmy therapy movements 
case-specific to the content of what had come up for 
the client in psychotherapy such as certain emotional 
states, inner pictures, thoughts, physical sensations or a 
combination of these. To give an example, I will briefly 
outline one such process: I worked with a 74-year-old 
woman whom I will call Jemma here.

Jemma had many fears which went back to her early 
childhood experiences and wove through her life. She 
embarked on psychotherapeutic work because she was 
fearful of ageing and the coronavirus. Another layer to 
her fears was the anxiety of dying before seeing the 
unborn grandchild from her daughter. As we worked with 
this material in psychotherapy, she received a picture of 
blackbirds sitting on a perfectly round, woven basket. 
The blackbirds flapped their wings at once and flew up 
in the air. They scared her because they represented her 
fears, while the basket was symbolic of holding new life, 
a Moses basket for her newborn grandchild and her own 
joyous life beyond her fears.

When we came to doing the eurythmy therapy I taught 
Jemma a short sequence consisting of ‘H-G-O-EI’. 
Taking ‘H’ from the heart upwards in a plosive, opening 
movement, we consciously released the fears she had been 
holding on to for so long, and let the birds fly far away. 
We then created a new, clear space with ‘G’, pushing 
the old away, feeling the strength and empowerment 
of this gesture. Now, stepping into this open space, we 
formed ‘O’ at heart level, symbolising the Moses basket 
for the grandchild, and also creating a space of love 
and holding at the soul level for the new life she longed 
for. Then we finished the sequence with the soothing 
sound ‘EI’, which so often occurs in lullabies, a gentle 
sideways sweeping movement representing rocking the 
baby’s cradle. Over time, through repeated practice, 
Jemma found that working with her inner pictures in the 
mindfully performed and ensouled eurythmy movements 
helped her to let go of the ingrained habit of fearful 
thoughts, feelings and images. Thus the eurythmy therapy 
movements became a resource for Jemma to strengthen 
herself, break the habit of fear and negativity and to 
integrate the insights from her psychotherapy sessions. 
We also worked with ‘Hope U’, an obvious choice for 
someone who has such deep-seated issues surrounding 
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fear, and who wishes to cultivate trust and faith in life.

This is only a small snapshot of a much longer and 
deeper process with Jemma which evolved as the 
months went by. More movements and exercises were 
added, always responding to the developing needs 
after each psychotherapy session. It was noticeable in 
Jemma’s case, as in the other case studies, that she was 
strengthened by adding eurythmy therapy. This allowed 
the psychotherapy process to be integrated much more 
deeply and effectively, and also sped it up. Clients 
progress faster in the resolution of their issues and 
the changes are embedded at a deeper level, lasting 
longer. It is clear that eurythmy therapy enables clients to 
resource themselves, and that the positive effects make 
them feel empowered, giving incentive to keep engaging 
with it. This is supporting the psycho-therapeutic process on 
many different levels. Once learnt, the exercises are the 
client’s and become part of their ‘tool kit’ which they can use 
independently of the therapist, in the present and future. 
Integrating eurythmy therapy exercises into the process 
gives clients greater mental and emotional stability and 
control. They are therefore better prepared to deal with 
suppressed emotional material and traumatic experiences.

Another important connection between eurythmy 
therapy and psychotherapy is the hugely beneficial 
effect eurythmy has on our breathing in direct and 
indirect ways. Although there are specific sounds and 
exercises that work directly on the rhythmic system, I 
have observed that any practice of eurythmy, whatever 
the sounds or exercises, improves the client’s breathing. 
There is an inseparable connection between healthy 
breathing and mental, emotional well-being. The more 
rhythmic, relaxed and harmonious our breathing is, 
the more we are nourished and sustained in our four-
fold human nature: our organism is oxygenated at the 
physical level and enlivened at the life-force level. The 
better we breathe, the more resilient we are emotionally 
at the astral level, and the more present we are in our 
Ego organisation. The breath is central to everything. As 
stated in Rudolf Steiner’s esoteric teachings, ‘Atma’ is the 
name for our spiritual body. It also means breath; it is 
pure consciousness.

In psychotherapy we work with our consciousness, 
bringing unconscious material – feelings, thoughts, images 
– into awareness so it can be looked at and processed. 
In eurythmy, too, we work with our consciousness, but 
here through mindful, ensouled movement. Expressed so 
beautifully by Moshe Feldenkrais, the originator of the 

Feldenkrais Method, is a truth I have experienced with 
my clients: ‘Awareness through movement leads to a higher 
functioning of the human being’. From this point of view, 
it is clear that the practice of eurythmy is a powerful 
support tool in the psychotherapeutic process.

Lastly, I would like to place attention on one of the most 
common causes for mental and emotional difficulties 
in people’s lives: the lack of self-love. This can be the 
case for many different reasons, but the effect is always 
the same. A person who lacks self-love finds it difficult 
to value themselves, and as a result often suffers from 
lack of confidence and low self-esteem. It would not 
be fair to conclude that lack of self-love equates to a 
lack of love for others. However, I have observed that 
many individuals who struggle with self-love find it hard 
to openly express the love they have for others. As 
psychotherapists we are concerned with helping people 
release trauma and negative emotions, and transforming 
destructive behaviour patterns. However, it is just as 
important to help them to open up to suppressed love. It 
is surprising how often, underneath layers of anger, fear 
and sadness, there is an ocean of unexpressed love. When 
the love forces are suppressed and stagnant, one is cut off 
from the most important nourishment at the soul level. Love 
is an energy of the highest vibration, essential to life and to 
all healing that takes place in everything, anywhere.

Eurythmy stimulates the love forces as the centre of all 
eurythmic movement lies in the heart. Doing eurythmy 
causes an awakening of the heart and of the Christ-
Consciousness. Through the practice of well-chosen 
eurythmy exercises, an obvious one being the soul 
exercise ‘Love E’, we can gently guide a person to open 
up to the love they have suppressed inside themselves, 
sometimes over many years. Once the love begins to flow 
again it reflects back to the self and also to others. This 
supports the psychotherapeutic process, and contributes 
greatly to mental health and well-being and to leading 
a joyful, balanced and meaningful life.

Christina Sahin

Christina has been working as a 
eurythmy therapist at the Brighton 

Waldorf School since 1987. 
She has also been a Hakomi 

psychotherapist in private practice 
for over 25 years. This summer 

she completed her MA in Eurythmy 
Therapy in the UK.
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Dear Editors,

I am writing a personal response regarding Michael 
Mehta’s concern for the future of eurythmy in Britain and 
Ireland.

I have been at Camphill Glencraig in Northern Ireland as 
a eurythmist since the year 2000, for the first half of that 
time on my own in the area. I was joined by a colleague 
about 12 years ago, but as she also did other things in the 
community she was very much part-time in eurythmy, and 
is now retired. During all my years here, I might have had 
the occasional student practitioner, never for more than 3 
or 6 months. This is not possible any more as Glencraig is 
now run by administrative hands.

I worked entirely as a eurythmist on the old co-worker 
basis until 2003 (that means not employed but fully 
supported by the community), and then became employed 
by Camphill. That new situation allowed me to spare one 
day away from Glencraig and give it instead to the 
Holywood Steiner School. I taught school classes there for 
up to 5 lessons a week. This lasted for 16 years until 2019 
when I decided to take a break – and then came Covid. 
The school was closed for most of 2020, reopening late 
that year on a restricted basis. As happens everywhere, 
the Holywood School now has an outside manager without 
a background in Waldorf, which makes the management 
of the principles of the school questionable. In the past the 
school insisted they had no means to employ a eurythmy 
teacher, so it worked for them to pay me just for the few 
hours I gave them weekly. That, on the other hand, was 
only possible for me because Camphill employed me for 
enough hours for me to make a living. Those good old 
times….

As for my employment in Camphill, I will be at retirement 
age in less than two years. So far, I have been lucky to 
be able to keep my job, but you never know. In fact, most 
co-workers are now gone or have retired, and at present 
only myself remains at work here with an anthroposophical 
background. This makes it very hard when it comes to 
collegial work, support, etc. That said, among the retired 
co-workers of former times, there are those who act as a 
pillar of strength, support and friendship to me.

The eurythmy situation is indeed dire, and even more so in 
Ireland. I hope this gives an idea of how things are here.

Maria Luisa Zahonero

Dear Editors,

I have enjoyed reading the various replies to Kit’s question 
about ‘programme music’ and eurythmy (Newsletter 
Spring 2020), and would like to offer some reflections of 
my own, mainly from a musician’s perspective.

In the first contribution (Newsletter Autumn 2020), 
Jonathan Reid makes a distinction between foresight 
and hindsight when approaching a piece of music with a 
pictorial or visual element. He calls these qualities by their 
Greek mythological names Promethean and Epimethean. 
In interpreting a piece eurythmically, he says, it makes 
a difference to know whether a pictorial title is part of 
the composer’s initial creative process (Promethean) or an 
afterthought (Epimethean) which may not even originate 
with the composer.

Alan Stott (in the Spring 2021 issue) expresses scepticism 
about illustrative music altogether, arguing that poetic titles 
are often merely a ‘concession to our expectancies’ while the 
composer’s ‘actual intentions’ are more related to internal 
musical structures, like the name B-A-C-H or the circle of 
the fifths. These become charged with a spiritual symbolism 
which, Alan claims, tells the ‘real story’ of these pieces.

Lastly, Andrew Dyer (Summer 2021), in a related 
contribution, stresses the importance of the performance 
context. For composers to act with integrity, he says, they 
must ‘exercise imagination in understanding how the music 
plays into the situation for which it is written’ and ‘all music 
fulfils needs’ – including the needs of potential audiences.

All this was very stimulating and brought up many 
questions for me: To what extent do foresight and hindsight 
cooperate in creative work generally, whether it’s writing 
music or making a eurythmy form? How is it that music 
actually ‘illustrates’ or ‘evokes’ things non-musical? What 
is the ‘real story’ of music (if there is one)? And how can 
pondering such questions stimulate the creative work of 
interpreters, musical performers and eurythmists alike? 
Ditto about fulfilling the needs of audiences. I want to 
explore some of these questions, not to provide definite 
answers but in the hope of stimulating further exchanges 
(in these pages or elsewhere) on spiritual aspects of the 
performing arts.

Let’s begin with Alan’s concept of ‘expectancies’. When a 
piece of music has a descriptive title such as Child Falling 
Asleep, Bird as Prophet, Wedding Day at Troldhaugen, etc., 
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certain expectations are immediately called forth in me. 
In a certain sense, I am given a kind of foresight by the 
composer (a Promethean quality, as Jonathan might say). 
Yet, at the same time, the images that arise in me are not 
objective but, on the contrary, are very personal, as they 
are made of my own distinct associations and memories.

So when I listen to music thus entitled, at least some of my 
inner activity consists in comparing the effects of the music 
on me with the expectations raised by the title: ‘That really 
did feel like a wedding scene or a child falling asleep! 
I recognise the experience’. I may even be tempted to 
judge the quality of a piece of music by how successfully 
or pleasantly it matches the images I formed from its title.

The questions Alan seems to raise are: Does all this lead us 
to a properly musical experience? Do images not distract 
us from the ‘pure’ experience of music itself? Do descriptive 
titles not run the danger of imprisoning our appreciation 
of a piece, of reducing the depths of musical expression to 
the confines of narrow, extra-musical expectations?

Now, listening to music through the lens of a particular 
mental image is actually quite a complex process. It 
involves inner capacities such as thinking symbolically, 
processing analogies, sensing atmospheres and more. 
My expectations are always imbued with my previous 
experiences, conscious and unconscious. They reflect my 
dispositions and sensibilities and potentially my whole 
biography. In other words, through my expectations I 
bring my whole self into new experiences. My past, alive 
in my present, is projected onto the future.

It is also well known that ‘storied music’ plays an important 
role in early childhood education; the appreciation of 
untitled, ‘absolute’ music is something that arises only late 
in child development. And educators of every description 
know the importance of images in teaching, especially 
in the arts. Then, culturally, the expectation of a match 
between music and images is well established in opera, 
dance, music drama and cinema while, as a stage art, 
music eurythmy itself cannot escape being visual, for all 
its focus on the invisible. All this suggests that something as 
fundamental as the connection between music and images 
cannot be dismissed out of hand.

Let’s consider the question from a composer’s perspective. 
Some composers have tried to re-direct their audiences’ 
expectations. Jonathan pointed to Debussy’s Preludes 
where the ‘titles’, unusually, are printed following the 
music, separated from the last bar of each piece by a set 
of parentheses and three dots... ‘Listen to the music first,’ 
Debussy seems to be saying, ‘without being encumbered 

by pre-conceived images from the outset. Let the music 
itself evoke images in your soul. What do you hear? What 
do you see? After you have listened and seen I’ll tell you 
what I saw: …A girl with flaxen hair…Steps in the snow.’

Did Debussy then 
compose his music first 
and gave it a title in 
hindsight, in Epimethean 
fashion? I believe not. In 
Footprints in the Snow, 
for example, a phrase 
with instructions to the 
pianist, in the very first 
bar, links directly with 
the piece’s core image: 

‘This rhythm should have the sound equivalent (valeur 
sonore) of a sad and frozen landscape background’. 
This shows that Debussy is working from the start with the 
image of a frozen landscape, even though he chooses to 
reveal this only at the end, in hindsight.

While clearly composing in a Promethean way, Debussy 
nevertheless wishes our listening experience to be more 
Epimethean, perhaps because he means to awaken our 
own capacity for sensory impressions, for discovering 
the valeur sonore of our own images as well as his own. 
What could be more appropriate for an impressionist 
musician? And what could better illustrate a composer’s 
conscious efforts, in Andrew’s words, to use ‘imagination 
in understanding how the music plays into the situation for 
which it is written’?

The distinction between Promethean or Epimethean 
qualities is very clear and obvious in the process of 
listening. In musical composition, on the other hand (and 
in choreography?), 
the two qualities 
constantly intermingle 
and are much harder 
to disentangle. This 
is well exemplified 
in Schumann’s 
Kinderszenen, a cycle 
of illustrative character 
pieces par excellence 
– or so it would seem 
at first. Yet consider 
this: Schumann uses no 
children’s melodies, or any particularly childlike musical 
elements. While selections are short and the piano part 
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less demanding than Fantasiestücke or Carnaval, these 
pieces are not exactly easy to play, nor were they 
specially written for children’s hands and ears. When we 
look at the titles in Kinderszenen more closely, we are hard 
pressed to find any true ‘illustrations’ at all! Yes, the titles 
open windows into an imaginative world – but what we 
see when we look through them is not spelled out very 
precisely: Of Foreign Lands, A Curious Story, An Important 
Event…. Some of these titles are so unconvincing that one 
suspects a true example of hindsight, for example By the 
Fireside: it might as well be a spring meadow!

So what is Schumann doing? Drifts of childhood memories 
are captured, visually diffuse yet imbued with strong 
feelings and atmospheres. We are led into a dream world 
of childhood innocence (Träumerei), not so much illustrated 
as evoked from distinctly grown-up nostalgia. Foresight 
and hindsight are entwined every step of the way. And 
what could be more fitting for a composer who, as a young 
man, was long torn between the call of the poet and that 
of the musician, and whose own lyric song settings at times 
rival the masterpieces of Schubert?

In thinking this way about Debussy and Schumann, we have 
met with a great mystery: The impressions and images we 
ourselves experience may differ from a composer’s own 
images – in fact, we may expect them to be different. The 
composer calls something forth, sets something free – a 
being that holds within it both potential and ambiguity. 
But this is met by another being, 
equally full of potential and 
ambiguity – ourselves!

And this leads us to yet another 
mystery: Even when the composer 
gives no hint at any programme 
whatever, listeners may still 
spontaneously experience the 
most diverse pictorial effects 
within. In listening to an untitled sonata movement by Haydn, 
or Ravel’s Sonatine for example, one person may experience 
a diffuse set of colours or a certain atmosphere, while the next 
sees an elaborate story unfolding in a full-blown landscape.

This capacity of music to call forth a multitude of shifting 
and changing images within is truly wondrous and deeply 
significant. With a nod to Jonathan, I would call it Protean 
(after Proteus, the ancient God of the Sea who was a 
shape shifter). Composers know this Protean quality of 
music very well and make use of it readily. Witness Felix 
Mendelssohn whose Songs without Words let us hear 
the myriad inaudible words of unstated, imaginative 

poetry through the sole medium of melodies played (and 
accompanied) on the piano!

Of course, some images are richer and more poignant 
than others. It was their poverty of imagination that 
caused Chopin to be annoyed at those English ladies who 
kept calling his piano playing ‘just like water’. The name 
of the famous Raindrop Prelude, not given by the composer 
himself, disappoints because that image trivialises and 
sentimentalises a deeply visionary piece of music whose 
single obsessive note pulses unrelentingly through lightness 
and dark despair alike.

In sum, birds, thunderstorms, peasant dances, slumbering 
children, frozen snow and fireside scenes can all, at times, 
be part of the experience of music. So can the most 
intimate images that music evokes in our souls which no 
composer even dreamt of. True, such images are not goals 
in themselves and can limit our experience when we see 
them as such. The challenge is perhaps to treat images 
less as a ‘manifesto’ and more as an ‘Annunciation’ – to 
educate our own expectations so they don’t imprison our 
experiences but help us in welcoming what comes to meet 
us from the future. I am on the way to the spirit, to myself….

This said, I feel quite certain that composers would never 
consider using images or programmes if they felt they 
distracted from the essence of their music. On the contrary, 
images and the poetic resonances they evoke in us are 
part of the ‘real story’ of music, along with tones and 
rhythms and other more structural elements. They carry 
messages of the gods. They are revelations of the gods. 
The myriad shapes of Proteus are illusions and essences 
at the same time. They can lead us deep into the heart of 
the place where music, poetry and the visual arts unite to 
delight, nourish, and inspire us on our journey.

***
Other aspects regarding Kit’s initial question are still 
worth exploring, I think, and I realise I have not really 
addressed Alan’s important point about meaning and 
musical structure. I may follow up in future but at this point 
I would be really interested in other people’s responses 
and further thoughts on these matters.

Fabian Lochner
Fabian is a musician and independent 
researcher who has worked in various Camphill 
and Waldorf teacher education settings 
in the US and the UK. He has performed 
on the piano for eurythmy for many years, 
and is currently publishing a collection of 
world music choral arrangements.

Claude Debussy
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I first encountered eurythmy in early 2000 when, at my 
request, Maren Stott graciously delivered a session to a 
group of Dr. Hauschka UK Estheticians who I was responsible 
for training. I saw very quickly how the eurythmy helped the 
learning to come to life and was really helpful in developing 
quality of touch. Although I never intended to become a 
eurythmist, my desire to learn more was compelling. And I 
will never forget the moment 17 years later when Maren 
put a leaflet in my hand, saying, “This is for you.” The leaflet 
gave details about a part-time eurythmy training starting 
that July 2017, run by the Peredur and West Midlands 
School of Eurythmy.

It was fortunate that the training was offered part-time, 
and I am most grateful to my family for coping with the 
commitment of alternate weekends during term time, and 
8 to 10-day intensives during the holidays over four years. 
This intense study programme, which I envisaged would 
feed the development of my skincare and treatment work, 
has also been a wonderful and challenging journey of self-
exploration, self-knowledge and much soul gymnastics!

I now love weaving eurythmy into many different aspects 
of my work at Weleda UK. This may be as a little 
exercise of expansion and contraction at the beginning 
of a meeting or to help energise a seminar group after 
lunch. Most importantly, eurythmy helps to facilitate the 
learning of certain massage and application movements, 
and encourages anthroposophic understanding of Weleda 
through activity and movement. The connection between the 
movement within oneself and the movement with another is 
most certainly powerful.

Having rounded off my part-time training, I see clearly that 
it was just a step – a leap! During the coming months my 
intention is to digest and process what I have learnt, and 
then seize other opportunities to develop further skills and 
knowledge provided by eurythmy.

 Elizabeth King
Weleda UK Esthetician & Trainer

 

In the early 1990s, I had a ‘lightbulb’ moment. On the 
Camphill Adult Communities course we had been led 
in community-building eurythmy exercises by Melissa 
Harwood. The experience lay as a seed in my biography, 
and much later, in 2010, I toyed with the idea of doing a 
full-time training, and even went to meet Maren and Alan 
Stott in Stourbridge. But I reluctantly concluded that life 
circumstances did not allow me the luxury of becoming a 
full-time student again.

Then in February 2017 a eurythmist friend of mine, Gail 
Ramm, asked me if I would accompany her to a workshop 
being held at Emerson College by Annemarie Ehrlich on 
Otto Scharmer’s Theory U. Being familiar with Theory U: 
Leading from the Future as It Emerges as an organisational 
method of effecting change, I was intrigued.

Both Annemarie’s workshop and Annemarie herself were 
truly inspiring. In her early 90s, Annemarie had connected 
with Otto Scharmer and his still relatively youthful Theory U, 
creating a training for eurythmists in designing powerfully 
insightful eurythmy exercises for a workplace environment. 
It is fair to say I was blown away with admiration for this 
woman and her work. And moreover, it was during this 
workshop that I found out about a completely new part-
time eurythmy course. This was something I might be able 
to do!

At the age of 59 I had some reservations about how far I 
might be able to go with a eurythmy training, so I decided, 
with the blessing of the tutors, to approach the course one 
year at a time…. In August this year I completed the four 
years of the course – 760 hours of Music and Speech 
Eurythmy and more than 100 hours of related artistic 
training. Our group of three mature trainee eurythmists 
gave a mini performance of Speech and Music Eurythmy 
to a small audience at Eurythmy West Midlands before 
bringing the first part-time eurythmy course in England to 
a close.

I am extremely grateful to Maren, Rita and Alan in 
Stourbridge and to Sigune and Georgie at Peredur for 
their pioneering courage, hard work and flexibility in 
shaping and adapting the course to circumstance and 

The West Midland Par t-Time 
Eurythmy Training
Three participants who completed last summer introduce themselves and tell of their journey.



happenstance. This was indeed eurythmical choreography 
in itself! Working in a demanding full-time job as well as 
doing this training proved extremely challenging for me. I 
would not recommend it as a life strategy! Nevertheless, 
I am indebted to Providence for the opportunity I was so 
fortuitously presented with, and I now have a wealth of 
material to work with both personally and within the Ruskin 
Mill Trust Adult Education and Festivals settings.

Julie Woods
Staff Training and Development 

Co-ordinator at Ruskin Mill College, 
Nailsworth Gloucestershire

 

I came across eurythmy while looking for Steiner schools for 
my children. It intrigued me right from the start because it 
seemed multi-faceted and yet could not be related to any 
genre of dance-form. As my children grew in the Steiner 
environment, I started to understand it a little better by 
working as a pianist for the eurythmy classes in school. 
Soon, I realised that it was in fact the basis of Steiner 
education. Eurythmy encompasses the whole curriculum of 
Waldorf education, and during my years as a eurythmist 
pianist I observed lessons and learned a lot from them. The 
eurythmists were patient and generous to share and explain 
their teaching methodology. They were also creative and 
resourceful with their approaches. They were so inspiring 
that I was spurred on to find out more.

Fortunately for me, a part-time eurythmy programme came 
about. I jumped at this very rare opportunity. The course 
was spread between two venues with two schools over four 
years. It was designed in a way that we had fortnightly 
weekend lessons at Eurythmy West Midlands in Stourbridge, 
and residential trainings ranging from 8 to 14 days during 
half terms and school holidays at Peredur Eurythmy in East 
Grinstead. It was a dream course designed for my situation 
– full-time mum with teenagers and a part-time job. My 
husband scheduled his work around my long residential 
trainings and sometimes the children’s granny came to visit 
and helped with cooking. It took lots of patience, planning 
and discussion with my family to make the training possible. 
I am forever grateful for their support.

There were seven of us when I joined the group. We were 
all mothers at different stages of our life with a wide range 
of interests and abilities. There were among us professional 
dancers, musicians, a translator, a scholar, teachers, a 

manager and a therapist. With differing temperaments, we 
learned differently and at different paces. We were taught 
techniques and exercises to develop group consciousness 
to make eurythmy possible. However, it was not easy to 
train and practise between work and family demands. A 
few of us dropped out eventually. As training got more 
advanced we met up outside training schedules in smaller 
groups among ourselves to practise. In addition to eurythmy 
specifically, we were nourished with residential workshops 
to help us appreciate forms and interpret our work. Our 
workshops ranged from the basic, such as form drawing, 
painting and sewing, to English literature – speech, poetry, 
stories and mythology, and even to anatomy.

This summer, we gathered for the final time as part-time 
eurythmy students, and presented our work to a small 
audience. We had come a long way, juggling training, 
practice, work and family commitments, and there was a 
great sense of pride and contentment in how we had worked 
and evolved together as a group. We had shared laughter, 
anguish and even despair. We had encouraged, loved 
and learned to respect one another. It was a monumental 
journey which I cherish dearly. While training is officially 
finished, our spirits live on. We will strive to make time to 
attend courses together in the future so we can still improve 
and savour our past glory.

Muileng Yeo
Pianist, Teaching Assistant and 

student for Final Year in Eurythmy 
(Performance)
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Patricia Hague 1937–2021
Born Patricia Mary Hague, Pat always preferred to be 
called Pat. She was born from Scottish and Irish ancestry; 
her family was removed from Britain when the Enclosures 
Acts enabled seizures of land, and displaced families 
went out to found new homes across the sea. Pat was born 
in Mount Isa in Queensland, Australia, a small, remote 
and dry mining community, and was the youngest child of 
three, with two older brothers. The children grew up, and 
the family moved to greener Sydney, where Pat had an 
active childhood camping, dancing and performing from 
a young age, earning an Honours Certificate in Advanced 
Senior Piano Playing studies at the London College of 
Music (Sydney) in 1955, a talent that she did not always 
share with others. After studying and being presented as 
a debutante at a ‘coming out’ ball in 1956 (there are 
wonderful photos of her looking resplendent in a stunning 
dress – a real beauty), Pat became a legal secretary.

During the 60s, Pat travelled extensively in Europe then 
settled in London, working and studying. She spent some 
time studying Spanish dancing, after meeting a Spanish 
couple and going to their Spanish dance courses. Following 
on from that, they introduced her to projective geometry, 
in which she became extremely accomplished.

Pat attended one of the earliest full-time courses in 
eurythmy in Britain at the London School of Eurythmy, then 
based at Rudolf Steiner House under the leadership of 
Marguerite Lundgren, qualifying in 1975.

Pat studied Eurythmy Therapy at the Goetheanum in 
Switzerland, which informed her courses and artistic 
eurythmy in and around London through the 70s and 
80s and at one of the Camphill homes. At the Chrysalis 
Theatre School in Balham, Pat gave eurythmy classes 
to the students, and also to members of the public over 
many years. She supported the Theatre School in many 
more ways, and when the owner hosted the founding of 
what was to become The Waldorf School of South West 
London, Pat became involved with the kindergarten work, 
both as a teacher and eurythmist. She worked in other 
London Steiner schools as a eurythmy teacher. Between 
1994 and 2004, Pat also took eurythmy out into the 
mainstream and became involved in children’s eurythmy 
performances for local schools, collaborating with other 
eurythmy colleagues.

Pat was a member of the Anthroposophical Society, going 
to lectures and study groups on many different topics. She 

was a regular visitor at Steiner House and supported their 
administration for a number of years.

Pat remained with The Waldorf School of South West 
London throughout the years with all its ups and downs, 
new buildings and name (the school is now called London 
Steiner School). She supported the school in many roles, 
from Eurythmy Teacher to Kindergarten Teacher to 
Bursar, offering continued support to the Trustees and 
Management Groups, Teachers, Kindergarten, After 
School Club, Parent and Child Group and, of course, 
the Administration Team. Pat was knowledgeable and 
supportive, kind and fair-minded, funny and feisty. She had 
an ear for anyone in need, and made many anonymous 
donations to various good causes and people in the school 
community. She always kept in touch, even after ‘retiring’ 
(only a very few years ago) – popping in to type minutes 
of the Management Group meetings every fortnight. Pat’s 
colleagues at the school enjoyed celebrating her big 
birthdays, her 60th, her 70th, and her 80th – and, only 
last February, her 84th.

Pat was a quiet and modest person, but was widely known 
and respected, as shown by the many messages received, 
some of which are below.

‘Pat was so gentle yet so strong.’

‘Pat was always a reassuring presence, and I respected 
her independence of mind and her firmly held spiritual 
convictions. She was not dogmatic but a seeker after 



202020

truth on her long journey through the physical world.’

‘Despite my sense of loss with the news of her death, I 
take comfort from the thought that she has journeyed 
on into the spiritual world where her good works will 
continue.’

‘She was so lovely and such a happy and calm 
presence.’

‘Pat was ‘the perfect guest’. Whenever she came 
to visit, she would be the best of company and she 
brought with her a wonderfully conscious yet calm 
ambience.’

‘The main thing which springs to mind about Pat was 
her infectious sense of humour and Aussie way of 
being.’

‘One of those important souls who keep in the 
background. I think that is true, and the highest 
accolade.’

On the 14th July 2021, Pat was walking in her local park 
and began to feel unwell. Unfortunately she had suffered 
a stroke and was taken to St George’s Hospital, where 
she spent several days in the Intensive Care Unit before 
it became clear that she would not recover. The last rites 
were administered by the Christian Community priest, and 
Pat died in the early hours of the 19th July.

Pat’s wishes were to continue to be guided by the ‘spirit 
of Rudolf Steiner and Anthroposophy’, having a Christian 
Community funeral service, and leaving her legacy of 
books and artistic endeavours to the school which she 
loved so much.

The above is taken from her eulogy. Ed.

 

In what turned out to be a rather grey August, Wednesday 
25th stood out in London as a gloriously sunny day. Some 
40 people were present at Pat’s funeral at the Christian 
Community at Temple Lodge in Hammersmith, representing 

the different areas of her life: her work at the London 
Steiner School, her work as a eurythmist, and a number of 
personal friends.

After the committal service, a veritable feast was offered in 
the beautiful garden room and grounds of Temple Lodge. 
Pat adored colour, and the food, garden and weather 
really showed these at their best. Colleagues from the 
London Steiner School had managed to assemble a photo 
montage of Pat through the years. These started with her 
days as a legal secretary in Australia to her arrival in 
London in the late 1960s, and the many different aspects 
of her life as a eurythmist and kindergarten teacher in 
and around London.

Pat accompanied my work as a eurythmy therapist at 
the London Steiner School for 15 years, faithfully being 
present at all the therapy sessions, willingly joining in with 
the exercises, proving an invaluable assistant: playing 
intervals on the piano or glockenspiel and offering sage 
moments of insight into our therapy process.

Artistically, she appreciated opportunities to work with 
colleagues, and was always willing to have her arm twisted 
to take part in different projects. Through the 1990s she 
was part of the London Eurythmy Ensemble that put on 
five different school programmes for Waldorf and local 
schools at Rudolf Steiner House. Later she was a stalwart 
of the Cosmic Verse project (2009–12), ever patient and 
supportive of colleagues who needed a little extra help. 
Latterly, with a few week’s notice, she gamely agreed to 
come to Dornach to the International Eurythmy Therapy 
Conference in 2016 to help colleagues show a Goethe 
poem in English.

Ever interested in others and the world around, Pat’s quiet 
support belied a dry sense of humour and a passion for 
the arts and the state of the world. Her contribution to so 
many areas of eurythmical work in and around London 
will be missed.

Michael Mehta



212121

Barbara Roos
31st July 1931–28th July 2021
Barbara was a very caring person and had a gentle 
and soft eurythmic movement,” my friend and Camphill 
colleague Maggie Pooler remembers. “But you couldn’t 
really get to know her…. She was there but wasn’t there, so 
to speak.” Indeed! And which is probably why no picture 
of her has come to hand. We know the bare fact of her 
dates, and therefore of her peaceful Passing three days 
before her 90th birthday, but everything else is more or 
less concealed, half-remembered or from hearsay. And it 
seems in keeping with this that though she did once speak 
to me about her life as a young woman in New York City 
I have forgotten it all, and her early years in America – 
she was born in sunny Florida I think – are lost to us. As 
are also what actually brought her to Europe and to West 
Germany, to the eurythmy training and, later, stage group 
in Stuttgart with Else Klink, which I think was in the 1950s. 
Another colleague remembers her there as the flute in 
Schubert’s Unfinished Symphony and added, “I always 
admired her dedication to whatever she was doing.”

It seems likely that Barbara went next to Brachenreuthe, a 
Camphill school also in West Germany, and she certainly 
stayed working there in eurythmy with Susanne Müller-
Wiedermann for many years, I think maybe involved 
in developing the curative tone eurythmy. Though she 
managed during that time to ‘escape’ to join a stage tour 
here in Britain now and then under the auspices of the 
Ringwood–Botton Eurythmy School. I remember her one 
time as the dairymaid in the delightful poem “The King’s 
Breakfast” (that’s over 40 years ago!), and Elisabeth 
remarked to me about her ‘quick, sparkly tones’ in the 
marketplace scene from Mussorgsky’s Pictures at an 
Exhibition on the 1983 tour. When she had arrived at The 
Sheiling she could join regularly in the stage work here. 
I believe she was in a rather exciting form we did for 
Debussy’s Cathedrale Engloutie and I also remember her in 
Schubert’s 2nd Moment Musical. Though, interestingly, when 
I looked up the form for this I only found a fragment….

I have been told – definitively, in this instance! – that it 
was towards the end of the 1970s that she moved to The 
Sheiling, a Camphill Community near Ringwood. Barbara 
lived here as a regular co-worker offering other things 
besides eurythmy – she played the lyre, for example, for 
puppet shows and, ‘every Advent without fail’ I hear, she 

would ‘nourish’ the youngest school classes with the Marjatta 
section from Edmund Pracht’s music for the Kalevala. But it 
was mainly her work as a therapist that marked her out in 
the next 25 or so years that she could still be active. On her 
Passing, the mother of one of our Sheiling pupils from that 
far-off time specifically remembered Barbara as working 
with her son… Then Jonathan Reid told me the other day 
that when he spoke of her death in his present community 
in North Yorkshire – I can well imagine it might have been 
at the lunch table – another Sheiling pupil of 20 years 
ago, quite a challenged young man, said, “She was my 
therapist!” She may not have been a person people felt 
they knew, but she is remembered, I’m realising, for what 
she did and how faithfully she did it… As I’ve been writing 
this I’ve heard that Barbara had also been asked by a 
local mother if she would have a session with her son, who 
seemed to be ‘not quite right’ in some way. Afterwards she 
told the mother that she thought there was more to this and 
the boy should be examined. It turned out he had a brain 
tumour. So you could say Barbara saved his life!

Thus, she quietly, unobtrusively went about her work, which 
included a contribution of one or more modules to the 
Eurythmy Therapy Training. “She was very conscientious,” 
a fellow co-worker recalled. And further, “When Barbara 
retired she made absolutely sure that she shared with the 
Therapy Group exactly where all her patients were at 
so there could be continuity for them.” Around the time 
of her retirement she became more and more movement-
challenged – if that was actually why she stopped doing 
eurythmy, again I don’t know, I wasn’t here then – and 
after some years she moved to a care home. There she 
eventually became bedridden, and very still and mostly 
silent. It reminds me of something that Rudolf Steiner 
referred to: That those who can no longer give what might 
be considered active service to their fellow human beings 
nevertheless give their remaining years to wresting a part 
of the Earth itself away from the grip of Ahriman. – And 
there is no contesting that on the day of the interment 
of her ashes in The Sheiling burial ground the weather 
changed and was radiantly peaceful….

I myself have clear memories (for once!) – and Jonathan 
corroborates this – of crouching in the limited space 
behind stage waiting to go on, while Barbara has a 
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music stand in front of her with the music of whatever we 
are about to show open on it. She is waving her arms 
about expressively, oblivious to all else, making assurance 
doubly sure that she knows it. Up until the very last second, 
when on we all sail… And let’s not forget the long, tedious 
hours in the tour bus? Barbara is regaling us all with stories 
from Winnie the Pooh, and particularly with the exploits 
of Eeyore the donkey who, to great hilarity, she insists on 
calling a ‘dunkey’ and whose gentle, humorous melancholy 
is a balm to her own soul. In between she is instructing us 
relentlessly in the boiling of the perfect egg – or ‘aegg’ 
as she calls it, unforgettably. She expected to be taken 
seriously and in her own quiet way could be quite fierce!

Barbara, travel well on your further journey!

Kit Kidman

Barbara was devoted to her eurythmy therapy work with 
children with special needs, and was valued in the therapy 
circle for her profound insights.

For many years she was active in artistic work. She 
often recalled the discipline she had learnt from her 
teacher Else Klink, of whom she spoke with reverence. 
Barbara’s eurythmy had a special intensity, a quality of 
light, of precision (especially in her graceful hands) and 
selflessness. Unforgettably, she portrayed one of the three 
holy women bringing spices to the Easter tomb (Goethe’s 
Faust scene 1). Bent head swathed in a purple scarf, she 
walked with sorrowful steps, her gestures carving the air 
low in front of her, while light shone from her forehead 
and eyes; all in one moment, she showed the deepest grief 
and the new Easter Sun rising!

Elisabeth Bamford



2323232323

Two Reviews of  Tatiana Kisseleff ’s Eurythmy 
and Rudolf  Steiner: Origins and Development 
1912–39 (Translated by Dorothea Mier, Floris Books 2021).

This important account by a leading eurythmist of the 
early years joins the accounts contained in Rudolf Steiner’s 
Eurythmy: Its Birth and Development (GA 277a, RSP 2019, 
no longer Anastasi as stated in the bibliography); Elena 
Zuccoli’s Ton- und Lauteurythmie (1997) on the first eurythmy 
school in Stuttgart 1922–24; Zuccoli’s Autobiographie 
(1999); Eurythmy – Recollections (Spring Valley 2000) of 
Annemarie Dubach; Ralph Kux’s Erinnerungen (1976); and 
Magdalene Siegloch on the origins with Lory Maier-Smits 
(TL 1997).

In his introduction, Conrad Schachenmann sketches the 
early life of Tatiana Kisseleff (1881–1970) in Russia, her 
social leanings and her significant contribution to eurythmy. 
Then, in chronological order, the author tells how the work 
in Dornach progressed and how she fared in Paris from 
1927. She also brings anecdotes, comments and insights, 
concluding with a chapter on ‘the future of Eurythmy’.

Dorothea Mier, an experienced performer, director and 
teacher, who now joins the small company of eurythmy 
translators, clearly offers a labour of love out of a 
lifetime’s respect for the art, and its creators who brought 
it to birth in the early twentieth century.

Kisseleff admits ‘how weak and pallid’ her descriptions 
compare with ‘the power and vibrant colour of the reality’ 
she actually lived through. The sympathetic reader, however, 
will gain an impression of how ‘the beloved daughter of 
Anthroposophy’ came into being from a request regarding 
a possible profession in meaningful movement. How this 
daughter, the new art, matured through the devotion of 
a small group of young people. How Rudolf Steiner took 
up their tentative suggestions into the evolving of the art, 
and how the work continued with Marie Steiner. Together 
with the companion accounts I mentioned at the beginning, 
the reader can follow the story and compare the details 
of what took place, moreover, also between the sessions 
through practice.

Kisseleff’s style becomes more animated when the story 
moves on to the first public performances and the work 
with children. Here appreciation of how Rudolf and Marie 
Steiner helped the work in the Carpenters’ Workshop (p. 
110 ff.) is well worth learning by heart. The cameos of 

Steiner encouraging the actors by himself demonstrating, 
for example, during rehearsals for Goethe’s Faust, are 
priceless. The production of Faust during these early 
years was a major event, also for the development of 
eurythmy. Meanwhile, disturbances from hecklers in public 
performances do not quite rival the violent reports in the 
press of concerts of music by Stravinsky and Schönberg, 
but it was undoubtedly tough at times when thugs were 
hired to wreck proceedings.

The story continues after Steiner’s death in 1925 with 
the involvement and encouragement of Marie Steiner, 
who continued to support the young artists, and their 
endeavours to develop eurythmy in various settings and 
with different groups of people. The author describes 
her difficult decision to leave Dornach and take eurythmy 
further afield. The beginnings in the French language 
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and the insights concerning Russian and English are most 
valuable.

Tatiana Kisseleff emphasizes the essential study of 
anthroposophy to give substance to artistic striving. She 
mentions Steiner’s verses “The Twelve Moods”, and herself 
was deeply occupied with the planets and stars in art and 
in life. The final chapter ‘The Future of Eurythmy’, which 
remains topical today, forms a fitting climax to this rich 
monograph. Here the subject could benefit from another 
treasure published this year from Prof. Beckh, a universal 
scholar who assisted at the first public performance of 
eurythmy. He saw eurythmy as a method to research the 
origins of language; his work on The Language of Tonality 
is well known. Beckh’s pioneering attempt (1930–32) to 
sketch a new star wisdom following Steiner’s advice – that 
anthroposophy alone is itself sufficient for inaugurating the 
new Christ-centred approach – is now published: Hermann 
Beckh, The Language of the Stars (TL 2021).

Many readers may not be over-disturbed by minor 
details of typing errors, inconsistent spellings (Am./
Eng.), inconsistent italics and capitals, and so on. But an 
editor could easily have sorted this – and more important 
matters – in a couple of days. The [Anthroposophical] 
Society does require a capital, as do the names of planets 
(Earth, Sun, Moon are only sometimes so dignified). 
Hyphens for double nouns would seem to belong, for 
example, to ‘Spirit-Self’, ‘Life-Spirit’ and ‘Spirit-Man’. The 
adjectives standing as nouns, unlike German, require a 
noun in English, such as ‘element’ to follow ‘the artistic’ 
and ‘the humorous’. ‘Twelve/seven/threefoldness’ make 
ugly English; perhaps ‘unity of twelve’, etc. would do for 
the Teutonic Zwölfheit, Siebenheit, etc. Is Cultus (p. 132) an 
attempted translation of Kultus, meaning ‘ritual’? Nothing 
‘cultic’ should be implied here! And why ‘World-All’ for 
‘Welt-All’ where ‘universe’ is meant?

Then, one looks in vain for a translation of the Whitsun 
verse given in 1910 to the author, fine as the facsimile of 
Steiner’s handwriting is (there is a confusion here; should 
this appear on p. 48? It interrupts the translation of the 
1915 verse). The facsimile of a eurythmy form on p. 
58, like all the illustrations, is a copy from the German 
book, here very much reduced in size. It is admittedly 
hardly legible; lifted for the English edition it becomes 
totally useless. Was there a misguided attempt to save 
some pennies; further diminutive forms suggest this. Yet, 
with some old-fashioned patience, modern technology 
can indeed supply amazing results. And where is the 
final ‘diagram’ Steiner encouraged his listeners take as 

an example to emulate when studying the lecture-cycles 
(Germ. ed. 1982, p. 197)? There is ample space for it on 
p. 205. This diagram, a completed tetractys picturing ‘the 
ten-fold human being’, is so important that it was included 
in the ‘Companion’ to GA 278 (RSP 2019, p. 423).

One important detail does present a missed opportunity. 
On p. 78 the captions ‘Prim’, ‘Sekunde’, etc. in the original 
text accompany the angle-gestures (in GA 277a the 
terms are given in Latin). These terms refer to degrees of 
the musical scale; they are not melodic ‘intervals’. String 
players have their fingerboard, pianists their keyboard 
and eurythmists their solar circle of angle-gestures with 
which to re-create the music. As Zuccoli points out, the 
musical element for all players and all eurythmists is how 
to move from one note to the next. The fact that many 
eurythmists (German-speaking and English-speaking) 
have made their own term for ‘Stufe’ (‘degree’), where 
musicians reserve ‘interval’ or melodic and harmonic 
events, is not unimportant; the confusion seems to have 
been there from the beginning. With musical intervals, it is 
clear Rudolf Steiner means ‘degrees’ more often than not, 
which has tremendous consequences for understanding his 
priceless lectures on music eurythmy. The word ‘interval’ 
added here seven times does not appear once in the 
original text; a fact, we might add, frequently pointed 
out in Dorothea Mier’s exemplary teaching that habitually 
enters into all the fine nuances of musical expression – 
most curious!

The term ‘music eurythmy’ is the obvious translation of 
Toneurythmie made by all the non-Teutonic languages, 
also used once by Steiner – musikalische Eurythmie –and 
once by the translator. A case for peaceful co-existence? 
(Compare the everyday Tonkunst = the art of music, and 
the parallel case that nobody would dream of being so 
literal as to say ‘sound eurythmy’ for Lauteurythmie).

Dorothea Mier is to be thanked and applauded for giving 
her time to translate this important text. After just over 100 
years, eurythmy is still in a DIY situation. The publishers, 
however, should have known (viz. Armin J. Husemann, 
Floris 1994/2003 and the four eurythmy GAs, RSP, of 
recent years) that informed volunteers would gladly have 
edited this precious text that will put many people right 
about the facts of what happened in the early years. True 
development in any field whatsoever builds on what went 
before, which includes this enormous step in humankind’s 
spiritual development, the report of the birth of eurythmy 
as an art by a major practitioner.

Alan Stott
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All of us who have become eurythmists in this life have 
taken a particular path to the threshold of our training, 
and our trainings have all been different. Different places, 
teachers and times. Reading this book gives a glimpse at 
least of what it must have been like to have Rudolf Steiner 
as one’s teacher! In fact, not only teacher but wellspring 
of the art itself. Kisseleff gives us a vivid evocation of the 
atmosphere surrounding Rudolf and Marie Steiner as they 
work with their young eurythmists to bring this new art to 
the world.

The book alternates quite technical passages, often with 
pages from Kisseleff’s or Steiner’s notebooks, showing 
forms and indications for the Planetary Seals for instance, 
with more general thoughts and descriptions of events.

The birth of eurythmy came about when Rudolf Steiner 
was still writing his mystery dramas, and the first time 
eurythmy was seen on stage was in the Guardian of the 
Threshold, the third and most inherently dramatic of the 
four plays. Kisseleff outlines in some detail the process of 
working on the Luciferic and Ahrimanic “thought beings” 
for the play, presented in 
Munich in August 1912. 
Rudolf Steiner found 
this new art most suited 
to expressing spiritual 
realities in a dramatic 
setting.

As eurythmy develops there are frequent performances 
before lectures. On one occasion, when the eurythmy 
performance was poorly attended and people mainly 
arrived to hear the lecture afterwards, Rudolf Steiner 
ironically referred to their absence and pointed out that, 
unless they participated in eurythmy either by performing 
or watching, he need not give lectures because they would 
not be able to take in what he said!

We learn of the very first public eurythmy performance 
in Zurich and the subsequent tour of Germany and 

Czechoslovakia in 1919. The young eurythmists, touring 
with Marie but not Rudolf Steiner, endured organised 
disruption, heckling and intimidation. They pressed on 
and the hecklers finally gave up and they felt they had 
overcome considerable resistance to bring the spiritually 
inspired “dance” of eurythmy to the general public.

It is all very new, and this small group of eurythmists 
and their teachers and helpers are working with limited 
resources. Money is tight, silk is only just replacing cotton 
for the dresses, veils are appearing but not necessarily 
in the quantity or colour needed, and the rehearsal 
and performance space in Dornach is the so-called 
“Carpenter’s Shed”. Better known to anthroposophists far 
and wide as the Schreinerei, this large wooden shed next 
to the Goetheanum escaped the flames that destroyed 
the first Goetheanum on New Year’s Eve 1922. (An event 
Kisseleff relates in a remarkably understated way, as if 
life and work just have to go on.) From our contemporary 
perspective I personally find it quite special to have 
seen eurythmy performed, and performed myself, in this 
humble, rustic but somehow magical space. Exactly the 
space where the first eurythmists were trained and where 
eurythmy was regularly performed at Dornach before the 
first Goetheanum was finished.

I think everyone with a eurythmy background will find 
similar resonances in this book. There are many interesting 
passages on aspects of eurythmy such as how actually to 
perform the sound L, or whether to do all the sounds in a 
word. Fascinating indeed, as are Rudolf Steiner’s thoughts 
on the importance and value of doing eurythmy with 
children. Music to the ears of a former Waldorf School 
eurythmist!

Maurice Manning

Floris Books offers a 20% discount to Association members. 
Please enter the code EA921 on the website when you 
purchase this book. Ed.



Slipping Night Moorings

This is how it is in landsman’s prose:
A hull ship-shape and as snug against the dock
As the pillowed heads of all the watch below;
A gentle flexion shouldering the breath
Of all the waters in the brimming world;
The air lapping from the standing rigging
And the halyards a heartbeat, taut then loose;
The cross-tree quartering the gaunt and diamond dark.

And this is how it is in sailors’ verse:
A reckoning of stars, a freight of days,
No wrinkles on the map, no squall, no reef;
The spirit un-cabins, the soul unfurls
Itself to whisper at the instant prow
How utmost night and ocean are uncharted now.

Jonathan Reid

Poems and Songs
A song from Jean Lynch’s archive, words and music perhaps 
written by her.
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Dear Colleagues,

With the ever-shifting sands we are all navigating 
nationally and locally we were not able to hold the Youth 
Eurythmy Festival on July 2nd this year. We have made 
the decision to postpone until Spring 2022 when we are 
hopefully in a better place to come together again.

Warm wishes,

Kelly, Michèle and Sigune
Michèle Hunter (Eurythmy teacher at St Michael’s Steiner 
School, London)
Kelly Williams (Eurythmy teacher at Brighton Waldorf 
School)
Sigune Brinch (Peredur Eurythmy and Section 
Coordinator Performing Arts UK)
Youth Eurythmy Festival, YEF6

youtheurythmyuk@gmail.com

Youth Eurythmy 
Festival Postponed 
to 2022



Vacancies for educational eurythmists in the British Isles are usually posted on the website of the Steiner 
Waldorf Schools Fellowship. Please check here for information: 
www.steinerwaldorf.org/steiner-teachers/teaching-vacancies/

VACANCIES

EURYTHMY TEACHER
Greenwich Steiner School 
Full time or Part time
Salary: depending on qualifications and experience.
Start Date: September 2021
www.greenwichsteinerschool.org.uk

PART-TIME EURYTHMY TEACHER
Cardiff Steiner School – Cardiff, Wales UK

Part-time Eurythmy Teacher in our two Kindergartens
Open until filled
More info: www.cardiffsteiner.org.uk/jobs
Email: ask@cardiffsteiner.org.uk

COURSES AND EVENTS
Here you will find a list of courses and events that are happening in the UK, Ireland or beyond that are either 
for eurythmists or of public interest. There may be other events happening in your area that we are not aware 
of, so please enquire of eurythmists locally if you wish to know if there is anything happening in your area. 
Please notify Saraphir Qaa-Rishi of events that should be added to the Diary.

Please check that events are happening as planned. Ed.

Regular Public Eurythmy Classes

Mondays 9.30 – 10.30 am in term time 
Led by Erica Mulheisen
Venue: Edinburgh Steiner School, 60 Spylaw Road, 
Edinburgh.
Organiser: info@edinburghsteinerschool.org.uk

Thursdays 5 – 6 pm: Public Eurythmy Class with Music 
or Poetry
Most weeks in term time. No charge at the moment; notice 
will be given if this changes.
Venue: Joan of Arc Hall, Botton Village, Danby, Whitby, 
YO21 2NJ
Organiser: Jonathan Reid; jgreid1957@gmail.com

Fridays 9 – 10 am: Eurythmy Transformational Movement  
Venue: Hereford Steiner Academy, Hereford.
Organiser: Karla Prates; kmprates@hotmail.co.uk

Thursdays 6 – 7 pm in term time: Eurythmy Class 
Venue: The Christian Community, 73 Cainscross Road, 
Stroud, GL54HB
Organiser: Elisabeth Bamford; elisscarlett@gmail.com

Fridays 10 – 11 am in term time: Eurythmy and Music
Starting 27th September. Beginners welcome. 
Venue: Peredur Centre for the Arts, East Grinstead.
Organiser: Peredur Eurythmy; info@peredureurythmy.com

AGM & Annual Conference - 23rd October 2021

The Council are delighted to invite you to The Eurythmy 
Association of Britain and Ireland AGM and Annual 
Conference. This will take place on Saturday, 23rd 
October 2021 at Steiner House London. 
“Colour in music”
Information, AGM Agenda and booking form is attached, 
please return your completed form to Gabriella. Looking 
forward to seeing, and doing eurythmy with, many of you.

Eurythmy AssociAtion DiAry

EURYTHMY TEACHER
Michael Hall School, in Forest Row
We are looking for a Eurythmy Teacher to join our 
beautiful school within its unique setting. You will ideally 
be happy to teach from Kindergarten through to Class 12.

Start: 1st September 2021.

If you are interested in this role or know somebody who 
may be, please do contact us at HR@michaelhall.co.uk
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Spring 2022 Newsletter
copy deadline

 January 22nd at noon
Please send to: Elisabeth Bamford

newsletter@eurythmyassociation.uk

Eurythmy Association of 
Great Britain and Ireland

Lynda Abrahams, Council Secretary

Email: council@eurythmyassociation.uk

Tel daytime: 01924 255281

Tel evening: 01924 241323

www.eurythmyassociation.uk


