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A(nother) Bumper Issue – and a 
Farewell!
Dear Readers,

Once again, I want to thank all of you, Elisabeth’s and my colleagues in eurythmy and the 
arts, who have helped to make this summer’s edition of the newsletter another rich one with, 
hopefully, something of interest for readers and contributors alike. What a bounty there is! 
Colour and music and heavenly bodies, university students and psychotherapy and healing 
forces…. And the features telling what has been happening in our eurythmy world – sadly 
but also joyously with some memorials – what is happening in it, and what is still to come in 
the future…. And with a nod or two to that other creator of bounty, Mother Nature!

Without you contributors there would be no newsletter, however much Elisabeth and I, with 
some help from Chas when we began, have worked to produce it these last – goodness me! 
– can it really be 7 years? What a ride it has been! The newsletter has grown from an early 
trickle of articles to (almost) a flood, and we now seem to have reached that enviable point 
where contributions are starting to come in unsolicited. Meanwhile, Liz and I were learning all 
the time how to collaborate most effectively to make the preparation phase for each issue 
run like clockwork. And I myself had begun to feel, finally, that I was getting the hang of it.

But then, last year happened! It was the year of my 4th Moon Node and I became aware 
that I was entering another of those many distinct phases that seem to belong to older age. 
And that in this phase, I didn’t want to work at the computer so much anymore, I didn’t want to 
work to deadlines and I didn’t want to work, altogether. Much as I have enjoyed being at the 
newsletter I realised I was not going, like The Queen obviously intends and some eurythmists 
more or less do, to carry on till I drop. After this summer 2022 issue my name and rather 
dubious photo will disappear from the ‘credits’ at the top of the first page.

Yes, this is the farewell in the heading to this, my last editorial introduction to the newsletter. I 
am counting on you all to make it possible for Elisabeth to give it a thriving future! And I wish 
all of you, my fellow eurythmists, continuing fruitful endeavours out of the love for Eurythmia. 
And so, farewell. Fare Well!

Kit

I would like to add (here’s your other editor speaking now) my warmest thanks to 
Kit for your enthusiastic contribution on our shared the vision of the newsletter. 
You came up with ideas and attracted all sorts of interesting contributions from 
different angles. Together we stood back and reflected. We contemplated not just 
the latest issue, but as far as possible the whole spectrum of eurythmy work in 
Britain and Ireland, what is coming into being and what is dying away.

It has been a joy to have a newsletter friend on the end of the phone and email, 
and I will sorely miss you. 

I carry on alone, but if any one of you, dear readers, would like to help, please 
get in touch!

Elisabeth 
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News from the Council

3

Educational Eurythmy 

The council, especially Amy and Gabriella, have been busy helping to bring about some of the actions agreed at the 
enlarged meeting to discuss the future of Educational Eurythmy (see Gabriella’s report below).

Data protection

With support from John Ralph, we are in the process of reviewing and updating our data protection documents. We are 
now (a little) clearer about what is actually required in our particular situation, and the review will reflect this.

Membership

We continue to encourage all active eurythmists in The United Kingdom and Eire to join the association. We feel it is 
important that we are all able to keep in contact with colleagues and know what is happening in the world of eurythmy. 
It also enables the council to try to help solve any problems colleagues are experiencing in their role as eurythmists. So if 
anyone has colleagues who are not yet members, we would appreciate you encouraging them to join. As clearly agreed 
at the AGM, one’s financial situation should not be a barrier to joining (or remaining a member); if people contact Angela 
and explain their situation, we are happy to agree a lower contribution.

Also, if you change your email, please remember to let us know – changes to your phone number and even your postal 
address would also be helpful – so we don’t accidently lose contact with you.

AGM and workshop

As you will be aware, for a variety of reasons, we had to cancel the proposed workshop in May. However, we can now 
confirm that the 2022 AGM and a workshop will go ahead at Rudolf Steiner House on Saturday 8th October. This date 
has only just been confirmed by Steiner House, so other details have yet to be confirmed, but you can definitely put this 
in your diaries!

I will be standing down from the council at the AGM, and hope one or two members will feel inspired to join the council. 
Please contact us to find out more if you are interested. Council meetings now generally happen by Zoom, so this does 
make it easier to commit to attending them.

Lynda Abrahams 

We, the Northern Foundation Stone Eurythmy group, have recently given a half-day workshop to anthroposophical 
colleagues in Stourbridge. As we hope you read in the spring edition of the newsletter, we have always seen our aim as 
sharing our work on the Foundation Stone with others, and wish to plan more workshops. However, we realise that to make 
this a reality we need more people in the group.

So if you are interested in joining this inspiring and highly rewarding work, please contact any member of the group. We 
meet once a month on a Saturday at Glasshouse College in Stourbridge.

Lynda Abrahams, on behalf of the group

Northern Foundation Stone Eurythmy Group 
– looking for more members
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On a Saturday in February, 15 people met in Steiner 
House to discuss what could/should be done for the 
healthy future of educational eurythmy in Steiner 
Waldorf Schools. Those present were eurythmists who 
are working in education and therapy, eurythmy training 
and MA training; teachers who are working in education, 
and Steiner Waldorf schools, teacher trainings, the 
Godparents Anthroposophical Training Fund (GATF) and 
the Steiner Waldorf Schools Fellowship (SWSF).

In the last few years, there has been an ongoing discussion 
of the changing character of teaching eurythmy in Steiner 
Waldorf Schools. This has happened in various forms and 
groups, particularly in the Eurythmy Association, and in 
the Eurythmy Teachers’ Network – a group of eurythmy 
teachers who meet regularly on Zoom to discuss the 
situation in their schools and to share experiences and 
exercises with one another.

There are 25 schools. As of now, 15 eurythmists and one 
eurythmy student are working in 16 of these. The other 9 
schools are not offering eurythmy. Moreover, the majority 
of eurythmists active in this country are now over 40 years 
of age, with many already over 50. Eurythmy is the one 
subject that no other teacher can jump in and teach. So 
there are definite questions to be asked:

• How can we enthuse students to go into teaching 
eurythmy?

• How can we help and give a ‘proper grounding’ to 
eurythmy teachers in Steiner Waldorf education, curriculum 
and knowledge of the different phases of childhood?

These helped us to identify the challenges and unmet needs 
facing both aspiring and existing eurythmy teachers:

• Subject recognition and the difficulties of providing 
proper support and mentoring;

• Not enough eurythmy teachers altogether. This is 
compounded by there being very few eurythmists in 
training in Britain. Of those, even fewer are native here. 
And following Brexit, it is much more complicated for non-

natives to get visas, whether they train here or elsewhere;

• In many schools, the eurythmy teacher is very poorly 
paid, near to minimum wage;

• Students completing training need to experience what 
teaching entails with the help of those already in the field 
and then begin by working with mentors;

• Schools should acknowledge this need of new teachers 
for mentoring and plan it into staff finances.

Eurythmy, this subject compulsory in Steiner Waldorf 
Schools since their beginning in Stuttgart in 1919, cannot 
be allowed to become ‘functionally extinct’, i.e. have 
no future! The Teacher Trainings and Steiner Waldorf 
Movement want to stand behind it and demonstrate how 
eurythmy supports the whole school curriculum.

So, the absolute need for new graduates to enter the 
profession having been acknowledged, the question 
was raised of re-establishing some type of Educational 
Eurythmy Training, to include mentoring and financial 
support. In such a training, connections can be established 
between students and experienced teachers, so that it 
can operate like an apprenticeship scheme. And this 
training could be integrated into the later years of the 
basic Eurythmy Training, including some actual teaching 
experience in schools, as already happens in the 
Norwegian model.

So, to make a start:

1) SWSF has written to each school asking if they have 
a eurythmist and, if not, what is the reason. There will be 
follow-up via telephone if needed.

2) The Eurythmy Teachers’ Network will hold weekend 
meetings termly for educational eurythmists, with regular 
invitations for eurythmy students, to look at possible and 
various ways and methods of mentoring, with financial 
support offered by GATF.

3) A possible research programme could be offered to 
show how eurythmy works throughout the subjects in the 
Waldorf curriculum.

The Future of Educational Eurythmy in 
Steiner Waldorf Schools in the UK:
Meeting on 12th February 2022 in Steiner House
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It was a long and demanding discussion, but at the end I 
was looking at many more optimistic faces. Yes, there is a 
lot to do. But we had come up with some real resolutions 
on going forward. And I recalled the final question from 
the article, “Whither Eurythmy in the British Isles?” collated 
by Michael Mehta: “Does the ‘plant’ that is eurythmy in the 

UK need propagating in new areas – should we cultivate 
new seedlings even if these may have to be stored for the 
next 10, 100 or 1000 years...??” We have shared our 
thoughts and discussed the possible solutions which could 
keep our ‘plant’ alive and thriving.

Gabriella Vasas-Turnbull

On Thursday 24th March, the community in Stroud gathered together to learn about a very interesting social and 
therapeutic initiative which will hopefully start in an area of Croatia very close to where Rudolf Steiner was born.

The evening was presented by Roxanne Leonard, eurythmist from the west of Ireland, Danijel Grcevic, a speaker from 
Croatia who lives and works in Ireland, and Richard Ramsbotham who met and befriended Danijel when they were 
students together at the Speech School.

The seeds of this initiative were sown when Danijel was helping refugees in the aftermath of the Balkan War, and last 
year he and Roxanne went to Croatia to meet and work with local eurythmists and other artists, hopefully bringing this 
project closer to reality.

The evening started with a eurythmy on a Celtic theme; we listened to sounds in the Irish language, then heard the words 
of a tenth-century Irish creation legend both in English and Irish: Colours of the Winds. We learnt to move these colours to 
their Irish names – greatly helped by waving about appropriately coloured scarves! And this was accompanied by gentle 
harp music. Roxanne and her fellow eurythmists and speaker have been working on the Foundation Stone Meditation in 
Irish, and we were able to experience how Irish sounds reflect the very watery Irish environment.

After a bring-and-share supper, we heard more about the background and hopes for realising the social and therapeutic 
initiative in Croatia. Richard gave a dramatic insight into the tragic events that have been played out in this area of 
Europe going back to the First World War, and he ended by reading a very moving message from a Christian Community 
priest in Odessa, describing how their community is facing present threats and challenges with prayer, meditation and 
practical help.

Danijel ended the evening by reading a very moving poem by his favourite Bosnian poet Mak Dizdar.

Jacqueline Evans
Jacqueline Evans completed her eurythmy training at the London School of Eurythmy at the same time as Roxanne, and 
since then has worked at The North London School, St Thomas’ Hospital, Lower Clapton Health Centre, Camphill Milton 
Keynes and Delrow for 10 years, before moving to South Wales in 2001, where, with her husband Russell, she was very 
connected with the Cardiff Steiner School and was with Clare Kimber, a kindergarten eurythmy teacher. She moved to 
Stroud last July, and her new address is 81 Cainscross Road, Stroud, Glos GL5 4HB

Report of a Eurythmy Workshop
from Ireland
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There are many methods of teaching through which we 
can train and teach students. Each teacher has their own 
way of delivering a topic. The style of a teacher depends 
on the extent of their experience and culture and the 
extent of their practice of the materials they are teaching. 
In each semester I 
prepare the course 
based on whether 
the students are 
at beginner or 
advanced level. 
For this research I 
wanted to choose 
different teaching 
methods and allow 
the preparation 
of the course 
to depend on 
opinions and views 
coming from the 
students themselves. 
Therefore I decided 
on Art Creative 
as an advanced 
course.

I also wanted to find an answer to the question: Does 
the method of teaching influence the outcome? I was 
excited to make the course a whole set of processes 
through which students can move and reach the main goal 
of the movement. I wanted to find a way for the students 
to express where they themselves were coming from while 
always thinking about how the end result would appear. 
Because at the conclusion of the course, students always 
make a presentation showing what they have learned, and 

I have found that, often, the purpose of the presentation 
does not reach the audience. I was curious to know why 
that was so.

Choosing the music: Usually we open this course for at 
least twelve students but the course consisted of only two 

girls. This promised 
to be stressful for 
me, but I discovered 
during working with 
them that I was 
very lucky in the 
small number. I was 
allowed to build an 
atmosphere and a 
good relationship 
with the students. 
First I gave them 
four pieces of music 
to listen to more 
than once, so they 
could responsibly 
choose what to 
work on. When they 
had done so I asked 

them to record the music so they could listen to it often, live 
with it, and become familiar with it. It was the first time I 
had done this and it proved very useful. It activated their 
sense of hearing and, because they would need to connect 
the music with the movement, it was good to be as familiar 
as possible with it.

Creating a story: Their next stage was to create a story 
telling or expressing the music from their point of view. I 
thought the story would make the music much easier for 
them to express in the movement, and have more meaning 

Does the Method or Way of Teaching 
Affect the Resulting Presentation?
A Research Project – Eurythmy with University Students

It is a great help for the teacher to find a clear answer to the questions that appear during the teaching process. 
I believe that my role is to accompany the students, rather than teach them, as I am working with young adult 
students in a university in Egypt which delivers a Eurythmy Course. They have to register for it as a subject to 
gain credits, and for my part I can start to do my action research to discover new ways to develop my work.



when it was shown in the presentation. That was the 
beginning.

Making a form: First I showed the students some basic 
eurythmy forms, and then asked them to choose an 
appropriate one for the music. They started with the form 
of Question and Answer, as they should each make a form 
suitable for two. Based on that choice, I asked them to 
draw a form. I analysed the music with them, trying to 
divide it into motifs and find breathing areas, to help them 
imagine the form’s possibilities. When each student had 
made a form I asked them to share the forms by moving 
them with the music.

The next questions were: How did you experience the 
shape you made and what was your feeling during the 
movement? Their 
answer was 
that they had 
found the shape 
appropriate in 
some parts, but 
that the overall 
structure on 
which the shape 
was built, i.e. 
Question and 
Answer, was 
not completely 
correct, since 
sometimes they 
were moving 
together and 
s o m e t i m e s 
separately. I asked them to keep the appropriate parts 
in the form and try to reconstruct the other parts on a new 
basis. In the next lesson, the two students combined the 
two forms and assembled the best of each. And they were 
very happy with the result!

Matching form to space: After practising this form 
several times, the students felt that they were using up too 
much space in the room and that the whole form should 
be smaller. We defined this area using copper rods 
and tried again. “How did you feel now?” I asked them. 
“More comfortable,” they said, “with a greater chance of 
communicating with each other easily.”

Gestures and basic elements: Meanwhile, I was teaching 
them the intervals and the scale. We used the bar line 
to train the footsteps well, and the melody to find the 
impulse and breathing places in the music. While it is 

very important to develop students' performance in each 
lesson, it is very clear that they need enough time to digest 
all the elements. So I added some exercises to help them 
gain smooth and flexible movement. And then, when the 
form was secure, I began to add the gestures, selecting 
the appropriate tones and connecting them with intervals 
to get the final shape of the presentation.

Perfecting: In the end, I used the remainder of the lessons 
with the students to work through the performance several 
times from beginning to end, each time focusing on a 
particular part. This was to raise the efficiency of the 
students in performance and to give them smoothness and 
flow and a feeling for the dynamic of the movement.

The questionnaires and their findings: Twice during the 
process I made a 
questionnaire for the 
students, firstly in the 
middle of the course 
and secondly at the 
end. Questionnaires 
help us, as teachers, 
to view our work 
through the students’ 
eyes and gain a 
perspective on how 
they experience 
their learning and 
our teaching. It helps 
with alerting us to 
problems before 
they develop, and 
builds up trust. It 

also gives us an insight into what’s working and what’s 
misfiring, and how different students experience the same 
classroom activity in varying ways.

The most challenging questions for the students:
• How can we coordinate between tones and hand 

movements in a smooth way?
• How can we connect the movements of arms and feet?
• How can we better switch from tones to intervals in a 

smooth and simple way?
• Similarly, improve footsteps?
• How are we to overcome shyness and express the music 

clearly?

Important findings for them – What the students had 
learned:
• How to deal with the problems and difficulties they 

faced during the process;

7
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• To share their ideas and opinions and express 
themselves without fear or shyness;

• That only through practice and training can we gain 
experience and master skills well;

• And the students themselves perceived how the process 
and the methods used in this course really helped them.

Most exciting for me:
• That focus and enthusiasm are the driving forces of 

students at all times;
• They will attend additional training sessions if they 

enjoy what they do;
• They learned to correct things for themselves, and 

each student supported her colleague and gave her 
feedback after watching her movement;

• Having something new to learn in every session made 
the subject interesting and important;

• The students inspired greater confidence in me.

*               *               *

I was very surprised and encouraged by what people 
who saw the performance said. They used words like 
“impressive” and “breathtaking” and that it was “the first 
time they had witnessed a eurythmy performance at this 
high level of involvement and professionalism.”

Conclusions: An end presentation is the result of a set of 
processes. These processes occur sequentially. We cannot 
say that we are aware of all the processes that have 
occurred, but we can see some of the stages. We can also 
say that the process is influential and we can fix down 
certain things. Once the teacher knows these processes 
and stages she/he becomes better able to choose the 
appropriate way to reach the students using all the tools 
and elements that serve the teaching method.

Showing students the way by means of questioning, 
exploring options, suggesting alternatives, guiding their 
choices, is a teaching method that enables them to develop 
their own being, become responsible, solve problems 
creatively, make decisions, and think critically. In fact, 
when I used this method of teaching, giving the students 
space and freedom as part of the process, it created a 
way for them to have confidence and take responsibility, 
to learn to rely on themselves, and to have the courage 
to implement their ideas without fear of making mistakes. 
And they realised that time is an important factor in a 
process of learning that cannot be ignored.

When the teacher sees how the students respond to the 
tools she/he gives them and how much they can absorb 
the subject, it can be predicted how the presentation will 
be. In my experience with this group, I can say that the 
method used created the good atmosphere in the sessions 
that helped them enter into the movement, and was the 
determining factor in how their presentation turned out. 
Students are always open and ready to do their best, 
but it depends on the teacher and the teaching method 
to prepare students so they can reflect on the subject and 
express it well.

Nashwa Ahmed



9

I have recently undertaken clinical training in Integrative 
Psychotherapy where my concluding MSc thesis was on 
the usage of metaphor within a psychotherapeutic setting. 
My intent was to highlight how working within metaphoric 
language leads to subtle imagery for clients who are 
unable to focus directly on their story. I explored how the 
usage of metaphor as a phenomenon of language can best 
support this empathic and relational attunement, specified 
within the Integrative Psychotherapeutic approach.

I would like to share some of the insights and findings 
developed in this thesis that led me to this theme, which 
included a particular correlation to eurythmy and 
eurythmy therapy. I am a trained eurythmist and therapist 
of many years specialising in autism, which was the focus 
in my first Master’s thesis in 2014 that inspired my next 
step into psychotherapy.

I conducted semi-structured interviews using a qualitative 
research approach with five experienced Humanistic and 
Integrative psychotherapists. The qualitative research 
approach enabled insightful engagement with the 
participants, and facilitated immersion in the data. The 
themes emerged within a framework that reflected the 
energetic process of metaphor; imagery, storytelling, 
body, co-creative and relational invitation. 

Educational Eurythmy as metaphor
Integrative Psychotherapy is a psychotherapeutic approach 
based on Transactional Analysis (TA) and Gestalt Therapy. 
These different components lent theories from both models 
to what eventually led to a new and recently established 
method: Integrative Psychotherapy. While the approach 
of Integrative Psychotherapy remains fully committed to 
the early developmental theories intrinsic within TA and 
Gestalt Therapy, it also adds a particular relational 
method between client and therapist where the practice 
of attuning to others is strongly emphasised. This concept 
is based on the workings of the early Object Relationists. 

While working clinically as an Integrative Psychotherapist, 
I am often reminded of Rudolf Steiner’s educational 

eurythmy exercises and their connection to early childhood 
development as a way of understanding and supporting 
the growing child’s discovery of his sense of self.

Ah-ha moment
It was on a grey morning during lockdown while writing 
this dissertation, with inspiration at its lowest, that these 
educational eurythmy exercises came to mind, helping me 
to understand that the sensing of self is entirely manifested 
with the connection of others. This theme of attuning to other 
runs intrinsically throughout these eurythmy exercises which 
Rudolf Steiner created with developmental consideration 
into the Waldorf curriculum.

I have fond memories of the eurythmy lessons I taught 
over the last four decades, and the children’s excitement 
and joy in being with one another while learning and 
practicing these eurythmy exercises. I discovered early on 
in my clinical work as a psychotherapist that I was most 
comfortable in the usage of metaphoric language, and 
through this discovery understood how these educational 
eurythmy exercises were my own metaphoric lens in 
understanding the delicate process of attuning and 
building the client-therapeutic relationship. The realisation 
that Rudolf Steiner adopted this concept directly into 
eurythmy movement within an education setting as a 

Where the Body Itself Becomes 
Metaphor
There was speech in their dumbness, language in their very gesture

(The Winter’s Tale V. 2,13)

“We Shall Seek” Eurythmy Exercise
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developmental process is a seminal one. He describes 
in the We Shall Seek exercise but more importantly the 
I and You exercise how the eurythmy movement of the 
“I” (ee) gesture sleeps within the growing “I” (ee) of the 
other child and vice-versa. This is a wonderful example 
of developmental attunement, and could be seen as a 
metaphoric celebration of the importance of being with 
others.

In psychotherapeutic terms, evidence shows that in the 
early formative years, if this aspect of a child’s life is 
not nurtured or made available, complex attachments are 
formed often leading to adult depression and relational 
breakdown. These eurythmy educational exercises, 
albeit not a remedy, are certainly an attribute toward a 
healthier human being, and I suspect provide a deep and 
spiritual foundation for a young person’s perception of the 
world with those he or she shares it with. My enthusiasm 
for these exercises afforded a supportive lens throughout 
my research, which supported the workings of this inner 
movement described in my thesis as metaphoric language.

In helping to maintain anonymity for my co-researchers, 
I gave each a eurythmy form instead of an anonymous 
name to help represent the essence and themes from their 
interviews.

Conclusion
The conclusion to my thesis was culminated in a eurythmy 
performance that depicted the journey together with my 
co-researchers in the deepening process of understanding 
the effectiveness of the metaphor experience. This entire 
process highlighted my own personal experience to the 
re-connecting of these inspiring developmental eurythmy 
exercises where the body itself becomes metaphor.

Eurythmy Performance: Creative Synthesis
https://vimeo.com/560303028

(Free account required or sign in with Google) 
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I invite you
 

Fires in the Heaven

 Fires in the Heart

Fires beneath my feet

 Here I stand waiting to be let in

Shall I recite the soft vowels with their consonants

 That string together like a Hieroglyph

Etched in the Temple wall

 Under the Sun-kissed mouth of Adonis

I stand before the Temple wall

 With the Sun at my back and the Moon before me

Shall I knock, shall I sing?

 To let me in

I invite you    

 I stand motionless listening to the voice without a body

I invite you          

 I step forward the opening of the marble door

And wait ……….  

In memory of Joanne King

Andréa Damico

Andréa is a eurythmist and eurythmy therapist of many years having completed her MA in 
Eurythmy Therapy from Plymouth University. She has recently completed her MSc in Integrative 
Psychotherapy from Staffordshire University / Sherwood Institute for Psychotherapy and is 
currently working as a psychotherapist for the Therapy Nottingham Centre. She continues her 
work for the Ruskin Mill Trust as a eurythmy therapist.

Andréa Damico, Eurythmy Therapist Dip, MA Hons. ETA
Psychotherapist MSc, UKCP 
Eurythmy Therapist / Senior Manager  
Freeman College, Sheffield 
Mobile 07805304254
Website:  http://rmt.org/freeman/  
http://freemancollegeopendays.eventbrite.co.uk



The Zodiac and the Eurythmy Figures: 
Some Interesting Observations 

I have always loved the eurythmy figures simply as works 
of art. I was very struck when I first saw them by their 
wonderful angularity, and found it so surprising that the 
flowing etheric forms of our eurythmy vocabulary were 
conveyed visually by Rudolf Steiner with these crisp, 
sharp edged graphics. They are so unlike anything else 
in the ‘anthroposophical’ art of that time or since. Of 
the 35 figures only one has curves! What they convey so 
powerfully is the unique character of each ‘personality’. 
As a set of sound and soul gesture representations they 
are an amazingly original creation, yet so right for their 
purpose.

When I attended the Planetary Seals Course in Dornach in 
2019 the course leader Margrit Hitsch-Schindler brought 
us far more than just an experience of the planetary seals 
forms. Rich as the work with the seals was, Margrit also 
took us into an experience of moving around the zodiac 

in a variety of ways as a complement to the work with the 
planets. She also pointed out some interesting correlations 
between the consonant related to each zodiac sign and 
the corresponding eurythmy figure. Let me explain.

The Zodiac Circle

All week the eurythmy figures stood in a vibrantly colourful 
circle on the piano in the large eurythmy room in Haus 
Halde. One of the first revelations (for me at least) came 
when Margrit asked us to think of the 12 eurythmy figures 
for the zodiac and recall which figures are frontal and 
which are side on? Then she asked us to look at the zodiac 
circle of figures standing on the piano. What do we see?

From Leo round to Capricorn we see the six figures 
from T to L are all frontal. While from Cancer round to 
Aquarius we see the figures from F to M are all side on. I 
resist putting an exclamation mark here but at the time I 
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found this quite amazing. Although I have to admit when 
I excitedly told this to my dear eurythmist-friend host in 
Arlesheim that evening, her reaction was not quite the 
same as mine. Rather, a less than impressed “Yes, and…?” 
I felt a bit like the child who sees an apple cut to reveal 
the star, only to have their wonder dashed by an older 
pupil!

Still I think it is striking somehow how ‘well’ the eurythmy 
figures are divided if looked at from this point of view, 
particularly if we take into account that the frontal sounds, 
T to L, are around the so-called ‘Thinking’ side of the 
zodiac and the side on sounds, F to M, are around the 
so-called ‘Willing’ side. It is again remarkable that all the 
sounds seen side on could be said to be going somewhere, 
as more active perhaps than those seen frontal. Though 
we cannot say an S or an L is not active, seen graphically 
perhaps they are less dynamic than the side on figures.

And a further thought. As a sometime graphic artist myself, 
there is of course the issue of how technically to convey 
human movement visually in a two-dimensional plane. A 
gesture like F would be very hard to picture if seen from 
the front, or a B would not be very clear if seen from the 
side. We can see therefore how the gestures themselves 
dictate how they must be rendered!

The Elements Earth – Water – Air – Fire in the Zodiac

A pattern in triads: As I mentioned above, when moving 
through the zodiac in various ways another pattern 
emerged when looking at the signs in their elemental 
groupings. The earth, water, air and fire signs. As seen 
below, diagrammatically in pages from my notebook, 
Margrit pointed out how in each element, the three 
corresponding eurythmy gestures for the consonants 
seem to fall into an interesting and consistent pattern. For 
example, with the Earth signs, the movement of the L is up 
and down, of the R forwards and backwards and of the B 
from right and left.

With each triad, one sound has an ‘up down’ (or down 
up) movement, one a ‘forwards backwards’ (or backwards 
forwards) movement and one a more side to side ‘right 
and left’ movement. In each of the element groups this 
pattern is discernible and seems quite natural.

Incidentally, Margrit brought these observations to our 
attention not as some profound cosmic wisdom (although 
perhaps it is!) but more from the viewpoint of, should not 
we eurythmists find it interesting that this is so? I do at 
least, and pass on these ‘revelations’ for the benefit of 
those not at that course who also might find their interest 
aroused by what we might call these curious coincidences. 

The second reason, I confess, was to help brighten the 
summer newsletter which I had been made aware was 
likely to be light on images!

I trust this article might be a small success on both counts!

Maurice Manning
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Experiencing Colour in Music
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[fig.1 Scriabin’s cycle]

Tone Steiner Zodiac Scriabin Rimsky-Korsakov Newton
C Red Aries Red White Red
G Orange Taurus Orange Brownish gold Deep Blue
D Yellow Gemini Yellow Yellow Orange
A Green Cancer Green Rosy Indigo
E Blue Leo Sky blue Sapphire blue Yellow
B Indigo Virgo Blue Dark blue/steely Violet

F# Violet Scales Violet Greyish green
Db Lilac Scorpio Lilac Dusky, warm
Ab Lilac-Rose Sagittarius Lilac-rose Greyish violet
Eb Peach Capricorn Peach Bluish-grey/Steely
Bb Rose Aquarius Rose Darkish 
F Pink Pisces Deep pink Green Green

[fig.2 Colours in music, of fifths colours; selected names]

What is sound, what is colour?
What we make of sound, what we make of colour, in both 
cases we are talking about a soul activity. Yes, we sense/
perceive something: but it is how we ‘go out’ to meet it, 
which is our activity, that determines what we hear or see.

None of this conflicts with the fact that there is a physical 
source for sound and colour.

Music and colour

There has long been recognition of an association between 
music and colour, going back to the time of Aristotle who, 
around 350 B.C. maintained 
that the harmony of colours 
was like the harmony of 
sounds:

“…we may regard these 
colours (viz. all those colours 
based on numerical ratios) 
as analogous to the sounds 
that enter into music, and 
suppose that those involving 
simple numerical ratios, like 
the concords [the harmonious 
blends] in music, may be 
those generally regarded 
as most agreeable…” (from 
The Senses and the Sensible)

This set the scene for making 
parallels between light and 
sound frequencies 
in later times 
by a number of 
people, including 
Sir Isaac Newton, 
who arbitrarily 
divided the visible 
light spectrum into 
seven colours and 
applied this to the 
notes C-D-E-F etc. 
from red through 
to violet.

A different 
approach arose 
from the desire to widen experience of performing and 
listening to a piece of music by adding colour in some 

way. Thus from the 18th Century onwards there were 
many different designs for so-called ‘Colour Organs’ 
– machines creating different colours by playing on a 
keyboard. Generally these machines, impressive and 
innovative as they were, did not themselves combine 
music and colour. A later exception (1870) was Frederick 
Kastner’s ‘pyrophone’ (‘Orchestral Fire Organ and its 
appliances, The Electric Candelabra’) with ignited gas jets 
making sounds like voice, piano, orchestra.

More followed, including the ‘luxatone’, invented by 
Harvey Spencer Lewis in 
1916; this converted audio 
signals, which were inputted 
by a microphone, into colours. 
Spencer Lewis was a noted 
Rosicrucian and the founder 
and first Imperator of the 
Ancient and Mystical Order 
Rosae Crucis (AMORC).

From the invention of 
‘Colour Organs’ onwards 
we can see the beginnings 
of Gesamtkunstwerk – total 
art work as exemplified 
by Richard Wagner in his 
approach to opera, with 
the synthesis of different 
elements. But we are also 
beginning to explore a more 

f u n d a m e n t a l 
r e l a t i o n s h i p 
between music 
and colour.

S c r i a b i n ’ s 
Prometheus
In Prometheus, 
a gigantic 
orchestral work 
by Alexander 
Scriabin, we find 
a work of art 
that combines 
music and colour 
in a fully mutual 

relationship, a fine example of Gesamtkunstwerk. At the 
top of the full score for an enormous orchestra is a stave 
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with the part for Tastiera per luce (Keyboard for light). The 
colours corresponding with the notes go through Goethe’s 
colour wheel and correspond to the cycle of fifths (see fig.1). 
These are virtually identical to that indicated by Rudolf 
Steiner from Theosophy, where they are also associated 
with the Zodiac (see fig.2 showing correspondences). The 
colours accompany the performance through the playing 
of the keyboard.

Olivier Messiaen
Synaesthesia is the word used to describe when one kind 
of sensory perception leads to a different kind. So, for 
example, a person hearing a piece of music can ‘see’ 
colour. The word ‘see’ is in inverted commas for reasons 
which will become apparent. Someone who experiences 
this is known as a synaesthete.

I believe that the description of Messiaen as a synaesthete 
is universally accepted. He says as much about this himself, 
describing how he sees colours when he hears music.

Messiaen was very clear in his perception of colours to 
music, notably with his own scales and chords which were 
derived from his Modes of Limited Transposition. Yet he 
fully recognises what is generally known to be the case 
– that the actual colours seen or felt vary with different 
individuals; they are subjective.

In a number of his works Messiaen is more explicit, writing 
the colours of chords in the actual score.

Working with colour
My own experience of colour in music began with feeling 
that Bluebeard’s Castle, a one-act symbolist opera by Bela 
Bartók was ‘dark chocolate’, and I then found other pieces 
that I felt had that colour. That was about 50 years ago.

Much later came a request from a eurythmy student that I 
would compose a set of short pieces following the indications 
given by Rudolf Steiner for the colours and tones of the 
Zodiac, to accompany the presentation of her project.

And then, just over two years ago, Jonathan Reid and I were 
working together on one of my own compositions – a short 
piano piece entitled In Memoriam, written on the death of 
a close friend. Jonathan had been working on some of the 
standard aspects for eurythmy – pitch, intervals etc. – but 
then one day he said he was stopping this approach and 
would turn to working through ‘colour’, which became a 
basis for a performance, and also led to further work in 
preparation for workshops (see note following this article) 
which involved around 30 eurythmists. These were based 
on our work with Debussy’s prelude Canope and my In 
Memoriam.

Our preparatory sessions were most stimulating – a real 
working together on a voyage of discovery. It is worth 
mentioning that at one point we each chose colours for 
sections of these pieces then compared them. Although 
there were a few differences, there was a remarkable 
level of agreement.

What do we mean by synaesthesia?
The overall picture of synaesthesia is complicated, 
showing itself in different forms and with different results. 
With music, synaesthetic experiences are in response to 
different aspects of the music.

Thus, for example, Duke Ellington saw colour according to 
particular instruments and players: “I hear a note by one 
of the fellows in the band and it’s one color. I hear the same 
note played by someone else and it’s a different color.”

Franz Liszt had colour responses to the way the tones 
in a piece of music are being played, on one occasion 
reportedly asking for a piece of music to be played “a 
little bluer… deep violet, please, depend on it! Not so rose!”

From these examples it is clear that colour experiences 
in music can be responses to different aspects of music. 
Psychologists who have conducted experiments have 
come up with different aspects of music as the initiators 
of colour responses, such as compositional styles, timbre, 
pitch and tonalities (keys).

There are undoubtedly people who ‘see’ colours in the 
same sense of reality as one sees colours in an ordinary 
object, but stimulated by sound. Others will say that 
they ‘see’ colours in the sense more akin to the following 
description from Rudolf Steiner’s Knowledge of the Higher 
Worlds regarding colours as seen by an initiate in the 
flame seen in meditation of a seed: "It must be explicitly 
emphasised that these 'colours' are not colours as seen by 
physical eyes. To apprehend 'blue' spiritually means to be 
aware of or to feel something similar to what is experienced 
when the physical eye rests upon the colour blue."

Then there are those who might ‘see’ colours through some 
word association. Just think of the number of words and 
phrases that go along with particular colours – ‘feeling 
blue’, ‘seeing red’ etc.

And still others who make associations of colours with 
other experiences of the senses – pastoral music linked to 
green fields/rolling hills, for example.

Still others who simply want to expand the listener’s 
experience of a piece of music by adding the colour 
element.
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“Andrew, what colour is that chord?” Andrew Dyer 
(pianist-composer) and I (eurythmist) are working on 
one of his compositions: In Memoriam. It has a melodic 
narrative that is, by turns, uplifted, occluded, irradiated, 
compressed, arrested, diverted, dissipated (and more) 
by a chordal progression that I am finding impossible to 
articulate. As a musical-eurythmical player-instrument I 
have reached a point of stupefaction; I don't have the 
requisite technique or vocabulary; there are not enough 
strings on this Aeolian harp.

Yet although the music is challenging, it is just as it should 
be; there is nothing random, capricious or contrived. It 
has integrity, it is authentically what it is, and I 'know' 
this because my listening soul actively resonates and 
modulates with the music. I am experiencing a faint acidic 
taste with this chord which is also pale green. Another 
chord is grey-brown, fraying into silver. These experiences 
are fragile and fleeting but present themselves 
immediately, without forethought, and are arising more 
and more distinctly as my musical-eurythmical capacities 
reach their limit. So “Andrew, what colour is that chord?”, 
though it turned out to be an invitation to explore a field 

of research, was, at the time, more of a cry for help. The 
invitation was accepted (and help began to arrive) as 
Andrew responded straight away with a nuanced, but 
very definite colour-impression. And so it began....

He recalls that we concurred more often than not in 
our colour-responses to different chords and chord 
progressions; I think we differed quite a bit and, when 
we did differ, I noticed myself thinking: well, one of us 
must be wrong. But as we pressed on with our work, I 
began to feel that this kind of thinking arises from an 
ingrained assumption that such research, if it is to yield 
reliable results, must be conducted like a controlled 
laboratory experiment where anomalies and variables 
are identified and then eliminated so that 'truth' emerges 
into a tight, bright spotlight. But if one takes Olivier 
Messiaen seriously (see Andrew's companion article), the 
subjectivity of my colour-impressions and the differing 
impressions of others in no way invalidate their authenticity 
or validity. Duke Ellington not only tolerates variables, he 
celebrates them, and perceives both the tonal qualities 
of an instrument and the 'tone' of individual players 
as determinants in his colour-impression. And Andrew 

Music – Colour – Eurythmy

And those who hold to a ‘scheme’.

Sometimes it is more a matter of feeling colours that ‘fit’ 
with the music.

More than one of the above can come into play. Many 
people will not permit some of them to qualify as 
synaesthesia and thus will, for example, describe Scriabin 
as a ‘pseudo synaesthete’ (the phrase ‘loose synaesthesia’ 
is also used to cover this).

How does synaesthesia happen?
The existence of synaesthesia is beyond doubt, both in 
terms of the responses people give, and in the fact that the 
‘cross-over’ can be detected in the different sensory areas 
of the brain. The neurological view is that neurological 
links are primary – in other words they create synaesthesia 
(for example, through links in the young child’s brain that 
have not been broken as would normally happen), as 
opposed to seeing the brain as the receptor of it as part 
of experience.

But there is also a completely different way of looking 
at synaesthesia that leads to colour perception 
(chromaesthesia)…

The sensorimotor approach to chromaesthesia
This centres on the idea that our experience of music 
is something that we actually do – not something that 
happens to us. The term ‘sensorimotor’ was used by Piaget 
in his description of a period of early childhood, and is 
very close to Rudolf Steiner’s description of the early child 
being ‘wholly sense organ’. In this view chromaesthesia 
is experiential rather than cognitive. It is, in fact, a part 
of what is experienced, rather than something separate. 
And, surely, the experience is in the soul.

Andrew Dyer
Andrew Dyer is a retired teacher/lecturer, pianist and 
composer. He runs Upper Esk Music, a small publishing 
company. This article arose from requests for a piece 
describing the contents of the introductions he gave to 
the workshops of the AGM of the Eurythmy Association 
October 2021. It is a shorter version of an article which 
can be accessed in full on the Upper Esk Music website: 
www.uppereskmusic.com



quotes Krueger: “musical experience is not something that is done to us [but] 
something that we do”. If we allow 'musical experience' to include, at least 
potentially, multi-sensory, synaesthetic impressions, and our individual 'doing' 
is integral to the generation/experience of such impressions, then one can 
expect them to differ for each individual. This also means that another pianist 
and eurythmist could (and probably will) 'show' In Memoriam differently.

So, in our work on In Memoriam, I began to immerse myself eurythmically 
in the colour impressions. This meant setting aside the musical-eurythmical 
'toolkit' of tone angles, interval gestures and so on; even to some extent, 
letting go of the inner alignment with melody, rhythm and beat. Thus:

The first four bars are green. The first bar's nakedly innocent melody steps 
into this field of green. The first chord drops a deep purple into the melodic 
line, weighty with grief. The melody is almost crushed, but recovers momentum 
and, as it disentangles itself  from the chord, weaves a greyish-lilac out of the 
purple and green. But the chord at the beginning of bar four, which brings the 
melodic statement to a conclusion, brings a starker, harsher kind of grief, an 
obliterating black shot through with a lightning bolt of whitish-yellow.

So I began to express this through the eurythmical colour-vocabulary, at which 
point a temptation suggested itself: wouldn't it be easier to present something 
satisfying to an audience, and adequate to the ability of the performer, if 
I just worked up a sort of colour-gesture concordance to the music? Answer: 
yes, but that's a cop-out artistically; that would be an accompaniment to the 
music, but not the music itself. The music remains music and, as a eurythmy 
performer, I am required (by the Muse) to show the music as music. But, having 
put that baby Satan behind me, this did not mean reversing out of the colour-
exploration as if it were a cul-de-sac. Rather, the colour helped me find 
a through road to uncover, or re-discover the musical gestures. That deep 
purple in bar two led me to the second interval that underpinned the chord. 
The grey-black of bar four led me to the soul gesture for 'grief' and thereby 
to the tonic to which the chord was returning the melody. And so on.

This is still a work in progress. I am aware that my abilities as a music-
eurythmist remain inadequate, and my performances of In Memoriam remain 
imperfect. But the most important discovery has been that the chromaesthesic 
experience inherent in music (or some music, perhaps not all), has deepened, 
broadened and vivified both my inward musical experience and the grasp of 
my musical instrument.

Jonathan Reid
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Barbara Roos (31/07/1931–28/07/2021)

Memories of Barbara appeared 
in our Autumn issue last year, but 
with no photos available. Happily 
this lovely photo has come to light, 
taken in 1999 at The Sheiling’s 
goodbye party for the Camphill 
Eurythmy School! – Eds.

Norman Francis Vogel

Norman Francis Vogel crossed 
the threshold on 24 November 
2021 in Dornach, Switzerland at 
the age of 94, after a short bout 
of pneumonia. He was a leader 
of a eurythmy training (West 
Midlands Eurythmy Association) 
together with his wife Maidlin 
for 17 years between 1981 
and 1998 in Stourbridge, West 

Midlands. After Maidlin died in 1999, he moved to 
Dornach, where he lived until his own passing.

Norman was my teacher, and I later became his colleague, 
in the eurythmy school in Stourbridge. My husband Terry 
and I were looking for a training course to study eurythmy 
in 1984. We went to see the Peredur and Ringwood/
Botton schools, which were then already established. 
However, we happened to hear about a third school by 
chance. This new school was only in the third year of its 
existence, and it only had up to the second year. We 
decided to have a look. We met Norman and Maidlin in 
their flat at Elmfield Rudolf Steiner School. They had come 
to Elmfield because the College of Teachers had invited 
them to start a Eurythmy School. They were living in the 
school then and the eurythmy training was using Elmfield’s 
eurythmy room and other facilities early in the mornings 
and in the afternoons when the children were not there.

Norman and Maidlin were friendly and warm. I immediately 

felt at ease and liked their open and informal way of 
meeting us. It didn’t feel like an interview at all. I felt 
connected with them straightaway. They complemented 
each other in their teaching and in their private lives. One 
sensed from Norman something unconventional, highly 
creative and original, whereas Maidlin was a treasure 
box of all the knowledge and know-how from teachers of 
former times. She was an avid collector of all the forms and 
notes from old eurythmists. She gave ‘form’ to Norman’s 
‘movement’. Her piety and seriousness were balanced by 
Norman’s humour and light-heartedness.

It was wonderful for us students to have these different 
qualities. They took us out for day outings on weekends to 
show us around the Stourbridge area. Often, they were 
seen in the Town Hall and Symphony Hall in Birmingham 
for concerts, and sometimes they took us along with them.

Norman opened up the world of music for me through his 
teaching. I learned how to listen to music, and he helped 
us experience it. This was possible because he felt music 
so deeply and closely in his whole being. He lived and 
breathed music, and everything he tried to convey to us 
was permeated with that enthusiasm and love for music. 
Even music theory, when it was taught by him, became 
something interesting and meaningful. He was both inspired 
and inspiring, and always encouraged us to use our own 
imagination and be creative. Just like many artists, he had 
an imaginative, child-like and playful character, but these 
qualities could also sometimes manifest as childish self-
centredness. Inspiring, but at the same time frustrating, he 
was a complicated person, but never boring. 

Maidlin had a very strong therapeutic impulse in everything 
she did. My brother visited us once from Japan, and what 
Maidlin said gave him a lasting, deep impression. He 
still remembers Maidlin talking about the importance of 
making friends with the space around us when we move in 
eurythmy. This imagination, of course, has stayed with me, 
too, through all these years of doing eurythmy.

Norman and Maidlin had a concept of a well-rounded 
eurythmy training. They felt it was important to help 

Recollections of  Colleagues Who 
Have Died Recently, and also less 
recently
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eurythmy students to become balanced human beings. On 
one occasion when I asked Maidlin for advice to keep in 
mind to go farther in eurythmy, she said, ‘Don’t become 
a eurythmy monster.’ By this she meant we shouldn’t let 
eurythmy take over our lives; it has to be a part of the 
wholeness of one’s life.

Our course included gardening sessions twice a week, 
which Norman and Maidlin felt very important in order to 
have the students grounded, and we had speech formation 
classes three times a week, which they felt crucial for 
eurythmy training. We had a dedicated teacher, Leonie 
Weston, for this task, and her faithful service for the school 
was really valuable. Every day for half an hour we had 
music listening sessions where we moved the planetary 
scale of the day, just really listening to single tones and 
moving. All those things helped us gradually to build 
our eurythmic ‘vessel’. We had weekly study of Steiner’s 
‘Philosophy of Freedom’ with Michael Wilson, lessons from 
guest eurythmy teachers like Evamaria Rascher, Monica 
Dorrington, Charles Bamford and Christopher Kidman, 
who came and taught in blocks, and Francis Edmonds from 
Emerson College came to give us lectures about Parsifal 
and anatomy and other subjects.

As the school didn’t have a third and fourth year, Terry 
and I moved to the London School of Eurythmy in East 
Grinstead, Sussex, but after two terms there we came 
back to Stourbridge as I was expecting a child. The 
school at that time only had recognition for the first half 
of its training, but Terry was joined by two other students 
from Germany, and they did their third and fourth year, 
after which Dr. Hagen Biesantz and Elisabeth von Stockar 
from Dornach visited the school to examine the fourth-
year students’ graduation performance, and awarded the 
school the status of a four-year full training in progress. 
Two years later, when I graduated in 1990, our class of 
seven went to Dornach for the first time from this school to 
share our work with graduating students from many other 
eurythmy schools.

The programme of our graduation programme in Dornach 
was structured around a 50-minute-long speech eurythmy 
piece, ‘The Rime of the Ancient Mariner’ by Coleridge. 
Norman composed the music for the piece. Looking back 
at it now, this story somewhat resonates with Norman’s life.

On the day of the performance in the evening, the 
weather suddenly turned into something like a tropical 
storm. In the Schreinerei where we performed, there was 
a skylight window in the ceiling of the auditorium. We saw 
lightning flashing through it and heard thunder rumbling. 

Our dramatic ‘Ancient Mariner’ story went on in this very 
elemental atmosphere. The tension of the story rose to a 
peak when the Ancient Mariner gave a desperate cry, ‘O 
Christ! That ever this should be!’ After the word ‘Christ!’, in 
this very pregnant moment, thunder and lightning struck! It 
was an unforgettable experience for all of us there. Every 
time this incident was spoken of later, Norman always said 
the elements had been with us.

During that gathering in Dornach, Norman and Maidlin 
received permission to continue as a full four-year training.

After three years of living and working in Japan following 
my graduation, Terry and I and our son came back to 
Stourbridge. A real tragedy was splitting the school. As a 
newcomer to the eurythmy school faculty, I felt sandwiched 
between two warring factions. Gradually the split in the 
school became clear to the whole community beyond the 
eurythmy school. It was evident that the two groups could 
not work together. In this situation, when things didn’t go 
Norman’s way, he didn’t hesitate to inflict pain on the 
people around him, including Maidlin. The artistic work, 
however, continued regardless of what was happening in 
the faculty, though the quality of Norman’s inspiration was 
somewhat overshadowed by what was happening in the 
soul realm. In those dark years of the late 1990s, the only 
reason I could work with him was because I could keep 
my faith in his higher being that I had experienced in my 
student days. Eurythmically speaking, he was a father to 
me. At that time, when all my reasoning efforts fell on 
Norman’s deaf ears, I felt rather like Cordelia to his King 
Lear.

It was a real tragedy Norman and Maidlin had to leave 
the school, which they had established and had worked 
so hard to develop and bring to the point of thriving. 
Norman could be a difficult person socially, but the blame 
on the split lies not entirely on his shoulders, as in any 
conflict situation.

Looking back at Norman and Maidlin’s contribution to 
the local anthroposophical community, it was freely given 
and enriching. The eurythmy school was a centre for the 
cultural life of the community, and brought in students 
from various countries and cultures. We were often 
involved in festivals and cultural events held by the local 
anthroposophical group. From the beginning of the school, 
Norman established a community choir where we students 
had an opportunity to meet local music lovers. So many 
connections were made through all these activities.

In the end, he and Maidlin decided to leave Stourbridge 
when the situation at the eurythmy school became 
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irretrievable. Maidlin fell gravely ill with bone marrow 
cancer and needed specialist medical care as well. 
After her death in 1999, a long, dark period ensued for 
Norman, but in that time, he wrote a book ‘Rediscovering 
the Sources of Eurythmy’, and paid homage to Maidlin’s 
work by publishing a selection of her classroom notes in it. 
The book is full of his experiments and research.

Norman’s journey as a eurythmist had started when he 
went to Spring Valley, New York, to further his study 
of music composition. There he and his first wife met 
anthroposophy, Waldorf education and eurythmy, and 
their two children went to a Waldorf School. Later, 
leaving his family in the USA, he came over to Europe to 
study eurythmy. For a while, he was playing piano for Else 
Klink at the well-known Eurythmaeum Stuttgart, where he 
met Maidlin. Then he started his training in eurythmy with 
Friedhelm Gillert in Florence. Later, he moved to Vienna, 
where Maidlin joined him. There they studied under Trude 
Thetter, who was a very demanding and strict teacher, 
and from her he received all the knowledge and wisdom 
she had inherited from the first eurythmists of Rudolf 
Steiner’s day. Yet he himself, who had once been a jazz 
pianist in New York, always remained unorthodox and 
unconventional. He would often say ‘try it out and see for 
yourself’. His attention to ‘schwung’ (the silent movement 
between phrases of speech or music) is another thing 
to note. We students had to practise this schwung until 
it became a natural part of our movement, so that the 
poem and music started breathing. Bringing dynamics, the 
different qualities of steps, the rhythmic element, astral 
colour in movement etc. – these elements were his forte 
because of his musical nature.

Having settled in Dornach in the last part of life, he 
discovered a love of painting, and found happiness after 
encountering a kindred soul, Simonetta, an Italian pianist 
and eurythmist, who became his third wife. He still taught 
eurythmy regularly till just before his death, and even in 
his late 80s once travelled to Mexico to do so. Rozanne 
Hartmann’s recollections below tell more about this 
period of his life. It was so heartening to hear about his 
transformation. Terry met Norman in Dornach two years 
before Norman died, and he told me that Norman still 
had his ‘forever young’ attitude, his sense of humour and 
the twinkle in his eye.

During the dark times after Maidlin’s death, Norman often 
said he was ready to cross the threshold any time, but that 

Maidlin did not want to receive him yet, so he was not 
allowed to go. Around the time of her death, Maidlin had 
started calling him Francis. She had a wish that Norman 
would develop the kindness and generosity of St Francis 
of Assisi. I hope she will recognise the new step Norman 
made which was possible with the help he received not 
only from his beloved Simonetta, but because of all those 
who worked with him in the very last part of his life, who 
loved and appreciated him for his love of eurythmy and 
his lifelong dedication to this art.

Tomie Ando-Boardman

Norman Francis Vogel was my teacher in Stourbridge, 
West Midlands Eurythmy School. I met him in July during 
the summer holidays when I was house-sitting for a friend 
who happened to live next door to him. At that time, I did 
not know him, at least, I was not conscious of knowing him.

One evening while putting the bins out for collection the 
next day, I saw the ‘old man’ next door struggling with 
the bag in his bin. On looking closer I saw he was not that 
old, but rather very ill and probably running a high fever. 
I went over to help him. I was still in my nursing uniform 
from Park Attwood Clinic, where I worked. I offered him 
help and he declined. I could see he was attempting the 
impossible in his state, so I helped him anyway. Probably 
recognizing the uniform, he demurred. I got his bag ready 
for collection.

I asked him if he had help. He said his wife was away. I 
asked if he had medicines. He mentioned two kinds, and 
I said I would bring him some more from Park Attwood 
Clinic the next day. He explained that each year he got 
bronchitis in the summer, and this year it was particularly 
bad, as his wife was away. He asked me who I was. I 
explained and asked him his name. When he told me he 
was Norman Vogel, I thought I seemed to know this person 
as someone of stature in our community.

He thanked me and turned to walk inside. As he was almost 
at his door, I heard someone behind me call his name and 
ask him how to join the Eurythmy School. I was just turning 
around to see who was standing so close to me when I 
realised that I had spoken. He answered, unperturbed, 
that we could talk about it when I brought the medicines 
the next day.

The next day his fever had abated, and he asked me to 
do a five-pointed star in his kitchen. I did not know what 
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he meant. He said imagine a star and join the five points 
in one line. I stepped the form and he seemed happy. Then 
he said do an ‘A’. I did not know what that was. He said 
feel amazed and astounded at the beauty in the world. I 
opened my arms to the heavens. He was very pleased. At 
the end of August, I joined the first year.

He was a wonderful teacher! I remember how he taught us 
‘B’. All seven of us students in my class had to move through 
the space in various ways. We made curved movements 
through the room from different angles. We seemed to be 
gathering something together. It was wonderful to listen to 
his words and to put them into movement. So inspiring. The 
next day, we did the ‘B’ gesture with our arms. 

It took me years to really appreciate how he had left us 
free to experience the movement quality of the ‘B’ before 
giving us the gesture with our arms. Working from the 
limbs, out of movement, not teaching from the head. Every 
morning the whole school met for music appreciation. That 
was a special part of the day. Despite being a late bird, I 
would make the effort to be on time for his morning class. 
As a musician, Norman always had brilliant ideas about 
how to open our souls at that early hour to music and 
singing. Tuning our instrument for the day.

On Tuesday and Thursday afternoon we had gardening. 
I wondered about this at first. Then I realized what a 
privilege it was. Not just to grow our own flowers for the 
school and grow our own vegetables for the students who 
had very little money, but to experience the growing and 
dying of the plant world, to follow the etheric expanding 
and contracting. A wonderful experience for eurythmy 
students. Not to speak of the benefit of earthing yourself 
by digging in the soil twice a week. As far as I am aware, 
few eurythmy schools have gardening in the curriculum.

In our fourth year, preparing for our graduation 
performance, I remember how for the last week we just 
had to work with the veil in the poem we were doing. 
Veil, veil and more veil; that is what Norman asked of us. 
Breath! That which is invisible and yet in eurythmy most 
seen. The poem was one of Norman’s favourite ones that 
he did with students: “The dove descending breaks the 
air” by T.S. Eliot from Little Gidding in the Four Quartets. 
It somehow seemed to me a cameo of the story of his life.

At the end of my training, I moved to Dornach. And some 
years later, Norman came to Dornach, looking for a home 
after his second wife Maidlin died. He was a broken 
man having watched his beloved Maidlin die, sitting at 

her bedside and suffering with her. I often spoke to him 
about what he went through at that time. He was always 
adamant that ‘they’ killed her. The inexorable ‘they’, 
the people who haunted him throughout his life. Always 
someone out to get him. It took him a long time to see this 
pattern.

Norman moved around a lot in Dornach looking for a 
place to settle, till he met Simonetta. There was a deep 
bond between them. Simonetta found it in her heart to 
take up Norman and be at his side till his last day. He 
transformed into “Francis”, taking this as his middle name. 
He was so proud of having found someone to share his life 
with, even though it was not easy.

Sometimes Norman Francis and Simonetta would give 
a concert to a group of friends. To see the two of 
them playing the piano with four hands was a special 
experience. Two kindred souls in their element, sharing the 
heights of the musical spiritual world together. Balm for 
the soul and spirit, beautiful to behold.

Various friends would comment to Norman about how he 
behaved towards Simonetta. And at last Norman had the 
courage to be nice to the person closest to him. A subtle 
and slow change overcame him. He softened. He would 
apologise when necessary. He could better see how his 
life had been and how he was living it now. The fruit 
was born when Simonetta finally agreed to marry him. 
It was a celebration for Norman and for us all. Norman 
had opened his heart to life and to Simonetta. We all 
benefitted from his soul maturity and his wisdom. 

I will always remember Norman sitting on the bench just 
below the Goetheanum, near the bus stop. Many old 
Dornachers have sat on that bench at the end of their 
lives, and now it was his turn. He could walk from the house 
he lived in with Simonetta a few steps up the hill and 
around the corner, and there was the bench in the morning 
sunshine. He would be easily visible in the red jeans and 
red shoes that he so often wore. Smiling at all the passers-
by, watching life go past. Gradually he would no longer 
remember the names of the people who stopped to talk 
to him, but he loved to chat anyway. Always a wonderful 
sense of humour and always a good story. Just enjoying 
being alive.

He had arrived. He had gone through the fire, by fire. 

Norman Francis died peacefully, having said goodbye to 
Simonetta, in the Ita Wegman Clinic in Arlesheim.
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“The dove descending breaks the air
With flame of incandescent terror
Of which the tongues declare
The one discharge from sin and error.
The only hope, or else despair
Lies in the choice of pyre or pyre–
To be redeemed from fire by fire.

Who then devised the torment? Love.
Love is the unfamiliar Name
Behind the hands that wove
The intolerable shirt of flame
Which human power cannot remove.
We only live, only suspire
Consumed by either fire or fire.”

Rozanne Hartmann

Born in Capetown, ZA. Eurythmy 
Training West Midlands, UK 1997. 
Euchore Ensemble, Dornach with Lili 
Reinitzer 1997–2004. Eurythmy 
Therapy, Peredur 2000. Ita Wegman 
Clinic 2000–2011. Currently 
private practice Arlesheim.

Recollections of Marianne 
Schneider
(17/11/1928–02/02/2022)

Marianne Schneider crossed the threshold peacefully 
on Candlemas Day at the age of 93.

She was born on November 17 1928 and raised on 
a farm near Appleton, Wisconsin. After high school 
she moved to New York City to pursue her dream 
of dancing. She danced there with the renowned 
Martha Graham Company. Further travels took 
her to England, Germany and Switzerland to 
study eurythmy, Bothmer gymnastics, and Steiner 
education. Later she lived in Spring Valley, where 
she taught, performed eurythmy, and helped to 
begin what became the Spring Valley Eurythmy 
School.

In 1981 she helped found the Minnesota Waldorf 
School in Minneapolis where she taught kindergarten, 
eurythmy and extra lessons, as well as offering 
eurythmy therapy and working in the administration! 

During those years, Marianne also formed a 
connection with Camphill Village Minnesota and, 
upon her retirement from the school in 1994, she 
became a co-worker there.

For the next 27 years Marianne lived in the community 
and offered eurythmy, speech, art, and help in the 
library. She was a loving friend and mentor to all, 
especially the young volunteers. Conversations with 
her were always lively, reflecting her keen interest 
in people and in life, and her deep knowledge and 
love of anthroposophy. Her presence will be greatly 
missed.

(The above is a reworking of  a memorial circulated 
on the Camphill Information Ring.)

Recollections of Eileen Wreford

(Eileen’s dates are unknown to us, but she must have 
died in the early 1980s. – Eds.)

Eileen Wreford was one 
of the first members of 
the stage group that 
Marguerite Lundgren 
gathered round her 
when she returned 
from Dornach to renew 
eurythmy work in London 
in the early 1950s. Eileen 
was slight and small, but 
could change her stature 

amazingly. At the opening of Dickens’ Dombey and 
Son she stood at the back of the stage and turned 
herself into the pompous and overbearing figure 
of Mr Dombey regarding his newborn son, with a 
large and intense B gesture. She then ran lightly 
forward, crouched down just behind the footlights 
and described little Dombey lying in a basket in 
front of the fire with small delicate gestures as if 
holding a nestling in the palm of her hands. It was 
unforgettable.

In Great Expectations Eileen was the ringleader of 
the village lads mocking Pip on his return home 
dressed as “a gentleman”. Three or four of us were 
detailed to join Eileen as part of the gang, and were 
sent off with her to rehearse the scene. But Eileen, 
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a comic genius to her fingertips (and beyond), was 
not good at directing others, and a somewhat bossy 
and verbose member of the group kept interrupting 
and muddling her. I finally lost my temper and 
shouted loudly and rudely at this person to SHUT 
UP, whereupon I noticed a strange expression cross 
Eileen’s face. Afterwards when I apologised to her 
she said, “No, dear, no, I wasn’t startled. I was just 
trying not to laugh.”

Eileen was at the centre of most of our humourous 
items, and she had great fun in Lewis Carroll’s 
Jabberwocky darting about with vorpal sword 
in hand beneath the green-clad arms of two tall 
eurythmists who were being slithy toves and 
borogroves as needed. But humour was not her only 
gift. In Perceval and the Quest for the Sangreal she 
was the brown-hooded hermit the young Perceval 
encountered in the forest, and later on she was the 
maiden sitting with the body of a slain knight across 
her knees: sorrow personified.

At other times, after Marguerite had portrayed 
Blake’s Tyger prowling magnificently around the 
stage, Eileen came on with The Lamb, utterly simply, 
totally unsentimentally… and very moving. She 
was the dog in Tobias and the Angel, and told me 
that when she started to study the movement of 
dogs she saw in the street they would become very 
interested in her, and she would have to switch off 
her observations quite consciously to avoid arriving 
home with a pack of mongrels at her heels.

On tour, Eileen could be something of a liability, and 
was often to be found contentedly chewing on a last 
piece of toast when everyone else was piling into 
the coach after a hasty breakfast. But she could be 
quick enough to solve a problem when necessary, as 
once when on a strange stage she came off on the 
wrong side and, there being no other way round, 
she dived down and crawled beneath the stage, 
coming up with cobwebs in her hair, but happily 
within reach of her dress for a quick change. She 
was also our official shoe dyer, taking home a bag 
of sparkling new white shoes and returning the next 
week with them toned down to a uniform beige, 
having steeped them in a bucket of strong tea.

Eileen was unique in her approach to eurythmy, and 
a gentle and lovely personality. We were fortunate 

to have had the opportunity of working with her in 
our midst, even if she could not explain to us how 
she worked her particular magic.

Dawn Delbos

Lea van der Pals (1909-2002)
Biographische Dokumentationen
bearbeitet von Andrea Hitsch

This lovely book is 
prepared by Andrea 
Hirsch. As it is in German, 
I am not able to offer 
a proper book review. 
I can say, however, 
that it tells a very rich 
and joyous story of 
Lea’s life, so infused 
with beauty and light. 
It also paints a broad 
picture of influences at 
that time, and how this 
individual lived and 

grew within her surroundings in a variety of ways.

I felt really re-educated by this book, delighting 
in a large missing piece of Eurythmia. Perhaps 
especially if you are someone who didn’t have Lea 
as your teacher, or even if you did, reading about 
her is truly educational, inspiring and uplifting.

Elizabeth Carlson
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My name is Susanne Visbeen and I’m a Dutch eurythmist 
working in the Netherlands. I found you email address 
on the website: https://eurythmymovement.uk/public-
eurythmy-classes-and-workshops/

I have a question for you, but first I want to explain more 
about my goal.

At the moment I’m working for Maartje van der Wees, a 
Dutch eurythmist who has been working with eurythmy for 
more than 30 years. She recently wrote a book called 
Wat beweegt jou? (What moves you?). It’s a beautiful 
little book describing eurythmy in a very understanding 
way. I really enjoyed it because it gave me the ability to 
explain eurythmy to other people who had never heard of 
it. It’s sometimes difficult to put into words what eurythmy 
is and what it does, and this book explains it very well and 
clearly. I think everybody should read it.

They’re making an e-book (an online version) of it in 
English. With the idea of sharing the book with as many 
people as possible, my job is to create a contact list of 

eurythmy schools, workshops leaders, Waldorf schools 
and individuals who are interested in receiving this English 
e-book for free. To share with their students, workshop 
participants, colleagues, and anybody who wants to read 
and understand more about eurythmy.

My question for you is if you are interested in receiving 
this e-book? If you are, I would like to have your contact 
information so I can put you on the mailing list. A name, 
phone number and email address would be nice. I will not 
share this private information with anyone.

If you have any questions about the book or about me and 
Maartje van der Wees, you can contact me on my phone: 
+31648458184.

I’m looking forward to your response.

Warm greetings,

Susanne Visbeen
eurythmyexplained@outlook.com

Letters
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News of  Eurythmy in Canada
I have spent the last 5 1/2 years on the west coast of Canada. The first two years in Vancouver and the last three on 
Vancouver Island. In between I came back to England, where among other things I helped with the production of the 
4th Mystery Drama.

The main reason why I went to Canada with my husband David was that we wanted to have another go at Camphill 
community living. In Vancouver we lived in Cascadia, a Camphill community with a large “day programme”. There, 
eurythmy was very present. Ruth Tschannen, who had trained in the Ringwood/Botton school, had established over 
many years a very strong rhythm of weekly eurythmy sessions and many individual therapy sessions.

Ruth had also established that from August to December, there was work on a fairy tale, which was then performed 
in a big theatre. She would stand in the audience in front of the stage and do the movements which were then 
taken up by the “companions”. Many of the co-workers also joined. It was quite spectacular. The costumes were 
exceptional. Many of the companions were very much in the eurythmy movement, many knowing all their planet and 
zodiac signs as a matter of course, for instance. On the other hand, many were only able to move very little and in 
the performance were performing hand bells, which were also rehearsed on a weekly basis.

I supported Ruth in these fairy tales; we did The Twelve Dancing Princesses and Iron Hans. For artistic stage eurythmy, 
there were two other eurythmists in the community plus one in town, so the five of us did little programmes for 
festivals, also a fairy tale from the 2nd Mystery Drama.

On the island, we lived in a small rural community called Glenora Farm. At first there were two other eurythmists. We 
worked for the festivals, and did some passages from The Green Snake and the Beautiful Lily, for instance. We were 
lucky to have a speech artist and a pianist living nearby. I also did classes with the companions. The more able ones 
had had classes before. Dr Maria van den Berg came during my first months for a medical conference, which gave 
me good impulse to start eurythmy therapy.

We had a Mystery Drama group in Vancouver, where a few of us went every month for the weekend. We worked 
on the 1st play and did a lot of eurythmy with the Soul Forces. Unfortunately, the group dissolved during lockdown. 
On the other hand, lockdown was quite a help in a way as everyone was in the community all the time, so I was able 
to have a block of classes for co-workers, and we managed to offer a poem for Whitsun. At some point, one of the 
companions from Vancouver who had been the main character in all of the fairy tales moved to our community, and 
so it was wonderful to have a real support in the classes and in the artistic offerings.

The place was very grateful to have the extra input into the artistic cultural life, so I felt quite free to take various 
initiatives for various artistic offerings. They were on the whole very welcome.

We left six months ago. These were very rich years; the fact that there were very few eurythmists meant that we had 
to rely on ourselves and be extra creative, which was good. North America is very large; there is a strong Eurythmy 
Association, but with lockdown etc., I was not able to participate.

I am very happy to be back in the UK and to meet everyone again. We will be based in Stourbridge, and I look 
forward very much to being settled and starting working with some colleagues.

Marie-Reine Adams
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Verbum
When will a word turn up that can leap a millennium, or hurdle the dew on the wool on the wire on the wall-top? A 
word that is just on the way, neither here nor there; that has nothing to say but is utterly utter and utterly dumb, like a 
birch in the rain, like a drum?

There are clues: if it tears the veil, it’s a sign; if it skids to a halt like a skater on ice, it’s a cipher; if it starts and stops 
before it flies, then it signifies.

Meanwhile the meanness of here’s-what-I-mean and here’s-what-I-mean, as the bullets hit home but disdain the air: 
vowels as bland as car horns unwind like the bandages of Lazarus; clink, clatter and glint say the glottals as they tap-
dance to the gutter like spent shell-casings, and the sibilants settle like brick dust.

I’d rather bawl out on the street Hail Mary, just for the sound of the heaven-and-hell of it, than strip to my only-
begottens for the cell-phone confessional, the little black tomb, the epitaph.

A keystone may hide in a handful of gravel; disregarded syllables, scattered like chaff by whinny and bark and get-
to-the-grain-of-it, may yet descend like bread from heaven. In the beginning and never till then is the matchless Word, 
the Maker.

Jonathan Reid

(Readers may have seen a verse version of this published elsewhere. Jonathan has asked us to print this, his 

now preferred, version. – Eds.)

We are holding a workshop day on Saturday, November 
12th at Peredur East Grinstead in which we will introduce 
and explore indications given through the work of Eurythmy 
in Motion in Holland. It will be open to eurythmists and 
others who have a real interest in the subject.

Some of the exercises we will introduce include ones 
addressing the member sheaths, the organs, and for 
protection and regeneration.

Eurythmy in Motion grew from a collaboration between 
Wieger Veerman, Verena Staël von Holstein and Etschewit.

Registration, tea and coffee from 9:30 
Eurythmy 10:15 – 6pm
Cost of workshop £50
There will be lunch available

For more information contact 
Katherine Beaven and Caroline Westlake
Please let us know asap if you are interested.
katherinemove2heal@gmail.com
cjbwestlake@gmail.com

Katherine Beaven MA
Eurythmy Therapist  |  Integrative Health Online

katherinemove2heal@gmail.com
www.integrativehealthonline.uk

Eurythmy in Motion

The Alanus Master’s in Eurythmy Education is currently 
accepting applications for a new course beginning October 
2022. Join other engaged eurythmy professionals working 
all over the world. Meet experienced guest teachers 
who will share their research with you, guided by course 
carriers/mentors Shaina Stoehr and Coralee Frederickson. 
Your eurythmy and education questions are the subject of 
your research, so assignments can be carried out in your 
own professional context. Zoom attendance is possible.

The MA takes 3 years with the last year devoted to 
thesis composition. In the first two years, there are 3 
blocks of 2 weeks each. Whether you are experienced 
or a recent graduate, working with children or adults, 
in an educational or social field, you are welcome to 
apply. Contact course leaders Coralee Frederickson and 
Shaina Stoehr on eurythmyma@gmail.com to arrange a 
conversation or an interview. 

Alanus Research 
Master’s in Eurythmy 
Education in English
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Public Eurythmy Classes in 
Britain and Ireland 
As you see, this page looks a little different to the usual announcement of public classes (lifted from the website). Below is 
a compilation of your announcements and your observations. The Association website currently shows little of this area of 
work, and may need updating.

If you offer a class not shown here, do let us know! People who seek a eurythmy class may look for information in the 
newsletter and on the website.

South Fridays 10 – 11 am term time: Eurythmy and Music – PUBLIC CLASS

Starting 27th September. Beginners welcome

Venue: Peredur Centre for the Arts, East Grinstead
Organiser: Peredur Eurythmy, info@peredureurythmy.com

Diana Fischer writes: We are doing class on Tuesday mornings from 11.30 to 12.30 on “The human 
heart can go to the lengths of God” from A Sleep of Prisoners by Christopher Fry with a group of 
five amateurs and one eurythmist. I am also working with four eurythmists on the slow movement from 
Beethoven’s Piano Sonata No. 10 on D major on Friday afternoons at Peredur. They will perform this 
at the anthroposophical summer conference in August.
Venue: Emerson College in the Eurythmy Room
More info: Diana Fischer, 07786590501, divfischer@gmail.com

South 
West

Fridays 9 – 10 am: Eurythmy Transformational Movement – PUBLIC CLASS

Autumn and Spring term time.

Venue: Hereford Steiner Academy, Hereford
Organiser: Karla Prates, kmprates@hotmail.co.uk

Thursdays 6 – 7 pm in term time, restarting 22nd September: Public Eurythmy Class, music 

and speech

Venue: The Christian Community, 73 Cainscross Road, Stroud, GL54HB
Organiser: Elisabeth Bamford, elisscarlett@gmail.com

Yorkshire 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

Scotland Mondays 9.30 – 10.30 am in term time – PUBLIC CLASS

Led by Erica Mulheisen

Venue: Edinburgh Steiner School, 60 Spylaw Road, Edinburgh
Organiser: info@edinburghsteinerschool.org.uk

Republic 
of Ireland

Mondays at 9.15am in the Christian Community, Tuamgraney, Co. Clare; and

Monday evenings at 7.45pm in ALFA, Raheen Wood Steiner Secondary School, Tuamgraney 

– PUBLIC CLASSES

Led by Roxanne Leonard

Organiser: roxannelouiseleonard@gmail.com
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“Singing with your whole body” 
 

Music Eurythmy Classes 
Tuesday morning 

10-11 a.m. 
 
 

3 sessions starting April 19th 
Break of 4 weeks 

then 
5 sessions starting June 7th 

 
£80 for eight sessions 
beginners welcome 

 
 

Eurythmy Room Emerson College 
Hartfield Road Forest Row RH185JX 

 
 

contact: divfischer@gmail.com 
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June 2022
Friday 17th June time TBC: Graduation performance – 
PERFORMANCE
Venue: Rudolf Steiner House, Park Road, London
Organiser: Peredur Eurythmy, info@peredureurythmy.com

Saturday 18th June 4 pm: Harab Alb – PERFORMANCE
A Romanian Fairy Tale performed with magic by 
Eurythmy West Midlands.
Venue: Botton Village, Camphill Village Trust, Botton, 
Whitby YO21 2NJ, UK
Organiser: Eurythmy West Midlands
eurythmywm@gmail.com Tickets

Saturday 18th June 7.30 pm: Broken Light – 
PERFORMANCE
Graduation Programme. A selection of pieces performed 
by the Eurythmy West Midland’s 4th year group.
Venue: Botton Village, Camphill Village Trust, Botton, 
Whitby YO21 2NJ, UK
Organiser: Eurythmy West Midlands
eurythmywm@gmail.com Tickets

Friday 24th June 7 pm: Broken Light – PERFORMANCE
Graduation Programme. A selection of pieces performed 
by the Eurythmy West Midland’s 4th year group.
Venue: Glasshouse Art Centre, Glasshouse College, 
Wollaston Rd, Amblecote, Stourbridge DY8 4HF, UK
Organiser: Eurythmy West Midlands
eurythmywm@gmail.com Tickets

July 2022
4th – 6th July time TBC: Anatomy Workshop
Open workshop with Valerie Taylor
Venue: Peredur Centre for the Arts, West Hoathly Rd, East 
Grinstead
Organiser: Peredur Eurythmy, info@peredureurythmy.com

Friday 8th July 7.30 pm: Graduation performance – 
PERFORMANCE
Venue: Peredur Centre for the Arts, West Hoathly Rd, East 
Grinstead
Organiser: Peredur Eurythmy, info@peredureurythmy.com

11th – 15th July: Eurythmy Summer Week
Venue: Peredur Centre for the Arts, West Hoathly Rd, East 
Grinstead
Organiser: Peredur Eurythmy, info@peredureurythmy.com

August 2022
19th – 22nd August: The Higher Love – EURYTHMY 
RETREAT
Venue: Rydal Hall, The Lake District
Organiser: Michele Hunter, www.michelehunter.uk or 
mhunter1life@gmail.com

September 2022
Saturday, 24th September 12noon local time: World 
Eurythmy Day

October 2022
Saturday, 8th October: the AGM
Venue:  Rudolf Steiner House

November 2022
Saturday, 12th November: Eurythmy in Motion workshop
Venue: Peredur Centre for the Arts

COURSES AND EVENTS
Here you will find a list of 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 
Gabriella Vasas-Turnbull of events that should be added to the Diary.
Please check that events are happening as planned. – Eds.

Eurythmy AssociAtion DiAry



EURYTHMY TEACHER
Greenwich Steiner School 
Full-time or Part-time Eurythmy Teacher position
Open until filled
Salary: depending on qualification and experience
More info: 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

PART-TIME EURYTHMY TEACHER
Langley Hill Independent School, Kings Langley
Part-time Eurythmy Teacher position in a new flagship 
independent school.
Advert will close when there is a suitable candidate.
More info: hr@langleyhill.org.uk

PART-TIME EURYTHMY TEACHER
York Steiner School
Part-time Eurythmy Teacher (Part time for 8 classes)
Start Date: Now – open until filled
Salary: depending on qualification and experience
More info: https://www.yorksteinerschool.org/job-
opportunities/

PART-TIME EURYTHMY TEACHER
Alder Bridge Steiner-Waldorf School
https://www.alderbridge.org.uk/jobs

EURYTHMY THERAPIST
Steiner School, Thornbury
Eurythmy Therapist position in a Steiner SEN school

EURYTHMY THERAPIST
The Sheiling School, Ringwood
Term-time only, full or part-time Eurythmy Therapist position.
For information of this role, including job description, 
contact details and how to apply, please visit our website: 
https://www.thesheilingringwood.co.uk/page/Vacancies

COMMUNITY EURYTHMIST
Esk Valley Camphill Community

We are looking for a eurythmist for our community. This must 
be someone who not only wants to practice and develop 
their profession but is wanting to live in and be an active 
member of a Camphill community. In its previous existence 
as the Botton Village Camphill Community, our community 
was host to the Camphill Eurythmy School from 1978 to 
2014, so we have a deep appreciation for eurythmy. In 
more recent times, as EVCC has emerged from hard trials, 
including the Covid pandemic and its social restrictions, we 
have gained a renewed appreciation for eurythmy as a 
health-bringing part of our community existence.

Currently, eurythmy is provided by Jonathan Reid, an EVCC 
co-worker and former tutor in the Camphill Eurythmy School. 
As he approaches retirement, he is looking to hand over 
this role to a younger colleague after a period of working 
alongside them.

Eurythmy
The post would involve:
1. Providing weekly eurythmy classes for community 

members, either in household or workshop groups. This 
could be between 4–7 groups.

2. Providing a weekly eurythmy class for members 
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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/
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of Foundation Course. These are young, short-stay 
volunteers.

3. In addition to, or combined with the above, a weekly 
eurythmy class or classes for EVCC co-workers.

4. Providing performance and group eurythmy as part of 
the Festival celebrations.

5. As our community is getting increasingly involved in 
the locality, there would be potential for developing 
classes and performance work as part of our community 
outreach.

6. Providing eurythmy lessons in the Moorland Waldorf 
School. Currently, this is only three small groups from 
kindergarten to class four, but the school hopes to 
expand.

7. If you are a qualified eurythmy therapist, there is huge 
potential for therapeutic work, though we have no 
extant connection with an anthroposophical doctor.

Community Life
Besides applying for this post, you will also be applying 
to become a Camphill co-worker. This means that, besides 
practicing your profession, you are willing to engage with 
the other aspects of community life, notably the life of the 
households, the cultural and festival life, and offer what 
you can to the administrative and organisational side 
of community life. This will also mean, after six months, 
committing to the principle of Rudolf Steiner’s Fundamental 
Social Law, as expressed through our Community Fund. 
This means that co-workers gift to the community all their 
work-generated income and receive what they require 
from the Community Fund, to an agreed annual budget. 
(This process will be explained in more depth and detail 
during the application process).

Shared Lives
The vast majority of our community households are 
Shared Lives households whose members are registered 
as Shared Lives customers, carers or support carers with 
the Avalon Group, with whom the community works in 
close partnership. It may be to your benefit and that of 
the community, particularly if you live in one of these 
households, that you register with Avalon as a Support 
Carer. This way you will be legally able to provide 
aspects of care and support within your household and 
the community at large. Options for living in private 
accommodation within the community are few and not best 
conducive to community living, but these can be explored.

Teaching and performance facilities
We are beholden to our neighbours, the Camphill Village 
Trust, for use of their theatre space and of another 
hall within Botton Village, but these are available. The 
Moorland Waldorf school also has a large hall. There 
are some eurythmy costumes available, also a stock of 
eurythmy shoes, copper rods and wooden balls.

If you are interested, please send an email to: 
opendoors@eskvalleycamphill.org

INTERNATIONAL VACANCIES

EURYTHMY TEACHER
The Waldorf School of Philadelphia
https://phillywaldorf.com

Waldorf School of Lexington
https://thewaldorfschool.org/pedagogical-eurythmy-
teacher

Wasatch Waldorf Charter School, Salt Lake City
https://www.wasatchwaldorf.org
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