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“Mature (sanss and (ntuiton) abways unites, intellect aways
divides; butreason unlies once more,”
E SCHILLER, fewenson dfeedrsdfotic Sdararion of Mo, No 18,

“Are we not here to make the transitory permanent? This we can
anby do If we know b to value both.”
1 W. van GOETHE, Mavims & Beffocrions

“Thinking can go but half way... To knew the whole truth we
mustlikewlse ACT: and he alone acts, whio makes—and this can
noman do, estranged from Nature, Learn to know thysdfin
Matura, that thou mayest understand Matwre in thysel£”

5.T. COLERIDGE, Carreapondence, Raolwond Mapasiae, October, 1821,

Foryears eurythrmy has been dismiszed as amere illustration
of what is heard. We hear the sounds b’ and ‘oo’ (it is said),
and we simply see the gestures for them. The journalistic slo-
pgan ‘one-for-one’ (£e. note-for-note, sound-for-sound)
coined in recent years in central Burope is nothing new: It is
intended as a withering cr7éferom of eurythmmy—seen as a
mere ‘spelling'—yet ironically points to its potential gory
Eurythimy a language of incarnate movement and gesture,
shares all the elemernts of spoken lanpuage: thoughts,
moods, vocabulany, grammar, right into the very sounds of
speech. Yet it reaches beyond a naturalistic level by reveal-
ing the dynamic that is present evrfiinlanguage—"what is in
speech’, as Steiner puts it. The methods of eurythmy reach
deeper thana subjective reacting, bya study of the elements
of language and their mutual relationships f commecrion
wE i and revelation of the whole firmarn being (Coleridge’s
Fotal man’).

Steiner put his energies into developing eurythmy. Today,
we have to reckon with activities, which, due to all sorts of
inadequacies, are sometimes termed ‘not-vet-euryvthy’,
with compromizses and even attempts to discredit the art.
Here we attempt some initial comments on the ‘one-for-
one’ criticism, addressing both the immediate and the per-
sistent sides. It is a fallacy to imagine the moral issue can be
side-stepped. and a double fallacy to suggest that progress
is automatic.

Frat and second innocence

Firstly, on the level of acurdculum summary.language con-
sists of consonants and vowels, parts of speech, and so on. As
students of language, eurythmists study them. It is also true
that a meal consists of ingredients that can be described ina
recipe, a descriptive menu-card or listed in a shopping list—
but they are not yet the meal. The materal of the act ofwverbal
communication, like ingredients, represents the empirical
level. The artist—and, in the comparison, the cook—is left out
of account. To concentrate on aneaspect will always suggest
acarcature. Cleary: the sounds of speech. the notes of music,
the individual colours, and so on, may be itemised, vet the
whiole is greater than its parts. The transitions and relation-
ships between them also exist, by which they become words,
melodies and paintings. Here we obviously expedence the
artist in his/ hercreative process; vet artists are aleady deeply
atone with all the elements oftheir art. A mastery frees up the
limited concerns of leaming to acquire it. The committed
sportsman, however, never loses interest in improving his



technique. Steiner points out that the soul of the eurvthmist
works “not Seftinag” but “fv the technigue”. Clichés do not
belong to living art; renwal comes only from within. The actor
who identifies with his part, the musician who ‘becomes’ the
music he/she is performing, and the eurythmist who recre-
ates, let's say, a poem—in all the arts it is well known that lev-
els of achievemnent exist. The immediate ‘one-for-one’ criti-
cism of eurythry: consequently; is superficial.

Secondly, infacing the pemistent side of ‘one-for-one’ crit-
icizm a priceless gain can be secured. This criticism can
become what the musician Artur Schnabel called “produc-
tive scepticism”, that is, it challenges demonstration—here
lies the potential glory of art. Forthe question, 'Is it art®, after
all, is legitimate, and it olviously harks behind the persistent
side of the criticism under review: Inherited gifts and talerits,
as is well known, do not survive unchanged. But the path of
practice to acquire what performers call a *second inno-
cence” (the musicologist Alfred Einstein’s “second naivety™),
a new spontaneity, is @frethere to be cultivated. In a know-
ing-doing, we can learnto fore both the 'what’ and the "how?,
the techinique and the artistry. 7 path of practice of “the
musical arts”, is based on transformation—that is a death
process essential to produce new fe? This path of appro-
priation, of fdenifving with all the elerments, provides the
only reliable answer to the question concerning the essen-
tial elermment of spontaneity or creative risk, in mature art.
Interpretative artists (performers) are no less ‘original’ than
other creative artists (writers and composers).

Technalogy and fife

‘One-for-one! an example ofthe widespread reductionist,
impudent and mocking Tts-only.. attitude, hardly repre-
sents a serious criticismofthe processes of art, of education,
or of any activity worthy of the name oflife. This simplistic
attitude, offering a false security is made rigid in a slogan
that represents a premature judgement. It concentrates on
one obvious thing (the ‘“what’) at the expense of everything
else the "how'). To be comect—as pointed out above—italso
arbitrarily limits the ‘what’, attempting to caricature a lan-
guage of gesture as a series of positions. Ultimately, howev-
er, the sounds and notes are there as reference points,
whether we mean spoken language and audible music, or
visible speech and visible singing.

Arestrictive attitude is useful cnly forsuch thingsas devis-
ing a system of semaphore signals, for ‘painting by mumbe s’
and for computer programmes. It is only the intellect whose
nature compels it to take one thing at a time. 'One-for-one’
iz consequently tenable in technology and emd rhere,
whether we instance the rapid succession of innumerable
stills oncelluloid orthe latest digital techniques, With a com-
puter, cnlyan approximation of a curve can be simulated ( by
linking inrumerable tiny tangents) not a meal, curved line.
Technology can anly produce the illusion of moverme nt. We
can be grateful for technology on many counts, but the tail
does not wag the dog. "One-for-one’ is redundant as a sum-
mary, whether of eurvthmy—where genuine curves and
genuine movermnent take place from start to finish—, orasa
principle for any art, or indeed, of any human activity.
Rudolf Steiner sums up everything at the very beginning of
his lecture-course Srytfimyas Vs ble Singing.

The onlooker not only perceives the movement or
gesture that is presented by the eurythmist, he also

perceives what the eurythmist is feeling and inward-
ly experiencing. This makes it essential that the eury-
thmist is feeling and inwardly experiencing... the por-
trayal of the sound of speech... [and] the portrayal of
the musical sound.

Admittedly, existing simplistic artists and simplified
approaches are expressively inadequate—but why do some
people today call eurythmy ‘classical'? Is it justifiable for us
to apply the categories ‘new’ and 'old’ to the actual art, 'visi-
ble speech’ and ‘visible singing'? Neither poetry, music nor
eurythmy are subject to a “best before, or ‘sell by date.

True style arizes out of an adequate expression of these
artistic categories or elements; it can never be applied from
outside, unless we include pastiche. But speech itselfis cer-
tainly ‘old, even grimerad which is another way of sayingit
is ewer newr eacl time e wse it "Every time we speak we
transpose ourselves into the cosmic evolution of man as it
was in primeval ages."? An inner eurythmy, according to
Steiner? has been present in human creativity formillennia.
It was present unconsciously in Paradise.® It belongs to
everyone as their birthright:®

It will become clearthat the human beingis really an
intermediate member between the cosmic letters,
the cosmic sounds, and those humansounds and let-
ters which we use in our poetry. A new art will come
aboutin eurythmy. This art is for everyone.

The modern autonomous art of eurythmy aims to reveal
‘what is. Words are not labels, and musical sounds are not
arbitrary; on the contrary, these things are the primary
means known to human beings to reconnect with full reali-
ty. If our blanket terms ‘classical’, ‘new’ and ‘old’, and ‘one-
for-one’ are empty emotional and artistically useless, they
do not reach the standards of a “necessary cultivated criti-
cism" of the profession.” Consequently these blanket terms
should be abandoned.

If mockery cannot undermine the foundations of euryth-
my, wisible word' (echoing Augustine, Gn she Gospel of fofin.
Trac. 80.3), then it suggests that those foundations could be
solid rock. God himself does eurythmy, and themby creates
“the beautiful human form”."If speech reflects ourbeing are
moves claiming to advance beyond speech itselfattemptsto
jump out of our own skins? This calls for further considera-
tiom.

The living word

This apologetic concludes that eurythmy has nothing at
all in common with a ‘one-for-one” philosophy of banality,
but everything to do with the sublime revelationof the One’
(The Czech educationalist Comenius, or LA, Komensky
(159 2-1670), gave impetus to the ‘one-for-one’ mentality by
advocating abstract systems—the alphabet of symbols #-is-
for-apple’ and so on.) Following Goethe's? “true method of
poetry”, the universal is seen in the particular, or rather, the
particular is seen @sthe universal. Mevertheless, much can
be learnt from criticism—attempts which are ‘not-yet-eury-
thrry' do exist. Criticism overreaches its aim; eurythmists
fall ehort of theirs, Despite what can be read inthe prospec-
tusesof some eurythmy schools, eurythmists do not move s
poetry and music; eurythmy is not an illustrative art. How-
ever, if the executant is unsuccessful, or if the audience, for
whateverreason, is out of sympathy, it might often appearas
continuous arm-gesticulation and much floor-travel. The



same applies to piano-playing and poetry recitals—the for-
miermight arpear as merely bashing the ivories, and the lat-
ter might appear as self-intoxication by uttering strings of
vocables, To get bevond these things, readjusting the phe-
nomena—that is, chasing fashions—will hardly puarantes a
lasting advance in communication. Since, then, art either
succeeds or it fails, will the question concerning the next
chapter in eurythmy simply solve itsel £

Whatever the view of posterity on the phenomena of
today it seems clear that the question is not simply one of
piety—let mock piety and all posing fall away—but it iz a
question of artfstic swholeness. The challenge will not disap-
pear. It came to Shakespeare, Wordsworth and other writers,
and to Bach, Beethoven and other musicians. It is, claims
CharlesWilliams" "common to all men” and “the only inte-
rior crisis worth talking about ™.

Itis that in which every nerve of the body, every con-
sciousness of the mind, shrieks that something can-
not be, Only itis.

Cressida [Troilus and Cressida) cannot be playing
with Diomed. But she is. The Queen [Hamlet] cannot
have married Claudius. But she has. Desdemona
[Othello] cannot lowve Cassio. But she does. Daughters
[Lear] cannot hate their father and benefactor. But
they do. The British Government [of Wordsworth's
day] cannot have declaredwar on the [French] Revao-
lution. But is has. The whole being of the victim
denies the fact; the fact outrages his whole being.
This is indeed change, and it was this change with
which Shakespeares genius was concerned.

When the state of affairs is made to appear its contrary
and language, twisted in its meaning, appears to be saying
the opposite, then we recognise the Spint of Deception at
work. Wonds divided from their primary meanings indicate
a moral degeneration, leaving an opening for duplicity and
falsehood. The great artists witness to the only way through
their crisises—nat to suffer a splitand become resigned, but
to remain whole and thereby to achieve a new, authentic
spirituality. Blake's Milton says:

“All that can be annihilated must be annihilated

That the Children of Jeruzalem may be saved from slavery”
(Adefran 4030, 31)

Spiritual honesty demands a holocaust of the self; its usu-
al name is forgiveness. Love alone can achieve it. Both the
Rosicrucian Verse and Steiner’s Foundation-Stone Verse
speak of dyinginto life. The eurythmical artist, the critic and
the audience are at one in wanting to see neither limbs, nor
technique, but she fedng reend. The living word, as R, Guar-
dini”® also attests, is initiatory and creative, and beyond
analysis. The eurythimical artist from his heart and with his
limbs and technique can but invite its presence. The Fourth
Evangelist—to whom appeal is made in Srnefemy as Visitde
Speech, lecture 1—uses the verb translated as ‘abide’ (JTohn
15).

“Eye-music”

Steiner explains:
In eurythmy the soul actually moves in the limbs,
whereas in dancing the soul first gives itself to the
limbs, and the limbs are then placed into the neces-
sary spatial forms. Thats why the human beingis lost
in the movement, whereas in eurythmy, when it

accompanies music, the human being first properly
reveals what he is in soul and spirit...

In normal speech, also when conveying the poetic
elemert, actually the heart speaks onlyin areflection
through the head. Eurythmy calls up the heart to
speak through the whaole human being, and in deal-
ingwith speech what is only thoughts is actually to be
repressed as something inartistic... What lives in
eurythmy is =0 to speak the heart devoted to the
word.

In meeting our situation today, it maybe found that Stein-
er's terminology and descriptions could benefit from some
re-formulating. In his initial explanations (G4 277a), he
linked to Goethe; later he tried to say something new for
each occasion (GA 277). For those working in English, too,
eurythmy should certainly be related to poets and thinkers
writing in that language. Steiner’s artistic example and
advice ame unequivocal. His aim is quite contemporary—to
renew art from its source, “Art is the reflection ofthe spiritin
the sensory world.” “Art is eternal; its forms change.™

Wordsworth (Alrey Force Valley') already speaks of “eye-
music” in recapturing an experience of unity—which is the
work of the imagination:

"4 soft eye-music of slow-waving boughs,

Powerful almost as vocal harmony

T stay the wanderers steps and soothe his thoughts"

"% soft eve-music of slow-waving boughs” creates, and is
the symbol of, the dream unity: 1t also describes what hap-
pens when watching eurvthmy: the eyes are invited to sub-
ordinate their objective coolness and engage sympatheti-
cally, as the ears do. Then felt gesture, issuing out of the
imagination, can speak. Here two things can be recognised.
Firstly, musician, speaker, eurythmist and audience are mor
feovared i the ar e evene)® Secondly the wished -for'clean
slate’—if it is not to be a loveless abstraction—was and isthe
ariginal, primal beginning of speech-sounds in eurythmy.
Thel A O-exercise is indeed the fundamental clean-zlate for
eurythmy, including music eurythmy (#éz, the major and
minor meladic streams and the transitions in all music).
These vowels represent the Greek pronunciation of the
name of the Deity, Who comes among us precisely to fill our
human emptiness. Upon this basis, the Mew Mysteries of
love are founded, which primarily immolve recognitionofini-
tiative—that of my neighbour in the family of humankind.
Whatever the initiative, it will have social implications.

In summing up eurythmy (see above), Seiner® uses the
phrase “the heart devoted to the world”, This describes a
wedding, which at the same time is the most profound
image in the Mew Testament. The wedding, of course, is of
the human mind with reality; the latter Goethe, Schelling
and the Lake Poets called “nature”. This sums up the
redemptive Logos philosophy and was to be the theme ofa
great “philosophical poem” Coleridge proposed that
Wordsworth should write., It was the philosophy of the poet,
a revealer of “what is"—a poem “On Man, on Mature, and on
Human Life"—anything more ambitious can hardly be
imagined. Wordsworth, we know, mesponded "with a Prefude
to the proposed main theme and an Evenrson from it"
Coleridge's letter!” it could also be said, points to a philoso-
phy of eurythmy: For the non-sensory side of nature (mafn-
R meaferans—nature naturing’), of which the visible form
(rerfzera meterata—nature natured’) is a parable and from



which state ofinnocence humankind has fallen, is none oth-
er thanthe human supersensible or moral world. During an
introduction to a performance that included works by
Goethe, Steiner™ concludes:

“We certainly penetrate deeply into nature's secrets when
we seek these secrets in this language of form which we are
endeavouring to reveal ineurythmy”

And again: "By perceiving the movement of the euryth-
mist, you actually sense /sniff | sersern) nature everywhere”
(recalling the doctrine of non-duality @&t Conscious-
ness”, writes Owen Barfield, " is not a tiny bit of the world
stuck on tothe rest ofit. It is the inside of the whole word.”
And Blake, too, would have been the first to recognise eury-
thimy, wisible speech, as the poetic Imagination in action,
offeringa way of practice to bring to life se+as fs The path, in
Middleton MURRY's® words, is the Goethean “conscious
submission to Mature inits unique particularity, a process of
increasing differentiation in the objective reality and in the
subject responsive to it”, In other words, thinking with the
whole body™ is not an illustrative, abstract ‘one-for-one’, but
a comprehensive picture, a parable and a prophecy of “the
All-One-Being "=itsalf.
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