What’s up with the “Gestures for Music™?

Questions and supplements to articles by Alan Stott
Reinhard Wedemeier, DE-Berlin

In his two comprehensive and deep articles (NewslettersNos. 36 & 37), Alan Stott pleads for the “classical” tone-
gestures which he thinks are the essential basis for music eurythmy. But I think he unfortunately misses the crux
of the matter.

For nearly every student of eurythmy during his/her training a discrepancy arises in the experience of the gestures
for speech sounds and that for angle-gestures. The speech sounds from the beginning can be understood and ever
more deepened, but with the notes questions and problems already arise from the beginning. Often we feel we
must be unmusical to experience the gestures and we save the situation by diligently “learning the notes”, often
in front of amusic stand with the score before our noses. A path to lay hold of and experience the tone-gestures is
as arule not given.

I think that still too little consciousness of the historical and topical problems of tonal-gestures is present, and
for this reason I would like to supplement Stott’s “historical survey” with a few point of view.

It has become quite clear by now that the tone-angles were originally conceived as gestures for the degrees of
the scale, differentiated in the major (above the shoulder level) and in the minor (below). This means, to repeat,
that what we call the gestures for C major was the basic gesture for all the keys. The differentiation of whole-
tones and semitones as well as sharps and flats does not originate from Steiner (see the account by Elena Zuccoli
in “From the Tone Eurythmy Work at the first Eurythmy School in Stuttgart 1922-24”. Verlag

Walter Keller, Dornach 1981).

Already very early on two directions appeared amongst the eurythmists, some took the tone-gestures as
“absolute” and others remained with the “relative” tone-gestures. Apparently there were disagreements. In any
case the situation was saved through Steiner’s answers at the Teachers Conference, Stuttgart Waldorf School,
15th Nov., 1920.

X.:I'd like to ask, should the C-major scale by retained, and
in music-eurythmy should value be placed on the absolute
note? I have been wondering whether one should not take
music eurythmy as relative music-eurythmy.

Dr Steiner: One can certainly do this.

A eurythmy teacher: I always proceed from the absolute
note.

Dr Steiner: You can consolidate the movement in eurythmy
by remaining in the absolute [conception]. We don’t need to
stick to it pedantically.

Rudolf Steiner’s liberal answer shows that both variations are equally possible.

Alan Stott would like in a certain way to combine both principles, by advocating, that with the gesture “G” in G
Major, not only prime but also the archetypal 5th degree (in C major) is to be experienced. It is quite clear that
only in this way do the absolute tone-gestures have meaning. The presented demand, however, is exceptionally
high and is hardly to be achieved even by musicians of many years’ training. Initially one has to achieve the
ability to hear straight away the degrees of a scale from any given keynote.

Take a simple song (e.g. Der Mond ist aufgegangen) and carry it out in eurythmy purely from listening in C
major, then e.g. in E major. Already many people will have problems in C major — what then happens in E major?
Just observe yourself....

“Eurythmy as Visible Slngmg was given in 1924 and here many questions arise forme to do with all this

the “tone-gestures” are only once alluded to in passmg (p. 12; E.T. p. 5), then never again. Instead,
Steiner starts to develop the gestures for major and minor, then what we call the interval-gestures. Why
did he not speak on the tone-gestures?

®*  Why did Steiner repeatedly emphasize, especially at the beginning of lecture 2, that gesture should be
experienced gesture.... [t appears he was missing something... (“Gesture which is to be used for the
expression of music must be gesture rising out of actual experience, and this can only be an experienced
gesture if the underlying experience is there first.”)

= After the Tonkurs, the strict angle-gestures, completely independent



indeperdent of pisch, ware combined with the new indi-
catlons for pitch. Hare the gestuires which previousy
warg onlycarmed cuton tw side of dee boay (in the side-
ways plana), were now placed in the frontal area. &
rermendous changa occurred. Try the difference in prac-
tew and you il senss towhat]rekr. By acperience, in
sheort, is this ] remain with my gesturss in the frontal
|sidawans] plana, | axperisncs mors strongly the raying
I from dhe peripferye IF Loamy out gestures in tha front
space ard move the piich, this serse is almest com-
pletaly lost. by question is. does this changs make army
sarsa? Was the combining of pitch and angle-goesmme
imtareded at all?

Moy tha the topical problems: the geshares which ars to
axpress the musical phrase should be an sxperienced gos-
wire. Honestly speaking, who cxperiences, for weampla.
whan forming a C# in E major an experiance of the 3nd
degres, in addition to the third degres as the experenca ol E
major in relation to C major., that is, [with E] beginning on
tha third dogres? Cir differenitly expressod, Whar immediane
axparience dol achually henve with the gesuare CE7

If todaw people are discarding absoluie tone-gestures,
then this & probably because an exparienced gesnare is
sought. in une with lecture 2 of “Eurythmy as Yisibla
Singing”

Expar ke, howasar, of the degress in relationship to tha
keynote in each key, 2 expressed in the original angle-ges-
wires, can be trained relatvaly sasly and it opens up new
worlds in experencing the sres of degress of a malody
{many examples on this are to ba fourd. eg. in Christeph
Patars”ba ok «furSpracheder Musikin Mozarts Zaubaerflsm.
{“Mozart's The Magc Fluts'; the language of music™, ET. in
FA5 by Alan Seort).

With this conributon in noway should “absolute tones”
b judged, especially when so profound by represented as by
Alzin Stotr, Bather it s axtramely urgant toqueston the bon-
wsty of our experience. “Do what you fesl!” Elena fucooli
arewared ma, whan | onca shared with har my problems
withtha tome-geshares. Tha arswar of a s artist, for which
[ b abeva s b gratedul.

Falling Asleep while S5taying Awake
in answer to Reinhard Wedemeaier

Maren and Alan Son

After reading Alan Storts artcles (Vesslecrer 26 & 37),
Rainhard Wedamsier kindly offers an intersstng, res ponse.
What a pity to “miss the cnux™ about the angle- gestures 5o
wa are indeed grataful for Har Wedamalars kind words,
honsst questons and positive approach. Canthe Mewslemer
sarve to discuss practical problems? Cught cur own fNewsler-
ter b the mostexciting read availablke? Letus keep trying!

Harr Wadameaiar is rightly leoking for spontaneous fealing
Rudalf Stainert axpects this from the waord go: the avdisnce
“axparionces what the eursthmist is fealing and inward by
axpariencing” (CA ZTTa, p 5. In lecturs 5, morsover, Stain-
ar glves the ultimate answer to thoss who speak about fres-
dom. Tha authior of e Fufosopfy of Freedom chisanms

thera is “no infringement of resdom’”, rather “what remains
is the Ireedom to camy out the movemeanis beautfully”™ ip
6. Addressed to the artist, “Do what vou feel!® can only
mian {we sugges): “Feal yoursell as a personality with the
professional sk of feeling and showing the music.”

Wadomuier ako demands imstant lseming responss
wxpressed in eurythmy Have we understood this aright?
Suchian ideal is a lifelong aim - 5o too is o mishare interpre-
tation. Do people imagine an insant aurythomy for 200E7
Parhaps a visilelsteningtWich speech we can hear a sound
srralght awary, but in music we cannot soquickly recognise a
deggros of the scak or nama tha chords. Mow, according to
Ralph Fux." Rudolf Steiner created marmy surythmy fomms
almeest at once. First ha had the music plived. nexi he s
thao curythmists attempt, then, pancilin hand .. he heard tha
mmusic for the third tme and drew the form. What musicall-
ty ard what preparation lie bahind an exampls of such cre-
athva abiling?

Evan so-called musical improvisation is aleays prepared -
it relies on set patierns, irstrumental virtuesicy, and so on.
Evaryona knows that great musiclans practisa and rehooarse:
wvary corductorsnadies the score, every instrumantalist doss
his eight hours a day. et the dement of improvisation entars
wvary good performance. Art, forSteiner, 1salways a question
of fow, and the emphasis, we may all gratefully agres. is on
faaling eaparianice. In writing about it all, can we approach
thi “the cruxof the marter” for the practice of eurythm?

Una thing does notseem possible - to get bahind Sreiner.
Can aryona reach despar than ha did for the sk of rameos-
ing art? You can’t get anything densar than the bones! fnd if
vou panetrate to the marrew you will eventually mest the
haman baing of light (CA 222, 12th Jan., 1924). This laman
bszing does not simply sing and speak - he is 5ong and the
Weard. This realisation is nct limited to the mystcism of the
fawe, buat s a sckenrific-mysticalfact anal bl ta everyana To
approach a solution to toplcal questions of music eursthmy,
wa ara led to penetrate the natre of musical sound.

Muesol sownd
Hermann Pfrogner. the well-kmown music theorst.
wxpanded on Steinars irsights into musical sound. Ha
describes™ its thresfold rature. We have the physical notes
The sevenfold scale is “the rescunding picturs of the luman
beimig, puareand simple™ the “stharic loval in dhe mralsystem”
{his emphases). Thasystem of twaho i the asral (= “starny™)
leval i tfse mral sperem. Tha chird and final ispirimal leval
Plregrer tarms “the enharmomic level”. Ho seos musical
devulopment aspiring to maks this level concrete {pointing
to tha 12 primes of the sevanth cultural spoch). To tha the o
ry of music, Firogner supplied the missng conce ptol Taeort
- “tonal region”, or “tonal realm”. Tha system of angle-ges-
wres in eurythmy can revealall this musical material.
hlusical wchnigques, torapsat, areaval libla. The sysem of
argke-gestures was glven - as the firstindication, and, more-
owvar. given to children - to showy the muskc. To face the cnux
of the matber v do nesd to recognize musical sound. This is
forced onus becaise Orpheus has been dismembsered in the
20cth century. Plrognar's analysis shows that today there
uxisis
i an art of musc (Torkwensd,
{1l an artof sound. orresonance (Kargkumesd, and
iy an artof scoustc sound (Sohall ks,



IF o ara inberes ted o show the covering, or husk (Hele),
aither of “resonance” or “acoustc sourd”, then you heve to
saarch for appropriate gestires. Exprassive dancers ara wall
varsed in this search "Classical”™ is not our word for the
angle-gesnires of eurythmy: “Wusical” is the ight word - the
angle-gestires can show classical, romantic, and madarn
musc, indesd, any music you ke, for “the soul wants wo
expearian ca in music what s soul and spir tlives and vibrates
in it hare o earch” (04 276, k. 3.

Herr Wede melers guestons and supplements

Wi did Serer in 1524 pot Indede explanations on dhe
ange-gesneres? Firstly, bacavse he was giving new material
and would msmime his imvited audience of artsts would
kniowe tha systern ghven in 1915 104 27a, p &2 ET. p 715
Sacondly, it was suggested (not intended as a munally
exclusiva view) that the six "urspoken kctures would cover
thie subsject” (Wewsierter 37, p 24, ET. p. 22). Arhird apprasch
finds refarences totha angle-systam of the survthmic irst-
mient in the 1924 kctures - not to the system isall, but is
applicagon eg. Ch 278, kotare 5, to show “evary individual
k™ s g oo of dee marter” impdied fere™ Motebiook 4894
{published completa only in the shudy-edition) also contains
soma material for rescarch., especially one of the provionsy
missing whole pages (p Z5) showing a sketch of the arm
with the directions for major and minor and added note-
narnas (clearly maaning dogress of the scala).

Mo for somacormestions:

(a) Tha mugeeston of “not only notes or intervals, but notos
ard Intervals™ is not original to the present writers, as
Harr Wademadar kindly miggeses, bt (it should have
bisan mione clear by stated) mone a reporton the decadees-
lang practice of the ardsis with whom we have waorked.
U.-1 Cillert, for example. gives useful exercises precisaly
on this techniqua in ber issful monograph.»

() Tha Aats and sharps aid originate from discussions with
Pudalf Stziner “after the end of the [ 1915] course™ (Kisse-
laf, p. 783.* Tha modification of the 30 angles to apress
samitonas does not changs the systam. Parhaps that is
whiy Stalrer is reported to have replisd to the quastion of
showing the semitones with Medlre nsegen - °1 hava no
objection”. Tha 807 band at the albow, moreover, was
intraduced for both sharps and flats.

i) Steirers answor (Conference, 15ch Mov, 19200 can ba
urderstood diflerenth: Canwe notses the patience of a
masier teacher. waiting for the day when eurythmiss
will know thair theory as practical experience? Stainer is
restraining himsalf from giving fixed arswars: responsi-
biility is tharaby @van tothe artists.

Eurythmy developed consswently. The essentials upon
which tobuild had besn given: Steiner knew tha surythrmists
would wake up o realize their msical experkence (like
everybody dsa's) is akeady integrated {moreon this balow).
Fnowing what happared in 1815, 1930 and 18924, we can
attampt bo arswar the questions ol 2003, The elemants ware
givan separataly in order thateurythmy could enter “a living,
stream of developmeant " (G4 278, p TH). Thatincludes doing,
“sewvaral differant things smultaneosly.. [with] simulane-
ous devotaon © (p S5,

Whan all is said and donie, thare are no shortcu s oexpres-
sion. Tha cited dispute batwesn “absolute” and “relatve” is
miaraly historical. That sihastion s suporseded by realirzing
the nature of musical sound. The original, archetypal scale
in CA ZTTa is rightly ror called “C major™ but this basic pat-
tarm aof the majer scale codpadles with whatwae call © major.
Moy war muggest that Harr Wadamsdars implied criticism is
directed against those who have not yet discovered the
eapressive potental of the angls-pestires? Aftar all, “learn-
irg notes” is already known toevery instrumania list, whao, if
he is also a musician. gees o o achieve concert ripeness.
Musicians do not “show the system” mor what they have
“learnt” {of Stalner's remarks about the virmoso, CA2TA, p
1% this is taken for granted - the musician’ job is o play the
miusic. “Eurythmists in the bacaming”™ are frequanthy crid-
chsad - oocasionally unfairly, though often necessarily, for
some st spel I or plck out notes, like depressing the planc
kays but not playing the music. Pat the bopidd thing,
whather for those of the “do, do, do” school, or alternativaly
for these who criticise that mindless practics, is to develop
aapressive visible singng. The proverbial prima donna af
warlier canturks apparently knew precious licde about
music, but she could sing. But today, even here, musical
Encredodge is becoming essential and serves oo improve the
artof parforming. Paul knew it long ago. “1 will sing with the
spirit. and [ will sing with the undarstanding ake® {1 Cor
14:15. 5o, eurvthmy s arguably not more difficult and in
wssanca not unliks the singing profession, or the mastering,
of a musical instrument {CA 278, p 54). *Think how baaud-
Tl it wll b whsem you carmy out all thisdecadl, how artou lat-
wd and expressive a plece of music will be.. " (p 86).

s diw oombimingof i and angle- ges nemin fended arall™

Harr Wedemaier's experiance with “the frontal, sideways
plane™ is most interestng. The elemant of pitch, ba points
ot woes acdded later Wall, is this potan enfchmantof eapros-
sive possbilities? We all nesded our mother's milk ared the
apron srings In other words, by all means repsatedly hine
up to tha original angles! Creat instrumentalsts practice
scakes, oo (When ac-child-prodigyvicinist Yehudi Mamahin
wanit to Ceongs Enesco for lssons, be evan mads him pliy
opsan srings till they soun ded bsau dfalf) But as soon as your
haart and arms knoey the anglkes as refersncs points you can
begin to e them in works af art - you don't have to aeatathe
sysbarn aac h time:, naither, forsammple, bore the boles inyour
Mt for sach note you pley: I thatis thesarly history of music
surythimy in a matshell., it is cnly right that each artist mca-
pliulates the sapes. Than wa stap into rea | msponsble fres-
dom. {& personal comment might be allowed. Evary day of
iy working lifa T play the archaty pal scale for shodents. Aso-
callad chom! Years later it has unespected by opened for me
directaccess into spiriial science - the nanireof the human
basirig and tha smges afsarthly evalution. The asightfold-path
artcls had its orgn hera, oo, A5

Our musical experience depends upon the supply of
miusical sounds, or notes. Musical art, it may be agreed
ircludes fovw thay are played, yet they have to be the comrect
notes in the first place. This leads to ancther topical prob-
ket When obvicushy asdible singing cannot abandon the
tonal system., can vishle singing do so and sl claim o
revaal the musc Some inital experience with simple songs
was cormacted by Srainer (CAZTE, p 7). Burythmy never ws



intersded to doubls the instrumantalists” task. Tt nover was
“ane- for-ane” lor, mote-for-note squivalanca) . The sk is o
gat beyond the “reposing form”, the “sculphural alement”.
The astral bedy, the cosmic, formative music in us® which
“usually remains stuck ina state of rapose” (A 278, pp. 56,
470, s to be revealed chrough movernent Tids movemant,
revealing the Musician, or Singer (tarmed “the chief musi-
clan” inthe Psalrn titdes) in ard bebwssan the artists ard audi-
anci, has to arswer the perennial queston, “Why do T need
o open my eyes when listening™™.

Tha simplest tunewill suffics to shoe the chal langes - for
wxamphs, Stainar'’s own “homespun” malodic dicky (G4 278,
p. 381}, Hare ha speaks of the notes, breaths, bar lines and
phrasing. ~fou ses, the pressntaton of surytmy quite s pe-
cially revials that the melody mkes up the achial spirit and
carks iton. Fundamentally speaking. everything ebe does
rat add the spiritof the musical elerment, bairg at all events
a more or less illstratve akment”™ (p 39, Devastating
wardsT Who can dery that Swiner choss to face the crux of
tha matter? The inventon of visually affective, swoaping
choreography for extanded works is by far an sasier chal-
lerge Howsvar thatis, the eurythmic means can give “a par-
factly adequate revelation of the muscal damant” (p 86),
butonly when therestof Stainer’s sentence is mken toheart
“amultaneous devorion” ta detail and “managarment of your
by, Doartail s novar isolated. and “body™, of course, is ne.
ar mara body but an “instrumsent™ (p. 543

Mefonzartand tihe performers joeal

Howy agresable that Beinhard Wedemaler cites Christoph
Parer’s mestarplece® * The Lamguage of Mizsic Moz The
Mefagic Flure™ Lat us now take Momr's wall-known & major
&ndante theme (E.331. it was given a form by Steiner). &
eurythmist {2 Frau Cillert® similarly explains] might say:
First [ practiss tho scake in its inner dynamic from prima to
cctave and back again, starting on the sixth degres of tha
archetypal scale (tarmed “A” for short) and correspondingly
proceading for the whole exercise Thva into the physiclogy
of this partiaalar configuration in the eurythmic Instrumsnt
bagcally, of axparsion and contraction, not fargetting “in
the rarsitions™) as it comes o diflerentiated expression in
the arms. | feel the point of deparnre moving along the arms
I0A& 278 lecture T; miora bealowd.

Mooy, wo migpest, " hones thy expar anoes™ an 0 or “CE°,
wtr. incha way Harm Wedemadar imiplies - the qusstion s mis-
leadingly put &ny melody in tonal musc is experienced by
tha listenar and performar - survthmists too - s rdaion
sfuipe from start to finish, that is. degrees of the scale, malod -
i imtervals and real or implisd harmonic colouring {not to
spaak of rhythm, and 50 on). Who i it who “honestly expe-
riences” all this? Why. everybady who can bum a une! But if
tha above is the professional farmwlation of the sponta-
rels expariance of everyone (in varyng degress of awane-
riess -~ this embraces, oo, the question of the right keyl. then
thire must ba o wayal axpressing it all ina complets mus-
cal art-form - iIrstrumnen tal as well as eurythmic. And we all
knioer thers is. In every symphony, every Christmas carol.
wvary lullabey, “Thres bilind mice”™ and “Der Mord fsamipe
panger”, malody, harmony (heard or implied) and rhvthm
are expressed smulansously and are experienced simula-
mesusly (mot to manton timbre, dynamics, and so on) -
survthrmy can aspine toexpress it all. Only the intelkct has

to recognize and speak about one aspect at a tme. Furyth-
milc axparianca s sponpmreows and concm e, comiplataty and
witar bv. The termns 4" and “C&" are a bsracgons - and about
asusaful as a modern filing systern; usaful precisely for dis-
cussing music

Faturning to the plece by omart, it seams justfied for tha
rext paragraph simply o take up again the “first-parson”
sryle. My gostura, then, starts and ards in avperencs. Lam to
devalop visiblasi geing (this includes actve listening). Bagin
ning from the point of deparnre bereeen the shouldar-
blsdas, “out of the air, on o the air®, oo the third degres
{rraroeof awarene s in tha kower arm), 1 expand tothe fifth
{cormesponding places in the eurythmical irsmumeant, aspe-
clally af the arme). [ contract & maledic faurth and armive on
thi seoond degres, and procesd tocompletsa similar phrosa.
[ discovar the First half of Mozarts theme reaches to the fifth
degros (the “feeling third” of the archetypal key, soocalled
«Ex). Thi saoord halfstares on the fifthand resches the octave
loriginal *sivth”™ degres). All the nuances of degrees, melodic
iritervalk, brasths, and soonan practissd on thebasisof "ot
only but also” - as pol nied out befiore, doing “many different
things.. [with] smultaneous devotion” (G4 277a. p. 86). This
Iz artstc research - "a staying- avwa ke-while -falling-aslea p™
(C& ZT8, p. 9 the challenge, like any study of the luman
ki ng, s imitdass. Each tima, the discipline of the comiposar
guides myresaarch The ques tion of syl solves il f throogh
my attention to the musical ekemants. The soul lives e the
technigque (CAZT9, p. 10 cE CA2TE, p. T2

s it necossary tostata that normally we are notawara wirh
our feads of the relatdonship of the archetypal scale to tha
others? In fact “you must not be thinking™ (A 278, p. 813
witen carndng oo eenthoy, or art generally Fvan with
thinking. wacan't “think about thinking™ a refeesane dmeas
the creative act of thinking. But that dess not imply we are
reot imvited to think in prepa ringand eval varing that act. For
art, a5 Stainer goss on to confirm, everything i transkated
imto the language of kling - neither ar har Mot my
fiealing about my aches and pains noracontemplation of oy
renvel, but sharing, communicating, “in every branch of
survthmic acthvity” the fealing of “the parsonality, the whala
hwman being of the surythmist.. so that surythmy mey
becomae an expression of life itself™ (CA 279, p. 21), con-
crataly. in and through the surythmical imsrument. To
rapsat: not thinking notes and rests, but feeling them in
heaart and arrms.

With the Andante therne. I am unlikely ever toreach Final
satislction with my interpretacion. Bue that & the mus-
clan's experknce, oo - parhaps especially with Mozmrt Tha
lagendary virtuoso planist Michalangal evon gave up play-
ing Mot in public: “Toodifficult!” By conrast, toward s the
erd of hiscareer the planist Artur Schnabel declared that ha
chisa to play thoss vary composars whoss music be could
rvar dafinitivady play - Schubert, Besthoven and Mozart.
Twa attitudes to a problerm well-Encevn amongs: parforming
artists! These anecdotes underling the well-knoen fact that
artempied paven & beoming irerasingy re opdon. If
“spontansous” listening and “spontanecus” art s possibla -
“asecond innocerce” (Cliford Curzon) - then 1tis the fruit
of painstaking work. Alltha affortis worchwhibe, becausa, wa
bbierve, it is not only part of “the second chapier of euryth-
oy " IR Seednar, 1915 CA 27Ta. p 159). Tis athar mameis “tha
saoord halfof sarth evaluton”.
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Absolute Tone-Gesturas or not?

MNotes on Reimhart Wedemaer's reaction to Alan
Stott's two ardcles in the two previous Newsletiers

Hare- Ui o Kretsefmer. NL-Den Hoaag

At thia request of the editor, Twould ke to ansssr Beinhard
Wedemneiers article on the angle-gesnires in eurythmy with
acotpla of thoughts. Firsty, in his article Tam wory plosssd
thiat in thadiscussion on the aurythmic gestures ba seaks the
point of deparime in his own experience. It seams t© me
absahitaly contemporary to want b link the slamantany
artistic lawiuIness of eurythmy with vour autonomous esps-
rkence of the evidence. And for the fuhre of eurythmy itcould
ke the “Crotchen question”, whather surythmists move
something that they hava learnt, or whather they move what
has become something of their own through an experience
af innar comespondencs of the gestare Parbaps it s not 5o
wasy at all to decida on your cwn: What acmally is really
authentic artstic-spirimal experience? What do [ just guess
atthe beginning "What do Irely on through habsit and for that
reascn do notqueston any longer? What - in contrast to the
real - isonly imagiee dexperience, that in my own world with
all good intentiors 1 have @lked myself into, as long as |
believe in it? In this connection, the observaton can be
allrved that in the anthroposophical world thers is surely
much that would not heve bean spoken or written about if
thaauthentic sxperience had mally always bean the measure

The angle-gesnares pose a great difficul ty for such authen-
tic experionce. & b as | oan see, this Hes in the fist instanco
thiat an absolute experisnce of musical scund is probabdy for
mst peopha for a long time still music of the e Even if
you ame gifted with absoluta pitch - /.. you have an inner
capaclty to mamorize a plvched scund - it issdllquite anoth-

lothing of the notes, to which of course the singer also contributes. The actual process of singing does not lie in

ar question whather with the nota C the essenoeof s axpe-
rienced in contrast to the essence of E. F£, etc. et this would
be: thea asmampeion if you want fully to experencs the corre-
spondence of an angle-gestare in eurythmy To whom s it
givan, to kel authentic inner pain, when a sarythmist dooes
“wrong notes, thatis, thegestures forother nots, w they ae
heard? One afthe firsteurythmists -1 thin k itwas lloma Schu-
bmart — raported this from BudolfSeiner, whiosae harrehsars-
ing. For me personally. I feel irritaced when [ see “wrong”
notes, but Thave perkect pitchand can easily check it Never-
thiakesss, this feeling arises even If T do not corsciously look at
the comaceness of the angle-gestures, so that through this
feeling I so to speak bagin to awaken and register the “incor-
rectness” of the gesnores. ButTwoulkd not yet want to describa
it as a full experience of the agreemant of the angle with the
abschits tona, itis buta firststep toward it

Do eurythrmists axist who out of the movemsant Rally con-
scliously experienca the esential identty of angle-gesture
and what they hear? In any case mary surythmy studenis
cartainly inital by suggle with the note-gestures. Theacoma-
spordancs of the angle-gestures with the degress of the
scalke, whichonly C-major has. s here no more than a “bait”,
inordar to beygin to arriva at a folt musical expedence in tha
pasture, as the experience of the degres of the scale easily
miakes possible. Reinhand Wedamalar - as numeroos oury-
thmists already In Steinar’s day - consequantly questions
whether itwere not better. or in any cass “more cruthful”, to
uss the ange-gasturs ganaral by only as degres oftha scals,
regard ks of the key that you happan to b in and what the
absoluta notesare called. Even if [ agree of coursa with Rain-
hart Wademedar, that practising the ezperknce of the
degress i a very important and grataful task, and that he s
right that in thebeginning stages of muskc surythmychey did
ot yer in fact distnguish berwean ricte ard interval ges-
tures, wat stll I think that a usa of the angle-gestures for the
absolute tores is an im portant development of musk sury-
thry which should nat ba reversed - even if anly in tha
fuhire a generally full esperknce of the evidenca of the
angle-gesmires s able to arise, and that we are sull at the
stagaafl childhood. And this for tha follosing reasons

{13 Asa musical elernent, the note takes up a special place
becamse its essemntial matire does not lie inthe “in the inaudi-
He benseen tha notes”, which is the case with all the othar
musical elements - the imtervals, the harmonic relation-
shitps, pitch, rhythim and beat. We hava rathaer to kook for its
essartial nature * befuied”the aural impression In this sense
the nota is an absohite being,. in conirast to the above-man-
thioread @kemants which have to do with relacionships
bmrevean the notes. In “Eurythmy as Visible Singing ", the sec-
ored phasa of the development of music eurythrmy. Rudolf
Steinar deals with those relative alements of music, after he
had given already in 1815 the abscdute angle-peshires as a
pcture of the “singing process™ in the human being (just &
thio gastures fior spoech sounds ans in the human being. swo
further my book “Crundlagen der Toneurythmie™). What
happeres in the laryro and the nelghbouringorgans invisibly
whan singing is corsequently the bass of the angle-ges-
tuares, which Budclf Stainer points outin mumserous address-
as e g 2thFab., 1919). The singer. howaver, sings notes, not
dugress of tha scale. These only form - just as for example
majer—minor, pitch, note kngths, dynamics, efc. - the soul-
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the soul-colouring of the note but in the note production as such. Now, the eurythmic angle-gestures in my
experience are the only gestures with which one can really sing like a singer, all the other gestures are musical
fashioning of the “in-between”. Only as gestures for the notes as such is their “singing potential” really used up.
The degrees of the scale, major and minor zones, and so on, as they existed in the early days of eurythmy (Reinhard
Wedemeier mentions Elena Zuccoli’s books) are in my opinion only preliminary steps, “bait” on the way to a
real singing of the tones.

(2) It is the ideal of the really good singer, to let the musical sound manifest freely, i.e. freed in space from the
bodily nature. The ideal singing sound is consequently the one where we receive the impression as though it
sounded from the periphery, and not the one where we receive the impression that the singer himself is sounding.
The above-described singing process, consequently, culminates in the appearance of the sound in the
surrounding space. The same goes for the angle-gesture in eurythmy: It achieves its aim when the gesture calls up
the impression as if the musical sound appears in the surrounding space. Even if this does not always happen
—rather less than often —, the eurythmical angle-gesture carries the potential in itself. And here I personally have a
really authentic experience as an onlooker: I was fortunate once to have “seen” how the angle-gesture of a truly
sounding eurythmist was answered by a “beam of light” out of the periphery. Of course, the larger intervals are
connected to the periphery, but here there always remains a soul relationship between me and the periphery. But
the essence of the musical sound /ives in the periphery and to this I can build up no soul connection. It can only
answer out of the surroundings, as I say, under specific circumstances (more details again in

my book “Grundlagen der Toneurythmie”).

(3) With this, I have tried to describe that the nature of the eurythmical angle-gestures corresponds with the
nature of singing and the peripheral being of the musical sound (tone). A reduction of the angle-gestures into
merely an experience of degrees of the scale would stifle the potential of the angle-gestures and thereby rob music
eurythmy of its most essential dimension. The problem of the angle-gestures remain: Here we will have to remain
with a patient approximation of an authentic experience; eurythmy in a way has its future still to come. But I do
think if one can fully connect oneself with the singing and the peripheral quality of the tone-gestures regardless
of a specific angle — and this should be possible —, then we already have an experience of singing and sounding,
which can counteract the unsatisfactory situation with the angle-gestures, which mostly one can only learn out of
the musical score. And perhaps one approaches in time the being of the absolute musical sound (tone) and begins
to feel a little something of the character ofa “C”, and so on. Even the character the individual keys — C-major
might possibly reveal something of the note C — can possibly help here as another “bait”. For your own honesty,
this means in the meantime to live with the hypothesis, amongst other things also to trust Rudolf Steiner.

But when we look closely, don’t we do this, also with many other aspects of anthroposophy, wherever we do not
possess real spiritual vision, yet have at least a feeling trust which determines what we do? This does not mean a
blind uncritical trust, but one of which I can say: Of this and that I am certain, but here I live with something
about which I have so far only taken hold of one dimension, and where I am on the way some time in the future to
understand even more dimensions. What would be the alternative? No angle-gestures or only such as degrees of
the scale is for me no alternative, for the above-mentioned reasons.



