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Abstract

Furythmy is an art of movement that expresses music and speech. This dissertation explores
eurythmy's musical field, called tone-eurythmy, in its multifaceted appearances, background
and within its philosophical context. Tone-eurythmy, carried out by performers moving in
space and time, makes music visible. It transforms music into a new movement-art form, that
of audible-visible music, by expressing musical components as well as the arlislic inlentions
within a composition and those held by the performing artists.

The dissertation examines how musical concepts are seen by eurythmists to integrate ideas
of wholeness and to understand music as both audible and inaudible. It draws on studies
and findings from music psychology to show distinet effects of musical elements on the
human being, and to indicate the similarities betwveen those and the qualitative expressions
of music through tone-eurythmy. By drawing on a set of archetypes and their modifications
for various musical styles the work further demonstrates in specific detail how tone-curythmy
expresses elements of music in movement. And it provides an overview of, and analyses, the
manifoid expressions and choreographic elements that were applied in the choreography and
performance of a series of eurvthmy pieces that were required for the performance component
of the programime of study.

Both music and movement (dance) are performance arls in which performers must be conscious
of time. In movement such consciousness is expressed through the human body’s movemenl in
space. A primary concern of the study is how notions of time and insights for differentiations of
time are handled in eurythmy. The study concludes with a discussion of the role of kairos time

in eurythmical choreography and performance.



Dedication

I wish to dedicate this project to the founder of Burythmy Rudolf Steiner, who addressed the

artists of Eurythmy as follows:

“You will, then, have lo do many different things simullancously, and by means
of this simultanecus devotion to one thing or ancther, it will be possible for vou
i the whole management of your body to go beyond yourself and to enter into
the movement in such a way thal you will succeed in giving a perfectly adequale

revelation of the musical element.” ™

* Steiner: 1998 [1924]:36
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