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Eurythmy is an Art of Movement and of Forms which 
SCULPTS THE SPACE 

around the moving human being. 
 

With the creative laws of space and of non-linear time as 
working elements, eurythmists move between 

two centers of gravity: 
 

THE HUMAN HEART 
and the PLANE AT INFINITY.  
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Intermission

El Jaleo (2013)* 

From Sargent's Women, suite for Solo Piano (2017)

Violin Sonata No. 3 in D minor, Opus 108 (1888)* 

Allegro 

Adagio 

Un poco presto e con sentimento 

Presto agitato 

Preludes No. 23 and 24 

From 24 Preludes with Postlude for Violoncello and Piano (1999)

Dolcissimo Uscignolo for Piano Trio (2007)*

Trio Revolucionario for Piano Trio (1974)*

Folia Orthodox* 

From Breviario per Nomadi for Solo Cello (2014) 

Calypso 

For Solo Cello (2017) WORLD PREMIERE

Pavane pour une Infante Defunte for Solo Piano (1899)*

Choreography by Gabrielle Armenier

*Performed in Eurythmy 

You are warmly invited to meet the artists in the 

Jacobs Room after the performance
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Eurythmy is an art of movement and of forms which supports three disciplines: 

Tone Eurythmy, performed to instrumental music; Speech Eurythmy, moved to 

the spoken voice, and Silent Eurythmy. Its gestures are ensouled without being 

subjective, lawful yet never mechanical. 

By raising the center of gravity from the hips to the human chest, eurythmy 

moves away from dance and seeks to set the space around the human body in 

motion. Eurythmy can be understood as a Sculpture process turned inside out: 

the material no longer the human body, but the space around it. 

Tone eurythmy is choreographed directly from the musical score. Inspired by 

the qualitative polarity of Goethe's words 'Music is liquid architecture, 

architecture frozen music', our gestures are derived from a close study of the 

human body in relation to space: interval gestures release the 'movement 

solidified to form' of the bones, while tone gestures divide the space around the 

body into a radiant architecture. 

A program of contrasts, Sol-ETUDES plays with polarities, alternating solos, 

duos and trios in dialogue one with the other. The following brief notes on 

eurythmy will address aspects of these relationships.  

The performance opens with El Jaleo, a piano solo inspired by the painting of a dancer. Elements of Flamenco can 

be seen echoed in the choreography, and colour characters are strong. Style is a key word. From the painting, the 

fixed instant of a staggering performance captured by the medium is something I worked with by bringing certain 

gestures to an abrupt halt. As the music develops large planes of movement contrasted by short and sudden 

elements, I must lose myself at the extremities and yet be able to crystallize a joint in an instant. The silence of the 

condors high up in the sky is an image I used as a starting point to choreograph this piece: like a vulture circling the 

skies, angular and decisive movements are carried by a delicate feeling. Space must be considered as great planes 

of stillness enlivened by gyrating gusts of energy.  

The great contradiction of the first two violin notes of Brahms' Violin Sonata forms the basis of the entire first 

movement. The piece opens with an ascending fourth, a contracting gesture felt in the wrist, but the rhythm 

ascends, short-long. To only express a contraction or an expansion does not satisfy one for long. As a eurythmist, I 

can never give myself over to either direction, but must express both simultaneously. The great Heaven/Hell 

dilemma of Brahms' music is heard in the opposition violin/piano: while one takes on a holy character, the other 

plunges into the murky depths. I've thus had to develop two types of arm qualities: joints that are air-filled and light, 

and limbs that seem to bear the entire weight of the body. 

I've worked with the 2nd movement as expressing intangible qualities of warmth. With the 3rd, various aspects of 

the movement of air; and focused on the expressive solidity of the 4th. 

How music unfolds in Time is a central point in how we develop 

a eurythmy form. Each piece unfolds Time in Space in a different 

way. Eurythmy forms, the writing down of a piece in space, bring 

elements of rhythm, melody or harmony to visible movement.  

All directions of space are opened up by facing the front at all times. 

Though practical, our everyday experience of space is very limited: 

it's always a frontal approach. But by reversing this relationship, 

eurythmists open up other realms of experience: moving backwards 

demands will and courage, moving forward allows one to sink into warmth 

and passivity; and to move sideways opens up a feeling of eternity. 

Abrupt changes of form and direction in Piazzolla's Revolutionary Trio are one of the rare instances I have gone 

against this eurythmical principle. Space here is torn apart, approached not in its continuity, but as upright planes 

and, as in a mirror-maze, one switches from the one to the other by tearing through tangible space.  



In Ravel's Pavane, pure feelings and the imagination of a little girl being told a story take over: this piece doesn't go 

anywhere, but travels a lot! It is grave and serious as children are. The story-like narration came to me after I had 

developed my costume. The complicated adult life of feeling has to disappear... gentleness takes over the rubato, 

least the simplicity of the piece becomes mechanic.  

Eurythmy costumes consist of three elements: a dress, a veil, a character colour. The dress colour gives the overall 

movement quality, the veil imbues this in a particular feeling, in a mood, and the character colour, which is invisible, 

but felt on certain parts of the body, chisels the gesture. Movement of the dress, feeling of the veil, invisible 

character of style.  

The horizontal lemniscate, feminine and all encompassing, of the arms encircling 

the human chest is contrasted by the masculine uprightness of the legs. 

In order to free the arms, the legs must know what to do. The calm of the arms does 

not come from the back, but from the legs. The stream of movement can then take over 

the back, and be seen in the arms. The cleaner the legs, the more invisible they become, 

the more peaceful the arms appear. When Georgy and I first performed Folia Orthodox 

a year ago, the choreography was full of movement. I moved, a lot! Burgundy dress with 

a white veil, it was more 'folia' than 'orthodox'. But within the context of Sol-ETUDES, 

another aspect of the piece shone through: no longer the force of the prayer itself, no longer  

the absolute stillness of a person in prayer, but the active meditation of a person observing himself praying. I worked 

with the resonance of the vowels 'Ah' and 'Oh', 'Ah' in eurythmy being the complete reception of the other in you, 

and 'Oh' the becoming of an inner world. 

The arc of our program, which began with the space-oriented El Jaleo, travelled through pieces linked more closely 

to Time elements, now ends with Dolcissimo Uscignolo. While the piano supported the strings from 'below' in the 

Piazzolla, it now plays from either 'within' or 'around' the strings. No longer an up/down relationship, but an inner/out 

one. Stanhope's geometrical approach to the keyboard and the visual design of his musical lines invited me to focus 

more on the rhythmical line of the piano. The trio is a play of extremes and beauty is found in the tension of 

equilibrium. The intelligence and elegance of the writing mirrors concepts of projective geometry: the most inner of 

the inner is the outer. And vice-versa. This type of narration, more energy-based than musical, opened up unseen 

fields of research in eurythmy. I faced questions such as: can a tone take on a consonantal or a vowel quality? What 

is the musical resonance of a joint? Are key-words such as 'light-filled', 'water-like', 'airy', 'earthy', truer expressions 

of a musical chord than the unfolding in time of a sequence of notes? Can Space be compressed, contracted within 

a joint to allow a subsequent greater release of it around the body? 

In the context of this program, the tonal system of Brahms' Violin Sonata is reversed in the Stanhope. 

While Brahms stands at the border of Classical music, we break through the doorway of the octave with Stanhope, 

and use the tension of the intervals of the 9th and 11th as anchor. 

Below are a few of the elements I focused on as I worked through both pieces: 

BRAHMS Violin Sonata 

The coloration of Time 

The laws of Time work from the center outward. 

Space is born by unraveling Time. 

For the Brahms, I had to learn my notes/intervals 

gestures first, while with Stanhope, those came only at 

the end of the process. 

With the Brahms, you do what is written. The more  

faithful you are to each note as a world in and of itself, 

the more the mystery of the music shines through. 

With Brahms the center has to be filled. It is music for 

the human chest. It has a human measure. 

STANHOPE Dolcissimo Uscignolo 

The coloration of Space 

The laws of Space work from the periphery inwards, 

giving form and shape. Time tends to become Space. 

As a eurythmist, the notes as such are of little interest in 

translating the piece into movement. Textures, the 

nature of elements, dynamics of sound, are much more 

satisfying elements to work with. 

In order to address the essence of the piece, you have 

to do all that is not written, but implied in the written. 

With Stanhope, the center must be an empty cage of 

resonance. It is a music of the limbs. 

Gabrielle Armenier



When in 2013 Yoonie Han invited me to compose a short piece for her, I thought of her ravishing recording of 

Granados’ Goyescas and her love of Spanish music and art. John Singer Sargent’s painting El Jaleo – a stunning 

take on flamenco music and dance – soon suggested itself to me as a point of departure. 

In El Jaleo (2013) I have tried to evoke the cultivation, the ornament, the vocal style, and the measured 

intensification of flamenco performance. The piece alternates between graceful dance and hypnotic song, tracing a 

gradual acceleration and crescendo to the frenetic climax, el jaleo, captured in the painting. 

MUSIC PROgram Notes 

Wiprud, El Jaleo

Brahms, Violin Sonata #3

Theodore Wiprud

Brahms spent the summer of 1886 at Lake Thun in Switzerland. He had just completed his Fourth Symphony, and 

now–in a house from which he had a view of the lake and a magnificent glacier–he turned to chamber music. That 

summer he completed three chamber works and began the Violin Sonata in D Minor, but he put the sonata aside 

while he wrote the Zigeunerlieder (“Gypsy Songs”) and Double Concerto for Violin and Cello, grumbling that writing 

for stringed instruments should be left to “someone who understands fiddles better than I do.” He returned to Lake 

Thun and completed his final violin sonata in the summer of 1888. 

Despite Brahms’ customary self-deprecation, his writing for stringed instruments could be very convincing, and the 
Third Violin Sonata is brilliant music–not in the sense of being flashy but in the fusion of complex technique and 

passionate expression that marks Brahms’ finest music. The violin’s soaring, gypsy-like main theme at the opening 

of the Allegro is so haunting that it is easy to miss the remarkable piano accompaniment: far below, the piano’s quiet 

syncopated octaves move ominously forward, generating much of the music’s tension. Piano alone has the second 

theme, with the violin quickly picking it up and soaring into its highest register. The development of these two ideas 

is disciplined and ingenious: in the piano’s lowest register Brahms sets a pedal A and lets it pound a steady quarter- 

note pulse for nearly 50 unbroken measures–beneath the powerful thematic development, the pedal notes hammer 

a tonal center insistently into the listener’s ear. Its energy finally spent, this movement gradually dissolves on 

fragments of the violin’s opening melody. 

The heartfelt Adagio consists of a long-spanned melody (built on short metric units–the meter is 3/8) that develops 

by repetition; the music rises in intensity until the double-stopped violin soars high above the piano, then falls back 

to end peacefully. Brahms titled the third movement Un poco presto e con sentimento, though the particular 

sentiment he had in mind remains uncertain. In any case, this shadowy, quicksilvery movement is based on echo 

effects as bits of theme are tossed between the two instruments. The movement comes to a shimmering close: 

piano arpeggios spill downward, and the music vanishes in two quick strokes. 

By contrast, the Presto agitato finale hammers along a pounding 6/8 meter. The movement is aptly titled: this is 

agitated music, restless and driven. At moments it sounds frankly symphonic, as if the music demands the 

resources of a full symphony orchestra to project its furious character properly. Brahms marks the violin’s thematic 

entrance passionato, but he needn’t have bothered–that character is amply clear from the music itself. Even the 

noble second theme, first announced by the piano, does little to dispel the driven quality of this music. The complex 

development presents the performers with difficult problems of ensemble, and the very ending feels cataclysmic: the 

music slows, then suddenly rips forward to the cascading smashes of sound that bring this sonata to its powerful 

close. 

Eric Bromberger



Piazzolla, Trio Revolucionario

Ravel, Pavane pour une Infante Defunte

Eric Bromberger

Eric Bromberger

As a young man, Astor Piazzolla learned to play the bandoneon, the Argentinian accordion-like instrument that uses 

buttons rather than a keyboard, and he became a virtuoso on it. But his musical path was not at first clear: he gave 

concerts, made a film soundtrack, and created his own bands before a desire for wider expression drove him to the 

study of classical music. He received a grant to study with Nadia Boulanger in Paris, and it was that great teacher 

who advised him to follow his passion for the Argentinian tango as the source for his own music. 

Piazzolla returned to Argentina and gradually evolved his own style, one that combines the tango, jazz, and classical 

music. In his hands, the tango–which had deteriorated into a soft, popular form–was revitalized. Piazzolla transformed 

this old Argentinian dance into music capable of a variety of expression and fusing sharply-contrasted moods: his 

tangos are by turn fiery, melancholy, passionate, tense, violent, lyric, and always driven by an endless supply of 

rhythmic energy. 

The Trio Revolucionario is a transcription for piano trio by José Bragato of a work Piazzolla had originally composed 

for one of his large ensembles in Buenos Aires. The most remarkable thing about this music is its rhythmic vitality: 

over its four-minute span the Trio Revolucionario almost boils over with a white-hot energy. But this energy is made to 

seem even more intense by Piazzolla’s imaginative metric subdivisions. The Trio is in a straightforward 4/4, but 

Piazzolla will often subdivide that meter so that the eighths are pulsed 3+3+2, an unexpected subdivision that keeps 

listeners–and performers!–slightly off-balance. This rhythmic vitality is intensified by Piazzolla’s constant syncopations 

and by phrasing that has little to do with the barlines (try counting 4/4 along with this music!).  Bragato’s arrangement 

for piano trio sometimes has all three instruments in unison, sometimes sets the strings in octaves against the piano, 

and–near the end–offers the violin a florid cadenza. 

Ravel composed the Pavane pour une infante défunte (“Pavane for a Dead Princess”) for solo piano in 1899, when 

he was 24, and it became his first significant success. A pavane is an ancient dance of stately character and in 

duple meter, probably of Italian origin. There is an old custom that during periods of mourning in the Spanish court, 

a pavane might be danced before the funeral bier. Ravel may have been referring to this custom when he chose 

the title for this music, though he later admitted choosing it simply because he liked the sound of the words. He is 

quoted as saying: “Do not attach to the title any more importance than it has. Do not dramatize it. It is not a funeral 

lament for a dead child, but rather an evocation of the pavane which could have been danced by such a little 

princess as painted by Velazquez at the Spanish court.” 

The Pavane opens with the simple but haunting main theme. The piece is in rondo form, with the theme treated in 

three episodes, developed and harmonized differently each time. Ravel is said to have become tired of the 
Pavane’s great popularity, and he is known to have insisted that the music be played straight: without 

sentimentality or undue expression.  This did not prevent his making the famous crack–after sitting through a dull 

performance of the Pavane–to the pianist: “I have written a pavane for a deceased princess, not a deceased 

pavane for a princess.”  In 1910, Ravel orchestrated the Pavane, and the music has become well-known in this 

version, in which the opening statement is a famous solo for French horn. 



Gusev, Calypso

Gusev, Folia Orthodox

When Gabrielle Armenier commissioned me to write a piece for this recital, I spent a long time searching for 

inspiration. Greek mythology came to my help, and Homer in particular. From Books 5 and 6 of his Odyssey, I took 

the story of Odysseus imprisoned by Calypso on Ogygia for 7 years, with no possibility of getting back to his wife 

Penelope and to their son Telemachus. 

I have related to the myth of Odysseus since my childhood, as my great-grandfather Pyotr Ilyich Ilyushkin was a 

commander of the guard of Nicholas II - the last emperor of Russia. Being a great man of honor, he was awarded 

during World War I four 'Cross of Saint George'. He was later emprisoned by the Red Army during the 1917 

October and subsequently condemned to death. He survived and fled to Japan, but unable to live far from his 

homeland, moved to Harbin, China, near the Russian border. It was only years later that he returned home to his 

wife and children under a false name. 

WORLD PREMIERE

The piano trio repertoire is replete with references to folksong, with trios by Schubert, Smetana and Dvorak among 

the best examples. In composing this piece I initially toyed with some more out-of-the-way folk music sources, but 

in the end decided to follow a slightly different path and explore the notion of song within the context of an 

instrumental composition through the conduit of a madrigal. 

I was drawn to Monteverdi's madrigal Dolcissimo Uscignolo not only because because of its heartbreakingly 

beautiful melody and luminous harmonis style, but also for its textual playfulness about the nature of song. In this 

madrigal, the poet reflects yearningly on the beauty of the nightingale's song, its joy and freedom in flight. This is 

contrasted with the earthbound misery of the poet who says he has no use for song. In essence, the madrigal deals 

with conflicts and feelings about duty versus pleasure. 

Fragments of the madrigal are heard throughout this single-movement Trio somewhat in the manner of half- 

recalled memories, forming the motivic basis of much of the material. As a result, the piece is quite melodic in 

parts, even though a wide range of expressive instrumental devices are used, ranging from overtly tonal material, 

through to more jagged, spiky textures. 

The structure is a broad arch shape: the slow and reflective music of the opening and closing acts as an outer 

frame to a long central section which is fast, dance-like and exuberant. Throughout this central section more 

madrigal fragments are introduced in a series of conjoined episodes, exploring a multiplicity of instrumental 

techniques and sonorities. 

The piece climaxes as repeated rising patterns in the piano as ascending arpeggio figures in the strings seem to 

wind a coil very tight, ready to release in a celebratory passage based on a descending circle of fifths - a device 

much loved by composers of the early Baroque such as Monteverdi. Longer passages of the madrigal now flow. 

But to blur the edges, what is direct quotation and what have been subjected to elaboration is not always apparent.  

Stanhope, Dolcissimo Uscignolo

Georgy Gusev

Georgy Gusev

Paul Stanhope

The idea of writing a piece based on the roots of European Catholic and Russian Orthodox choral traditions came 

to me at the time of my study at Moscow Tchaikovsky Conservatory, as I was researching Byzantine influence on 

melody and harmony of European 'Folías de España' and orthodox chorales. 

I came back to this work on harmonic progression while in Rovinj (Croatia) in 2014. I then decided to write my own 

variations as an answer to Marin Marais well-known 'La Folia'. 

To realize this idea I took 'The Holy Grail' theme by John Williams and mixed it with an original orthodox chorale. I 

created a completely new structure articulated around seven variations. Folia Orthodox was recorded in my 2015 

CELLO DRIVE album. A short movie was filmed that year using this audio track. 

When Gabrielle Armenier and I first performanced this piece in Los Angeles in October 2016, I was excited to see 

how my Folia fit well with eurythmy. Since then, our interpretation of Folia Orthodox has changed a lot. We will here 

present a shorter version which emphasizes the rhythmic and dynamic progression. The first variation was cut, and 

the main theme heard at the beginning as a question, is answered at the end of the piece.  



BiograPhies

Azer Damirov 

Laureate of numerous national competitions, Azer Damirov is a 

recipient of the Russian Ministry of Culture's Stipend. Winner of the 

American Protégé International Competition of Romantic Music, he 

first performed at Weill Recital Hall at Carnegie Hall in 2012. 

Azer began his musical studies at eight years old. He was accepted 

into the Tchaikovsky Moscow State Conservatory six years later, in 

the class of Professor Maria Keselman. Graduated in 2007, he went 

on to receive a Bachelor of Music from Boyer College, Temple 

University (class of Professor Schmieder), completed his Master’s 

 (2013) and is now pursuing a Doctoral degree in Music Performance. 

Recognition of excellence include the 14th Andrea Postacchini International Violin Competition Prize, Fermo, Italy 

(2007) and the iPalpiti Prize, granted by iPalpiti Festival of International Laureates, Los Angeles, of which he is a 

member since 2009 and whose performance venues include the Kimmel Center, Carnegie Hall, and Los Angeles 

various Los Angeles performance venues. Azer has participated in Festivals and Masterclasses in Dortmund, 

Germany, in the Britten-Pearce Orchestra, Great Britain, and in the Volga Regional Young Symphony Festival. 

He formed the Philadelphia-based Trio Amaranth in 2014. 

Georgy Gusev

A graduate of the famed Moscow Tchaikovsky State Conservatory 

and Accademia Nazionale di Santa Cecilia in Rome, Georgy 

performed at major festivals and venues worldwide along/and with 

world-renowned musicians, such as Natalia Gutman, Valery Gergiev, Vladimir Spivakov, Yuri Bashmet, Giovanni 

Sollima, Enrico Dindo, Rocco Filippini, Andrey Gavrilov, Eliso Virsaladze, Boris Andrianov. 

In 2011, in Moscow, Georgy founded GOSH Projects - a nonprofit organisation, whose task is to open the 

boundaries of Russian Federation for the comprehensive cultural exchange between Russian and foreign artists. 

He is also a founder of the International Music Festival “Masters of Music” held each year in Moscow since 2013. 

In 2016 Georgy moved to Los Angeles in order to work on development of his musical multimedia projects, which 

he himself calls as a "Musical theater of the future". In the past year he had a chance to work with multi Grammy 

Awards winning composers, producers and performers such as Randy Jackson, Walter Afanasieff, Kenny G, 

Kenny "Babyface" Edmonds and others. 

"Amazed by his talent, musicality and technique! Georgy is a 
rare example of a musician who manages to connect knowledge 
and respect for musical tradition with his own creativity and 
gorgeous talent. Certainly he’s one of the most intriguing young 
musicians that we must respect as important for the culture’s 
future." - Mstislav Rostropovich



Brigitte Armenier

Recognized for her compelling intensity and lustrous tone, French pianist 

Brigitte Armenier has had a most unusual path. A graduate of the 

Conservatoire de Musique in Avignon, France, she studied there from 

6 to 16 years old. She then stopped playing entirely for the next twenty 

years. 

It is thanks to the understanding she developed working with Biodynamic 

Agriculture with her husband Philippe Armenier on their vineyard 

Domaine de Marcoux, Chateauneuf-du-Pape, that she found her way back 

to music. Autodidact since then, she recorded a CD of solo piano repertoire, 

Analogos: Between Music and Biodynamic Agriculture which includes a 25 page written interview. 

She lives in California since 2001 where her husband is the main Biodynamic consultant on the West Coast. 

Collaborations with her daughter Gabrielle include a lecture-performance at Harvard Divinity School with Juilliard 

Principal Conductor Murray Colosimo; also in their common repertoire are Liszt's Les Annees de Pelerinage, a 

selection from his masterwork suite, which will be given at the Lincoln Theater, Napa, in April 2018. 

Gabrielle Armenier

French eurythmist Gabrielle Armenier trained in ballet and modern dance 

before undertaking the four year full-time eurythmy training in Spring 

Valley, NY. She holds a Bachelor in Eurythmy Pedagogy from the Den 

Norske Eurythmihoyskole, Oslo (2013) and a Masters in Eurythmy 

Pedagogy from the Freie Hochschule Stuttgart (2014). 

She founded the Gabrielle Armenier Eurythmy Agency in the Spring 

of 2016 and is currently collaborating with professionals in the fields of 

the Arts and of Higher Education. Highlights of the Agency's projects 

include: a lecture and eurythmy performance at Harvard Divinity School; 

a eurythmy solo with violinist Elena Hirsu at David Geffen Hall, Lincoln 

Center in January 2017, in a performance hosted by Performing Arts 

Educators; a first Carnegie Eurythmy Recital with violinist Lee-Chin Siow and pianist Svetlana Smolina in 

February 2017; a presentation on the sense of touch explored through Eurythmy and Sculpture at the University 

of Texas, in collaboration with Stephen Hawks. 

Upcoming events include Liszt's Les Annees de Pelerinage at the Lincoln Theater, Napa Valley with pianist 

Brigitte Armenier. 

Eurythmy is an Art of Movement and of Forms which sculpts the space around the moving human being. 

With the creative laws of space and of non-linear time as working elements, 

eurythmists move between two centers of gravity: the human heart and the plane at infinity. 

The Gabrielle Armenier Eurythmy Agency is committed to developing the movement art of eurythmy. 

Its main areas of work are eurythmy performances and artistic collaborations within the fields of the 

Arts, Humanities and the Sciences. 

For more information, visit: 

Gabrielle Armenier Eurythmy Agency

www.eurythmyagency.com
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