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INTROdUCTION

by Thomas C. Daly

T is necessary to suggest to readers of these liner-notes, who may not already be experienced
devotces of Gurdjicf's teaching as a totality, that each of these individual items recorded
here is not a complete “thing-in-itself” as are the items in the Gurdjieff/de Hartmann non-

Movements sheet-music published in Germany by Schott Musikverlag with macching recor-
dings published by Wergo. Those are complete in themselves, and were played regularly by de
Hartmann to his dying day in the years I knew him, still studying them for further under-
standing.

No, each of these is a recorded sound-track piano accompaniment of a complex Move-
ment which becomes a “thing-in-itself,” a wholeness to learn from, only when it is being
worked on with full attention by each and every member of a Movements class, together with
a trained Movements teacher and Movements pianist. Normally there is no audience, no spec-
tator, except the self-observer of cach member of the class. A recording of the piano score ar
best is a suddenly fixed and partially deadened form of a musical adjunct thar needs to be capa-
ble of shifting tempo and volume according to the teacher’s needs and depending on the
pupils’ capabilities and the mood of the day.



Trying to learn something basic about the Movement itself from playing and replaying the
recording is like trying to understand something basic from a Shakespeare play from reading
the title and the dramatis personae, or from a list of the stage props, or from looking at photos
of the period costumes.

So, don't expect from these recordings something which cannor be received. Wim van
Dullemen has done his very best 1o express his inner feclings of the Movements by his own
playing of the music. We have helped him to correct everything as closely as possible o the
structure and details of the Movements they accompanied, as required by Madame de Salz-
mann for use in the Memorial Demonstrations at the Fortune Theatre in Drury Lane, Lon-
don, May 18 and 19, 1951.

But if, for some reason, you should be touched in some deeper recess of your feelings by
one or another of these picces and are moved often to hear it again, | suggest to you not to
make listening a habir, but, each time thar the urge comes upon you, try to sense or feel where
in your body you are most touched by it, and then ponder where it comes from, and what
work was done on different levels to bring this fragment of truth to you. Then one can help
vou to seek for yourself the mental knowledge, emotional openness and physical effores that
can bring to one’s whole life more meaning of the quality that touched you in the first place.

In token of this, we offer for your contemplation some paragraphs in Gurdjieff's own
words thar best explain this quest for wholeness in relation to Movemenis. They occur among
his answers to questions from the audience after one of the New York Demonstrations (Febru-
ary 29, 1924), in which he said:

“You saw our Movements and dances. But all you saw was the outer form of beauty, tech-
nique. But I do not like the external side you see. For me, art is a means for harmonious devel-
opment. In everything we do, the underlying idea is to do what cannot be done auromarically
and without thought.

“Ordinary gymnastics and dances are mechanical. If our aim is a harmonious development
of man, then, for us, dances and Movements are a means of combining the mind and feeling
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with movements of the body and manifesting them rogether. In all things, we have the aim o
develop something which cannot be developed directly or mechanically which interprets the
whole man: mind, body and feeling.”

The above remarks mesh beautifully with the only passage known to me in which
Gurdjieff speaks specifically about “listening to music while doing the Movements.” In this he
perhaps startles our expectations with the following statement (Views from the Real World, p.
228): “One thing is important: while performing all the given external tasks to the accompani-
ment of music, you must learn from the beginning not to pay attention to the music, bur o
listen to it automarically. At first, attention will stray to the music from time to time, but later
it will be possible to learn to listen to music and other things entirely with automatic atten-
tion, the nature of which is different.

“Itis important to learn to distinguish this attention from mechanical attention. As long as
the two attentions are not separated from one another they remain so alike that an ignorant
(unprepared) person is unable to distinguish between them, Full, deep, highly concentrated
attention makes it possible to separate the one from the other. Learn to know the difference

between these two kinds of attention by taste...”

From other talks using the same terms, it is possible to pin-point the four kinds of atten-
tion involved here, and the sources of them in our own being, In order of ascending level of
hydrogens in us, they are:

\—mechanical attention, located in our “formatory apparatus”, the inborn activator of our
“personality” as Gurdjieff defines it. Not an essence center. It is, in fact, the chief source of
interference during Movements.

32— automatic artention, cmanating from our essence’s instinctive-moving center, dealing with
the perceptions and responses of our physical organism.



3—emotional astention, from our essence’s emotional center, and

a4—mental atrention, from our essence’s true mental center (as opposed to the “apparatus”).
Gurdjieff comments thar: “Full, deep, highly concentrated attention” (that is, when they all
are acting together) “makes it possible to distinguish 2 from 1, and advises us to “learn to know
the difference between these two kinds of attention by taste.”

On reflection, one can say that everything in Gurdjieff's Fourth Way teaching aimed at the
harmonious development of man is centered on simultancous work of all his three brains
together. Anything less is as nothing for a “three-brained being” of the planer Earth. A “two-
brainer” is better than a "one-brainer,” but those are meant for Nature's ordinary animals,
which no self-respecting “three-brained being” should be satisfied with. Bur to confuse even a
“one-brainer” with a "no-brainer”—that is, one who is run by his formatory apparatus—is a
“no-brainer” in itselfl It is the peculiar defect of “Hassein's favorites” on the planer Earth,
which Gurdjieff set out 1o destroy.

© Thomas C. Daly, Montréal, July 2001

Thomas C. Daly has hiad over lorry years of experiexce in the production ol documestary
films for the Narional Film Board of Canada, where he was Executive Producer during th
Board's most celebrared and creative years. Already [amiliar with the books of Ouspensky
from The age of Tex, e Thex became drawn 1o Gurdiiefl's writings. He mer the de Harimanns
in 1951 and i1 was in his parents’ apartment i Toronto thar the first Canadian group 100k
shape.

When Thomas de Hartmany died, Olga de Harmmans developed the Guadijiell Foundarios ol
Canada in Mantrial, and on her death, lefr Thomas C Daly 10 contisue her work thege,



Thomas de HARTMANN'S music
for Gurdjiefl's ‘39 Series’

by Wim van Dullemen

il NEXiSTE pas d’ART SANS ASPECT MAGIQUE

il n'existe pas de haure magie sans Grand art™

There exists no art without a magical aspect;
There exists no great magic without great art.
Valentin Bresle, 1957



Gurdijieff's Movements and European Arr
The esoteric teacher Georgi Ivanovirch Gurdjieff
(1866-1949) left a legacy of unique diversity. Be-
sides his three books, which present an original
on of

posed over 200 musical pieces, in collaboration
with the Russian composer Thomas de Hart-
4
body of some 250 dances and physical exercises

mann (1885-1956), and created an intrigui

called “the Movements.” No doubt the Move-
ments were intended as the spearhead of his
teaching, and he once wrote that he wanted to be
known simply
For many, the first impression of the Move-

s a “teacher of dancing.” (2)

ments will be like a revelation, because they will
be different from anything they will have seen
betore in the world of dance; for those who
have practised the Movements often, they are
known as “Sacred Dances.” The Movements
can make an extraordinary impact on the
dancers’ psychological state, expanding their
awareness into new arcas of experience. Mme.
Solange Claustres, a personal student of Gur-
dii::fr for seven years (1942-1949), describes
them as, “An objective form of art... a con-
struction of grear beauty thar we cannot
fathom, but which contains the law of the evo-
lution of human consciousness, I'hey express
how and in which direction that progression
has to go and as such they are a ‘school’ in the
real sense of thar word.” (3)

Although the origins of these dances have

d- Iht’ “"i\ﬂ'&f |Illl| man |'I(' .Il\ﬂ com-

The Teacher of Dancing in Paris, 1949
been the subject of considerable 5pc.:u|.uion

and mystification—there remains little doubr
that Gurdjieff created most of them himself. As
Mme. Solange Claustres states: "A number of
these dances stem from the Middle and Far East

where Gurdjieff studied them during his travels,

visiting religious communities or special ethnic
groups, bur the majority he created himself.” (3)
If we ask ourselves what is really new abour the

Movements, we must consider them in relation



to the works of other prominent artists active ar
the same time. A whole library could be hlled
with writings about Gurdjieff's philosophical
and psychological ideas, but a comparative
study regarding his Movements has never been
made. What is offered here is just the sketch of
a beginning.

_'\L'cnrding to one of his own explanations,
the aim of his Movements was to assist the

“harmonious development of man,” by a

bie 39 Sewies’ Lord Have Mercy (N11), 197

mind and feeling with

movements of the bodv, and manifesting

them together.” (4)

This is a development that can never happen
mechanically, by accident or by itself, and
which stimulates the development of something
that, Gurdjieff said, “interprets the whole man:

4) The division of

mind, body and feeling
man into body, emotions and intellect was not

uncommon in the writings of the Russian Sym



bolists (5) (6) and also brings to mind the work
of Frangois Delsarte, Now regarded as one of

the founders of modern dance, Delsarte taught,
in the mid-ninete

th century, a system relating
all human expressions to one basic law, his Law
of Three.

Painter and choreographer Oskar Schlemmer
was another pioneer fascinated by the threefold-
ness of man, as shown by his Triadic Ballet, first
performed in 1916 with music by Paul Hinde-
mith. By 1923, when he worked for the Bauhaus
in Weimar, he had already fully developed his
geometrical concepts of the human body, which

were in dramaric contrast with the then prevai

A 1ypical example ol Dalcroze's approach
Example of the geometrical concepr of the human body as
emploved by Oskar Schlemmer

ling Aowing

d free expressions of Isodora

Duncan. Schlemmer, moreover, was able to

explain the deep significance of geometric body
d s

aision. His hgure-drawings are certainly evoca

!‘Ii\ll 10Ns W Ilh an -l\lill'li\hl

ionary pre-

tive of the powerful abstract body-positions
employed by Gurdjietf in his stage presenta-
tions the very same vear. (8)

Schlemmer's involvement with dance took
shape through his collaboration from 1912
through 1916 with Albert Berger, a soloist with
the Royal Opera Baller, and his wife, the dancer
Else Hotzel. The little-known fact that Berger

and Hijrzel were influenced by the dances cre-



ated by Emile Jacques-Dalcroze shows us an
interesting historical connective pattern. (9)
The strongest parrallel with Gurdjieff's Move-
ments is to be found in Dalcroze's approach,
especially in his rhythmically orchestrared body
movements that liberated his dancers from the
constraints of Classical ballet.

It is reported that on the night of the first
demonstration of Gurdjieff's Movements in
Paris on Thursday, December 13 of 1923,
Dalcroze’s students protested in front of the
theater, shouring “Tricheur! Voleur!” (“Chear!
Thief!") as if Gurdjieff had stolen his ideas from
Dalcroze. (10) It is highly unlikely that Gur-
djieff would have been in the least interested in
any European who had developed something
comparable to his own work, let alone copy it
but the existence of these similarities demon-
strates that Gurdjictf was submitted to the mys-
terious force by which, in any given cultural
period, the same experiments arc performed
simultancously by independent and geographi-
cally separated people.

Gurdjieff appeared to have used his books,
music and dances to mutually sustain and
enhance one another. (11) The concept of
Gesamtkunstrwerk (“whole-art-work”), first used
and propagated by Richard Wagner, deeply
influenced Russian Symbolism, in which the
merging of different arts was to call forth a new
vision and ultimarely a new form of being, as in
a religious service. The aims of Gurdjieff’s art,

“UECHD DES CHANPS-ELYSEES
DEMONSTRATIONS

L e

oe LINSTITUT
ou DEVELOPPEMENT
HARMONIQUE
DE L'HOMME

PRE GAN LM AMSIERDAM

~

G. GURDJIEFF |

Annouscement ol Curdjiell's Demonsirations (v
Decembin, 1925

albeit not its form, are reminiscent of Symbao-
lism. It is noteworthy that both the composer
Alexander Scriabin and the painter Vassily
Kandinsky, who were to develop the concepr of
Gesamtkunstwerk further into the area of “syn-
aesthesia”, were personal friends of Thomas de
Hartmann.

Movements represent the result of an ulti-
mate effort by Gurdjieff to re-install in the life
of people the importance of dances and physical
exercises in the processes of self-development.
In this sense Gurdjieff's Movements can be seen
as a new liturgy or ritual. They can be a point of
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reference and study, and can assist transforma-
tion both on an individual level and on the level
of our socicty as a whole.

The Earlier and the Later Movements
Gurdjieff created his Movements in two periods
of his life: the first from 1918 until 1924, the year
of his almost fatal car-accident, and the second
from 1939 until his death in 1949. The earlier
ones were performed on stage in 1923 in Paris
and in 1924 in America and consisted of obliga-
tory exercises, work-dances, dervish dances, a
group of women's dances and several elaborate
prayer-rituals and ceremonies,

During the last decade of his life, Gurdjieff
organised Movements classes for different
groups almost every day and gave scores of new
Movements and exercises until his death in
1949. In this period, he created what became
known as the “39 Series.”

An important difference between the old
Movements and the new exercises is in their
musical accompaniment. Gurdjieff composed
the music for his early Movements in co-opera-
tion with Thomas de Hartmann. (31) The
music for the 39 Series was composed by de
Hartmann after Gurdjieff's death. This time he
had to compose alone, without GurdjiefTs gui-
dance, bur he used the same style as in his ear-
lier musical co-operation with him.

Although there were two main periods for the
creation of the Movements, we find it useful to

12

divide them into three categories:

1—The older Movements, stemming from
Gurdjieff's first stage of teaching. These were
practised for § to 6 hours a day by the whole
group of Gurdjief's pupils from 1918 until the
demonstrations in 1923 and 1924. (12) Of these
Movements a roral of 27 are remembered and
practised until this day in authentic transmis-
sion-lines stemming from Gurdjieff. The Six
Obligatories belong to this group. The Obliga-
tories belong to the very first Movements Gurd-
jict gave as carly as 1918 in Tiflis, Georgia. As
their name already indicates, cach new student
had to learn these exercises first before she or he
could participate in the regular classes. Of sever-
al other Movements used in the early demonst-
rations, only the music remains because the
dances themselves have been forgotten or were
too difficult to reconstruct.

2—The 39 Series, the set of 39 Movements
selected by Gurdjieff out of the multitude of his
new exercises given from 1939 until his death in
1949. He recommended these for further practi-
ce and he considered them completed. In facr,
the prominence of these 39 among his other
attempts was so obvious that, when Gurdjieff
asked Thomas de Hartmann to compose music
for his newer exercises, everybody understood
he was talking about these particular Move-
ments, (13) After Gurdjicff's death, Thomas de
Hartmann composed the music for this Series;
but only for 37 of them because, for two of the



39, the pianist is required to improvise,

3— The remainder of the new exercises that
have been remembered and are still practised.
These vary from the most complicated exercises
with separate roles for every dancer in the class
to short fragments for study of a certain rhythm
or of a certain body action. Mme. Jeanne de

Sal who rep d Gurdjiefl's work in
France after his death and through whose acti-
vities many of those newer exercises have been
preserved, explained once that it had only been
possible to remember a minority, some 25 per-
cent, of all the exercises thar Gurdjieff taughr.
(14) Thomas de Hartmann wrote music for
fifteen Movements of this group, eight of which
can be heard on our previous 2-co set Gur-
djieff’s Music for the Movements. (15) Over the
years many of the remaining Movements of this
last group acquired their own musical accom-
paniment through the dedicated efforts of other
composers associated with Movement classes,
such as Alain Kremski and Edward Michael as
well as many amateur composers.

The “39 Series’

The last decade of Gurdjieff's life, the second
stage of his Mavements teaching, was one of
extraordinary creativity, "Our group had a class
once a week,” remembered Mme, Solange Clau-
stres, “and he taught ar least one new Movement
in cach one of them. This continued for the
seven vears | was in his classes! He demonstrated

the new Movements, but rarely explained much
abour them. His presence was so strong —it lit-
erally filled the whole place—thar you could ab-
sorb the new exercise in a direct way. No further
explanarion was needed. It was never allowed to
make choreographic notes, because this activity
would reduce our first and complete impression
to an analytical or rational artirude.” (3)

Gurdjief's stream of creativity was confirmed
by another pupil, Mrs. Jessmin Howarth, a cho-
reographer at the Paris Opera and a pupil of
Dalcroze before she joined forces with Gur-
djief: “He used to come every evening with
three or four absolutely new attempts.” (16)
Those who were in his classes ar that time
described Gurdjief's creativity to me as an
empirical experiment of great intensity, lasting
years, He made a supreme effort to develop
exercises that would help people to strengthen
their awareness, will and power of attention.
Sometimes he was weak or sick and had o sup-
port himself, leaning against the piano to keep
standing, but kept on working.

It was also explained to me that GurdjicHf stu-
died the results of each new Movement he gave
by obscrving the state of the people in the class.
Many of his new exercises did not reach the
goal he had in mind. It is reported that someri-
mes he went away during the classes, to come
back afrer a while to propose a small change in a
Movement: for instance, a wrist that had been
straight was now bent, an arm that was horizon-
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tal forward was now diagonally forward. Occa-
sionally even these new changes did not bring
about the desired state in the dancers, and he
then gave a strict order: “No... stop and forget
this one, don’t perform it again ever.” However,
if a Movement did creare the desired state in the
psyche and bodily expressions of the performers
he’d say, “That's it, this one is set and ready
now. Whar number are we?” referring to the
numbers they gave 1o the new set of “success-
ful” Movements, representing the slowly grow-
ing list of what became the “30 Series.”

The 39 Series were thus the kernel of his new
exercises, the ones he had accepred as finished
and relevant. All his other attemprs, many of
which have been remembered and have been per-
formed since by his students, did not have his full
approval. However beautiful they are, their rele-
vance remains open to discussion. (13)

Work on the Series went on until the last mo-
ment, to come to a stop only because of Gur-
djicff’s sickness and, ultimately, his death. Even
on his last trips to America he added seven new
Movements to the list. For thar reason a list of 46
Movemens is used in America versus 39 Move-
ments in Europe, as shown in Appendix 1 {17).

In the early days, these Movements were num-
bered differently in different areas—London,
Paris, etc. In December 1948, when Alfred Erié-
vant was sent to America to prepare classes for
Gurdjieff's arrival, the M s got bered
by the order in which they were given in the US.
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If we compare the 39 with Gurdjieff's earlier
Movements we find the same components:
strong dervish dances, beautiful and quict
women's dances, powerful geometrical patterned
Movements, as well as sacred prayer-riruals.
However, the ancient religious and ethnological
components are markedly reduced while ab-
stract gestures and positions, performed in
mathematical displacements, now prevail. Tt is
as if, during the fifteen-year interval since his
first efforts, Gurdjieff had digested his earlier
impressions and reflected upon them. When he
continued his work on the Movements, they re-
appeared with an even more personal style, in
which mathemartical and geometrical crystalliza-
tions are now dominant.

The drama of the human condition, so poig-
nantly captured in a number of the old Move-
ments, seems to have given way to a more abs-
tract construction, but one that gives immediare
and plentitul opportunity for work on oneself
and work for the class as a whole. The later
Movements were even more difficult to perform
than the earlier ones and demanded a huge
cifort from a class in terms of precision, quick-
ness, discipline and sustaining attention.

The 39 Movements have been called Gur-
djieff's magnum opus; many have felr thar they
summarised his whole teaching to mankind.



The Music

During the decade that Gurdjieff gave his new
exercises and gradually established the 39 not
only was the making of choreographic notes
explicitly forbidden by him, but another of his
strict orders was that the music should be
improvised by the pianist. He would give a
rhythm to the pianist and his instructions were
generally limited to, “Now, just do it!” (10) In
fact, it is reported that the choice of a particular
thythm often provided Gurdjieff with the fun-
damentals out of which he created the whole
structure of the new Movement. (16) Mme.
Solange Claustres, a ralented pianist who had
already won a Premier Prix for her playing
before she mer Gurdjieff, was asked by him to
take over his classes when he travelled to Ame-
rica. “He instructed me to improvise and of
course | had 1o, because no written music exis-
ted ar thar time that could be used. Improvising
was not casy for me, bur it taught me a lot
about the true function of music. It has absolu-
tely nothing to do with accompaniment but is a
living part of the inner work that takes place in
the classes.” (3)

A couple of decades carlier a specialist in
composing music for gymnastics, Rudolf Bode,
had already stressed the importance of improvi-
sarion: “...for the teaching of gymnastics as far
as it is accompanied by music, the ability to
employ some improvisation, even though it be

produced by the most simple means, is absolu-
tely essential... Every kind of merely outer
simulation must necessarily lead to monoro-
ny..."(18) Obviously, Gurdjieff worked along
the same lines and was on his guard for any
premature fixations. Movements and music
had to be alive. The truth of his work should
present itself in an ongoing creative process, in
an ever new and immaculate form in every
moment.

For those who regard such processes as self-
evident it will be useful to point out that an
equal balance between music and dance is rare.
Historically, one of the two would be domi-
nant: either the music written to sustain the
ballet, or the baller hirted onto the existing
music, About this question Mme. Solange
Claustres’ following words touch the very heart
of the matter: “It is the sound produced by the
pianist that determines everything, it is this
sound that has to complete the inner process
brought into action by the movements of the
dancers.” (3) While performing Movements
one can experience sound in a totally new way,
as if it illuminates one’s inner life. A unique
balance comes abour in us; the music, the
gestures and our inner aspirations become one
and it is as if we enter a new place, one withour
walls, without time. At such a moment we
experience lite in a way that will be difficult to
forget.



Thomas de Harimann's Compositions
for the ‘39 Series’

Thomas de Hartmann and his wile Olga were
at Gurdjieff's side for rwelve vears. In 1929, afrer
a period of intense musical co-operation that
produced over two hundred compositions for
piano solo, the relationship between Gurdjieff

and de Hartmann ended. They would never see

I Jespite this separation de

Shortly

one another ag

Hartmann remained loyal to Gurdjicf
before his death Gurdjieff sent a message to the

de Hartmanns requesting Thomas to write the

music for his new exercises. (13)

After Gurdjieff's deach on October 29, 1949,
Thomas de Harrmann started the work his
teacher had requested, The frst necessity was to
see and study the Movements for which he had
to compose the music, because the new ones
were completely unknown to him. As Mme.
Solange Claustres recalled: “De Hartmann
wanted to do Gurdjieff a favour by writing the

music for a lot of the newer Movements, in par

ticular for the 39 Series. To assist him | demon-
strated all the Movements he did not know,
with the occasional help of Josée de Salzmann

and Marthe de Gs

gneron. So, actually, he saw
only one dancer and nor a whole class, which
made things more difficult for him. He worked
out a lot of new music, With some of his new
compositions | have difficulties and I do not feel
that they are oprimal. The reason for that might
A, l|1;lr he .|u| not see a class, f‘lll n|1|}

be, a
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e Harimann in

Thowmas axd Ol

One person s pertormance (19

Knowing the circumstances in which de Harr-

nts, it is all

mann had to study the new Mov
the more miraculous that his music sustains the
39 Series so well. Already in July 1950, he per
tormed much of his new music during a Move
ments demonstration at Colet Gardens in Lon-
don and so it cannot have taken him much lon-
ger than six months to write the music for the
whole of the Series

In his music for the 39 Series de Hartmann



A wane photo of de Harmmass and Gurdjiell rogerher during a visit 10 Mot 51



and Gurdjieff's signature style re-appears once
more, full of life and inspiration, drawn no
doubt by de Hartmann from his dedication
toGurdjieff. Bur, perhaps, more than just inspi-
ration and dedication shaped the form of these
picces. In Mme. Solange Claustres’ opinion,

tial part of
[hfr“ as, "l'i .H'I\[.IIILF. .I“ lh(’ I‘].i\('[\ ||I Al occur

I|1\I.I

Gurdjieff himself composed ;

in this collection. /
Thomas de Hartmann either remembered them,
or reconstructed them from his notes.

ccording ro her account,

Mme. Solange Claustres’ opinion in this mart-
ter has to be taken seriously. She was a personal

pupil of Gurdjieff for seven years, and was in

close contact with de Haremann during the cru-
cial time when he composed the music for the
39. The possibility that de Haremann used older
materials from earlier collaborations with Gurd-
jieff cannor be excluded. In fact, there is one
piece that can be identified immediately as an
earlier composition, which is number 4 of the
39 Series. This i
Prayer” and was composed by Gurdjieff and de

also known as the “Essentuki

Hartmann in 1918 in Essentuki. In the version
for the 39 Series, the music was adapted to fit
with the Movement, with an ostinato in the
bass added to provide the dancers with a
rhythmic pulse.

The question whether or not de Hartmann
used older music from Gurdjieff can be putin a
broader perspective by referring to whart de Hart
mann himself said. He explained thar during the
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ol The Grear Prayer ar
1951

Demonsirarion

Coler Ganrdens, London, luly

time he was physically separated from Gurdjieff
he still felt connected to him, as if by a magnetic

bond. (20) The vique tie with his teacher had

events and, in essence, time

prevailed over lif
had stood still. The inspiration and clarity of de
Hartmann's compositions for the 39 Series sug-

gests that he summarized his musical collabora-

ron with Gurdjieff in one, final, culminative
work. The magneric bond that de Hartmann

mentioned belongs to a more magical world than

ours, and it produced great art
I |
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Bookler of the memorial
Movemen s demonsTRATION
in Losdon, 1951

“De Harrmanw plavid Very
well whies he wanas. | ksow
you have beex a litele
puzzled by his xew music
You 1old mt so in one ol
youi levees. Personally ir
does sor bother me ar all
in doimneg the Movements,
But somerimes 1'd like it 10
help me more. We musn’t

lorger de Hagimasn didn'
do Movements himsell Iy
makis all the difference in
the spirit ol v | thiskoar
shoulda't be plaved all the
rime. We do wor use i1 low

PRACTISING.”

Altred Eviévant abour the
Movimints demonsiration
in Coler Gardens in a
lerien 1o Dushka Howarth,
summer 1950

From Dushka Howarth's
unpublished book h's Up
To Ourselves, chapiig 22
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PROGRAMME

PART ONE

1. Six Exercises from the Series known as the

“Obligatories”.

2. A Series of Six Ritual Exercises coming from an
Esoteric School the members of which are known in
Tibet by the name of “Thase who see themselves”,

3. Four Exercises of the last Series created by Gurdjieff
and known as ““The Thirtynine",

4. Two Exercises of “work-rhythms".
{a) Women knitting and men sewing shoes.
and men bing and

(8) Women spinning
carding the woal.

5. Exercise called ""The Canon of Seven”, peculiar to an
order of Christian monks of Essenian origin in
Transcaucaia,

6. “The Shaking Dervishes" : Exercise of the Murides
of a Takmour monastery in Turkestan.

PART TWO

1. Ten Women's Dances.

2, Further Exercises from the Series known as “The
Thirtynine",

3. Three Dervish Ritual Exercises :
(4) An Exercise of Dervishes of Afghanistan
(8 *Yah! Ho!™ Ritual Movements from a
y in Chinese Turk
() The Great Prayer of the Dervishes of Kashgar.




Such ritual exercises, as well as sacred dances, have
always been one of the vital subjects taught in esoteric
schools of ancient times, These dances had a twofold
aim : they served for acquiring an harmonious state of
being and at the same time they expressed a certain
form of knowledge.

pcﬂerw.'di.l'l of Tarl Tibet, Afgh
Kafiristan

During many years of investigation in these
Eastern ies, Gurdjieff b i 'lh‘t_llldl

of uncwea tr w Tusthes in
¢

& Kagan Paul mmﬁ Mhnh.m?ﬂi.

-



THOMAS DE HARTMANN

MusIOUE
POUR LES
MOUVEMENTS DE
G.L. GURDJIEFF

| EDITIONS JANUS
¥1, BUE JACOB A PARTS

TRACK NOTES

The 37 pieces for the 39 Series were composed by

Thomas de Hartmann, c. 1950.

Interpretations of all the pieces—as regards
tempo, rhythm, characteristics of melody and
Dtl'lfl' [TILLSI[CJ[ d}"ﬂi'll“llt'.h" 'IIi‘\'C I]{.'l.'l'l h.'lﬁl:d on
personal instructions received over many years
from direct pupils of G. I. Gurdjieff. Also, we
have studied and taken into account the earliest
available recordings of these compositions (21).

11

Originally no ritles, only N-numbers, were
given. These N-numbers as well as the indica-
tions of tempo stem from the first private publi-
cation prepared by de Hartmann himself,
Musigue pour les Mowvements de G. I. Gurdjieff,
Editions Janus, Paris 1950, (The “American”
sequence is given in Appendix [1.)

In some of the Movements, the dancers have
to speak certain words or phrases. These might
be in Russian, Greek, Latin, French,
well as English. When such words are mentioned
in the notes, they are in English translation only.

1 NI, Allegro Risoluio
(Canon ol Automarons, Counting AUTOMATON,

l\c[;m as

The Automaton)
T'he structure of this canon divides this piece in
its 4, 5 and 6 measured units. When the canon
reaches a specific file, the file makes a quick
ql.l.'lnfl mrn, ll}_’,h[ or if!-l. (]killg Sl":l_'iﬁl_' [‘II'G[U-
res of arms and legs and then stays as if frozen
until their nexr rurn. A mechanical law seems o
govern this class of “puppets,” which brings to
mind an interesting anecdore, Once a journalist,
looking at a Movements class, commented to
Gurdjieff: "These are not dancers at all Mr. Gur-
djiett, they are only marionerres!” Gurdjieff, as
the story has it, answered: “You are quite right,




The Invocarion Tkom N2 prelormed in Amsierdam

they are just marionettes. But... remember one
thing, they are marionette on the outside; inside

they are free!” (22)

2 N2, Grave

{ Prayir in Four Pagis)
This is the only piece in the 39 Series compose
of three relatively independent musical sections,
puncruated by a rhythmical cadence. On the
oldest chareographic notes of this Movement
known to us (23), it is titled " The Grear Prayer”
(not to be confused with the earlier “Great
Prayer” we recorded for our previous CD set)
and, certainly, it is the most elaborate ritual in

the enrire Series.

1999

After an introduction composed of quier prayer
like gestures, the first part has the dancers slowly

circling around one another while turning

around their own axis. Mme. Sol

once cc ed this section to the slow revolving

of planets in their orbit in an immeasurable sky

After an intermediary rhythmic cadence, a fast

gymnastic for the arms, the second main sec
ton—often referred to as “the vibrations™ —con
sists of six sacred body positions, taken with
hands lightly shaken. These hand-tremars, fre
quent in Gurdjieff's Movements, may be a rudi-
ment of the shaking of the whole body in

dancing, one of the most basic forms of h

dance (24). During these six positions two



resounding bass notes bring the body into a slow
swaying from side to side and, for that reason,
this section is also dubbed the "t‘|r}t]1;|l1l step.”
The third section has everybody turning around
their ax

sina f}lﬁl lflTIFll\ “'ith ¥}1il|"p. PI'['('IS{‘ arm
positions, until the whole Movement comes to
its silent and reflective end. The first section has
the words “Lord, help me,” the second has the
words “Lord have Mercy.”

N3, Con moto
(The Three Tableaux)
During the fiest eight measures the class steps

3

towards a new configuration, in which a priest in
the middle lifts his arms upwards to the heavens,
as if at the height of a religious service. This lasts
for the two forte measures and then the triplets
have the class whirling back to its original

configuration. This is repeated twice in berween
the representartion of three such sacred tableaux.

s
4 > 1
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& e 1
; ’ P
v e T R
»
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» "
o gt
Pienre Schaetter: “He would walk amongst the damcers, steaightesing a row here, bexding a roeso thiss
ORRECTING THE position of ax arm ok leg and thes moving om 10 the Tollowise lise, makin y the six
licuee so thar whes all were oner more in morion The exercise moved ox Trom line 1o line, like & wave
Nevew mind abour your bodies, in's your stare thar cousas. You are sothing bun the hisroglyphs of an
ivexhaustible language thar | shiall cosninue 1o sprak through you asd whese secair | shall quard with my

lile. Though you may be clumsy, slow and lifeless, go ov

S WRITE, wriTe i your musclis, in vour heads and, il

possible, iv your hearrs. These are texrs 1o be deciphered inwardly, only those whio rassmit them can

understand them You are living ciphiers,” "
From: The Modern Thaumaturge, Dauglas, Isle of Max
Monsieur Gurdjieff by Editions du Sevil, Pagis, 19%4)
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Times Press, 1964 (linst published in French as



Women's Dance (N7) pewlormed in 1951 (Solang

4 N4, Andavio Molio (Fasisa

Praver ok Insiguc i

For rhi(pra_ -type Movement de Hartmann
adapted GurdjicfF's oldest known « omposition,
-!l[|us(in.g it to a constant ostinato in the bass o
d
the significance of this Movement the tollowing
impression (25) will be better than any desc rip-
tion of just the physical actions: “I felt that the
whole of Creation was de picted in this Move-
MENt in a continuous cosmic dance, secking, ar

give the class rhythmical support. To understan

with its Crearor. | saw both

refiected 1n

mineral and anim; ne of the

postures and the diversity of the huma

others— pain and fruseratio

striving for transtormation, The

the priest, towards whom all gestures are direc-
ted, stood as the still axis around which this ever-
flowing dance revolved and the stately and beau-
tiful gestures of the entremets (26) seemed o

tion of our own individual

indicate the direc

journey towards the divine.



5 N%, Deciso

(Painting Dervish)
Quick kneebends, quarter turns and asymmetric
arm gestures have to be executed in a swift, light
and subtle way. Originally, Gurdjieff required
the dancers to sing one long sustained note
during their performance.(10) This is not taken
into account by de Hartmann's inspired and
exciting dervish-rhythms.

6 N6, Allegro Molio

(Canon)
A fast canon like this one, which starts with
quarter-turns and gradually adds steps, body-
bends and a c turning confi
only be performed if one develops an attention
that is able to follow the whole continuous
flowing of the Movement through the entire
class, as if from a distance.

ation, can

7 N7, Allegremmo
[Women's Daxce)

Every position in the class has its own gestures.
As soon as the music starts the first row divides
itself in two and gradually, as a wall revealing a
secret passage, an opening is created. Three
women, who were standing in berween the first
and second row, now come forward; circling
around their axis to the front of the class, but
immediately circle back again while the first row
closes its lines.

Something is shown and then disappears; as if

26

in the moment we understand something thar
might be gone the very next. The oldest choreo-
graphic notes known to us has this Movement
described as “esoreric.” Others of the 39 Series
are described as “mesoteric” or “exoteric.” (27)

8 N8, Allegro ma nox TROppO

(Walking Six Positions)
The walking is done lightly on the toes and
without any unnecessary motion in the body,
reminiscent of the way women glide forward, as
if without moving, in Russian folk-dances. The
melody notes give the rhythm of the feet, ina
pattern of three, while the head and arms have
the pattern of two of the left-hand chords. To be
able to function in this Movement requires a split
attention, one for the complexity of ones own
patterns, the other to keep in line with the class,

9 N9, Allegro con brio

(Ol-Bog-Mek)
The arm gestures of this Movement, the same as
in Ni, are combined with exhausting jumps right
and left in one of the strongest rhythms of the
Series, to be performed only by men.

10 N10, Andantino

(Persian Dance)
A graceful women's dance. A slow, wide and
solemn gesture of arm and vibrating hand after a
small displacement forwards and backwards
characterises the feeling of trust and sensiriviry



thar this Movement creates in its participants.
Many years have passed, but | still can hear Mme
Solange Claustres instructions to the women in
the class: “Feel... be present in your own
atmosphere. .. trust yourself.”

i NI, Largo
{Lord Have Mercy)
The only piece other than Nz in the Series with
more than one musical section
In the first part, another interesting variety of

Persian Dance (N10)
perlormed in Amsterdam,

2000

the canon pr
but, in the body of
limby; right arm, righe le

sach dancer, from limb ro

left leg, left arm, in

various formulas. In combinarion with this
canon of the limbs, the head has to add a com
pletely independent pattern. On the first three
counts of each measure the words “Lord have
Mercy” are spoken quictly. In the second part
the files start moving graciously and solemnly,
while from behind the class a female dancer in

the role of a priestess comes tiptoeing forward,

ple occurs, not from file to file



De Harrmann's gough dealr fon N12

the only one for whom the rhythm in triplets is
written. One of her gestures illustrates the unvei-
ling of her face, which brings to mind an oracle,
performed on rare occasions by a priestess
coming out of her tower. Some Movements have
inner exercises and in this case, during this sec-
tion, the exercise demands an effort o visualise
and feel one’s place in the file and in the row.

12 N12, Lento

{Hallelujah)
This truly majestic ritual, also belonging to the
“esoteric” series, is performed in concentric cir-
cles, with an inner circle consisting of three
women. The class comes from a prostrate posi-
tion up to a standing prayer position and goes

28

down again, mirroring the sequence of the first
positions. The music follows this pattern closely
with crescendos and diminuendos. The melody,
ascale in C-minor, is sung by resounding the
word “Hallelujah.” De Hartmann sustains the
scale melody with a harmonisation of I

depth and intensity. During the Movement an
inner exercise connects us to parents, brothers
and sisters, as if these are brought into the com-
munity of the class and now form pare of its aspi-
rations, expressed in the rising and descending
wives,

13 N13, Andamiino
(Persian Waliz, Ancient Waliz)
This tender women's dance combines an elegant



toe—heel foor partern with body bends right and
left to be execured with an attitude of surrender;
but, at each split second in which the dancer
finds herself in an erect position, she has to re-
new her presence in her body. The arm gestures,

of a complex geometrical nat are highly pre-
plex § ghly |

cise and clear and contrast in a remarkable way

with the devotion

I aspects 1'\5':(\~(‘\! by torso

il 1 the ever-

and feet. Arm gestures are,

Lll.l“k'l]:x
No accompaniment is conceivable that would

£ MIrror-scquence

Persian Waliz (N13) peelorsmid in Amsrerdam

support this Movement better than de Hart
mann's music of crystalline beaury. De Hart-
mann has written out a separate line for the
melady ta be sung by the class.

14 NI14, Allegro ma von 1Roppo
{Reading ol a Sacrid Book, Breast-Bearing
Dervish)

In this score the repeating melody-curves have a

somewh ¢ effect, not unlike the ney

dervish Hures ov

vpn

ot heavy l'l‘l[[k({l[l"_:" dl’ll[n.\ mn

2000
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De Hartmann's rovgh dealt low N14

Turkish music.

Everybody in the class turns towards some-
body holding a Sacred Book and bends rhythmi-
cally while beating their chest with a fist. De
Hartmann's music requires two pianists to per-
form this piece, one for the rhythm and one for
the melody, on the same piano. The rhythm par
on this recording is performed by Gert-Jan
Blom.

15 N1%, Moderaio

{Monday, Tuesday.. )
The 39 Series offers a wide range of Movements,
from highly complex configurations to more
simple ones. Nis belongs to this last caregory but
it is by no means easy to perform. The body is
divided mathemarically in quick and exact arm
and hand positions, ending with a lunge of the
leg forward.

16 N16, Cox bravura
(Dance, Running, Seagull)

jo

- MovemenX

N 4

The “Seagull” name refers ro the fast wing-like
hand movements. The original sheet music is
not clear abour the repeating of the thythm in
the left hand, but we have performed it in accor-
dance with the earliest recording known to us,
dating from 1951,

17 N17, Allegro Moderato

(Mulriplicarion)
This is the first multiplication in the Series (28).
It is a complex and difficult Movement, which
nevertheless has to be performed with lightness,
like all Gurdjieff's dynamic Movements. Many
have reported that it was Gurdjieff's favourire.

18 NI18, Andanie Tranguillo

(Body Circling)
The name of this Movement reflects the bending
of the torso in a semi-circle sideways and back-
wards, while the outstretched arms execure a
mirror-like exchange.



1 NI19, Allegro con brio
(Stop Exercise, The Wheel)

The frequently described “stop exerci

tionally used in this canon type Movement in
which the hands describe a huge semi-circle
from right to left. Fro ctot . the in-

strucror calls out “Stop!” and the dancers have to

freeze in their positions, With the command
“Continue!” they and the pianist resume the
Movement where they lett oft.

2 N20, Allegro ma o 1roppo
(Dervish Exencise, Denvish Tramping)
One of the dervish-steps employed here, amidst

a variety of displacements and circle-type gestu-
res of feer and arms, is a step with strong heaving

upwards of the leg, which has given the Move

'

ment its name,

3 N21, Linio
Prayer, Rimonrst )
A solemn and dramatic Movement with an inner

exercise tocussing on the feeling of remorse for
the way we have treated those dear to us. The
Movement demands a pattern of three, executed
simultaneously with a pattern of four; but, even
if we cannot keep the physical exercise going, we
must continue the inner part of the feeling of
remorse. This example shows something of the
variety of the inner work demanded by the
different Movements in the Series.

Prayver (N21)
pertormed ar
1.G, Benngrr's
ILA.C.E. a1
Shigbornt Houss
e 1972



4 N22, Allegro ma Now trRoppo

(March 1 6-20)
This Movement was qualified as the first of the
“mesoteric” series. Note how beautiful and sub-
dued de Hartmann's music leads and stimulates
the dancers in their complicated step-pattern.
The arm gestures are different for cach row.

Note—No music was composed for Movement
N23; the pianist has to improvise different
rhythms as an accompaniment.

5 N24, Allegro feroce

(Sharse Warst )
The vigour of this dervish Movement has o be
seen to be believed: the feet take up the rhythm
in three, while the arms perform a three versus
four thythm. The front members of the middle
two files hold one another in a traditional dan-
cing-posture and seem 1o represent a quiet eye
amidst the storm of energy generated by the
class. The words “Sharse Varse™ are called loudly

on each rthythmic pulse.

6 N2%, Lenio Pesante / N2 %bis, Vil

(White and Black Magic)
It is said that this Movement originated in
Gurdjicff's baller The Struggle of the Magicians,
from which it inherits its name. The white magj-
cian’s pupils perform a solemn, procession-type
Movement to the music of N5 lento pesante,
while the black magician's pupils, accompanied

32

by the neuroric sounds of N2s bis, let themselves
go in ugly grimaces of the face and claw-like
gestures of the hands, as if they want to scratch
somebody's face open with their nails. The two
pieces follow each other withour a break. Pro-

gr ic body-expressi

"""" like these are very
rare in Gurdjieff's Movements and indicate their
older origin.

7 N26, Moderaio

(Multiplication, Magch)
Another multiplication (28) characterised by a
difficult twist of the torso versus the legs.

8 N27, Andanie con Mmoo

(Canon ol Twelve)
The oldest choreographic notes label this Move-
ment as number one of the “esoteric” series and
mentions 29 September 1948 as the date Gur-
djieff raught it. It is an incredibly beauriful,
highly complex Movement in which the whole
class participates in constantly changing con-
figurations. Music and dance are like the ever-
changing parterns and dynamics of cosmic life.
Sub-groups in the class perform many different
roles, but the canon—sometimes invisible,
sometimes visible—has to go on all the time,

9 N28, Modiraio

[Machine Group)
Gurdjieff gave this Movement on 12 Ocrober
1948,



Despite the fact that almost all dancers have
individual roles to perform, the whole class must
control the difficult mirror-type sequences of
this Movement to such an extent thart the
on of one great and complex machine is

impres:

created. (29)

10 N29, Pesanie

The rhythmical sequence emphasises the Move-
ment’s basic partern, consisting of deep knee-
bends, stretching to normal standing position,
followed by standing on tiproes, while arm and
head-movements continue imh-[k-m{rnﬂ_\-_ De
Hartmann's end chords are unusual in their
complexity but somehow add to the strength of
this remarkable composition.

11 N30, Rigoroso, con Moo

(Canon ol Six Measures)
A high-spirited and happy canon made of simple
gymnastic exercises alternated with some strange
Egyprian-like positions,

Note—No music was composed for Movement
N31; the pianist has to improvise different

rhythms as an accompaniment.

1 N32, Allegro con spini
w Note Values)

is a virruoso Movement where the dancer as

o (Exercise of

A
NS, AUTOoMA

LTOMA

N
an “automaton” has o pcrﬂ:rm an up-tempo

mathematical step-pattern, simultaneous with
torso-circling and unusual arm gestures. Despite
its geometrical eccentricity the Movemenr gives
a peaceful and balanced impression.

Exercisse of Auro-
marons (N§2)
performed ar

1.G. Besner's
I.ACE &
Sherborye Houst,
1972



13 N33, Tempo di Marcia

(Cosmic Rhythm, Group with S1op)
Much more complex than its music would sug-
gest, this Movement creares an intensive specta-
cle, full of displacements and turns, with a
priestess in the middle of the group. The Move-
ment comes to a total and unexpected stop
twice, while several dancers continue during the
sudden silence of the class. Quite unusual for a
stop-exercise. The choreographic notes of this
Movement are marked “ premier exercise apres
retaur d Amerigue” which would dare it around
early March of 1949.

14 N34, Allegrenio (Mulriplicanon)

De Hartmann's music for this multiplication
(28) is the only piece in the 39 Series written in a
major key (30) .

15 N35, Allegro rigoroso (March)

Another M of the type, N35
offers an ingenuous step-pattern, highly complex
displac and |, mathematical, entre-
mets. (26)

16 N36, Con moro, Rigoroso

{ Dervish Exercise )
The feer follow the thythm, the body bends with
abandonment to the right and left, and the arm
divides with precision its radius in six segments.
All of this has to be executed precisely in the
breathraking tempo of the music.

34

17 N37, Allegro ma now 1roppo

(Dance)
A women's dance, silent and beauriful. The
complexity is in the many feet and leg positions
which are not congruent with the weight of the
body and, in addition, very quick rurns are
necessary. 12 July 1949 was the date on which
Gurdjieff first gave this Movement.

18 N38, Allegreno

{Twick Six)
The last dervish Movement of the Series offers
an example of quiet control and precision of its
mirror-sequenced arm gestures combined with
the strong rhythmic feet-patterns.

19 N39, Linio

(Prayer, Mediration)
This was the last Movement taught by Gurdjieff
on 11 Ocrober 1949.

Slow sacred gestures mark the inner exercise
in which one connects with one’s physical, emo-
tional and mental centres in sequence, and then
adds all three together to experience the *whole
man.



Appendix |

Chronology of Thomas de Harimann’s life and major musical works

famimann in 195 ¢

FPROF. THONAM von HARTS
TONUTEMTLER

HoMAs Alexandrovich de Hartmann was

born on 21 September, 1885 in the Ukrai-
ne, into a family that belonged to the highest
Rus

piano at the age of four. After the death of his

an aristocracy. | iL’ .‘.[-I"L’d to }.‘].1\' l}'lf

father, when he was nine years old, he was sent
to a military school in St Petersburg. Because
of his obvious talents, he was given the oppor-
tunity to study music in addition to his military
education.

He studied harmony with Arenskii and
Taneiev—whao also taught Rachmaninov and
Seriabin—and piano technique with Esipova-
Leschetizky, Prokoviev's teacher. He received
his diploma from the Saint Petersbu

vatory in 1903, at the age of eighteen. Thar
t g

same year, his music for the tragedy Call
Dumas the Elder was performed at the Imperial
Theatre. In 1906 his ballet The Scarler Flower
was performed in the presence of the Tsar with
Fokine, Nijinsky and Pavlova in the cast. Two
years later, after an intervention by the Tsar
himself, de Hartmann was allowed to study
conducting in Munich with Felix Moul, a
pupil of Wagner.

He married Olga Arkadievna de Shumacher,
who would later function as Gurdjieff's secreta-
ry, translaror and houschold manager. The de
Hartmanns stayed in Munich from 1908 to 1912



and later returned for a short period in 1914

-l.hflc- l'hf\' C\[.l]‘]l\l](d contact w I]II Tl'll' av

garde, and especially with Vassily Kandinsky,
who remained a life-long friend
De Hartmann composed music for several

theatre projects of Kandinsky, His work for The

Yellow Sosend was published in 1912 in what was
to become one of the most famous and presti-
gious art books of the twentieth century: Der

ue Reiter Abmanach edited by Kandinsky and
Frar

de Hartmann, ‘Uber die Anarchie in die Musik’

e Marc. In the same edition is an article by

from which we quotc:

“External laws do not exist. In music, every
means thar arises from inner necessity is correct.
Anarchy in art should be welcomed. Only this
principle can lead us to a shining future, a new
rebirth.”

Kandinsky, in his famous treatise ‘Uber das
Geistige in der Kunst' published in the same
year, emphasised that only inner necessity can
lead to art. De Hartmann's reference to the
“new rebirth” foreshadows his interest in the
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standing Inom L 1o R Maria Mare (Mrs. Magc),
Frane Mage,
Mawe & Kandinsky ), Heinmich Campesdonck {Blavs

Brrnhinrd Koller (major collecron of

Reiver), THomas vox Hartmann, Vassily Kandinsky
1910

(seared). Plhoto rakes



expositions of his future teacher Gurdjieff.

At the end of 1916, the de Hartmanns met
Gurdjieff and decided to follow him. The in-
credibly adventurous years from 1917 to 1923
have been described in their book Our Life with
Myr. Gurdjieff. They were part of a small expedi-
tion led by Gurdjieff out of war-rorn Russia,
during which Thomas de Hartmann was almost
killed by typhus. They travelled from one
country to another, while he worked as a musi-
cian in whatever town they passed through.
Finally, the de Hart
in Gurdjieff's Institute for the Harmonious
Development of Man in Fontainebleau.

nns settled in F

ance,

INSTITUT GURDJIEFF =
SHATEAU DU PRIEUNE
OTA L Ao
ade FARIE
LI

From May 1923 to June 1927, Gurdjieff and de
Hartmann composed, i

unique in the history o

1 collaboration

usic, the orchestral
pieces for the Movement Demonstra

ns in
1923 and 1924 as well as many compositions for
piano solo. In 1922 de Hartmann accepted a job
as director of the music-publishing company
Belaieff and, as a further effort to raise money
both for himself and the Gurdjieff houschold,
started to write music for films under the pseu-
donym Thomas Kross. By 1936, when he stop-
ped this activity, he had written the music for 52

films.

%IN[ COLLICTION

I'he de Hartmanns travelled with Gurdjieff
on his journeys to America in 1924 and 1929,
In that last year de Hartmann left Gurdjieff,
never to see him again, but his faith in his
teacher remained unaltered. From then on he
worked on his own music, in which Gurdjieff's
influence is nor discernible.

In 1935 he finished his first symphony, opus
50, which was performed later in Paris and
Brussels, as well as his Cello Concerto, opus §7,

17



which was performed by Pablo Casals and the

Thomar Pabicia
Ao HARTMANN = NEWAY

Boston Symphony Orchestra. His Vialin Sona-
t, opus 51 was published in 1937, He survived
the Second World War in France, composing

quictly, almost in seclusion, five Concertos and
his Second Symphony. After Gurdjieff's deach
in 1949 he prepared several volumes, privately

distributed by Editions Janus in Paris, of the

music he composed in collaboration with him.

In 1951 he emigrated 1o America. There he fin

ished his Opera Esther, opus 76, be gun in 1946,

and his second Piano Son

7, opus 82 (dedicar-
ed to P.D. Ouspensky's ideas of the Fourth
Dimension). In 1955 Leopold Stokowski direc-
ted his ‘Four Dances' from the opera Esther.
II]"‘“'I'.IN iil' f I.Ill[l‘illlll l{ll'\l ol }ll'il” I-.I.IllII'L'
on the 26th of March, 1956 in Princeton, New

Jersey. He had just started working on the

C]MPLL‘I’ ‘Music’ in his auts l|‘in;"|.|ph1' and a con

cert of his work, with himself as a soloist, was 18 § promeom of music by .’.I_'_'"'“?_‘ de P!nrtm!mn :

scheduled in Town Hall, New York the nexe TOWN HALL 114w s i o 70 55y
month Sl

His 90 opus numbers include several ballets,
three opcras, four sy |||}‘||-lu|:‘\. seven Cconcertos,
works for piano, chamber music, and many
songs on texts by Balmont, Pushkin, Verlaine,
Joyce, Proust, Shelley and Shakespeare. His
work gradually evolved from a late Romantic
towards a modern and personal style. However,
he was a forgotten composer soon after his
dearth and even Belaieff removed his composi-
tions from their catalogue after 1960.

38



COLL THOMAS © DALY, MOMTH]AL

Selected Works of Thomas de Hartmann

VOCAL 0LOS
Op 11 A LA LUNE (To The Moan) Figh Vaice
Op 17 mmun—dmu—-

ﬁmmm

s BALLADE Iigh V' slos
qut GHANTS SONT NIS (A g b B!

op1%

VIOLIN AND PIANO
Op 51 SONATA FOR VIOLIN ANDY PIANG
Op 66 MENUET FANTASTIQUE DU CONCERTO

ORCHESTRA
= s
o FANTASTIQUE, e
Plarasion: 12 mie.

e v
Lermme. bo
O30
840 = 3 Sax = 4310 « Thp, -
i, Cai., Hasp ~ Suri o
o i
b < Azxy mm Porm.
— 4340 = -
P (o G o e il
e, 30 i,
Op. 58 TWELVE HUSSIAN FAIRY TALES
wﬂ;ml‘- [
Drirwivan 18 wins.
Op. 6l CONCENTO FOR IANG
ld-‘l_-!—ml-m,h-!m
Diuratian, 1Y mins.
- 4223 - LAL) - Timp, Pee. — Hasp,
s - =
Baramion: 57 mise.

Op. 8 SYMPHONY N0, 2 (Le Dt du Seledl) In

EDITION M.P.BELAIEFF
Saia

digents
BOOSEY & HAWKES

Belaiell caralogur,
1960



Appendix 1
Conversion-1able of European 39 numbens and the numbers in the mevised seguence of the American 46
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39 Series 46 Senies NEE . v sl Tt NI§
¢ e R I e N24 oo © e e e« MET
W G e e PR | W2$ sl olo i siigetasininnie s N34
T T AN R e e N21 WRE o avv v BIAT AT N3§
W s e vin v en s s IRET BT s o il ke s HEG
B i s vrats e SR o p ot GRRE AE N36
NB it Ml e e N28 N2 e 1 e A N39
s ot NS0 WO e i R Y
s N e e .+ N20O i+ SRR RIS

o [ SRR AP R i NB2 s o Daratalnitin + a0s o0 5. N2

1 E e R S e R, | /- A% il e e N0
6 RSt R S T - F A e e R R T
L R O R P e NI L o i e o RO * 7
L T O e Niz NI » e sowas o NAY
7 R, S vo N2§ ] b SRR T U e N4
B et a e $a areii N19 N3B . SRR R 4ce 2 N4§
BB 2 et v e NIQ s i d o« « s« N4gb
N17 L e . NI

25t Er O A R N9 Nete—Movements with the American
HID v irinnnns A el TN numbers N6, N7, N23, N24, N26, N37 and
NBOIT LT oo oo e a s N R N38 have no European equivalent and do
1T i R T 1Y not exist in the 39 Series.



Notes

1 From Bresles' letter to André Breton, includ-
ed in Breton's L Art Magique. Paris: Phebus,
1957 (reissued 1991)

2 In chaprer 1 of Beeleebub’s Tales ro His
Grandson. 1950 Routledge & Kegan Paul.

3 Wim van Dullemen: ‘Madame Claustres
Talks about Gurdijteff's Movements', interview
published in Bres magazine, Amsterdam, Ocro-
ber 1997. Article authorised by Mme Claustres.
Used by permission from Bres magazine.

4 Views from the Real World: Early Talks of
Gurdjieff as Recollected by Flis Pupils. New York:
E.P. Dutton & Co, Inc., © 1973. See page 183.
5 James Wehb, The Harmonious Cirele. Lon-
don: Thames and Hudson, 1980, See page 535.
6 Symbolism was a cultural trend, which origi-
nated in the west-European industrialised
countries in the last decade of the nineteenth
century. It could be characterised as a search
for spiritual values against the domination of
science and industrialisation. Russian Symbo-
lism, although it expressed itself some two
decades later than in Western Europe,
permeated all of Russian culrural life in the
beginning of the twentieth century.

7 Pia Wizmann describes Delsarte’s system
based upon his Law of Threefoldness and Nine-
foldness in Der Einflusz des Okkulten auf den
Tanz. Frankfure: Okkultismus und Avantgarde
Edition Tertium, 1995.

8 E. Roters: Maler am Bawhaus. Berlin: Rem-

brandr Verlag, 1965, p. 73. Oskar Schlemmer
based his approach on an essay by Heinrich von
Kleist (1777-1811), ‘Uber das Marionetten
Theater," His theory, in a nutshell, is that man-
kind as a consequence of original sin is only
capable of subjecrive gestures and body-postu-
res. Only through strict adherence to pure geo-
metrical expressions can we approach the divine
and recreate the innocence we once had, but
lost.

9 Nancy |. Troy, The Art of Reconcilation:
Oskar Schlemmer's Work for the Thearre. Balti-
more: The Baltimore Museum of Art, 1986.

10 This was told by Dushka Howarth, quoting
her mother, Jessmin Howarth, during an inter-
view with Gert-Jan Blom, New York, May
2000, Mrs, Jessmin Howarth, Jeanne de Salz-
mann and several other pupils had been deeply
involved in the work of Dalcroze before they
joined Gurdjieff.

11 Of particular importance here is Gurdjieff's
statement that certain ideas can only be grasped
when the emotions are tuned into them by
means of music. See: |. G. Bennett's Making
New World, New York: Harper & Row, 1973,
page 167. This was said to clarify the role of
music played before readings from his books
and therefore is a convincing example of the
enhancement of one art form through the
other, which idea was at the very base of the
concept of the Gesamtkunstwerk.

12 Mrs. Jessmin Howarth commented that no

4



Movements ever got the same amount of atren-
tion as the early ones.

13 Telephone conversations between Dushka
Howarth and the author, 1999. These talks have
greatly helped me to better understand the his-
torical picture and specific events as well as the
possible caregorisation of Gurdjictf's Move-
ments. | am indebred to Dushka for her advice
and assistance.

14 Mme. de Salzmann said this when she re-
ceived a group of Dutch students (including the
author), in Paris, February 1970

15 2-cD set of Gurdjiefl's Music for the Move-
ments, Channel Classics Records ccs 15298,
October 1999.

16 Transcribed from tape recordings of Mrs,
Howarth's lecrures.

17 Thanks to the late Michael Smyth, Oregon
and Dushka Howarth, New York, who both
provided me with the American numbers.

18 Rudolf Bode: Musik und Bewegung. Kassel:
Birenreiter Verlag, 1930.

19 Mme. Solange Claustres, private conversa-
tion, November 1996, Amsterdam. This con-
versation took place during a dinner party ar the
house of Mrs. D. van Oyen, a personal pupil
and friend of P.D. Ouspensky. Also present
were her daughrer Dorine and the author.
Given the importance of Mme. Claustres opi-
nion, T emphasise here thar Dorine van Oyen
has verified the quotations and confirms their
authenticiry.
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20 Thomas de Hartmann quoted by Thomas
Daly in a letter to G.]. Blom, February 2001.

21 We were able to study the versions on the
sound-tracks of the different films made by the
Institur Gurdjietf in Paris, The most important
of these was the 1951 film on which 18 of the 39
series were recorded.

22 Anthony Blake told me thar John Bennert
attached grear value to this story, because for
him it symbolised the necessity to function in
any given situation as required, bur at the same
time to remain unattached in one's inner life.
Private conversion with Anthony Blake, Am-
sterdam, June 2000,

23 These choreographic notes are English trans-
lations of the oldest existing French documents,
24 Curt Sachs, The World of Dance. London:
George Allen, 1938, See his introduction.

25 Kate Brass, unpublished document, Decem-
ber 2000,

26 An entremet is a repeated sequence of move-
ments that punctuates the piece.

27 These terms as used by Gurdjieff usually
refer to the steps of the student’s progression
towards the innermost circle of religion.

28 Ina multiplication the class changes places
according to the patterns thar resule from divi-
ding 1, 2, 3, 4, 5 and 6 by 7—a partern associat-
ed with the symbol of the Enneagram that
figured greatly in Gurdjicff's teachings abour
cosmic laws. In these parterns, the six files are
numbered 1, 4, 2, 8, 5 and 7 instead of the nor-



mal 1, 2, 3, 4, 5 and 6. 1 divided by 7 gives the
sequence 142857, 2 divided by 7 gives 285714
and so on. These kinds of displacements only
occur in Gurdjicf's later exercises,

29 According to Dushka Howarth, based on
her mother Jessmin's notes, de Hartmann's
music would fir the performance of the Move-
ment better when bar four is omitted from the
sheetmusic. We have not omitted bar four from
our recording.

30 Jessmin and Dushka Howarth pointed out
that de Hartmann's music does not fit the
Movement. They suggested the following
adjustment: “Omit bars 4, 7, 10, 13, 14, 37, 40
& 43, insert in between bars 14 & 15 a repeat of
bars 1, 3, 4 & 6 and in berween bars 44 & 45 a
repeat of bars 33, 35, 36 & 38." Our recording
does not incorporate these changes,

31 Thomas C. Daly explains:

“There are two separate work periods during
this time. From 1917 in Essentuki to May 1923
at the Prieuré, no music was written down and
no Movements notes were made by anybody.
In 1919, Mme. de Salzmann and some of her
Dalcroze dancers joined with Gurdjieff. Jessmin
Howarth joined in Paris in 1920, Mr. de Hart-
mann had to be ready to play, by memory only,
any Movement given up to that point.

“In May 1923, de Hartmann was allowed to
write down new exercises given for the first
time; as each one was given, he began to notate
whart was given and to play from his notes, The

piano version was aliways written down first in
preparation for the demonstrations to be given
the next December. During the summer, de
Hartmann—alone—had to figure our how best
to orchestrare the ones chosen by Gurdjieff, for
36 musicians, No rehearsals of the orchestra-
tions could be done till the last three days in
Paris when the musicians were booked. At this
time Gurdjieff asked for only one or two nora-
ble changes, after hearing the effect—such as
adding the “murmurs” of praying Muslim
meonks, during the Great Prayer.

“After the Paris demonstrations in 1923, 2
few new exercises were given for use in the
American performances. Then, after the 1924
accident, a further six or seven were given in
August, and completed the Movements music
collaboration.”

© Wim van Dullemen, July 2001
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