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The piano music in this definitive four-volume edition
was composed by G. I. Gurdjieff and Thomas de Hart-
mann in Fontainebleau, France, during the 1920’s.
While the music has only recently been introduced to
the general public through a number of recordings, it
has been for over sixty years an integral part of the 
teaching developed by Gurdjieff.

G. I. Gurdjieff

George Ivanovich Gurdjieff (1866–1949) was born of a
Greek father and an Armenian mother in Alexandropol
near the border of Russian Armenia and Turkey in the
Caucasus, an area where many different ethnic groups
had lived together for centuries. His father was one of
the local bards known as “Ashokhs” who could impro-
vise on religious or philosophical themes in verse and
song and, as Gurdjieff described, would often recite one
of the many legends or poems he knew, according to the
choice of those present, or would render in song the dia-
logues between the different characters. Later, discover-
ing the great antiquity of these legends, Gurdjieff began
to attribute particular significance to them.
The eldest of six children, Gurdjieff lived as a young
boy with his family in Kars (now in Turkey), where he
sang in the choir of the Russian Orthodox Church. His
quick mind and musical ability attracted the attention of
the Cathedral dean, who assumed responsibility for the
boy’s education. Along with the usual school subjects,
Gurdjieff was tutored in religion and medicine.
Despite this training, his many questions about the
meaning of man’s existence remained unanswered.
With a group of companions, he began to search for a
body of knowledge which, he suspected, had its roots in
ancient traditions and might explain the contradictions
he could not resolve. He and the other “Seekers of
Truth,” as they called themselves, traveled to Egypt,
Tibet, Afghanistan, and other countries throughout 
Central Asia to discover these sources. Such journeys
gave him the opportunity to listen to and assimilate the
music of many ethnic traditions and ultimately led him
to certain temples and monasteries, where he studied
special forms of ritual, dance, and music.
After some twenty years of search, Gurdjieff appeared
in Europe with a complete teaching that bridged the eso-
teric knowledge of the East and the scientific method-
ology of the West. He went to Moscow in 1913, where
he gathered around him people interested in studying his
ideas. P. D. Ouspensky, author of the most comprehen-
sive book about Gurdjieff’s ideas, In Search of the
Miraculous1, was part of this group.
In 1916 the young Russian composer Thomas de Hart-
mann joined Gurdjieff’s circle in St. Petersburg. As the
turmoil of World War I and the Russian Revolution de-
scended upon them, Gurdjieff left Russia with some of

his pupils, including de Hartmann and his wife, travel-
ing to Essentuki and Tiflis in the Caucasus. Joined in
Tiflis by the painter Alexander de Salzmann and his
wife Jeanne, they continued later to Constantinople and
Berlin.
Finally settling in France in 1922 at the Château du
Prieuré in Avon near Fontainebleau, Gurdjieff estab-
lished his Institute for the Harmonious Development of
Man, which attracted a large number of people, mainly
from England and the United States. Physical and
intellectual work and a great variety of exercises, dances
and movements were all part of an intense activity in
support of Gurdjieff’s aim: to offer to those present the
means to discover their essential nature and develop its
hidden possibilities.
After a near-fatal automobile accident in 1924, Gurdjieff
changed the forms in which he conveyed his teaching.
In just two years, beginning in 1925, he and de Hart-
mann composed most of the music in this collection.
During this same period, Gurdjieff embarked on his
major writing project, All and Everything.2

Over the years he made several trips to America to visit
groups of people studying his ideas, as well as to give
lectures and public performances of the movements and
sacred dances. He gradually curtailed the activities of
the Institute and closed it in 1932. Toward the end of the
1930’s he resumed, with renewed intensity, work with
his pupils in Paris which continued throughout World
War II, the occupation, and afterwards until his death on
October 29, 1949.

Thomas de Hartmann

Thomas Alexandrovich de Hartmann (1885–1956)
received his musical education in the Russian school.
Born in Ukraine to parents of German ancestry on Sep-
tember 21, 1885, de Hartmann was already drawn to the
piano by the age of four. When he was nine his mother
enrolled him in the academic military school in St.
Petersburg. There his talent was soon recognized and he
was permitted to spend all his spare time on musical 
studies.
At the age of eleven he was accepted by Arensky as a
pupil in harmony and composition, and by Madame
Annette Esipova-Leschetizky for the piano. He later 
studied counterpoint with Taneiev, and in 1903 received
his diploma from the St. Petersburg Conservatory,
which at that time was under the direction of Rimsky-
Korsakov.
When he was only 21, his full-length ballet, The Scarlet
Flower, was premiered to great acclaim by the Imperial
Opera of St. Petersburg with Legat, Pavlova, Karsavina,

Preface

1 P. D. Ouspensky, In Search of the Miraculous, New York:
Harcourt, Brace & Company, 1949; London: Routledge &
Kegan Paul, 1950.

2 G. I. Gurdjieff, All and Everything (comprising three
series): Beelzebub’s Tales to His Grandson, New York & 
London: Viking Arkana, 1992; New York: Harcourt, Brace
and Company, 1950; London: Routledge & Kegan Paul, 1950;
Meetings with Remarkable Men, New York: Dutton, 1963;
London: Routledge & Kegan Paul, 1963; Life Is Real Only
Then, When “I Am,” New York: Viking Arkana, 1991.
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Fokine and Nijinsky in the cast. Tzar Nicholas II was
present and, in recognition of de Hartmann’s accom-
plishment, authorized his release from active military
service to the status of reserve officer so that he could
devote all his time to music. This enabled him to move 
to Munich to study conducting with Felix Mottl, a disci-
ple and friend of Richard Wagner.
In Munich between 1908 and 1912, de Hartmann, along
with Arnold Schönberg, joined the avant-garde cultural
movement launched by Franz Marc and Wassily Kan-
dinsky, whose anthology, Der Blaue Reiter, articulated
the modernist search before World War I for a common
spiritual basis of artistic expression. De Hartmann’s
article, in that landmark publication, entitled “On Anar-
chy in Music,” proclaimed, “By discovering the new
laws, art should … lead to an even greater, more con-
scious freedom – to different, new possibilities.”3

During this period he sketched the music for Kandin-
sky’s experimental stage production, The Yellow Sound.
De Hartmann returned to St. Petersburg in 1912 where
his career continued to flourish. His musical activities
included compositions for orchestra, piano and voice,
music for the ballet, a one-act opera, and chamber
music.
In 1916, his meeting with Gurdjieff gave a new direction
to his life. De Hartmann said:
It was clear to me long before I met Gurdjieff, . . . that
to be able to develop in my creative work, something
was necessary – something greater or higher that I
could not name. Only if I possessed this “something”
would I be able to progress further and hope to have
any real satisfaction from my own creation . . .4

For the next twelve years de Hartmann and his wife
worked closely with Gurdjieff. When the Bolshevik
revolution broke out, they first followed him to the Cau-
casus and then to Turkey. Whenever conditions of life
permitted, de Hartmann and his wife, an opera singer,
continued their own musical activities, teaching and
giving concerts. Later, between 1922 and 1929, they
lived at Gurdjieff’s Institute in France where most of the
music in the present volumes was composed.
In 1929, de Hartmann left the Institute and resumed his
career, composing sonatas, concertos, ballet music,
symphonies, the opera Esther, song cycles, and a setting
for voice and piano of the final pages of James Joyce’s
Ulysses. During this period he earned his livelihood by
writing scores for films.
In the late forties and early fifties Jeanne de Salzmann,
who had become Gurdjieff’s closest disciple, invited de
Hartmann to give recitals of the music he had composed
with Gurdjieff, to oversee the publication of a limited
five-volume edition, and to compose new pieces for
Gurdjieff’s movements and sacred dances. From 1951,
de Hartmann lived and worked in America until his
death on March 26, 1956.

The Music

In the course of his search to understand all facets of
human nature, Gurdjieff became convinced that the
music of different cultures both preserved and revealed
essential characteristics of those cultures and also con-
veyed deeper meanings rooted in their traditions. He
possessed an extraordinary capacity for remembering
the intricate melodies he heard during the twenty years
he spent living and traveling in Central Asia and the
Near East. These “recordings” were essential for the
work that was to follow.
The music Gurdjieff encountered descends from aural
traditions of ancient provenance. As a rule, this music 
is not written down but relies on the musician’s exact
knowledge of its characteristic melodic movements. As
in most monophonic music, a sense of harmony is
implied by the melodic intervals themselves, often
underpinned by a drone of the tonic, or with the added
fifth. In certain styles one also finds a complex rhythmic
interaction between melody and accompaniment. The
systems of tuning, varying from region to region, are
derived from divisions of the octave that result in inter-
vals unfamiliar to Western ears.
De Hartmann, a musician of European culture, needed
time and a special preparation to become sensitive to a
musical language so different from his own, and to be
able to hear – in the sense of receive – the essence of the
music that was being conveyed to him. He described his
first musical contact with Gurdjieff:
In the evenings, he came with a guitar and would play,
not in a usual manner, but with the tip of the third fin-
ger, as if playing a mandolin, slightly rubbing the
strings. There were only melodies, rather pianissimo
hints of melodies from the years when he collected and
studied the ritual movements and dances of different
temples in Asia. All this playing was essentially an
introduction for me into the new character of the
Eastern music which he wished later to dictate to me.5

It was around this time (1917) in Essentuki that Gurd-
jieff began to develop extensively his movements and
sacred dances. At first he provided the musical accom-
paniment himself on the guitar, (under wartime condi-
tions no piano was available), while de Hartmann had to
practice the exercises.
In 1919 when Gurdjieff and his pupils went to Tiflis,
work on these exercises continued and, with a piano
available, de Hartmann was asked to play. De Hartmann
wrote:
. . . Gurdjieff gave us the different modes of several
nationalities, and not only the modes but also . . . details
peculiar to the character of each nationality. These
modes served later on for the creation of music for a
variety of exercises . . .6

It was also in 1919 that Gurdjieff sent de Hartmann and
his wife to Erivan, the capital of Armenia, where the de
Hartmanns gave concerts of European music and of the
works of the Armenian composer Komitas Vardapet. As
de Hartmann describes: 

3 Th. v. Hartmann, “Über Anarchie in der Musik,” in 
Der Blaue Reiter, München, R. Piper & Co. Verlag, 1912, 
page 94.
4 Thomas and Olga de Hartmann, Our Life with 
Mr Gurdjieff, Definitive Edition, London: Penguin Arkana, 
1992, page 5.

5 Ibid., condensed from pages 43–44.
6 Ibid., page 141.
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Mount Ararat was wrapped in a shroud of mist: an
unforgettable sight. To accompany this vision there was
authentic Eastern music, played on . . . the tar – a kind
of stringed instrument. Through this trip to Erivan, . . .
Gurdjieff gave us the opportunity of listening to Eastern
music and musicians, so that I could better understand
how he wished his own music to be written and interpre-
ted.7

For the five years between 1919 and 1924, the collabora-
tion of the two men focused on music for Gurdjieff’s
movements and sacred dances. In 1925 the full intensity
of the composing of the music in this edition began:
I had a very difficult and trying time with this music.
Gurdjieff sometimes whistled or played on the piano
with one finger a very complicated sort of melody – as
are all Eastern melodies, although they seem at first to
be monotonous. To grasp this melody, to write it in
European notation, required a tour de force.
How it was written down is very interesting in itself. It
usually happened in the evening in the big salon of the
Château. From my room I usually heard when Gurdjieff
began to play and, taking my music paper, I had to rush
downstairs. Soon all the people came, and the music
dictation was always in front of everybody.
It was not easy to notate. While listening to him play, I
had to scribble down at feverish speed the shifts and
turns of the melody, sometimes with repetitions of just
two notes. But in what rhythm? How to mark the accent-
uation? Often there was no hint of conventional Western
meters; at times the flow of melody . . . could not be
interrupted or divided by bar-lines. And the harmony
that could support the Eastern tonality of the melody
could only gradually be guessed.
Often – to torment me, I think – he would begin to
repeat the melody before I had finished my notation,
usually with subtle differences and added embellish-
ments which drove me to despair. Of course it must be
remembered that this was never just a matter of simple
dictation, but equally a personal exercise for me, to
grasp the essential character, the very noyau or kernel
of the music.
After the melody had been written down Gurdjieff would
tap on the lid of the piano a rhythm on which to build
the bass accompaniment. And then I had to perform at
once what had been given, improvising the harmony as I
went.8

By this method over 300 piano pieces were worked on
during those two years.

What is unique in this music is its specific combination
of elements: the ethnic melodies, the ritual music of
remote temples and monasteries, and the cadences of
the Orthodox liturgy so intimately familiar to both men
– all these transformed by Gurdjieff through de Hart-
mann’s craftsmanship and absolute dedication. What
resulted was sometimes distinctly Eastern, often clearly
Western, but almost never typically either one. It is as
though many of the specific attributes of the sources
were distilled to leave a music largely free of elaborated

structure and decorative detail or of characteristic 
pianism. The force and clarity of its speech emerge 
from the underlying intention to speak directly to the
listener’s inmost self.
A close examination of the manuscripts yields a reveal-
ing insight: there are very few occurrences of rewriting
in any of the various stages of notation. From the first
dictation of the melodies, through harmonization and
addition of rhythm, until the final manuscript, there is
no evidence of basic change in compositional structure.
In any process of composing this would be unusual, but
in a collaboration it is quite extraordinary. The common
understanding of the two men and the accelerated pace
of their work together led to a fusion of musical thought
– resulting in a creation as if from one mind. They
became one composer.
The period of their musical collaboration ended in 1927.
The manuscripts remained in various stages of comple-
tion: in some cases the melody alone was noted down,
while in others the melodic line was  partially harmon-
ized and the piece never finished. This edition contains
only those pieces that reached their full and final devel-
opment.
The fair copies produced in the 1920’s by de Hartmann
in his impeccable calligraphy generally contain few
indications of tempo, dynamics, phrasing, or articulation
marks. Only in preparing the manuscripts in the early
1950’s for a limited private edition did he add such indi-
cations, formalize the genres, and establish the sequence
of pieces in each volume. Therefore, most of the pre-
viously unpublished manuscripts in this edition appear
with few performance indications. It is left to the pianist
to explore and find in the music itself the key to their
interpretation.

Introduction to Volume III

In considering the complete musical works of Gurdjieff/
de Hartmann, we find in Hymns, Prayers, and Rituals
undoubtedly the most profound reflection of Gurdjieff
the Master. Although quite varied in form and some-
what in style, these pieces all share the unmistakable
mark of the depth of his inner feeling and sensitivity. It
is surely this quality which gives Volume III its unique
tone.
The ethnic and traditional pieces in Volumes I and II
clearly emerge from Gurdjieff’s early life-experiences
and travels in Asia and North Africa and are suffused
with natural human warmth and often with refined 
personal emotion. The music of Volume III, however,
leaves behind all folklorism or any purely subjective
expression, to reveal another world.
The exact nature of this collection of pieces is difficult
to define. They all evoke a sense of the sacred, but in
different ways. Some were given titles, while others are
identified only by number. In certain pieces the distinc-
tion between a hymn, a prayer, and a ritual is not im-
mediately evident.
The hymns, for example, do not at all correspond to the
conventional notion of music sung by church congre-
gations or choirs. They might instead be viewed as
expressions of inner states in which man confronts his
inmost self – sometimes through a dramatic struggle –

7 Ibid., page 136.
8 Ibid., condensed from pages 245–246.
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to become aware of the different forces which influence
both his life and his inner being.
Nevertheless, the echo of the Orthodox liturgy, a tra-
dition in which both Gurdjieff and de Hartmann were
deeply rooted, is by no means absent in the interiority 
of these hymns. In such examples as Nos. 1, 18, 26, 33,
and 36, for instance, the characteristic Russian cadences
and harmonic idiom are clearly in evidence. The Ortho-
dox influence is also present in a series of pieces related
to Holy Week. Included in this group are Hymn for
Easter Wednesday (No. 42); Hymn for Easter Thursday
(No. 41) – perhaps the most deeply questioning of the
set; Hymn for Good Friday (No. 28); Easter Hymn and
Procession in the Holy Night (No. 51) – a solemn ritual;
Easter Hymn (No. 26) – unmistakably Orthodox, a kind
of choral ode; and The Resurrection of Christ (No. 50) –
a meditation on the theme rather than a musical illustra-
tion.
Also heard in certain pieces are the sounds of traditions
other than Christian. These are reflected in much of the
music found in Volume II, as in the monody of Dervish
chants and taksims. Two examples of this intensely
searching and contemplative mode are Reading from a
Sacred Book (No. 19) and Chant from a Holy Book
(No. 47). The sound-image is the familiar drone or
pedal-point tremolo of a plectral instrument, supporting
an unharmonized melody in free rhythm, improvisatory
in style, which would be intoned either by the voice 
(as in the Islamic call to prayer) or perhaps by a wind-
instrument such as the ney. These compositions of
oriental character are among the most evocative of the
Gurdjieff/de Hartmann works. It is as though they illu-
minate the other side of the sacred mountain, which is,
in truth, this body of work, created through the osmotic
collaboration of master and pupil.
Elsewhere in these compositions, one senses a certain
lyricism and humanity, although always expressed with
the inwardness that characterises the entire volume.
(Consider, for example, Nos. 2, 7, 10, 31, and 39.) Two
of the most touching pieces in this mode are Nos. 22
and 43, prayers of great intimacy, although the personal
feeling never approaches the sentimental. In “Rejoice,
Beelzebub!” (No. 15), the opening phrases convey a
sense of reassurance and hope, reinforced by the use of
the major mode, which is found less frequently in the
works of Gurdjieff/de Hartmann. But in the penultimate
phrase the atmosphere shifts subtly, the tonality be-
comes minor, and the piece concludes on a more pen-
sive or even melancholy note.
Among the most powerful hymns are those that re-
present musically the great laws on which Gurdjieff’s
teaching is based. Certainly the most notable example is
Holy Affirming, Holy Denying, Holy Reconciling
(No. 17). The piece falls into three sections, in which

one and the same theme is each time differently voiced,
and in a different register and dynamic, bearing witness
to the three elemental forces present in all cosmic pro-
cesses (the “Law of Three”). In No. 49 we find a similar
form, but a different atmosphere. In this piece, the iden-
tical musical statement is played three times (according
to de Hartmann’s practice). Here, however, there is an
austerity in the terse theme which transmits an implac-
able force.
Finally, certain pieces do not easily fall into a category,
although they are essentially related to the music of 
the entire volume. For example, Prayer and Despair
(No. 20), an impassioned journey through the inner 
depths. Its thematic material could almost have been
drawn from medieval chant, and is realised as two
interlocking themes, progressing in a counterpoint that
is metrically free, while steadily increasing its surge of
forward movement. This innovative approach allows the
two motifs to expand and return, flowing in and out of
each other, mounting to heights of intensity, and de-
scending at the end into a kind of darkness and mystery.
Another unusual example is Religious Ceremony
(No. 21), which seems to partake of all three qualities –
hymn, prayer, and ritual. It unfolds from a theme of a
certain gravity in the low register, of which each phrase
is followed by a distant quasi-choral response in the
high treble. There is a sense of repose as the theme, 
gradually and without haste, begins to develop, follow-
ing a kind of upward path, introducing other melodic
elements along the way, rising and falling as it explores
nearby tonalities. At measure 44, the melody finally
returns to the deep A-minor tonic from which it began.
At this point, supported by a deep bass tremolo, it
begins a new ascent, gaining volume and urgency, den-
ser texture, and more complex harmonic structure,
finally arriving at a climactic declamation, somewhat
rare in this music. From here it peacefully subsides into
a tranquil conclusion.
In some ways the most mysterious composition in this
volume may be No. 11. It is almost not music, more like
a statement of the soul. This is a page of uncompromis-
ing objectivity and starkness, an unadorned skeleton. A
searching melody is stretched over a three-voiced har-
monic framework in which the open fifth is the most
prevalent interval. Although the melody is essentially in
harmonic minor, its odd movement of its intervals and
the spare accompaniment create an elusive atmosphere;
the emotional quality is difficult to define. In this 
bare and open structure, it is as though nothing can be
hidden. It suggests a kind of penetrating inward look,
without comment or judgement.

The Editors
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Cette édition révisée et complète de la musique pour
piano de Georges Gurdjieff et Thomas de Hartmann
comprend quatre recueils. La majeure partie de l’œuvre
fût composée à Fontainebleau dans les années 1920.
Pendant plus de soixante ans elle a été une part vivante
de l’enseignement apporté par G. I. Gurdjieff. Elle com-
mence à peine à être connue du grand public grâce à une
série de disques édités au cours de ces dernières années.

G. I. Gurdjieff

Georges Ivanovitch Gurdjieff (1866–1949), d’ascen-
dance grecque par son père et arménienne par sa mère,
est né à Alexandropol, aux confins de l’Arménie et de la
Turquie, dans une région du Caucase où pendant des
siècles se sont cotoyés des groupes ethniques très
divers. Son père perpétuait la tradition orale des bardes
locaux ou Ashokhs. Il racontait en vers les grands
mythes antiques et à la demande de l’assistance, pouvait
improviser à l’infini sur des thèmes religieux ou philo-
sophiques. Plus tard lorsqu’il s’intéressa à la source de
ces légendes et de ces mythes, Gurdjieff leur accorda
une attention particulière.
Dans sa jeunesse, Gurdjieff vécut à Kars, au sein d’une
famille de six enfants dont il était l’aîné. Il chantait
régulièrement dans le chœur de l’église orthodoxe russe.
Son esprit aigu et son don pour la musique attirèrent
l’attention du doyen de la cathédrale qui se chargea dès
lors de son éducation. En plus de la formation scolaire
habituelle il fut instruit en religion et en médecine.
Malgré cette éducation particulière, les questions qui le
brûlaient sur le sens profond et la finalité de l’existence
humaine ne trouvèrent pas de réponse. Il s’engagea
alors, plein d’ardeur, avec un groupe de compagnons, à
la recherche d’une connaissance pérenne susceptible de
dépasser et de réconcilier les contradictions qui l’habi-
taient, et qu’il espérait retrouver au cœur des anciennes
traditions.
Ainsi avec ses compagnons, «Les Chercheurs de
Vérité», entreprit-il des expéditions en Egypte, au Tibet,
en Inde, en Afghanistan et dans de nombreuses autres
régions d’Asie Centrale, pour tenter de remonter aux
sources de cette connaissance perdue. Au cours de ces
voyages, il sut écouter et assimiler les musiques tradi-
tionnelles de l’Orient. Dans divers temples et monas-
tères, il étudia les principes de l’art sacré et les formes
spécifiques données au rituel, à la musique et à la danse.
Après quelques vingt années de recherche, on retrouve
Gurdjieff en Europe, porteur d’un enseignement théo-
rique et pratique, très élaboré et très complet qui sem-
blait relier la connaissance ésotérique de l’Orient et la
méthodologie scientifique de l’Occident. 
En 1913 à Moscou, se groupèrent autour de lui des gens
intéressés par ses idées. Parmi eux se trouvait P. D.
Ouspensky, à qui l’on doit certainement l’exposé le plus
complet et le plus attachant sur l’Enseignement de
Gurdjieff.1

En 1916, le jeune Thomas de Hartmann rejoignit le
groupe à Saint-Pétersbourg. Quand les troubles liés à la
première guerre mondiale puis à la révolution russe s’in-
tensifièrent, Gurdjieff fut contraint de gagner le Sud du
pays puis de quitter définitivement la Russie, suivi d’un
certain nombre de ses élèves, dont Hartmann et sa
femme. Ces tribulations les amenèrent dans le Caucase,
à Essentuki et Tiflis – où ils furent rejoints par le peintre
Alexandre de Salzmann et sa femme Jeanne – puis à
Constantinople et Berlin.
Finalement, en 1922 il s’établit en France, au Château
du Prieuré près de Fontainebleau. Son «Institut pour le
Développement Harmonique de l’Homme», attira de
nombreux élèves, venus principalement d’Angleterre et
des Etats-Unis. L’Institut devait alors connaître une
activité intense appelant les participants à mobiliser leur
être dans sa totalité: travail physique, intellectuel, exer-
cices les plus divers comprenant notamment la pratique
de certains mouvements.
En 1924, après un accident d’automobile qui faillit 
lui coûter la vie, Gurdjieff fut amené à développer de
nouveaux moyens pour transmettre l’essence de son 
enseignement. C’est ainsi qu’en deux ans à peine, à 
partir de 1925, fut composée la majeure partie de la
musique contenue dans la présente publication. C’est à
cette époque également, que Gurdjieff se mit à écrire 
et qu’il traça les grandes lignes de son ouvrage: Du tout
et de tout .2 Les activités de l’Institut se réduisirent par la
suite considérablement pour s’arrêter complètement en
1932.
Gurdjieff effectua plusieurs voyages en Amérique pour
y donner des conférences et des démonstrations publi-
ques, éclairant notamment le rôle précis des Mouve-
ments et des danses sacrées dans le développement
intérieur de l’homme. A la fin des années 30, le travail
avec ses élèves reprit intensément à Paris. Il continua
pendant la guerre et l’occupation et ne cessa de s’ampli-
fier jusqu’à la mort de Gurdjieff le 29 Octobre 1949.

Thomas de Hartmann

Thomas Alexandrovitch de Hartmann (1885–1956)
reçut, sous les auspices de la tradition musicale russe,
une formation classique de compositeur. Né en Ukraine,
de parents d’origine allemande, le jeune Thomas, dès
l’âge de quatre ans, sembla irrésistiblement attiré par le
piano familial. A neuf ans il entra à l’école de l’Acadé-
mie Militaire de Saint-Pétersbourg. Son talent précoce
fut vite reconnu et on l’aida à consacrer tout son temps
libre à l’étude de la musique.
Il avait onze ans à peine lorsque Arensky l’accepta à 
ses cours d’harmonie et de composition et qu’Annette
Esipova-Leschetitzky l’admit à son cours de piano. Il
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1 P. D. Ouspensky, Fragments d’un enseignement inconnu,
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2 G. I. Gurdjieff, Du tout et de tout, en trois séries: Récits de
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