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Music of Thomas de Hartmann (1885-1956)

Presented by Elan Sicroff, pianist

Katharina Naomi Paul, violin 
Disc One, Tracks 1-3

Natalia Gabunia, violin 
Disc One, Tracks 6-7
Disc Two, Tracks 4-6

Ingrid Geerlings, flute and Joris van Rijn, violin 
Disc Two, Tracks 7-10

Anneke Janssen, ‘cello
Disc One, Tracks 4-5, 11-13

Disc Two, Tracks 1-3

Quirijn van Regteren Altena, double bass
Disc One, Tracks 8-10

Amstel Quartet, saxophones 
Remco Jak, soprano   Olivier Sliepen, alto

Bas Apswoude, tenor   Ties Mellema, baritone
Disc One, Tracks 14-22
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Amstel Quartet
Remco Jak- soprano saxophone   Olivier Sliepen - alto saxophone

Bas Apswoude - tenor saxophone   Ties Mellema - baritone saxophone
Chameleonic and passionate would be the best way to describe the four saxophonists that 
make up the Amstel Quartet. Whether it is old music or the very latest sounds, pop music, jazz,
classical or world music - once you hear the Amstel Quartet play, all borders between these 
genres simply fade away. Technical limitations appear non-existent and musical boundaries
are there merely to be crossed. This adventurous attitude has brought the foursome a multitude 
of admirers worldwide, because a performance by the Amstel Quartet has the thrilling energy 
of a pop concert. The quartet takes you along on a breath-taking and moving journey time and 
again. It is not without reason that the Dutch press has dubbed the Amstel Quartet ‘The most 
colourful saxophone quartet in the world’.
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Bernard Haitink, Barbara Hannigan and Jaap 
van Zweden. For many years she has been 
associated with the renowned 
AskoSchönberg Ensemble for contemporary 
music, and has performed with this group at 
Carnegie Hall. She has also played at the 
Proms in the Royal Albert Hall with the 
Chamber Orchestra of Europe. Ingrid 
Geerlings is a founding member of the Dutch 
ensemble ‘Ludwig’.

After having passed with distinction both 
Bachelor's (1998) and Master's degrees (2000) 
in The Hague, Joris van Rijn entered the 
Juilliard School, New York, studying with 
Glenn Dicterow (concertmaster of the N.Y.

Philharmonic) and Robert Mann. In 2001 he 
obtained the Professional Studies Degree for 
solo violin, chamber music and orchestra.
Since September 2002 Joris has been first 
concertmaster of the Radio Philharmonic 
Orchestra and the Radio Chamber Philharmonic 
(Holland). He regularly performs as 
concertmaster in several Dutch orchestras. As 
soloist Joris has played with most of the leading 
Dutch orchestras: Residentie Orchestra (the 
Hague), the Noord Holland Philharmonic 
Orchestra, the Radio Philharmonic Orchestra, 
the Gelders Orchestra and the Radio Symphony 
Orchestra. In September 2002 his debut CD was 
released, containing contemporary caprices for 
solo violin written by 24 Dutch composers. As 
member of the Ruysdael Quartet and Ensemble 
Cameleon he is frequently invited for chamber 
music festivals throughout Europe. With these 
ensembles he also made several recordings.
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Thomas de Hartmann in his New York apartment, 1956
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 DISC ONE (77:49) 
 Sonata for Violin and Piano Op. 51 (1936)  29:12
 - à Monsieur et Madame R. Logeart · Katharina Naomi Paul, violin
1 I Moderato  12:45
2 II Andante  7:12
3 III Andante molto - Vivace  9:15

 La Kobsa Deux musiques de vielleurs Ukrainiens (1950)
 - à mon Amie Micheline Albert-Bloch · Anneke Janssen, ‘cello
4 Assez lent  3:09
5 Allegro vivace, le rhythme très précis  2:08

6 Hommage à Borodine Sérénade-badinage (1929) - à René Benedetti  1:54
 Natalia Gabunia, violin

7 Feuillet d'un vieil album (1929) à Yvonne Curti 
 Natalia Gabunia, violin 2:50

 Fantaisie - Concerto for Double Bass and Orchestra Op. 65 (1942) 15:59
 “With the unique double bass sound of Serge Koussevitzky in mind”
 Quirijn van Regteren Altena, double bass
8 I Allegro con brio  8:12
9 II Romance 1830  3:34
10 III Finale  4:13

11 Chanson sentimentale (1929) 
 Anneke Janssen, ‘cello 1:57

 Deux pleureuses Op. 64 (1942) Deux mélodies pour Pablo Casals
 Anneke Janssen, ‘cello
12 Lent  3:39
13 Andante molto  2:19
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Katharina Naomi Paul studied violin with 
Kathrin Scholz, Christian Tetzlaff, Elisabeth 
Kufferath and Stephanie Conley, and chamber 
music with the Belcea String Quartet and the 
Auryn String Quartet. She has 'participated in 
master classes with Louis Kaplan,Werner 
Scholz, Igor Ozim and András Schiff. Katharina 
is a graduate of the Hochschule fur Musik in 
Detmold and the Guildhall School of Music and 
Drama in London. She is a member of the 
Geneva Camerata, the Balthasar-Neumann-
Ensemble and Spira Mirabilis. From 2009-13 
Katharina played in the Orchestra Mozart, 
directed by Claudio Abbado. Currently she also 
plays for the Deutsche Kammerphilharmonie 
Bremen, the Kammerakademie Potsdam and the 
Ensemble Resonanz.

Ingrid Geerlings studied with Koos Verheul 
at the Sweelinck Conservatory in Amsterdam, 
where she graduated with highest distinction 
in 1997. She has studied privately and 
attended master classes with Aurele Nicolet, 
Peter Lukas Graf, Karlheinz Zòller, Paul 
Verheij and Patrick Gallois. In 1995, 
Geerlings won first prize at the European 
Chamber Music Concours in Colmar, France, 
and in 1999 she received the ‘Talent of the 
Year’ (Vriendenkrans) award from the 
Amsterdam Concertgebouw. As principal 
flutist she has worked with the Chamber 
Orchestra of Europe and many famous 
conductors, including Valery Gergiev, 
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Anneke Janssen studied at the Sweelinck 
Conservatorium in Amsterdam with Dmitri 
Ferschtman and Jean Decroos. She has 
participated in master classes with Karine 
Georgian, Mischa Maisky and Natalia Gutman. 
In 1994 she graduated from the conservatory 
and joined the Radio Philharmonic Orchestra in 
the Netherlands.

Double bassist Quirijn van Regteren Altena 
is a highly sought after soloist, chamber 
music player and orchestral musician. As a 
soloist, Quirijn has commissioned various 
compositions for his instrument, which have 
been featured on his critically acclaimed CDs 

“Characters” (Olympia Records) and 
“Pantomime” (Aristo). As a long-time member 
of the world-renowned AskoSchönberg 
Ensemble, Quirijn has worked closely with 
many composers, including John Adams, 
Louis Andriessen, Sofia Gubaidulina, 
Maurcio Kagel, and Steve Reich.

Natalia Gabunia played in the first violin 
section of the Dutch Radio Philharmonic 
Orchestra. Presently she teaches at the 
Conservatory in Liege, Belgium, and at the 
Conservatory of Tilburg, Netherlands. She also 
gives regular master classes at the Central 
Music School in Tbilisi.
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 Koladky Op. 60 (1940) Ukrainian Christmas Carols 14:46
 Amstel Quartet, saxophones
14 Spiritual Song  2:53
15 Come Koladá, Come!  1:07
16 The Three Wise Men  1:54
17 The Shepherd's Pipes  0:55
18 The Arrival of Koladá  0:57
19 Ovsén  0:49
20 Eve of the Epiphany  2:01
21 Farewell Koladá  1:03
22 Goosak  3:07

 DISC TWO (72:52)
 Sonata for Violoncello and Piano Op. 63 (1941)  37:17
 - à mon ami Gérard Hekking · Anneke Janssen, ‘cello
1 I Moderato  12:39
2 II Tema con variazione  14:12
3 III Finale  10:22

4 Menuet fantasque Op. 66 (1942) · Natalia Gabunia, violin 2:41

 Four Dances from Esther Op. 76 (1946) · Natalia Gabunia, violin 7:21
 Dances from Act III of the opera, based on the biblical story of Esther by Racine.
5 No. 3 Danse Assirienne  4:12
6 No. 4 Danse Parthe  3:10

 Trio for Flute, Violin and Piano, Quasi Variation Op. 75 (1946)  25:35
 - à Monsieur Marcel Moyse et son trio 
 Ingrid Geerlings, flute and Joris van Rijn, violin
7 I  10:24
8 II  8:48
9 III  2:32
10 IV  3:51
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Recorded at Studio 1, Muziek Centrum van de Omroep (MCO), Hilversum, Netherlands 
between October 2011 and June 2015. 

Music Supervisor and Chief Recording Englineer, Guido Tichelman. 
Assistant Recording Engineer, Bastiaan Kuijt

Editing, mixing & mastering at Azazello Audio Suites, Haarlem, Netherlands, Guido Tichelman

Produced by Gert-Jan Blom
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The primary aim of The Thomas de Hartmann Project is to make publicly available the 
compositions of Thomas de Hartmann; today a music as strangely inaudible as the composer is 
invisible, outside small groups familiar with de Hartmann's musical collaborations with G.I. Gurdjieff.

Gurdjieff was de Hartmann's teacher for twelve years of close contact. A familiarity with their 
sacred music, and practices within the corpus of Gurdjieff's teaching, is not necessary to 
appreciate de Hartmann's compositions in a purely musical sense; but adds depth to both 
performing, understanding and appreciating the music.

Elan Sicroff, as student of J.G. Bennett, pianist for Movements classes over nearly forty years, and 
the personal acquaintance of Mme. De Hartmann, is rarely qualified in this undertaking.

Robert Fripp
Thursday 4th February, 2016

Worcestershire, England.

Robert Fripp is an English guitarist and composer. He is a founding member of the rock band 
King Crimson (1969) and the initiator of Guitar Craft seminars (since 1985).
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Natalia Gabunia was born into a family with a 
broad musical tradition in Tbilisi, Georgia. Her 
father, Nodar Gabunia, was a prominent pianist 
and composer who studied with Khatchaturian. 
She was trained at the conservatories of Tbilisi, 
Moscow, Hamburg and Utrecht with such 
eminent teachers as Phillip Hirschhorn, Mark 
Lubotsky and Maya Glezarova. Miss Gabunia 
made her solo debut at the age of twelve, 
playing the Mendelssohn Violin Concerto with 
the Georgian State Symphony Orchestra, 
conducted by Arnold Katz. In the following 
years she was a soloist with all the major 
Georgian orchestras, and she also appeared in 
recitals with the pianists Nino Gvetadze, Keri 
Badridze and Robert Kulek. She has performed 
as a soloist with violinist Vadim Repin and 
oboist Maurice Bourgue, and has made a live 
recording.of the violin concerto by her late 
father with the Tbilisi Symphony Orchestra and 
conductor Vakhtang Kachidze. For many years 

Also Available by Elan Sicroff
NI6413 The Songs of Thomas de Hartmann

Works for Soprano and Piano setting poems by 
Achmatova, Shelley, Zota, Ronsard, Zhukovsky, Pushkin, Joyce, 

Moreux, Gual, Kapnist, Janov, and Balmont

NI6409 The Piano Music of Thomas de Hartmann

Full track details at www.wyastone.co.uk
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Quebec in Montreal, and was a founder of the Marlboro Music School and the Marlboro 
Festival in Vermont. He strove to teach his students “not how to play the flute, but to make 
music”.

Throughout the piece de Hartmann shows himself to be at the height of his creative powers. He 
uses an exceptionally colorful palette, and employs a wide variety of compositional styles. The 
opening theme, which sounds like a nursery rhyme, is put through a dizzying series of 
permutations. These include an ironic Viennese waltz, a paraphrase of Chopin’s ‘Funeral 
March,’ a Nocturne, a Ukrainian Rhythm and a dense fugato section which culminates in a 
Grandioso before returning to the main theme at the end.

Elan Sicroff is one of the leading interpreters of the Gurdjieff/de Hartmann music, which was 
the result of a unique collaboration in the 1920s in which the sacred and folk music of the East 
was arranged for piano. In the 1960s he studied with Jeaneane Dowis, who was a protégée and 

assistant to Rosina Lhevinne at the Juilliard 
School. From 1973-75 he attended the 
International Academy for Continuous 
Education at Sherborne in Gloucestershire, 
England, as a student and later as Director of 
Music. The Academy was run by J. G. 
Bennett, a leading exponent of the teachings 
of George Ivanovich Gurdjieff. In 1974 Mr. 
Bennett contacted Mme. Olga de Hartmann, 
widow of the composer, who introduced 
Elan to the music that Thomas de Hartmann 
composed in the classical idiom. Between 
1975 and 1979 Elan studied with her and 
performed many of de Hartmann’s works. In 
1982 he made a tour of the U.S., which 
included performances in Chicago, Los 
Angeles, New York and Boston. Since then 
he has given numerous recitals in the U.S., 
Canada and Europe.
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The series of CD releases of the music of Thomas de Hartmann is largely the work of the Thomas 
de Hartmann Project, a group of dedicated volunteers and individuals joined by the common goal 
of bringing Thomas de Hartmann’s music to public attention. The contribution of time, effort and 
money from many individuals and organizations has made this release in its present scope possible. 
Gratitude goes out to the musicians and staff for donating many unpaid hours, and to not-for-profit 
organizations such as the Miller’s River Educational Cooperative and Wyllaned. Special gratitude 
goes to Efrem Marder and Wally De Backer for keeping the project afloat with substantial donations.

The Thomas de Hartmann Project
Elan Sicroff - Artistic director, Pianist
Gert-Jan Blom - Researcher, Producer
Robert Fripp - Executive Director

Stefan Maier - Advisor
Efrem Marder - Advisor
Isaac Richardson - Copyist
William Szal - IT Specialist

Special thanks to:
- Thomas A. G. Daly, executor of the Estate of Thomas de Hartmann - for additional research 
and making photographs and historical documents available.

- The Irving S. Gilmore Music Library, Yale University - for access to the Thomas de Hartmann 
papers.

- Mar Codina, Anneke Jannsen, Marynka Nicolai-Krylova, Tsarina Marynkova, Jelena Popovic, 
Possible Productions, Charles Rademaker, Thida Schatborn, Naomi van Schoot, 
Koos Smolenaars, Jet Steinz and Lada Valesova.

For more information about Thomas de Hartman’s life, 
his music and recordings visit

www.thomasdehartmannproject.com
and

www.sicroff.com



8 NI6411

A Composer’s Life  
JOHN MANGAN Senior Associate Dean, Faculty of Arts and Sciences at Yale University.

Even for the most promising young composer, steering one's career in the direction of success 
may be likened to walking through a mine-field: one false step can bring the promise of 
obscurity. Cast this quandary against a backdrop of social and political upheaval and the 
chances of oblivion are greatly multiplied. Indignities of time and place can go a long way 
toward quelling a composer’s voice, no matter how unique. Despite such affronts, the music of 
Thomas Alexandrovich de Hartmann (1885-1956) has endured. The de Hartmann papers in the 
Yale University Music Library reflect a life of early successes followed by constant struggle in 
the wake of two World Wars and the Russian Revolution.

Born in Ukraine to a family of Russian aristocrats, de Hartmann showed an inspired ability for 
music by improvising melodies at the piano before the age of five. At age nine, following the 
death of his father and in keeping with family tradition, de Hartmann was sent to the military 
academy in St. Petersburg. There he found a sympathetic supporter in the director of the 
academy, who recognized the unusual musical talent of the young de Hartmann and allowed 
him to pursue informal musical studies alongside his military training. In 1897, at the age of 
eleven, de Hartmann began his formal training in music as a composition student of Anton 
Arensky, renowned former professor of composition at the Moscow Conservatory and then 
current director of the Imperial Chapel in St. Petersburg.

After Arensky’s death, de Hartmann studied counterpoint with Sergei Taneieff, whose previous 
students had included Alexander Scriabin, Sergei Rachmaninoff, and Reinhold Glière. De 
Hartmann later entered the St. Petersburg Imperial Conservatory, then under the directorship of 
Nicolai Rimsky-Korsakoff, where he studied piano with Anna Essipova-Leschetizky. He 
received his artist’s diploma in 1904.

In 1906 de Hartmann’s four-act ballet La Fleurette Rouge was performed in the Imperial opera 
houses of Moscow and St. Petersburg, with Vaslav Nijinsky, Anna Pavlova, and Michel Fokine 
dancing the principal roles. The work was favorably received, and the young de Hartmann 
found quick approbation within the culturally elite circles of Russia.

The success of La Fleurette Rouge led to the publication of de Hartmann’s first songs, piano 
pieces, and works for chamber ensemble. The Moscow-based publishing house of Jurgenson, 
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their headquarters and their anti-aircraft guns, they occupied all the houses on 
the hill.

We had to find another house, which was practically impossible. Finally, we 
found a quite deserted house and we were very happy because it was far 
enough from the Nazi Headquarters, and because the Nazis permitted us to 
take the piano and some furniture with us. There was a big garden, and a 
garage where we hoped to find something to use as furniture. The floor was 
covered with rubbish. My husband stepped on something hard; bent down, and 
found a wonderful antique volume, in leather and gold, by the great French 
writer Racine. He took it, and in the evening looked through it. It was the 
tragedy[sic] based on the biblical story of ‘Esther’.

Having finished reading Racine’s Esther, my husband told me that it had never 
occurred to him before to write music on a biblical subject. But then he said: 

‘Is it not Fate that directs me to write now, just at this moment, an opera on the 
biblical drama of Esther?’ Esther is a symbol and an inspiration for everyone 
who is trying to save the world from the terror which threatens to engulf all of 
Europe.

In spite of all the difficulties of that time, Thomas de Hartmann wrote his opera 
Esther. Sometimes he had to write by candlelight, as electricity went out very 
often.”

The Four Dances from Esther were published as a separate, orchestral suite which was 
performed during the 1950s by Leopold Stokowski in America and by Nikolai Malko (1883-
1961) in Denmark, England and Holland. A manuscript containing the reduction for violin and 
piano was found among the de Hartmann papers at Yale. Two of the ‘Four Dances’ are 
presented here in that form.

Trio for Flute, Violin and Piano, Quasi Variation Op. 75 (1946) 
à Monsieur Marcel Moyse et son trio
This composition was commissioned by the legendary Moyse Trio, which consisted of Marcel 
Moyse (1889-1984), flute; his first wife, Blanche Honegger-Moyse, violin; and his son Louis 
Moyse, piano. In later years, Moyse taught on the faculty of the Conservatoire de Musique de 
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Notes on the Music - Disc Two
Sonata for Violoncello and Piano Op. 63 (1941) à mon ami Gérard Hekking*
Written five years after the violin sonata, in the year of the invasion of Ukraine by the Germans, 
the Cello Sonata Op. 63, shows a marked advance towards de Hartmann’s later compositional 
style. His Russian Romanticism is still at the forefront in the beautiful second movement, but 
the outer movements are much more modern sounding, dissonant and leaning towards bitonality. 
Towards the end of the first movement there is a section marked ‘grave’ which can only be 
characterized as threatening or weird. The third movement begins with a reiteration of the theme 
of the second movement, this time defiant in character. The fugue and cello cadenza are stark, 
uncompromising, determined. Whereas the violin sonata has a classic romantic climax, the cello 
sonata ends with a stretch, as if one were reaching for something. Gérard Hekking gave the 
sonata its world premiere on 19 November 1941 at the Salle Chopin-Pleyel in Paris, with the 
composer at the piano.

* Gérard Hekking (1879-1942) was born in Nancy, France. He served as principal cellist of the Amsterdam 
Concertgebouw Orchestra from 1903 until 1914. From 1927 until his death he taught at the Paris 
Conservatory. In 1935, de Hartmann dedicated his Cello Concerto Op. 57 to Paul Tortelier, Hekking's most 
famous student. 

Menuet fantasque Op. 66 (1942)
This work is the third movement from the Violin Concerto Op. 66, adapted for violin and piano 
by the composer. De Hartmann writes that it “depicts the ghost of a Jewish fiddler viewing the 
destruction of the Ukraine.” The use of the violin mute throughout helps to create an atmosphere 
of eeriness.

Four Dances from Esther Op. 76 (1946)
From the libretto: “As the third act opens, Esther is presiding at the feast entertaining the King 
with the performance of four dances representing different peoples in his realm.”

Olga de Hartmann said in a radio interview in 1977: 
“Thomas de Hartmann began to compose Esther during the occupation of 
France by the Nazis. Our house in Garches was situated on a small hill 
overlooking Paris. As this location was very convenient for the Nazis to install 
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whose catalogue included works by Ludwig van Beethoven, Robert Schumann, Peter Ilich 
Tchaikovsky, and Richard Wagner, agreed to handle the task.

Tsar Nicolas II attended La Fleurette Rouge in St. Petersburg and he too regarded the work and 
the composer favorably. Shortly thereafter, the Tsar allowed de Hartmann to defer his military 
service so that he might pursue a full-time career in music. Seizing the opportunity, de 
Hartmann immediately departed for Munich to study with the famous conductor and former 
pupil of Wagner, Felix Mottl.

In 1908 Munich was a magnet for artists of all kinds - a center of creative activity surpassed 
only by Paris and Vienna. Not long after his arrival, de Hartmann attended an art exhibition that 
displayed works by the then unknown painters Vincent van Gogh, Paul Gauguin, and Wassily 
Kandinsky. De Hartmann later recounted: “Music in Germany had reached an impasse … it 
seemed clear to me that the new forms and techniques had to be found, and more than anything 
else I wished to find my own way. Soon I found it through the art of painting.” De Hartmann 
was introduced to Kandinsky by mutual friends. Although Kandinsky was twenty years the 
composer’s senior, the two formed a strong bond of friendship that lasted until Kandinsky’s 
death, a friendship reflected by the numerous letters in the de Hartmann papers from Kandinsky 
as well as de Hartmann’s personal reflections upon the artist’s death.

Kandinsky’s quest for the abstract in visual art was analogous to de Hartmann’s search for new 
compositional techniques in music. Further, Kandinsky believed that exact equivalents could 
be found within the color spectrum for individual musical pitches. As their friendship developed, 
de Hartmann became increasingly intrigued by the scope of Kandinsky’s creative vision. De 
Hartmann was fascinated by the artist’s assertion that any means of expression was permitted 
if it helped the artist convey his “inner sound”.

Kandinsky soon introduced de Hartmann to Alexander Sacharoff (1886-1963), a young Russian 
dancer. Sacharoff, who had little interest in classical ballet, was creating new forms of dance 
that combined everyday movements with broader, more expressive gestures. Sacharoff’s 
choreography with de Hartmann’s musical accompaniment was cause for much discussion 
around Munich in 1910. With Kandinsky, this multifaceted triumvirate began holding all-night 
sessions of collaborative improvisation with de Hartmann at the piano, Kandinsky shouting out 
dramatic scenarios based loosely on Russian folklore, and Sacharoff interpreting the music and 
storyline in dance. This exploration of the interrelatedness of their creative media led first to a 



10 NI6411

setting of the Greek legend Daphnis and Chloe and later, in 1909, to the creation of the seminal 
one-act opera Der Gelbe Klang (The Yellow Sound). Neither work was staged at that time. 

In 1912 de Hartmann published an article entitled “Uber die Anarchie in der Musik”, which 
appeared in the avant-garde periodical Der Blaue Reiter, published by Kandinsky and Franz 
Marc. De Hartmann posited that in the process of artistic creativity external laws do not exist. 

“In all the arts, and especially in music, every means that arises from an inner necessity is right 
... the correspondence of the means of expression with inner necessity is the essence of beauty 
in a work.” Kandinsky’s influence on de Hartmann’s conceptual understanding of creativity 
was never more palpable.

During a return visit to St. Petersburg, de Hartmann had met and later married Olga Arkadaevna 
Schumacher (1885-1979), the daughter of a prominent government dignitary. The young 
couple returned to Munich, but World War I soon intervened and de Hartmann was ordered 
back to his regiment in St. Petersburg (Petrograd, by then). 

Throughout his life, de Hartmann had been preoccupied with the search for a higher level of 
spiritual understanding: “Without inner growth, there is no life for me.” Kandinsky, also 
concerned with higher planes of understanding, believed art to be “one of the most powerful 
agents of the spiritual life.”

In 1916 de Hartmann’s spiritual life was profoundly affected when, in a prostitute-filled cafe 
on the Nevsky Prospect in St. Petersburg, he was introduced to George lvanovitch Gurdjieff 
(1877-1949). De Hartmann later wrote in his and Olga’s extraordinary memoir Our Life with 
Mr. Gurdjieff, “After this meeting, my life became a sort of fairy tale.” Olga de Hartmann 
amplified: “Mr. Gurdjieff was an unknown person, a mystery. Nobody knew about his teaching, 
nobody knew his origin ... but whoever came into contact with him wished to follow him, and 
so did Thomas de Hartmann and I.” And follow him they did. They remained in his immediate 
orbit and under his spiritual tutelage for the next twelve years, with Thomas serving as, among 
other things, accompanist and composer-in-residence, while Olga served as Gurdjieff’s 
personal secretary.

Gurdjieff, having spent much of his life traveling to spiritual centers in the Middle and Far East, 
appeared in St. Petersburg in 1913 under a cloak of mystery and intrigue. He was a nomadic 
Georgian mystic, the core of whose wisdom was centered around the idea that man was not born 
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Thomas de Hartmann composed seven concerti: one each for double bass, violin, piano, flute 
and harp, and two for cello. Opus 65 is presented here in a reduction for double bass and piano, 
adapted by the composer. Bassist Quirijn van Regteren Altena performs it on an identical copy 
of Koussevitzky’s famous instrument, to which de Hartmann refers in his subtitle.

Deux pleureuses Op. 64 (1942) Deux mélodies pour Pablo Casals
The Russian ‘Зaплaчки’ (Pleureuses) means ‘lamentations’ and refers particularly to funeral 
ceremonies. Casals performed these two melodies on 8 December 1946, during a concert in 
Montpellier, France, and wrote to de Hartmann a few days later: “Your melodies were a 
triumph! I played them, I don't know if it was to your taste, but in any case with love. I can 
assure you that they produced a deep impression.”

Koladky Op. 60 (1940) Ukrainian Christmas Carols
In his program notes, de Hartmann writes:

“These Koladky are not variations of folk tunes. While he is inspired by the 
image of folk creativity, the author does not consider it necessary to borrow 
from it. These pieces can be identified as a kind of Folklore imaginaire. Ovsen 
and Kolada are cultic gods of the ancient Slavs. Their names can still be met 
with in the Christmas ritual songs of Ukraine.”

Born in Ukraine, Thomas de Hartmann had a great interest in the music of his native land and 
he composed many works inspired by Ukrainian themes during the 1940s He wrote two other 
versions of Koladky, one for solo piano and an orchestrated version, dated 1944. Other works 
with Ukrainian influence found in this collection include the Double Bass Concerto Op. 65, the 
Menuet fantasque Op. 66, and the Trio for Flute, Violin and Piano Op. 75.

Koladky is traditionally performed by a small, mobile group of instrumentalists. Perhaps that is 
why de Hartmann scored his version of Koladky for saxophone quartet, albeit with the note that 
it can also be performed by a string quartet. De Hartmann’s fondness for the saxophone is 
especially apparent in his film music, but his classical output also includes an alto saxophone in 
his ballet Babette Op. 49 (1935) and three saxophones in his Symphonie poeme Op. 50 (1935).
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THE MISSING OPUS NUMBERS
In 1920, de Hartmann was commissioned by Konstantin Stanislavsky’s Moscow Art Theatre to compose the 
incidental music for Knut Hamsun's play, ‘In The Grip of Life’ and Rabindranath Tagore’s ‘The King of the 
Dark Chamber.’ These works were de Hartmann’s Op. 22 and 23, after which there is a gap in the numbering 
until the Humoresque Viennoise Op. 45, in 1931. In de Hartmann’s own handwritten list, he has reserved 
these numbers for film music. Oddly enough, our research of the film music composed during this period has 
not revealed any opus numbers, except for Scherzo fantastique Op. 25, an orchestral film score composed in 
1929. Between 1920 and 1931 (or between Op. 23 and Op. 45) de Hartmann stopped working on his own 
music, but he composed well over 200 pieces in collaboration with Gurdjieff. This collection, which was 
largely composed between 1925 and 1927, has become known as the ‘Gurdjieff/de Hartmann music.’ The 
two men parted company in 1929, never to see each other again. De Hartmann became a film composer in 
1928, working primarily for Synchro-Cine in Paris. Under the pseudonym Thomas Kross or Thomas 
Kross-Hartmann he composed orchestral music, songs and solo piano music for approximately fifty-two 
French films between 1928 and 1936. One of the better-known movies de Hartmann composed for is 

‘Goona-Goona – an Authentic Melodrama'’ (a.k.a. ‘The Kriss’) by André Roosevelt and Belgian filmmaker 
Armand Denis, from 1932. The film, which was shot entirely on the island of Bali, Indonesia, with the natives 
acting out the story, was a big success in America and even created somewhat of a short Bali craze there.

The works presented in tracks 6, 7 and 11 are examples of the ‘Thomas Kross’ style from 1929. 
In many of his soundtracks, de Hartmann’s romanticism, which harks back to his studies with 
Arensky, is given free reign.

Hommage à Borodine Serenade-badinage 
Feuillet d'un vieil album
Chanson sentimentale  

Fantaisie - Concerto for Double Bass and Orchestra Op. 65 (1942)
“With the unique double bass sound of Serge Koussevitzky in mind”

De Hartmann writes on the title page:
“In 1838 the Russian composer Mikhail lvanovitch Glinka, the founder of the 
New Russian School, spent the summer in his estate in Kotchanovka (Ukraine) 
where he wrote the first sketches of ‘Ruslan and Lyudmila.’ The memory of 
the Russian genius, the atmosphere of the 1830s, the charm of the Ukrainian 
landscape, gave the inspiration for this Concerto.”

11

with an immortal soul. With the right kind of spiritual work, however, an immortal soul could 
be formed. Pre-World War I Europe was fertile ground for the kind of occultism and mysticism 
that proposed the creation of a utopian epoch. Gurdjieff’s ideas, coupled with an intensely 
compelling personality, won him a great number of devoted followers.

In 1917 revolution brought an end to Tsarist rule in Russia, and with it, chaos and uncertainty. 
De Hartmann craftily secured travel papers through his crumbling military contacts, and he and 
Olga immediately left St. Petersburg. They headed for the Caucasus hoping to make a rendez-
vous with Gurdjieff which they did, in Essentuki, and thereafter began a period of intense 
spiritual work, traveling through the Caucasus, first to Sochi, and later to the imperial 
stronghold of Tiflis (Tbilisi).

There, de Hartmann was reunited with his friend Nicolas Tcherepnin, who was head of the 
conservatory, and immediately invited de Hartmann to take over the composition class. De 
Hartmann also became artistic director of the Imperial opera house in Tiflis. Thomas de 
Hartmann now had students, an orchestra and opera company for which to write and conduct, 
and a commission to compose incidental music for the Moscow Art Theatre. 

Thomas and Olga shortly after they were married, 1906



12 NI6411

Members of Der Blaue Reiter: Kandinsky, seated, de Hartmann, far right, Munich, 1911

L to R: 
Maria & Franz Marc, 
Bernhard Koehler, 
Heinrich Campendonk
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Notes on the Music - Disc One
Sonata for Violin and Piano Op. 51 (1936)
The Violin Sonata Op. 51 marks the beginning of a period in de Hartmann's life in which he 
concentrated on large-scale works. By the time he was 50 he had assimilated many ideas that 
were important to him. These included the Russian fairy tales from his childhood, the influences 
of Kandinsky and Gurdjieff, and literary works by Pushkin, Shelley and others. He now needed 
a larger canvas to express himself. The song cycle, as well as the sonata, concerto and 
symphony, became important vehicles for this purpose. In his violin sonata, de Hartmann 
modifies the traditional form. The structure of each of the three movements is episodic, 
allowing him to incorporate a great variety of thematic material and musical styles. While the 
overall atmosphere is predominantly Russian Romantic, there are also impressionist, Modernist, 
and Eastern elements. Unusual for a sonata is the use of cadenza, and de Hartmann places two 
of them in the third movement, one for each instrument.

La Kobsa Deux musiques de vielleurs Ukrainiens (1950)
Here is an example of de Hartmann’s concept of Folklore imaginaire. The Kobsa is a plucked 
Ukrainian folk-music instrument of the Lute family but the vielleurs in the subtitle of this piece 
refers to the players of the hurdy-gurdy (vielle). Remarkably, de Hartmann captures the essence 
of both instruments and combines them in this evocative solo piece for the ‘cello.

James Joyce, and Percy Bysshe Shelley, as well as fifty-three film scores. By his early twenties 
he was one of the best-known living composers in all of Russia. His music was enthusiastically 
supported by performers and conductors such as Leopold Stokowski, Eugène Bigot, Pablo 
Casals, Paul Tortelier, and Jean-Pierre Rampal. The fragmented path his life was to follow 
brought him into direct contact with some of the most intriguing personalities of the century. 
The turbulent historical events through which he lived may, however, have kept de Hartmann’s 
music from reaching a wider audience. With the de Hartmann papers now widely available for 
scholarly examination, the opportunity is ripe for a new look at this composer’s unique 
contributions.

This essay is reprinted in shortened form from Notes: Quarterly Journal of the Music Library 
Association, Vol. 53, No. 1 (September 1996), by permission of the Music Library Association, 
Oberlin Conservatory Library.
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Editions retaining him with a small stipend, he was able to earn a modest living. He continued 
his friendship with Kandinsky and found a new and supportive friend in the cellist, Pablo Casals.

With the Nazi occupation of France, the de Hartmanns were, once again, forced from their home. 
Displaced by the advancing army, they sought refuge in an abandoned building where, 
miraculously, they found a piano in working condition. De Hartmann continued to work, 
principally on his opera Esther. Several concertos for various instruments, a symphony, and a 
cello sonata were also completed during this period. Many of these works were performed in 
Paris after the war, including the piano concerto, which de Hartmann himself performed under 
the auspices of the Concerts Lamoureux with Eugene Bigot conducting.

In 1950 the de Hartmanns moved to New York City. Before long, de Hartmann began to receive 
occasional offers to lecture and teach. One opportunity took him to London, where he gave a 
series of lectures outlining his belief in the interrelatedness of the arts. The American design 
visionary Frank Lloyd Wright heard of these lectures and invited de Hartmann to work with the 
students at Taliesin West in Arizona. It is not surprising that Wright was interested in de 

Hartmann’s work, given that Wright had married, in 
June of 1928, Olgivanna Hinzenberg, one of 
Gurdjieff’s most loyal former pupils. De Hartmann 
accepted the invitation.

Once again in New York he continued to compose, 
and performed occasionally. On 16 April 1956 an 
American debut concert of de Hartmann’s music was 
scheduled to be performed in New York’s Town 
Hall, but on 28 March, he died suddenly of a heart 
attack. Olga de Hartmann lived her final years at the 
center of a group of Gurdjieff followers in Santa Fe, 
New Mexico. In 1979, within days of shipping the 
last of her husband’s papers to the Yale University 
Music Library, she died at the age of 94.

De Hartmann’s output as a composer included four 
symphonies, several operas, concertos, sonatas, and 
songs with texts by Marcel Proust, Paul Verlaine, 

Thomas at his home
in Courbevoie, in 1930

13

George Ivanovitch Gurdjieff (1877-1949) Thomas de Hartmann’s publicity photo as 
‘Thomas Kross’ for the film company 
Synchro-Ciné, Paris c. 1930
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De Hartmann and Alexander Schneider of the Budapest String Quartet rehearse the 
Sonata for Violin and Piano Op. 51, in the presence of Pablo Casals. 

They performed the work on 8 March 1952 in Princeton, New Jersey.

15

In 1920 the de Hartmanns followed Gurdjieff to Constantinople, where Thomas continued an 
active musical life, organizing an orchestra made up largely of Russian musicians displaced by 
the Revolution. Just prior to the outbreak of civil war in Turkey, again seeking refuge, the group 
went to Berlin where they remained for a short time before landing in Paris, on ‘Independence 
Day’, 1922. The group rented an estate in nearby Fontainebleau - the Prieuré of Avon. It was 
there, in a former monastery, that Gurdjieff’s teachings and his legacy were established. 

Despite rigorous manual and spiritual labor on the Fontainebleau estate de Hartmann found time 
to compose, producing in 1923 an orchestral score for a demonstration of the sacred gymnastics 
at the Théâtre des Champs-Elysées. The minor success of the performance provided impetus for 
the planning of future performances in the United States. With the usual last-minute uncertainty 
to which they had become accustomed, Gurdjieff’s troupe sailed for New York in January of 
1924. Demonstrations took place in New York, Boston, Philadelphia, and in Chicago where the 
success was sufficient to occasion a return engagement in New York at Carnegie Hall.

Returning to Fontainebleau on the night of 8 June 1924, Gurdjieff sustained a near-fatal injury 
in an automobile accident, and with his ensuing convalescence financial matters at the estate 
quickly deteriorated. In an effort to keep the teetering ship upright and afloat, de Hartmann put 
aside any residual aristocratic pride and accepted commissions to compose film music 
(pseudonymously as Thomas Kross). 

Gradually, Gurdjieff’s situation improved and he began to compose, with de Hartmann, a series 
of new pieces: “Mr. Gurdjieff sometimes whistled or played on the piano with one finger a very 
complicated sort of melody-as are all Eastern melodies … to grasp these melodies and write 
them down in European notation, required a kind of tour de force and very often - probably to 
make the task more difficult for me - he would replay it a little differently.” The best-known 
material from their work together is the Sacred Music, solo piano pieces composed purely for 
the sake of listening and meditation.

The de Hartmanns remained with Gurdjieff until 1929 when, for unexplained reasons, he 
severed ties with all of his oldest students. Although they never saw Gurdjieff again, their 
experiences with the spiritual leader remained important to them for the rest of their lives. 

The de Hartmanns, having left behind most of their wealth when they fled Russia, were now 
faced with the unfamiliar task of supporting themselves. Through teaching, and with Belaieff 
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Sonata for Violin and Piano Op. 51, in the presence of Pablo Casals. 

They performed the work on 8 March 1952 in Princeton, New Jersey.
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In 1920 the de Hartmanns followed Gurdjieff to Constantinople, where Thomas continued an 
active musical life, organizing an orchestra made up largely of Russian musicians displaced by 
the Revolution. Just prior to the outbreak of civil war in Turkey, again seeking refuge, the group 
went to Berlin where they remained for a short time before landing in Paris, on ‘Independence 
Day’, 1922. The group rented an estate in nearby Fontainebleau - the Prieuré of Avon. It was 
there, in a former monastery, that Gurdjieff’s teachings and his legacy were established. 

Despite rigorous manual and spiritual labor on the Fontainebleau estate de Hartmann found time 
to compose, producing in 1923 an orchestral score for a demonstration of the sacred gymnastics 
at the Théâtre des Champs-Elysées. The minor success of the performance provided impetus for 
the planning of future performances in the United States. With the usual last-minute uncertainty 
to which they had become accustomed, Gurdjieff’s troupe sailed for New York in January of 
1924. Demonstrations took place in New York, Boston, Philadelphia, and in Chicago where the 
success was sufficient to occasion a return engagement in New York at Carnegie Hall.

Returning to Fontainebleau on the night of 8 June 1924, Gurdjieff sustained a near-fatal injury 
in an automobile accident, and with his ensuing convalescence financial matters at the estate 
quickly deteriorated. In an effort to keep the teetering ship upright and afloat, de Hartmann put 
aside any residual aristocratic pride and accepted commissions to compose film music 
(pseudonymously as Thomas Kross). 

Gradually, Gurdjieff’s situation improved and he began to compose, with de Hartmann, a series 
of new pieces: “Mr. Gurdjieff sometimes whistled or played on the piano with one finger a very 
complicated sort of melody-as are all Eastern melodies … to grasp these melodies and write 
them down in European notation, required a kind of tour de force and very often - probably to 
make the task more difficult for me - he would replay it a little differently.” The best-known 
material from their work together is the Sacred Music, solo piano pieces composed purely for 
the sake of listening and meditation.

The de Hartmanns remained with Gurdjieff until 1929 when, for unexplained reasons, he 
severed ties with all of his oldest students. Although they never saw Gurdjieff again, their 
experiences with the spiritual leader remained important to them for the rest of their lives. 

The de Hartmanns, having left behind most of their wealth when they fled Russia, were now 
faced with the unfamiliar task of supporting themselves. Through teaching, and with Belaieff 
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Editions retaining him with a small stipend, he was able to earn a modest living. He continued 
his friendship with Kandinsky and found a new and supportive friend in the cellist, Pablo Casals.

With the Nazi occupation of France, the de Hartmanns were, once again, forced from their home. 
Displaced by the advancing army, they sought refuge in an abandoned building where, 
miraculously, they found a piano in working condition. De Hartmann continued to work, 
principally on his opera Esther. Several concertos for various instruments, a symphony, and a 
cello sonata were also completed during this period. Many of these works were performed in 
Paris after the war, including the piano concerto, which de Hartmann himself performed under 
the auspices of the Concerts Lamoureux with Eugene Bigot conducting.

In 1950 the de Hartmanns moved to New York City. Before long, de Hartmann began to receive 
occasional offers to lecture and teach. One opportunity took him to London, where he gave a 
series of lectures outlining his belief in the interrelatedness of the arts. The American design 
visionary Frank Lloyd Wright heard of these lectures and invited de Hartmann to work with the 
students at Taliesin West in Arizona. It is not surprising that Wright was interested in de 

Hartmann’s work, given that Wright had married, in 
June of 1928, Olgivanna Hinzenberg, one of 
Gurdjieff’s most loyal former pupils. De Hartmann 
accepted the invitation.

Once again in New York he continued to compose, 
and performed occasionally. On 16 April 1956 an 
American debut concert of de Hartmann’s music was 
scheduled to be performed in New York’s Town 
Hall, but on 28 March, he died suddenly of a heart 
attack. Olga de Hartmann lived her final years at the 
center of a group of Gurdjieff followers in Santa Fe, 
New Mexico. In 1979, within days of shipping the 
last of her husband’s papers to the Yale University 
Music Library, she died at the age of 94.

De Hartmann’s output as a composer included four 
symphonies, several operas, concertos, sonatas, and 
songs with texts by Marcel Proust, Paul Verlaine, 
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in Courbevoie, in 1930

13

George Ivanovitch Gurdjieff (1877-1949) Thomas de Hartmann’s publicity photo as 
‘Thomas Kross’ for the film company 
Synchro-Ciné, Paris c. 1930
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Members of Der Blaue Reiter: Kandinsky, seated, de Hartmann, far right, Munich, 1911

L to R: 
Maria & Franz Marc, 
Bernhard Koehler, 
Heinrich Campendonk
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Notes on the Music - Disc One
Sonata for Violin and Piano Op. 51 (1936)
The Violin Sonata Op. 51 marks the beginning of a period in de Hartmann's life in which he 
concentrated on large-scale works. By the time he was 50 he had assimilated many ideas that 
were important to him. These included the Russian fairy tales from his childhood, the influences 
of Kandinsky and Gurdjieff, and literary works by Pushkin, Shelley and others. He now needed 
a larger canvas to express himself. The song cycle, as well as the sonata, concerto and 
symphony, became important vehicles for this purpose. In his violin sonata, de Hartmann 
modifies the traditional form. The structure of each of the three movements is episodic, 
allowing him to incorporate a great variety of thematic material and musical styles. While the 
overall atmosphere is predominantly Russian Romantic, there are also impressionist, Modernist, 
and Eastern elements. Unusual for a sonata is the use of cadenza, and de Hartmann places two 
of them in the third movement, one for each instrument.

La Kobsa Deux musiques de vielleurs Ukrainiens (1950)
Here is an example of de Hartmann’s concept of Folklore imaginaire. The Kobsa is a plucked 
Ukrainian folk-music instrument of the Lute family but the vielleurs in the subtitle of this piece 
refers to the players of the hurdy-gurdy (vielle). Remarkably, de Hartmann captures the essence 
of both instruments and combines them in this evocative solo piece for the ‘cello.

James Joyce, and Percy Bysshe Shelley, as well as fifty-three film scores. By his early twenties 
he was one of the best-known living composers in all of Russia. His music was enthusiastically 
supported by performers and conductors such as Leopold Stokowski, Eugène Bigot, Pablo 
Casals, Paul Tortelier, and Jean-Pierre Rampal. The fragmented path his life was to follow 
brought him into direct contact with some of the most intriguing personalities of the century. 
The turbulent historical events through which he lived may, however, have kept de Hartmann’s 
music from reaching a wider audience. With the de Hartmann papers now widely available for 
scholarly examination, the opportunity is ripe for a new look at this composer’s unique 
contributions.

This essay is reprinted in shortened form from Notes: Quarterly Journal of the Music Library 
Association, Vol. 53, No. 1 (September 1996), by permission of the Music Library Association, 
Oberlin Conservatory Library.
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THE MISSING OPUS NUMBERS
In 1920, de Hartmann was commissioned by Konstantin Stanislavsky’s Moscow Art Theatre to compose the 
incidental music for Knut Hamsun's play, ‘In The Grip of Life’ and Rabindranath Tagore’s ‘The King of the 
Dark Chamber.’ These works were de Hartmann’s Op. 22 and 23, after which there is a gap in the numbering 
until the Humoresque Viennoise Op. 45, in 1931. In de Hartmann’s own handwritten list, he has reserved 
these numbers for film music. Oddly enough, our research of the film music composed during this period has 
not revealed any opus numbers, except for Scherzo fantastique Op. 25, an orchestral film score composed in 
1929. Between 1920 and 1931 (or between Op. 23 and Op. 45) de Hartmann stopped working on his own 
music, but he composed well over 200 pieces in collaboration with Gurdjieff. This collection, which was 
largely composed between 1925 and 1927, has become known as the ‘Gurdjieff/de Hartmann music.’ The 
two men parted company in 1929, never to see each other again. De Hartmann became a film composer in 
1928, working primarily for Synchro-Cine in Paris. Under the pseudonym Thomas Kross or Thomas 
Kross-Hartmann he composed orchestral music, songs and solo piano music for approximately fifty-two 
French films between 1928 and 1936. One of the better-known movies de Hartmann composed for is 

‘Goona-Goona – an Authentic Melodrama'’ (a.k.a. ‘The Kriss’) by André Roosevelt and Belgian filmmaker 
Armand Denis, from 1932. The film, which was shot entirely on the island of Bali, Indonesia, with the natives 
acting out the story, was a big success in America and even created somewhat of a short Bali craze there.

The works presented in tracks 6, 7 and 11 are examples of the ‘Thomas Kross’ style from 1929. 
In many of his soundtracks, de Hartmann’s romanticism, which harks back to his studies with 
Arensky, is given free reign.

Hommage à Borodine Serenade-badinage 
Feuillet d'un vieil album
Chanson sentimentale  

Fantaisie - Concerto for Double Bass and Orchestra Op. 65 (1942)
“With the unique double bass sound of Serge Koussevitzky in mind”

De Hartmann writes on the title page:
“In 1838 the Russian composer Mikhail lvanovitch Glinka, the founder of the 
New Russian School, spent the summer in his estate in Kotchanovka (Ukraine) 
where he wrote the first sketches of ‘Ruslan and Lyudmila.’ The memory of 
the Russian genius, the atmosphere of the 1830s, the charm of the Ukrainian 
landscape, gave the inspiration for this Concerto.”

11

with an immortal soul. With the right kind of spiritual work, however, an immortal soul could 
be formed. Pre-World War I Europe was fertile ground for the kind of occultism and mysticism 
that proposed the creation of a utopian epoch. Gurdjieff’s ideas, coupled with an intensely 
compelling personality, won him a great number of devoted followers.

In 1917 revolution brought an end to Tsarist rule in Russia, and with it, chaos and uncertainty. 
De Hartmann craftily secured travel papers through his crumbling military contacts, and he and 
Olga immediately left St. Petersburg. They headed for the Caucasus hoping to make a rendez-
vous with Gurdjieff which they did, in Essentuki, and thereafter began a period of intense 
spiritual work, traveling through the Caucasus, first to Sochi, and later to the imperial 
stronghold of Tiflis (Tbilisi).

There, de Hartmann was reunited with his friend Nicolas Tcherepnin, who was head of the 
conservatory, and immediately invited de Hartmann to take over the composition class. De 
Hartmann also became artistic director of the Imperial opera house in Tiflis. Thomas de 
Hartmann now had students, an orchestra and opera company for which to write and conduct, 
and a commission to compose incidental music for the Moscow Art Theatre. 

Thomas and Olga shortly after they were married, 1906
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setting of the Greek legend Daphnis and Chloe and later, in 1909, to the creation of the seminal 
one-act opera Der Gelbe Klang (The Yellow Sound). Neither work was staged at that time. 

In 1912 de Hartmann published an article entitled “Uber die Anarchie in der Musik”, which 
appeared in the avant-garde periodical Der Blaue Reiter, published by Kandinsky and Franz 
Marc. De Hartmann posited that in the process of artistic creativity external laws do not exist. 

“In all the arts, and especially in music, every means that arises from an inner necessity is right 
... the correspondence of the means of expression with inner necessity is the essence of beauty 
in a work.” Kandinsky’s influence on de Hartmann’s conceptual understanding of creativity 
was never more palpable.

During a return visit to St. Petersburg, de Hartmann had met and later married Olga Arkadaevna 
Schumacher (1885-1979), the daughter of a prominent government dignitary. The young 
couple returned to Munich, but World War I soon intervened and de Hartmann was ordered 
back to his regiment in St. Petersburg (Petrograd, by then). 

Throughout his life, de Hartmann had been preoccupied with the search for a higher level of 
spiritual understanding: “Without inner growth, there is no life for me.” Kandinsky, also 
concerned with higher planes of understanding, believed art to be “one of the most powerful 
agents of the spiritual life.”

In 1916 de Hartmann’s spiritual life was profoundly affected when, in a prostitute-filled cafe 
on the Nevsky Prospect in St. Petersburg, he was introduced to George lvanovitch Gurdjieff 
(1877-1949). De Hartmann later wrote in his and Olga’s extraordinary memoir Our Life with 
Mr. Gurdjieff, “After this meeting, my life became a sort of fairy tale.” Olga de Hartmann 
amplified: “Mr. Gurdjieff was an unknown person, a mystery. Nobody knew about his teaching, 
nobody knew his origin ... but whoever came into contact with him wished to follow him, and 
so did Thomas de Hartmann and I.” And follow him they did. They remained in his immediate 
orbit and under his spiritual tutelage for the next twelve years, with Thomas serving as, among 
other things, accompanist and composer-in-residence, while Olga served as Gurdjieff’s 
personal secretary.

Gurdjieff, having spent much of his life traveling to spiritual centers in the Middle and Far East, 
appeared in St. Petersburg in 1913 under a cloak of mystery and intrigue. He was a nomadic 
Georgian mystic, the core of whose wisdom was centered around the idea that man was not born 
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Thomas de Hartmann composed seven concerti: one each for double bass, violin, piano, flute 
and harp, and two for cello. Opus 65 is presented here in a reduction for double bass and piano, 
adapted by the composer. Bassist Quirijn van Regteren Altena performs it on an identical copy 
of Koussevitzky’s famous instrument, to which de Hartmann refers in his subtitle.

Deux pleureuses Op. 64 (1942) Deux mélodies pour Pablo Casals
The Russian ‘Зaплaчки’ (Pleureuses) means ‘lamentations’ and refers particularly to funeral 
ceremonies. Casals performed these two melodies on 8 December 1946, during a concert in 
Montpellier, France, and wrote to de Hartmann a few days later: “Your melodies were a 
triumph! I played them, I don't know if it was to your taste, but in any case with love. I can 
assure you that they produced a deep impression.”

Koladky Op. 60 (1940) Ukrainian Christmas Carols
In his program notes, de Hartmann writes:

“These Koladky are not variations of folk tunes. While he is inspired by the 
image of folk creativity, the author does not consider it necessary to borrow 
from it. These pieces can be identified as a kind of Folklore imaginaire. Ovsen 
and Kolada are cultic gods of the ancient Slavs. Their names can still be met 
with in the Christmas ritual songs of Ukraine.”

Born in Ukraine, Thomas de Hartmann had a great interest in the music of his native land and 
he composed many works inspired by Ukrainian themes during the 1940s He wrote two other 
versions of Koladky, one for solo piano and an orchestrated version, dated 1944. Other works 
with Ukrainian influence found in this collection include the Double Bass Concerto Op. 65, the 
Menuet fantasque Op. 66, and the Trio for Flute, Violin and Piano Op. 75.

Koladky is traditionally performed by a small, mobile group of instrumentalists. Perhaps that is 
why de Hartmann scored his version of Koladky for saxophone quartet, albeit with the note that 
it can also be performed by a string quartet. De Hartmann’s fondness for the saxophone is 
especially apparent in his film music, but his classical output also includes an alto saxophone in 
his ballet Babette Op. 49 (1935) and three saxophones in his Symphonie poeme Op. 50 (1935).
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Notes on the Music - Disc Two
Sonata for Violoncello and Piano Op. 63 (1941) à mon ami Gérard Hekking*
Written five years after the violin sonata, in the year of the invasion of Ukraine by the Germans, 
the Cello Sonata Op. 63, shows a marked advance towards de Hartmann’s later compositional 
style. His Russian Romanticism is still at the forefront in the beautiful second movement, but 
the outer movements are much more modern sounding, dissonant and leaning towards bitonality. 
Towards the end of the first movement there is a section marked ‘grave’ which can only be 
characterized as threatening or weird. The third movement begins with a reiteration of the theme 
of the second movement, this time defiant in character. The fugue and cello cadenza are stark, 
uncompromising, determined. Whereas the violin sonata has a classic romantic climax, the cello 
sonata ends with a stretch, as if one were reaching for something. Gérard Hekking gave the 
sonata its world premiere on 19 November 1941 at the Salle Chopin-Pleyel in Paris, with the 
composer at the piano.

* Gérard Hekking (1879-1942) was born in Nancy, France. He served as principal cellist of the Amsterdam 
Concertgebouw Orchestra from 1903 until 1914. From 1927 until his death he taught at the Paris 
Conservatory. In 1935, de Hartmann dedicated his Cello Concerto Op. 57 to Paul Tortelier, Hekking's most 
famous student. 

Menuet fantasque Op. 66 (1942)
This work is the third movement from the Violin Concerto Op. 66, adapted for violin and piano 
by the composer. De Hartmann writes that it “depicts the ghost of a Jewish fiddler viewing the 
destruction of the Ukraine.” The use of the violin mute throughout helps to create an atmosphere 
of eeriness.

Four Dances from Esther Op. 76 (1946)
From the libretto: “As the third act opens, Esther is presiding at the feast entertaining the King 
with the performance of four dances representing different peoples in his realm.”

Olga de Hartmann said in a radio interview in 1977: 
“Thomas de Hartmann began to compose Esther during the occupation of 
France by the Nazis. Our house in Garches was situated on a small hill 
overlooking Paris. As this location was very convenient for the Nazis to install 
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whose catalogue included works by Ludwig van Beethoven, Robert Schumann, Peter Ilich 
Tchaikovsky, and Richard Wagner, agreed to handle the task.

Tsar Nicolas II attended La Fleurette Rouge in St. Petersburg and he too regarded the work and 
the composer favorably. Shortly thereafter, the Tsar allowed de Hartmann to defer his military 
service so that he might pursue a full-time career in music. Seizing the opportunity, de 
Hartmann immediately departed for Munich to study with the famous conductor and former 
pupil of Wagner, Felix Mottl.

In 1908 Munich was a magnet for artists of all kinds - a center of creative activity surpassed 
only by Paris and Vienna. Not long after his arrival, de Hartmann attended an art exhibition that 
displayed works by the then unknown painters Vincent van Gogh, Paul Gauguin, and Wassily 
Kandinsky. De Hartmann later recounted: “Music in Germany had reached an impasse … it 
seemed clear to me that the new forms and techniques had to be found, and more than anything 
else I wished to find my own way. Soon I found it through the art of painting.” De Hartmann 
was introduced to Kandinsky by mutual friends. Although Kandinsky was twenty years the 
composer’s senior, the two formed a strong bond of friendship that lasted until Kandinsky’s 
death, a friendship reflected by the numerous letters in the de Hartmann papers from Kandinsky 
as well as de Hartmann’s personal reflections upon the artist’s death.

Kandinsky’s quest for the abstract in visual art was analogous to de Hartmann’s search for new 
compositional techniques in music. Further, Kandinsky believed that exact equivalents could 
be found within the color spectrum for individual musical pitches. As their friendship developed, 
de Hartmann became increasingly intrigued by the scope of Kandinsky’s creative vision. De 
Hartmann was fascinated by the artist’s assertion that any means of expression was permitted 
if it helped the artist convey his “inner sound”.

Kandinsky soon introduced de Hartmann to Alexander Sacharoff (1886-1963), a young Russian 
dancer. Sacharoff, who had little interest in classical ballet, was creating new forms of dance 
that combined everyday movements with broader, more expressive gestures. Sacharoff’s 
choreography with de Hartmann’s musical accompaniment was cause for much discussion 
around Munich in 1910. With Kandinsky, this multifaceted triumvirate began holding all-night 
sessions of collaborative improvisation with de Hartmann at the piano, Kandinsky shouting out 
dramatic scenarios based loosely on Russian folklore, and Sacharoff interpreting the music and 
storyline in dance. This exploration of the interrelatedness of their creative media led first to a 
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A Composer’s Life  
JOHN MANGAN Senior Associate Dean, Faculty of Arts and Sciences at Yale University.

Even for the most promising young composer, steering one's career in the direction of success 
may be likened to walking through a mine-field: one false step can bring the promise of 
obscurity. Cast this quandary against a backdrop of social and political upheaval and the 
chances of oblivion are greatly multiplied. Indignities of time and place can go a long way 
toward quelling a composer’s voice, no matter how unique. Despite such affronts, the music of 
Thomas Alexandrovich de Hartmann (1885-1956) has endured. The de Hartmann papers in the 
Yale University Music Library reflect a life of early successes followed by constant struggle in 
the wake of two World Wars and the Russian Revolution.

Born in Ukraine to a family of Russian aristocrats, de Hartmann showed an inspired ability for 
music by improvising melodies at the piano before the age of five. At age nine, following the 
death of his father and in keeping with family tradition, de Hartmann was sent to the military 
academy in St. Petersburg. There he found a sympathetic supporter in the director of the 
academy, who recognized the unusual musical talent of the young de Hartmann and allowed 
him to pursue informal musical studies alongside his military training. In 1897, at the age of 
eleven, de Hartmann began his formal training in music as a composition student of Anton 
Arensky, renowned former professor of composition at the Moscow Conservatory and then 
current director of the Imperial Chapel in St. Petersburg.

After Arensky’s death, de Hartmann studied counterpoint with Sergei Taneieff, whose previous 
students had included Alexander Scriabin, Sergei Rachmaninoff, and Reinhold Glière. De 
Hartmann later entered the St. Petersburg Imperial Conservatory, then under the directorship of 
Nicolai Rimsky-Korsakoff, where he studied piano with Anna Essipova-Leschetizky. He 
received his artist’s diploma in 1904.

In 1906 de Hartmann’s four-act ballet La Fleurette Rouge was performed in the Imperial opera 
houses of Moscow and St. Petersburg, with Vaslav Nijinsky, Anna Pavlova, and Michel Fokine 
dancing the principal roles. The work was favorably received, and the young de Hartmann 
found quick approbation within the culturally elite circles of Russia.

The success of La Fleurette Rouge led to the publication of de Hartmann’s first songs, piano 
pieces, and works for chamber ensemble. The Moscow-based publishing house of Jurgenson, 
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their headquarters and their anti-aircraft guns, they occupied all the houses on 
the hill.

We had to find another house, which was practically impossible. Finally, we 
found a quite deserted house and we were very happy because it was far 
enough from the Nazi Headquarters, and because the Nazis permitted us to 
take the piano and some furniture with us. There was a big garden, and a 
garage where we hoped to find something to use as furniture. The floor was 
covered with rubbish. My husband stepped on something hard; bent down, and 
found a wonderful antique volume, in leather and gold, by the great French 
writer Racine. He took it, and in the evening looked through it. It was the 
tragedy[sic] based on the biblical story of ‘Esther’.

Having finished reading Racine’s Esther, my husband told me that it had never 
occurred to him before to write music on a biblical subject. But then he said: 

‘Is it not Fate that directs me to write now, just at this moment, an opera on the 
biblical drama of Esther?’ Esther is a symbol and an inspiration for everyone 
who is trying to save the world from the terror which threatens to engulf all of 
Europe.

In spite of all the difficulties of that time, Thomas de Hartmann wrote his opera 
Esther. Sometimes he had to write by candlelight, as electricity went out very 
often.”

The Four Dances from Esther were published as a separate, orchestral suite which was 
performed during the 1950s by Leopold Stokowski in America and by Nikolai Malko (1883-
1961) in Denmark, England and Holland. A manuscript containing the reduction for violin and 
piano was found among the de Hartmann papers at Yale. Two of the ‘Four Dances’ are 
presented here in that form.

Trio for Flute, Violin and Piano, Quasi Variation Op. 75 (1946) 
à Monsieur Marcel Moyse et son trio
This composition was commissioned by the legendary Moyse Trio, which consisted of Marcel 
Moyse (1889-1984), flute; his first wife, Blanche Honegger-Moyse, violin; and his son Louis 
Moyse, piano. In later years, Moyse taught on the faculty of the Conservatoire de Musique de 
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Quebec in Montreal, and was a founder of the Marlboro Music School and the Marlboro 
Festival in Vermont. He strove to teach his students “not how to play the flute, but to make 
music”.

Throughout the piece de Hartmann shows himself to be at the height of his creative powers. He 
uses an exceptionally colorful palette, and employs a wide variety of compositional styles. The 
opening theme, which sounds like a nursery rhyme, is put through a dizzying series of 
permutations. These include an ironic Viennese waltz, a paraphrase of Chopin’s ‘Funeral 
March,’ a Nocturne, a Ukrainian Rhythm and a dense fugato section which culminates in a 
Grandioso before returning to the main theme at the end.

Elan Sicroff is one of the leading interpreters of the Gurdjieff/de Hartmann music, which was 
the result of a unique collaboration in the 1920s in which the sacred and folk music of the East 
was arranged for piano. In the 1960s he studied with Jeaneane Dowis, who was a protégée and 

assistant to Rosina Lhevinne at the Juilliard 
School. From 1973-75 he attended the 
International Academy for Continuous 
Education at Sherborne in Gloucestershire, 
England, as a student and later as Director of 
Music. The Academy was run by J. G. 
Bennett, a leading exponent of the teachings 
of George Ivanovich Gurdjieff. In 1974 Mr. 
Bennett contacted Mme. Olga de Hartmann, 
widow of the composer, who introduced 
Elan to the music that Thomas de Hartmann 
composed in the classical idiom. Between 
1975 and 1979 Elan studied with her and 
performed many of de Hartmann’s works. In 
1982 he made a tour of the U.S., which 
included performances in Chicago, Los 
Angeles, New York and Boston. Since then 
he has given numerous recitals in the U.S., 
Canada and Europe.
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The series of CD releases of the music of Thomas de Hartmann is largely the work of the Thomas 
de Hartmann Project, a group of dedicated volunteers and individuals joined by the common goal 
of bringing Thomas de Hartmann’s music to public attention. The contribution of time, effort and 
money from many individuals and organizations has made this release in its present scope possible. 
Gratitude goes out to the musicians and staff for donating many unpaid hours, and to not-for-profit 
organizations such as the Miller’s River Educational Cooperative and Wyllaned. Special gratitude 
goes to Efrem Marder and Wally De Backer for keeping the project afloat with substantial donations.

The Thomas de Hartmann Project
Elan Sicroff - Artistic director, Pianist
Gert-Jan Blom - Researcher, Producer
Robert Fripp - Executive Director

Stefan Maier - Advisor
Efrem Marder - Advisor
Isaac Richardson - Copyist
William Szal - IT Specialist

Special thanks to:
- Thomas A. G. Daly, executor of the Estate of Thomas de Hartmann - for additional research 
and making photographs and historical documents available.

- The Irving S. Gilmore Music Library, Yale University - for access to the Thomas de Hartmann 
papers.

- Mar Codina, Anneke Jannsen, Marynka Nicolai-Krylova, Tsarina Marynkova, Jelena Popovic, 
Possible Productions, Charles Rademaker, Thida Schatborn, Naomi van Schoot, 
Koos Smolenaars, Jet Steinz and Lada Valesova.

For more information about Thomas de Hartman’s life, 
his music and recordings visit

www.thomasdehartmannproject.com
and

www.sicroff.com
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The primary aim of The Thomas de Hartmann Project is to make publicly available the 
compositions of Thomas de Hartmann; today a music as strangely inaudible as the composer is 
invisible, outside small groups familiar with de Hartmann's musical collaborations with G.I. Gurdjieff.

Gurdjieff was de Hartmann's teacher for twelve years of close contact. A familiarity with their 
sacred music, and practices within the corpus of Gurdjieff's teaching, is not necessary to 
appreciate de Hartmann's compositions in a purely musical sense; but adds depth to both 
performing, understanding and appreciating the music.

Elan Sicroff, as student of J.G. Bennett, pianist for Movements classes over nearly forty years, and 
the personal acquaintance of Mme. De Hartmann, is rarely qualified in this undertaking.

Robert Fripp
Thursday 4th February, 2016

Worcestershire, England.

Robert Fripp is an English guitarist and composer. He is a founding member of the rock band 
King Crimson (1969) and the initiator of Guitar Craft seminars (since 1985).
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Natalia Gabunia was born into a family with a 
broad musical tradition in Tbilisi, Georgia. Her 
father, Nodar Gabunia, was a prominent pianist 
and composer who studied with Khatchaturian. 
She was trained at the conservatories of Tbilisi, 
Moscow, Hamburg and Utrecht with such 
eminent teachers as Phillip Hirschhorn, Mark 
Lubotsky and Maya Glezarova. Miss Gabunia 
made her solo debut at the age of twelve, 
playing the Mendelssohn Violin Concerto with 
the Georgian State Symphony Orchestra, 
conducted by Arnold Katz. In the following 
years she was a soloist with all the major 
Georgian orchestras, and she also appeared in 
recitals with the pianists Nino Gvetadze, Keri 
Badridze and Robert Kulek. She has performed 
as a soloist with violinist Vadim Repin and 
oboist Maurice Bourgue, and has made a live 
recording.of the violin concerto by her late 
father with the Tbilisi Symphony Orchestra and 
conductor Vakhtang Kachidze. For many years 

Also Available by Elan Sicroff
NI6413 The Songs of Thomas de Hartmann

Works for Soprano and Piano setting poems by 
Achmatova, Shelley, Zota, Ronsard, Zhukovsky, Pushkin, Joyce, 

Moreux, Gual, Kapnist, Janov, and Balmont

NI6409 The Piano Music of Thomas de Hartmann

Full track details at www.wyastone.co.uk
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Anneke Janssen studied at the Sweelinck 
Conservatorium in Amsterdam with Dmitri 
Ferschtman and Jean Decroos. She has 
participated in master classes with Karine 
Georgian, Mischa Maisky and Natalia Gutman. 
In 1994 she graduated from the conservatory 
and joined the Radio Philharmonic Orchestra in 
the Netherlands.

Double bassist Quirijn van Regteren Altena 
is a highly sought after soloist, chamber 
music player and orchestral musician. As a 
soloist, Quirijn has commissioned various 
compositions for his instrument, which have 
been featured on his critically acclaimed CDs 

“Characters” (Olympia Records) and 
“Pantomime” (Aristo). As a long-time member 
of the world-renowned AskoSchönberg 
Ensemble, Quirijn has worked closely with 
many composers, including John Adams, 
Louis Andriessen, Sofia Gubaidulina, 
Maurcio Kagel, and Steve Reich.

Natalia Gabunia played in the first violin 
section of the Dutch Radio Philharmonic 
Orchestra. Presently she teaches at the 
Conservatory in Liege, Belgium, and at the 
Conservatory of Tilburg, Netherlands. She also 
gives regular master classes at the Central 
Music School in Tbilisi.
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 Koladky Op. 60 (1940) Ukrainian Christmas Carols 14:46
 Amstel Quartet, saxophones
14 Spiritual Song  2:53
15 Come Koladá, Come!  1:07
16 The Three Wise Men  1:54
17 The Shepherd's Pipes  0:55
18 The Arrival of Koladá  0:57
19 Ovsén  0:49
20 Eve of the Epiphany  2:01
21 Farewell Koladá  1:03
22 Goosak  3:07

 DISC TWO (72:52)
 Sonata for Violoncello and Piano Op. 63 (1941)  37:17
 - à mon ami Gérard Hekking · Anneke Janssen, ‘cello
1 I Moderato  12:39
2 II Tema con variazione  14:12
3 III Finale  10:22

4 Menuet fantasque Op. 66 (1942) · Natalia Gabunia, violin 2:41

 Four Dances from Esther Op. 76 (1946) · Natalia Gabunia, violin 7:21
 Dances from Act III of the opera, based on the biblical story of Esther by Racine.
5 No. 3 Danse Assirienne  4:12
6 No. 4 Danse Parthe  3:10

 Trio for Flute, Violin and Piano, Quasi Variation Op. 75 (1946)  25:35
 - à Monsieur Marcel Moyse et son trio 
 Ingrid Geerlings, flute and Joris van Rijn, violin
7 I  10:24
8 II  8:48
9 III  2:32
10 IV  3:51
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 DISC ONE (77:49) 
 Sonata for Violin and Piano Op. 51 (1936)  29:12
 - à Monsieur et Madame R. Logeart · Katharina Naomi Paul, violin
1 I Moderato  12:45
2 II Andante  7:12
3 III Andante molto - Vivace  9:15

 La Kobsa Deux musiques de vielleurs Ukrainiens (1950)
 - à mon Amie Micheline Albert-Bloch · Anneke Janssen, ‘cello
4 Assez lent  3:09
5 Allegro vivace, le rhythme très précis  2:08

6 Hommage à Borodine Sérénade-badinage (1929) - à René Benedetti  1:54
 Natalia Gabunia, violin

7 Feuillet d'un vieil album (1929) à Yvonne Curti 
 Natalia Gabunia, violin 2:50

 Fantaisie - Concerto for Double Bass and Orchestra Op. 65 (1942) 15:59
 “With the unique double bass sound of Serge Koussevitzky in mind”
 Quirijn van Regteren Altena, double bass
8 I Allegro con brio  8:12
9 II Romance 1830  3:34
10 III Finale  4:13

11 Chanson sentimentale (1929) 
 Anneke Janssen, ‘cello 1:57

 Deux pleureuses Op. 64 (1942) Deux mélodies pour Pablo Casals
 Anneke Janssen, ‘cello
12 Lent  3:39
13 Andante molto  2:19
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Katharina Naomi Paul studied violin with 
Kathrin Scholz, Christian Tetzlaff, Elisabeth 
Kufferath and Stephanie Conley, and chamber 
music with the Belcea String Quartet and the 
Auryn String Quartet. She has 'participated in 
master classes with Louis Kaplan,Werner 
Scholz, Igor Ozim and András Schiff. Katharina 
is a graduate of the Hochschule fur Musik in 
Detmold and the Guildhall School of Music and 
Drama in London. She is a member of the 
Geneva Camerata, the Balthasar-Neumann-
Ensemble and Spira Mirabilis. From 2009-13 
Katharina played in the Orchestra Mozart, 
directed by Claudio Abbado. Currently she also 
plays for the Deutsche Kammerphilharmonie 
Bremen, the Kammerakademie Potsdam and the 
Ensemble Resonanz.

Ingrid Geerlings studied with Koos Verheul 
at the Sweelinck Conservatory in Amsterdam, 
where she graduated with highest distinction 
in 1997. She has studied privately and 
attended master classes with Aurele Nicolet, 
Peter Lukas Graf, Karlheinz Zòller, Paul 
Verheij and Patrick Gallois. In 1995, 
Geerlings won first prize at the European 
Chamber Music Concours in Colmar, France, 
and in 1999 she received the ‘Talent of the 
Year’ (Vriendenkrans) award from the 
Amsterdam Concertgebouw. As principal 
flutist she has worked with the Chamber 
Orchestra of Europe and many famous 
conductors, including Valery Gergiev, 
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Bernard Haitink, Barbara Hannigan and Jaap 
van Zweden. For many years she has been 
associated with the renowned 
AskoSchönberg Ensemble for contemporary 
music, and has performed with this group at 
Carnegie Hall. She has also played at the 
Proms in the Royal Albert Hall with the 
Chamber Orchestra of Europe. Ingrid 
Geerlings is a founding member of the Dutch 
ensemble ‘Ludwig’.

After having passed with distinction both 
Bachelor's (1998) and Master's degrees (2000) 
in The Hague, Joris van Rijn entered the 
Juilliard School, New York, studying with 
Glenn Dicterow (concertmaster of the N.Y.

Philharmonic) and Robert Mann. In 2001 he 
obtained the Professional Studies Degree for 
solo violin, chamber music and orchestra.
Since September 2002 Joris has been first 
concertmaster of the Radio Philharmonic 
Orchestra and the Radio Chamber Philharmonic 
(Holland). He regularly performs as 
concertmaster in several Dutch orchestras. As 
soloist Joris has played with most of the leading 
Dutch orchestras: Residentie Orchestra (the 
Hague), the Noord Holland Philharmonic 
Orchestra, the Radio Philharmonic Orchestra, 
the Gelders Orchestra and the Radio Symphony 
Orchestra. In September 2002 his debut CD was 
released, containing contemporary caprices for 
solo violin written by 24 Dutch composers. As 
member of the Ruysdael Quartet and Ensemble 
Cameleon he is frequently invited for chamber 
music festivals throughout Europe. With these 
ensembles he also made several recordings.
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Thomas de Hartmann in his New York apartment, 1956
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Music of Thomas de Hartmann (1885-1956)

Presented by Elan Sicroff, pianist

Katharina Naomi Paul, violin 
Disc One, Tracks 1-3

Natalia Gabunia, violin 
Disc One, Tracks 6-7
Disc Two, Tracks 4-6

Ingrid Geerlings, flute and Joris van Rijn, violin 
Disc Two, Tracks 7-10

Anneke Janssen, ‘cello
Disc One, Tracks 4-5, 11-13

Disc Two, Tracks 1-3

Quirijn van Regteren Altena, double bass
Disc One, Tracks 8-10

Amstel Quartet, saxophones 
Remco Jak, soprano   Olivier Sliepen, alto

Bas Apswoude, tenor   Ties Mellema, baritone
Disc One, Tracks 14-22
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Amstel Quartet
Remco Jak- soprano saxophone   Olivier Sliepen - alto saxophone

Bas Apswoude - tenor saxophone   Ties Mellema - baritone saxophone
Chameleonic and passionate would be the best way to describe the four saxophonists that 
make up the Amstel Quartet. Whether it is old music or the very latest sounds, pop music, jazz,
classical or world music - once you hear the Amstel Quartet play, all borders between these 
genres simply fade away. Technical limitations appear non-existent and musical boundaries
are there merely to be crossed. This adventurous attitude has brought the foursome a multitude 
of admirers worldwide, because a performance by the Amstel Quartet has the thrilling energy 
of a pop concert. The quartet takes you along on a breath-taking and moving journey time and 
again. It is not without reason that the Dutch press has dubbed the Amstel Quartet ‘The most 
colourful saxophone quartet in the world’.
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The de Hartmanns visiting Frank Lloyd Wright in Arizona during the early 1950s.
Olga and Thomas stand either side of Lloyd Wright, center, with members of Lloyd 
Wright’s family and several of his students 

1

Elan Sicroff, pianist




