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Thomas de Hartmann in his New York apartment, 1956
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Elan Sicroff has specialized in the music of 
Thomas de Hartmann since the 1970s. He first 
became aware of the composer at a school in 
England, dedicated to the practical teachings of the 
philosopher George Ivanovitch Gurdjieff. There he 
has was introduced to the sacred and folk music of 
the East that Gurdjieff and de Hartmann transcribed 
for piano in an unusual collaboration. From 1975-9 
he worked with Mme. Olga de Hartmann, widow of 
the composer, who introduced him to de 
Hartmann’s music written in the classical idiom. 
She provided numerous opportunities for him to 
perform de Hartmann’s piano and chamber works. 
Since 2006 he has been Artistic Director and pianist 
for the Thomas de Hartmann Project, which aims to 
bring the composer's music back to public 
awareness. From 2011-16 he worked on a recording 
project in the Netherlands, resulting in the release of 
5 CDs by Nimbus Alliance Records (UK) in April 
2021 of the music for solo piano, voice and chamber 
ensemble. Presently, Elan is promoting de 
Hartmann’s music with solo and chamber music 
recitals, as well as lectures and workshops in 
conservatories and universities. In addition, he is 
engaged in editing and preparing a critical edition of 
de Hartmann’s sheet music for publication.

Music by Thomas de Hartmann, featuring Elan Sicroff
NI6409 The Piano Music   NI6411 The Chamber Music 

NI6413 The Songs 

Full track details at www.wyastone.co.uk
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the functions of director, and artistic director, and remaining with the orchestra until 1938. 
Soloists appearing during this period included Anton Rubinstein, Ferruccio Busoni, Wanda 
Landowska, Leopold Godowski, Jacob Milstein, Eugene Isai, Pablo Corvadam-Szymanowska 
and many others.

Isaac Pain conducted the orchestra under the Soviet regime, and Lviv conductor and 
composer Mykola Kolessa also work with the orchestra. During the German occupation of WW2 
the Philharmonic did not operate. Thereafter the orchestra had to be re-assembled, which was the 
joint effort of Isaac Pain, Dionysius Khabal, Nestor Hornytsky and Mykola Kolessa. 
Performances resumed in August 1944. The first concerts featured works by Stanislav 
Liudkevych, Vasyl Barvinsky, Mykola Lysenko, Stanislav Monyushko, Camille Saint-Saëns, 
Peter Tchaikovsky, and Carl Maria von Weber.

During 1953-1957 and again from 1987-1989 the conductor of the orchestra was Yuriy Lutsiv. 
From 1964 to 1987, the symphony orchestra was led by Demyan Pelekhatyi, who worked 
fruitfully with colleagues Roman Filipchuk and Ihor Simovich. From 1989 the principal 
conductor of the orchestra was Ivan Yuziuk.

Some of the world’s greatest musicians have been performing with the orchestra since the 1950s 
including: Sviatoslav Richter, Heinrich and Stanislav Neuhaus, Emil Gilels, Maria Yudina, 
Moisey Greenberg, Dmytro Bashkirov, David and Igor Oistrakh, and Mstyslav Rostropovich. 
Alongside them have been many of the most famous conductors in classical music, including 
Kirill Kondrashin, Fuat Mansurov, Nathan Rakhlin, Gennady Rozhdestvensky, Reinhold Glière, 
Yevgeni Mravinsky, Nikolae Popescu, Kurt Masur, Saulius Sondeckis, Theodore Kuchar and 
Mariss Jansons as well as Ukrainian conductors Stefan Turchak, Fedor Glushchenko, Igor 
Blazhkov, Roman Kofman, Volodymyr Kozhukhar, Volodymyr Sirenko Viktor Ploskina, Yuriy 
Yanko and Victoria Zhadko.

The Lviv National Philharmonic Orchestra of Ukraine has toured extensively throughout Europe, 
and has played in The People’s Republic of China. During the past several seasons they have 
completed highly-acclaimed recordings for major international labels including Naxos, Brilliant 
Classics, Toccata Classics, and Nimbus Alliance.

www.philharmonia.lviv.ua
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Orchestral Music of
Thomas de Hartmann (1884-1956)

Lviv National Philharmonic Orchestra of Ukraine
Elan Sicroff, pianist

conducted by Tian Hui Ng

 Concerto for piano and orchestra, Op. 61 (1939) 27:09
1 I  6:53
2 — II  5:56
3 — III 8:31
4 — IV 5:49
 Numerals do not indicate formal movements, but are added 
 for accessing different sections of the concerto.

 Symphonie-Poème No. 3, Op. 85 (1953) 36:22
5 I Intrada – Bolotnitsa 15:45
6 II Stroka 6:57
7 III Radoniza 13:40

8 Scherzo-fantastique, Op. 25 (1929) 7:25

  Total playing time : 70:59

Recorded on 18–19 September 2021 in the National Philharmonic Hall, Lviv, Ukraine
Producer-engineer: Andriy Mokrytskiy   Assistant: Oleksii Grytsyshyn

Thanks to Gert-Jan Blom for his advice on preparation of the final master
Executive Producer: Efrem Marder for the Thomas de Hartmann Project
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The Thomas de Hartmann Project   
The Thomas de Hartmann Project was Initiated in 2006 by pianist Elan Sicroff and guitarist 
Robert Fripp. Utilizing recordings, performances, writings, videos and lectures, the project 
aims to preserve and recover de Hartmann’s musical legacy and rightful place in the classical 
repertoire. A five year year recording project was completed in the Netherlands in 2016, the 
byproduct of a remarkable collaboration between Elan Sicroff (Artistic Director) and Producer 
Gert-Jan Blom. The recordings were reissued (April 2021) by Nimbus Alliance in three 
releases- a double disc of chamber music, a double disc of solo piano music, and a single disc 
of songs. 

The next phase of the project focuses on the orchestral works, and in 2018 Efrem Marder took 
on the initiative of producing the recordings of that repertoire. This disc is the second (of likely 
six) to be released over the next couple of years, spread over three labels in recognition of 
allegiances of artists involved. The CD features Elan Sicroff’s recording of the de Hartmann 
piano concerto, fulfilling a long term aim.

The overall project has been made possible by the collaboration of Tom Daly, inheritor/owner 
of the de Hartmann materials, who has made a major effort and investment to get the scores 
ready for performance, and ultimately also for publication. This disc is the second of three 
recorded during the orchestral festival in Lviv, Ukraine, Sept 2021- entitled “Thomas de 
Hartmann in Ukraine- a Forgotten Master.” The festival of three concerts and studio recordings 
was organized by Efrem Marder and Theodore Kuchar with the Lviv National Philharmonic 
Orchestra of Ukraine, following the introduction by Martin Anderson (of Toccata Classics), 
who thought it appropriate that de Hartmann reclaim his Ukrainian roots. 

In addition to the major efforts of Maestro Kuchar, appreciation goes to the ongoing dedication 
of Elan Sicroff and all the many supporters of the Thomas de Hartmann Project, including the 
invaluable contributions of team members Syd Cushman, Stefan Maeir, Tom Redmond, as well 
as the generous professional advice offered freely by Gert-Jan Blom and conductor/educator 
Tian Hui Ng. We are also grateful to John Mangan, the Yale Gilmore Library, musicologist 
Evan MacCarthy, and the excellent work of sound producer/engineer Andriy Mokryytskyi. 

Efrem Marder
www.thomasdehartmannproject.com
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discovered his love for Stravinsky and contemporary music. Returning home, he helped found one 
of the first contemporary music ensembles in the country, and was soon composing for animation, 
dance, film, chorus, and orchestra. It was during this time that he discovered his affinity for 
inter-disciplinary work and created the groundbreaking site-specific community-based arts 
festival, NOMAD, with which he has won awards from the Singapore National Arts Council. His 
works have since been heard in diverse settings such as the Hong Kong Film Festival, Animation 
World Magazine (USA), and Apsara Asia Dance (Singapore). Ng Tian Hui continued his 
education at the Yale School of Music (USA) where he helped to start a new tradition with the 
music of his graduation recital reflecting on war and conflict. There, he fed his passion for the 
masterworks of the choral orchestral repertoire, assisting such renowned interpreters as Nicholas 
McGegan, Masaaki Suzuki, Dale Warland, Simon Carrington, Marguerite Brooks and Jeffrey 
Douma. His is indebted to his teachers, including Paolo Arrivabeni, John Carewe, Peter Eötvös, 
Kurt Masur, and Michel Tabachnik, who have incalculably enriched his musical life.

In 2021 - 2022, Tian looks forward to a season that builds on the excitement of the previous season 
with premieres with White Snake Projects including Elena Ruehr’s Cosmic Cowboy and Mary 
Prescott’s Survivors’ Odyssey, the world’s first opera sung in a Native American language, Jerod 
Impichchaachaaha’ Tate’s Shellshaker, debut performances on National Public Radio and the 
Public Broadcasting Service in the US with the Victory Players, and first appearances with the 
New England Philharmonic, and the Lviv National Philharmonic of Ukraine. 

Stay in touch with Tian via Instagram @ngtianhui

The Lviv National Philharmonic Orchestra of Ukraine headquartered in the Medieval city of 
Lviv was officially established on September 27, 1902 and the first concert of the newly formed 
orchestra took place in the Philharmonic Theater of Count Stanislav Skarbko (presently known as 
the Ukrainian National Academic Theater of Drama named after Maria Zankovetska). The 
Principal Conductor of the orchestra was Ludwik Vitezslav Czelianski (1870-1931). During its 
first season the orchestra performed nearly 115 concerts.

In 1933, the orchestra became incorporated as the Lviv National Philharmonic Orchestra of 
Ukraine. According to the announcements, the “Inaugural” symphony concert of the newly 
formed orchestra took place on November 20, 1933. Adam Soltys led the orchestra, combining 
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Tian Hui Ng is the Music Director of the
Pioneer Valley Symphony, Boston Opera
Collaborative, the Victory Players, and White
Snake Projects. In addition, Tian serves as
Director of Orchestral Studies at Mount
Holyoke College. 

Tian has conducted orchestras around the
world including the Savaria Symphony
Orchestra (Hungary), Moravian Philharmonic
Orchestra (Czech Republic), Dartington
Festival Orchestra (UK), Orchestra of the
Royal Opera of Wallonie (Belgium), and the
Oregon Bach Festival Orchestra (USA). A
versatile musician, he is equally at home in the
realm of choral music and has conducted
ensembles like the Stuttgart Chamber Choir
(Germany), Carnegie Hall Festival Chorus
(USA), Oregon Bach Festival Chorus (USA)
Yale Schola Cantorum (USA), and the Young

Person’s Chorus of New York (USA). He has collaborated with internationally renowned artists 
such as Dashon Burton, Tyler Duncan, Marcus Eiche, Jamie-Rose Guarrine, Ayano Kataoka, 
Ilya Polataev, Gary Steigerwalt, Astrid Schween, Sara Davis Buechner, Hanna Elisabeth Müller, 
Nicholas Phan, James Taylor, Gilles Vonsattel and Soyoung Yoon. 

Well known for bringing new music to fresh audiences, he has premiered new works by 
numerous composers, including Pulitzer and Rome Prize winners such as Curt Cacioppo, Aaron 
Jay Kernis, Robert Kyr, David Sanford, and Joan Tower. These include unusual firsts, like Irin 
Ajo, the first Nigerian opera, by Olabode Omojola and Chaya Czernowin’s ephemeral Once I 
Blinked, Nothing was the Same.

Tian’s irrepressible musical spirit first expressed itself when he conducted a choir of 
kindergarten children in his native Singapore at the age of five. A pianist, singer and trombonist, 
he later studied composition and early music at the University of Birmingham (UK) where he 
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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).

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 (1884-1956) 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 
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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, 
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 
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Several composers of the nineteenth and twentieth centuries composed works bearing the title 
“scherzo fantastique” or “scherzo fantasque.”  Perhaps the most famous is Stravinsky’s Scherzo 
fantastique Op. 3, which premiered and won the Glinka Prize in St. Petersburg in 1909. 
Acknowledging the influence of Rimsky-Korsakov, Tchaikovsky, Dukas, Wagner, and 
Debussy, Stravinsky describes it as a work inspired by an “episode in the life of the bees,” 
which captures the “fantastic picture of an eternal cycle.” Rimsky-Korsakov’s favored use of 
whole tone and octatonic scales to signal an air of the “fantastique”, especially when depicting 
magical or supernatural moments  looms over these works. 

The chromatic and whole-tone scale writing found throughout de Hartmann’s Scherzo 
fantastique, together with its solo passages for trumpet, clarinet, bassoon, and English horn, 
suitably sets this work alongside the other fantastical works of the late nineteenth and early 
twentieth centuries. From beginning to end, there is a menacing quality, established at the outset 
by the stridently dissonant solo trumpet opening, and then racing forward with incessantly 
building tension over the course of the piece. This is further emphasized by tremolos in the 
strings and the extensive use of percussion. 

Cover image : W. Kandinsky. Black and Violet 1923
Cover design by Ben Marder www.penwave.com

c & © TDHP, 2022  
Issued under exclusive licence from the copyright holder by Wyastone Estate Ltd. 

This compilation © Wyastone Estate Ltd, 2022
www.wyastone.co.uk
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Evan A. MacCarthy is Five College Visiting Assistant Professor of Music History in the 
Department of Music and Dance at the University of Massachusetts Amherst. His research 
focuses on the history of fifteenth-century music and music theory, late mediaeval chant and 
nineteenth-century American music. 

Scherzo fantastique Op. 25
De Hartmann’s Scherzo fantastique Op. 25 was composed in 1929, the year that he left 
Gurdjieff (1877-1949), the Greek-Armenian spiritual master and polymath, with whom he 
studied and collaborated in composing a wide body of music from the East, over a period of 12 
years. He moved with his wife Olga to the outskirts of Paris – first to Courbevoie and later to 
Garches – and supported himself by writing some fifty film scores, primarily for Synchro-Ciné 
in Paris, until 1935, when he returned to composing in the classical idiom. 

De Hartmann generally used the pseudonym Thomas Kross for his film scores. In those days, 
it was considered beneath the dignity of a classical composer to write music in this idiom, 
particularly for someone who had grown up in Ukraine as a member of the Russian aristocracy. 
De Hartmann chose his mother’s maiden name for the disguise, but it also seems that he was 
sometimes careless about it: some of these works are signed with the name Thomas Kross 
Hartmann!

It is likely that the Scherzo fantastique was originally written for a film, though there is (as yet) 
no definitive proof. It bears a striking resemblance to Paul Dukas’ The Sorcerer’s Apprentice 
(1897), subtitled “Scherzo after a ballad by Goethe,” which was used for Walt Disney’s movie 
Fantasia. De Hartmann’s music has a strong visual component – as do many of his orchestral 
works, but it has less thematic variety, which would make it more appropriate for a film. 

There is a mystery surrounding de Hartmann’s catalog of works. Between Op. 23 and 45 there 
is a gap in the numbering. The composer’s own handwritten list indicates that these were 
reserved for his film music, but only the Scherzo fantastique is provided with an opus number.  
Could it be that it was the only film score that he deemed worthy of such recognition? Listening 
to the scores for Goona-Goona (The Kriss) and L’or de Mer, it does appear that Op. 25 may 
have been on a higher level than much of his other film music. Perhaps when his other film 
music is heard we shall have a more definitive answer. 

7

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 
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). 
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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 
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. 
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In a green swamp on a huge waterlily, a swamp girl is sitting, more beautiful than you 
can find in the whole world. Only her lips and face are strangely white, as if there were 
not a drop of blood in her body. She is sly and wishes to deceive men. This is why she 
hides her black webbed feet in the beautiful lily. As soon as she sees a man, she begins 
to implore him to release her from this dismal swamp, promising him with her tender, 
tearful voice all imaginable delights and mountains of gold and precious jewels. Let the 
man beware who is seduced by her beauty and believes her words. Only one step into 
the swamp and she will encircle him with her white arms and sink into the bottomless 
gulf of the swamp.

Danger persists into the second movement, which recounts the tale of Stroka (The Wicked Fly) 
with the expected buzzing of tremolo strings together with obstinate melodies in the winds, a 
scattering piano solo, a menacing organ part, and discomfiting pauses between attacks of the fly. 
De Hartmann’s programmatic note sets the scene:

Sometimes in the hot summer is a swarm of flies hovering around a herd of horses or 
cattle or poor wild deer, a wicked fly appears. The animals sense the presence of this 
fly in the air and run madly in all directions in indescribable fear. They kick with their 
hind legs, raise their tails, mew, but nothing can save them from the wicked fly, who 
zooms about them until one of the beasts becomes her victim and falls in exhaustion. 
Then the wicked fly will look for another victim over and over again.

Joyful relief arrives in the third movement of the symphony in a festive recollection of the 
legend of Radoniza (The Feast of Spring). Amid flashes that resemble the music of Stravinsky 
and Prokofiev, de Hartmann brings the entire orchestra together for a majestic sound that is at 
once like that of a solemn ritual, at others a festive or frenzied dance, until an exhausted and 
hushed conclusion to the festivities as the sun rises. De Hartmann narrates the movement thus:

In the countries near the Volga, The Feast of Spring begins in the holy week after Easter 
and sometimes until the Feast of St. John. It corresponds to the ancient Feast of Spring 
in the times of the Pagans, which was called “Radoniza.” During these festivals, there 
is dancing and singing, deriving from the Pagan traditions. The youth of the country run 
through the woods, fields, and rivers to praise Jar-Hmal, the Pagan god of the joy of 
living. The joyful songs and captivating dances resound until dawn.

        Evan MacCarthy
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practiced it on my piano!’ Mr. Bigot said, ‘We still have two weeks to go, so there is time for 
you.’ So Mr. de Hartmann ended up playing his piano concerto to the great relief of Mr. Bigot. 
It was a great success.” Indeed it was a success, as the review by Serge Moreux for Premières-
Symphoniques states:

“The composer himself played this work and I want to say at once that he performed with 
dazzling technique and with great charm; he definitely conquered the audience… 
Divided into four movements connected by transitional passages, more important than 
usually in classical form of the concerto, this work gives at the same time an impression 
of fantasy and of logic. Thinking it over one evokes a play by Musset with the decor of 
Matisse… The material itself is impressionistic and his bi-modal harmony and melody, 
of an oriental turn, gives his work a very personal character. It obeys all the laws of 
development which are generally so inadequately known… These pages, full of music, 
are as vibrant and dynamic as anyone could desire. Only the great virtuoso can play it.”              

       Elan Sicroff

Symphonie-Poème no. 3, Op. 85 (1953) 
The third symphony was composed after Thomas and Olga de Hartmann had emigrated to New 
York City. Olga de Hartmann observed that the three, strikingly different movements of this 
symphony were inspired by “impressions” from the 1874 novel V lesakh [In the Forests] by the 
Russian writer Pavel Melnikov-Pechersky (1818-1883), whose works can be traced in the 
operas of Mussorgsky and Rimsky-Korsakov. The vividly descriptive prose of many of 
Melnikov-Pechersky’s novels captures with ethnographic detail the everyday life, religious 
ceremonies, and customs of the Old Believers of the Transvolga region, situating them 
alongside mystical images and symbols of Russian mythology. Affixed to de Hartmann’s score 
is his account of the “three ancient legends from the region of the Volga” that correspond to the 
three movements.

The dark, foreboding first movement is associated with Bolotnitsa (The Swamp Girl). An 
unaccompanied clarinet duo, which is then repeated forte by the strings, sets a mood of yearning 
until suddenly an eerie chord sounds from the winds, strings, piano, organ, harp, and percussion 
signaling a turn toward something sinister, which envelops the remainder of the movement. De 
Hartmann description of the legend of Bolotnitsa evokes the threatening textures from one 
section to the next:

9

Thomas and Olga shortly after they were married, 1906

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.
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loosely into four movements, though there are no formal breaks in the music.  Fermatas provide 
pauses only long enough for the listener to digest what has been heard before the action 
continues, so the piece can be heard as a single utterance.   

Impressionism, Russian Romanticism, music of the East, Modernism and bitonality, jazz and 
blues, along with the ultra-romantic style of film music all appear in the course of the 
Concerto’s kaleidoscopic journey. There are direct quotes from Gershwin and Scott Joplin, as 
well as music that evokes the worlds of Rachmaninoff and Ravel. 

The Piano Concerto Op. 61 can be heard in different ways. The piece is colorful and exciting, 
with an inherent sense of direction that leads the listener inexorably to a majestic conclusion. 
One may simply enjoy it. 

At the same time, since de Hartmann stated that much of his music contains an underlying 
program, there is an invitation for the listener to search for it. While not explicit for the piano 
concerto, as it is for the Third Symphonie-poème, Op. 85 — where de Hartmann provides a 
detailed description— it seems likely that there is an idea that unifies the multifarious musical 
styles that are presented in this work. The episodic form lends itself well to a “story in sound.” 
My own approach has been to think of it as a musical representation of the Quest, with the piano 
playing the protagonist/hero. With this in mind, the piano’s first entrance, with its impetuous 
affirmation aiming for the top of the metaphorical mountain, is immediately met with resistance 
by the orchestra in the "Imperial March” theme, marked pesante and in a much slower tempo 
than the piano’s opening statement.  The piano then responds with an even stronger affirmation 
(marked martellato in the score), but is again met with resistance. The third time, the 
affirmation becomes tempered, and a romantic theme exposes the protagonist as an ordinary, 
vulnerable human being. From this point the argument unfolds with a wide variety of experiences. 

The conductor Eugène Bigot, with whom De Hartmann had collaborated for other premieres, 
led the first performance in Paris with the Concerts Lamoureux in 1943. Unexpectedly, in the 
weeks leading up to the premiere, Bigot telephoned de Hartmann to break the news that the 
scheduled soloist was ill and could not perform. Facing a cancellation of the concert or a last 
minute, hasty search for a replacement pianist, Thomas was instead asked to step in as the 
pianist. Olga de Hartmann’s unpublished memoirs capture the moment vividly: “Bigot said, 

‘Why can you not play it yourself?’ Mr. de Hartmann was terrified and said, ‘Well, I never even 
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Musical Styles and Extra-Musical Ideas in Thomas de Hartmann’s Compositions
De Hartmann’s earliest works reflect the Russian Romanticism of his teachers Anton Arensky 
and Sergei Tanaieff.  By 1908, under the influence of the Russian painter Wassily Kandinsky, he 
turned towards Impressionism and Modernism.  From 1916 to 1929 he became immersed in the 
music of the East, through his contact with the polymath and spiritual teacher George Gurdjieff.  
From the 1930s and onward he added world music, jazz, bitonality and the ultra-romanticism of 
film music to his palette. In short, de Hartmann became a poly-stylist, employing a rich mixture 
of compositional and expressive techniques to convey meaning, often in a single work. 
Extra-musical ideas informed de Hartmann’s work as a composer. From his own writings we 
know that the Russian fairy tales, many of which tell the story of the Quest, stirred his imagination 
as a child. The Twelve Russian Fairy Tales Op. 58, written in his maturity, demonstrate the 
influence those stories exerted throughout his career. His lifelong friendship with Kandinsky 
exposed him to groundbreaking discoveries about the inter-connectedness of different art forms. 
Kandinsky believed that shapes and colors had specific meanings, which in turn had direct 
correspondence to the world of sound. Gurdjieff’s startling assertion that there is an ‘objective 
music’ that can have the same effect on all listeners, regardless of taste or culture, and his 
comprehensive spiritual teaching were of utmost importance to the composer. Literary works, 
from Shelley and Pushkin to Joyce, Racine, Verlaine and others, were also sources of inspiration 
for de Hartmann’s compositional work.                                                                       Elan Sicroff

Piano Concerto Op. 61 
Thomas de Hartmann’s Piano Concerto Op. 61 was written in 1939, when the composer was at 
the height of his powers. The period between 1935 and the mid-1940s was a time for summing 
up, during which de Hartmann brought together the many musical styles and ideas he had 
encountered in his eventful life, to express a particular program for each of his compositions.
The overall impression of the Piano Concerto Op. 61 is cinematic and episodic. The short 
orchestral introduction in the first two measures brings to mind the Mission Impossible theme 
from the television series by Lalo Schifren in 1967, and the orchestra’s response to the piano’s 
opening salvo anticipates John Williams’ Imperial March from Star Wars. Elsewhere in the piece 
de Hartmann’s lush romantic scoring reminds us that he composed more than 50 film scores 
between 1928 and 1935. 

The Concerto’s episodic structure provides opportunities for introducing many themes and styles. 
There are at least ten distinct sections, including 3 cadenzas. These sections group themselves 
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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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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 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 
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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, 
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.

Thomas at his home
in Courbevoie, in 1930
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Musical Styles and Extra-Musical Ideas in Thomas de Hartmann’s Compositions
De Hartmann’s earliest works reflect the Russian Romanticism of his teachers Anton Arensky 
and Sergei Tanaieff.  By 1908, under the influence of the Russian painter Wassily Kandinsky, he 
turned towards Impressionism and Modernism.  From 1916 to 1929 he became immersed in the 
music of the East, through his contact with the polymath and spiritual teacher George Gurdjieff.  
From the 1930s and onward he added world music, jazz, bitonality and the ultra-romanticism of 
film music to his palette. In short, de Hartmann became a poly-stylist, employing a rich mixture 
of compositional and expressive techniques to convey meaning, often in a single work. 
Extra-musical ideas informed de Hartmann’s work as a composer. From his own writings we 
know that the Russian fairy tales, many of which tell the story of the Quest, stirred his imagination 
as a child. The Twelve Russian Fairy Tales Op. 58, written in his maturity, demonstrate the 
influence those stories exerted throughout his career. His lifelong friendship with Kandinsky 
exposed him to groundbreaking discoveries about the inter-connectedness of different art forms. 
Kandinsky believed that shapes and colors had specific meanings, which in turn had direct 
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music’ that can have the same effect on all listeners, regardless of taste or culture, and his 
comprehensive spiritual teaching were of utmost importance to the composer. Literary works, 
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Thomas de Hartmann’s Piano Concerto Op. 61 was written in 1939, when the composer was at 
the height of his powers. The period between 1935 and the mid-1940s was a time for summing 
up, during which de Hartmann brought together the many musical styles and ideas he had 
encountered in his eventful life, to express a particular program for each of his compositions.
The overall impression of the Piano Concerto Op. 61 is cinematic and episodic. The short 
orchestral introduction in the first two measures brings to mind the Mission Impossible theme 
from the television series by Lalo Schifren in 1967, and the orchestra’s response to the piano’s 
opening salvo anticipates John Williams’ Imperial March from Star Wars. Elsewhere in the piece 
de Hartmann’s lush romantic scoring reminds us that he composed more than 50 film scores 
between 1928 and 1935. 

The Concerto’s episodic structure provides opportunities for introducing many themes and styles. 
There are at least ten distinct sections, including 3 cadenzas. These sections group themselves 
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loosely into four movements, though there are no formal breaks in the music.  Fermatas provide 
pauses only long enough for the listener to digest what has been heard before the action 
continues, so the piece can be heard as a single utterance.   

Impressionism, Russian Romanticism, music of the East, Modernism and bitonality, jazz and 
blues, along with the ultra-romantic style of film music all appear in the course of the 
Concerto’s kaleidoscopic journey. There are direct quotes from Gershwin and Scott Joplin, as 
well as music that evokes the worlds of Rachmaninoff and Ravel. 

The Piano Concerto Op. 61 can be heard in different ways. The piece is colorful and exciting, 
with an inherent sense of direction that leads the listener inexorably to a majestic conclusion. 
One may simply enjoy it. 

At the same time, since de Hartmann stated that much of his music contains an underlying 
program, there is an invitation for the listener to search for it. While not explicit for the piano 
concerto, as it is for the Third Symphonie-poème, Op. 85 — where de Hartmann provides a 
detailed description— it seems likely that there is an idea that unifies the multifarious musical 
styles that are presented in this work. The episodic form lends itself well to a “story in sound.” 
My own approach has been to think of it as a musical representation of the Quest, with the piano 
playing the protagonist/hero. With this in mind, the piano’s first entrance, with its impetuous 
affirmation aiming for the top of the metaphorical mountain, is immediately met with resistance 
by the orchestra in the "Imperial March” theme, marked pesante and in a much slower tempo 
than the piano’s opening statement.  The piano then responds with an even stronger affirmation 
(marked martellato in the score), but is again met with resistance. The third time, the 
affirmation becomes tempered, and a romantic theme exposes the protagonist as an ordinary, 
vulnerable human being. From this point the argument unfolds with a wide variety of experiences. 

The conductor Eugène Bigot, with whom De Hartmann had collaborated for other premieres, 
led the first performance in Paris with the Concerts Lamoureux in 1943. Unexpectedly, in the 
weeks leading up to the premiere, Bigot telephoned de Hartmann to break the news that the 
scheduled soloist was ill and could not perform. Facing a cancellation of the concert or a last 
minute, hasty search for a replacement pianist, Thomas was instead asked to step in as the 
pianist. Olga de Hartmann’s unpublished memoirs capture the moment vividly: “Bigot said, 

‘Why can you not play it yourself?’ Mr. de Hartmann was terrified and said, ‘Well, I never even 
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practiced it on my piano!’ Mr. Bigot said, ‘We still have two weeks to go, so there is time for 
you.’ So Mr. de Hartmann ended up playing his piano concerto to the great relief of Mr. Bigot. 
It was a great success.” Indeed it was a success, as the review by Serge Moreux for Premières-
Symphoniques states:

“The composer himself played this work and I want to say at once that he performed with 
dazzling technique and with great charm; he definitely conquered the audience… 
Divided into four movements connected by transitional passages, more important than 
usually in classical form of the concerto, this work gives at the same time an impression 
of fantasy and of logic. Thinking it over one evokes a play by Musset with the decor of 
Matisse… The material itself is impressionistic and his bi-modal harmony and melody, 
of an oriental turn, gives his work a very personal character. It obeys all the laws of 
development which are generally so inadequately known… These pages, full of music, 
are as vibrant and dynamic as anyone could desire. Only the great virtuoso can play it.”              

       Elan Sicroff

Symphonie-Poème no. 3, Op. 85 (1953) 
The third symphony was composed after Thomas and Olga de Hartmann had emigrated to New 
York City. Olga de Hartmann observed that the three, strikingly different movements of this 
symphony were inspired by “impressions” from the 1874 novel V lesakh [In the Forests] by the 
Russian writer Pavel Melnikov-Pechersky (1818-1883), whose works can be traced in the 
operas of Mussorgsky and Rimsky-Korsakov. The vividly descriptive prose of many of 
Melnikov-Pechersky’s novels captures with ethnographic detail the everyday life, religious 
ceremonies, and customs of the Old Believers of the Transvolga region, situating them 
alongside mystical images and symbols of Russian mythology. Affixed to de Hartmann’s score 
is his account of the “three ancient legends from the region of the Volga” that correspond to the 
three movements.

The dark, foreboding first movement is associated with Bolotnitsa (The Swamp Girl). An 
unaccompanied clarinet duo, which is then repeated forte by the strings, sets a mood of yearning 
until suddenly an eerie chord sounds from the winds, strings, piano, organ, harp, and percussion 
signaling a turn toward something sinister, which envelops the remainder of the movement. De 
Hartmann description of the legend of Bolotnitsa evokes the threatening textures from one 
section to the next:

9

Thomas and Olga shortly after they were married, 1906

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.
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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 
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. 
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In a green swamp on a huge waterlily, a swamp girl is sitting, more beautiful than you 
can find in the whole world. Only her lips and face are strangely white, as if there were 
not a drop of blood in her body. She is sly and wishes to deceive men. This is why she 
hides her black webbed feet in the beautiful lily. As soon as she sees a man, she begins 
to implore him to release her from this dismal swamp, promising him with her tender, 
tearful voice all imaginable delights and mountains of gold and precious jewels. Let the 
man beware who is seduced by her beauty and believes her words. Only one step into 
the swamp and she will encircle him with her white arms and sink into the bottomless 
gulf of the swamp.

Danger persists into the second movement, which recounts the tale of Stroka (The Wicked Fly) 
with the expected buzzing of tremolo strings together with obstinate melodies in the winds, a 
scattering piano solo, a menacing organ part, and discomfiting pauses between attacks of the fly. 
De Hartmann’s programmatic note sets the scene:

Sometimes in the hot summer is a swarm of flies hovering around a herd of horses or 
cattle or poor wild deer, a wicked fly appears. The animals sense the presence of this 
fly in the air and run madly in all directions in indescribable fear. They kick with their 
hind legs, raise their tails, mew, but nothing can save them from the wicked fly, who 
zooms about them until one of the beasts becomes her victim and falls in exhaustion. 
Then the wicked fly will look for another victim over and over again.

Joyful relief arrives in the third movement of the symphony in a festive recollection of the 
legend of Radoniza (The Feast of Spring). Amid flashes that resemble the music of Stravinsky 
and Prokofiev, de Hartmann brings the entire orchestra together for a majestic sound that is at 
once like that of a solemn ritual, at others a festive or frenzied dance, until an exhausted and 
hushed conclusion to the festivities as the sun rises. De Hartmann narrates the movement thus:

In the countries near the Volga, The Feast of Spring begins in the holy week after Easter 
and sometimes until the Feast of St. John. It corresponds to the ancient Feast of Spring 
in the times of the Pagans, which was called “Radoniza.” During these festivals, there 
is dancing and singing, deriving from the Pagan traditions. The youth of the country run 
through the woods, fields, and rivers to praise Jar-Hmal, the Pagan god of the joy of 
living. The joyful songs and captivating dances resound until dawn.

        Evan MacCarthy
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Evan A. MacCarthy is Five College Visiting Assistant Professor of Music History in the 
Department of Music and Dance at the University of Massachusetts Amherst. His research 
focuses on the history of fifteenth-century music and music theory, late mediaeval chant and 
nineteenth-century American music. 

Scherzo fantastique Op. 25
De Hartmann’s Scherzo fantastique Op. 25 was composed in 1929, the year that he left 
Gurdjieff (1877-1949), the Greek-Armenian spiritual master and polymath, with whom he 
studied and collaborated in composing a wide body of music from the East, over a period of 12 
years. He moved with his wife Olga to the outskirts of Paris – first to Courbevoie and later to 
Garches – and supported himself by writing some fifty film scores, primarily for Synchro-Ciné 
in Paris, until 1935, when he returned to composing in the classical idiom. 

De Hartmann generally used the pseudonym Thomas Kross for his film scores. In those days, 
it was considered beneath the dignity of a classical composer to write music in this idiom, 
particularly for someone who had grown up in Ukraine as a member of the Russian aristocracy. 
De Hartmann chose his mother’s maiden name for the disguise, but it also seems that he was 
sometimes careless about it: some of these works are signed with the name Thomas Kross 
Hartmann!

It is likely that the Scherzo fantastique was originally written for a film, though there is (as yet) 
no definitive proof. It bears a striking resemblance to Paul Dukas’ The Sorcerer’s Apprentice 
(1897), subtitled “Scherzo after a ballad by Goethe,” which was used for Walt Disney’s movie 
Fantasia. De Hartmann’s music has a strong visual component – as do many of his orchestral 
works, but it has less thematic variety, which would make it more appropriate for a film. 

There is a mystery surrounding de Hartmann’s catalog of works. Between Op. 23 and 45 there 
is a gap in the numbering. The composer’s own handwritten list indicates that these were 
reserved for his film music, but only the Scherzo fantastique is provided with an opus number.  
Could it be that it was the only film score that he deemed worthy of such recognition? Listening 
to the scores for Goona-Goona (The Kriss) and L’or de Mer, it does appear that Op. 25 may 
have been on a higher level than much of his other film music. Perhaps when his other film 
music is heard we shall have a more definitive answer. 
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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 
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). 
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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, 
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 
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Several composers of the nineteenth and twentieth centuries composed works bearing the title 
“scherzo fantastique” or “scherzo fantasque.”  Perhaps the most famous is Stravinsky’s Scherzo 
fantastique Op. 3, which premiered and won the Glinka Prize in St. Petersburg in 1909. 
Acknowledging the influence of Rimsky-Korsakov, Tchaikovsky, Dukas, Wagner, and 
Debussy, Stravinsky describes it as a work inspired by an “episode in the life of the bees,” 
which captures the “fantastic picture of an eternal cycle.” Rimsky-Korsakov’s favored use of 
whole tone and octatonic scales to signal an air of the “fantastique”, especially when depicting 
magical or supernatural moments  looms over these works. 

The chromatic and whole-tone scale writing found throughout de Hartmann’s Scherzo 
fantastique, together with its solo passages for trumpet, clarinet, bassoon, and English horn, 
suitably sets this work alongside the other fantastical works of the late nineteenth and early 
twentieth centuries. From beginning to end, there is a menacing quality, established at the outset 
by the stridently dissonant solo trumpet opening, and then racing forward with incessantly 
building tension over the course of the piece. This is further emphasized by tremolos in the 
strings and the extensive use of percussion. 

Cover image : W. Kandinsky. Black and Violet 1923
Cover design by Ben Marder www.penwave.com
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Tian Hui Ng is the Music Director of the
Pioneer Valley Symphony, Boston Opera
Collaborative, the Victory Players, and White
Snake Projects. In addition, Tian serves as
Director of Orchestral Studies at Mount
Holyoke College. 

Tian has conducted orchestras around the
world including the Savaria Symphony
Orchestra (Hungary), Moravian Philharmonic
Orchestra (Czech Republic), Dartington
Festival Orchestra (UK), Orchestra of the
Royal Opera of Wallonie (Belgium), and the
Oregon Bach Festival Orchestra (USA). A
versatile musician, he is equally at home in the
realm of choral music and has conducted
ensembles like the Stuttgart Chamber Choir
(Germany), Carnegie Hall Festival Chorus
(USA), Oregon Bach Festival Chorus (USA)
Yale Schola Cantorum (USA), and the Young

Person’s Chorus of New York (USA). He has collaborated with internationally renowned artists 
such as Dashon Burton, Tyler Duncan, Marcus Eiche, Jamie-Rose Guarrine, Ayano Kataoka, 
Ilya Polataev, Gary Steigerwalt, Astrid Schween, Sara Davis Buechner, Hanna Elisabeth Müller, 
Nicholas Phan, James Taylor, Gilles Vonsattel and Soyoung Yoon. 

Well known for bringing new music to fresh audiences, he has premiered new works by 
numerous composers, including Pulitzer and Rome Prize winners such as Curt Cacioppo, Aaron 
Jay Kernis, Robert Kyr, David Sanford, and Joan Tower. These include unusual firsts, like Irin 
Ajo, the first Nigerian opera, by Olabode Omojola and Chaya Czernowin’s ephemeral Once I 
Blinked, Nothing was the Same.

Tian’s irrepressible musical spirit first expressed itself when he conducted a choir of 
kindergarten children in his native Singapore at the age of five. A pianist, singer and trombonist, 
he later studied composition and early music at the University of Birmingham (UK) where he 
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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).

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 (1884-1956) 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 
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The Thomas de Hartmann Project   
The Thomas de Hartmann Project was Initiated in 2006 by pianist Elan Sicroff and guitarist 
Robert Fripp. Utilizing recordings, performances, writings, videos and lectures, the project 
aims to preserve and recover de Hartmann’s musical legacy and rightful place in the classical 
repertoire. A five year year recording project was completed in the Netherlands in 2016, the 
byproduct of a remarkable collaboration between Elan Sicroff (Artistic Director) and Producer 
Gert-Jan Blom. The recordings were reissued (April 2021) by Nimbus Alliance in three 
releases- a double disc of chamber music, a double disc of solo piano music, and a single disc 
of songs. 

The next phase of the project focuses on the orchestral works, and in 2018 Efrem Marder took 
on the initiative of producing the recordings of that repertoire. This disc is the second (of likely 
six) to be released over the next couple of years, spread over three labels in recognition of 
allegiances of artists involved. The CD features Elan Sicroff’s recording of the de Hartmann 
piano concerto, fulfilling a long term aim.

The overall project has been made possible by the collaboration of Tom Daly, inheritor/owner 
of the de Hartmann materials, who has made a major effort and investment to get the scores 
ready for performance, and ultimately also for publication. This disc is the second of three 
recorded during the orchestral festival in Lviv, Ukraine, Sept 2021- entitled “Thomas de 
Hartmann in Ukraine- a Forgotten Master.” The festival of three concerts and studio recordings 
was organized by Efrem Marder and Theodore Kuchar with the Lviv National Philharmonic 
Orchestra of Ukraine, following the introduction by Martin Anderson (of Toccata Classics), 
who thought it appropriate that de Hartmann reclaim his Ukrainian roots. 

In addition to the major efforts of Maestro Kuchar, appreciation goes to the ongoing dedication 
of Elan Sicroff and all the many supporters of the Thomas de Hartmann Project, including the 
invaluable contributions of team members Syd Cushman, Stefan Maeir, Tom Redmond, as well 
as the generous professional advice offered freely by Gert-Jan Blom and conductor/educator 
Tian Hui Ng. We are also grateful to John Mangan, the Yale Gilmore Library, musicologist 
Evan MacCarthy, and the excellent work of sound producer/engineer Andriy Mokryytskyi. 

Efrem Marder
www.thomasdehartmannproject.com
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discovered his love for Stravinsky and contemporary music. Returning home, he helped found one 
of the first contemporary music ensembles in the country, and was soon composing for animation, 
dance, film, chorus, and orchestra. It was during this time that he discovered his affinity for 
inter-disciplinary work and created the groundbreaking site-specific community-based arts 
festival, NOMAD, with which he has won awards from the Singapore National Arts Council. His 
works have since been heard in diverse settings such as the Hong Kong Film Festival, Animation 
World Magazine (USA), and Apsara Asia Dance (Singapore). Ng Tian Hui continued his 
education at the Yale School of Music (USA) where he helped to start a new tradition with the 
music of his graduation recital reflecting on war and conflict. There, he fed his passion for the 
masterworks of the choral orchestral repertoire, assisting such renowned interpreters as Nicholas 
McGegan, Masaaki Suzuki, Dale Warland, Simon Carrington, Marguerite Brooks and Jeffrey 
Douma. His is indebted to his teachers, including Paolo Arrivabeni, John Carewe, Peter Eötvös, 
Kurt Masur, and Michel Tabachnik, who have incalculably enriched his musical life.

In 2021 - 2022, Tian looks forward to a season that builds on the excitement of the previous season 
with premieres with White Snake Projects including Elena Ruehr’s Cosmic Cowboy and Mary 
Prescott’s Survivors’ Odyssey, the world’s first opera sung in a Native American language, Jerod 
Impichchaachaaha’ Tate’s Shellshaker, debut performances on National Public Radio and the 
Public Broadcasting Service in the US with the Victory Players, and first appearances with the 
New England Philharmonic, and the Lviv National Philharmonic of Ukraine. 

Stay in touch with Tian via Instagram @ngtianhui

The Lviv National Philharmonic Orchestra of Ukraine headquartered in the Medieval city of 
Lviv was officially established on September 27, 1902 and the first concert of the newly formed 
orchestra took place in the Philharmonic Theater of Count Stanislav Skarbko (presently known as 
the Ukrainian National Academic Theater of Drama named after Maria Zankovetska). The 
Principal Conductor of the orchestra was Ludwik Vitezslav Czelianski (1870-1931). During its 
first season the orchestra performed nearly 115 concerts.

In 1933, the orchestra became incorporated as the Lviv National Philharmonic Orchestra of 
Ukraine. According to the announcements, the “Inaugural” symphony concert of the newly 
formed orchestra took place on November 20, 1933. Adam Soltys led the orchestra, combining 



22 NI6429

the functions of director, and artistic director, and remaining with the orchestra until 1938. 
Soloists appearing during this period included Anton Rubinstein, Ferruccio Busoni, Wanda 
Landowska, Leopold Godowski, Jacob Milstein, Eugene Isai, Pablo Corvadam-Szymanowska 
and many others.

Isaac Pain conducted the orchestra under the Soviet regime, and Lviv conductor and 
composer Mykola Kolessa also work with the orchestra. During the German occupation of WW2 
the Philharmonic did not operate. Thereafter the orchestra had to be re-assembled, which was the 
joint effort of Isaac Pain, Dionysius Khabal, Nestor Hornytsky and Mykola Kolessa. 
Performances resumed in August 1944. The first concerts featured works by Stanislav 
Liudkevych, Vasyl Barvinsky, Mykola Lysenko, Stanislav Monyushko, Camille Saint-Saëns, 
Peter Tchaikovsky, and Carl Maria von Weber.

During 1953-1957 and again from 1987-1989 the conductor of the orchestra was Yuriy Lutsiv. 
From 1964 to 1987, the symphony orchestra was led by Demyan Pelekhatyi, who worked 
fruitfully with colleagues Roman Filipchuk and Ihor Simovich. From 1989 the principal 
conductor of the orchestra was Ivan Yuziuk.

Some of the world’s greatest musicians have been performing with the orchestra since the 1950s 
including: Sviatoslav Richter, Heinrich and Stanislav Neuhaus, Emil Gilels, Maria Yudina, 
Moisey Greenberg, Dmytro Bashkirov, David and Igor Oistrakh, and Mstyslav Rostropovich. 
Alongside them have been many of the most famous conductors in classical music, including 
Kirill Kondrashin, Fuat Mansurov, Nathan Rakhlin, Gennady Rozhdestvensky, Reinhold Glière, 
Yevgeni Mravinsky, Nikolae Popescu, Kurt Masur, Saulius Sondeckis, Theodore Kuchar and 
Mariss Jansons as well as Ukrainian conductors Stefan Turchak, Fedor Glushchenko, Igor 
Blazhkov, Roman Kofman, Volodymyr Kozhukhar, Volodymyr Sirenko Viktor Ploskina, Yuriy 
Yanko and Victoria Zhadko.

The Lviv National Philharmonic Orchestra of Ukraine has toured extensively throughout Europe, 
and has played in The People’s Republic of China. During the past several seasons they have 
completed highly-acclaimed recordings for major international labels including Naxos, Brilliant 
Classics, Toccata Classics, and Nimbus Alliance.

www.philharmonia.lviv.ua
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Orchestral Music of
Thomas de Hartmann (1884-1956)

Lviv National Philharmonic Orchestra of Ukraine
Elan Sicroff, pianist

conducted by Tian Hui Ng

 Concerto for piano and orchestra, Op. 61 (1939) 27:09
1 I  6:53
2 — II  5:56
3 — III 8:31
4 — IV 5:49
 Numerals do not indicate formal movements, but are added 
 for accessing different sections of the concerto.

 Symphonie-Poème No. 3, Op. 85 (1953) 36:22
5 I Intrada – Bolotnitsa 15:45
6 II Stroka 6:57
7 III Radoniza 13:40

8 Scherzo-fantastique, Op. 25 (1929) 7:25

  Total playing time : 70:59

Recorded on 18–19 September 2021 in the National Philharmonic Hall, Lviv, Ukraine
Producer-engineer: Andriy Mokrytskiy   Assistant: Oleksii Grytsyshyn

Thanks to Gert-Jan Blom for his advice on preparation of the final master
Executive Producer: Efrem Marder for the Thomas de Hartmann Project
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Thomas de Hartmann in his New York apartment, 1956
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Elan Sicroff has specialized in the music of 
Thomas de Hartmann since the 1970s. He first 
became aware of the composer at a school in 
England, dedicated to the practical teachings of the 
philosopher George Ivanovitch Gurdjieff. There he 
has was introduced to the sacred and folk music of 
the East that Gurdjieff and de Hartmann transcribed 
for piano in an unusual collaboration. From 1975-9 
he worked with Mme. Olga de Hartmann, widow of 
the composer, who introduced him to de 
Hartmann’s music written in the classical idiom. 
She provided numerous opportunities for him to 
perform de Hartmann’s piano and chamber works. 
Since 2006 he has been Artistic Director and pianist 
for the Thomas de Hartmann Project, which aims to 
bring the composer's music back to public 
awareness. From 2011-16 he worked on a recording 
project in the Netherlands, resulting in the release of 
5 CDs by Nimbus Alliance Records (UK) in April 
2021 of the music for solo piano, voice and chamber 
ensemble. Presently, Elan is promoting de 
Hartmann’s music with solo and chamber music 
recitals, as well as lectures and workshops in 
conservatories and universities. In addition, he is 
engaged in editing and preparing a critical edition of 
de Hartmann’s sheet music for publication.

Music by Thomas de Hartmann, featuring Elan Sicroff
NI6409 The Piano Music   NI6411 The Chamber Music 

NI6413 The Songs 

Full track details at www.wyastone.co.uk
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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 
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