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Prayer tfor Mercy . Priere pour la miséricorde

>. . 1927

circa 60
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Andante con moto < = 80 — 84 19. 1L 1927
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T1b1 Cantamus, No. 2 . Tibi cantamus, N° 2

Molto cantabile 15. XII. 1926
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Rough draft for No. 36 / Brouillon pour N“ 36 (page 90)
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Critical Notes

Sources

This edition has been compiled from several sources. For each piece one of these sources has been considered primary
and is listed first, followed by one or more secondary sources. Of the multiple sources available for each piece, only
those that have a direct bearing on the final text of this edition are listed.
In general, each piece passed through three stages of notation:

1) The original melody (OM) taken down in pencil, often inked over later:

2) The realization notated in rough draft (RD), written underneath the original melody or on a separate page;

3) The final manuscript (FM) or fair copy, written in black or blue ink.
Between 1950 and 1955, de Hartmann prepared and supervised the production of five volumes for private distribution
by Janus Editions (JE) in Paris, entitled Hvmns from a Great Temple, Songs and Rhythms from Asia. Dances and
Chants of the Seids [Savvids]. Dervish Chants and Dances, and Sacred Hymns. The engraver. working from the final
manuscripts, produced a blue line proof (BL), on which de Hartmann entered his corrections, changes and/or further
additions. Some errors, however, remained uncorrected for this early edition and certain of de Hartmann’s changes and
additions were not incorporated by the engraver. Therefore, the Janus edition is used as a primary source. but in con-
junction with the blue line proof and the final manuscript.
In 1970 Olga de Hartmann, the composer’s widow, published a private edition of three volumes (OH) entitled Seekers
of the Truth, Journey to Inaccessible Places, and Rituals of a Sufi Order. The engraver worked mostly from photostats
of the final manuscripts; this could possibly explain the misinterpretation of de Hartmann's term orig. (referring to
Gurdjieff’s original dictation) as ossia. These indications (orig. and ossia and their corresponding notation) have not
been reproduced in the present edition. Otherwise, the reading in OH, for the most part. follows the text of the
corresponding tinal manuscripts.
The final manuscripts for most of the music written in 1925 are lost. However, in addition to the original melodies and
rough drafts of that year, there exists a bound volume produced in 1935 by an unidentitied Berlin copyist (BC). It 18
stated on the inside cover page that the volume was compiled and copied at Gurdjieff’s express request. The editors
have concluded that the Berlin copyist must have worked from the (lost) final manuscripts. The basis for this conclusion
is twofold. First. a comparison betwecn pieces in the 1935 volume and the corresponding rough drafts reveals
discrepancies that could not have been introduced by the copyist had he been working from the rough drafts. Second,
the format followed in producing the 1935 volume is characteristic of the manner in which de Hartmann wrote out his
final manuscripts. The editors also used as a source the notebooks of Carol Robinson (CR), who worked as a pianist
with Gurdjieff and de Hartmann. These notebooks contain handwritten copies of a number ot the pieces written in [925.
It has been concluded that these copies were based on the same source as BC. Therefore, in the absence of the final
manuscripts of 1925, the final reading has been determined by a comparison of BC with RD (and’or OM) and, where
applicable, with CR.

Technical Notes

The editors have used Thomas de Hartmann’s notation throughout, only making changes where the notation 1s ambigu-
ous or confusing. Parentheses ( ) are de Hartmann’s, including those for the clarification of accidentals. Brackets | |
have been used by the editors for certain corrections, changes or clarifications which are usually explained n the critical
notes. Obvious errors have been corrected without comment.

Some metronome markings also appear in brackets. When de Hartmann notated the original melodies, he used a
personal system to indicate tempo — a system not based on beats per minute. In preparing the Janus Edition he reverted
to the conventional method for metronomic indications. Through comparison of the two systems, the editors have
determined the approximate metronome indication in pieces where only de Hartmann’s personal system was given.

Bar numbers alwavs refer to the Lh. of each system. Where no bar lines exist or irregular barring occurs, any reference
in the critical notes corresponds to the page number followed by the system number.

Footnotes written by de Hartmann are indicated in bold-face type with his initials T de H: all other footnotes are those
of the editors. The marking ~V”, de Hartmann’s indication for a caesura. has been retained for this edition. In many
instances where de Hartmann used a fermata to indicate a melodic resting place. no corresponding fermata has been
added to the bass.

The daff* accompaniment. wherever indicated, has been adapted to standard percussion notation.

Performance instructions and comments in the manuscripts were written by de Hartmann in Italian, French, and
Russian. For those in French an additional English translation has been provided by the editors. Those originally n

Russian have been translated into French and English adapting them to conventional musical terminology.

* see Introduction to Volume [ipage 11)
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Abbreviations

FM = Final Manuscript

RD = Rough Draft

OM = Original Melody
= Janus Edition
BL = Blue Line Proof

JE

OH = Olga de Hartmann Edition

BC = Berlin Copyi1st
CR = Carol Robinson

Detailled Notes

.
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Prayer
Sources:

bar
l

(untitled)
Sources:
bar

2

16

22/23

FM, OH

FM/OH: The tempo mark is indicated as , = 44; seems most likely to be an advertent error
since the underlying pulse of this piece 1s the half note; hence ;= 44,

FM, OH

FM/OH: I. h., upper voice, beats 3 and 4 unaccounted for in FM: OH (erroneously) changed
the half note on beat | to a whole note, resulting in an unlikely dissonance with the melody.
Bar 5, which is melodically identical. resolves to a complete G minor chord on beats 3 and 4.
By analogy, the editors suggest a b flat to fill the missing beats.

FM: Change of key signature to 3 flats inadvertently omitted by de Hartmann; this omission
corrected in OH.

FM: de Hartmann writes in Russian “Do not interrupt (cut oft). The next chord must be
reached without breathing space.”

Pity for One’s Self

Sources:
bar

20

[ audamus...
Sources:

bar
22

29

(untitled)
Source;

(untitled)
Sources:
bar

17
22

29

(untitled)
Source:

bar
0

FM, OH

\
OH: r. h. (erroneously) notated as: g% g

FM, RD

FM: Meter was originally written as % Since the note values in both RD and FM equal 16
beats, the editors have changed the % to 19,

FM: 1. h., low F as a resolution of the low C tn the preceding bar was inadvertently omitted by
de Hartmann.

FM

The original version of the final manuscript contained only the 1% and 2% endings with a fer-
mata on the final chord. De Hartmann later penciled in a third ending. The editors have placed
the fermata only on the final chord of the 3rd ending.

FM, RD, OH

OH: translated the Russian phrase “make sound stronger’™ as cresc. poco a poco. The editors
conclude that piu forte 1s nearer to the intention of the composer.

FM: De Hartmann employed his personal system of tempo indications to show that the quarter
note equals the half note of the preceding tempo.

OH: Top staff chord notated an octave too high; FM and RD notated as e"-b"-c"-e" (with Sva
ending on the last beat of the previous bar).

FM

FM: De Hartmann indicates in Russian “slowing down and with more weight”.



