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Prayer tfor Mercy . Priere pour la miséricorde
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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

.

[

s

L

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”.
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i1,

12.

13.

(untitled)
Source:
bar

[3

1920

(untitled)
Sources:

131

M

FM: 1. h., 1% chord. The original notation is ¢ — g flat — a natural = ¢". A pencil mark seems to
make the flat sign appear as a natural sign in front of the g. This results in an unhlikely har-

mony.
FM: as written, the dynamic markings in these two bars are obviously not playable on the

riano; which implies they are meant for an organ.

FM, OH

Hymn for Christmas Day, No. |

Sources:

bar
&

5

(untitled)
Source:

(untitled)
Source:

Joyous Hymn
SOurces:

bar

mM . . PO
o O N RO

FM, OH

FM/OH: 1. h.. beats 4-7 unaccounted for; completion of the bar appears to be the most

plausible.
FM/OH: 1. h. grace note chord notated:
e o

9:,”2 o
3

corrected to be analogous to bar 16.

RD (facsimile on page 40)

De Hartmann only notated this piece up to the dotted double bar on system 3; the written-out
repetition, the grace note in system 4, and the final chord are taken from a recording by de
Hartmann. See also critical notes for No. 14.

FM

M, OH

The text of this piece as published in this edition is a verbatim reproduction of de Hartmann's
final manuscript.

OH, clearly based on a recorded performance by de Hartmann, added certain dynamic mark-
ings and other indications which reflect that particular rendition. Since they do not appear 1n
FM, we are listing them here.

marcato

p

tranquillo

S

PP

[t is obvious that the low ¢, functioning as a pedal point throughout the entire piece, cannot
sustain beyond a certain length. De Hartmann, in his recording, reinforced 1t by restriking the
note at various points, and later, further reinforcing it with the lower octave C. We have not
notated his specific points of restriking as shown in OH, but leave 1t to the discretion of the
pianist, depending on the specific instrument and the acoustics of the room.

As 1f the Stormy Years had Passed

Sources:

BC. RD
[FM missing]

The rough draft is notated as far as the end ot the third system of page 47. However, the no-
tation of the last three systems, which appecared on a separate and smaller page, was sub-
sequently erased and written over (with an altered keyv signature and a new harmonization) to
become what is now No. 1! (see facsimile. page 40). This not only put the music into a new
tonality, but completely transformed 1t~ character.
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I3,

16.

L7,

| 2
[ —

B,

o e

page 47

system |1 BC/RD: r. h.: The last five notes in BC and RD are written as five quarter notes. Since the last
chord of the I. h. is a half note, the editors have concluded that the beam (which otherwise
would indicate five eighth notes) was inadvertently omitted.

“Rejoice, Beelzebub!™

Sources: FM, OH. BL
Prayer for Mercy
Source: FM (see No. 16a)

This piece 1s similar in concept to No. 17 and No. 49, in that the same melody 15 played 3
times successively with contrasting quality and dynamics (see No. 16a). See also itroduction
to volume 111, page 14.

Holy Affirming, Holy Denying, Holy Reconciling

Sources: JE. FM
Although the dashed lines which show the exact timing of the pedal were not used in JE, they
appeared in FM which de Hartmann prepared for publication. They have been included 1n
order to clarify de Hartmann’s intentions.

Orthodox Hymn for a Midnight Service
Sources: FM, OH

Reading from a Sacred Book
Sources: JE, FM

Prayer and Desparr
Sources: JE. FM (facsimile on page 9)
The 1nstruction concerning the two compositional elements A and B, although not included in JE,

1s written in FM and explains in de Hartmann’s own words the exact nature of these two elements.
system | JE, FM: 1. h., beat &, lower voice D notated as a whole note.

Religious Ceremony

Sources: JE, FM
bar
22-23 JE/BL/FM/RD: 1. h., lower voice: In RD it seems clear that E and e are tied from bar 22 to 23.

However, 1n the page break of FM the ties in both notes of the octave are begun but not com-
pleted in bar 23. This incompletion of the ties was carried over to JE and not corrected by de
Hartmann 1n BL. [t 1s not entirely clear if this was an oversight, or a change which was not
completed. The editors consider both readings possible.

26-27 JE/FM: 1. h., upper voice; tie from ¢, beat 3., of measure 26 to e of measure 27 included in FM;
missing in JE. The editors consider the tie optional.
57-58 JE/FM/RD: 1. h.; The ossia 1s derived from RD. The ties do not appear in FM or JE.

Prayer of Gratitude
Source: FM
FM: The manuscript contains the text only to bar 28 and the 1*" and 2" ending notated:

v, | Ty

&
D—

Ty

‘l-

To play the 1* ending exactly as de Hartmann indicated, followed by the repetition in the orig-
inal register, would result in an entirely unlikely melodic line. By inadvertence, de Hartmann
not only wrote the two chords of the 1* ending an octave higher, but added a redundant &va
over the first of them, with no indication of a change of register in the continuation of the
melody. The editors have concluded that 1t was undoubtedly the composer’s intention that the
repetition of the first etght bars of the melody should be played an octave higher than the first
time., and then should return to the original register. If the Sva were to continue for the entire
repetition. 1t would result in an unduly high register. Therefore, the repeat has been written out
to conform to this conclusion.
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24,

23,

26.

27.

28.

29,

30.

31.

32.
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Orthodox Hyvmn trom Asia Minor

Sources: JE. FM (facsimile page 76)

(untitled)

Sources: JE. FM., BL

bar

29 FM/JE: —— which appears in FM seems to have been inadvertently overlooked in JE

Prayer and Procession
Sources: JE, FM

Easter Hymn

Sources: JE, FM

(untitled)

Source: FM

bar

18 The duplet quarter notes in this bar and in bars 24, 26, 27, 30, 32, 33, 35, 41, 42, and 46 would

normally be written as half note duplets, according to modern notational practice. The editors

have retained the composers original notation.
47 The alternate ending was the original ending. Later de Hartmann penciled in and recorded the

ending in ¢ minor.

Hymn for Good Friday

Sources: JE, FM
bar
9 JE/FM: 1. h., tie from d on first beat to d of lower voice on second beat appears in FM: 1n-

advertently overlooked in JE.

(untitled)
Source: FM
(untitled)
Source: FM

(see No. 30a)

Tib1 Cantamus, No. 2
Source: FM
(see No. 31a)

(untitled)

Source: FM
The tempo mark “Andante”, the A flat in the ossia for the 3" chord, as well as the dynamic
marks at the beginning and 1n bars 3, 7, 8, 14, 15, 21, 23, 24 and 26, are drawn from de Hart-
mann’s orchestration of this piece.
The original chords of the antecedant bar in FM were notated:

f):T?- Fi o e TR
e ,!i:i“ P R :
$ s

The 2™ and 3" chord were later crossed out and notated as:
: : :
Iils 4 gl

In the orchestration of this piece. the note a flat 1s present in the third chord. The editiors have
transposed this note down an octave to make 1t playable 1n the ossia.

bar

] FM: I. h., lower voice, beat 6: lowest note notated as F (apparently in error): bass line tn
orchestration notated as A flat.

22 FM: 1. h., lower voice; beat 4: ¢ notated as a half note but most likely should be a whole note.

=

The ¢ 1s held for 4 beats 1n the orchestration,
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33.

34.

335.

36.

43,

Alleluia
Source:

FM

Hymn for Christmas Day, No. 2

Sources:

(untitled)
Sources:

FM, OH

JE, FM

Hymn to Our Endless Creator

Sources:
page 91
system 2

Meditation
Sources:

JE, FM (facsimile on page 1238)

JE/FM: after the 3™ chord there is a caesura in FM:; omitted in JE.

JE, FM

Night Procession

Sources:
bar

3

IS

FM, OM

FM: De Hartmann’s indication in Russian for the upper staff is “Peal of Bells” or “Carilion™ —
and for the lower staff “Great Bell” or “Bourdon”.

EM: This bar, occurring at the end of a line in the FM, is followed in the margin by the sym-
bols .., in the right hand and »# 1n the left hand. It 1s uncertain wether de Hartmann was
intending a repeat for bars 14 and 15, but there is no indication ot any repeat in the OM, nor
did he play a repeat in any of his three recordings of this piece.

Tibi Cantamus, No. 1

Sources:

bar
| 2—14

24-26

Prayer
Sources:

FM, OH

OH/FM: r. h., in FM de Hartmann indicates that the original dictation was &va but notated
these bars as they appear in this edition.

For the ending FM 1s notated:
23

3y
o ©
: 8
e ——
) S 4 N, 7
o >9<
TR S 7 X
a' O 7~ g aw —

The alternate ending appears in OH, its final chord was transcribed from a recording by de
Hartmann.

FM, OH

Hymn for Easter Thursday

Sources:
bar

S

JE, FM, RD, OM

FM: Grace note d notated in RD and OM but not included in FM or JE.

Hymn for Easter Wednesday

Sources:

bar
6/12/17
25/39

(untitled)
Sources:
bar

|

JE, FM

JE: upper staff was erroneously printed in treble clef. FM gives bass clef.
FM, JE: r. h., last quarter note has a staccato mark in FM which seems to have been over-

looked 1in JE.

JE, FM, RD

JE/FM/RD: 1. h., lower voice: dot on whole notes missing in JE and FM but notated in RD.
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453.

46.

47.

48.

49.

50.

135

5 JE/FM/RD. 1. h.: lower voice; tie and half note e on beat 4 1s notated in RD. It 1s unclear
whether or not this omission was intentional. FM and JE omit both the tie and the e and use
the e' on the 4" beat as the lower voice.

9/24 Caesura marks notated in FM but not retained 1n JE.
(untitled)
Sources: BC, RD. CR
[FM missing]
page 107
system 5 BC/CR: Ped. indicated only in CR.

Essene Hymn
Sources: BC, CR, RD
{FM missing]
page 108
system | BC/RD/CR: last chord; BC has a quarter note, RD and CR are notated as a dotted quarter note.

Women's Prayer
Sources: FM, OH

Chant from a Holy Book

Sources: FM, OH
OH: The chords in the bass line were transcribed from a recording by de Hartmann and
retained as optional for this edition. FM has no chords.

page 110

system | The indication in OH (Voix Celeste) was written 1n FM as (Orgue: Voix Celeste & Tremolo)
and refers to Organ stops. As this edition 1s for the piano, the editors have not included this
Instruction.

page 111

system 2 r. h., the arpeggio on beat 22 and the trill on beat 25 are from a recording of de Hartmann

playing this piece.

Vespers Hymn

Sources: FM, OH

bar

14 OH: r. h. mistakenly printed an a minor chord, (c-¢'-a'-c"); FM 1s notated as a C major chord
(C!_er_gl_cn')'

18 OH/FM: FM has no tempo mark 1n this bar. OH printed poco rit, a tempo based on an instruc-

tion 1n Russian.

(untitied)

Source: FM (facsimile page 86)

bar

2/3/5/6 The tollowing instructions are indicated in Russian:

not very quickly

J = 6 (8) / later later

T -,

;; 1. J . X3 ; ;

FEES—e === =

<

By analogy the editors suggest that the grace notes 1n bars 5 and 6 be played in a similar
manner as in bar 3.

The Resurrection of Christ

Sources: JE, FM, RD
bar
1 JE/FM: 1. h., FM has notated a dotted whole (6 beats); JE 1s notated only as a whole note

(4 beats). It 1s not clear 1t the notation 1in JE was erroneous owing to an oversight of the
engraver or intentional on mstructions trom de Hartmann.
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1 The lines to denote the exact place for pedaling appear in FM but not transferred to JE.
4/5 RD/FM/JE: Dynamic markings are indicated in RD but not carried over to FM or JE.
11 In de Hartmann’s definitive recording of this piece, the last four notes of the arpeggio — g/g",

a'/a™. b/b"™, ¢"/c"" and the final e'"/e"" are played without the middle octave.
In RD the notation appeared as:

P
g; 2 P

Tl

In FM the original notation appeared as:

&

BLID,

e P

i V]

7N
é T ﬂ'

The word con ottave [sic] and the lower notes g' — a' — b' — ¢" were penciled in later and subse-
quently printed in JE as:

COR OHdave .’__"'_'_\
.2'

-

;

~
|

o,

In view of the way de Hartmann plays this passage the con ottave [sic] ts ambiguous. There-
fore the editors have corrected con ottave to coll '8va, and have also allowed 8va as an ossia.

3. Easter Hymn and Procession in the Holy Night
Sources: JE, FM (facsimile page 116)
Appendix

l6a. Prayer for Mercy

Like No. 17, this version of No. 16 consists of two elaborated accompaniments, for the thrice-
repeated melody. This version is transcribed from a recording by de Hartmann.

30a. (untitled)
The editors have found de Hartmann’s recording of No. 30, containing a number of variations,
of sufficient interest to transcribe and include 1n this edition.

31a. Tibt Cantamus, No. 2

This version is reproduced from what was published in OH (Seekers of the Truth) and is based
on a recording by de Hartmann.
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Notes critiques

Sources

Cette edition resulte de la compilation de différentes sources. Pour chaque piece, Pune des sources a ete considerée
comme prioritaire et cataloguee en premier, suivie des sources secondaires. Parmi toutes les sources disponibles pour
chague morceau, seules sont mentionnees celles ayant une relation directe avec le texte final de cette ¢dition.
En géneral, chaque pi1ece a connu trois stades de notation:

) La melodie originale (MO) écrite au crayon, plus tard le plus souvent repassee a | encre;:

2) La realisation, notée au brouillon (B), ecrite sous la melodie originale ou sur une page separce;

3) Le manuscrit final (MFE) ou copie au propre, €crit a | encre noire ou bleue.
Entre 1950 et 1955, Hartmann a prépar€ et supervise la publication de cing volumes pour une distribution privée assurée
par les Editions Janus (EJ) a Paris sous le titre Hyvmnes d'un grand temple, Chants et rvthmes d 'Orient, Chants et
danses seides [sayvids], Chants et danses derviches. et Chants religieux. Le graveur, travaillant a partir des manuscrits
definitifs, produisit une premiere epreuve en bleu (EB) sur laquelle Hartmann porta ses corrections, modifications
et/ou d’éventuelles additions. Certaines erreurs, cependant, ne furent pas corrigées dans cette premiere ¢dition; de
meme, des changements et additions apportes par Hartmann ne furent pas executés par le graveur. Aussi, 1’édition
Janus, qui €tait a ["evidence une source premiere, necessite néanmoins d’étre confrontée avec I’épreuve en bleu et le
manuscrit définitif,
En 1970, Mme Olga d¢ Hartmann, la veuve du compositeur, publia une ¢dition privée de trois volumes (OH) sous le
titre Seekers of the Truth. Journev to Inaccessible Places, et Rituals of a Sufi Order. Cette fois, le graveur travailla
essentiellement a partir de photostats des manuscrits definitifs: ceci peut expliquer 'erreur d’interprétation du terme
utilise par Hartmann orig. (se reférant a la dictée originale de Gurdjieff) devenu ossia. Dans de tels cas, ces indications
(orig., ossiu. et les notes correspondantes) n'ont pas e€te reproduites dans la presente édition. Cependant, en général, la
lecture dans OH suit fidelement le texte des manuscrits définitifs correspondants.
Pour une grande partie les manuscrits definitits de la musique ecrite en 1925 ont eté perdus. Cependant, en plus des
melodies originales et des brouilions de cette année-1a, 1l existe un volume relié produit en 1935 par un copiste berlinois
non identifie (CB). 11 est specifie dans la couverture mtérieure de ce volume qu’il a été¢ compile et copi¢ a la demande
expresse de Gurdpietl. Les responsables de la presente edition en ont conclu que le copiste berlinois avait di travailler
a partir des manuscrits detimitifs (perdus). Cette conclusion est fondee sur deux constatations. Tout d’abord, une
soigneuse entre les pieces du volume de 1935 et les browllons correspondants révele des différences qui
n-auraient pas pu etre mtroduites par le copiste si celui-c1 avait travaille a partir des brouillons. De plus, la forme
specifique adoptee pour presenter le volume de 1935 est caractéristique de la maniere avec laquelle Hartmann rédigeait
ses manuscrits definitifs. Les éditeurs utiliserent egalement comme source les carnets de Carol Robinson (CR) qui
travailla comme pianiste avec Gurdjieff et Hartmann. Ces carnets contiennent des copies manuscrites d’un certain
nombre de pieces ecrites en 1925, On est arrive a la conclusion que ces copies €taient bas¢es sur la méme source que
CB. Par consequent, en P'absence des manuscrits définitifs, de 1925, la lecture définitive a été déterminée par une
comparaison de CB avec B (et/ou MO) et, 1a ou cela s applique, avec CR.

Notes techniques

Les editeurs suivent essentiellement la notation de Thomas de Hartmann: des modifications ont été seulement effectuées
dans les cas ou la notation est ambigué. Toutes les parentheses () sont de Hartmann, y compris celles pour la clarifica-
trion des signes accidentels. Les editeurs ont utilise des crochets { ] pour les corrections, modifications ou clarifications
qu 1ls ont apportees et qui sont expliquees dans les notes critiques. Certaines erreurs par trop évidentes ont été sup-
primees sans indication.

Quelques indications métronomiques sont mises aussi entre crochets. Lorsque Hartmann notait les mélodies originales,
1l utilisait un systeme tres personnel pour indiquer le tempo - systéme non basé sur les pulsations a la minute. En
preparant |'edition Janus, il retourna a la méthode conventionnelle d’indications métronomiques. Aprés comparaison
des deux systemes. les editeurs ont déterminé 'indication métronomique approximative dans les pieces ou seul figurait
le systeme personnel emplove par Hartmann.

Les numeros de mesures renvoient toujours a la m.g. pour chaque svsteme. La ou il n’y a pas de barres de mesure ou en
cas d’ajout rregulier de barres de mesure. les références des notes critiques correspondent au numéro de la page suivi
du numeéro du systeme.

Les notes de bas de page ecrites par Hartmann sont indiquées on caractere gras avec les intiales T de H; toutes les
autres notes proviennent des editeurs. Lindication «V». par laquclle Hartmann désigne une césure, a été conservée dans
cette edition. Dans de nombreux cas ou Hartmann utilisait unce pause pour indiquer un moment de repos de la mélodie,
aucun signe de pause n'a ¢t ajoute a la basse. L accompagnement au dJdu/f.* ou qu’il soit indiqué, a été adapté a la
notation normalis¢e de la percussion.

Les mstructions d’exécution et les commentaires dans les manuscrits furent écrits par Hartmann en italien, francais et
russe. Pour ceux figurant en francais, une traduction anglaise supplementaire a été fournie par les éditeurs. Les textes
originellement en russe ont €té traduits en frangais et anglais en les adaptant a la rerminologie musicale conventionnelle.

* Voir Introduction au recueil [, page 16
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Abréviations:

MF = Manuscrit final
= Brouillon
MO = Mc¢lodie originale
= Edition Janus

EB = Epreuve en bleu

B

EJ

OH = Edition Olga de Hartmann

CB = Copiste berlinois
CR = Carol Robinson

Notes détailles

L.

(o

Priére
Sources:

mesure
1

(sans titre)
Sources:
mesure

2

16

22/23

Pitie de soi
Sources:
mesure

20

[.audamus...

Sources:

mesure
22

29

(sans titre)
Source:

(sans titre)
Sources:
mesure

17

22

29

MEF, OH

MF/OH: L’indication de tempo , = 44 est probablement erronée car la valeur qui domine toute
la piéce est la blanche; par conséquent J = 44

MF, OH

MF/OH: m. g., voix supérieure, les 3¢ et 4° temps ne sont pas pris en compte dans MF. OH
transforme (par erreur) la blanche du premier temps en ronde. Le résultat en est une disso-
nance inadaptée par rapport a la mélodie. La mesure 5, dont la mélodie est identique a celle de
la mesure 2, se termine par un accord de sol mineur sur les 3° et 4° temps. Les editeurs pro-
posent de compléter par analogie les 3¢ et 4¢ temps par un s1 bemol.

MF: Le changement de I’armure de sol mineur @ mi bémol majeur n’a pas €t¢ indique par de
Hartmann, mais repris dans OH.

MF: de Hartmann écrit en russe: «Ne pas interrompre. Le prochain accord doit €tre joue sans
respiration.»

MF, OH

—
OH: m. d. (par erreur) notée comme suite: ﬁ? g s

ME, B

MF: La mesure de 3% est erronée dans les sources. Etant donné que les barres de mesure
indiquent des valeurs del 6 temps, les éditeurs ont changé la mesure de % a %.

MF: m. g., la note fa a la basse (la résolution du do de la mesure précédente) a ete oublice par
de Hartmann.

MF

Dans la version originale du manuscrit final ne sont marqués d’un point d’orgue que les
accords finaux de la 1°" et la 2¢ conclusion. De Hartmann a rajouté plus tard une 3° conclusion.
Les éditeurs ont noté le point d’orgue uniquement sur le dernier accord de la 3¢ conclusion.

MFE, B, OH

OH: a traduit la phrase russe «laisser sonner plus fort» par cresc. poco a poco. Les editeurs
pensent que 1’indication piu forte correspond mieux aux intentions du compositeur.

MF: De Hartmann se sert d’un systéeme personnel d’indications de tempo pour preciser que la
noire correspond a la blanche du tempo précedent.

MF: L’accord de la portée supérieure est noté une octave trop haut, car le déplacement de ["oc-
tave (8va) se termine déja sur le dernier temps de la mesure précédente; dans MF et B on

trouve mi'-st bémol"-do"'-mu1" (sans 8va).



10.

i1,

[2.

[4.

(sans titre)
Source:

mesure
Y

(sans titre)
Source:
mesure

[ 3

19:20

(sans titre)
Sources:
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MFE

MF: De Hartmann indique en russe: «plus lent et avec plus de poidsy.

MF

MF: m. g., premier accord. La notation originale est la suivante: do — sol bemol — la — mi. Une
indication au crayon semble corriger le bémol en becarre. 1l en resulterait cependant une har-

monie incoherente.
MF: Les indications de nuance de ces deux mesures ne sont pas realisables sur un piano. On

peut en conclure que la piece a ete congue pour ['orgue.

ME, OH

Hymne pour le jour de Noél, N° |

Sources:
mesure

3

IS5

(sans titre)
Source:

(sans titre)
Source:

Hymne joyeux

Sources:

MESUre

1

10
14
19
20
50

ME. OH

MF/OH: m. g., on trouve au début de la mesure une blanche pointee, les temps 4-7 n’ont pas
ete pris en compte; 1l nous semble justific de compléter cette mesure.
ME/OH: m. g., I'appogiature est notee de la maniere suivante:

E=
;

Elle a ete adaptee par analogie a celle de la mesure 16.

£
©

mele

B (fac-similé page 40)

De Hartmann n’a note cette piece que jusqu’a la double barre de mesure en pointille du 3¢
svsteme. La reprise notée, 'ornement dans le 4° systeme, et 1’accord final sont tirés d’un
enregistrement de Hartmann. Voir aussi la notice pour la picce N° 14.

ML

MF, OH
Le texte de I’ceuvre publie dans I’édition presente est une copie exacte du dernter manuscrit de

Hartmann (MF).

OH: repose apparemment sur un enregistrement de Hartmann et propose quelques nuances et
autres indications propres a cette interpretation. Etant donne qu’elles ne figurent pas dans MF,
nous les repertorions cl-apres:

marcato
P

'ﬂ{f
tranquillo
J

PP
Le¢ do qui sert de pedale n’est audible que pendant une durée determinee. De Hartmann pro-

longe la note en 'attaquant de nouveau a certains endroits. Nous n’avons pas note les points
d attaque tels quils etaient indiques dans OH. Ils doivent étre realisés selon la sonorité du
piano et l'accoustique de la salle.

La tourmente semble passee

Sources:

CB. B

|MF manquant]

L.e brouillon (B) etait note sur une premiere page jusqu’a la fin du 3° systeme de la page
47, puis complete sur une autre feullle plus petite. Les trois derniers systémes €crits sur
cette deuxieme page. ont ete ettaces plus tard et remplaces (avec des altérations différentes
et une nouvelle harmonisation). cect avec le texte du N° 11 (voir fac-simile¢ page 40). La
musique acquiert non sculement une nouvelle tonalit¢, mais prend un caractere tout a fait
différent.



