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CD 1

Moritz Moszkowski (1854-1925)
4 Moments Musicaux, Op. 84
1 No. 1 in B flat major 1.24
2 No. 2 in F major 2.27
3 No. 3 in C minor 2.09
4 No. 4 in G major 1.52

Claude Debussy (1862-1918)
from Préludes, Book II
5 III La Puerta del Vino 3.24
6 V Bruyères 2.56
7 VI “General Lavine” – eccentric 2.33
8 VII La terrasse des audiences du clair de lune 4.23
9 VIII Ondine 3.22

10 X Canope 2.43
11 XII Feux d’artifice 4.58

Ludwig van Beethoven (1770-1827)
Piano Sonata in D minor, Op. 31 No. 2 (“Tempest”) (24.55)
12 I Largo – allegro 9.17
13 II Adagio 7.22
14 III Allegretto 8.18

Total CD duration (including pauses) 57.27



Christopher Langdown (piano)

CD 2

Frank Bridge (1879-1941)
1 Dramatic Fantasia 11.01

Christopher Langdown (b.1971)
Deo Omnis Gloria (2001) (11.22)
2 I Hymn 4.15
3 II Lake of Gennesaret 2.49
4 III Resurrection 4.19

Alexander Scriabin (1872-1915)
Études
5 Étude in C sharp minor, Op. 2 No. 1 2.47

6 Étude in C sharp major, Op. 8 No. 1 1.36
7 Étude in F sharp minor, Op. 8 No. 2 1.47
8 Étude in E major, Op. 8 No. 5 2.22
9 Étude in G sharp minor, Op. 8 No. 9 4.45

10 Étude in B flat minor, Op. 8 No. 11 4.06
11 Étude in D sharp minor, Op. 8 No. 12 3.02

Erik Satie (1866-1925)
12 Gnossienne No. 1 in F minor 3.21

Total CD duration (including pauses) 46.39



The Music 1

Moritz Moszkowski 4 Moments Musicaux, Op. 84

Ignacy Jan Paderewski once said, “after Chopin, Moszkowski best understands how
to write for the piano.” Given the originality and charm of the 4 Moments Musicaux,
Op. 84, one can quite believe this statement. Composed in 1911 for Minnie
Davidson, these pieces serve as an excellent example of “salon” music.

The first, in B flat major [1/1], is a cheerful piece and opens with a bright fanfare in
close harmony. The combination of lightly detached chords and legato lines creates
pleasing textural variety and the weaving cantabile middle section is wonderfully
lyrical. Although the work is a brief one, Moszkowski is inventive in his use of
modulation, taking us through the keys of F major, C minor and D major before
arriving back in the home key. In the codetta, the opening fanfare appears a final
time in the lower register and the movement ends delightfully with a staccato chordal
ascent and perfect cadence.

The second piece [1/2], in F major, is in the style of a barcarolle, or boating song.
After a short introduction by the left hand, a swaying con dolcessa melody is
introduced. The calm atmosphere remains throughout and Moszkowski reinforces
this by including frequent instructions such as amabile, dolciss, sempre legato,
delicatiss e con calma and, at the end, morendo. In the final two bars, the music very
effectively fades into nothingness.

The third piece [1/3], in C minor, is marked Maestoso and is certainly more serious in
conception. The writing is also on a grander scale; indeed, to execute the chords as
indicated requires the pianist to span intervals of up to an eleventh. Dynamic
gradation is very varied, ranging from pianissimo to fortissimo and a pedal point is
used to sustain the sombre mood to the end.
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The final Moment Musical of the set [1/4] is in G major. As in the ending of No. 3,
Moszkowski uses a pedal point for the first seven bars over which he adds
syncopated rhythms and ringing, chromatic harmonies. Again, with references to
cantando and cantabile, the composer makes clear his intention that the instrument
should “sing”. With its joyous feel, soaring melodies and bell-like textures, the piece
calls to mind the beauty of springtime.

Claude Debussy from Préludes, Book II

Although uncertain, it would appear that Debussy began the sketches to the second
book of Préludes in the spring of 1910. As they were merely afterthoughts rather than
direct inspirations, Debussy took the unusual step of putting the titles at the end of
each piece to allow the pianist greater freedom of expression.

La Puerta del Vino (The Wine Gate) [1/5] emanates a feeling of wistful longing for
Spain, a country Debussy never got to visit. The piece was inspired by a postcard he
received from Manuel de Falla which shows one of the Moorish gateways of the
Alhambra Palace in Granada. The piece features an incessant habanera rhythm and
calls for “extreme violence and passionate sweetness”.

Bruyères (Heather) [1/6] is a poetic, pastoral piece and is one of the more tonal
works in the set. The gentle flourishes and flowing melodies are reminiscent of bird
song and a tune from a shepherd’s pipe.

“General Lavine” – eccentric [1/7] depicts the comedy act of the American clown
Edward Lavine who performed twice in Paris in 1910 and 1912. He was one of the
best known entertainers of his time and his act included moving about the stage like
a wooden doll, playing the piano with his toes, a tightrope walk and a duel with
himself.
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La terrasse des audiences du clair de lune (The Terrace of the Moonlight Audiences)
[1/8] is a rich and exotic work which evokes the spirit of India. According to Elie
Robert Schmitz, Debussy derived his inspiration from either Pierre Loti’s L’Inde sous
les Anglais, describing the terraces where counsel is held at moonlight, or René
Puaux’s Le beau voyage, which describes the Durbar ceremonies for the coronation
of King George V as Emperor of India.

The fable of the female water-nymph, Ondine, is a popular one in European folklore
and has been the source of inspiration for several composers. Debussy’s account
[1/9] is more playful and less ominous than the one found in Ravel’s Gaspard de la
Nuit and admirably exhibits an endless succession of musical invention.

It is thought that two “Canopic jars” (Etruscan burial urns) which stood on Debussy’s
desk inspired the title Canope [1/10]. The music could be described as a hushed
meditation before an ancient funeral urn - an object long associated with the city of
Canopus. Claudio Arrau once commented about the piece, “It’s miraculous that he
created, in so few notes, this kind of depth.”

Feux d'artifice (Fireworks) [1/11] is completely atonal and presents a dazzling
conclusion to both books of Préludes. Alfred Cortot described the piece as “The
slumbering smoke of Bengal candles emitting single sparks, the crackling of rockets,
the gradual parabolic descent of stars, the whirring of Catherine wheels, the blinding
radiance of brightly-coloured bouquets, everything that sparkles and shines in the
night, the entire magic of light is contained in this music.”
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Ludwig van Beethoven Piano Sonata in D minor, Op. 31 No. 2

Beethoven composed his Sonata in D minor, Op. 31 No. 2 in 1802. Whilst this work
is commonly referred to as the “Tempest”, Beethoven himself did not give the Sonata
this title; rather, it came from the composer’s associate, Anton Schindler, who
claimed that the Sonata was inspired by Shakespeare’s play. According to Schindler,
when Beethoven was asked to reveal the inspiration for the work, he tersely replied
“just read Shakespeare’s Tempest.” However, research has confirmed that
Schindler’s testimonies were unreliable and The Beethoven Compendium (1991)
states that his “propensity for inaccuracy and fabrication was so great that virtually
nothing he has recorded can be relied on unless it is supported by other evidence.”
Nevertheless, the notion was an interesting one and suitably reflects the work’s great
drama, pathos and originality.

In the opening movement [1/12], Beethoven intersperses Largo and Allegro sections
with dramatic effect. The opening begins with a mysterious, slow rising harp-like
arpeggio which is suddenly interrupted by a series of rapid appoggiaturas and, as the
Allegro develops, there follows a series of rising bass sequences which are based on
the opening Largo motif. Later on, the Largo sections are extended to form haunting
recitatives where Beethoven indicates the sustain pedal should be kept down. Whilst
it is appropriate to modify this instruction given the modern piano’s greater sustaining
power, as Charles Rosen has suggested, the effect is one of “a hollow and even
cavernous quality like a voice from the tomb”. Moreover, the key of D minor has long
been associated with the supernatural.

In contrast to the outer movements, the second movement [1/13] offers the peace
and stability of an Adagio in B flat major. As before, the movement takes the rolling
arpeggio motif as its point of reference and the double-dotted notes which follow



The Music 5

recall the first movement recitatives. Yet the concept of opposites remains;
Beethoven exploits the register of his piano to the full and ominous, funereal drum
rolls underlie the tranquillity.

The final movement [1/14] is marked Allegretto and introduces an obsessive four-
note theme which is continually developed. With its relentless succession of
semiquavers, the piece creates the impression of a perpetuum mobile, whilst sudden
dynamic changes help to maintain the element of surprise. According to Carl Czerny,
“Beethoven extemporised the theme as he once saw a horseman gallop by his
window. Many of his best works were produced under similar circumstances. With
him, every sound, every motion was music and rhythm.” Like the first movement, the
music ends softly with an air of quiet exhaustion or resignation.

Frank Bridge Dramatic Fantasia

The Dramatic Fantasia [2/1] is one of Frank Bridge’s most significant early works, yet
it is also one of the least well documented. Sometime after completing the work in
January 1906, Bridge gave the manuscript to Florence Smith, a fellow student and
friend at the Royal College of Music. The two obviously shared a sense of humour
as he once wrote her a piano sketch that was mysteriously titled “?”. Although it
would appear that Florence Smith never got round to performing the work, pencil
markings dated 1906 and 1907 are evident on the manuscript, so she must have at
least worked on it. Remarkably, it seems that Bridge completely forgot about the
piece as the manuscript stayed in Miss Smith’s collection until her death.
Fortunately, it was re-discovered in 1975 and received its première at Wigmore Hall
on 2 June 1979. Almost 30 years later to the day, I was delighted to be able to give
the piece its second “outing” at Wigmore Hall.

Bridge originally intended to call the work “Sonata”, but eventually decided on its
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present title. In its creation he adapted sonata principles to produce the following
form: Introduction - Exposition - Lento (substitute for development) - Recapitulation -
Coda. Certainly, the piece is akin to the late-romantic style and the solemn Adagio
opening, with its brooding harmonies and thick texture, sounds rather like
Rachmaninov. In the Allegro moderato which follows, the opening theme is
developed and the excitement ratcheted up by a gradual increase in dynamic and
perilous left hand runs. Bridge writes wonderfully for the piano; the splendidly regal
Ben sostenuto sections sound quintessentially English and he unashamedly affords
the pianist the chance to exhibit a good deal of showmanship. As a final declaration,
the coda draws all the material together, this time presenting the second subject in
the tonic major - in which key the work ends heroically.

Christopher Langdown Deo Omnis Gloria (2001)

Deo Omnis Gloria (All Glory to God) was premièred in Spain in 2001 and comprises
three neo-romantic pieces conceived in the late 19th-century style. The first piece,
Hymn [2/2], is inspired by the Roman Catholic Mass and portrays the nobility of
liturgical ceremony whilst combining two particular emotions evoked by the Mass;
reverence and joy. After borrowing the sung Alleluia from the Mass for the
introduction, the main theme is presented; hushed at first before growing into a more
passionate statement. The piece also hints at the sonorous sounds of organ, choir
and church bells.

Lake of Gennesaret [2/3] is based on the account of the miraculous catch of fish in St
Luke’s Gospel:

While the people pressed upon him to hear the word of God, he was standing by the
lake of Gennesaret. And he saw two boats by the lake; but the fishermen had gone
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out of them and were washing their nets. Getting into one of the boats, which was
Simon’s, he asked him to put out a little from the land. And he sat down and taught
the people from the boat. And when he had ceased speaking, he said to Simon, “Put
out into the deep and let down your nets for a catch.” And Simon answered, “Master,
we toiled all night and took nothing! But at your word I will let down the nets.” And
when they had done this, they enclosed a great shoal of fish; and as their nets were
breaking, they beckoned to their partners in the other boat to come and help them.
And they came and filled both the boats, so that they began to sink. But when Simon
Peter saw it, he fell down at Jesus’ knees, saying, “Depart from me, for I am a sinful
man, O Lord.” For he was astonished, and all that were with him, at the catch of fish
which they had taken; and so also were James and John, sons of Zebedee, who
were partners with Simon. And Jesus said to Simon, “Do not be afraid; henceforth
you will be catching men.” And when they had brought their boats to land, they left
everything and followed him. Luke 5:1-11

The glistening lake is represented throughout by swirls of rippling arpeggios and, as
the boat slows, we hear the nets cast out into the deep. In the meditative bridge
passage which follows, the music descends gently and is then transformed into a
sweeping finale which encapsulates the disciples’ elation as they struggle to haul in
the gigantic catch.

The final piece in the set is a depiction of the resurrection [2/4]. After a solemn
octave deep in the lower register, the opening features a soaring chordal ascent
symbolising the rising of the soul. This leads into a shimmering, highly animated
central section which represents supernatural dimension and liberation from the
confines of the human body. Although we are drawn away in the closing bars, the
triumphant ending aspires to convey the glory of the Beatific Vision.
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Alexander Scriabin Études

Scriabin showed prodigious musical talent from an early age and composed his
Étude in C sharp minor, Op. 2 No.1 [2/4] in 1887 when he was just fifteen years old.
Pensive and richly romantic, this piece became something of a “calling card” for
Scriabin and, like the Op. 8 No. 12, was most notably championed by Vladimir
Horowitz. The sonorous melody rises and falls in two-bar sequences and is
complimented beautifully by the counterpoint of the left hand.

Whilst the Twelve Études, Op. 8 of 1894 exhibit the influence of Chopin, Scriabin also
stamps his own musical personality on the music. No. 1 in C sharp major [2/5] is
based on bubbling triplet figurations, the pattern first appearing in the right hand
before being taken over by the left for the middle section. In the closing bars, it is
played by both.

In the angular No. 2 in F sharp minor [2/6], Scriabin juxtaposes irregular note
groupings to test coordination; this is a common feature in many of his works and is
one of his trademarks. The instability gives rise to a tempestuous middle section, but
the tension eventually subsides in the tonic major.

No. 5 in E major [2/7] was originally marked Allegro, but was later changed to the
more colourful brioso. However, this later designation did not satisfy Scriabin either.
A charming, lilting piece, it requires the hands to swing rapidly between the upper
and lower registers, firstly in duplets and then in triplets.

The dramatic No. 9 in G sharp minor [2/8] is the longest of all the Op. 8 Études.
Primarily a study in leaping left hand octaves, it demands darker, more sustained
textures. The lyrical central section, which is in the tonic major, offers a spell of
optimism and elation before returning to murkier waters. The piece ends starkly and
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without consolation with perfect fifths in the lower register.

In No. 11 in B flat minor [2/9], Scriabin spins a poignant, Slavic melody over
sustained harmonies. In the reprise, the composer heightens emotion by using
greater melodic embellishment and a richly arpeggiated accompaniment.

The highly-charged No. 12 in D sharp minor [2/10] is one of the composer’s most
celebrated works and brings the Études to a fitting conclusion. As alluded to earlier,
the music of Chopin had a strong influence and one could consider this piece to be
Scriabin’s own “revolutionary” study. There are many technical challenges including
wide leaps, fleeting octaves and, when the music is at its most defiant, pummeling
fortississimo chords.

Erik Satie Gnossienne No.1 in F minor

Erik Satie attached many colourful names to his compositions and his Trois
Gnossiennes proved no exception. Composed in 1890 and published three years
later, the first Gnossienne [2/11] was dedicated to the French composer and critic
Alexis Roland-Manuel. The meaning of the title is open to question; it may relate to
Gnosticism, a religious-philosophical doctrine, or otherwise to the dances performed
by the inhabitants of the ancient palace of Knossos in Crete. At first glance, the score
itself looks equally mysterious; in addition to having no time signature or bar lines, the
piece is littered with strange references including Très luisant (Very shiny),
Questionnez (Ask), Du bout de la pensée (From the tip of the thought), Postulez en
vous-même (Postulate within yourself), Pas à pas (Step by step) and Sur la langue
(On the tongue). A syncopated but otherwise simple left hand alternates between
tonic, subdominant and dominant chords, whilst the weaving right hand embellishes
the melody with Eastern-sounding acciaccaturas.

Christopher Langdown



The Pianist

Christopher Langdown has been widely acclaimed as both a soloist and chamber
musician. Born in Sutton Coldfield, he had initial lessons with Fay Madeley and Professor
Malcolm Wilson before graduating with Distinction from the Royal College of Music in
London after completing six years of study with Professor John Barstow. In recognition of
his musicianship, Christopher was nominated at the RCM to perform the music of
Shostakovich to the legendary exponent Tatiana Nikolaeva and was further distinguished in
being twice selected by The Wall Trust as a piano scholar of “outstanding talent”.

Christopher has acquired numerous awards and was finalist and prize-winner in the 1997
Brant UK Pianoforte Competition which attracted artists from around the world. He has
since given recitals at the major London concert halls, including Wigmore Hall, South Bank
Centre, LSO St Luke’s and St John’s Smith Square, and has appeared at music festivals
throughout the UK and Europe. As a concerto soloist he has performed popular concertos
such as the Rachmaninov No.2, Gershwin’s Rhapsody in Blue and Addinsell’s Warsaw
Concertom as well as more unusual works such as J.S Bach’s Concerto for 4 Keyboards
BWV 1065.

Following his debut recital at Wigmore Hall in 2009, London critics described Christopher’s
performance as “an adventurous programme by a gifted artist...some of the finest
Beethoven playing I have heard in years” and commended his “undoubted musicality and
total pianistic technique”. He has also enjoyed acclaim for his collaborations with other
renowned artists, including the tenor James Gilchrist and the Fitzwilliam, Martinů and
Sorrel/Maggini Quartets. National radio and TV appearances have included live concert
broadcasts (solo and chamber), interviews for arts programmes and two radio
performances of Christopher’s own solo piano compositions.

Alongside his concert career, Christopher is Head of Piano at The Kingsley School in
Leamington Spa and has previously been a visiting teacher at the Birmingham
Conservatoire Junior Department and Royal Academy of Music in London. In addition to
giving masterclasses at home and abroad under the auspices of The British Council, he
has had invitations to adjudicate at Music festivals in Birmingham and Hong Kong.

www.christopherlangdown.com
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