
Programme 
 

Johann Sebastian Bach Partita No 6 in E minor 

1. Toccata 

2. Allemande 

3. Corrente 

4. Air 

5. Sarabande 

6. Tempo di Gavotta 

7. Gigue 

Karol Szymanowski Mazurkas, Op 50 

No 3 Moderato 

No 7 Poco vivace 

No 8 Moderato 

No 5 Moderato 

No 4 Allegramente, risoluto 

 

Anton Webern Variations, Op 27 

Ludwig van Beethoven Piano Sonata No 31 

1. Moderato cantabile, molto espressivo 

2. Allegro molto 

3. Adagio, ma non troppo – Arioso dolente – Fuga: Allegro, ma non troppo – L’istesso tempo di Arioso 

– L’inversione della Fuga 

 

 

The great Polish pianist Piotr Anderszewski makes a welcome return to the Barbican with 

a recital contrasting masterpieces by Bach and Beethoven with the heady world of 

Szymanowski and the extreme concision of Webern. 

 

Piotr Anderszewski is an artist who has long embraced the unexpected, whether in his repertoire choices 

or his interpretations. Bach has long been central to his art, but always with a fresh slant – as in his most 

recent recording of the composer’s music, where he boldly took selected preludes and fugues from the 

Second Book of the 48 and presented them in his own re-ordering. 

 

Tonight opens with Bach’s E minor Partita, BWV830 – the final one in a set of six that the composer 

proudly published as his ‘opus 1’ in 1731. Although it’s actually one of the earlier partitas to have been 

written, it’s easy to see why Bach placed it last, with its striking combination of sweeping brilliance and 

profundity. The sense of scale is evident from the opening Toccata, which marries grandeur and a sense 

of improvisation and has at its centrepiece a large-scale fugue full of aching chromaticisms. Throughout 

this partita (which simply means suite) Bach relishes the opportunities for contrast: the Allemande’s limpid 

dotted rhythms and easy grace are followed by a Corrente whose witty dialogue between the hands 

challenges the player with its syncopations, while the Air’s unassuming lines cry out for ornamentation. 

Bach’s Sarabandes are invariably the emotional heart of the partitas, but this one is exceptional even by 

his standards, moving from rhetorical declamation to writing of great pathos. The playful jerkiness of a 

Tempo di Gavotta breaks the seriousness and the partita closes, as is usual, with a gigue – but Bach 

outdoes himself with a movement that is so much more than just a fast-paced dance, demanding mental 

as well as physical virtuosity from the player, its counterpoint as defiantly angular as a Paolozzi 

sculpture. 

 

From a master of the Baroque, Piotr Anderszewski turns to his Polish compatriot, one of the greatest 

colourists of the 20th century, Karol Szymanowski. The piano functioned as both inspiration and musical 

laboratory throughout his composing life. The 20 Mazurkas of Op 50 (1924–5), from which we hear Nos 

3, 7, 8, 5 and 4, are from the final phase of Szymanowski’s style, one in which his own musical language 

became inextricably suffused with Polish nationalism. 

  

Piotr Anderszewski 
 

Start time: 7.30pm 

 

Approximate end time: 9.30pm, including a 20-minute interval 
 

Please note all timings are approximate and subject to change. 

 



The impulse came from a visit a few years earlier to the town of Zakopane, in the Tatra mountains. It had 

become a melting-pot for artistic endeavour of all kinds, as well as having a folk music tradition that was 

quite distinct from the rest of Poland. Szymanowski was enraptured by the Tatra folk-style, with its 

emphatic two-time rhythms and acerbic timbres. But how was he to translate a style consisting of two 

beats in a bar to a mazurka, which has three? Szymanowski offers a cunning solution by obscuring the 

barline itself, avoiding the accentuation that you’d expect in this dance form and often using dotted 

rhythms and unconventional phrase lengths to scintillating effect. 

 

A decade later Anton Webern was taking piano writing to a new level of concision in his Variations, Op 

27 (1936). The title is deceptive, though, for it’s in fact nothing less than a sonata, albeit on a miniature 

scale. Webern was a member of the Second Viennese School, the movement founded by Arnold 

Schoenberg whose founding principle was that of ‘serialism’ (in which, unlike in time-honoured system of 

traditional tonality, all 12 notes of the chromatic scale are used to create a ‘row’ or ‘series’, determining 

not only the melodic lines of a piece but also its harmonies). Of Schoenberg’s disciples, Webern was the 

most stringent, but what’s remarkable is the way that the results are anything but formulaic (a quality he 

shared with Bach in his fugues in being able to create rapturous music from extremely strict rules). 

Webern’s three brief movements are all built from the same tone row, but how remarkably he varies the 

mood: from the yearning opening phrases of the first movement, via the skittishness of the second, to the 

contrasts within the last, from introspection to buoyancy, and softness to muscularity. 

 

There’s a mastery of concision to Beethoven’s A flat major Sonata, Op 110, if not quite to the extent of 

Webern’s! It was his penultimate sonata, written in 1821, and, though there’s plenty of emotional contrast 

between the movements, they are interconnected by related ideas that reappear throughout the piece. 

 

The outward gentleness of the opening movement belies its tautness of form, and the contrast with the 

brief second, a scherzo marked Allegro molto – capricious, gruffly humorous, even violent – is extreme. 

Beethoven subversively sneaks in references to two street songs popular at the time: Unsa Kätz häd 
Katzln ghabt (‘Our cat has had kittens’) and Ich bin lüderlich, du bist lüderlich (‘I’m dissolute, you’re 

dissolute’)! 

 

But it’s in the finale that the weight of the sonata lies, and it begins with a declamatory, recitative-like 

passage that starts in the minor, moving via a shadowy sequence of harmonies to an emotionally pained 

aria-like section. The mood switches again as Beethoven introduces a quietly authoritative fugue, based 

on a theme reminiscent of the one that opened the sonata. It builds to what we anticipate will be a 

majestic close, only to have its progress interrupted by the aria once more, its line now disjunct and 

almost sobbing for breath. The way in which the composer ducks into the major via a sequence of G 

major chords is a passage of pure radiance, one that the great pianist Edwin Fischer described as ‘like a 

reawakening heartbeat’. This leads to a second appearance of the fugue, upside down this time but now 

unstoppable, and the sonata culminates in a magnificent and ultimately triumphant conclusion. 
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Piotr Anderszewski piano 

 

 

 

 

Produced by the Barbican

 

 

 

 

 

 

  



 

With thanks to 
 

 

Founder and Principal Funder 

The City of London Corporation 

 

Major Supporters 

Arts Council England  

Calouste Gulbenkian 

Foundation (UK Branch) 

Kiran Nadar Museum of Art 

SHM Foundation 

Sir Siegmund Warburg’s 

Voluntary Settlement 

The Terra Foundation for 

American Art 

 

Leading Supporters 

Trevor Fenwick and Jane Hindley 

Marcus Margulies 

 

Programme Supporters 

Marie-Laure de Clermont-

Tonnerre (Spirit Now London) 

Sayeh Ghanbari  

Goodman Gallery 

Kristin Hjellegjerde Gallery 

Elizabeth and J Jeffry Louis 

Pat and Pierre Maugüé  

Hugh Monk 

Romilly Walton Masters 

Award 

Jack Shainman Gallery 

The Rudge Shipley 

Charitable Trust 

 

Barbican Patrons 

 

Director’s Circle 

Anonymous (1) 

James and Louise Arnell 

Farmida Bi CBE 

Jo and Tom Bloxham MBE 

Philippe and Stephanie Camu 

Cas Donald 

Alex and Elena Gerko 

Trevor Fenwick and Jane Hindley 

SHM Foundation 

Sian and Matthew Westerman 

 

Principal Patrons 

Martin and Celestina Hughes 

Ian Rosenblatt 

Viscount Strathallan 

 

Premier Patrons 

Anonymous (1) 

Abdullah B S Al-Saud 

Tim and Catherine Cox 

Robert Glick OBE 

Julian Hale and Helen 

Likierman 

Soo Hitchin 

John and Angela Kessler 

Sir William and Lady Hilary Russell 

Romilly Walton Masters Award 

 

Patrons 

Anonymous (6) 

Jesse Armstrong 

Matt Astill 

Shahzain Badruddin 

Sam and Rosie Berwick 

Nicholas Berwin 

Lynn Biggs 

Professor Geraldine Brodie 

Gwen and Stanley Burnton 

Tony Chambers 

Tim and Caroline Clark 

Dr Gianetta Corley 

Erica Cosburn 

Ian S Ferguson 

Barbara and Michael Gwinnell 

Brian Harasek 

Richard Hardie 

Malcolm Herring 

Hollick Family Foundation 

Sajid Hussein 

David Kapur 

Colin Kirkpatrick 

Neil and Tracy Lawson-May 

Robert McHenry and Sally 

Lloyd-Bostock 

Tracey, Eloise and Max Mayerson 

Wendy Mead 

Sir Paul Morgan 

Professor Dame Linda Partridge and 

Mr Michael Morgan 

Jeremy and Angela Palmer 

Mark Page 

Cressida Pollock 

Oliver Pauley 

Ben and Christina Perry 

Jens Riegelsberger 

Keith Salway 

Nicola Sawford and Michael Hadi 

Carlos and Devy Schonfeld 

Richard and Elizabeth Setchim 

Mary Tapissier and family 

Philip and Irene Toll Gage Foundation 

Steven Tredget 

Richard Williams 

Simon Witty 

Irem Yerdelen 

 

Corporate Supporters 

Campari 

Google Arts & Culture 

Sotheby’s 

Taittinger 

Vestiaire Collective 

 

Corporate Members 

Audible 

Bank of America 

Bloomberg 

Bolt Burdon Kemp 

Linklaters LLP 

Norton Rose Fulbright 

Osborne Clarke 

Pinsent Masons 

Slaughter and May 

Standard Chartered 

UBS 

 

Trusts, Foundations and 

Public Funders 

The Austin and Hope 

Pilkington Charitable Trust  

Art Mentor Foundation 

Lucerne 

Art Fund 

Bagri Foundation 

CHK Foundation 

Cockayne – Grants for the Arts 

Embassy of the Kingdom of 

the Netherlands 

Fluxus Art Projects 

Goethe-Institut London 

Helen Frankenthaler Foundation 

High Commission of Canada in 

the United Kingdom 

Italian Cultural Institute in London 

John S Cohen Foundation 

Korean Cultural Centre UK 

Kusuma Trust UK 

London Community Foundation 

Mactaggart Third Fund 

Maria Björnson Memorial Fund 

Peter Sowerby Foundation 

The Polonsky Foundation 

Rix-Thompson-Rothenberg Foundation 

SAHA Association 

Swiss Cultural Fund 

US Embassy London 

 

 

                                  

 

 

 

If you’re interested in supporting the Barbican Centre Trust, visit barbican.org.uk/supportus or contact us on 0207 382 6185 

or development@barbican.org.uk 

 

The Barbican Centre Trust, registered charity no 294282 

 

 



 

 

 

 

 

 

 

 

 

 

 

Barbican Board 

Tom Sleigh chair 
Sir William Russell deputy chair 
Tobi-Ruth Adebekun deputy chair 
Randall Anderson 

Munsur Ali 

Stephen Bediako OBE 

Farmida Bi CBE 

Tijs Broeke 

Zulum Elumogo 

Wendy Mead OBE 

Mark Page 

Alpa Raja 

Dr Jens Riegelsberger 

Professor Jane Roscoe 

Irem Yerdelen 

Despina Tsatsas 

Michael ‘Mikey J’ Asante MBE 

 

Directors Group 

Claire Spencer CEO 

Natasha Harris director of development 
Ali Mirza director of people and inclusion 

Sarah Wall head of finance & business administration 

Jo Daly senior executive assistant to CEO and artistic 
director 


