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This is the last  of  the Op.25 works whose technical  origins can be found in Op.10
No.2;  initially  a  moto perpetuo based  on  a complex  chromatic  progression,  but
transformed  into  parallel  octaves  in  both  hands  with  the  principal  melody
embedded  within  the chromatic  octave figuration,  indicated  by  the notes with
separate stems. There is also a distant  similari ty  with Op.10 No.1 and its striding
left-hand  melodic line. This work  should also be viewed as a direct  descendant  of
Op.25 No.5 in the way  that  the opening  figuration  is transformed  into  musical
substance of the supreme magnificence in the central  section. 

There is nothing in the whole of the piano repertoi re that  is quite as punishing and
sadistic for  the pianist  as the opening and  closing sections of  this work.  Not  even
Liszt or  Rachmaninov ever  wrote such a prolonged and violent  chromatic sequence
of octaves for  both hands. The melodic line does not  start  until  bar  5, so the first  4
bars are effectively  an  introduction.  But  what  an  introduction!  The  mezzo forte
monophonic rumble of  the first  two triplets gives way to a crescendo of  towering
proportions with  off-beat  accents (bars 3-4)  that  finally  lead  seamlessly  into the
statement  of the first theme and the embedded melodic line. Note carefully the pedal
points and use only where directed. Note also the gradual  separation of the left- and
right-hand figurations in bar  19, leading to an eventual  divorce of the two chromatic
lines, most clearly heard in bar  22, followed by a reunion of the two hands in bar  25.
For  a work  of such violence, the beauty  and pathos are only too obvious. The same
is true  of  the final  section  of  the work;  in  true  Chopin  style,  it  is very  much
compressed into just  16 bars,  but  contains all  the elements of  the opening section,
and, like Op.25 No.5, contains more of the contrapuntal  detail  of the central  section
(bars 114 onwards)  within the octave chromatic progression. Note also within this
final  section, no sustaining pedal  must be used, so your  legato playing must be near
perfect. Learn  these sections slowly and then gradually build up speed – that  is the
only advice I  can give.



The central  section (bars 29-103), like Op.25 No.5, sees the transformation of a
banal  and violent figuration into musical  substance of great  beauty. In my edition,
this section must be played with almost no sustaining pedal  and is therefore a test of
legato playing. Both melodic lines are brought  together  from a monophonic setting
into a fully harmonised and polyphonic setting and are very much a reminder  of the
operatic nature of this work  – a beautiful  duet between soprano and tenor. Note also
the similarity of this central  section with Op.10 No.3 and Op.25 No.7, the way in
which the hands must operate almost fully independently of each other, yet in
perfect synchronisation. This is yet another  of Chopin’s mind exercises – teaching
the hands and fingers to work independently yet in concert  with each other.


