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This is another  work  where the primary  exercise is to do with touch. The relentless
leaping staccato of the left hand is played off against  three different  kinds of texture
in the right,  and of equal  importance, always off-beat. The work  breaks down into
three sections – bars 1-16, 17-36, and  37-65 – but  as with the first  three études of
Op.25, these divisions are by no means clear-cut  as Chopin once more goes to great
lengths to make these divisions as diffuse as possible.

The opening section presents the basic figuration – a melodic cantabile line in the
right  hand  played  consistently  off-beat  against  the left  hand  staccato,  which,  it
should be noted, remains unchanged throughout  the work. The second restatement
of the melodic line in section one is then reworked as legato and staccato in the same
hand  –  the  legato line  applies  only to  the  melody  and  not  the  scherzando
accompaniment  in the same hand.  This is extremely  difficult  to get  right  and  I
would suggest that  you learn these opening 16 bars until  you can practically play it
with your  eyes closed. Not only must  the left and right  hands work  independently,
but  in the right  hand, you must be able to combine two very different  types of touch.
Note also the almost  complete lack  of  sustaining  pedal  in  this section.  Having
perfected this first  section, you will be ready to move on to the next sections.

The central  section builds on the lessons learnt  in the first  section by  taking  the
figuration through a series of modulations, first  semi  legato (following on from the
opening  section)  and  then  full  legato and  staccato all  juxtaposed  in  dramatic
fashion,  but  this time with  a much  wider  range of  dynamic  markings – from
pianissimo through to fortissimo, also juxtaposed. These contrasts of both touch and
dynamics serve to heighten  the pathos of  the melodic line and  reach  their  full
fruition in the final  section with the return  of  the opening theme. It  is also in the
final  section where the contrasts change most rapidly, yet they must be played with
absolute evenness and  consistency,  effectively consolidating  the techniques learnt
earlier  in the work.



Pedal  use in this work must be kept  to an absolute minimum;  it is simply not
possible to maintain a staccato left hand with great  washes of sustaining pedal  in
order  to sustain the right-hand legato. The technique requi red is to gently ‘ feather’
the pedal  so that  the dampers are only partially separated from the strings.


