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(Frédéric Chopin), O3 27HMazurka), UZ2] 3+-2(Neapolitan chord),
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48 tjAl(voice cross), 3teist &Al(brilliant style), = AE8X]|0](nostalgia), A% wgH(voice
exchange), £39] 0}&27} Op. 33, no. 4(Frederic Chopin's Mazurka, Op. 33, no. 4)
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Abstract

The Extended Role of Neapolitan Chords
as Seen in Chopin’s Mazurka Op. 33/4

Moo Kyoung Song

This paper is an analysis of Frédéric Chopin's Mazurka Op. 33/4, which marks a
Neapolitan chord(=bIl) serving not only as simply an intermediate chord to the following
dominant, but also as a structural generator which leads to the B>-major brilliant section.
The analysis views Neapolitan chords in the music in three different perspectives: first,
a Neapolitan chord as a simple intermediate which leads to an emotional contrast
originating from the major-minor sonority of the tonic and bIl: second, as Heinrich
Schenker puts, the Neapolitan chord located at the end, which alludes listeners to hear
as if the music ended in the Phrygian key, bringing about a voice-leading conflict between
the b5 and &5 into the forefront: third, most intriguingly, a structural generator which
leads to the long-distance tonal area (mm. 49-64) via a large-scale circle of fifths
sequence. In the analysis, the Neapolitans are read as a nostalgic window realizing the

young composer Chopin's longing for his homeland Poland musically.
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