Lesson MMM - The Neapolitan Chord
Notes

A&S:

· bII / Phrygian II / Neapolitan comes from neighter tonicization nor mixture

· Example: Mozart Fantasy K. 397, mm. 49-54

· Without b2, the normal ii chord is diminished and is “too meager and harsh”

· bII6 is a chromatic variant of ii6

· Also called “Phrygian II”

· Not to imply that it has switched to the Phrygian mode, it just has a sound that reminds us of how a Phrygian piece sounds

· Root position occurs less frequently 

· Called Neapolitan 6th 

· “supposedly in reference to the school of composers active in Naples in the latter part of the seventeenth century and the beginning of the eighteenth. The Neapolitan composers did indeed use the chord, but so did some of their contemporaries located elsewhere—Henry Purcell among others.”

· Typically moves to V or V7

· Sometimes through applied o7 chord

· Sometimes with a cadential 64

· (Placing b2 in the soprano creates the greatest intensity, therefore it’s the most common)

· b2 moves down

· It goes to 7 if moving directly to V

· (the diminished 3rd is particularly intense!)

· It passes through 1 if moving to a 64 chord or applied viio7 chord first

· Usually the bass (4) is doubled
· Tendencies:

· B2 wants to resolve down to 1, but since the chord has to go to the dominant, the resolution is prevented

· (If it goes to 1 in a 64 chord, that’s only because that 1 is a passing tone)

· This just adds intensity!

· Sometimes composers will bring out the contrast between b2 and n2 by having them both in succession:

· Mozart SQ K. 516, II, 37 ff.

· The contrast is an important resource, but it should not be brought out in a direct progression (might result in augmented melodic intervals, or parallel octaves)

· It can go directly if doubled and in an inner voice

· Therefore, composers tend to negotiate the direct progression with intermediary passing tones/chordal skips and the like
· Leading up to it:

· Any chord that’s good enough to lead to ii6 can lead to bII6:

· VI

· I

· I6 or III (allows stepwise ascent in the bass)

· Or from IV with a 5-6 progression

· It can move to inverted dominant chords too:

· V42 or viio43

· Root position:

· Not nearly as common

· Bass motion is a tritone

· Sounds too disconnected from V

· It moves better to V6, V65 or vii7 (the diminished third is then in the bass)

· bII in major

· bII is much more at home in minor (b2 eliminates the tritone between 2 and 6)

· It’s also darker in tone ( more suitable for minor

· In major it’s often part of a mixture section

· Often preceded by bVI (acting as the dominant of bII)

· Enharmonic notation

· Used to avoid double-flats in major keys with four or more flats

· Neapolitan 64:

· Liszt Waldesrauschen 57-61

· Bass is upper neighbor to root of V

· Tonicizing bII

· Frequently occurs

· Especially when preceded by its own dominant

· Still, it eventually progresses to V

· Sometimes (Beethoven PS op 57, I, mm 1-10) a composer will state a theme and then restate it a half step higher

· In sequences:

· This is particularly useful in minor sequences that move up by step (since it avoids the dim. Triad)

· As a pivot:

· bII of a minor key becomes IV6 in the major key a 3rd lower

· ( chromatic modulation (the pivot is a chromatically altered chord in one or both keys)

C&M:

· They start with the moonlight sonata

· N6 bII6 Phrygian II chord ( chromatic predominant chord
· B2 to LT = diminished third

· Diminished intervals are generally avoided, but here they’re ok

· Kind of like a double leading tone

· Typically resolves…

· directly to V(7)

· through a cadential 64

· through viio7/V (and, possibly, a cadential 64)

· Usually found in minor keys

· (major keys require b6 from mixture too)

· predominant function

· tendency tones:

· (b)6 to 5

· b2 to #7 (usually through passing 1)

· Usually in first inversion:

· Possibly because of its possible origin as a chromatic alteration of the IV chord (raised 5th)
· Tonicization of bII

· With it’s own dominant or with an extended progression in the bII key area

Forte:

· The Neapolitan chord is derived from the IV chord in minor:

· The fifth of the chord is embellished with a chromatic upper neighbor note

· Like IV, it serves as a dominant preparation

· “The Neapolitan chord is not the first inversion of a hypothetical triad on the lowered 2nd degree of the scale.”

Outline:

I. Introduction:

a. Another type of chromatic predominant chord

b. Provocative example

c. Point out how dramatic it is

i. (Possibly by giving the same example with normal ii…)

d. Dramatic intensification

II. What it is and where it comes from:

a. Major triad, built on lowered 2

b. Names:

i. Phrygian II (Not to imply that it has switched to the Phrygian mode, it just has a sound that reminds us of how a Phrygian piece sounds)

1. “supposedly in reference to the school of composers active in Naples in the latter part of the seventeenth century and the beginning of the eighteenth. The Neapolitan composers did indeed use the chord, but so did some of their contemporaries located elsewhere—Henry Purcell among others.”

ii. Neapolitan sixth (because of a presumed predilection for it by certain late-Baroque composers around Naples)

iii. We’ll call it the Neapolitan but will analyze it as bII(6), since that’s the most intuitive 
c. Usually (though not always) in first inversion

i. Root position bIIs will have a tritone in the bass when it moves to root position V

1. Root position bIIs will usually move to V6, V65 or vii7

ii. It can occur in second inversion as well, but this is rare

d. Where it comes from:

i. Think of it as a chromatic variant of ii6

ii. [Examples of this in major and minor]

e. Popup box:

i. Another way to think about it: Neapolitan is the result of embellishment of the fifth of the iv chord in minor with a chromatic upper neighbor

ii. This understanding clarifies the pre-dominant function of the chord

III. Function/context:

a. No matter how you think of it (altered ii or altered iv), the Neapolitan’s origins are pre-dominant in function.

b. It retains this function and moves to the dominant

c. Either directly:

i. bII – V

ii. bII – V7

d. Or through some other pre-dominant chord:

i. bII – viio7/V – V

ii. bII – V64 – V 

e. Part of the reason it’s so intense in the way it sounds is because of the motion from b2 to the leading tone: a diminished third!

i. B2 has a strong pull toward the tonic, a half step below, but it can’t go there since it has to go to the dominant first

ii. Delaying this by leaping down by diminished third to another strong tendency tone heightens the dramatic tension

iii. For this reason, composers will often bring this out by putting b2 – 7 in the soprano where it’s particularly enunciated

iv. (You can think of the combination of b2 and LT as a kind of double-leading tone!)

v. (If bII moves to some other predominant chord, b2 will move to 1 first, but since that 1 is merely a passing tone on it’s way to 7, it isn’t heard as the desired arrival)

f. Any chord that’s good enough to lead to ii6 can lead to bII6:

i. VI

ii. I

iii. I6 or III (allows stepwise ascent in the bass)

iv. Or from IV with a 5-6 progression

IV. Examples:
a. Minor examples:

b. Major examples

i. Neapolitans in major keys are rarer

ii. They require b6 from mixture too

V. Enharmonic notation

a. Used to avoid double-flats in major keys with four or more flats

b. [Example of this?] (maybe a transposition of an earlier one…)

VI. Tonicizing bII

a. This occurs pretty frequently

b. Especially when it’s preceded by its own dominant (VI in minor, bVI in major)

c. It still eventually progresses to V

VII. Modulation

a. bII of a minor key becomes IV6 in the major key a 3rd lower
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Andre,

Here, some examples of the Neapolitan chord:

Neapolitan 6/3s

Beethoven, piano sonata op. 27/2/i ("Moonlight"), mm. 1-5
Beethoven, Bagatelle op. 119/9, mm. 1-8

Schubert, Schöne Müllerin, "Der Müller und der Bach," mm. 6-10
Schubert, Schöne Müllerin, "Die böse Farbe, mm. 12-22 (in mixture context)
Chopin, Nocturne op. 55/1, mm. 5-8
Neapolitan 5/3

Chopin, Prelude op. 28/20, mm. 11-13
Neapolitan tonicized

Chopin, Mazurka op. 7/2, mm. 12-16
I believe I have a Bach example and a few from Mozart.  I can get those when I'm at home (I'm currently in my campus office).

Perhaps you have some favorite examples?
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Andre,

Here, a Bach chorale ex. of a N6:  Riemenschneider number 262, m. 2, beat 4.  That's the only one I know in the chorales.

Mendelssohn, Songs Without Words, op. 38/2, mm. 56-60; op. 102/4, mm. 4 (starting at beat 3)-7.

And while I'm at it with the chorales, looking forward to the aug. 6th lesson, look at Riemenschneider number 19, m. 1, beat 2, an Italian 6th (NB the suspension in the alto to a c#, which is the aug. 6th).

I'll get back to you with an example of "secondary" mixture.  I know a straightforward ex. in a Schubert piano sonata movement, but must locate it.
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Andre,

Add this to the list of ex. of the N6:

Haydn, Piano Sonata Hob. 37/i (D major), mm. 28-35
 This is at the cadence that concludes the exposition, so the key is A major

Mozart, Piano Trio, K. 542/iii (E major), mm. 122-128, also mm. 141-144.

 This is in a section in the relative minor, so in C# minor
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Neapolitan 6/3s
Beethoven, piano sonata op. 27/2/i ("Moonlight"), mm. 1-5
Beethoven, Bagatelle op. 119/9, mm. 1-8
Schubert, Schöne Müllerin, "Der Müller und der Bach," mm. 6-10
Schubert, Schöne Müllerin, "Die böse Farbe, mm. 13-22 (in mixture context)
Chopin, Nocturne op. 55/1, mm. 5-8

Neapolitan 5/3
Chopin, Prelude op. 28/20, mm. 11-13

Neapolitan tonicized
Chopin, Mazurka op. 7/2, mm. 12-16

Bach chorale ex. of a N6:  Riemenschneider number 262, m. 2, beat 4. That's the only one I know in the chorales.

Mendelssohn, Songs Without Words, op. 38/2, mm. 56-60; op. 102/4, mm. 4 (starting at beat 3)-7.
Haydn, Piano Sonata Hob. 37/i (D major), mm. 28-35
 This is at the cadence that concludes the exposition, so the key is A major

Mozart, Piano Trio, K. 542/iii (E major), mm. 122-128, also mm. 141-144.
 This is in a section in the relative minor, so in C# minor

Andre,

When you do the unit on the Neapolitan,  in addition to talking about it as a chromatic-root altered chord (2 --> b2), work in a paragraph about it as a product of voice leading, as Allen Forte explains in his harmony textbook, Tonal Harmony in Concept and Practice (which I have in my office, as the latest edition, the 3rd, and which in its 2nd ed. is available in the library: MT50 .F63 1974).  There, Forte explains that the reason the chord's native disposition has a sixth above the bass, making it look like a first-inversion chord, is because it is actually a voice-leading, 6th-for-5th variant of the iv in a minor key (or IVb in a mixed key)--in this case a b6 substitution for the 5th above a root.  The chord in this conception is a root-position iv.  Though I don't think for our compact online curriculum we can go into any depth on this distinction between a root-altered ii and a 5th-altered iv, I have examples that show contextually precisely that difference, where it is clear that the chord arises as a a root-altered ii, on one hand, and on the other as a voice-leading variant of iv.  Still, I think the alternative, voice-leading origin (b6th-for-5th substitution) is worth mentioning and explaining, if only in brief.

The harmonic explanation of the chord as a chromatically altered ii has the attraction, conceptually, that it "corrects," so to speak, the diminished 5th formed with the 5th of the chord.  However, the obverse of that happy correction within the triad is that the resulting fifth-progression to V is by diminished 5th.

An advantage of the 6th-for-5th substitution over iv is that we now understand why the chord so routinely appears in first inversion -- it's really root-position with the 6th substitution -- and the characteristic step-wise progression in the bass is now understandable as a derivative of the normative iv-V progression.  We also understand why the bass of the N6 is routinely doubled.  It's not an exceptional 3rd doubling, it's a normal root doubling (in a voice-leading altered iv).  Further in favor of this conception is the now easily understandable progression from N6 to the vii7/V.  It's the conventional iv - vii7/V - V or (V6/4) progression.

There are of course arguments in favor of a root-altered ii.  However, chromatically altering a root  (a) obscures the identity of the parent chord by changing its root and thus perforce (b) affects the intervallic distances in root progression.
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Gentlemen,

Why don't we present both functions of the N6 as dominant preparation? As root-altered ii or 5th-altered iv, either way we're coming from somewhere and headed for the dominant. So Lee, if you have clear examples of the different N6 paths, I say let's present them and treat them as equals.

Actually, now that I think about it, it might be nice, after the N6 and A6 lessons, to do a summary on dominant preparation: ii and ii(dim); IV and iv; V7/V, N6, A6. I mean, when all is said and done, we are spending a lot of time on what basically boils down to a singular function, but I don't think that we have yet made it crystal clear to the students how all of these chords are similar at a fundamental level.

My two cents.

Best,
John
