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INTRODUCTION

Ethnomusicologists�and�theorists�of�non-Western�music�main-
tain�a�useful�distinction�between�“scale” and�“mode”—that�is, be-
tween�a�neutral�collection�of�tones�in�a�given�musical�tradition�and
the� actual� conventions� of� melodic� practice� in� that� tradition.
Example�1, for�instance, illustrates�the�tonal�hierarchy�and�motivic
dispositions�that�transform�the�undifferentiated�pitch�material�of�a
Hindustani�that (“scale”)�into�a�raga (“mode”), which�in�turn�con-
stitutes�the�governing�syntax�for�a�piece�or�improvisation.�In�short,
“[mode]�is�more�than�merely�a�scale.”1 While�inquiries�into�unfa-
miliar�musical�systems�engage�mode�as�a�matter�of�course, recent
studies� of� the�Western� major� scale� have� more� often� concerned
scale�as�scale, investigating� group-theoretic� criteria�such�as�“co-
herence” and� “well-formedness,” or� acoustic� properties� such� as
“optimum�consonance.”2 These�studies�help�to�explain�the�relative

prevalence�of�a�handful�of�scales�throughout�the�world, and�to�de-
limit� those� scales’ structural� potentials, but� they� fail� to� address
melodic� practice.� Setting� out� along� the� musical� continuum� pic-
tured� in� Example� 2, we� will� begin� to� explore� the� question� of
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THEORY: 6̂ IN�THE�MAJOR�MODE

older theories of the scale

Technically, 6̂ was� not� 6̂ until� the� emergence� of� the� major
mode, and�hence�a�history�of�6̂ might�begin�sometime�during�the
seventeenth�century.�However, we�do�

http://www.jstor.org/page/info/about/policies/terms.jsp


The�Rise�of�6̂ in�the�Nineteenth�Century 37

sitions�by�Sweelinck, Byrd, and�Bull, and�a�Mass�movement�by
Burton, whether�meant�as�self-conscious�didacticism�or�not, use�as
cantus�érmus the�archetypal�sequence�ut-re-mi-fa-sol-la.6 Around
1600, a� new� solmization� degree, si, gained� increasingly� wide-
spread� acceptance, although� not� without� heated� objection� from
conservatives;�even�as�late�as�the�eighteenth�century, controversy
surrounded�the�relative�merits�of�hexachordal�versus�major-minor
thinking.7

Eventually, as� the�major-minor� system�coalesced, the� leading
tone�became�a�deéning�component�of�tonality, and�the�heptatonic
octave�énally� emerged� as� the�unqualiéed� foundation� of�musical
pitch.�But�as�important�as�7̂ became�in�common-practice�harmony,
it�presented�certain�
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toward� 5̂.�The�notion� of� tendency� tones�
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metaphor�by�recognizing�the�paradoxical�nature�of�octave�equiva-
lence: the�scale’s�linear�progression� is�potentially�circular�(with�8̂
and�1̂ both�tonics), and�yet�according�to�the�precept�of�“obligatory
register,” not�all�tonics�are�created�equal.�The�Escher-esque�play
with�perspective�in�Example�9�attempts�to�convey�these�competing
ideas� simultaneously: by� some�measures, 8̂ is� “higher” than� 1̂,
while� by� other� measures, the� two� points� are� found� to� be� at� the
same�height�after�all, both�enjoying�the�stable�state�of�tonic.25

This� model� of� stepwise� dynamics� is, to� be� sure, just�
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276̂–7̂, both�with�and�without�the�registral�shift, may�contain�structural�sig-
niécance, as�suggested�in�Neumeyer�1987.

PRACTICE: CLASSICAL�6̂

typical contexts

Example�12�illustrates�the�conventional�syntax�of�6̂ by�review-
ing�some�of�its�typical�harmonic�contexts.�The�embellishing�plagal
cadence� in� (a)� exempliées� the�normative� role� of� 6̂ in� the� major
mode�just�as�the�dominant�cadence�exempliées�that�of�7̂.�Its�chro-
matic� sibling, the� common-tone� diminished-seventh� chord, also
énds�6̂ falling�to�5̂ (b), while�in�another�idiomatic�harmonization,
6̂ dutifully� descends� as� the� seventh� of� a� leading-tone� seventh
chord�(c).�In�the�case�of�pre-dominant harmony, 6̂�may�rise�to�the
leading� tone� (Sechter�notwithstanding), but� a�supertonic� seventh
chord�does�necessitate�6̂–5̂ motion�to�avoid�doubling� the�leading
tone, which� will� follow� instead� as� the� resolution� of� the� chordal
seventh, 8̂ (d).�Finally, in�chords�applied�to�V, 6̂–5̂ motion�becomes
2̂–1̂ motion� (e), and, indeed, the�pivot� relation� 6̂ =� 2̂ offers�a�fa-
vorite�means�of�modulation�and�tonicization.

Chromatic�alterations�of�6̂ in�major�magnify�its�tendency�to�de-
scend, for� which� reason� a� minor-tinged� plagal� cadence� so� fre-
quently�follows�(and�rarely�precedes)�a�standard�plagal.�The�use�of
6̂ as�a�rhetorical�exclamation�point�after� 6̂ can�even�assume�mo-

tivic�status�in�the�course�of�a�theme, as�in�Example�13.�In�fact, vir-
tually�all�the�favorite�chromatic�devices�within� the�major�key, il-
lustrated�in�Example�14—the�Neapolitan, the�diminished�seventh,
the� minor� subdominants, and� the� family� of� augmented� sixths—
arise�at�least�in�part�from�the�chromaticization�of�6̂–5̂.�By�contrast,
6̂ in� major� occurs� infrequently, the� much-discussed� theme� of

Example�11. Tonal�pitch-spaces�(after�Lerdahl�1996, 343)

octave 1̂ 8̂
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These�observations�regarding�6̂’s�

http://www.jstor.org/page/info/about/policies/terms.jsp


44 Music�Theory�Spectrum

Example�13. Chopin, Prelude�in�D�major, op.�28, mm.�1–4

Example�14. Chromatic�chords�in�the�major�key

Example�15. Mozart, Sonata, K. 281: i, mm.�5–8
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Example�18. Hexachordal�melodies

(a)�Handel, Messiah: “Pastoral�Symphony,” mm.�1–4

(b)�Vivaldi, La�Primavera, mm.�7–10
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back� to� the� spirit� of� folk-dance� and� the� world� of� Schubert’s
Ländlers.�The�Strauss�example�demonstrates�an�increased�freedom
in�usage—more�“harmonic” than�“melodic”—but�an�eventual�res-
olution� to� 5̂ does� occur.� The� èourishing� of� such� added-sixth
chords�in�the�nineteenth�century�hardly�required�intensive�cultiva-
tion;�in�reference�to�triadic�harmony, the�sixth�is, after�all, the�only
chordal�additive�that�forms�a�consonance�with�the�root.�Although
we� cannot� always� distinguish� between� appoggiaturas� and� true
added� sixths, the� two� concepts� are�useful� ones.� If�Examples� 24

and� 28� represent� stepping-stones� from� the� one� technique� to� the
other, Example�29�continues�this�trend, and�the�famous�énal�chord
in� Example� 30� represents� its� apotheosis: the� added� sixth� chord
does�not�resolve, but�remains�forever, “ewig.”

Nineteenth-century� composers’ seeming� infatuation� with� 6̂,
and� the�evolution� from� 6̂–
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Example�19. 6̂–5̂ bird�motives

(a)�Vivaldi, Concerto�in�A, “Il�cucu,” mm.�18–20

(b)�Haydn, Quartet, op.�33, no.�3: ii, mm.�35–8

Example�20. 6̂–5̂ horn�calls

(a)�Schubert, Winterreise, “Der�Lindenbaum,” mm.�1–2

(b)�Schubert, “Trost” D. 671, mm.�10–14
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Example�21. Beethoven, Symphony�no.�6: i, mm.�67–74

Example�23. Schumann, Symphony�no.�3: ii, mm.�1–4

Example�22. Schubert, Ländler, D. 681, no.�8, mm.�1–8, primo
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Example�24. Chopin, Prelude�in�F�major, op.�28, mm.�1–2

Example�25. Mendelssohn,“Bei�der�Wiege,” op.�47, no.�6, mm.�5–6

Example�26. Schubert, Sonata, D. 664: ii, mm8
cm BT 0.027 Tc 37 0 0 37 1002 2021 Tm /T61 Tm /T61 Tm .24 0 8 cmi 9 9 9 9 9 9 9 9 9 9 

mm
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Example�27. Chopin, Waltz, op.�18, mm.�22–7

Example�28. Johann�Strauss, Jr., Donauweibchen,no.�2, mm.�5–10

Example�29. Fauré, Barcarolle, op.�44, mm.�99–101 Example�30. Mahler, Das�Lied�von�der�Erde: “Der�Abschied,” end
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PRACTICE�AGAINST�THEORY: NON-CLASSICAL�6̂

preliminary examples

Ever� since� its� premiere� in� 1830, Berlioz’ Symphonie� fantas-
tique has�commanded�attention�for�its�revolutionary�approaches�to
orchestration, harmony, form, and�program.�One�small�innovation
may�be�added�to�this�list, a�detail�that�appears�at�the�very�end�of
the�érst�movement: a�plagal�cadence�with�melodic�6̂–8̂ (Example
31).�Although�one�may�discern�a�more�classical�6̂–5̂ just�below�the
contrapuntal�surface—and�the�énal�chord, I/5̂ encourages�this�(see
reduction)—the� foreground� cadential� 6̂–8̂ represents� a� composi-
tional�érst, as�far�as�I�know.33 Indeed, the�sampling�of�plagal�ca-
dences� to�1830� presented� in� Example�32� reveals�an�unwavering
preference�for�stepwise�or�oblique�motion�in�the�melody, whether
6̂–5̂, 4̂–3̂, or� 1̂–1̂.34 This�preference�reèects�modal�norms�and�un-
derscores� the�essentially�ornamental�nature�of� these�cadences�as
voice-leading�prolongations�of�tonic�harmony.�Nineteenth-century
composers, on�the�other�hand, embraced�the�leaping�6̂–8̂ cadence
as�a�novel� and�compelling� gesture� in� its�own� right.�Example�33
cites�several�instances, some�of�which�will�be�discussed�below.35

In� the�case�of�Berlioz�and�many�others, the�6̂–8̂ cadence�em-
bodied� a�uniquely� Romantic� spirituality: the� Protestant� “Amen”
conèated�with�the�minor-third�shapes�of�Catholic�liturgical�intona-

tion.36 But�the�cadence�is�found�in�a�wide�variety�of�pieces�that�are
not�always�explicitly�programmatic, and�the�6̂–5̂ foreground�con-
nection� is� generally� absent—both� indications� of� the� extent� to
which�this�development�earned�its�place�among�the�fundamentals
of� nineteenth-century� musical� procedure.�A� contrapuntal� reduc-
tion� of� Example� 34, for� instance, would� necessarily� describe� a
connection�between�the�melodic�6̂ and�the�ensuing�inner-voice�5̂,37

but�this�connection�requires�of�the�listener�slightly�more�imagina-
tion� than�does�the�Berlioz�(or�more�still� than�the�Bach�shown� in
Example�10).�In�fact, the�melodic�6̂–8̂ here�acts�as�a�salient�caden-
tial�“answer” to� the�preceding, inversionally� related�5̂–3̂ (itself�a
quasi-cadential�Ländler�gesture, about�which�more�will�be�added
below).�By�its�very�nature—that�of�an�ending—a�énal�6̂–8̂ cadence
will� typically� lack� any� subsequent� opportunity� to� evince� the
implicit� neighbor� relation� 6̂–5̂.� That� is, short� of� an� extension-
cum-explanation�(as�in�the�Berlioz), one�must�imagine the�descent
to� 5̂ (or� settle� for� its� fuléllment� in� an� inner� part), rather� than
merely� await� it—a�not� uncommon� circumstance� in� contrapuntal
music, but� one� that�helps� to�gauge� the�congruity� of� theory� with
practice�and, by� implication, to�gauge� the� expressive�content� of
such�moments.

a theoretical accommodation

The� 6̂–8̂ cadence� appears� to� violate� the� “law�of� the� shortest
way,” and�more�to�the�point, it�complicates�the�conventional� role
of�the�plagal�cadence�as�a�neighbor-chord�formation.�In�short, tak-
ing�6̂–5̂ as�our�analytical�“foil,” we�begin�to�observe�a�qualitatively
new�brand�of�deviation� from�that�foil.�Moreover, the�precise�na-
ture�of� this�deviation� illustrates� the�potential� interaction�of�scale

33To�obviate�any�potential�confusion: what�I�refer�to�in�the�remainder�of�this
paper�as�the�cadential�“6̂–8̂” (melody)�should�
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and� mode, both� of� which� are, after� all, abstractions� of� melody.
Bearing� in� mind� Powers’ formulation� quoted� earlier—mode� as
“particularized� scale”—Example� 35� represents� its� logical� exten-
sion� in� light� of� “non-classical” 6̂: scale� as� “generalized� mode.”
That� is, this�modal� novelty� impels�us� to� infer� a�new�stratum�of
pitch-space�alongside�our� existing� family�of�chromatic, diatonic,
triadic, and�octave�spaces, what�might�be�called�“pentatonic” or
“hexatonic” space.38 By� retaining� the� fundamental� (scalar)�prin-

ciple�of�adjacency,
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Example�32. Major-mode�terminal�plagal�cadences�to�1830

Soprano
Arcadelt Ave�Maria 1̂–1̂
Bach B-minor�Mass, Credo 4̂–3̂
Handel
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Example�34. Chopin, Etude, op.�25, no.�8, end

Example�35. Pentatonic�pitch-space
(!)

triadic 1̂ 3̂ 5̂ 8̂
pentatonic/hexatonic 1

ˆ

2

ˆ

3

ˆ

(4

ˆ

) 5

ˆ

6

ˆ

8

ˆ

diatonic 1̂ 2̂ 3̂ 4̂ 5̂ 6̂ 7̂ 8̂

1

6
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with� a� tense�chromatic� neighbor� 3̂– 2̂–3̂, but� conérming� the�ca-
dence�with�the�relaxed�pentatonic�neighbor�8̂–6̂–8̂.�Example�37(a)
gives� a� similar�common-tone� progression, and�although� its� 6̂–8̂,
like� that�of� the�previous� example, appears�to�result�from�motion
between�two�independent�contrapuntal�voices, a�comparison�with
(b)�reveals�another� factor�that�must�have�guided�Schubert’s�deci-
sions: the�major-mode�theme�differs�from�its�minor-mode�proto-
type�precisely�in�its�inclusion�of�the�6̂–8̂, suggesting�that�melodic
proximity�(b –d�compared�to�b –d)�provided�the�critical�justiéca-
tion�for�the�leap.39 Furthermore, as�should�be�expected, pentatonic
space�also�posits�the�other�type�of�adjacency, in�which�6̂ is�a�pass-
ing�tone�in�a�5̂–6̂–8̂ formation.�For�instance, Example�38�accom-
plishes� a� pentatonic� voice-exchange: the� prolongation� of� tonic
harmony�through�the�“stepwise” exchange�of�voices�a�“pentatonic
third” apart.40

Such�pentatonic� passing� tones� are�unremarkable� and, in� fact,
idiomatic� structures� in� many� musical� traditions, as� in� Scott
Joplin’s�execution� of� his�own�“Maple� Leaf�Rag,” transcribed� in
Example�39.41 Just�as�Joplin�can�be�seen�as�having�integrated�ver-
nacular�“African�retentions” into�his�music, European�composers’
traversal�of�pentatonic�space�relates�in�part�to�a�growing�interest�in
music�outside�the�sphere�of�modern�Europe, from�the�plainchant
revival�to�exoticisms�both�Northern�(e.g., Ossianism)�and�Eastern

(chinoiserie)� to� the� extensions� of� pastoralism� noted� earlier.�The
various�interactions�of�these�inèuences�with�the�Romantic�impera-
tive�of�artistic�originality�and�the�inherent�possibilities�of�Western
diatonicism� produced� a� subtle� but� momentous� broadening� of
melodic�sensibility�during�the�nineteenth�century.42

Another�Semantic�Digression: Returning�to�the�èeeting�but�signif-
icant�6̂–8̂ in�

ˆ

(

of

of42
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Example�37. Schubert, Winterreise: “Gute�Nacht”

(a)�mm.�71–5

b)�mm.�7–11
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the�migration�of�6̂–8̂ to�the�bass�represents�another�signiécant�de-
velopment, in� the� “quasi-progression” vi–I: notwithstanding� the
two�common�tones, a�v9 0 0 j ET Q q 0 ET Q q 0.0.24 0 0 0 0.24 0 8 cm BT 39 0 0 39 1731 1914 Tm /Ty2 83Tf ( (v9 0 0 j ET Q q 0sen00)
] TJ0.24 0 0 0 0.24 0 8 cm BT 39 0 0 39 1731 1914 Tm /Ty2 93Tf (a�) Tj ET Q q  0.24 0 0 0.24 0 8 cm BT 39 0 0 39 1731 1914 Tm /Ty2 9 Tf [ (tw)
-25 (o) 25 (pET Q q (se) -2J ET Q  ] TJ ET Q q(tio) 25J ET Q q24 0 0 0.24 0 8
cm BT 0.025 Tc 38 0 0 364 Tm /Ty2 18Tf (a�opm) -25 (ent,) -25 (sndET Q q 0.24 0 0 0.24 0 8 cm BT 39 0 0 39 1618 1964
Tm /Ty2225Tf [ (in) 25 (�) ] TET  Q q ET Q qET Q q 0q 0.24 0 0 0.24 0 8 cm BT 39 0 0 39 1731 1914 Tm /Ty22335f ( (v9 0 0 j ET Q q 0.24 0 0 0.24 0 8 cm BT 39 0 0 39 1731 1914 Tm /Ty223 Tf ( (v9 0 0 j ET Q q 0c) -25 (a 0 0 0 0.24 0 8 cm BT 39 0 0 39 1731 1914 Tm /Ty2 1 Tf 8 (velTj ET Q q 0) 2dET Q q 0qcET Q q 024 0 0 0.24 
 8 cm BT 0.026 Tc 38 0 0 364 Tm /Ty2148Tf 8 (velTj ET Q q 0) 2i00)
] TJ 0.24 0 0 0.24 0 8 cm BT 39 0 0 39 2379 1964 Tm /Ty215 Q  8 (velTj ET Q q 0) 2possibl 0 T Q q. 0.24 0 0 0.24 0 8 cm BT 39 0 0 39 1448 1914
Tm /Ty2 6 Tf 8 (velTj ETj ET Q) 2Ex) -25 (s000) ] TpET Q ql 0ET Q q 0.24 0 0 0.24 0 8 cm BT 39 0 0 39 1731 1914 Tm /Ty2 8m B 8 (velTj ET q 0.2443.24 0 0 0.24 0 8
cm BT 39 0 0 39 1731 1914 Tm /Ty2 8 Tf 8 (velTj ET q 0.2) 2e000) ] TplJ ET Q yq 0.24 0 0 0.2
e W ncm BT 38 0 0 38 265 21684 Tm /Ty21 TTf 8 (velTj ET Q q 0) 2suc) -25 (hET Q q 0.24 0 0 0.24 0 8 cm BT 39 0 0 39 1759 2014 Tm /Ty2209Tf 8 (velTj ETj ET Q 0.24 0 0 0.24 0 8
cm BT 39 0 0 39 8 0 0 364 Tm /Ty2 1 ET 8 (velTj ETj ET Q) 2n”) ] 00)
] TJq 0.24 0 0 0.24 0 8 cm BT 0.026 Tc 38 0 0 364 Tm /Ty2233Tf 8 (in) 25 (�) (J E.24 0 0 0.24 0 8
cm BT 39 0 0 39 8 0 0 364 Tm /Ty2 3 Tf 8 (in) 25 (�) (J ET0 0.24 0 8 cm BT 39 0 0 39 1683 1964
Tm /Ty2 1 Tf 8 (v9 opm) -25 (ent,s) -25 (hich 0.24 0 0 0.24 0 8 cm BT 39 0 0 39 1448 1914
Tm /Ty2 48Q  8 (com) -25 (m) -25 s) -25 (0.24 0 0 0 0.24 0 8 cm BT 39 0 0 39 8 0 0 364 Tm /Ty2154Tf 8 (com) -25 (m) -25 ) -25 (slso 0.24 0 0 0.24 0 8 cm BT 39 0 0 39 1448 1914
Tm /Ty2 6TTf 8 (com) -2Q q 0.24 0 0 0.24 0 8 cm BT 39 0 0 39 2300 2014 Tm
/Ty21664  8 (velopm) -25 (e(nd.24 0 0 0.24 0 8
cm BT 39 0 0 39 8 0 0 364 Tm /Ty216 Tf 8 (velopm) -25 (e( 0 0 0.24 0 8 cm BT 39 0 0 39 1652 2022 Tm
/Ty2 19Q  8ˆ) TjTj ETj ET Q  0 0 0.24 0 8 cm BT 39 0 0 39 1668 2014 Tm /Ty2
7ˆ)  8 (velTj ET Q q 
(aq 0.24 0 0.24 0 8 cm BT 39 0 0 39 1683 1964
Tm /Ty2 76Tf 8 (velTj ET Q q 
) 2 TJ ET Q q 0.24 0 0 0.24 0 8 cm BT 39 0 0 39 8 0 0 364 Tm /Ty2182Tf 8 (in) 25 (�) ) 2inter00)
] TJec) -25 ( TJ ET Q q 0.24 0 0 0.24 0 8 cm BT 39 0 0 39 1731 1914 Tm /Ty220 Tf 8 (velTj ET Q q  q 0.24 0 0 0.24 0 8 cm BT 39 0 0 39 1731 1914 Tm /Ty2206Tf 8 (velTj ET Q q  25  TJ ET Q q 0.24 0 0 0.24 0 8 cm BT 39 0 0 39 1731 1914 Tm /Ty2212Tf 8 (velTj ET Q q  25 p TJ ET Q J E  Q q(n�) ]l.24 0 0 0 0.24 0 8 cm BT 39 0 0 39 2201 2014 Tm /Ty2 15Tf 8 (velTj ET Q q  25 a0 T Q q ET Q qd.24 0 0 0 0.24 0 8 cm BT 39 0 0 39 8 0 0 364 Tm /Ty223m B 8 (com) -2)  q 0.25  TJ ET Q q 0.24 0 0 0.24 0 8 cm BT 39 0 0 39 8 0 0 364 Tm /Ty2238 B 8 (com) -2)  q 0.(r4 0 0 0.24 0 8 cm BT 39 0 0 39 1377 1964 Tm
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Example�41. Brahms, Schicksalslied,mm.�64–9

Example�42. Mahler, Symphony�no.�5: i, mm.�9–14

Example�43. Wagner, Lohengrin,Act�I, Scene�iii, mm.�42–4
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Example�44. Liszt, Requiem: Dies�irae, end

Example�45. Puccini, Gianni�Schicchi: “O�mio�babbino�caro,” end

Example�46. Tchaikovsky,Romeo�and�Juliet, mm.�517–24
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ambivalent� status� of�
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ethnomusicologists, in� discerning� a� musical� “common� denomi-
nator” of� our� species, cite� “music� that� uses� only� three� or� four
pitches, usually� combining� major� seconds� and� minor� thirds.”54

Indeed, the�apparent� suitability� with�which� the�bare�minor� third
executes�quasi-speech�interjections—its�“logogenic” status�as�“the
basic� singsong� interval,”55 whether� among� children, sports� fans,
street�vendors, or� marching� soldiers� (see�Example� 49)56—raises
the� possibility� of� a� connection� between� the� 6̂–8̂ cadence� and
Leonard� Meyer’s� principle� of� musical� “acontextualism” in� the
nineteenth� century.57 That� is, beyond� the�obvious� ideological� at-
tractiveness�of�“primitive” musical�structures�to�the�Romantic�sen-
sibility, it� is�conceivable� that� these�structures�satisfy�deeper�psy-
chological� or� anthropological� principles� that� themselves� explain
composers’ afénity�to�non-classical�6̂.

In�any�case, the�story�of�6̂ in�the�nineteenth�century�may�ulti-
mately� amount� to� little� more� than� a� footnote� in� a� larger� story,
namely�that�of�plagal�harmony.�But�while�6̂–8̂ may�be�primarily�a
symptom�of�a�shift� in�harmonic�sensibility, an�inevitable�experi-
ment�by�plagal-loving� composers� in� search�of�new�possibilities,
the�melodic�dimension�still�offers�
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