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Dissonance and harmonic progression

The impact of theseconda pratican the advent of tonality

Introduction

This paper seeks to provide elements of explandtipmne of the most outstanding characteristics of
tonal harmonic language: the directional tenderfcghord sequences highlighted by Nicolas Meeusbithef
harmonic vectors The phenomenon, described as the asymmetry bprogressions, has played a decisive role
in Western music. It was present in a latent State at least the Iicentury and appears fully in the™@en-
tury, where it determines the organization of togyaitax. One of the parameters that affects chovgrpssions
is discussed by the theorists of harmony of tHBcktury: the rules for the preparation and resofutf dis-
sonance; rules on which Rameau bases partly hisythef fundamental ba&sCarl Dahlhaus, examining the
historical significance of th&raité de 'harmonigestablished that Rameau’s theory of chord pregras takes
for philosophical premise the Aristotelian prineipf the tendency of imperfection towards perfettiét the
present stage of reseafcthe asymmetry of root progressions seems tofrisa this philosophical principle
which underlies the contrapuntal rules for consoram dissonant interval progressions. The treatrogthe
dissonance is subjected to a major evolution withadvent of theecondapratica at the beginning of the 17
century. This article will attempt to demonstrdtattthe evolution of the treatment of the dissoraircconjunc-
tion with the change of the aesthetic paradigm frrima to seconda praticais to be considered one of the
main causes of asymmetrical progressions and mes ¢tentributed to the birth of tonality. My reasogiwill
be based partly on Christoph Bernhard’s theoryaquirés. Two madrigals by Monteverdi, respectively frone th
prima andsecondgpratica, will be used in order to test my hypothesis: thedrngal Cantai un tempdrom the
2" book and the first part of tHeamento d’Arianndrom the &' book of madrigafs

Underlying philosophical principles, contrapuntal rules and chord progressions

From Tinctoris onwards, Renaissance theory estadsdi a distinction between two basic types of dis-
sonance: passing notes and suspensions. Thedatigory of dissonance plays a major role in tiyenasetry of
root progressions. The rules which define its useearom two philosophical principles which cryétae in

Western music: 1. a static principle founded orabed¢ and gravitation around a center, 2. a dyn&mstote-

! Meeus, Nicolas. 2003. Vecteurs harmoniqissurgiaX: pp. 7-34.

2 Rameau, Jean-Philippe. 17J2aité de I'harmonie réduite a ses principes nalsiraris: Ballard.

% Dahlhaus, Carl. 1990, 2001. Die maskierte Kadenz:Geschichte der Diskant-Tenor-Clausel Eirste Ge-
samtausgabe aller Schriften von Carl Dahlhaegs, Hermann Danuser, vol. 3: pp. 547-557. Laabaabkr.

* Guillotel-Nothmann, Christophe. 200Dissonances et progressions harmoniques, Le cabractatus aug-
mentatus compositionis (c. 1655-1659) de ChristBpmhard Paris-Sorbonne - Patrimoines et langages musi-
caux.http://www.plm.paris-sorbonne.fr/publications2Goi#l.shtml(accessed November 20, 2008).

® Bernhard, Christoph. 199Bie Kompositionslehre Heinrich Schiitzens in derseag seines Schiilers Chris-
toph Bernharded. Joseph Miiller-Blattau. Kassel: BarenreitertdgeKarl Votterle.

® Monteverdi, Claudio. 1926-68utte le opere di Claudio Monteverfli.], ed. Francesco Malipiero. Wien:
Universal Edition, vol. 1l and vol. VI.
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lian principle of the tendency of imperfection taws perfectioh The origin of the rule according to which the

—_— T

dissonance, associated with imperfection, musebelved

. 0
by the least movement onto an imperfect consonande (A —mt—FF £
AN
. . . D)
then onto a perfect consonance associated witlegiamh Imperfect Perfect
i ) ) ) . ) 3 | Dissonance ]:D[ consonance ﬁ> consonance
is related to this Aristotelian princiflé will lead to the oy -
. T
rules of preparation and resolution that are charaed, '

following Artusi’s terminology, by the interactioof the Figure 1 Interval progressions and teleological principle.
notapatiensand thenotaagens.

Figure 2 shows the correlation between voice-leadind chord progressions in a context of more than
two voices. Thenota patienshere F, has to be prepared, i.e. has to be cansimthe harmony that precedes
the dissonance. It can either be the fundamengs bfa triad on F, the third of a triad on D a flfth of a triad
on B. These three hypothetical fundamental bagsekamed and appear

c
on a light grey background in figure 2. At the marmef the impact of o A

the nota agens the nota patiensis dissonant by definition and can imply| E |;: F F F F F

a diminished fifth, a seventh, a second or a fourtkis leads to the fol- D D

lowing consequences: theta agens having to be consonant with the m By Bis

other notes of the harmony can be, depending otygeeof dissonance [ [ [3/c e &
employed, the lowest note, the third or the fiffradriad on B, G, Eor C |3 2 [} [ _‘E Ey Ep
(these fundamental bass notes appear on the wéitegiound). Lastly, 413 KB

after the impact of the dissonance, tiz#a patienshas to resolve subse-
quently by downward stepwise movement, which iscaiéd by the bold
arrow connecting F with E(df. The resolution E(b), being necessariI){?Elggnzig/giggr':ggg‘r?sa”d
consonant, can either be the lowest note of a tiaé(b), the third of a
triad on C or the fifth of a triad on A(b). Thesméflamental basses appear on the dark grey backfyroun

Several deductions can be made: the preparationegotution of the dissonance both generate a-direc
tional tendency of root progressions. This gives b a fall of one, two or three units in the eyef thirds be-
tween the dissonance’s preparation (in light grigs)impact (in white) and its resolution (in daytey). This fall
corresponds to the dominant vectors that are favover sub-dominant vectors, as the following Mhjston
shows (figure 3). It summarizes the percentageéhefviectors that are implied by treatment of thesahance
(74% VD - 26% VS). Insofar as the directional temzeof chord sequences is conditioned by the uskssbn-
ance, the asymmetry of root progressions, idedtifig the theory of harmonic vectors, reflects thestatelian

principle that is characteristic of harmonic totyalFrom the 15 century onward, this teleological principle will

"Dahlhaus, Carl. 1990, 2001. Die maskierte KadenzGeschichte der Diskant-Tenor-Clausg, cit, p.550.

8 Ibidemand Cohen, David E.. 2001. The imperfect seeksedtéection: Harmonic progression, directed motion,
and Aristotelian Physic84usic Theory Spectrumol. 2: pp. 139-169.

° Artusi, Giovanni Maria. 158%econda parte dell'arte del contraponto: Nella gusiltratta dell'utile et uso

delle dissonanzé/enetia: G. Vincenti, book 2, chapter 1, p.s2j7

19 Three fundamental basses, B(b), B4yl C have two different background colors indimgtihat these triads
are likely to acquire two differefiinctions the triad B-D-F can occur during the preparation of the diasme
(light grey background) whereas the dissonant tdd-F can be associated with the impact of loéa agens
(white zone). Similar considerations lead to theteviand dark grey colors associated with the furefaed
basses E(b) and C accompanying either the impabeaesolution of the dissonance.
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crystallize in the cadence, which suggests thaayenmetry of root progressions was propagatetharfirst
time, from cadences. This hypothesis would supgigrtificantly Edward Lowinsky’s argument, accordiag

which, the cadence must be considered as “tl g% -
; - . 74%
cradle of tonality*". Furthermore, the decisive 70% 1

. 60%
rules for asymmetry of root progressions belon

50% =

to counterpoint. This implies two consequence: % 1

1. a strong bond between voice leading and tt 39% 7
20% -

progression of the fundamental bdssnd 2. a

10% = Dominant vectors

close link between counterpoint rules and hal 0% ] Subdominant vectors
monic tonality. These correlations enforce the
conclusion that tonal syntax arises partly fronl]:igure 3: Root progressions theoretically implied by

p

reparation and resolution of the dissonance
contrapuntal rules.

Change of aesthetic paradigms and asymmetry of rogrogressions

The rules of preparation and resolution were foizedl at least as early as thé"t®ntury, and so can-
not be directly connected with the birth of tonalit suggest that it is the evolution of the rofeldunction of the
dissonance irstile anticoandstile modernowhich is determinant for the increased asymmetmoot progres-
sions. This evolution is reflected in Christoph i®ard’s theory of figures. According to Bernhardsiile anti-
co the dissonances serve to facilitate the passage éne consonance to another and to decorate thaete
point. They are presented only in the form of the tigures fundamentesyncopatiocorresponding to suspen-
sion andransituscorresponding to the passing ndtels a result, dissonances, which are rarely ysieg,only
a minor role. Instile modernothe dissonances assume the same functions stéeiranticoand are also em-
ployed in order to express the passions of the sedording to the aesthetic ideal @ratio Harmoniae Domi-
na absolutissima™. They are not only represented fiyures belonging tostile anticobut also by thdigures
superficialeswhich codify the irregular and varied use of thesdhancE. As a result, dissonances, which are
used frequently, assume a major expressive andipl@se function instilo modernoBernhard’s theory of fig-
ures makes it possible to establish a direct ligtevieen the aesthetics sfconda praticand the stressing of the
asymmetry of root progressions. There a three pointonsider. The first of these is the expresahe descrip-

tive use of dissonance. This leads to (2) the fness of dissonance and (3) the more frequent udissonance.

Expressive and descriptive use of dissonance

The correlation between the expressive use of dést®e and the asymmetry of root progressions can
be established on two levels: 1. the text’s semartnd 2. its syntax. Both of these have repemussthrough
the expressive use of dissonances, on harmonievsyfigure 4). The correlation between the texésantics

and harmonic syntax stems from the desire for daalsansposition of those passions which are esged by

1 Lowinsky, Edward Elias. 196Zonality and atonality in sixteenth-century musBerkeley: University of
California Press, p. 4.

12 Meeus, Nicolas. 200%/ecteurs harmoniques et théories néo-riemannieriPass-Sorbonne - Patrimoines et
langages musicaukttp://www.plm.paris-sorbonne.fr/Textes/INMVH+NR.p@iccessed November 20, 2008), 3.
13 Bernhard, ChristoplOp. cit.,p. 42.

% |bidem,p. 83.

15 |bidem,p. 71.
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the poetic text. In its Aristotelian definition, eh

notion of passion indicates a state in which a pa [EE2UEEERERITE

sive object is subordinated to the action of anoth
object®. This definition corresponds to the prin-
ciple which theory of rhetoric imposes on disson
ances, assigning them two principal functions

delectare i.e. to decorate andhovere to move

Harmonic syntax

emotionally. Thus, the concept of passion implies
directional drive whose musical translation is fyart Figure 4: Interaction between the text and the harmonic syxta
accomplished by the use of the dissonance becdube dlirectional tendency that it implies. Thisakogy is
fully illustrated in the introduction of theamento d’Ariannavhere the escape from despair via death is trans-
lated into music by the dissonances and their néisol. Two figures obyncopaticare used for this purpose: the
highly expressive 9in bar 1 onlasciatemiand the ¥ in bar 7 whose resolution helps to emphasize ehm t
morire. This demonstrates a point that is key to my hypsis. The use of these expressive dissonances-cont
butes indirectly to the asymmetry of root progressiwhile supporting dominant vectors by the prafxan and
resolution of the dissonances: the preparatioh@flissonance bar 1 implies a fundamental step asaending
fourth (vector +4) during the preparation (it doed generate any chord progression at the poiits aesolu-
tion). The dissonance at bar 7 leads to an upwardiamental step (vector +2) at the time of itaration and

a ascending fourth (vector +4) at the time of @salution. All these progressions belong to thegaty of the
dominant vectors.

The correlation between the text's syntax andhtimenonic syntax can be established via the grammati
cal concept of transitivity that applies not onbyvierbal language, but also to harmonic syntahassbeen un-
derlined by Nicolas Meeds In his cognitive approach to transitivity, theduist Jong-Seok Soh defines a tran-
sitive construction as basically asymmetritahccording to his definition, transitivity impliee vector cause-

effect and the concept of causally dependent clidiphenomena.

1 5
n —
s T —% T T
o i I F o — - —d = — f
S| |He = S +— s Hf 33— o
? s === = = = » =
¢ S — !
La-scia - -fe-mi mo- ri- re La - scia -te - mi mo - ri - - -re
o}
S22 |t = T o
2 s TR —— : M — HE C——— I :
» 1 ; PH—+ e 1 } t t
O LA = S ¥ T = e s O
z 2 ST
La-scia - ~te-mi  mo- ri- re La -scia-te - mi mo - -ri ~re
8
s T T
A |H—e T T T I i 7
Ay + t —— — i — ——
> = C — =
e =43 S = =
~— i
La-scia- - te - mi La -scia-te - mi mo- ri - - =re Dominant vectors
+ |H : ‘ Ty oede ot = s — = 4 —
I s t t s o E— —— —
D i t — 3 :i—
La-scia-te-  mi La- scia-te -mi mo- fi - -re +2:—
—— —_—
B 9 > ot
) e —— e s S S—— S— S i S — —— —"— 2
= = —— = === 1:’ t =" 1 "4 —
La-scia - -te-mi mo - ri- re La - scia -te - mi mo -5 = = =8 +3: —
a . » o ) Jpa—
- o= - » -

Example 1:Monteverdi, Lamento d’Arianna; 1.Lasciatemi morirdars 1-8.

' Aristotle. 1986.0n the soyltrans. by Hugh Lawson-Tancred. HarmondsworthgBnBooks, pp. 201- 216.

" Meeus, Nicols, 1992. Une approche cognitive detelité, transitivité, rection et fonctions tormlénalyse
musicale February: pp. 26-29.
18 Soh, Jong-Seok. 200Pransitivité sémantique et ses corrélats concept@®D diss. Paris IV, p. 11.
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In Western music, this definition corresponds te &symmetrical relation that is established between
dissonance (characterized by imperfection and gt and consonance (characterized by perfectind sta-
bility). | do not mean to suggest that harmonictaxrns directly conditioned by verbal syntax. Howgwne can
assume that the attempt to translate verbal syintaxmusical syntax may well have helped to devetomal
harmonic syntax. The extract of thamento d’Ariannaguoted above demonstrates this analogy. The linitia
exclamationLasciatemi morirecan be considered as an asymmetrical construictiarhich the imperativéas-
ciate necessarily requires its complememtrire in order to complete the meaning of the sentefhhis bond is
transposed to musical syntax by the use of an paped dissonance drasciatemiwhich is resolved omorire.
Thus the incompleteness of the verb is translatém music by the incompleteness of the dissonaegeiting
the resolution by a consonance. This transposifoverbal syntax, insofar as it is accomplishedthwy use of
the dissonance, contributes to the asymmetry of pomgressions by causing dominant sequences. iHare

plies a vector +2.

Freer and more varied use of dissonance

Bernhard’s theory of figures establishes a distimchetween a superficial and an underlying stmect
of counterpoint. According to this concept, whichul be retained by many German theorists and fiticpéar
by Heinichen, the apparently irregular treatmenthefdissonance iseconda praticaan always be reduced to a
contrapuntal framework which is in line wighima pratica The reduction of expressive licence and freedmm t
strict counterpoirif is confirmed in the central part basciatemi morirevhere, in bar 13, a note-against-ndfe 7
occurs — this being formally proscribedstile antico Although this ' is reached simultaneously by contrary
motion in the bass and alto (E-D), it is impliciffyepared in the tenor part which sounds the Dainl2. Thus
the rules of preparation and resolution, which dbote to asymmetry, are respected in the counterpdun-
damental structure which can be reduced here tdtaudon. As a consequence, the preparation antuties
of the expressive dissonance (used here in ordeamslate into music the wonrtlra), affects harmonic pro-

gressions by implying dominant vectors.

;
- T = T I = F,‘t’ Dominant vectors
e w . = LAl 2 - T4 i —

-3: .

2 —
A (e

+2:—

T - Subdominant vectors
inco-sidu- ra sor - e ) —
B Fa e S — I | e I t::
|E= T 0 ! i 7 I .
inco-si du- ra sor- te
—_— ————

Example 2: Monteverdi,Lamento d’Arianna; 1.Lasciatemi morirebar 13.

The freer treatment of dissonancesiito moderndchas two other indirect implications. On the onadia
the freer and more varied use of dissonance fatgbttheir use. Since they are used more frequehdy con-
tribute to the asymmetry of root progressions. Rndther hand, it implies a phenomenon of fusiaween the
characteristic elements efncopatioandtransitus This phenomenon, which encourages the downwaalue

tion of passing notes is obvious in the final setf Lasciatemi morirewhere the initial consonant intervals of

9 Siegele, Ulrich1994. Cruda Amarilli oder Wie ist Monteverdis ,seda pratica” satztechnisch zu verstehen?
In Claudio Monteverdi, vom Madrigal zur MonodMusik-Konzepte, Heft 83/84: pp. 31-102. Minchéaxt +
Kritik.
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the passing notes are absent. In example 3, theingisotes have been added and framed. The contedpu
irregularity corresponds to the figure @fipsisand to the first casef heterolepsisiescribed by Bernhard. Ac-
cording to Heinichen, this figure appears especiallthe case of the passing note’s downward réisofd,

which is confirmed in the example. On the Biterolepsisvhich can be found in the extract, four of thera ar

resolved

by downward resolution and only two . = LT N : o
reach the consonance by upward motior '; — I‘—'u.,g.;e mi g -

It is precisely the downward resolution * @k@ s ——

La-scia-te- mi mo- ri - re
T T

which provokes the dominant progres:+ %?cu-—_m 5

sions: the single sub-dominant chorc

progression (vector +3), bar 31, is ac '

T — o
La-scigte -mi La- scia-te mi mo-ri - re
-5cia

companied by oneheterolepsis with " [E=———————"F t : : |42 -—

L’x-sciﬁ-‘te-mi mo - ri = re +3: —
upward resolution, whereas the othe. e > 2is

. . . Example 3: Monteverdi, Lamento d’Arianna; 1.Lasciatemi morirgbars 29-34.
expressive dissonances occur with domi-

nant vectors -3, +4 and +2.

More frequent use of dissonance
It is above all the comparatively more frequent asdissonance istile modernahan instile antico
which tends to emphasize the asymmetry of rootnessijons. The more frequent the dissonances, the timey
are able to affect chord sequences and to emphtmzasymmetry of root progressions. This correfatie-
tween dissonances’ frequency and the asymmetrgaifprogressions is corroborated by the statisticalysis
of Cantai un tempa@ndLasciatemi morireThese analysesave been performed by the softwardos £*. The
diagrams of figure 5 illustrate the results of #ymchronic analysis. They show thatGantai un tempoasym-
metry between the dominant vectors (dark grey setgn®taling 20.43% + 42.12% i.e. 62.55% of chogd s
guences) and the sub-dominant vectors (light gegynents totaling 31.92% + 5.53% i.e. 37.45% opadgres-
sions) is relatively lowit is about 25.10% (62.55%-

5,53%

37.45%). On the other hand, asymmetry is extreme
high in Lasciatemi morire it implies 70.22% (85%,
11-14.89%) of all chord sequencds$.the vectors

|mp||ed by dISSOI’laI’ICGS are |So|ated (emphaS|Zed Claudio Monteverdi 2nd book of madrigals, Claudio Monteverdi 6th book of madrigals,
Cantai un tempo. Lamento d’Arianna, 1. Lasciatemi morire.
texture), we see that the extreme disparity betwe: = ,
Dominant vectors
dominant vectors and sub-dominant vectors that o |3 pibmieesern

curs inLasciatemi morireis due mainly to the use of Figure 5: The ratio ofdominant to sub-dominant vectors in
dissonances, whereas the less marked asymmetryCf{itai un tempoandLasciatemi morire.
Cantai un Tempds partly due to their less frequent use. Thehtiawic analysis, illustrated by the two graphs of

figure 6, confirms the bond between the frequerfcthe dissonances and the asymmetry of root pregnes.

% Heinichen, Johann David. 195Ber Generalbass in der CompositioBressden: Bey dem autore, p. 601.
Heinichen does not use the termhefterolepsiemployed by Bernhard, but his explanations arsvtotypes of
the figure described in thEractatus

% The software and its instruction manual can berdoaded on the site of tHéniversité de Paris Sorbonne,
Patrimoines et languages musicaunktp://www.plm.paris-sorbonne.fr/VHLogiciels.shtrifdccessed November
20, 2008).
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The graphs show the fluctuation of total asymmatrgt asymmetry implied by the dissonances withinpikee.
Asymmetry is calculated for a definite number obichsequences (15 sequences in this case) ancbimpeated
by moving the observed sample by increment of drerd progression until the end of the work. Thetigat
axis refers to the asymmetry whereas the horizantal refers to the sample for which the asymmbéay been
calculatedIn both works, the amplitude of total asymmetryl¢bline) is partly connected with the fluctuatioh o
the asymmetry implied by the dissonances (dotteel).liAt the beginning o€antai un tempoone notices a
strong correlation between both asymmetries whgamaintained until sample 76. When asymmetry indptig
the dissonances drops substantially (after sam@)ethié total asymmetry is reversed on several doesgo
privilege the sub-dominant vectors. lasciatemi morireon the contrary, the significant asymmetry impligd
the dissonances is relatively constant and rendgfigitely correlated with total asymmetry durirtgetwhole
work. Tendency curves (the polynomial tendencyhef4” degree is represented by the thin lines) highligat
progressive stressing of total asymmetry as oneoappes the end of the work. This confirms Lowiriskypo-
thesis mentioned above according to which tonalityd, by extrapolation, chord sequences charatiteds

tonal syntax were, propagated in the piece stadiribe final cadence.

Monteverds, Second book of madrigals, Canial un iesmpo, diachromc analysis.
B0 -

A
20
04

total asymetty 0000 eeeeneees agymetyy iplied by dissonances

100

80

60 -

40

20

0

1 6 11 16 21 26 31 36 41 46

total asgmetsy 0 s asymetry implied by dissonances
Figure 6 : Diachronic analysis.

These results lead to several observations. They tie confirm the link which can be established in
theory between the frequency of dissonance anéghimmetry of root progressions: the more the desoes
are used (in order to express the poetic textibee they affect fundamental bass progressionsrivitfgging
dominant vectors and excluding subdominant progress This corroborates Zingerle's argument thathth
of tonality is the result of a selection of certalord sequencés In addition, the results suggest that the asym-
metry is not only due to the use of dissonancen éfvgou isolate the asymmetry implied by thesesdisnces, a
residual asymmetry (which cannot be explained gparation and resolution) remains in both piecestli,

the results demonstrate that the asymmetry of poagressions is present — not only in works of $heonda

22 Zingerle, Hans. 195Die Harmonik Monteverdis und seiner ZaNien: Edition Helbling, pp. 6-10.
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pratica — but also in works belonging to tipgima pratica This confirms the hypothesis that the asymmetry
does not appear abruptly at the beginning of thH2 déhtury with the advent of tonalffy On the contrary,
asymmetry, which can already be perceived in tHecthtury, gradually becomes more accentuated adt st

lized through the use of dissonances insofar asehech for musical expression and descriptiomgified.

Conclusion

The present paper has tried to establish that btteeanain aspects of tonal functioning, namelydhe
rectional tendency of chord progressions, depemdsutjective artistic choices inherent in Westerusiay
choices that are in part founded on Aristoteliasutfht. The aesthetic ideal s€conda praticanamely the ex-
pression of the passions and the subordinationusigrto the poetic text, may well have been a dezifactor
in the increase of asymmetry. Accordingly, onehaf ¢ssential characteristics of tonality have mwouraged
by the change of aesthetic paradigm fretite anticoto stile modernolt is not a question here of reducing the
operation of tonality to this single aspect andigmgy another of its characteristics: gravitatiooumd an estab-
lished tonal center which can be associated tmpiatthought. My aim has simply been to emphasize h
historical process could have contributed to atated aspect of tonal functioning. Analysis carread with a
view to testing this hypothesis points to two diffiet elements: on the one hand, it tends to condiratrong
correlation between the frequency of the dissonarak the fluctuation of asymmetry. On the otherdhan
shows that the asymmetry cannot be explained sbiethe use of dissonance. Residual asymmetryisHatind
in many works concerns other factors that are edlabd the principle of consonance to which therirahic
sequences are subjected. Nevertheless it is tlaathte increased use of the dissonance, fromeitend half of
the 16" century onwards, could have operated on harmgmitas as a filter by excluding the sub-dominant
sequences and implying dominant progressions. Riosnperspective, the expressive and descriptive afs

dissonance iseconda praticanay well have contributed to the advent of togalit

Abstract
The theory of harmonic vectors identifies the asytgnof root progressions as one of the outstanding

characteristics of tonal harmony. One of the pdssibigins of this phenomenon is the treatmenthef disson-
ance — through which the rules of preparation arsblution have repercussions on harmonic sequemnbés.
paper seeks to determine if the evolution of tkatinent of the dissonance, along with the changieecdiesthet-

ic paradigms fronprima praticato seconda praticais to be considered as one of the main causasyshme-
trical progressions and could have contributedtmk syntax. This evolution will be described wittierence to
Christoph Bernhard'’s theory of figures. Two examsplene instile anticoand the other irstile modernpwill
show the correlation between extra-musical refexenthe usage of dissonance and the directiorediahmonic

progressions, both in the overall statistics anthénlocal fluctuations of asymmetry through thekv@he anal-

ZTymoczko, Dimitri. 2003. Progressions fondamentdiasctions degrés : une grammaire de I'harmonie to
nale élémentairMusurgiaX: p. 43.
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ysis will highlight the dissonance’s impact on fhectuation of asymmetry through a given work andl indi-

cate some general tendencies.
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