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Abstract

A .psychophysical model designed to explain the phenomena of resolved/unresolved
harmonies and the major/minor modalities in traditional Western diatonic music is
presented. The model uses solely the acoustical features of the pitch combinations for
calculation of the total “dissonance”, “tension” and “modality” of chords. Dissonance is
defined as a 2-tone effect, similar to the model of Plomp & Levelt. Tension is defined as a
3-tone effect due to the relative size of intervals, following the idea of “intervallic
equivalence” by Leonard Meyer. The total sonority of any number of tonal combinations can
be computed on the basis of these two concepts.
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