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MTO 31.2 Examples: Hannaford, Eric Dolphy’s and Yusef Lateef’s Synthetic Formations

(Note: audio, video, and other interactive examples are only available online)
https://www.mtosmt.org/issues/mto.25.31.2/mto.25.31.2.hannaford.html

Example 1. Dolphy's synthetic scale and scale degrees
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Example 2. Dolphy’s first two major synthetic scales. All rights reserved. Used by permission.
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https://www.mtosmt.org/issues/mto.25.31.2/mto.25.31.2.hannaford.html

Example 3. Dolphy's additional synthetic scales. All rights reserved. Used by permission.




Example 4. Lateef's abstracted combined major scale formations. © 2025 Fana Music. All rights
reserved. Used by permission.
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Example 5. Analysis of Dolphy’s synthetic scale

Bb major
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Example 6. Shared and distinct pitches in Dolphy’s synthetic scale
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Example 7. Dolphy's combinations of seventh chords and resulting melodic patterns. All rights
reserved. Used by permission.




Example 8. Lateef's arpeggios and harmonic interpretations
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Example 9. Lateef's five-note cells
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Example 10. Analysis of Lateef's five-note cells
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Example 11. Lateef's overlapping major and minor triads
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Example 12. The complete hexatonic set of overlapping triads
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Example 13. Lateef's overlapping triads and interpolated pitches. © 2025 Fana Music. All rights

reserved. Used by permission.







Example 16. Analysis of Lateef's melodic patterns based on Dolphy's scale

Phrase 1 2 3 4
Pitch C4 | B4 | F4 ES | F44 | F5 [ Dg4 | DS | Fg4 | F5 B4 | A#5] C#5] C6 | A#4 Aj
Scale Degree in Dolphy Scale 1 7 4 9 3 8 4 9 7 12 6 11
Lateef Interpolations v v v v v v v
Additional Interpolations
Intervals <11, -6, 11> <11,-14, 11> <11, -6, 11> <11, -14, 11>
Interval Classes <1, 6, 1> <1,2, 1> <1, 6, 1> <1,2, 1>
Relationship T6 of Phrase 1 (exact) T7 of Phrase 2 (exact)
PC set (11,0,4, 5) (2,3,5,6) (5,6, 10, 11) (9, 10,0, 1)
Set Class (0156) (0134) (0156) (0134)
5 6 7 8 9 10
Eb4| D5 E4 | D#5| D4 | C45 | G4 | F#5 | Bb4 AS C5 B5 A4 | G#5| D4 | C#5 | F4 E5 C5 B5 C6
3 8 6 11 12
N v v v v
v v v v v v v v v v v
<11,-10, 11> <l1,-6, 11> <I1,-9, 11> <11,-18, 11> <l1,-4,11>
<l,2, 1> <1, 6, 1> <I,3, 1> <1, 6, 1> <l,4, 1>

Rotates each pitch's order

Set class superset of Phrase| T9 of Phrase 1 (second position from Phrase | by 2

Set class subset of Phrase 7 T2 of Phrase 1 (exact) 5 dyad $vb)

places
(2,3,4) (1,2,6,7) (9,10, 11, 0) (8,9,1,2) (11,0,4,5)
(012) (0156) (0123) (0156) (0156)

Example 17. Ascending pitches using discontinuous scale degree fragments
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Example 18. C as 12°/1" in an ascending fragment, right hand, m. 2
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Example 19. 1°/12" in a descending fragment, left hand, m. 4
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Example 20. Scale-degree analysis of Lateef's

Ten Short Contemporary Piano Pieces, no. 4

Phruse 1 2
Right Hud Pitches C4 Céd4 Di4 F#d Gud A#4 B4 DS | F4 G4 A4 C5 C#S DS Fus GhS  A#S BS D6 F6 _G6 A6 B6 |
Right Hand Scale Degrees 1 2 [ 3] 4] 5[] 7 8 o [w [ Jial 2 T3]l a5 a7 &8[9 [w[nl[m
Lefi Hand Scile Degrees s e [ 70 23] 45 2 3 s [ s el 7] s sl 9wl 789
Left Hand Pitches Giz | Axz BI 03 o83 Ded Fe3| Ges| c#3] Dw3 Fe3 G#l A%3 B3 D4 D3 F3 Gi A3 B3I Dd F4 G
Opening and closing dvads | GO G#-D| Ci-F G-RB
Dyads' Harmonic Implications Gfiiaddd11) CHTEN)
3 4 5
A5 G5 F5 D5 B4 A#d G4 F#4| D#6 Ci#6 C6 A5 G5 F5 D5 B4 A# G#d Fhd D#4 CH#4 C4 A3 | G4 A4 C5 CHS D#5 F#5 G5 A#S
w9876 s [ a3 ]2 Jwmlufwl[9e[8]7 6 s [ 43 [2 Jwmfufwolmnfen]2]3[4]s 6
8 | 7 6] 5 JTw]o s 7l ujiwlo s8] 76 s 43 2lvmlulw]loeolsf2]3]4]nfralal]3 4
D} B3 Bb3 Ab3 G3 F3 D3 H A4 G4 F4 D4 B3 Bb3 Abl F#4 D#4 C#4 C4 A3 G3 |F3 |D3 [D#3 F#3 G#3 A3 C4  C#4 | D4
D-A B-F£|A-D# D-A|D&-G F#-A4
Bm7 D Phrygian Dg major/minor triad
3 7 8
Bi D4 F4 G4 A4 35 C#S Des| C#§ €5 A4 G4 F4 D4 B3 A#3 | Gid Fed Dmd C#d C4 A4 G4 F4
7 8 | 9o [ 1w | Jw] 2 E) 2 [zl [ w9 [ 8|7 i 5 4 |3 [ 2l fw] e
w [ 11 Jia] 2 T8 g [ ] w] o] & 7 e [l w P 2w o3 2Tmln
Fed [ G2 A2 3 C#3 D3 F3| o3| aAs] G3 F3 D3 B2 Bh2 Al G2 oby 4 A3 G3OF3 Ebd O Cp
G-B A-Dg| G- 5—Ce [C-G# AT
{i aug Cil Phrygian F major/minor

Example 21. Reduction showing descending tenths in Lateef's 7en Short Contemporary Piano

Pieces, no. 4
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Example 22. Dolphy's bass part for “Gazzelloni.” All rights reserved. Used by permission.




Example 23. “"Gazzelloni” melody
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Example 24. Melodic analysis of “Gazzelloni,” mm. 1-8
Melodic Pitch C4 |Db5 | Ebd Ab4 Fyd B4 E5 A5 D5 G4 Ad G5 | Bb53 | No. of Matches Match
C4 tonic ¥ v | v [V |V v | v v 8 61.5%
F#3 tonic N N v v 4 30.8%
B3 tonic J | 7 J J |V 5 38.5%
E3 tonic v v Vv Vv Vv Vv Vv 7 53.8%
Db3 tonic v v v v v 5 38.5%




Example 25. Dolphy’s bass part for “Out to Lunch.” All rights reserved. Used by permission.




Example 26. Analysis of Davis's improvised bass part on “Out to Lunch,” 3:11-3:28

Bass Pitch A2 | G3 | F3 | D3 | E3 | A3 | B3 | Eb4 E4 | Fg4 [ E2
Initial Time of Pitch(es) 3:11 3:17 3:18 3:20 3:22 3:23 3:28
Scale Degree 6 "5 4 3 9 6 N n/a ~9 ~10 ~g
Octave Correlation ! v v v ! v T - v v !




