MELoDIC MINOZ HARMONY

ToM LIPPINCOTT

TQADITIONALLY, IN CLASSICAL MUSIC, THE MELODIC MINO® SCALE IS PEQFORMED ONE WAY ASCENDING:
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AND A OIFFERENT WAY DESCENOING, WHICH COSRESPONOS TO THE NATURAL MINOR SCALE:
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IN TAZZ, THIS METHOD IS ABANDONED, AND THE SCALE IS PEQFORMED THE SAME WAY DESCENDING AS IT IS ASCENOING. THIS IS BECAUSE THE SCALE

IS HARMONIZED TO FoeM |, II, lIl, IV, V, VI, AND VII CHogDS. IF ALL THE NOTES OF B0TH THE ASCENOING AND DESCENDING VEZSIONS WEE USED

TO GENERATE HARMONIES, THERE WOULD 8E SEVERAL CONSECUTIVE HALF STEPS, AND MUCH MAYHEM WOULD ENSUE. SO TAZZ MUSICIANS HAVE TO BECOME
COMFORTABLE WITH THE SCALE, MELODICALLY AND HARMONICALLY, AS A SEVEN NOTE SCALE CONTAINING ONLY THE NOTES €, 19, b3, v1i, 5, bi3, aNo 47,

IT'S WORTH NOTING THAT THE SCALE IS LIKE A NATURAL MINO® SCALE BUT WITH bb AND 47 02, ALTEENATELY, LIKE A MATOR SCALE WITH A b3.

THE MATOR AND HAGMONIC MINOR SCALES ARE NOZMALLY ASSOCIATED WITH MATOR AND MINOZ KEY CENTE®S. THUS, IF A COMPOSITION IS IN THE KEY OF C MATOR,
THE C MATOZ SCALE IS TYPICALLY USED TO FORM MELODIES AND HAZMONIES. THE C MATOR SCALE CAN 8E CONSIOERED THE 'NATIVE' SCALE TO THAT KEY. IN TA2Z,
THE MELODIC MINO® SCALE IS GENERALY USED IN A DIFFESENT MANNE? ALTOGETHE?. THERE APEN'T TUNES WRITTEN IN THE 'KEY OF C MELODIC MINOZ," WHEZE
CHORDS OEQIVED FQOM THE ‘NATIVE" SCALE AQE USED. IN OTHER WORDS, ONE WON'T QEALLY SEE A TUNE WRITTEN IN. SAY, C MELODIC MINO® THAT STAETS ON THE
| CHOZD, THEN GOES TO THE V CHOZD, THEN TO THE IV AND S0 ON. INSTEAD, THE HAZMONIES OERIVED FOM THE MELODIC MINOZ SCALE ARE MOZE TYPICALLY USED
IN PLACE OF THE NOZMAL HAZMONIES USED IN MATOR 0% MINOZ KEY CENTERS, IN A MORE AQBIT2ALY WAY. THE MELOOIC MINOR HAZMONIES ACE TYPICALLY USED

IN ISOLATION, AS SUSSTITUTE SOUNDS FOR THE MOZE BASIC HARMONIES IN A MATOR 0 MINOR KEY. THIS IS ONE OF THE WAYS THAT TAZZ PEQFORMERS, ARANGELS.
AND COMPOSERS CREATE THE INTERESTING AND RICH SOUNDING HARMONIES THAT THE TAZZ STYLE IS KNOWN FOL. THE TECHNIQUE OF SUBSTITUTION CAN 8E, ANO
OFTEN IS, USED BY A SOLOIST 02 A COMPE? SPONTANEOUSLY IN REAL TIME WITHOUT ADVANCE DISCUSSION WITH THE OTHE® PEQFORMERS.

TO 2EGIN MAKING USE OF THE MELODIC MINO® SCALE AS A DEVICE FO? REHAZMONIZING CHOZDS FROM MATOR AND MINOR KEYS, IT'S FIZST NECESSAQY
TO BECOME FAMILIA® WITH THE ASCENOING, 02 'TAZZ," MELODIC MINOZ VEZSION OF THE SCALE ANO THE BASIC HAZMONIES THAT ARE DERIVED FQOM EACH MOOE.

BELOW ARE LISTED THE SEVEN MODES OF THE C "TAZZ" MELOOIC MINOR SCALE. FIRST, EACH MOOE IS LISTED WITH THE NOTES IN ASCENOING ORDER, WITH EACH

NOTE'S FUNCTION LISTED BELOW (CHOD TONES OF €, 3, 5, AND 7, AND UPPER EXTENSIONS/COLO? TONES OF 9. 11, AND 13). NEXT IS THE 84SIC FoUR NOTE
SEVENTH CHOD AND ITS COMMONLY USED CHORD SYMSBOL.

QESULTING 8ASIC TTH CHOZD
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THE FIRST MODE, OFTEN CONVENIENTLY CALLED "MELODIC MINOR," IS PROBABLY THE MOST STRAIGHTFORWARD IN ITS USAGE. IT IS COMMONLY USED AS A
SUBSTITUTE SOUND FOR TONIC MINOR CHOROS. THUS, IN A Il V | PROGRESSION IN C MINoR (DMTb5, G, CM7), THE C MELODIC MINOZ SCALE COULD

BE USED OVER THE | CHORD AS AN ALTEQNATIVE SOUND TO THE BASIC NATURAL 0% HARMONIC MINOR. NOTE THAT THE PLAYER WOULD, IN MOST CASES,
ONLY USE THE C MELODIC MINOR OVER THE | CHO?D. THE A NATURAL IN THE MELODIC MINOR SCALE WOULD CLASH WITH THE Ab IN THE OMTb5 CHoO.

PART OF WHAT MAKES THIS TECHNIQUE EFFECTIVE IS THAT THE PLAYER WOULD CHANGE FEOM ONE SOUND TO ANOTHER AS THE CHOROS CHANGE. CREATING
MOQE COMPLEXITY AND, THEREFORE, HOPEFULLY MORE INTEREST.
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THE SECOND MODE, USUALLY CALLED “PHRYGIAN NATURAL bTH' BECAUSE OF IT'S SIMILARITY TO THE PHEYGIAN SCALE, IS TYPICALLY ONLY USED IN A
LESS TRADITIONAL MODAL CONTEXT. THIS TECHNIQUE WILL 8E DISCUSSED SBELOW.
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THE LYDIAN AUGMENTED SCALE FOZMS AN INTEESTING SOUNDING CHO2D, THE AUGMENTED MATOR SEVENTH; AN AUGMENTED T2IAD WITH A MATOR
SEVENTH. THIS SOUND CAN 8E USED AS A SUBSTITUTE SOUND FOR A MATOR SEVENTH CHORD, USUALLY THE | 02 THE IV CHOZD IN A MATOR KEY.

THIS TECHNIQUE CAN CAUSE A FAIELY 2ADICAL CHANGE IN THE SOUND AND MO0D, ANO THEREFOZE CAPE SHOULD 8E TAKEN WHEN USING IT.

MOgE SPECIFICALLY, THE AUGMENTED MATO? SEVENTH SOUND WAS RARELY IF EVER USED IN TA2Z BEFORE THE 1960s 02 S0, AND USING THIS

SOUND IN A MOZE TRADITIONAL CONTEXT MAY SOUND OUT OF PLACE. AGAIN, A SOLOIST 02 COMPER USING THIS SOUND ON A MATOR SEVENTH

CHORD IN THE CONTEXT OF, FOR EXAMPLE. A Il V | PROGRESSION IN THE KEY OF Eb WOULO USUALLY ONLY "SWITCH' TO THE SOUND OVER THE | CHo2O.
IN THIS EXAMPLE, THEN, A SOLOIST MIGHT SOLO OVE? THE Il AND THE V PORTION OF THE PROGRESSION (FM7 aND 857) USING MOZE CONVENTIONAL

VOCABULARY, ANO THEN CHANGE OVER TO THE Eb LYDIAN AUGMENTED SOUND OVE THE | CHORD.
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AFTER THE 1ST MODE, THE LYDIAN DOMINANT SOUND IS PROBABLY THE NEXT MOST STRAIGHT FORWARD IN IT'S USAGE. THE HARMONIZED SCALE YIELOS

A DOMINANT SEVENTH CHORD, PLUS THE UPPER EXTENSIONS/COLOR TONES OF 9, #11, ANO 13. THIS SOUND OIFFERS 8Y ONLY ONE NOTE FROM THE

BASIC MIXOLYDIAN SOUND, ANO S0 THE LYDIAN OOMINANT SOUND CAN 8E USED FAIRLY EASILY AND SUCCESSFULLY ANYWHERE THAT A MIXOLYDIAN SOUND

IS NORMALLY USED (LE.. THE V CHORD IN A MATOR Il V | PROGRESSION). IN THE ABOVE CASE, IN A Il V | PROGRESSION IN THE KEY OF Bb MATOR, A SOLOIST

0% COMPER COULD SWITCH OVER TO THE ABOVE SCALE/SOUND FOR THE V CHORD. THE LYDIAN OOMINANT SOUND IS ALSO PARTICULARLY EFFECTIVE FOR DOMINANT
SEVENTH CHORDS THAT AQE NOT USED AS V CHOZOS. THIS WILL 2E DISCUSSED IN DEPTH BELOW.
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THE "MIX0 bb" SOUND IS ANOTHER ONE THAT IS USUALLY ONLY USED IN A MODAL CONTEXT, DISCUSSED 8ELOW. THE SOUND COULD £E USED ON
A V OOMINANT SEVENTH CHORD IN MATOR 0% MINOR AS REPRESENTED ABOVE, BUT TENDS TO SOUND SOMEWHAT DATED ANO SPECIFIC TO A
PARTICULAR STYLISTIC PERIOD, WITH IT'S DISTINCTIVE SOUNOING 19/b13 CoLOR TONES. FOR AN EXAMPLE, THINK OF THE OPENING V CHORO FoR 'IT
Hao To BE YoU' AS IT'S OFTEN PLAYED AT SOCIETY DANCES.
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THE LOCRIAN 59 (SOMETIMES WRITTEN AS 52) SOUND IS A COLOFUL ANO USEFUL SOUND FOR HALF OIMINISHED CHOROS. IN FACT, THE NATURAL STH

IN THE SCALE ELIMINATES THE NOZMAL DISSONANCE ASSOCIATED WITH THE STANDAZD LOCRIAN SOUND. WHICH HAS A FLATTED NINTH, SO IN THIS CASE,
THE MELODIC MINOR 'SUBSTITUTE" SOUND IS IN SOME WAYS LESS DISSONANT AND MORE STABLE THAN THE STANDARD LOCRIAN, 0% EVEN THE 2NO MODE
OF HAZMONIC MINOZ. IN THE ABOVE CASE., THE SOUND COULD 8E INSERTEO IN A Il V | PROGRESSION G MiNog (AMTb5, D7, GM7) ovER THE Il CHogo.
OCCASIONALLY, EVEN IN A MATOR KEY A HALF DIMINISHED CHORD WILL 8E USED 4S A Il (AMTb5, D7, GMATT). IN THIS CASE. THE LOCRIAN 59 SOUND

IS EVEN MORE APT, SINCE THE 19, 8, WILL BECOME THE 53 OF THE GMATT CHogO.
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THIS MODE IS THE STRANGEST OF ALL IN IT'S "NATURAL' STATE. WE END UP WITH A HALF DIMINISHED CHORD, WITH EXTENSIONS/COLOR TONES OF

b9, b1l, ANO b13. NOTICE THAT ENHARMONICALLY SPEAKING. A b1l IS THE SAME THING AS A 3! S0 EVEN THOUGH ON PAPER, THIS LOOKS LIKE A

HALF OIMINISHED CHORD, OUR EAR IS GOING TO HEAR THAT IT HAS A MATOR THIRO. WE CAN QECONCILE THAT 8Y SWITCHING PLACES BETWEEN THE THIZD
ANO THE bil, ANO CALL THE Eb THE 53, ANO THE D% A #9. WE CAN ALSO CALL THE b5 A #11. NoW HERE'S WHAT WE ENO UP WITH:
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NOW WE HAVE SOMETHING THAT MAKES A LITTLE MORE SENSE TO OUR EAR: A DOMINANT SEVENTH CHORD WITH NO 5TH, 8UT WITH FOUR COLOR TONES:
b9, #9, #11, AND b13. NOTICE THAT THE ACCIOENTALS FOR Eb ANO F HAVE BEEN CHANGED TO THEI? ENHARMONIC SHARP EQUIVALENTS TO FIT THE

NAME OF THEI? FUNCTIONS S8ETTEL. WITH ALL THESE "ALTERED" COLOR TONES, WE ENO UP WITH A VERY TENSE SOUNDING DOMINANT SEVENTH CHORD.
AS IT TUENS OUT, A TENSE SOUND FITS A DOMINANT SEVENTH CHORD QUITE WELL WHEN IT'S BEING USED AS A V CHORD. AFTER ALL, THE V CHoRD'S
FUNCTION IS TO SOUND UNRESOLVED, LIKE IT NEEDS TO GO SOMEWHERE ELSE. WITH ALL THOSE TENSE SOUNDING COLOR TONES, THE 87 CHogo
PEALLY SOUNOS LIKE IT NEEOS TO RESOLVE TO AN E CHO®D. IT CAN RESOLVE TO AN E MATOR 02 AN E MINOR, IT DOESN'T REALLY MATTER. (WHAT
DOES MATTER IS THAT WITH ALL THAT EXTRQA TENSION, THE RESOLUTION IS GOING TO SOUND EVEN MORE SATISFYING THAN A "VANILLA' V TO |. TAzz
MUSICIANS HAVE USED THIS SOUND TO GREAT EFFECT SINCE THE BEBOP ERA; IN FACT, OF ALL OF THE MELODIC MINOR MOOE USES, THIS ONE IS PROBABLY
THE MOST IMPORTANT AND THE MOST COMMON.

IN 0R0E? TO BEGIN TO EFFECTIVELY USE THESE SOUNDS IN CONTEXT, THE TA2Z STUOENT NEEOS TO 8E AS FLUENT AS POSSIBLE WITH THE TA2Z

MELODIC MINOZ SCALE. [T'S PRETTY IMPOSTANT ALSO TO UNDEZSTAND THE USE OF EACH OF THE MODES, THE CHOZD TYPE, ANO THE UPPER EXTENSIONS

Fo? EACH. HOWEVE?, ONE INTERESTING THING ABOUT THE MELOOIC MINOR SCALE, THAT'S UNLIKE THE MATOR 02 HAZMONIC MINOR SCALE, IS THAT THECE
AZEN'T EALLY ANY TENSION POINTS BUILT INTO THE SCALE. IF YOU PLAY EACH OF THE CHO%DS LISTED ABOVE FOR EACH MODE, AND PLAY THROUGH EACH
NOTE OF THE MOOE AGAINST THAT CHO2D, YOU'LL NOTICE THAT EACH NOTE SOUNOS PRETTY GOOO AGAINST THE CHORD. FO® THIS EASON, THEE IS A LITTLE
MOZE LEE-WAY WITH THE NOTES OF THE MELODIC MINOR SCALE; AS LONG AS YOU'RE PLAYING ONE 0% MORE OF THE QIGHT SEVEN NOTES OVER THE QIGHT
CHORD, YOU PEETTY MUCH CAN'T GO WRONG. ON ONE HAND, THIS FACT CAN MAKE THE SCALE A LITTLE EASIER TO GET A HANOLE ON, 8UT ON THE OTHE?
HAND, IT CAN 8E TEMPTING TO MINOLESSLY RUN UP ANO OOWN THE SCALE WITHOUT QEGARD TO HOW EACH NOTE QELATES TO THE CHORO, SINCE ALL THE
NOTES SOUND PETTY GO0D. WITH THIS NOTE OF CAUTION, I'LL INTRODUCE THE NEXT CONCEPT, WHCIH CAN 8E USED AS A SHORTCUT TO GETTING THE
HANG OF WHICH MELODIC MINO® SCALE/MOOE TO USE WHEN.

QATHER THAN THINKING OF EACH MOOE AS A SEPARATE ENTITIY UNTO ITSELF, MANY PLAYERS FIND IT USEFUL TO ASSOCIATE THE PARENT MELODIC MINOR
SCALE WITH ALL SEVEN OF THE OIFFERENT MOOES. S0 WHETHER YOU'RE PLAYING OVER CM/MATT, B7ALT, 02 F7HL1, You TUST NEED TO KNow “C MELODIC
MINOR," RATHER THAN THINKING OF C MELODIC MINOZ, B ALTERED, 02 F LYDIAN DOMINANT FOR EACH CHORD.



MELODIC MINO® CHORD/MODE

"SHORTCUT" FOR PARENT SCALE
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IN THE PRECEOING EXAMPLE, THEN, EVEN THOUGH THERE ARE SEVEN OIFFERENT CHOROS, THE APPROACH IS TO THINK C MELODIC MINOR OVER EACH ONE.
WITH THE "MELODIC MINOR UP A HALF STEP" THINKING, IT BECOMES EASIER TO TRANSFE® THIS IOEA TO OTHER KEYS. S0, FOR EXAMPLE, TO FIGURE OUT
WHICH SCALE TO PLAY OVER AN FHTALT CHORD, TUST THINK "MELOOIC MINOR UP A HALF STEP,' WHICH, IN THIS CASE, IS G MELOOIC MINOR. TO FIGUCE
OUT WHICH SCALE TO PLAY OVER D7 IF YOU WANT A LYDIAN DOMINANT SOUND. THINK MELODIC MINOZ FROM THE STH (OF 07, o A MELODIC MINOS.

AGAIN, THE ABOVE TECHNIGE CAN 8E A GREAT SHORTCUT TO LEAZNING TO USE THE DIFFEENT MELODIC MINO® SOUNDS, BUT THE STUDENT SHOULD NOT
USE THAT TECHNIQUE AS A CRUTCH AND NEVER BOTHER BECOMING INTIMATELY FAMILIAR WITH THE CHORD TONES INVOLVED IN EACH MOOE. THIS IS
PARTIALLY WHY THE CHORO TONES FOR EACH MODE ARE LISTEO 8Y FUNCTION: C IS THE 200T OF C MELODIC MINO, BUT SECOMES THE b7 OF O PHEYGIAN
NATURAL SIX, AND SO FORTH.

THE NEXT "SHORT CUT" ALSO INVOLVES PARALLEL THINKING FOR ALL 7 MOOES. AS WAS MENTIONED EAQLIER, THERE ARE NO REAL SIGNIFICANT TENSION
POINTS BUILT INTO THE SCALE; ALL 7 NOTES WILL SOUND PRETTY GOOD OVER ANY OF THE SEVEN ODIATONIC CHORDS. HOWEVER, THERE IS ONE "MAGIC'
SET OF FOUR NOTES THAT VERY EFFECTIVELY CAN 8E USED TO IMPLY THE SOUND OF THE ENTIRE SCALE; THE FOUR NOTES OF THE IIIMATT#5 CHORD.
IN 0UR EXAMPLE KEY OF C MELODIC MINOR, THAT WOULD #E EbMATIHE. IF WE USE THOSE FOUR NOTES AS AN UPPER STRUCTURE, AND PUT EACH OF
THE SEVEN NOTES OF THE SCALE UNOE® IT AS 8ASS NOTES, WE ACTUALLY GET GREAT CHORD VOICINGS FOR EACH OF THE SEVEN OIATONIC MELODIC
MINOR CHORDS:
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NOTICE THAT FoR MOOES Il ANO V THE CHOZD SYMBOL CONTAINS AN ABBREVIATION OF THE MODE NAME QATHER THAN THE "8ASIC’ SEVENTH CHOZD SYMSOL.
THIS IS DUE TO THE TYPICAL "MODAL" USAGE OF THESE TWO SOUNDS. THIS WILL 2E DISCUSSED IN MOZE DETAIL SELOW.

FoR COMPING INSTRUMENTS, THE IIMATT45 UPPER STRQUCTURE CAN 8E USED TO GOOD EFFECT FOR CHOZD VOICINGS. BUT FOR SOLO INSTRUMENTS, THE
[IIMAT745 CHORD CAN BE ARPEGGIATED FOR A SIMILAR EFFECT. FOR EXAMPLE, TO GET A GOOD DISTILATION OF AN F LYDIAN DOMINANT SOUND OVER AN
F7 CHORD, TRY ARPEGGIATING THE EbMATTS CHORD. THE SAME TYPE OF THINKING AS IN THE PREVIOUS EXAMPLE COULO 8E USED TO BEGIN TO GET
COMFOLTABLE WITH WHICH ARPEGGIO TO USE WITH WHICH CHORO:

IM/MATT: MATT45 ARPEGGIO FROM b3 OF CHORD

Il PHRYG.HE: MATT45 ARPEGGIO FROM b9 OF CHORD

Il MAT7HS: MAT45 ARPEGGIO FROM R0OT OF CHORD
IV LYDIAN DOM.: MATT45 ARPEGGIO FROM b7 OF CHORD
V MiX0.bb: MATT#5 ARPEGGIO FROM bb OF CHORD

VI HALF DIM.: MATT45 ARPEGGIO FROM b5 OF CHORD
VIl ALT. OOM.: MATT45 ARPEGGIO FROM 32D OF CHORD

S0, FOR EXAMPLE, FOR A CM/MATT CHORD, PLAY A MATT5 ACPEGGIO FROM THE b3 OF THE CHOO, 02 EbMATTHS. FOR AN Ab LYDIAN DOMINANT CHOZO,
PLAY A MATTHS AZPEGGIO FROM THE b7 OF THE CHORD, 02 GHMATTHS.

ANOTHE? IMPORTANT CONCEPT IS THAT OF TRITONE SUBSTITUTION SETWEEN THE ALTERED OOMINANT MOOE ANO THE LYDIAN DOMIINANT MOOE.

IN THE EXAMPLE IN C MELODIC MINOR, THE LYOIAN ODOMINANT MOOE IS F, ANO THE ALTEZED OOMINANT MOOE IS 8. IT IS PRESUMED THAT

THE STUDENT IS ALZEADY FAMILIAR WITH THE BASIC CONCEPT OF TRITONE SUBSTITUTION. NOTICE THAT SINCE THE F LYDIAN DOM. AND B ALTERED
MODES ARE EXACTLY A TRITONE APAET, ANO THEY B0TH FORM DOMINANT SEVENTH CHORDS, THEY WILL BOTH SHARE THE SAME 3f0 AND TTH, ALTHOUGH
THE 220 OF F7 WILL 8E THE TTH OF 87, AND VICE VEQSA. NOTE ALSO THAT THE Eb HAS BEEN CHANGED TO A D% ON THE B7 CHORD SINCE IT'S
BEING USED AS A MATO? THIfD. THE TWO NOTES SOUNO THE SAME TO THE EAR, HOWEVES.
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6  THEREFORE, IN A Il V | PROGRESSION IN E. THE 8 ALTERED SOUND COULD 8E USED OVER THE V CHORD, BUT THE F LYDIAN DOMINANT SOUND COULD
ALSO BE USED IN IT'S PLACE. THE PARENT SCALE FOR EITHER HAEMONY WOULO 8E C MELODIC MINOZ, ANO FURTHERMORE, EbMATT45 COULD 8E USED
QUITE EFFECTIVELY AS AN UPPER STRUCTURE FOR A CHORD VOICING, 0% ARPEGGIATED 8Y A SOLOIST TO IMPLY EITHER 02 80TH SOUNDS. AT THIS POINT,
THE ONLY OIFFERENCE BETWEEN THE 8 ALTERED SOUNO ANO THE F LYDIAN OOMINANT SOUND IS GOING TO BE WHICH NOTE THE 8ASS PLAYER CHOOSES
TO PLAY.

AN EXAMPLE OF A TUNE WITH THE TRITONE SUBSTITUTION LYDIAN DOMINANT SOUND BUILT INTO IT WoULD 8E Dizzy GILLESPIE'S A NIGHT IN

TUnisiA. THE TUNE IS IN D MINOR, AND BEGINS WITH AN EbTHL CHORD PROGRESSING TO A D MINOR CHORD. EbTHLL IMPLIES LYDIAN DOMINANT; THE
PARENT SCALE WOULD 8E Bb MELODIC MINOR. THE 7TH. 0% ALTEQEO MODE IN Bb MELODIC MINOZ WoULD 8E A. USING THE ABOVE IOEA, AN ATALT SOUND
COULD 8E SUSTITUTED FoR THE EbTH1 SOUND. IF THE BASS PLAYER PLAYED AN A INSTEAD OF AN Eb AS A BASS NOTE, AND THE CHORD INSTRUMENT
STILL CONTINUED TO PLAY THE Eb7#1 CHORD, THE A7 ALTERED SOUND WOULD RESULT, SUCH IS THE CLOSE RELATIONSHIP BETWEEN THE TWO SOUNDS.

THE "MoDAL" MOOES:; Il aND V

IT WAS MENTIONED BEFORE THAT THE 2ND ANO 5TH MOOE OF MELODIC MINOR ARE RARELY USED IN THEIR MORE TRADITIONAL MANNER. THE SECONO MOOE
0F C MELODIC MINOR IS RARELY USED OVER A OM7 CHORD, ANO THE FIFTH MOOE oF C MELODIC MINOR IS RARELY USED OVER A G7 CHORD. HOWEVER,

IF WE GO TO THE [IIMAT745 UPPER STRUCTURE IDEA, WE GET SOME INTERESTING SOUNOS FO® THOSE TWO MOOES. HERE ACE THE TWO UPPER STRUCTURE
PLUS BASS NOTES FOR MOOES Il AND V AGAIN:

3 EbMA‘st/ 0 (o2 0 Pueve:) EbMATwS/ G (08 G Mix0.56)
98 Gii !
-

NOTICE THAT MOST OF THE OTHER UPPER STRUCTURE PLUS 2ASS NOTES SOUND MORE 0% LESS LIKE THE BASIC TTH CHORD, 8UT WITH ONE 0% MOZE

COLOR TONES. IN THESE TWO CASES, HOWEVER, A PRETTY 'EXOTIC" SOUND RESULTS. THE FIRST CHORD ABOVE DOESN'T QEALLY SOUND LIKE ANY

KIND OF OM7 CHORD AND NEITHER DOES THE SECOND CHORD SOUND MUCH LIKE A G7. IT WwoULD 8E POSSIBLE TO USE THESE SOUNDS IN A TONAL
CONTEXT, BUT THE SOUNOS WOULD 8E, AGAIN, PRETTY EXOTIC. IN THE CASE OF EbMATT45/0, SINCE THEZE'S A b9 CEb? INCLUOED IN THE CHORO, AS WELL
As AN 11TH @7. THIS SOUND OFTEN IS USED IN PLACE OF A DOMINANT 7 SUSPENOED CHORD. THE FLATTED NINTH GIVES AN EXTQA ELEMENT OF

TENSION. S0, IN THE ABOVE CASE, THE EbMATTHS/D CHORD COULD 8E USED IN PLACE OF A D7 of D7sUS CHORD, AND RESOLVE TO A G MATOR CHORD.

IN THE CASE OF THE EbMATT45/G CHORO, WE ENO UP WITH ESSENTIALLY A G MATOR TRIAD WITH AN ADDED FLAT SIXTH (Eb?. THIS SOUND IS SOMETIMES
USED IN PLACE OF A MATOR | CHO%O.

ANOTHE? POSSIBILITY FOR THESE MORE EXOTIC SOUNDS IS IN A MODAL CONTEXT. IN THIS CASE, THE CHOROS APE TAKEN OUT OF THEIR NOZMAL ‘FUNCTIONAL"
USE AND APPLIED SOMEWHAT MOZE €ANDOMLY, TO ACHEIVE A MOLE COLORISTIC, STATIC EFFECT CAS OPPOSED TO THE MORE TRADITIONAL TENSION TO RESOLUTION
EFFECT OF TONAL MUSIC). FOR EXAMPLE, AN ENTICE COMPOSITION MIGHT 8E BASED ON ONE CHORD, THE PHEYGIAN hb SOUNO, 09 SEVERAL OIFFERENT SIMILAR
TYPES OF CHOROS MOVING IN NON TRADITIONAL WAYS.

THE MiNog IV T0 | PROGIESSION AND THE LYDIAN DOMINANT SOUND

AFTER THE V TO | PROGRESSION, POSSIBLY THE MOST COMMON PROGRESSION IN MOST STANDARDS AND TAZZ TUNES WOULD 8E THE MINOZ IV TO |
PROGRESSION. IN A MATOR KEY, THE TENSION PRODUCED 8Y PLAYING THE IV CHOZD AS MINO® (OFTEN TUST AFTER A REGULAR MATOR IV CHORO) AND
PESOLVING TO | MATOR CAN 8E ALMOST AS SATISFYING A RESOLUTION AS A V TO |. FoM ASOUT THE 19505 ONWARD, MANY TAZZ MUSICIANS BEGAN TO
SUBSTITUTE THE IV MINOR CHORD WITH A bVIl LYDIAN DOMINANT CHORD. NOTICE THAT THE PARENT SCALE OF THE LYOIAN OOMINANT WOULD STILL 8E
MELODIC MINOR BASED ON THE MINOR IV CHORD, THUS, IN C MATOR, THIS OLOER STYLE PROGRESSION:

u FO Fmé
= =
9

WILL OFTEN 8E PLAYED 8Y MODESN TAZZ PLAYERS AS:

()

=T

[ @]
8
] ] -3
€ WV wmTee 6 IV MINoR | MATOR

TN b9 K # 11 C A NOTICE THAT THE FM AND THE 857(9H1) CHoRDS CONTAIN THEEE OF
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(4TH MODE OF F MELODIC MINOR)



A FEW FINAL THOUGHTS ABOUT THE MELODIC MINO® MODES

AS WAS MENTIONED EACLIER, BECAUSE THE MELODIC MINOR MOOES A) TENO TO 8E USED AS SUBSTITUTE SOUNDS FOR STANDARD MATOR ANO MINOZ KEY
HAZMONIES, AND B) BECAUSE THE MELODIC MINOR SCALE DOESN'T HAVE ANY O8VIOUS TENSION POINTS, ONE CAN 8E EASY TO SE LULLED INTO USING A "CUT

AND PASTE" APPROACH, PLUGGING IN THE APPROPRIATE SCALE OVER A CERTAIN CHOZD, AND ENODING THERE. KEEP IN MINO THAT TAZZ IMPROVISATION INVOLVES
MUCH MOZE THAN TUST SIMPLY PLUGGING IN A PARTICULAR SCALE AT A CERTAIN TIME. IN OROE? TO EFFECTIVELY USE THE MELODIC MINOR MODOES, ONE

MUST ALSO HAVE MASTERED THE 8ASICS OF CONSTRUCTING EFFECTIVE MELOOIES, VOICE LEADING FROM CHOO TO CHORD, AND THE OTHE® IDIOMATIC ELEMENTS

OF THE TAZZ STYLE. BECOMING FLUENT WITH THE MELODIC MINOR SCALE ANO LEASNING WHERE TO USE IT IS ONLY ONE SMALL PART OF LEAENING TO 8E

AN EFFECTIVE TA2Z IMPROVISER. IT IS STRONGLY SUGGESTED THAT BEFORE STUDENTS ATTEMPT TO MASTE? THE INTRICACIES OF THE MELODIC MINO® MODES,
THEY HAVE A SOLIDO BACKGROUND IN THINGS LIKE IMPROVISING WITH A GOOD SWING FEEL, USE OF IDIOMATIC SHADING ODEVICES, IMPROVISING EFFECTIVELY ON CHORO
TONES AND GUIOE TONES, AND USE OF APPROACH ANO TARGET NOTES.

ALSO, STUDENTS SOMETIMES GET CONFUSED ABOUT THE USE OF SUBSTITUTE HAEMONIES IN TAZZ IMEPOVISATION. EXPEQIENCED TAZZ SOLOISTS AND/0R
COMPERS WILL BE CONSTANTLY EOITING AND AMENDING THE MUSIC THEY ARE PLAYING ON THE FLY, BASED ON INTERACTION WITH THE OTHE® MEMBERS OF
THE GROUP AND/0R THEI? OWN MOOD AND TASTE. IF YOU AQE SOLOING OVER A Il V | ANO THE COMPING INSTRUMENT IS PLAYING "VANILLA' CHORD CHANGES.,
THAT DOESN'T AUTOMATICALLY MEAN YOU CAN'T UTILIZE MELODIC MINOZ SOUNOS 0% OTHER PEHARMONAIZATION TECHNIQUES. IF THE MELOOIC LINE YOU PLAY
IS STRONG ENOUGH TO STAND ON ITS OWN, IT WILL TRANSCEND ANY MOMENTARY DISSONANCES 02 "WRONG NOTES' THAT MAY HAPPEN BECAUSE THE PIANO
PLAYER PLAYED A NATURAL STH AND YOU PLAYED A FLATTED STH. DON'T 8E AFRAID TO EXPERIMENT, HAVE FUN, AND TQY NEW SOUNDS. ONE OF THE GREAT
THINGS ABOUT TAZZ IS THAT THE PREVIOUS SUGGESTION OOESN'T NEED TO 8E QESTRICTED TO THE PRACTICE 200M 02 THE PEHEARSAL HALL. (WITH A LITTLE
EXPERIENCE, YOU CAN LEARN TO EXPERIMENT, TRY NEW SOUNDS, ANO @ASP) EVEN HAVE FUN WHILE YOU AE PERFORMING FOR AN AUDIENCE. N FACT, THAT
SENSE OF TOYFUL EXPERIMENTATION IS AN IMPORTANT PAQT OF THE TAZZ TRADITION. SOME OF THE GREATEST MOMENTS IN THE MUSIC HAVE HAPPENEO WHEN
IMAGINITVE MUSICIANS IN THE MIDST OF A PEQFORMANCE HAVE THOUGHT "I WONDER WHAT WOULD HAPPEN IF | TRIED PLAYING THSS.."

THE FOLLOWING AQE SOME EXAMPLES OF USES OF THE OIFFERENT MELOOIC MINOZ MODES AS THEY MIGHT 8E APPLIED IN €EAL SITUATIONS.
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MooE Il E5 Lyoun #5 (30 Mook oF C MELODIC MINOZ) OVER | MATOR
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MOoDE VI: A LOCRIAN 52 OVER Il HALF DIMINISHED IN MATOR ANO MINO?
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MOooE VII- 8 ALTERED ovER V7 IN MATOS AND MINO?
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1
COMBINATION OF F¥ LOCRINL2 AND 8 ALTERED OVER Il HALF DIMINISHED - V'7 IN MATOR AND MINOZ

127 F#ﬁ 37ALT : ES
1 | 1
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(6TH MODE A MELODIC MINOR) (7H MoE C MELODIC MINOE)
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F§ LOCRIAN 12 8 ALTERED

(6TH MOOE A MELODIC MINOR) (Tri MoE € MeLoDiC MiNog)

*NOTICE THE "BTALT" CHOD SYMBOL. THIS IS USED TO INDICATE TO S0TH THE COMPER AS WELL AS TO THE SOLOIST THAT THE ALTERED
SCALE SOUND IS TO 8E USED. THE COMPER COULD PLAY THE SASIC SHELL VOICING OF £, 3, b7, PLUS ANY COMBINATION OF THE ALTERED
UPPER EXTENSIONS b9, #9, #11 AND b13. ALTHOUGH TAZZ PLAYESS WILL OFTEN PLAY THE ALTEREO SOUND ON THE SPUR OF THE MOMENT

OVER ANY V7 CHOZD, SOMETIMES AN AQRANGE? 0% COMPOSE? WILL SPECIFICALLY WANT THAT SOUND, ANO WILL USUALLY INDICATE IT WITH
THE ABOVE CHORD SYMSBOL.

USE oF THE AUGMENTED MAT.7 UPPER STRUCTUZE ovEZ A Il V | IN MINOZ
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