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I'his book provides an introduction to modes and their use in
improvisation. As always, these concepts are enhanced through a
thorough study of music theory and harmony, (not as bad as it sounds)
and through systematically “cataloguing’ as much of the material in this
book as possible,

Al various locations within this book you will notice this €D 2 symbal.
This indicates that Track 2 on the accom panying €T is to be nsed,

These generally contain the backing tracks appropriate for each lesson
and provide a useful backsdrop for your improvisations.

Let's begin with having the guitar in tunc!
D

Irack 1 provides tuning notes starting cn the Gth string and working
through to the st string.

thirdhand music . i A Hobler 2073



MODAL MANAGEMENT

INTRODUCTION

This aim of this supplement is to familiarise the more advanced student with the wodes
of the major scale and how they can be used 1o enhance the sound of solos.

MODES AND THEIR USE IN IMPROVISATION

Lesson 1

A reasonable Wi?:rkirlg Imnwl.ndgn of the major scales is assumued and the student should
understand the major scale construction before continuing. You may need to review
these before you beain.

C Major Scale

The table below shows C major scale as it is generally seen. That is; starting on C and
finishing om C.

1 2 g ] 8
C D L FE | @ A B =

Vor convenmence, the scale is almost always shown as 1 octave.

[ e
e |

C Major Scale 2 Octaves

The table below shows the C major scale over 2 octaves,

12 [3[a[s]e[7[8[5[[1]iz 15[1a[15
CTUIEIFIGlAalRlc | DIslF G a8
Thiis scale can, however, be played from any of the notes that it contains. Tet us begin the
scale on a I note and play through to the D that is 1 octave higher.

C Major Scale (beginning on D)

[ 2 5 =% % f 7 8 | zorg
D E F | G A B o
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A simple fingering lor this scale is shown below,

Qo

This scale is called D Dorfan scale (or Mode).

Obviously the C major scale may begin on the L note also.
3 | a 5 3 T | & [9(@r2)] 10

}7—-— | (0r3) |
I F G A | B C D E

C Major Scale (beginning on E)
A simple ﬁ.ngering tor this scale is shown below,

(R
|

&
9 | ®

I'his is called the E Phyrgian scale (or Mode),

Mode Names

T know these names are weird but we have to call them something!!
Do not let these odd names concern vou as we will simply be using them as a
means of idenlilying the modes.

S0 how can this ancient stuff be of any use to we guitar players?

It just so happens thal the modes {and the scale ﬁng:-mng patterna that are
derived fraom them), form one of the guickest, most comprehensive and [un
ways tu master the fingerboard,

Thev have many uses m contemporary music as tools to solo with, 25 well as
increasing the musicians understanding of chord/ scale relationships.
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The scalz we will use as a Parent scale is G Major, This is the key we will use for
mowst oof the exercises in thic book.

G Major Scale
1 2 3 1 | 5 i 7 A
G A B (I I F# G

A usetul Hingering pattern for the GG major scale is shown on the diagram below,

G Tonian [’E Majar} Rol note s circled.

| .
3 @ +] -1 a— Ard l'ret
P @

Molice the stretch to reach 3 notes on each string,.

The pattern is relatively casy o memorise becanse there is a certain symmetry o
the shape of iL

5o the G major scale {from G} is called © Tonian.

Motice thal when it is played ascending and descending that the scale sounds
“finished” when the lowest note (G] is reached,

PROJECT:

Practice the G lonian scale with the drills oullined below,
2 limes each note Lichth notes
3 times each note Tﬁ]:-Ietq

4 times cach nok: Sixteenth notes
2 limes cach note Shuffle
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Lesson 2

Dorian Mode

Mow that VoL are familiar with the lonian mode, let's move on to the Do,
The Dorian mode is built from the 2nd siep of the major scale and mkes is” name from
the starting note. (Not the Parent key).

A useful fingering is given below.
A Dorian Hoot note is circlad.,
. | | -=—— 5th Tret

e

A Dorian contains A BC D E F#G A
This is a {3 major scale starting on the 2nd note of the scale (A),

MNotice that the Dorian lingering patlern contains some notes in commen with the Tonian
Fingering paltern

For easy reference The lonian can be considered lo be Pattern 1, (built from step 1 of the
scale) and Dorian as Pallern 2, (built froim step 2 of the scale.)

PROJECT:
1

. FPractice the A Dorian scale with the drills ootlined below.

2 limes cach nole Fighth notes

3 times each note “Friplets

4 limes each nole Sikteenth notles
2 times each note Shuffle
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2, Since the G lonian mode is the G major scale it should sound good when
played over chords from the Key of G major.

h2 Asuggesied chord progression is shown below.

% G
iz

=
_%_"1'—* FF 7 7 A A F—FF F F

i

D o B T T R R R e et s e AT R R TN T O O g e g e e oy R e e S T R T e R

Molice the G bass note on hoth chords,

[ ClG
000 o O

=} | e liTis

Use the G lonian mode from the previous lesson to improvise over the chord
sequence shown above,

3. Write out Lhe notes in each of the modes of G major. Begin by writmg the scale
from G to G (an octave above). Then do A to A etc,.
Use the following table for vour answaers.

B o A | | C | . | F# e
& = | E G A
| ] F# ‘ a B
i =]
13 1 it |
D B 5 G | C
- 3
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Lesson 3

This lesson we will take a slightly different approach to learning the sound of the
modes.

I'he basic concept of this is quite simple.

Assume for a moment that your guitar has only the 1st string on iL.

The following diagram shows a G major scale that begins on the open I note on
the 1=l siring,

G Major (E to E)

T i the 6th note in the G major scale and the |
|name given to this scale is F Aealian. It is not
(important for you to memorise the name at

||:|"I'iﬁ- stage.

!&a vou play through the scale on 1 string
SOTTE i'ntemﬂtinﬁ thinE!.' OUOCLLT,

The player tends to find it easier Lo be
expressive and musica! when the scale is
:]ppmm:hmj in this way,

* ‘o 9oe o ®e 'O

Oine reason for this increased expressiveness and musicality 15 that the techndcal
side (correct fingering pattern, mood picking, ete.) are minimised and this *(rees”
the player to listen to the way the scale sounds m relation to the chords
underncath.

Another reason is that the 'FIIJ:II}-'L"I' is more likely to ook for other lechnigques 1o add
interest to the sound.
Some of these are listed below.

Slides

Bending

Vilwralo

Larger interval jumps

Adjusting picking strength for different tones
Hammer ons and Pull offs

S ks R

These are all nsaful techniques in bringine more musical sounds from the
imstrument so experiment with them,
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PROJECT:

L Practice the £ Aeolian scale (on the st string) with the drills
outhned below.

2 times cach nole Eighth notes

O times each nole Lriplels

4 times sach note Sivteenth notes
2 fimes each note Shuffle

2. Use the A Dortan scale over the chord progression below.
b3
g A {
4 | A A A |
T S e S S s
L2 _‘I“l ;I':
TR s T w0 P o Lol 2 I R O P T Y T, 0 5 .m?ummmmrmqu
CIA DA
O O
X | Q@O Kash x| @O «mh

3 Use the G Tonian scale over the chord progression below,

i M

G E A @

=

%-i"" | ¢+ 7 777

q =
¥ -

[ H

/

e e e

|
T T TR T T T T T T O A A A A A A T Y e G e e T e T A T A e P e I B A o ?E
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4. Use the E Aeolian (on the 1st siring) over the chord progression
belonw,
D5
m i
I E A [
PIFEE S Ss a—  —WEIEE
R 1

-
W T 3 A L T T T T T o w4 A A A S
5. Write oul the notes in the E Tonian scale on the top line of the

table that tollows. Remember that it is simply and E major scale.
When Fou feel yuu have dome that, write onl the notes in £ Aeolian on U
line under the E Tonian.
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Lesson 4

A brief summary of the modes covered so far is included here for you to
rEvicw.

1. lomfan is based on scale step 1. (Patfern 1)
G A [ C [ E ¥ G
2 Dorian is based onscale step 2. (Pattern 2)
A i G B E T# G A
3. Phrygian is based om scale step 3 (Pattern 3)
i e B R T# &G A I3

Phyrigian Mode
Druring this lesson we will study the B Plhinggien mode.

A uselul ingering is given on the diagram that follows,

B Phrygian

[ewat novte 15 circled,

o FithFret

@ |
‘This is sometmes called the “Bamenco’ mode.

PROJECT;
1. Practice the B Phyrgian scale fingering with the drills below.

2 imes each nole Eighth notes

3 times cach note Triplets

4 times each note Sixteenth notos
2 times each note Shuffle

thirdhand music © Anobler 2003
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Flay G losian over this chord progression.

o6
D/ o / g !
ig G G ‘G A N

r{l L - | 4 J F | F | —
T ¢ A AT 77
[ =t _,;’E
?mﬁrﬂmwm.ku:nnﬂm‘-mmmewmmnn-rmmm

D/G ClG
O O

WK
<
o
o
.

i Play A Dorian over this chord progression,
8
| . i
m G’,-'- m E"‘,-"
A b A A
3 i ~,
E 3 7 [F & FF 573
* s
QI EE R R R R e e T T o T i L B o e e e g A B b B TR T W TN [ Vi P (el g et S L et gt B
Gl A
O
[
e
| @
& 4 Hobler 2003
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4. Play B Plyrgian over this progression
ha
‘ ) m T i
L Ef Ay E! E
‘B "Ilﬁ B 8
\
%;tf—l;‘ e T A . iﬂ%
Bl R A A R R R o e A PR R B R i s i v L 0 B A R E

D/B Em/B
O 0 QoO

Lesson 5

By this stage you should be familiar with the concept ol where the modes

come fraom, even though the names and use of the scales may ake some time
ton clarify,

Derivative Approach

Clur approach so far has been Lo relate each mode to a parenl scale,

his is known ae the devivative approach and allows the player to connect
Uhe modes that have the same parent scale (i.e. in the same key). The modes
refate toan overall parent key. This allows for free movement up and down
the fingerboard while remaining in one key.

The player is not limited ta 1 or 2 ways of fingering the scale.
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Parallel Approach

As you have learned, the derivative approach shows where the acale comoes
[rom; (who s’ parent is).

The pamllel approach allows the player freedom of movement in each
position even as the music changes key.

Tlse the root note C (bth string} as an example.

(Parent © Major)
Glopian G A B C 1> E F# G

{Parent F Major)
Glhran &G A #He € 1 E F G

(Parenl B Major)
GFhyrgian G Ap Bb € D Eb F G

In summary:
G lgmian= Pattern 1 & Major
& Dorfan= "attern 2 F fMajor

G Phyrgian=Pattern 3 E&Major

PROJECT:
Practice [hese scale lingerings by playing slowly

ascending G lomian (G Majar)

descending G Dorian (F Major)

ascending G Phyrgian  (Eb Major)

descending G Tonian (S Majuor)

ascending G Dorian (F Major)

descending C: Phryaian {Er Major)

Listen to the chord progression on the CID and play the appropriate mode
for each ki’:‘}-‘ as indicated on the music that follows. Keep the rhythm simple
at this stage.

co9

; - TR
5 lenian & Dorian
m 7
E E

= ! 1 1 ||.-.
= = = thr'_)_’iarl m——

e TR o 0 A U 5 o0 0 A 0 e T I L T e T
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Lesson 6

The Lydian Mode

Modde 4 is the Lydian mode and is built from the 4 th step of the parent major
scale,

In the parent key of G major the notes arc:

C Lydian
1 2 3 4 | 3 6 | 7 | & |
C D | E F# G A | B ] o
Compare this scale with the C major scale;
C Major (C Tonian)
1 2 3 4 5 b | 7 '8
5 D Ik F | G X 1 R e

Motice that the 4th step of the scale is raised in the Lydian seale.

Both scales contain a major 3rd(F), a perfect 5th () and a major 7th (B),
Here is a 3 notes-per-string fingering for C Lydian.

C Lydian

Koot mote s civcled .

| — fth [ret

thirdhand music © A Hoblar 2003
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Fither scale will sound goed when played over a static C or C Ma7 chord.
When played with other chords the player is required to chouse the key
from which the other chords come.

Thus far we have studied the modes using G Major as the parent key.
(Kemember this is the derivative approach).

Derivative
1. lowian is based on scale step 1. (Pattern 1)

G A B C B E TF# G

2. Dorign is based on scale step 2. (Pattern 2)

A B C D H I# @ A

3. Phrygian is based on scale step 3. (Patlern 3)

EF ¢ T E B & A B

4. Ligdiin is based on scale step 4. (Pattern 4)

e H# G A B C

Parallel Approach
I'he parallel approach (using G as the root note for cach scale) shows these
keys.
{Parent G Major)
Glomian G A B € D T F# G
(Parent T Major)
GDorlan G A B © DD E F G
(Parent Bl Major)

GPhyrgian G AP B T D B2 F G
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(Parent D Major)

Glydian G A B C# D I F# G

PROJECT:
Llse the C Lydian scale over the cliord progression below.

o0
1 Dl'l,-'_ L I::_-" II::E
s L
" : v

L TR ey LR AR R Pt b p ety a1 B R PR RO SR SR RN VB eogt o a1 L i o G T L A A ] mwv—rj:

Lesson 7

Mixolydian Mode

This scale is built from the Sth step of the major scale and as we are using G
major as the parent scale we will begin on a 1) note.

Root note is circled.

D Mixolydian

a— [ith Fret

i il 1)
I'he mixalydian scale is particularly sfiective when used over the dominant
7th chord which has the same root nole,
In other words; for 7 play T mixolydian.
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PROJECT:

Play the D' mixolydian scale over the folliwing progression.

ch11
& o & 2 '=
.IU D |
%@ﬁzf A ifrf—'f—Lf'—v?——:ﬂ.
. : v
B i i R R LLA TR TR R B oy e i 1 e s i 1 - 0 G R I VR R TR R TR 1 B w R SR TR LY L

Experiment with using the uther modes from the key of G over the chord
progression above.

The key of G major is the only one which contains both the C and D chords
s any of the modes derived from the key of G will sound fine.

Where do these chords come from?

Scale Harmony

What sound would we hear if 3 guitarists (or other insbrumentalisis) were to
Flay the notes as shown below?

Gtr | 3 lonian (2] A B C D E F# G
1
Gtr |B B | ¢ D E F# | G A B
2 Phyrgian . .
Gtr | D | E|F# | G A B C D
3 Mixaolyd

' Chord G | Al | Bm G 2] b | redim | &

The scales playved together would vicld chords,
In fact, the most common name for Uwe provess outlined above is
“harmonising the scale”.

Motce the chords in the bottom row of the table abowve,
'll'LE'j’ are vur old favourites “Clrords i tle Key of G

Smwce these chords are derived from the G Major scale, an obvious scale
choice is G Major (and any of the modes that are come from the G scala).

thirdhand music & A Hotler 2003
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Lesson 8

The Aeolian Mode

The Aeolian mode is built from the 6l step of the major scale, (E note in the
kev of G).

A useful fimgrering pattern is shown on the diagram below.

E Aeolian Rool nole is circled.

= 1.2th Frel

This pattern can also be played using the open position notes.

E Acolian [open position)
000 @O O

345453

‘l |
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This popular scale sounds greal over chords that are in the key of & but
centre around an I minor chord. (A verv common occurrence!!)

PROIECT:

1 Uise the © Aeolian scale with the chord sequence shown below.
Ch12

E P (8 11

%:ﬁa T e e e = T .-"-"-':\.ﬂ.'
~ i

T TR ST A A e I =

Wi

2. Tse the E Aeolian scale with all the previous chord vamps.
Paraliel Approach

Compare the E Aeolfan scale with other modes that have the same ront
niote.

|ScaleName 1 |2 |3 [4 |5 6 7 |8 | Key
Elonian E F& |C# |A |B c# |D# B [T

| Alteratfons b3 by

'E Dorian F F¢ |G |A B [c# (D |E D
Alterations b2 b3 [ b6 b7

E E"_hr].:rgian I [¥ G & B = D |E i
Alferations #4

[Elydian |E_|TF |G# |A# |[B_|C# |D# |E B
Alferations b7 '
EMixolydian |[E [F% |G# |A |B |c# D |E A
Alferations b3 b6 b7

|E Acolian E |F# |G |A |B IC |D |E |G
Alterations b2 b3 b& b& b7

E Locrian lE |k |G |a [Bb [C [0 [E [T
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Lesson 9

Locrian mode

The Locrien mode is built from the 7th step of the scale. (F# in the kay of G),
A useful scale fingering is shown below,

Fi L beran Eoot note 1s arcled.

-—0— 2nd Iret {or 14th tret)

The Lecrian mode works well over the mi7h5 chord that has the same root
note,
Lo other words Fi Tocrian sound wood over the T#mifbs chord.

Since this chord type is rarely(if everjused for a static chord sound we will
piit it in seguence with some other chords from the L;f'_f,r of G{i'lf.’ parcnl ];n:h}’}.

PROJECT:

1. Try the F# 1 ncrian scale with the chord progression below,
ch: 13

: TS / m i
iy S E i.

1 '

_E ) : ‘\\. I

: Tl — B Sl e |

- o 5 - ‘_.rl" I-

4

]

U DN L b ol B P B L R e R R et i e s R TR PR RNV RT TR TR Y RT RNCRNES £

2. Txpenment by playimng all modes over all the €D tracks in the key of 5.
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Summary of Modes in the Keys of G and D

Mode Name Chord Type Scale Step Parent Key

G lonian Major (T) 1 G

A Dorian Minor (7) 2 G

B Phrygian Minor (7) 3 G
Clydian | Major (7) 4 G
D Mixolydian | Major (Dom 7) B — G
E Aeollan Minor (7) — 6 ——

F# Locrian Dim {mi7b5) T G

D lonian Major (7} 1 1 D
E Dorian Miner (7) 2 D

F# Phrygian Minor (7) 3 D

= Lydian Major (7} 4 D

A Mixolydian Major (Dom 7) 5 , D
B Aeclian | Minor (7) 6 D

C# Locrian Dim (miT7 bS) T D
Conclusion:

Ihis introduction to the modes buill [rom the smajor scale should serve as a
methodical approach to understanding the fingerboard by orpanising the
some of the materials of music into manageable " chunks”,

[t is penerally a study that requires considerable time and thought before it is
thoroughly understood.

I this book I have attempted to present the modes in such a way as to make
it easior o apply to the kevs other than G Major, and to enable the student to
apply this approach to the other scale sounds,

To thal end the extensive reference charts that follow give a summary of
other keys using the derivative approach before presenting the modes and
kevs starting from different Toot notes,

Thete is a lot of information comtained in the following pages and they
should be used as a reference chart inizially,

The fastest way to learn the modes and to understand the nses for them is to
Firstly know the note names on the guitar and secondly, study the theory of
scales and diatonic harmony.

These subjects are dealt with thoroughly in the Ultimate Guitar series of
books and Theory Workbooks (available trom Thirdhand Music).
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Derivative Approach
Summary of Other Keys
Key of F Major
b [1 2 [3 Ja 5 [6 |7 [=8
If fonian |FE & A &, = o E F
G Dorian e [A [Bp [C D |E |F |6
A Phyrgian A |Bb [Cc |D E F i i
B Lydian Bl | C D 5 F @ |A Fib
C Mixolydian & [P |E |F |G |A |Bp €
D Agolian p|[E | |6 |A [Be |lc D
E Locrian E|[F & |A |Br |C |D E
Key of C Major
O & Ob |1 2 3 |4 5 & 7 8
C lonian ~le Ip [E | [ A [B ¢
D Dorian L - S - 7 - TE i i B
E Phyrgian lE |[F |6 (A B |[C : D |E
'F Lydian = de 1A e e o te Ir
GMixolydian | & | ¢ Ip |8 |F |&
"4 Aeolian A 1B |6 o [E |[F |6 [A
| B Locrian 1B (€ L |E |[F |6 |A |B
Key of D Major
|2 # 1 2 3 4 5 i 7 8
| D tenian D E F¥ |G |A B =l e
| E Dorian E |Fk |6 |a |&8 |c# 0 |E
F# Phyrgian F# | |A |B |CR |D |E |F#
G Lydian G| A | B |ch |0 |E |FE |G
A Mixolydian B |cg (D |[E |FEk |6 |A
B Aeolian B |t |D E F# 1G |A B
 C# Locrian ce [p |E |F# |6 |A |B |CH

thirdhand music
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Key of A Major

ErE 1 |2 [ 4 [5 [s |7 [&

A lonian A B e o g 15 [eg A
"B Dorian 3 |ce D [E [Fe [Ge A B |
| C# Phyrgian lc# ([P E |Fz |ce[a B c#
D Lydian > [E Fx |G |A [B |cx D
E Mixalydian E |Ft ot [A |B [c# [ [E
Fi# Aeoflan Ft (o A |B lcx D |E [F#
| G# Locrian Gt [A [B |ct D [E |Fre |Gw |
Key of E Major

3 t [2 [2 T2 5 fa [7 |3

E lonian E |F# |GF |A [B [c# |D# |E
F# Dorian Fe |Gt |an |B |C# |pe [E |Fe
G# Phyrgian G |A |B |ck |p¥ |E |Fe |G#
A Lydian A |8 |cx |pe |[E |Fe |GE [A
B Mixolydian B |ct |o# |E |F# |c# [A B

C# Aeolian 'c# |p# |E |F# |Gk |A |B |c#
| D# Locrian DF |E |f# |G |A |B |C# |DE |
Key of B Major

BT 1 [2 [3 [¢ Js5 & 7 [s

B ionian ~|B Jck [ok [E [Fe |ce |Az |B

| C# Dorian ck |lox |E |2 |Gk |Az |E |co
D# Phyrgian D |E |F# |GE (A% |B |Gk |D#
E Lydian E |F# |G# |AF |B |c# |D& |E
F# Mixolydian FE |G (A |B |c# |[D# |E  |F#
G# Aeolian Gt |AL | B G |D# | E F& |[G#

| A# Locrian At B |c# |p# |E |F2 |G# A

thirdhand music
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Key of F¥ Major

& 1 [2 |3 [4 [5 Je [7 s
F# lonian F# |Gz |A2 |B |c# |D# |E# |E#
 G# Dorlan celae | |ox [oe |Ex [re | oo
| A#t Phyrgian Ar|e ot |or |ex [Fr |Gr [ Ag
B Lydian B (o [ox [Ex [Fr (G [A% |B
Ci Mixolydian [ cg (D# |[E# [Fo |G (A% (B |ce
D# Aeolian C# |E# |F# |GR |A% |B |CR |D#
E# Locrian E# [F# [Ga [a# [B [ca [p# [E#
Key of Bb Major
2b . |2 |8 |4 |& & [7 |s
Bb lonian Be IC [P |Ev [F |G |[A |[Bb
'C Dorian ¢ |p | |[F |6 [A [BF |C
D Phyrgian F |ER |F & A Bb |G o
Eb Lydian Eb |F |G |A |Be |C |D |Eb
F Mixolydian F |G B | | |EP |F
G Aeolian G |a |eb|c [p lew |[F |6
A Locrian A B £ [} Eb EF ) Fa
Key of Eb Major
|3k 1 |2 |3 4 [58 |s |2 '__s
Eb lonian e [F |6 [Aap [Be [c [0 lEb
| F Dorfan F |G |ae |ep [C |00 |EB |F
G Phyrgian = AR | B |G B Eb |FE 7
' Ab Lydian Ab |Bb | B |[Ep IF |G [Ab
 Bb Mixolydian |y (¢ |0 |Ev |F |G |AF [Be
C Aeclian c [0 [ep [F |6 [Ab |Bb |C
D Locrian B EEE I'F O Al Bb G ) :
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P U T R i S € (R g
Ab lonian A ek [c Joe [ep [F |6 |Ap |
Bb Dorian b (¢ ok BB |[F |5 [Ab |BE |
C Phyrglan C [vb |E2 |F |G [Ab |Be |G
Db Lydian b [Eb [F |G |Ak |36 [C |[Db
EbMixolydian |Fb |[F |G |Ab |Bb |C |Ds |Fb |
F Aeclian F |6 |Ae (B0 ¢ [ob |Ep [F |
G Locrian G |Ak [BE [C |Db Eb |F |G
Key of Db Major
5B X P2 1% 4 1% & 17 |8
Db lonian Db |Eb |[F |Gb [Ab BB | C le{
Eb Dorian Ep |F |Gb [ap [BF [ [Db [Ep |
F Phyrgian F |Gk |Ab |Bb |€ |Db |Eb |F
Gb Lydian Gb [Ab [Be |& |Db [Eb |E |Gb
Ab Mixolydian AL [Bb (2 |ob [Eb [= |Gb | Ab
Bb Aeclian Be |[C |Db |[Eb |F |Gb |Ab |[Bb |
C Locrian c |pw e |F |oe [Ap |Be |C
Key of Gb Major
& & r [z |3 e |5 s fﬁi
Gb fonian &k [Ab |Bb (O DB |Eb | F b
| Ab Dorian Ak |BE [ck (Db [Ep |F [Gb [Ab
Bb Phyrgian Be [Cb |Db |Eb |F |Gz | A |Bb
Cb Lydian C» (Db |EF |F |Gb |Ab |BE |Cb
Db Mixolydian Pe (Eb | F | GE AR (B |Cb | Db
Eb Awolian Eb- 'E |Gz |[Ab |Bb |cF (Db |ER
"F Locrian F Gb |Ab |Bb |Cb |Db |Eb |F




Parallel Approach
F Root Note
ET 1 |2 |3 [4 ][5 [6 |7 [8 [Key
| F fonian F e ta Ik o e 2 [F f& |
F Dorian F |G |4k |Bb [C B |Eb |F Ek
F Phyrgian F |Gk [Ab |BE |C |Db |Eb |F |DB
F Lydian = (3 A B L [ JE B C
FMixolydien ¢ |G |A |Bb |C |0 [Eb |F |Bb |
 F Aeolian F |G [A0 |Bb [C |Db [Ep |F |AP
F Locrian F |Gk |Ab [Bb [Cb Db [Eb [ |Gb
F# (Gb) Root Note
[ 1 273 [4 |5 |8 [7 |8 [Key
F# fonian Fe |c# A b (o |0 [E2 [FF |~
F# Dorian FE |G#|A B |ck |D# [FE |Fg |
F# Phyrglan |l |a |B |ce[p [E [r2 |
Gb Lydian Gk |Ab |Bb [C |0 [Eb |F |Gp |DF
F# Mixolydian FE |GE |A |B |Cx (DE |E |8 |
Fit Asolian F# |G# | A B i [ E |F# | A
F# Locrian F# |6 |A |B € |P |E |F2 |5
G Root Note
B 1 J2 |3 (4 5 J6 |7 |8 [Key
G lonian G |A |B |c | |E |F* |G |&
G Dorian G |A Bk |C [P E F i £
G Phyrgian G |Av Bk [C [P [Eb |F |G |EE
G Lydian G |A |B |c# (o |E |FE |G |P
G Mixolydian G- A B [ M = F G [y
G Aeolian G |A |BF |C B B [F |6 |B
G Locrian G [AR |BE |C Bk |E F o | AE
i A Hobler 20003
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Ab (G#) Root Note

=

T1 [z 13 |4 |5 |6 |7 [8 [Key
Ab lonian Ab |Bp [C (Db [EF |F [Gb |Ab |AE
AD Dorian Ap |Bb |Cb |Ob |EF |F |Gk |Ab |GE
G# Phyrgian G |A |B |Ck |DE |E |F¥ |GE |E
Ab Lydian Ap |Bb |C |D |Eb |F |Gk |Ab |ER
(AbMixolydian | Ab |Bo |G |Db |Eb |F | Gb |Ab | Db
| G# Aeolian G# |af |B |cé D& [E [F# |GH |B
| G Locrian Gt |a |B [c#|D |E [F# |[G# |A
A Root Note
7 |2 |3 [4 [5 |6 |7 8 |Key
A lonian A 1B lcelp |E |=# [G# |A |A
A Darian A B |c |p [E [ |6 |A |G
A Phyrgian A ez (2 B [E [F [6 [A |F
'A Lydian lA [B lce (o |E |F# |G# |A |E |
AMixalydian |~ (B |cf |0 |E |m |G |A |7
[AAeolian  |A (B |C [D |[E |F |6 |A |€
"'ALocrian A |Be | |0 [Er [F |G [A |88 ]
Bb (A#) Root Note
T [2 |2 [4 |5 [6 |7 |8 [Key
Bb lonian Bt ¢ |U |ep [F |G |A |Bb |BP
Bb Dorian Be |C |Db |[EP [F |G [Ab |Bb |AP
BbPhyrgian  |Bb Cv |Dp |Eb |F |Go |AF |Bb |G
Bb Lydian By'le (0 |E |F |6 |& |BEIF.
Bb Mixolydian |3b [C |D [Eb [F |G |Ab [Bb |£F |
Bb Aeolian 3¢ |C Db |Eb |[F|Gb |AF |BE |OP
A# Locrian At (B [ce [pg |E [F# |G [A# | B
& A Hobler 2003



B Root Note
[ 1 ]2 [3 [& [5 [68 [7 |8 [Key
B lonian B |ce D2 |E |[Fe |G [ax [2 B
B Dorian B (c& |D |E |FE |Gk |A |2 |A
"B Phyrgian e [¢ |p |E |F2 |G [A |B |G
B Lydian | [c# o (c& (F# (G A2 |B | F2
B Mixolydian B |ce o= F# |G |A [B [F |
(BAeollan  |B |c& |p |2 Fe |G |A 1B o
B Lacrian g lc o [E |F |6 |a T8 [
C Root Note
] [ & 12T |5 [} 7 8 Key
'C lonian G e e IF |6 {8 (5 e e
C Dorian o |D |Ee |F |6 |A |8 |¢ |85
C Phyrgian ¢ |ov |Ev [F |G |Ak |30 |C | A2 |
C Lydian Ic o Je [rele [A |B |c |6
€ Mixolydian c ‘o [ |F |6 |A |k |Cc [F
| C Aeolian [ D |Eb |F |G |Ab |BE |C | E£»
C Locrian C b |Ep [F |Gb [Ab [B0 [C 0@
C# (Db) Root Note
1 J2 3 [« |5 ] 6 |7 '8 [Key]
"Db lonian Db |Ee |F |Gk [A2 (BF |C |Db |oF
" C# Dorian c# (ot [E |Fe [Go [Az |B |ce |8 |
C# Phyrgian c# |0 E |Fe (G2 |Aa |8 |ce [A
| Db Lydian Ob |Fb [F |G |Ab [Bb |C Db |Ab
| Db Mixolydian | Db [Eb |F | Gb | Ak |36 |Gz |Db | Gp
C# Aeolian C# |D# |[E |F# |G# |[A |B |c# |E
| C# Locrian ck o | [l [A |6 Tcr [2 ]
i A MHobler 2003
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D Root Note
1 |2 4 |5 |68 |7 8 [Key
"D lonian e |E |72l |A |B |cz © o
D Dorian o [E |F |6 |A |8 Jc [0 |e
D Phyrgian D |Eb |[F G |A Bk [C |0 [Be
D Lydian D lE |F# G#|la |B |c& |0 |A
| D Mixotydian P |E F#: ¢ | & |IB £ E &z
D Acolian p IE |F |6 |a |8p|lc o |F |
| D Locrian p |ev [F |G [Ap BB [€ [D [EP
Eb (D#) Root Note
| l4 2 T2 T8 [5 Te |8 [Key
Eb fonian kb [Fr |G |lav |30 |lc D |Ep [Ep
Eb Dorian Eb |F |[Gb [Ab [2k |C | Db B2 |op
D#Phyrglan ¢ |E |F# [GH [Af |B |CE |DF |B
Eh Lydian EE: |F & A | BE & [ Eb | 8BF
| EbMixolydian |Fp |[F |G | Az |Bb |G Uk |Eb [Ad
EbAeolian  |Ev [F | Gb |Ab |Bb |Cb |Ob |Eb |
| D# Locrian C# |E |F# |GE|A B |G o2 |F
£ Root Note
1 |2 (3 |4 [5 J6 [7 [8 [key
E lonian E Fir [ | A (B i B TE 7
| E Dorian E |s# |6 |A | |ck lp |E [p
| E Phyrgian E |= |6 |A |8 |¢ |p [E [¢
E Lydian 'E [7# |c# |A#|B ck |D2 |E |B
E Mixolydian E |Fr |c#|A |[BE ‘celo |E [A |
E Aeolian E |Fd |l |Aa |B ¢ |[p |E [&
E Locrian E |IF 'c |A [Be [¢ [P [E |F
1 A Hobler 2003
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Other Scales

These include the harmonic and ‘jazz’ minor scales.
Tlarmemic minor can be viewed as the Acolian with a raised 7th step.

Tare" mmor can be viewed as the Dorian with a raised 7th slep.

I'his is just one exam ple of the manipulation of notes within the modes to

arrive at another scale.
Work on "hearing’ these modal scales as musical sounds rather than just

as pallerns or oxXorcises,
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SOLOING REFERENCE CHART

Here vou will lind commeon chords and suggested scale choices for
soloing. Remember yvou musical ear is always the final judge as lo whether
these scales ‘work’. Give yourself ime to work with the phrasing of vour
sole melodies to draw the best from these scales.

Chord Scale 1 ' Scale 2 Scale 3 1
T — S —— S— I

(= (7 defar (0= Majory | (7 Lywdlan {0 Malar] ?

A D ] i S B _2

Gt = Telan (F Maiar) | & Phynglan (Fb maier) G Aacllse (B Majr; |

i i3 wbeobpitae [T Maor)  Harrore Minos E'

s | 07 Lourien LAR Majer) !i

AR TN TGP T T T - NEETTATININ TS FLEDR RN LI RRIRIRE LRI e CRIR IR RARE Iu OO0 1B LI | e

Chord Scale 1 Scale 2 Scale 3 :

o 1

o [ loetias (D Major) [ Lyddian (4 Majs 1

i

L' [ Drian [ kdajr [ Fryrgizm (3R mzlor) G Aedizn (S haer) B

i

= . 1 e e = i

7 12 asabyediom {63 Majes) {2 Hammris Mino |

& . o 1

D 7ES | Flosdan IEE Major) 3

IR BN R R R AR IR LA IR IR L e NN R NN LRI IR L I R L I A RLE LI R R I R NI RN R N I N |I||J'!|W'.I.:

Chord Scale 1 . Scale 2 Scale 32
A A loiar (A Malor) : A Lyeian (F Majer) FI
— 1 = = v
A & Lioran (= Majar] A Froyrigfan (F maior, & Apolian [T Maer] E
AT A bbaclydlan [ balor) [} Harman'c Minor |
AmTES A Loctian |BE Majes)
B e B s o v P ek E s i P R R W LR B R R B R
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Chard Scale 1

Scale 2

Scale 3

snian (E WMo < | pedian [P Rdmjory
E E lzntan (E hsjor) (BT [P bmjoar
=m E Parlan (L Majo; E Pryratas {0 major! E Asgilan |5 Malr]
EF = bllelpdiam 04 dajior A Harreamin Miras
EmTES E Locsian {F Majr]
B R e oy ey e ey e e T L

Scale 1

B Loaran [2haser)
B Ciaran (4 Maler]

BT B Ml yedlzn TF Malor,

Scale 2

2 Lylae [ =0 Misjrr]

B F']'-';.'Gi.:“:ll"l ':I,'.' '1-1.':|_-r:r]

Scale 3

E Farmonlc Miror

B Lenarfap (5 Majar}

2 Azallan ([ Majer

Chord Scale 1

Scale 2

=55 F lonlan (F# Malsrs

F#m
FE7
Fm7Eb

F# Dadan [z Ma'cr]

= Michelisn |2 Mejor)

F# Locrian [ Major?

Fa Luglar (G Malor]
Fa# Prigraian (0 rrsjoe)

B =amr=renic Mipss

Scale 3

¥ Axalian [A Bajar

A L A BT D T A T

Chord Scale 1

D D lorlar (T Majer)
C#m
DB

CH#mTED

LRl P UL LR R LR Rkl

L# Dordan (2 Malor)

DF M ossdyeian (5b hafor)

L ocrian {13 Majar)

thirdhand music

L mas kB kg B s

Scale 2
b Lypdlan (AR Majer)

C# Fhyrgian | A majo-,

& (i) Harmiariz Minpe

Scale 3

4 Aaalar (F Malss)

£ A Hoblar 2003




Chord
Al
Ak
AbT

MWILRNTINEAT

|
Gl TES | O Looran (A Major]

Scale 1

Al lnalan [Al Wakar]

Scale 2
Al | pedian (F2 Maje)

Scale 3

Al Derlan Gz Major )

4 Physgian T maer

(5% Aatliaa (B Maje)

| Ak Mivotpelar [DF Major)

[22 Harmoniz iror

PEF ML B I THA s B M T T (T A

(e

e I RS R R T T e R

Chord Scale 1 Scale 2 Scale 3
Fhb Sk e [Eb Major Sl Lyeflan (B Major)
Sl L—l: |_-::r__-,-‘-'_-¢-_|:_:.:'_-.-h-hl_'¢-,-':| L3 Frgpaian (B maior Eh Ancllan -:f-.-: J-.--'.-‘=_|.1|'|
EL7 B Mimelysdian {ab Wajor) Al Harrronls kivor
D ThE | 158 Lanrian [T dajior]
LSRR e L R P L
Chord Scale 1 Scale 2 Scale 3 .
Files B lanls 180 Major] Bz Lyddtan [F Majer! |
B Bk Doriae (Ab Wajor) Bl Fayrglan [k mesar) B Aezcllan [Gk afar]
-4
E‘E‘? e Misalydian (FB Majir) Eb Harreanic Minar .
'A'.#WTI!FE AT Lacrian [".'- h-'.:\:jr.:ri_l [
R I LF P R o R RS R e e b B e i e s

Scala 1

F lgniar (F Major)

F Fonan [Th &taor]

_Scalel

F Lydia= [ Majar)

F Fayrgian [Db sHajor)

Fm7p5

F Wiwolydlan (B2 bealor]

Bl Harrosic Minor

Scale 3

Feclian (AL Majo-)

I Lueizn [Grarbolatice ]

L L T AL R A

thirdhand music
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Chord
G

om

&7

Scale 1

£ leriar {5 Majer)

O Darian [k Majare!

& Mikchadan (I Major)

Scale 2

£ Lyelan [ Kajor)

i . H §FaL -
£ FPryrgian {Ab moor)

F Harrranic bieas

CmTeR | = hoedar (r Major,
AT T S T T T T P T U T u'u'mm:rrn'm:'mn EwaLT

 Scale3

17 Acoiian ‘Ee Ma lor)

BTN E TG T S W

A Hehiler 203




