Arranged in order of brightness: o
1. 2. 3. 4. 5. 6. 7.
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Arranged in order of brightness:
1. Lydian: #4
2. lonian: . 0
3. Mixolydian: b7
4. Dorian:  b7,b3,(b3,b7)
5. Aeolian: b7,b3, b6 (b3, b6, B7)
6. Phrygian: b7,b3,b86, b2
(b2, b3, b6, b7)
7. Locrian: b7,b3, b6, b2, b5
(b2, b3, b5, b8, b7)
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Modes; Chord-Scales: |

Modes and chord-scales are extremely important. Iithink any serious improvising guitarist

would be wise to become as familiar as possible wit

1them. Although it's true that many

fine players are not especially knowledgeable about modes, this is definitely the
exception, not the rule. (And it's going to become mpre so as time goes on.) However, |

might also point out that there are many guitarists w
don'tplay very.well. So let's not start to equate mod

no know a lot about modes and still
al knawledge with playing ability or

musicality. Let's just say that modes are real important.

Modes provide an excellent overview of melodic and

harmonic possibilities. (Modal

thinking is both melodic and harmonic simultaneous y: G7 alt. is equally a scale with
infinite melodic possibilities as well as a chord-type with vast harmonic possibilities.) Keep
inmind that all of this amounts to a lifelong study. There is no end to how much you could

learn about modes and theirimplications.

It seems that the kind of problems that many guitarists have with modes are twofold. First
ot all, the very nature of modes includes so much within it that the overview aspect can

sometimes lead to confusion instead of clarification

not seeing the trees for the forest),

Secondly, the complicated nature of the guitar tends|to lend itself to very incomplete

understanding, laden with gaps. | think these proble

ms can be overcome and/or worked

through by an intelligent and thorough approach to both learning the materials and
learning the instrument.




Modal Vamp [from F Major scale]

.

—  4/4 [even 1/8th]

|| Aphrygian | Bb lydian | A phrygian | Gdorian | Aphry. |Bblyd. | BbF | C7 ||
1 " " I I D B e 1
|| Edim.Bb | F C | G- D- | A- Edim. | Edim.A-|D-G-|CF pr Edim. ||
|| A phrygian | Bb lydian | A phrygian | G dorian | Aphry. |[Bblyd. |Bb F | C7 ||
|| Fionian | F El D aeolian 16 bars ———-——————————- 1 Ediﬁ1. | Edim. ||

|| A phrygian | Bb lydian | A phrygian | G dorian | A phry. |Bblyd. |Bb F | C7 ||

- ||Fio'nian| F Hj
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The Approach: Take 2, Take !

To Do:

* Experimentwith all possible scales, modes and ampeggios using the entire

fingerboard.

»  Improvise on Vamps, Standard Tunes, Blueg
fingerboard.

The Straight Path

Improvise on modes of C major scale using the en

We've taken the C major scale and its modes all th

.and Rhythm Changes using the entire

tire fingerboard.

A

e way through “The Approach.” Now,

go back to the beginning and go through the same procedures using the C melodic

minor scale and its modes. (You'll probably want

to use “the Straight Path” sections.)

When you've completed that, start back at the beginning again, but this (third) time, use

'k especially on the modes built on l,

the C harmonic minor scale and its modes. (Wo
IV,V, Vi) | :

*  It'sabsolutely amazing what happens'when you change one note in a major
scale. (E changes to Eb for melodic minor.)

It's also absolutely amazing whét happens when you change one note in
amelodic minor scale. (A changes to Ab for harmonic minor.)

* You might also work with other seven- note scales. Forexample, CD EF G
AbBCorCDbEFGAbBC.

*+  Sheets on C melodic minor and C harmanic minor follow:

. Melodic Minor Modes

Melodic Minor (Jazz Minor)

£
- @ T O © o
5O O
J o o S
- 1 2 b3 4 5 6 7 1
Dorian b2 (Phyrgian h 6)
) r(g PN O ©
{?__ L{} (o) O— 2
O vV
I b2 b3 4 5 6 b7 1
Lydian Augmented
P u r
I a4 u -
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.un b7 (Overtone Scale)
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. 2 3 #4 | 5 6 b7 1

vohan Major (Mixolydian b6)
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S b3 4 b5 b6 b7 1 |

Viered Dominant (Super Locrian

e O .
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' b2 b3 b4 b5 b6 b7 1

- I bo #9 3 b5 #5 b7 1
2 2dic Minor Vamps

Melodic Minor ' -
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Lyvdian b7

B7 Alt.
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Harmonic Minor Modes
* = useful modes (k) = slightly less important but still useful
Harmonic Minor
Ao R . ~
e e
[’ — _:_1_ D_.,M(j} 2L i e
;,/ PENEEE ¢ I PEOY—
1 2 b3 4 5 b6 7 1
Locrian h 6
o
- r o) ©—20]
- e— PO
[ ¥ :
1 b2 b3 4 b5- 6 b7 1
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Phrygian Major
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Harmonic iinor Vamps
Harmonic Minor -
} , Ex. 1 , v éJ | Ex. 2 |
: ) . - . - [ 8] (8]
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o
Y

&:his point, Hthink it makes sense to mention something. Our approach has been
c~marily derivative so far. (The modes were derivedfrom C major scale, C melodic minor, -

~ narmonic minor, etc.) ltwould be a geodideato
v s ume, approachingitin a parallel fashion. That

go through the same material again, but
means: all the modes from the same

22t You might choose to pick C as the root since lyou probably know that key fairly well
v now. Personally, Ithink it might be even better {o pick either E or A. These notes are
e two lowest open strings. The idea here isthat it would be very convenientto have a

<% _open-string root in going through the paraliel
=armonic material, since you'll have either four or f
=2 cings, as well as the low, open-string root to soy
mightcome in very handy.

E Dorianb?2

E Lydian augmented

E Lydian b7

E Aeolian major

E Locriang2

E altered dominant bb7
E harmonic minor

E Dorian #4

E lonian

E Dorian

E Phrygian

£ Lydian

E Mixoloydian

£ Aeoclian
. E Locrian

E melodic minor

Examples:

b Play the melody to “Happy Birthday”in E lonia
modes.

Write a simple melody in E lonian that uses al
Iranspose to the 17 other seven-note modes.

ro

 Goback to playing up and down a single string

pproach. This is particularly true of
ve of the higher strings to play the
nd against any voicing you want. That '

E Phrygian major
E Lydian#2

E whole tone i
E pentatonic (chinese) 1 2 3 6 6

E pentatonic (japanese) 1 2 b3 5 6

E sym. diminished whole step, half step

E sym. diminished (dom.) half step, whole stcn

n. Transposeitto.the other 17 7-note
the notes (seven) at least twice each.

,using allthe material, then play the

olherfive strings. Thenfive sets of two adjacent strings. Then all the above matenal
iropen position. Theninone position. Thentake a break!

b

wast 20 years.

Explore counterpoint and harmonic material from all above modes and scales for at
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- Majoring In Harmonic Minor
o |
BY MICK COODRICK
ERE'S A 24-bar vamp that features Record the vamp many times on your 4-
harmonic minor modes. The first track. Then solo against the vamp using the
12 bars involve two Lydian §2 appropriate harmonic minor scales. You'll
modes (Lydian §2 is the sixth mode of the probably find this a bit tricky at first. These
harmonic minor scale). The eight-bar modes have a rather exotic sound and take
bridge includes a Dorian 84 mode (fourth some time to hear, but you'll find the time
maode of harmonic minor) as well as a Phry- well spent. because you'll eventually be able
gian major (fifth mode of harmonic minor ntroduce the harmonic minor scale's
Abmai7$8811 (C harm .
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Thinking buitarisi

you use only note
- L] - . -
Exploring The Harmonic Major Scale e, the whin
Then record tt
BY MICK COODRICK and start sol
find s
[ s promised last time, here's a more de- as well. However. that's just my subjective
tailed look at the harmonic major opinion. If you want to check them out. Dy .
scale. This analysis includes the scale’s means do so!
modes. triads. Tth chords. and triad-over- Once you can play the vamps more or €ss
bass-note structures. The modal vamps that as written, feel free 1o expeniment with them
follow the analysis involve only the first five changing the rhythms and so forth. You can
modes; the other two just don't seem to work even add more notes: just make certan that
Harmonic Major ARtered 25 |
(lonian H6) Dorian b5 (Phrygan »4 4
- g —imn : 4 > P o9 —
sty - — o O - s -
ﬂ e
i . £ 2 E
1  d 3 4 5 v ) ¥ ) - w5 - 1 = 1 - e %
il
Mixolydian p2 Lydian Augmented £2 Locnan » £
(. ] — .H. n .H‘ ﬂ
r—— —— i —— — = =
— pT T — = = ——
o —— > .
t" - -
1 2 3 4 g £ 7 1 §2 3 34 = & .-..
" > DTS Em7 F ﬁ
Fm G Abaug Bdim chorss: LMaYy/ UMJ/po C
O
——— e
S — :
- ' - -
g & & W3
b ! . ..__,. é o e

Trmds over bass notes.  DAIM/C EmD FmE GF AjpaugGC BamiAp OB Ddmy
GC AbaugD BdmE CF DdmG EmiAp FmB GIC
BdmC CD OdmE EmF FmG GAj AbaugB Bam/CC




Well, tell us about it. Your
comments, criticism,
l even words of pralse can
Ip us keep Guitar Player
he vital music magazine
you' ve come to trust.
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Guitar synth to pedal effects:
it's all in our latest mailer.
Get yours now! Call today for
prices on all major brands of
musical gear, software and
hardware.

_— Y

e
Open Every Day! 'E—'—-"‘:"%;‘;?

BANANAS AT LARGE

OrpErR LINE:

1-800-786-7585

Fon InFo or S.F. Bay ARea: 1-415-457-7600
1504 Founth S1. * San RaraeL CA 94901
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KENDRICK MODEL 1000

You may have noticed that reverb occurs naturally
in a large rocom and Is affected by the size of the
room (dwell), what the room Is made from (tone),
and the listener's placement In the relationship
to the source (mix). The Kendrick Model 1000
Reverb Is the only revert unit produced today that
can control all three parameters.

* Erwichas and thickens tone

* Exact vintage Westermn Electric circult licensed
10 Leo Fender in the early 60's for reverb.

* Dwell, Tone and Mix controls.

* Point to point handwired with cloth wire,

* Available In aged tweed /leather handle, or
Tolex (Blonde, Brown or Black) with appropriate
face plates, knobs and strap handles.

* Footswitchable Reverb kill.

* Works well with any quality amp (Kendrick,
Traimwreck, PlexiMarshall, Tweed, etc.).

Send $5.00 for picture catalog and demo tape
ol KENDRICK AMPLIFIERS, PO Box 180
PFLUGERVILLE, TX 78660 FACTORY DIRECT

SALES 512-990-5486
Germany-American Center

711-695-070

Australia-Lee Drake, Litd.
02-449-3635




[hinking Guitarist

e ol
idt . . black don't have to be sustained. I think the
h The Hamlonlc Major Scale piece works best at a slower tempo. That
9 BY MICK COODRICK wa}'.y'uu'ﬂhavg m¢ﬁmein each measure
< to explore soloing with the suggested scales
= and modes. Enjoy! S |
) he easiest way 1o think of the har- dealing with certain chords that are difficult
-~ monic major scale is to simply lower to solo against—the Eb/E in measure 3, for

the 6th degree of a major scale: C D,
ERGANRC=1.2.3 4.5.56. 7. 1. The
lowered 6th tends to make the sound of the
scale a bit “darker” (that is, lowering the 6th
gifa C major scale vields F harmonic mi-
por---we [l do a much more in-depth analy-

example. You'll also have new choices for
certain chords that can be handled with the
more conventional scales and modes, s0
start working with it on your own.

[he notation of the background vamp
looks a bit odd. The idea is to sustain as

Mick Goodrick seaches af the
New England Conservatory
and s the author of The Ac-
vancing Guaitarst [ Hal
Leonard! His mnest alburm,
Biochvthms. s on CMP| 155
W 2nd St Suilte T4 New

many notes as possible after each is at-
tacked. The notes that are filled in with

is next me). [ he harmonic major scale
York NV 10023

amd some of its modes can be very useful in

(D melodic minor) (G melodic minor)

May 1991 GUITAR PLAYER
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