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What are Scales? 

Scales are simply collections of notes used in music. 

We call a set of notes a scale when we extract the 

notes from their musical setting and arrange them in 

order from a starting point. When left in their musical 

context, these same notes are called a key. So scales 

and keys are essentially the same thing. The 

difference is simply an issue of application—you can 

think of scales as the theoretical “residue” of music. 

Why are they important? Having an 

understanding of scales will greatly enhance your 

overall musical development. It will help you to 

spontaneously improvise solos as well as to develop 

better relative pitch discrimination (and the associated 

skill of learning music “by ear’). Furthermore, you will 

find that different scales evoke different moods, and 

certain scales are common to certain styles of music. 

Eventually, you will learn to recognize the scales 

purely by their distinctive sounds. 

In a nutshell, understanding scales, their 

interrelationships, and their tonal construction is the 

essence of learning the fretboard. 

Two Sides to the Story 

Scales have two different and important aspects: 

tonality and modality. 

Tonality refers to the pitch of the starting note, 

or “root” note. For example, A major and G major 

demonstrate two different tonalities. Different tonalities 

may also be called simply “different keys.” 

Modality refers to the relative structure of the 

pitches based on a given root note. For example, A 

major and A Phrygian describe two different 

modalities both beginning on the same pitch of A. 

Modalities may be referred to as being different “types 

of keys.” 

So any scale or key requires two things to be 

specified—a starting pitch (tonality), and a type of 

scale (modality). When a player says a certain song is 

in the “key of A,’ this could in fact mean A major, A 

Mixolydian, A minor, etc. In practice, the modality—or 

type of key—is often understood based upon the style. 

Further Down the Road 

Many styles of music may blend or borrow between 

modalities. The blues, for example, commonly utilizes 

a minor pentatonic (or blues) scale played over a 

major-type background. | mention this simply to 

emphasize the fact that scales are not inviolate “rules” 

that must be obeyed. They are simply useful 

collections of notes that may be blended or modified 

as needed. But of course, we must first learn the 

scales separately before we start combining them! 



How to Learn Scales 

This book can function as a reference, where you look 

up a particular scale and learn its fretboard pattern as 

needed, but it is also structured as a “scale method.” 

That is, if you start at the beginning and learn each 

scale in the order presented, you will find that they 

build in a logical and systematic sequence. 

Learning these scales is a process that will 

take some time and practice. Don’t pressure yourself 

to learn them too quickly, as this will only cause you to 

confuse one with the next. Instead, spend enough time 

with one pattern until you can play through it 

repeatedly without mistakes. And play slowly! This isn’t 

a race. After you are comfortable with a given scale, 

continue to review it from time to time, even as you 

move on to memorize the next scale pattern. 

Now a word about how to practice scales. 

Obviously one can simply play up and down until the 

pattern “sinks in.” However, repeating a scale ad 

nauseum is generally not a particularly effective 

strategy because the amount of repetition required is 

often more than any sane person can take! Therefore, 

it is best to apply a variety of approaches. Here are a 

few ideas to keep things a bit more interesting: 

¢ Start with the lowest note and add one note at a 

time, cycling ever higher and higher until you are 

playing up and down the full scale pattern. 

¢ Sequence the scale ascending and descending 

in groups of two, three, and four, etc. 

* Playing to a metronome, improvise within the 

scale while maintaining constant eighth or 

sixteenth notes. You may draw upon sequences, 

make contours, or skip notes, but don’t leave the 

scale! 

Some of the possible sequences are 

demonstrated on the first few scales. Of course, you 

should continue to apply them to each of the scales 

presented. 

Finally, it is important to realize that for scales 

to ultimately be learned effectively, you must see them 

at work in real life situations. Then, you will really know 

them! All theoretical knowledge, including scales, is 

useless without application. So it is recommended that 

as you progress through this book, you learn enough 

music, songs, and/or solos to see some application of 

these patterns. If this is difficult for you, you may find it 

beneficial to seek out private lessons with a teacher 

who can help you recognize real musical applications 

for each scale. 



Reading Fretboard Diagrams 

The scales in this book are presented using fretboard 

diagrams that work like a picture of the guitar neck. 

These diagrams reflect the neck from the player's 

view. That is, they show the same string and fret 

placement that you see when you look down at your 

guitar neck (high E string on top, low E string on the 

bottom). 

nut 
| these are the frets... high E string 

Pay 
dot inlays... low E string 

The dots, or inlays, on the neck of your guitar appear 

on frets 3, 5, 7, 9, and double dots appear at fret 12 

(one octave above the open strings). Then above the 

twelfth fret, the same pattern repeats. In diagrams, 

these dots are replaced with the actual fret numbers. 

Bese ee. | 

Smaller portions of the fretboard diagram are often 

used to focus attention on a certain area. For example, 

the diagram below depicts just the area of the neck 

between the fifth and ninth frets. 

Dots are used on the fretboard “grid” to indicate the 

fingering locations notes. Root notes are indicated by 

circled dots. 

oe0 

ee 

+ 



A Word About Fingerings 

Fingerings are never “written in stone,’ but it is 

generally a good idea to select one and stick with it for 

a given scale pattern. 

Positional Fingering 

Positional fingering is a good starting point. This 

means that each finger gets one fret and plays all 

notes in that fret. The position number is the fret 

number of the first, or index finger. 

For example, the scale shown at the bottom of 

the previous page (A minor pentatonic) is in fifth 

position. The C major scale shown at the bottom of 
the following page is in seventh position. 

One special case is open position which is 

synonymous with first position. 

* Position is not always the lowest fret used in a 

pattern, but rather the lowest fret of the majority 

of notes in the pattern. So if all notes are in 

eighth position except one note on one string 

which lies on the seventh fret, the pattern is in 

eighth position, not seventh position. Simply 

stretch your index finger back one fret when 

required. 

“Blues” Fingering 
An alternate fingering approach common to 

pentatonic-based styles which incorporate a lot of 

string bending (such as blues and rock) favors 

fingers 1 and 3, or the index and ring fingers. This 

often requires an extra stretch here or there, and 

can be viewed as a modification to the positional 

approach. 

Shifting-Type Fingering 
Some scale patterns will require sliding, or shifting, 

the hand position, so that two different notes on the 

same string are played with the same finger. 

Specific directions will indicate how this can be best 

achieved for each pattern on an individual basis. 

Additionally, other scales may involve the 

use of a “floating position” where the pattern begins 

in one position, then on a particular string, the 

position shifts into a different position. This 

happens, for example, in diatonic three-note-per- 

string patterns. 



Construction Basics 

Historically speaking, the major scale is the 

fundamental scale in Western music. It is a diatonic 

(seven-tone) scale formed by a specific sequence of 

whole (two fret) and half (one fret) steps. It is easiest 

to remember the sequence if you view it as two 

“whole-whole-half” patterns, separated by a whole 

step. 

W W H | W W H 
W 

When this is applied to a string on the fretboard, the 

major scale emerges. Below, the starting note (or root) 

is C, so this is a C major scale, played all on one 

string. 

The steps of a major scale are numbered 1—2—3—4—5— 

6-7. (The octave root may be shown as either 8 or 1.) 

Half steps appear between tones 3-4 and 7-8. All 

other steps are whole steps. 

C major 

| | | 
| 

| 
< e eo e@ Z 

3 5 7 9 12 15 

Notes: C D EOS R G A B C 

Steps: 1 2 3.44 5 6 7 8 

When the major scale is “collapsed” and played across 

the neck rather than on a single string, the common 

single-octave major shape below emerges. Play it in 

seventh position. (Notes on the 7th fret are played with 

your index finger.) The root note—C, steps 1 and 8— 

is shown with circled dots. 

=== 
* Other tonalities are formed by shifting the whole 

pattern to begin on other root notes, but the 

relative spacing and the numbers for any major 

scale always remain the same, and reflect each 

tone’s intervallic relationship to the root. 

C major 

SEnnareret! 
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All other scales may be viewed as being alterations of 

the major scale. For example, the minor pentatonic 

scale (a common five-tone minor scale) omits the 2nd 

and 6th steps, and flats the 3rd step (a minor 3rd) and 

the 7th step (a minor 7th). 

major (diatonic) tones: 1 2 3 4 5 6 7 

minor pentatonic tones: 1 bay 445 5 b7 

Below, the minor pentatonic pattern is shown starting 

on the note C. Notice the three-fret intervals between 

the root—3rd and 5th—7th. These give the pentatonic 

scale a distinctly more aggressive character as 

compared to the diatonic scale 

C minor pentatonic 

Sere oe ona sesnen 
3 5 7 9 

Notes: C Eb F G Bb Cc 

Steps: 1 b3 4 5 b7 8 

When played across the neck, this common single- 

octave minor pentatonic shape emerges. Play it in 

eighth position (notes on the 8th fret are played with 

your index finger). 

C minor pentatonic 

Ore | | ee] || EER H 



PART | 

Minor Pentatonic 

The minor pentatonic scale is a five-tone minor scale 

common in blues, rock, pop, funk and other styles. 

We'll start with the common tonality of E. Here are the 

notes, tones, and intervallic structure. 

-d| Tones: 

eS pele 
Intervals: W+H Ww Ww W+H Ww 

E minor pentatonic, boxes 1 — 5 

The patterns are often called boxes because of their 

two-note-per-string shapes. Notice that box 1 includes 

all the open strings. 
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eo | 
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a a dell. 

at, = | = i | “EEA 
(secondary) 

| : 3 Fa 2 ect 

Fingering: Box 1 is in open position, box 2 is in second 

position, box 3 is in fifth position (stretch back a fret on 

the G string), box 4 is in seventh position, and box 5 is 

in ninth position. An alternate approach is to use 

fingers 1 and 3 for each pattern (except open). Or you 

may combine them, playing the lower (wider) frets with 

positional fingering, and the higher (narrower) frets 

with fingers 1 and 3. 

10 



Here is how they all fit together. Play up box 1, down 

2, up 3, down 4, and up 5. Then reverse it and come 

back down. Do this until the whole sequence is 

memorized. The staff-tab below will get you started. 

* The top of box 1 forms the bottom of box 2, the 

top of box 2 forms the bottom of box 8, etc. 

Box 1 Box 3 Box 5 

| 

S| Boxes Q 

5 ae : 
© ° 

5 

So Cee ae Se ge 

Box 1 Box 2 Box 3 

Above box 5, the patterns continue starting again with 

box 1. The shapes are exactly the same, with 

everything shifted up twelve frets. 

Box 1 Box 3 

If you put these two sections together, you have the 

entire neck! Although at first glance this may look like 

a bit of a mess, if you have already memorized the 

shapes and sequence, you'll find nothing new here. 

* To find specific boxes more quickly, use the E 

minor chords in boxes 1 and 4, shown in the 

bottom diagram, as “anchor points.” 

E minor pentatonic, full neck 

Box 1 Box 3 Box 5 Box 2 Box 4 

] I ] I ] [ ] I ] 

al ine Eland { e @ e © | |_ | 
| | e | | | 

iz 2 3 
| eo! e | 

3 5 Wf 9 12 i) 17 19 21 

ee =| | J { ot | | 
Box 2 Box 4 Box 1 Box 3 

E minor “anchor” chords 

ee fesse 

11 



E minor pentatonic, diagonal shapes 

The minor pentatonic scale may also be played in 

diagonal shapes which cut across several boxes. The 

most common diagonal shapes of E minor pentatonic 

are centered on boxes 1 and 4. 

Here is E minor pentatonic box 1, or the 

primary box, shown first with its low extension (into 

box 5), then with its high extension (into box 2), and 

finally, the full diagonal shape. 

mae Eater 

Box 1, with | 

high ext. = ae Fi a gs HEH 

se | patel Diagonal = Bed 

19 21 

Here is E minor pentatonic box 4, or secondary box, 

first with its low extension (into box 3 and lower), then 

with its high extension (into box 5), and finally, the full 

diagonal shape. 

Box 4, with | 

low ext. : | 

wv ef 

vt iC BELLS ial loa 

2 SSS 
Secondary 

Diagonal 

Fingering: These diagonal shapes involve shifting 

positions. As a rule, try playing all notes available in a 

given position before you shift positions. So playing 

the first example above (Box 1) from the lowest note, 

you would begin in tenth position and use the fingering 

1-3-1-3, then shift into twelfth position and play the 

next note with your third finger. Reverse this for 

descending. 

Sees 000 

HA 19¢ 
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Other tonalities 

Now we'll consider other tonalities. This. simply 

requires that the entire series of boxes is shifted up or 

down the neck. While shifting just one or two frets is 

easily accomplished, shifting three or more frets can 

become confusing. Therefore, it is a good idea to 

memorize at least the common keys shown here. First 

play the anchor chords shown under the series of 

boxes to get your “bearings,” then play up and down 

the boxes over the entire neck in that key. 

G minor pentatonic 

= [ ee - ] | = ] I 28 ] 

Setierieeretecrersrsan 
oe J A > ; | 5 =e i i ae | . 

ene Sse Ser ecaeeanset: 

A minor pentatonic 

Box 1 Box 3 Box 5 Box 2 

I [eat ] | 

PRS rena 
3 7 9 | 1S 17 19 | 

l l J | J l | 
Box 5 Box 2 Box 4 Box 1 

oe e 

+--+ 4 | Eee | FEA 
e | | e | | | | | 

rane Gem eel a a | 
3 5 9 1 15 17 19 i 

C minor pentatonic 

Box 3 Box 5 Box 2 Box 4 

7 9 15 17 19 I 

| J | J 
Box 4 Box 1 Box 3 Box 5 

Paes [omnia oa 

aX [—-* | 
jee ‘saz ae 

| | Ia | meat 4 | 

3 5 7 9 12 15 17 1921 

At this point, you have learned the minor pentatonic 

scale in E, G, A, and C. For the remaining “in between” 

keys—F, Ft, Gt, B», B, C#, D, and D#-simply take the 
nearest key and slide up or down a fret or two, to place 

the root of the pattern on the correct pitch. (See page 

63 for note names on the neck, if necessary.) 

13 



Sequencing practice 

Several different sequence patterns are applied to a 

few minor pentatonic scales to help get you started 

with this practice concept. Apply each of these 

sequences to each of the minor pentatonic scale 

patterns learned so far in all the various keys. 

E minor pentatonic, box 1, sequenced in threes, ascending 

continue... 

E minor pentatonic, box 2, sequenced in threes, descending 

porCeriter te 
continue... 

rg 3 
+ 5 5—31 5_3—_3- 

ies 
+5 [9 

A minor pentatonic, box 1, sequenced in fours, descending 

A minor pentatonic, box 2, sequenced in fours, ascending 

continue... 

A 
? 

740 7—49 = 10 
8—19— 10 

C minor pentatonic, box 4, in “backward” threes, ascending 

continue... 

3 5—3 
3 5-3 § 3 | 

& + 6 

14 



The blues scale is a six-tone minor scale common in 

blues, rock, and other contemporary styles. It is almost 

identical to the minor pentatonic, except for one added 

tone—a flatted 5th. Here are the notes, tones, and 

intervallic structure shown based on E. 

Notes: E G A Bb B D E 

= =~ s bwosf#iP 
ce ss 

Tones: 1 b3 4 b5 5 b7 1 
[ites a] 

Intervals: W+H Ww H H W+H W 

E blues, boxes 1-5 

If you have already learned the minor pentatonic 

scale, the blues scale is a piece of cake. The minor 

pentatonic is shown in solid dots with the added >5th in 

grey. 

: @ 2 

ee 

je 
1 

Se 

o> So oe a Me 
Box 2 4 aa ea ema ess 

i Be as ae Pap 
> ier i=l 
3 5 p 9 12 

Lg ies as 
Box 3 | : ot 2 et * aa oa | rome iene 

>a ea iS i em 
5 7 9 12 

Baas pou 
| | A ii Box 4 o eealsg iste 

(secondary) rg e 
o e 

3 7 co i) 

coxs_| | | =eees 48 

SS Se 
D ~ © i=) 

Fingering: Box 1 uses open position. Box 2 shifts 

between third and second position, then back to third 

position for strings 1 and 2. Box 3 is in fifth position 

(stretch back a fret on the G string). Box 4 is in seventh 

position (up to eighth position for string 2). Box 5 is in 

tenth position (stretch back a fret on strings 3 and 4). 

Alternatively, you may simply use fingers 1 and 3 

except when an extra finger is required due to having 

three notes on a string. 

15 



Below are all five interconnected boxes for E blues. 

Play through each pattern, shifting up and down the 

neck. Then practice using the sequence patterns from 

page 14. Remember to visualize the E minor “anchor” 

chords within boxes 1 and 4. 

Box 1 Box 3 Box 5 

Box 2 Box 4 

Once again, the pattern repeats above fret 12. All the 

notes are one octave higher than the corresponding 

box found lower on the fretboard. 

E blues, diagonals 

The diagonal forms of the E blues scale are shown 

below, centered on box 1 (primary) and box 4 

(secondary). 

| | 
Primary "| | 

Diagonal All | | 
e | | 

9 12 15 17 19 21 Q 

. 
Secondary | | | | 4 e @ 

Diagonal > 

Le Sa ole 
3 5 

Fingering: For the primary diagonal, use ascending 

fingering (grouped in octaves) 1-3-1-1-2-3-1, 3-1-1-2- 

3-1, 3-1-1-2-3. Reverse this for descending. For the 

secondary diagonal, follow the same idea. The 

ascending fingering is (0)-1-1-2-3-1, 3-1-1-2-3-1, 3-1- 

1-2-3-1-3. 

16 



Other tonalities 

Below are the full interconnected patterns for G blues, 

A blues, and C blues. Once again, notice the “anchor” 

chords. Also look for the diagonal forms sprouting in 

both directions from boxes 1 and 4. 

G blues 

Box 5 Box 2 Box 4 Box 1 

f ] I ] I Peet ] 

al a rg Sali 
Sea e seeds sas 2 
i 3 ime! | 
p< CEE DY ea A By . 

3 5 7 9 12 1S iD 19 1 

| J | J | J | J 
Box 1 Box 3 Box 5 Box 2 

4 Pp Te EE Gh oe beta @ Pa Pre p(y sire y: 
3 5 ef 9 12 15S 17 19 21 

A blues 

Box 4 Box 1 Box 3 Box 5 Box 2 

I | I ] [ | I I ] 
e @ O- 

Pi btep guy Pes ° > | a 

si1$ aise ea . 
3 5 a 9 12 15 17 19 21 

| J l } af Perea J 
Box 5 Box 2 Box 4 Box 1 

e) oe | eeraese eeremeenecesperce 
@ e +t 8 Soeosensoss 

3 5 7 9 12 15 17 19 21 

C blues 

Box 3 Box 5 Box 2 Box 4 

[ ] I ] [ a | 

bcd ealzgal = azar Bi nus | 
sf +34 Fett a= 

3 5 ff 9 12 15 17 19 21 

| J J | | J 
Box 4 Box 1 Box 3 Box 5 

e oe | @ aa | Let | | | | 

Foo See neeEeneulet! ee oe fal | 
3 5 7 9 12 1S 17 19 21 

At this point, you have learned the blues scale in E, G, 

A, and C. For the remaining “in between” keys—F, F#, 

Gt, B’, B, CH, D, and D#--simply take the nearest key 
and slide up or down a fret or two, to place the root of 

the pattern on the correct pitch. (See page 63 for note 

names on the neck, if necessary.) 



Major Pentatonic 

The major pentatonic scale is a five-tone major scale 

common in rock, country, pop, blues-rock and other 

contemporary styles. Here are the notes, tones, and 

intervallic structure shown based on G. 

Notes: G A B D E G 

rs = 
one s = oO © 

Tones: 1 2 3 5 6 1 
SA Sr See 

Intervals: W W  W+H W  WG+H 

G major pentatonic, boxes 1-5 

The box shapes of the major pentatonic scale are the 

same as those of the minor pentatonic scale, except 

that they lay against the root and “anchor’ chords 

differently. Here, box 2 (not 1) is associated with the 

barre chord rooted on the sixth string. Look for these 

major barre chord shapes inside boxes 2 and 5. 

ee ee eee 

a 
podee ieee saeaeese= 

See ee mt oii epee 

gue aae ee nasee: 
Box 5 

(secondary) 

Box 1 | 

Fingering note: Use the same fingerings as for the 

minor pentatonic boxes on page 10. 

18 



Here are the five interconnected boxes for G major 

pentatonic. Play up and down each box, and shift from 

one to the next up and down the neck. 

Box 3 Box 5 

| ] | ] 

@ @ 

Boxes “a = bd | |e} 
| | 

ee PSPs Pte e e eo _| 
5) 5 7 9 12 1S 

ee ee ee S| l J | J 
Box 2 Box 4 Box 1 

Next is the full neck for G major pentatonic. Of course, 

below box 2 there is a box 1 shape in open position. 

Although the low E string is in the scale, favor the G 

root at the third fret (start and end the box there). That 

way, your ear will hear G as the root, and hence, hear 

the scale as being a G major pentatonic rather than 

hearing the low E as the root. The boxes also continue 

in the same series above the fifteenth fret. 

G major pentatonic, full neck 

Box 1 Box 3 Box 5 Box 2 Box 4 

I ] [ ] i | { ] [ ] 

x [eer ze Som > Sale laeenine S]ineas| | 
$7 ast ss 
ee pass sess: Hite 

4] 5 7 9 12 1S 17 19 21 

(eae ob eee} l | | ie Be | 
Box 2 Box 4 Box 1 Box 3 

G major "anchor" chords 

See eet Sesor fore 

G major pentatonic, diagonals 

The most common diagonal shapes used for G major 

pentatonic are shown below. The primary diagonal 

starts on the sixth string root, G—at the same position 

as the G barre chord at the third fret. The secondary 

diagonal contains the fifth string root, G—at the same 

position as the G barre chord at the tenth fret. 

PEcUEEEES 
15 

we LESSEE St 

diagonal 

Primary | 
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Other tonalities 

Below are the full neck patterns for E, A, and C major 

pentatonic. Play the “anchor” chords, then all the 

patterns in each key, shifting from box to box, up and 

down the neck. Don’t forget sequencing practice, too! 

Also, find and play the diagonal shapes (shown on the 

previous page in G) by shifting them to the proper 

positions for each key. 

E major pentatonic 

Box 3 (ext. to low E root) Box 5 Box 2 Box 4 

Et cay = aad 

jBreee SE Sreeccieeter 

A major pentatonic 

Box 1 Box 3 Box 5 Box 2 

CO lett = @| | |¢9 
~ $40) $6 

ie ooee¢ 

“ 
© @| | 99 

seeage rtf 
3 5 12 15 7 19 21 

J | el J 
Box 2 Box 4 Box 1 Box 3 

F = bet] 
} ° | 

fo) z | : ted 4 | A 
3 5 7 9 12 15 17 19 1 

C major pentatonic 

Box 4 Box 1 Box 3 Box 5 Box 2 

[ ] I | I ] [ ] 
e 

el itl ds 4s {ee e e 
{© $ -* 

¢ e @- 4 e 
3 5 7 9 12 15 17 19 1 

| J | J l J 
Box 5 Box 2 Box 4 Box 1 

| . 

SS) 

3 5 Z 9 12 15 17 19 1 

For the remaining keys, simply slide the nearest 

pattern up or down the neck. (See page 63 for note 

names on the neck.) 
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Relative major/minor tricks 

Major and minor scales come in pairs. For every major 

scale, there is a corresponding minor scale that uses 

the exact same notes, but starts on a different root. We 

say these scales are related. Every major scale has a 

relative minor, and every minor scale has a relative 

major. For example, C major and A minor are related. 

C major 
ii giao 
CDEFGABCDEFGABC 

pelt = Rea 1) 
A minor 

In addition, C major pentatonic and A minor pentatonic 

are also relatives. 

C major pentatonic 

CDEGACDEGAC 
ee | 

A minor pentatonic 

Another pair of relatives is G major and E minor. So as 

you would expect (and you may have already noticed), 

the G major pentatonic boxes on the previous page 

are identical to those shown on page 10 for E minor 

pentatonic. Again, only the roots (and anchor chords) 

are different. 

One common way guitarists use this relative 

major/minor principle is to transform minor scales or 

licks into their major counterparts without having to 

learn any new patterns. You see, if you know the minor 

pentatonic scale, you can use the relative minor 

patterns to play the major pentatonic scale. For 

example, to play C major pentatonic, find the relative 

minor—A minor pentatonic. Now play A minor 

pentatonic over progressions in C major and your licks 

will give the sound of C major pentatonic. 

In reality, your licks really are in C major 

pentatonic. (They only appear to use A minor 

pentatonic because you are familiar with seeing the 

patterns from a minor perspective.) The best situation 

is to learn the major pentatonic shapes anchored to 

their correct roots—in other words, seeing them truly 

as major pentatonics. Nevertheless, this bit of relative 

major/minor maneuvering can be useful and is 

something you should be aware of. Here is the rule: 

* To use minor patterns in a major key, apply the 

three-fret rule: Drop three frets and use the 

relative minor pattern. 

To play G major, for example, drop three frets to E and 

use E minor. Here are a few relative major/minor pairs: 

A minor C major 

E minor G major 

F# minor A major 
B minor D major 

¢ The relative major is always the higher of the 

two; the minor is the lower of the two. The three- 

fret rule works in reverse, too. Raise any minor 

three frets and you'll have the relative major. 
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Minor Blues 

The minor blues is an eight-tone scale created by 

combining the tones of a straight blues scale with 

those of natural minor (see page 26). Here are the 

notes, tones, and intervallic structure of the resulting 

hybrid scale beginning on A. 

Tones: 

Intervals: 

A minor blues, “boxes” 1-5 

The patterns of the minor blues scale are not strictly 

“boxes” (they are more than two notes per string) but 

we will refer to them this way because this scale can 

be viewed as a minor pentatonic (or blues) with added 

color tones. Below, the A minor pentatonic boxes are 

shown in solid dots, with the added tones of A minor 

blues (2nd, »5th, 6th) shown in grey dots. 

® ee re 7 ® O 

Box 1 > ° ‘8 
(primary) = Oo : 

@ 
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@ oe 

(e) 

on} Lah eed be aed aa TP hiowr, 

nn ~ 

jt 

pay 

Box 4 S 
(secondary) 

rs deere ad 
5 7 9 12 15 17 

Fingering: Box 1 is in fifth position (stretch back a fret 

on string 3 then slide up immediately to play the 

remaining notes in fifth position). Box 2, in seventh 

position, utilizes a similar procedure (slide the fourth 

finger up a fret on strings 1 and 6). Where boxes 3, 4, 

and 5 call for four notes on a string, play the first three 

as positional fingering, then slide your fourth finger up 

to catch the last note. Reverse this for descending. 
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Here are the five interconnected patterns on the neck. 

Play up and down each pattern, shifting from one to 

the next until you can play it from memory. To help 

keep things straight, use the minor pentatonic shapes 

that you already know as a “skeletal” framework, upon 

which the extra notes of the minor blues can be seen 

to “hang.” 

Box 1 Box 3 Box 5 

I re 

Fst 
5 | 17 9 1 

J 
Box 2 Box 4 

= 799? > 

@o| 0@@ 

ro 

Now, try the full neck. Because of how the patterns lay 

together, one note appears doubled in bracketed 

boxes 4 and 1. Following the directions in parentheses 

will yield the same shapes as on the previous page. 

A minor blues 

Box 4 (omit B, str. 3) Box 1 (omit Eb, str. 2) Box 3 Box 5 Box 2 
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3 5 7 9 12 1S 17 19 21 

| | l Noles! II J 
Box 5 Box 2 Box 4 (no B, str. 3) Box 1 (no Eb, str. 2) 

OQ @ 
e | -} 4 eo} 

e oe | eo 
e oe eo | Saas 

| ‘on | e! | 

3 5 ji 9 12 15 17 19 21 

Other tonalities 

Below, the minor blues scale is also shown in E and C. 

To play the scale in tonalities not shown here, simply 

shift the entire sequence of boxes up or down the 

fretboard. (See page 63 for note names on the neck.) 

E minor blues 

Box 1 (omit B, str. 3) Box 3 Box 5 Box 2 Box 4 

| i ] [ al I ] 
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rs |e 4 4 ral 

ole [© te e fet 
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3 5 7 9 12 15 WE 19 21 

l J | JI {re J 
Box 2 Box 4 (omit F#, str. 3) Box 1 (omit Bb, str. 2) Box 3 

@ @ | | | | | | 

| a Sore eer Seen ae oe se : re oe e | t -~* : | | 

3 5 fi 9 12 15 17 19 21 

C minor blues 

Box 3 Box 5 Box 2 Box 4 (omit D, str. 3) 

eo 0900@0 C 

— » e@eece 
Box 4 (omit D, str.3) Box 1 (omit Gb, str. 2) Box 3 Box 5 

Es eles bel = 
ema esa ems << | > ea 
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Major Blues 

The major blues scale is a nine-tone scale created by 

combining the straight blues scale with the major 

tones of the Mixolydian mode (see page 42). Here are 

the notes, tones, and intervallic structure of this 

interesting hybrid scale shown based on A. 

Notes:: a AlsmB. = CasCto Da Epa eecrtasGa FA 

A major blues, “boxes” 1 — 5 

Once again, the patterns of the minor blues scale are 

not strictly “boxes” (they are more than two notes per 

string), but we will refer to them this way because this 

scale can be viewed as a minor pentatonic (or blues) 

scale with added color tones. Below, the A minor 

pentatonic boxes are shown in solid dots, with the 

added tones of A major blues (2nd, 3rd, >5th, 6th) 

shown in grey dots. 

Box 1 
(primary) 

SY Ca SN ba Eel 

2) 

n ©900e® 

aaa ia ° 

@ 

PPyarys SpeSE e@eere 

t i===e 

ee 

Fingering: Box 1 utilizes the fifth and fourth positions 

(where five notes occur, slide with the first or fourth 

finger). Box 2 is in seventh position (slide with the 

fourth finger for the extra note). Boxes 3, 4, and 5 are 

similar—slide with your fourth finger to catch the extra 

(fifth) fret. 
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Here are the five interconnected patterns on the neck. 

Play up and down each pattern, shifting from one to 

the next until you can play it from memory. To help 

keep things straight, use the minor pentatonic shapes 

that you already know as a “skeletal” framework, upon 

which the extra notes of the major blues “hang.” 

Box 1 Box 3 Box 5 

orere) 

nr ©00e® 

0] 0 

— ~ 0@@e00 

@| | Cee _) 
© 000@/ 0 — 

eee fe) ‘| ) . 

Boxes 

1-5 

Box 2 Box 4 

Next try the full neck. Use the A major anchor chords 

in boxes 1 and 4, below, to help locate positions more 

easily. Relating the scale to its anchor chords will also 

help you transpose it into other keys more readily. 

A major blues 

Box 4 (omit B, str. 3) Box 1 (omit Eb, str. 2) Box 3 Box 5 Box 2 
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—@ 4 O ° Saiayeet= te 
® ofetots 
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+ —e O S | O--* 

O e Oo 
3 5 7 

l J l J l I J 
Box 5 Box 2 Box 4 Box 1 

(omit B, str. 3) (omit Eb, str. 2) 

_ 
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3 5 7 9 12 15 17 19 21 

Other tonalities 

Below, the major blues scale is also shown in E and C. 

To play the scale in tonalities not shown here, simply 

shift the entire sequence of boxes up or down the 

fretboard. (See page 63 for note names on the neck.) 

E major blues 

Box 1 (omit B, str. 3) Box 3 Box 5 Box 2 Box 4 

xT) 

12 1S 17 19 21 

J 
Box 2 Box 4 Box 1 (omit Bb, str. 2) Box 3 

SEEeuseecceern # 
Box 3 Box 5 Box 2 Box 4 

I ] | ] I I ] 
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° O eo Sores seston set cs ole ~? ole 
3 5 7 9 12 15 17 19 21 
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Box 4 Box 1 (omit Gb, str. 2) Box 3 Box 5 
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PART II 

Natural Minor 

The natural minor scale is the counterpart to the major 

scale—often considered its polar “opposite.” This dark, 

sad-sounding scale is at home in metal, rock, pop, and 

folk styles. It is a seven-tone (diatonic) scale with a 

minor 3rd, minor 6th, and minor 7th. The notes, tones, 

and intervallic structure are shown below, based on E. 

ad 
Tones: 1 Qiao eA Se bp ec biatel 

SS ha ae ee ee 

Intervals: W H Ww W H W Ww 

E natural minor, patterns 1-5 

The natural minor scale has five different “positional” 

patterns on the neck. These contain and correspond to 

the minor pentatonic boxes (page 10). This makes 

learning the natural minor scale somewhat easier 

because you are just adding on to patterns previously 

learned. Below, the pentatonic boxes are shown in 

solid dots with added tones 2 and °6 shown in grey 

dots. Taken together, they form the full diatonic natural 

minor scale. 

: eee ere alle gif se ia aaa ssa: 

~ ESE 
et 
b+ tH 

Patt. 5 

Fingering: Pattern 1 is in open (first) position. Pattern 

2 is in second position. Pattern 3 is in fifth position 

(fourth for strings 3 and 4). Pattern 4 is in seventh 

position. Pattern 5 is in ninth position (tenth for strings 

1 and 2). 
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Here is the entire neck for E natural minor. The “omit 

B, string 3” reference on lower pattern 1 tells you that 

one note which is unavoidably included in the 

bracketed area should be skipped. The higher pattern 

1 begins at the eleventh fret, and so, does not need 

this indication. 

* Pause the scale from time to time and play the 

Em anchor chords. This way, your ear will be 

sure to hear E as the root. 

E natural minor 

Patt.1 (omit B, str. 3) Patt. 3 Patt. 5 Patt. 2 Patt. 4 

| i ] ee | 

Q sa >< CE ie < S| OF-@- i e- | ime oe e 

peer sees seers fee arse teat | Q 4 -O7 
© oe! L@ eto © O Le 

3 5 i 9 12 15 17 19 21 

| Jy al forall J 
Patt. 2 Patt. 4 Patt. 1 Patt. 3 

Q._ 900 
oe 

(TE 
ee 
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Other tonalities 

Below are full neck patterns for A minor and C minor, 

along with the appropriate “anchor’ chords. Play the 

chords and patterns for each tonality. 

A natural minor 

Patt. 4 Patt. 1 Patt. 3 Patt. 5 Patt. 2 

I ] [ Pages ae ] I | 
O e @ O @ 5 al 
e f @ |] ae | | 3 rel Le fet 

@ = e ® 
+See : [ Ea peal 

SoS te < e oa eA 
3 5 7 9 12 GS 

l J l l eal | 
Patt. 5 Patt. 2 Patt. 4 Patt. 4 

C natural minor 

Patt. 3 Patt. 5 Patt. 2 Patt. 4 

| ] [ ] | | | | 
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$3 PER EEPEI so 
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e eo ett ir 
3 5 7 9 12 15 17 19 21 

L | | ibaa | J 
Patt. 4 Patt. 1 Patt. 3 Patt. 5 

Zs Ea - La ie 
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ime Y . 
jm | f = 

2 ‘= a 
3 5 7 9 12 1S 17 19 21 

For other keys, simply slide the nearest pattern up or 

down the neck, placing the circled root locations at the 

appropriate fret. (Gee page 63 for note names on the 

neck, if necessary.) 
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E natural minor, three notes per string 

For faster scale runs, three-note-per-string scale 

patterns are useful. There are seven different three- 

note-per-string patterns—one beginning on each tone 

of the scale. (Pattern 1 is shown at the octave position, 

below, as well.) These are excellent patterns for 

sequencing practice, and are very effective for building 

up your speed and picking technique. 

¢ Consistent alternate picking is recommended, 

beginning with a downstroke. For example, when 

playing any of these patterns, string 6 will 

always be ‘down-up-down’ followed by ‘up-down- 

up’ on string 5. Repeat this approach on strings 

4 and 3, then again on strings 2 and 1. 

E natural minor 

~ Ea 

Patt. 3 

ror? | | ol lite Scarce sls = 
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Patt. 1 
(octave) 

5 

1S 

15 

ae aoe 

bd 
+ 

> 7 9 12 

Fingering: When the notes span five frets on a string, 

use fingering 1-2-4 (or 1-3-4). Also, allow your 

position to change fluidly as needed through each 

pattern. For example, pattern 3 begins in third position 

(strings 5 and 6), changes to fourth position (strings 3 

and 4), and changes again to fifth position (strings 1 

and 2). 
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Other tonalities, three notes per string 

Below are the three-note-per-string patterns for A and 

C natural minor. In each case, pattern 1 begins on the 

root on the sixth string, and the sequence of the 

patterns remains the same. 

A natural minor 

oe >a 2 T 
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C natural minor 
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For other keys, simply slide the patterns up or down 

the neck. (See page 63 for note names on the neck.) 
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(box 2) 

(box 4) 

The major scale is fundamental to Western music and 

appears in a variety of styles including pop, jazz, folk, 

and to a lesser extent, rock. It is bright and happy- 

sounding. Here are the notes, tones, and intervallic 

structure of this seven-tone (diatonic) scale, based on 

ae nhs ti efit 
2 3) 4 5 6 7 1 
NN ga ee ee eee 

Widee Wt Set w W W H 

Tones: 1 

Intervals: 

G major, patterns 1-5 

The major scale has five distinct “positional” patterns 

on the neck. Since the major scale contains all the 

tones of major pentatonic (page 18), the pentatonic 

boxes appear within these major patterns. This makes 

learning the major scale somewhat easier because 

you are simply adding to patterns previously learned. 

Below, the major pentatonic boxes are shown in solid 

dots with added tones 4 and 7 shown in grey dots. 

Taken together, they form the diatonic major scale. 

Patt. 1 | 

Ty]. sadabng 
® 

1 $908 =4 wll aia aS 
intetcicl HUT 

Patt. 3 | 

me ESS EEE REE 
oe} ee 

: eee 

eet 
= au Bs ae 4 

Patt. 5 Ft ote 
(box 1) 5 c 

eo 

Fingering: Pattern 1 is in second position. Pattern 2 is 

in fifth position (fourth on strings 3 and 4). Pattern 3 is 

in seventh position. Pattern 4 is in ninth position (tenth 

on strings 1 and 2). Pattern 5 is in twelfth position 

(eleventh on string 3). 
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The astute guitarist will recognize that these patterns 

are the same as E minor (page 26). Only the roots and 

anchor chords are different—but this is a critical 

difference which changes how the ear hears the scale. 

It is therefore wise to practice G major as its 

own set of patterns, to see it properly “attached” to its 

major anchors. Since you are familiar with the shapes 

already, learning them as G major should go quickly! 

* Pause the scale now and then to play the G 

chords. This way, your ear will be sure to hear G 

as the root. Also, try shifting between playing 

just the solid pentatonic dots and the full diatonic 

patterns. This makes for a great exercise! 

G major 

Patt. 5 (omit B, str. 3) Patt. 2 Patt. 4 Patt. 1 Patt. 3 
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Other tonalities 

Below are full neck patterns for E and C major, along 

with the appropriate “anchor’ chords. Play the chords 

and patterns for each tonality. 

E major 

Patt. 2 (ext. to low E root) Patt. 4 Patt. 1 Patt. 3 
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C major 

Patt. 3 Patt. 5 Patt. 2 Patt. 4 Patt. 1 
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For other keys, simply slide the nearest pattern up or 

down the neck. (See page 63 for note names on the 

neck, if necessary.) 
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Patt. 

Patt. 

Patt. 

Patt. 

Patt. 

Patt. 

Patt. 

G major, three notes per string 

For faster scale runs, three-note-per-string scale 

patterns are useful. There are seven different three- 

note-per-string patterns—one beginning on each tone 

of the scale. Once again, these are the same patterns 

you learned as E natural minor (page 28). Here, 

however, we will anchor them to G roots and G major 

chords. 

* Consistent alternate picking is recommended, 

beginning with a downstroke. For example, when 

playing any of these patterns, string 6 will 

always be ‘down-up-down’ followed by ‘up-down- 

up’ on string 5. Repeat this approach on strings 

4 and 3, then again on strings 2 and 1. 

G major 
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Fingering: Same as natural minor three-note-per- 

string patterns (see page 28). 
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Other tonalities, three notes per string 

Below are the three-note-per-string patterns for E and 

C major. Number 1 begins on the root on string 6 and 

the sequence of the patterns always remains the 

same. 

E major 
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For other keys, simply slide the patterns up or down 

the neck. (See page 63 for note names on the neck.) 
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Creating Modes 

Modes are created when the root note of a “parent” 

scale is displaced. For example, let’s take C major. 

Played from C to C, this is simply the C major scale 

itself. In modal terms, this is the first mode of C major. 

Next use the same notes, but this time play them from 

D to D—making the second note of the scale (D) to be 

the root—and you have the second mode of C major. 

Play from E to E and you have the third mode of C 

major, and so on. There are seven different notes in 

the scale, so there are a total of seven different 

modes. 

7th mode 

6th mode 

5th mode 

[ ] 

C.. DE. FsGeA BCD EF GoA.B 
1st mode j 

2nd mode 

3rd mode 

\ 4th mode j 

Modal names 

The seven different modes of the major scale are 

named with the following Greek names. Notice how 

each mode of C major is completely contained within 

the same overall C major pattern 1. 

¢ The lonian mode is the modal name for the 

major scale itself. The Aeolian mode is the 

modal name for the natural minor scale. 
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Each mode may be viewed as a scale in its own right. 

Below are the modes derived from the G major parent 

scale, shown in full, two-octave shapes. 

* Look for a G major barre chord within the G 

lonian pattern, an A minor chord within the A 

Dorian pattern, a B minor chord within the B 

Phrygian pattern, a C major chord within the C 

Lydian pattern, a D major chord within the D 

Mixolydian pattern, an E minor chord within the 

E Aeolian patter, and an Ft diminished chord 

within the F# Locrian pattern. 
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G Ionian iS s | | 
(major) @ 5 @ 

@ 

3 5 5 

A Dorian | 

B Phrygian 

C Lydian | i 

eye! ~ @0@00 
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$4¢ 

bf C) 

4H 

en ae @ i 
3 12 5 

ii & atin | 

D Mixolydi ° ixolyaian ee f 

Lele 
-@- © 

3 9 12 S 

Sle {0+} 
E Aeolian a! iE : Pal 13 
(nat. minor) e+ 

sR 
15 

F# Locrian | | | | al | stag 

All modes derived from any parent scale (a modal 

family) are said to be related—this means that they 

share the same notes. It is important to realize that it 

is the placement of the roots which cause each 

pattern to be a particular mode. Delete the root 

information above and al/ of the patterns can be G 

major. They also could a// be A Dorian, B Phrygian, C 

Lydian, D Mixolydian, E Aeolian, or F# Locrian. 

On the following pages, the modes (other than 

lonian and Aeolian) are each covered as scales in 

their own right, over the entire fretboard. 
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The Dorian mode is a natural minor scale with a raised 

(major) sixth step, making it a distinctly minor type of 

scale with a moment of brightness. It is common in 

rock and pop styles. The notes, tones, and intervallic 

structure are shown below, based on E. 

Notes: Ear Fe Geel BD Cis 2D E 

+ oOo 
Se Ro 
Tren 70 ie 

Tones: 1 2 ep Sa ad 5 Cy aed iy Ane Es | 
SSS Ne SSO 

Intervals: W. oH Ww w W H Ww 

E Dorian, patterns 1-5 

The Dorian mode has five different “positional” 

patterns on the neck. These contain and correspond to 

the minor pentatonic boxes (page 10). Below, the 

pentatonic boxes are shown in solid dots with added 

tones 2 and 6 shown in grey dots. Taken together, they 

form the full diatonic Dorian mode. 

ae ae ee = | gy SES eee eeece 6 ey = a a 

ran | 3 2 SESaane' 

Patt. 3 | . He | | | = 
see eee ee 

: eae eg cee 
ces fee 3 2ece 

hg Seas aries 
: : | = | Saos | 

Fingering: Pattern 1 is in open (first) position. Pattern 

2 is in second position. Pattern 3 is in fourth position 

(fifth for strings 1 and 2). Pattern 4 is in seventh 

position (stretch back a fret on string 3). Pattern 5 is in 

ninth position (tenth for strings 1 and 2). 
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The astute guitarist may notice that E Dorian uses the 

patterns of D major/B minor (but with roots on E). 

Nevertheless, it is best to learn each mode as a scale 

in its own right, with its parallel, “superimposed” 

pentatonic and anchor chords. This will also allow for 

quick and easy parallel modality changes—for 

example, changing between E natural minor and E> 

Dorian “on the fly” during a guitar solo—using a 

relative pattern will not. 

E Dorian 

Patt.1 (omit B, str. 3) Patt. 3 Patt. 5 Patt. 2 Patt. 4 

I ‘aah | 1 I 

Q Bape <i jae ‘O BoE Roonone 
a a Da Fy es a 
a a I maa a 

3 5 7 9 12 1S 17 19 21 

J | ul (a 
Patt. 2 Patt. 4 Patt. 1 Patt. 3 

2 

mn ecenaee 2 @ 6] 55 25S= cas) | 
3 5 i 9 1 1S if 19 21 

Other Tonalities 

Here is the A Dorian mode along with the associated 

Am anchor chords. Shift it into other keys as well. 

Patt. 5 Patt. 2 Patt. 4 Patt. 1 

Patt. 3 

Three notes per string 

You should already know the diatonic three-note-per- 

string patterns and sequence (pages 28 and 32), so 

all you really need here is the correct starting point. 

The shape shown on page 32 as “pattern 2” becomes 

pattern 1 for Dorian. Shift it to start on the sixth string 

root. In this case, to play G Dorian, we'll start with this 

pattern on G at the third fret and continue from there. 

G Dorian 

continue with page 32 patterns 5, 6, 7, and 

1 as 4, 5, 6, and 7 (down two frets)... 
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Phrygian 

The Phrygian mode is a natural minor scale with a 

flatted (minor) second step, which adds a distinctly 

Spanish flavor. It is common in metal and alternative 

rock. The notes, tones, and intervallic structure are 

shown below, based on E. 

Notes: E F G A B Cc D 5 

ssa a eageas ) eo< yy OF 
ar 2 2 = 

Tones: Teed 2 ep Sa 4 Cine eee peer | 
SS NSN 

Intervals: H Ww WwW Ww HW Ww 

E Phrygian, patterns 1-5 

The five positional patterns of the Phrygian mode are 

shown below. The pentatonic boxes contained within 

the patterns are shown in solid dots with added tones 

»2 and °6 shown in grey dots. Taken together, they form 

the full diatonic Phrygian mode. 

~ -RSSSSEEE 
| 
| 

Patt. 2 a 
= | 

Patt. 3 

~ @00 | @@ 
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n @e@ BS n 

iii 

tt $90008 aan ® 
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3 

pave 

| 
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Fingering: Pattern 1 is in open (first) position. Pattern 

2 is in second position (third for strings 1 and 2). 

Pattern 3 is in fifth position (stretch back a fret on 

string 3). Pattern 4 is in seventh position. Pattern 5 is 

in tenth position (ninth for strings 3 and 4). 
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The astute guitarist may notice that E Phrygian uses 

the patterns of C major/A minor (but with roots on E). 

Nevertheless, it is best to learn each mode as a scale 

in its own right, with its parallel, “superimposed” 

pentatonic and anchor chords. This will also allow for 

quick and easy parallel modality changes—for 

example, changing between E natural minor and E 

Phrygian “on the fly” during a guitar solo—using a 

relative pattern will not. 

E Phrygian 

Patt. 1 Patt. 3 Patt. 5 Patt. 2 Patt. 4 

[ | l ] | eat ip | 

q oe oe @ 
O @ Oo oS 
ie) Oo e fets | SSS ems searemec: QD al 
OQf—o- e -o- ~~ O | ® @! 

3 5 7 Ms) 12 15 17 19 21 

| | | J | ty J 
Patt. 2 Patt. 4 Patt. 1 Patt. 3 

(Ce Nerele) | ae on Gon aoe oe! 
ee oe T 

L@ | 

Other Tonalities 

Here is the A Phrygian mode along with Am anchor 

chords. Shift this into other keys as well. 

A Phrygian 

Patt. 4 Patt. 1 Patt. 3 Patt. 5 Patt. 2 

[ ] | ] [ Fl | 
e -- e ,® 

ry e roo > oft—le i fe} 
2 -@ 2° | e | | Pal 

O |—@ | e|—| re Lot 
Oo e ab < 
o ® Lge 6 2 1g ° 

3 5 7 9 12 15 i | iCh oy 
| | | ee J | J 

Patt. 5 Patt. 2 Patt. 4 

(e) Oo 

@ 

oe 
vee @| | eee 

= od] || 
Pad Bs elle 

r bd @ 

etsbalae lat 3 L| 9? | | 
[eee 

= [eelt| = 

Three notes per string 

You should already know the diatonic three-note-per- 

string patterns and sequence (pages 28 and 32), so 

all you really need here is the correct starting point. 

The shape shown on page 32 as “pattern 3” becomes 

pattern 1 for Phrygian. Shift it to the sixth string root. 

In this case, to play G Phrygian, we'll start with this 

pattern on G at the third fret and continue from there. 

6 
® 

Patt. 1 
e 

2 

NEES 

mf pig 
5) 5 i 

G Phrygian 

900 | 0 

° 

Meuked 
T 

Gees 

@ e000 | oe 

@ 
@ 

cc) 

ae 

‘© 12 1S 17 

continue with page 32 patterns 6, 7, 1, and 

2 as 4, 5, 6, and 7 (down four frets)... 
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The Lydian mode is a major scale with a raised 

(augmented) fourth step, which gives it an odd, 

mysterious quality. The notes, tones, and intervallic 

structure are shown below, based on G. 

Tones: 

Intervals: 

G Lydian, patterns 1-5 

The Lydian mode has five different “positional” 

patterns on the neck. These contain and correspond to 

the major pentatonic boxes (page 18). Below, the 

pentatonic boxes are shown in solid dots with added 

tones #4 and 7 shown in grey dots. Taken together, 

they form the full diatonic Lydian mode. 

Patt. 1 
(box 2) rote: 2@ o@ 

e 

» 940) 46 

pu » RS © 

n @0@| o@ 

Patt. 3 
(box 4) 

eee 
ry) 

7@| [#9 

oe 
eeceee 

||] 

t+ +--+. $81 13 ]8| 
Patt. 5 : | | | | | 5 Pa | 
(box 1) | | | aE od zie ; 

| | ay) >i L@l 

12 

Fingering: Pattern 1 is in second position. Pattern 2 is 

in fourth position (fifth for strings 1 and 2). Pattern 3 is 

in seventh position (stretch back a fret for string 3). 

Pattern 4 is in ninth position. Pattern 5 is in twelfth 

position (eleventh for strings 3 and 4). 
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The astute guitarist may notice that G Lydian uses the 

patterns of D major/B minor (as well as those of E 

Dorian shown on page 36), simply with displaced 

roots. However, it is best to learn each mode as a 

scale in its own right, with its “superimposed” 

pentatonic and proper anchor chords. This will also 

allow for quick and easy parallel modality changes “on 

the fly” during a guitar solo—using a relative pattern 
will not. 

Patt. 5 (omit B, str. 3) Patt. 2 Patt. 4 Patt. 1 Patt. 

| 
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| 0 ee0C -@| || 90 

uit BELA a 

td 

fateietetet 
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Other Tonalities 

Here is the C Lydian mode with its associated anchor 

chords. Shift into other keys as well. 

C Lydian 

Patt. 3 (omit B, str. 3) Patt. 5 Patt. 2 Patt. 4 Patt. 1 

= ze gis 

Sle Fs] 

— ~ 0¢@000 

me fag 

| anes Sa 

~ BSH HE EEE 

»|@ | |eee 
aaa 

Three notes per string 

You should already know the diatonic three-note-per- 

string patterns and sequence (pages 28 and 32), so 

all you really need here is the correct starting point. 

The shape shown on page 32 as “pattern 4” becomes 

pattern 1 for Lydian. Shift it to the sixth string root. In 

this case, to play E Lydian, we'll start with this pattern 

on open E and continue from there. 

E Lydian 

000000 

® 

Ssh SEEEeere: 
3 5 7 9 17 

w 

“Tre w 

continue with page 32 patterns 7, 1, 2, and3 as 

4, 5, 6, and 7 (down eight frets, or up four)... 
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Mixolydian 

The Mixolydian mode is a major scale with a flatted 

(minor) seventh step. This is common in rock and pop 

styles, where it is often used as a major-sounding 

mode in place of the major scale. It contains the tones 

of the dominant seventh chord. The notes, tones, and 

intervallic structure are shown below, based on G. 

Notes: G A B c D E F G 

: 
6 ee 

Tones: 

Intervals: 

G Mixolydian, patterns 1 —5 

The Mixolydian mode has five different “positional” 

patterns on the neck. These contain and correspond to 

the major pentatonic boxes (page 18). Below, the 

pentatonic boxes are shown in solid dots with added 

tones 4 and »7 shown in grey dots. Taken together, 

they form the full diatonic Mixolydian mode. 

© aa rar 
Patt. 1 | = = s1— | eS | 
(box 2) | ><a 1 | | | | 

: 
3 5 7 9 12 15 

> lf? aie 
ose eel Boe Gradients a 
(box 3) | ® oi aja 

~ a i 
3 5 7 9 12 15 

ind 7 ii 

Patt. 3 ‘ ~<a re | 
(box 4) Ere! - © : fea 

ERE 4 Het Po 
5 Ff 9 12 15 

a EES SSeS 
Fingering: Pattern 1 is in second position (third for 

strings 1 and 2). Pattern 2 is in fifth position (stretch 

back a fret for string 3). Pattern 3 is in seventh 

position. Pattern 4 is in tenth position (ninth for strings 

3 and 4). Pattern 5 is in twelfth position. 
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The astute guitarist may notice that G Mixolydian uses 

the patterns of C major/A minor, simply with displaced 

roots. However, it is best to learn each mode as a 

scale in its own right, with its “superimposed” 

pentatonic and proper anchor chords. This will also 

allow for quick and easy parallel modality changes “on 

the fly” during a guitar solo—using a relative pattern 

will not. 

G Mixolydian 

Patt. 5 Patt. 2 Patt. 4 Patt. 1 Patt. 3 
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Other Tonalities 

Here is the C Mixolydian mode with its associated 

anchor chords. Shift into other keys as well. 

C Mixolydian 

Patt. 3 Patt. 5 Patt. 2 Patt. 4 Patt. 1 (inc.) 

> y ee 

~ @@000@ 
tehobe 2) 

i ~ | @e@ 

@ 99 - List| ePOoe TL! e ate) ) . 

Patt. 4 Patt. 1 Patt. 3 Patt. 5 

eee 

+ | |¢ 
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99 | 
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BCxr2 HoH 

Three notes per string 

You should already know the diatonic three-note-per- 

string patterns and sequence (pages 28 and 32), so 

all you really need here is the correct starting point. 

The shape shown on page 32 as “pattern 5” becomes 

pattern 1 for Mixolydian. Shift it to the sixth string root. 

In this case, to play E Mixolydian, start with this 

pattern on open E and continue from there. 

rw | = 

E Mixolydian 

ee 
3 5 7 ) 12 15 17 

aids 

aay -G : [ E 
Patt. 2 = . $ 

e JI 

e ele 
3 5 7 9 2 Bo a 

2 eo o | 
e ot. z | Patt. 3 | ip e Faget | e 

A 7 9 2 i ia 

continue with page 32 patterns 1, 2, 3, and 

4 as 4, 5, 6, and 7 (up two frets)... 
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Locrian 

The Locrian mode is like the Phrygian mode with a 

flatted (diminished) fifth step. It is common in the 

heaviest forms of modern metal. It contains the tones 

of the diminished (and minor seven flat five) chord. 

The notes, tones, and intervallic structure are shown 

below, based on E. 

Notes: E F Gi Ae Bb. D E 

$ So = =e. eS 
we. |S io p 

Tones: Tee bo bse tea tp Seb Garena nok 
7a a RN re 2 

Intervals: H Ww WwW H Ww W Ww 

E Locrian, patterns 1-5 

The five positional patterns of the Locrian mode are 

shown below. The pentatonic boxes must be altered to 

form a “pentatonic »5” scale to conform to the Locrian 

mode’s diminished fifths. This is shown in solid dots 

with added tones »2 and »6 shown in grey dots. Taken 

together, they form the full diatonic Locrian mode. 

Patt. 1 

@clelem© 
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nn 0000@@ 

@ ® eto O0@ | ec 
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Fingering: Pattern 1 is in open (first) position. Pattern 

2 is in third position (second for strings 3 and 4). 

Pattern 3 is in fifth position. Pattern 4 is in seventh 

position (eighth for strings 1 and 2). Pattern 5 is in 

tenth position (stretch back a fret for string 3). 
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The astute guitarist may notice that E Locrian uses the 

patterns of F major/D minor (but with roots on E). 

Nevertheless, it is best to learn each mode as a scale 

in its own right, with the “superimposed” pentatonic 

and anchor chords. 

* The anchor chords shown are m7>5 types. 

E Locrian 

Gn00 © @| | 90 
@¢e 

» ©00000 

Patt. 2 Patt. 4 Patt. 1 Patt. 3 

Salil: @ 
@ 

*Pattern is incomplete; include B? either on string 2, fret 23, or string 1, fret 18. 

Other tonalities 

Here is the A Locrian mode along with Am anchor 

chords. Shift this into other keys as well. 

A Locrian 

Patt. 4 Patt. 1 Patt. 3 Patt. 5 

| ] I ] I ] | ] 
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Patt. 5 Patt. 2 Patt. 4 Patt. 1 

= 
= Sa 

+4 Te = | 
[mem e| fu} 
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Three notes per string 

You should already know the diatonic three-note-per- 

string patterns and sequence (pages 28 and 32), so 

all you really need here is the correct starting point. 

The shape shown on page 32 as “pattern 7” becomes 

pattern 1 for Locrian. Shift it to the sixth string root. In 

this case, to play G Locrian, start with this pattern on 

G at the third fret and continue from there. 

G Locrian 

AEH ee) ee 00000 

Uv o Fad Ny 

Se ++ 9 000000 
3 ] 7 9 2 1S 17 

ears 
continue with page 32 patterns 3, 4, 5, and 

6 as 4, 5, 6, and 7 (up one fret)... 

vU se) F wo 

ee 9900 
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PART II 

Harmonic Minor 

The harmonic minor scale is a natural minor with a 

raised (major) seventh step. This creates an exotic- 

sounding three-fret interval flanked by half steps. It 

may also be used create a strong minor resolution, 

and is common in the neo-classical style. The notes, 

tones, and intervallic structure are shown below on E. 

Notes: ES. AFH. G A B CrecDt se 

e { e 
sa oh aa eae #o 
Ee Na hk bd 

Tones: 1 epee Sind 5S Seah 6 ae? 1 
ee Se Se 

Intervals: W H Ww W  H W+H 4H 

E harmonic minor, patterns 1-5 

The harmonic minor scale can be played in five 

different “positional” patterns on the neck. The easiest 

way to learn them is to take natural minor and raise 

each 7th step one fret (so it is found a half step below 

each root). Of course, this approach assumes you 

already know the natural minor. If not, review the 

patterns on page 26. The major 7ths are shown in 

grey. 
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Fingering: Pattern 1 is in open (first) position. Pattern 

2 is in second position (stretch fourth finger up on 

string 5). Pattern 3 is in fifth and fourth positions. 

Pattern 4 starts in sixth position and shifts up to 

seventh position on string 5. Pattern 5 is in ninth 

position (tenth for strings 1 and 2). 
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Here is the entire neck for E harmonic minor. Because 

of how the patterns connect together, the B note 

appears doubled in lower pattern 1. Follow the 

directions in parenthesis to avoid playing this note 

twice. The higher pattern 1 begins at the eleventh fret, 

and so avoids this situation. 

* Pause the scale from time to time and play the 

Em anchor chords to hear E as the root. 

E harmonic minor 

Patt. 1 (omit B, str. 3) Patt. 3 (omit D#, str. 3) Patt. 5 Patt. 2 Patt. 4 

qo_000 —| 

e 

0000 | 6 
t 

@e0 

n@ odoe 

Abee 

r) eo — 
+40) eele 

© 

eoee P i ) 
9 
ae 

7 9 12 1S 8] 19 21 

| J J l Ket | 
Patt. 2 Patt. 4 Patt. 1 Patt. 3 (omit D#, str. 3) 

= <; ine 
| | Sal <i Dee 

| | | ine al e 
ime | io e| 
ae” [ v | | <I O e 

3} 5 7 9 12 1S 7) 19 21 

Other tonalities 

Below are full neck patterns for A and C harmonic 

minor, along with the anchor chords. Play the patterns 

for each tonality. Then shift into other keys. 

A harmonic minor 

Patt. 4 (omit B, str. 3) Patt. 1 Patt. 3 (omit G#, str. 3) Patt. 5 Patt. 2 

oe é 
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e ome ee e 
© e@ 4 © f- ® e 
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e > 4 e e e Oo © le! 
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C harmonic minor 

Patt. 3 (omit B, str. 3) Patt. 5 Patt. 2 Patt. 4 

[ ] i | I il ] 
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e — | @ +e -O Lot 
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| J l J | dee atl J 
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For other keys, simply slide the nearest pattern up or 

down the neck. (See page 63 for note names on the 

neck, if necessary.) 
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Patt. 

Patt. 

Patt. 

Patt. 

Patt. 

Patt. 

Patt. 

Patt. 

E harmonic minor, three notes per string 

For faster scale runs, three-note-per-string scale 

patterns are useful. There are seven different three- 

note-per-string patterns—one beginning on each tone 

of the scale. (Pattern 1 is also shown at the octave 

position, below.) 

* Consistent alternate picking is recommended, 

beginning with a downstroke. For example, when 

playing any of these patterns, string 6 will 

always be ‘down-up-down’ followed by ‘up-down- 

up’ on string 5. Repeat this approach on strings 

4 and 3, then again on strings 2 and 1. 

E harmonic minor 

fear Te SE SEEEEETE! 
yrs: ESSE ESezet? 

» @@ 

® 

=) bead oe 

e0@ 

~ 

Fingering: Allow your position to change fluidly 

through each pattern. For example, pattern 2 begins in 

second position, changes to fourth position (string 2), 

and stretches back a fret on string 1. When spanning 

five frets with whole steps (as in pattern 3, string 6), 

use fingering 1-2-4. When spanning five frets with a 

minor third and half step (as in pattern 3, string 5), use 

fingering 1-3-4. 
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Other tonalities, three notes per string 

Below are the three-note-per-string patterns for A and 

C harmonic minor. In each case, pattern 1 begins on 

the root on the sixth string, and the sequence of the 

patterns remains the same as on the previous page. 

A harmonic minor 
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C harmonic minor 
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For other keys, simply slide the patterns up or down 

the neck. (See page 63 for note names on the neck.) 
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Phryugian-Dominant 

The Phrygian-dominant scale is a Phrygian mode with 

a raised (major) 3rd. This is also called the Spanish 

Phrygian, major Phrygian, or Spanish Flamenco 

scale. The notes, tones, and intervallic structure are 

shown below based on E. 

Notes: E F Gt A B C D E 

= Ba ee a peewee haggis 
T2.o 38 

Tones: 1 b2e03 4 Sieebo ob7 ot 
So SF Nee, Oem Ohms eect 

Intervals: H W+H 4H Ww do a Ww 

E Phrygian-dominant, patterns 1 —5 

The Phrygian-dominant scale has five “positional” 

patterns on the neck. The easiest way to learn them is 

to take the Phrygian mode and raise all the minor 3rds 

one fret. Of course, this approach assumes you 

already know the Phrygian mode well. If not, go back 

and review page 38 first. The major 3rds are shown in 

grey, below. 
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Patt. 5 

Fingering: Pattern 1 is in open (first) position. Pattern 

2 is in second position (third on strings 1 and 2). 

Pattern 3 is in fifth position (stretch back a fret and 

slide up on strings 1, 3, and 6). Pattern 4 is in seventh 

position. Pattern 5 is in tenth position (ninth on strings 

3 and 4, slide back up to tenth on string 2). 
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The astute guitarist will recognize that these patterns 

are the same as A harmonic minor, but with different 

roots and anchor chords. This is because the 

Phrygian-dominant scale happens to be a mode of 

harmonic minor (the fifth mode, to be precise). 

* Listen for the interesting mix of the bright major 

3rds (in grey) against the other minor intervals. 

The anchord chords are E major. 

E Phrygian-dominant 
Patt. 4 

Patt.1 (omit B, str. 3) Patt. 3 Patt. 5 Patt. 2 (omit F, str. 2) 
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Other tonalities 

Below the Phrygian-dominant scale is shown in A with 

the appropriate anchor chords. Shift the patterns to 

play in other tonalities as well. 

A Phrygian-dominant 
Patt. 4 Patt. 1 Patt. 3 Patt. 4 
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Three notes per string 

Phrygian-dominant uses the same patterns and 

sequence as harmonic minor (page 48), but with 

different roots. The shape shown on page 48 as 

“pattern 5” becomes pattern 1 here. Shift it to begin on 

the sixth string root. In this case, to play G Phrygian- 

dominant, we'll start on G at the third fret. 

G Phrygian-dominant 
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4 as 4, 5, 6, and 7 (up eight frets)... a 



Jazz Melodic Minor 

The jazz melodic minor scale is a natural minor with 

raised (major) 6th and 7th steps. This makes it the 

brightest-sounding minor scale—in fact, the top half of 

the scale is identical to the major scale. The notes, 

tones, and intervallic structure are shown below based 

on E. 

Tones: 

Intervals: 

E jazz melodic minor, patterns 1-5 

The jazz melodic minor scale (sometimes called 

simply “jazz minor’) has five positional patterns on the 

neck. The easiest way to learn them is to take the 

major scale and drop all the 3rds one fret. Of course, 

this approach assumes you already know the major 

scale well. If not, it is recommended that you review 

page 30 first. The minor 3rds are shown in grey. 
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Patt. 5 

Fingering: Pattern 1 is in open (first) position. Pattern 

2 is in second position (use 1-2-4 on string 5). Pattern 

3 is in fourth position (slide up into fifth on strings 1 

and 2). Pattern 4 is in seventh position (stretch back a 

fret on strings 3 and 5). Pattern 5 is in ninth position 

(fingering 1-2-4 on string 4). 
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Here is the full neck for E jazz minor. Omit the B note 

of string 3 in the lower bracketed pattern 1. The higher 

pattern 1 avoids this situation by including fret 11. 

E jazz melodic minor 

Patt. 1 (omit B, str. 3) Patt. 3 Patt. 5 Patt. 2 Patt. 4 
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Other tonalities 

Here is the A jazz minor scale along with the Am 

anchor chords. Shift into other keys, as well. 

A jazz melodic minor 

Patt. 4 (omit B, str. 3) Patt. 1 Patt. 3 (omit G#, str. 2) Patt. 5 Patt. 2 

Jgey wel E 

Three notes per string 

Below, the jazz minor scale is shown in three-note- 

per-string patterns in G. Shift into other keys, as well. 
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Modes of Jazz Minor 

The jazz melodic minor scale may be displaced to 

create a series of modes. These are used almost 

exclusively in advanced jazz styles, and are relatively 

complex. That said, most guitarists will never have 

need to master these. Nevertheless, for the curious 

and the jazz-minded we will outline them here. 

These modes are viewed as alterations of the 

major-scale modes, so the original modal names are 

employed along with descriptive tonal labels which 

identify the particular variation. Make sure you know 

all the major-scale modes very well before tackling 

these! 

Each mode below is shown in its pattern 1, 

with its root on the sixth string. 

Jazz melodic minor 

This is the parent scale (and first mode). It doesn’t 

have a special modal name—we just call it the jazz 

melodic minor scale. This example starts with A jazz 

melodic minor, which you already learned on the 

previous page, but here it is again (pattern 1). The 

notes are A-B—C—D-—E-F#—G}, so the following modes 

will each begin on one of these notes. 

A jazz melodic minor 

0/6 
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Dorian °2 

Dorian >2 is the second mode of the jazz minor scale. 

As the name implies, this is simply a Dorian mode with 

a flatted (minor) 2nd tone. Below, the »2s are shown in 

grey. 

B Dorian b2 

Sia Hee eetoed 
3 5 

Lydian augmented 

Lydian augmented is the third mode of the jazz minor 

scale. This is a Lydian mode with a raised 

(augmented) 5th. Below, the #5s are shown in grey. 

C Lydian augmented 

ger CEES SESEIEEE 
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Lydian °7 
Lydian °7 is the fourth mode of the jazz minor scale. 

This is a Lydian mode with a flat (minor) 7th. This 

structure is also known as the overtone scale. Below, 

D Lydian 57 
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= eee seen 

the 57s are shown in grey. 
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Mixolydian °13 

Mixolydian 13 is the fifth mode of the jazz minor scale. 

This is a Mixolydian mode with a flat (minor) 6th. (The 

»6th is known as a>13th because extended jazz chords 

use this note generally in a higher octave. This name, 

then, has been retained even though the note in 

question does in fact appear in every octave of the 

scale.) This structure is also known as the Hindu 

scale. Below, the »6s/>13s are shown in grey. 

E Mixolydian 513 

SS SSeecrercettts 
3 5 qj io 15 17 (he, 

Locrian #2 

Locrian #2 is the sixth mode of the jazz minor scale. 

This is a Locrian mode with a raised 2nd. Since 

Locrian, however, starts out with a flat (minor) 2nd, 

raising it simply brings it back up to a “normal” major 

2nd. Below, the 2nds are shown in grey. 

F# Locrian #2 

SESeacereces 
3 2) if 9 12 15 17 19 

Super Locrian (altered) 

The super Locrian mode is the seventh mode of the 

jazz minor scale. It is also known as the “altered scale.” 

It consists of a Locrian mode with a flat 4th. In this 

case, every tone other than the root is flatted! Below, 

the 4ths are shown in grey. 

G# super Locrian (or altered) 

oe FA 
3 5 7 9 12 15 (ORB wit 

Remember: As with the previous modes (page 34), all 

the modes here share the same notes. Delete the root 

information and all the patterns fit A jazz minor as well 

as B Dorian 52, C Lydian augmented, etc. To play in 
other keys, shift the patterns up or down the neck as 

appropriate. 
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PART IV 

Chromatic 

The chromatic scale simply uses every half step. So it 

has twelve tones per octave. It is rarely used in its 

entirety. Rather, small portions of the scale may be 

used within another tonality to “smooth out” a line and 

add some passing chromatic interest. 

Notes? -E Fi F#) G Gk) A At BoC Ck D Di E 

DoT su Ae tae, Ol DO One plea eal 
MANN NAN OO 
neaiinieSntedinieatinl Dtnitesole anh lsh la stake 

Tones: 

Chromatic scale, positional (all tonalities) 

Since all tones are equidistant, there is no structure 

that the ear can “latch on” to and regard as the root. 

We say it is an atonal scale. Any note can be made to 

be the root, so there is really only one chromatic scale. 

(Or, to say it another way, every chromatic scale is a 

mode of every other chromatic scale.) The same 

“positional” pattern, then, may be played at any fret. 

The only difference is when open strings are involved. 

Below, it is shown starting on the low E. 

Sezechs 
Here it is played from A to A, in fifth/fourth position. 

Slide either your first or fourth finger to play five notes 

per string. 
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Chromatic scale, up a single string 

Below, the chromatic scale is played from A to A, up 

and down on a single string. Use the fingering 0-1— 

2-3-4, then shift up to fifth position and use 1—2-3-4, 

then shift up again to ninth position for another 1—2-3- 

4. Reverse the sequence to come back down. 

Eee 
3 5 7 9 12 
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Whole Tone 

The whole tone scale is another atonal scale with 

equidistant tones. This time, each note is a whole step 

apart, and there are six tones per octave. It gives an 

odd sort of “lost” quality. Below, the notes, tones, and 

intervallic structure are shown based on E. 

Notes: E FH Gt At Cc D E 

(= ro Sooo °e { 

= fe fe fe 
Tones: 1 2 3 #4 #5 #6 1 

oh ae ee 

Intervals: Ww Ww W W Ww Ww 

Whole tone scale, positional 

Again, any note can be made to be the root since all 

tones are equidistant. Therefore, there are only two 

different whole tone scales—one starting on any given 

note and a another one starting a half step higher (or 

lower). Below is the positional pattern beginning on G 

at the third fret. Notice how the pattern can be moved 

up two frets at a time and it is still the same scale, 

using exactly the same pattern. 
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Whole tone scale, three notes per string 

The three-note-per string whole-tone pattern is shown 

below. It may also be shifted up two frets at a time 

without changing the pattern or tonality. Use fingering 

1—2—4 on each string. 
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Diminished 

The diminished scale comes in two varieties: the 

whole-half and half-whole. Both are atonal, with every 

second note spelling out a diminished 7th arpeggio. 

Whole-half 

The whole-half scale is a sequence of repeating whole 

and half steps. The notes, tones, and _ intervallic 

structure are shown below on E. 

Notes: Ee eis GierAy pba mC. e Chin Dien b: 

é ==s5 sh ef? ? 

Tones: i 

Intervals: 

Below are positional and diagonal shapes for the G 

whole-half diminished scale. Similar to the idea in the 

whole tone scale, each can be shifted in increments of 

three frets without altering the pattern or tonality. 

Therefore, these effectively cover the entire neck. 
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Half-whole 

The half-whole scale simply reverses the pattern of 

half and whole steps. The notes, tones, and intervallic 

structure are shown below on E. (Every second note 

still spells the E diminished 7th arpeggio as above). 

Notes: Eh UG Ab» Bbe cB eCtt a Duce 
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Below are positional and diagonal shapes for the G 

half-whole diminished scale. Again, each can be 

shifted in increments of three frets at a time without 

altering the pattern or tonality. Therefore, these 

effectively cover the entire neck. 
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Other Exotic 

and Ethnic Scales 

What would an ultimate scale book be without a bit of 

the unusual and bizarre? The adventurous guitarist 

may expand each of the following over the entire 

fretboard, as well as shift them into other tonalities. 

Enigmatic 

The structure of the enigmatic scale is shown below 

on C. It begins like Phrygian-dominant, borrows the 

middle portion of the whole-tone scale, and tops it off 

with half steps around the root. 

Notes: CieD> Sree cheGt Ate: (Bb Cc 

BAe TCE ety Cape INAS bean ee La 1 my A 
ear se ie ee Oe 

Intervals: H W+H W Ww H oH 

Below, the enigmatic scale’s positional and diagonal 

patterns are based on A. Practice in other keys, too. 
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Double harmonic 

The double harmonic scale features the bottom half of 

Phrygian-dominant and the top half of harmonic 

minor. Look in the structure for two W+H intervals 

flanked on either side by half steps. This structure is 

also known as the “gypsy” and “Byzantine” scale. 

Notes: CeeDbr JE F GuevAbar 5 ( 

& SS SS 

Tones: Lab 23 4 Ht R= o4/ 1 
Wee Se Se 

H W+H 4H W H W+H 4H Intervals: 

Below, the double harmonic scale is shown in 

positional and diagonal shapes based on A. Practice 

in other keys, too. 



Hungarian minor 

This is a harmonic minor with a raised 4th. Notice the 

W+H intervals flanked by half steps in two places. 

Below, the Hungarian minor scale is shown in 

positional and diagonal shapes based on A. 
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Persian 

The Persian scale begins like Phrygian-dominant, 

then goes into a sort of “Locrian-harmonic minor.” 

Notes: Ce PD ps cam h Gbh Ab Ban 

6 Se 

Tones: i ips = 3} Ab Stab Oe a7 1 

Intervals: H W+H 4H H W W+H 4H 

Here is the Persian scale in positional and diagonal 

shapes based on A. 
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Arabian 

The Arabian scale blends major on the lower half with 

Locrian on the upper half. (This structure may also be 

called the “major Locrian scale.”) 

Se en Ne 
Intervals: Ww Ww H H w WwW WwW 

Below, the Arabian scale’s positional and diagonal 

shapes are shown based on A. 
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Japanese 

This pentatonic scale has no 3rd, but a 6 and +2 give 
it an overall minor color. 

ae 

Intervals: H W+W. Ww H W+W 

Below are positional and diagonal shapes for the A 
Japanese scale. 

SSSGre nsaeececrrit 

aeons a SUEEEETHTL 
Egyptian 7 

Here is another pentatonic scale with no third. It tends 

to lack resolution, and sounds odd as a key center. (It 
also happens to be the third mode of minor 

pentatonic.) 

x 2 a 

Notes: c D F G Bb (e: 

P= Go 5 = 

Tones: 1 2 4 5 b7 1 
See — | —* 

Intervals: Ww W+H Ww W+H Ww 

Below, the Egyptian scale is shown in positional and 

diagonal shapes based on A. 
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Hirajoshi 
Another pentatonic scale, this one alters a major 

pentatonic structure with minor 3rd and minor 6th 

intervals. 

Notes: Cc D Eb G Ab (6 

6 2 Oo 70 
Tones: 1 9] b3 5 b6 1 

See ee Se 

Intervals: Ww H W+W H W+W 

The Hirajoshi scale in A is shown below in its 

positional and diagonal shapes. 

FEE + 

5 17 

SSScuerns 

BeSeeereraves 
19 

ak) it He 



Appendix A 

Scale Construction Table 

The table below shows the scale tones and structure 

for every scale covered in this book. Alternative names 

are shown in parentheses. Tonal numbers reflect the 

note’s position in relation to the tones of the major 

scale. The letter “w stands for an interval of a “whole 

step” (two frets) and the letter “h” stands for an interval 

of a “half step” (one fret). 

Scale name 

major 

natural minor 

major pentatonic 

minor pentatonic 

blues 

major blues 

minor blues 

lonian mode (major) 

Dorian mode 

Phrygian mode 

Lydian mode 

Mixolydian mode 

Aeolian mode (nat. minor) 

Locrian mode 

harmonic minor 

(Mohammedan) 

Phrygian-dominant 

Tones 

1234567 

125345657 

12356 

1534557 

13.455 557 

Structure 

w, W, h, W, w, Ww, h 

w, h, w, Ww, h, w, W 

w, Ww, wth, w, w+h 

w+h, w, Ww, wth, w 

w+h, w, h, h, w+h, w 

12533455 697 w,h, h, h, h, h, w, h, w 

1253 455 556 '7 

1234567 

125345697 

15253 4 5 657 

123%4567 

1234567 

12°34 5697 

152.53 45 46 07 

12534567 

152345697 

(major Phrygian, Spanish-flamenco) 

Jazz melodic minor 

Dorian »2 

Lydian augmented 

Lydian °7 (overtone) 

Mixolydian »13 (Hindu) 

Locrian #2 

super Locrian (altered) 

chromatic 

whole tone 

whole half diminished 

half whole diminished 

enigmatic 

double harmonic 

(gypsy, Byzantine) 
Hungarian minor 

Persian 

Arabian (major Locrian) 

Japanese 

Egyptian 

Hirajoshi 
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12934567 

15253 45 697 

123%41567 

123145697 

12345°67 

1253 455 657 

152 53 >4 05 96 +7 

152 2'33455566177 

1234415 %6 

1253475667 

1 2 >3>455 5 697 

12 3 #4 % 16 7 

19234567 

125314567 

1°234°5°67 

1234551607 

192456 

124597 

12°35 °6 

w, h, w, h, h, h, w, w 

w, W, h, W, W, Ww, A 

w, h, w, W, Ww, h, w 

h, W, W, W, h, Ww, W 

W, W, W, h, W, w, A 

w, W, h, w, W, h, w 

w, h, w, W, h, w, W 

h, Ww, W, h, w, W, W 

w, h, w, w, h, w+h, 

h, wth, h, w, h, w, 

w, h, W, W, W, W, h 

h, W, W, W, w, h, w 

W, W, W,'W, h, w, 

W, W, W, h, w, h, w 

w, Ww, h, w, h, w, W 

w, h, w, h, W, W, W 

h, w, h, w, W, W, W 

h* 12 

W, W, W, W, W, W 

w, h, w, h, w, h, w, A 

h, w, h, w, h, w, h, w 

h, w+h, w, w, w, h, h 

h, w+h, h, w, h, wth, h 

w, h, w+h, h, h, w+h, h 

h, w+h, h, h, w, w+h, h 

w, w, h, h, w, W, W 

h, W+w, w, h, w+w 

w, wth, w, w+h, w 

w, h, w+w, h, W+w 



Appendix B 

Note Names on the Neck 

The vertical lines below represent the guitar strings, 

and the horizontal lines represent the frets. The low E 

string is on the left; the high E string on the right. The 

frets between the labeled notes are named with either 

a sharp of the note right below it (in terms of pitch), or 

a flat of the note right above it. 

To play a particular scale in a different key 

than is shown in this book, simply find the appropriate 

root you wish to use on the diagram below. Then shift 

that scale’s set of patterns up or down the neck 

placing the root symbol in the scale pattern on the new 

root note position. Play the same shape in the new 

position. 

() AO @G@ B® © 

(D) (G) (C) (F) (A) (D) 

ee (€) (A DO) G ®B E 
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