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Make The Small Big and the Few Many - LAO TZU

Having taught instrumental music at various institutions over a twenty-five
year period, | am intimately aware of the merits and issues that can at times
befall these environments. The institution’s agenda, is to produce musicians
that a competent and well versed in all aspects of music. Whilst this is a
noble aspiration, | have found that students are often overwhelmed by their
heavy workload, pressing commitments and assessments - resulting in a
limited understanding and playing ability. My frustration as a teacher lies in
the fact that there is little time available to devote to deep and thorough
exploration of fundamental material.

My motivation for devising the course is to address this aspect. When
deciding upon the topic, it was clear that the major scale - the

cornerstone of Western music, would be the perfect structure to acquire an
intimate understanding of. | am keen on exposing the important and useful
material that resides within this scale. While preparing this material, | was
struck by the way in which each aspect opened up exponentially, as soon as
| drew my attention to it. This came as a surprise - given my many years of
playing experience. The suggested approach is to focus upon one aspect at
a time and be guided by what resonates most - there is no sequential order
that needs to be necessarily followed.

Although our focus will be on the major scale, what | intend on delving into,
is process - how to make the material as musical, engaging and effective as
possible. In doing so, it is my hope that one learns skills that will translate
into all aspects and musical environments. As we will see, these concepts
are integral to our understanding of composition, improvisation, theory and
fret - board knowledge.

Ultimately, it is important to note that none of this material is essential and
there is more to music making than the number of scale fingerings we
know. We should aim to cultivate our ear and to play with heart, conviction
and honesty.
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CAGED patterns

Modes 3 notes per string

Modes 2 notes per string
Modes 2 + 3 notes grouping

Modes 4 +3

Modes 4 notes per string
Open Strings

Contrary Motion
Intervals

Octave Displacement

Sequences
J.S Bach sequences

Triad Inversions — 1 note per string

Diatonic Triads Position #1
Diatonic Triads Position #2

Diatonic Triads Position #3

Diatonic Triads (string skips)
Major Triad (CAGED)

Minor Triad (CAGED)

Diminished Triad (CAGED)
Triad Arpeggios

Open Triad Inversions

Diatonic Open Triads (root)

Diatonic Open Triads (1! inversion)
Diatonic Open Triads (2" inversion)

Triad Pairs

Triad Pair Harmony

Diatonic 7" Arpeggios #1
Diatonic 7" Arpeggios #2

Major 7" (CAGED)

Maj 7™ Arpeggios 2 notes per string

Dom 7" (CAGED)

Dom 7" Arpeggios 2 notes per string

Min 7" (CAGED)

Min 7™ Arpeggios 2 notes per string

Min 7™ b5 (CAGED)

Min 7™ b5 Arpeggios 2 notes per string



Drop 2 Major 7™

Drop 2 Dominant 7™
Drop 2 Minor 7"
Drop 2 Minor 7" b5

Drop 3 Major 7™

Drop 3 Dominant 7™
Drop 3 Minor 7"
Drop 3 Minor 7" b5

Major 7" Pentatonic added 4
Major/minor Pentatonic
Lydian Pentatonic

Mixolydian Pentatonic
Locrian Pentatonic

Diatonic Quartal Harmony 3 note chord ------------
Diatonic Quartal Harmony 4 note chord ------------
Quartal Inversions
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Major Scales - CAGED Patterns

Major Scale (E shape)
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Modes - Three Notes Per String

Three note per string scales are a staple for shredding guitar players. They comfortably fit
under the fingers and can be played quickly with either legato or sweep picking. For legato,
pick only the first note of each string and hammer or pull off the remainder. For sweeping,
pick: down, up, down (ascending the scale) and up, down, up (descending).

Ionian

Dorian

Phrygian
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Lydian

Mixolydian

Aeolian

Locrian
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Modes two notes per string

When it comes to hammering on and off, there is no simpler fingering available than the
combination of two notes per string. The following modes, played as two notes per string are
interesting as they: are uncommon to the guitar players vocabulary, travel in a direction
counter to the one you would expect and lend themselves to a legato style playing.

Ionian
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Lydian

Aeolian

Locrian
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Modes 2 & 3 note grouping

This fingering is a combination of two and three notes per string. Although it is an
uncommon way of playing a scale, it yields interesting phrasing possibilites given the
odd grouping of five. This type of fingering could be be extended further and played as a
seven or nine note group (2,2,3) & (2,2,2,3).

Ionian

[
Dorian
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Phyrgian

|

]
Lydian
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Mixolydian

Aeolian

=

Locrian
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4 & 3 Modes

The following fingerings provide a practical approach to generating three
octave material. If we confine the scale (1st to 7th degrees) to the lowest two
strings, we notice that the exact fingering pattern will emerge again from the
fourth and second string. This makes memorisation of the material a great
deal easier.

Ionian

Dorian
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Mixolydian

Aeolian

Locrian
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Modes 4 notes per string

Scales played as four notes per string are excellent for traversing a lot of ground. These
are often employed by contemporary players and tend to be executed in in a legato
fashion using both slides and hammers. It is mainly the first and fourth fingers that are
used to slide with.

Major
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Mixolydian

Aeolian

@000

Locrian
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Open Strings

A less conventional approach unfolds when we choose to replace fretted notes with open
strings, allowing the sound of each ringing string to subtley overlap the fretted note. This is a
common practice found in Country/Bluegrass, Celtic and Jazz. This effect is unique to stringed
instruments and will work best in keys that consist of open strings: C, G & D.

A minor (Cmajor)
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Contrary Motion

A scale played in contrary motion is played simultaneoulsy in opposing directions. For pianists, this
poses little difficulty and is fairly common. For the guitarist, it is a challenging undertaking. Given this,
scales played in contrary motion are worthy of exploration and provide us with an alternative to the
well - trodden scaler paths. They are an excellent technical study and can be played as single line or
double stops.

Notated below are seven fingering types corresponding directly to each of the seven modes. These are
played in contrary motion (as single line and double stop) and share the same root note.
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Intervals

Scales played in intervals allow us to depart from predictactable step - wise movement.
Depending on the interval, these can be highly melodic (3rds/6ths), ambiguous (4ths/5ths)
and angular sounding (7ths/9ths). Due to the necessary string crossing, these make a
great excercise for the picking hand. Singing each interval will also be invaluable for one's

ear.
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Sixths
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Octave Displacement

Octave displacement is an effective way of generating wider intervals into one's playing. These provide
our lines with a sense of angularity and a modern sound. The concept can be applied effectively to any
material and due to the string skipping required, provideds an excellent workout for the picking hand.

The examples below apply octave displacement to the major scale and respective modes where

degrees 3, 5, 7 and 8 have been taken up the octave. This is only one of many possibilites so be sure
to explore your own variations.
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A scale, in and of itself is not inherently musical. It is the way in which we organise the

Sequeneces

notes within the scale, the combination of steps and leaps, that bring about further musical
expression. One of the most common and simplest methods of generating melodic material
from a scale is the sequence - the repetition of a melodic fragment at a higher or lower
pitch. Sequences present infinite possibilities and are invaluable in assisting us with
technique, aural perception and familiarity with the material. Play through the following
extending to the highest and lowest range. Try different keys and be sure to compose your

own.
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2nds & 4ths
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J.S Bach - Sequences

When discussing sequences, one need not look any further than J.S. Bach. Analysis of a Bach score
reveals a myriad of sequences in various purmutations. Bach seemed to possess an ability to create an
inexhaustable supply - ingenious, highly melodic and inherently logical. The following twelve examples
have been extracted from the violin partitas and sonatas. For convenience, they have been transposed
into the key of C and have had accidentals removed as Bach modulates readily. Study of the following
lines would be of great value in developing one's ear and technique. Importantly, they aptly demonstrate
the way to breath life into the major scale.

Suggestions: Analyse each sequence, play in position and, horizontally on different string sets,
memorise, sing, transpose, continue sequence to it's highest/lowest position, improvise using each one
and play with varied rhythm.
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Ex.5
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Triad Inversions - one note per string

The configuration of one note per string makes the following patterns
ideal for chord playing.

Major Minor Diminished
J—

Root
|—

1st

Inv.

2nd

Inv.
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Diatonic Triads

(Root Position #1)

The nature of the following fingering - where each note is played on an adjacent
strings, lends itself to economy picking. These triads can also be played as three note

Strings: chords.
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Diatonic Triads
(Root Position #2)

The following fingerings allow for hammering on or pull - offs to take place due to the
configuration of two notes per string. Be sure to practice picking each note along with
Strings: hammering.
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Diatonic Triads
(Root Position #3)
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Diatonic Triads

(with string skips)

The following string skipped triads are played from the 4th and 5th string root notes. The
configuration of two notes per sring allows these triads to be easily hammered on.
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Major Triad Arpeggios- CAGED

E Shape

A3

D Shape

=]
p5

“
p5

Y

C Shape

® ®
Q
®
L @
[ I 1 1 o1
A Shape
®
®
R
[T 1T 191
[ [ [ [ [
@
G Shape
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Minor Triads - CAGED

E Shape
0 o
>
o
e
0 o
D Shape
[ [
C Shape
| | l
[ [
A Shape
@
©
@
@
D I I
G Shape
| [l 1
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Diminished Triads - CAGED

E Shape

0 o
o
o
S
0 o
D Shape
I—I-M !:ﬁj ;
g1 | |
C Shape

:
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Triad Arpeggios

The following arpeggios can be played in two different ways. Each one offers a subtle
difference in articulation. The two notes per string ensures that hammer - ons and pull offs
are readily available.

Major#1

Major #2

Minor#1

L== | |
g1 |

Minor#2

==SRS0E

www.lucasmichailidis.com



32

Dim#1

Dim#2
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Open Triad Inversions

Major
Root position 1st inversion 2nd inversion -
3 3 v 3 v 3 -
) 3 . o i o £ e
| 2 P o
y A 2 b v - - |
[ Fan) b - o |l - |l |
Ot e, =" = ==
- C 3 ’ L= 3 L= 3 3
3 3
3 3 3 3 3 3 3 3 3 3
| | | | |
MMM M MM MMM
T 3 3 8 3 12 12
7iy 4 7 12—7 12
S—7 5 5 5 9 5 9 9 9 12
B 5 2 5 5 10
3 7 10
MInor
Root position 1st inversion 2nd inversion -
3 3 v 3 o -
) 3 be — be £ - £ e
ya > o L = b = o
[ fan & Py d Py @ i Py @ T
S = GBS 2
5 L= * L= 3 L= 3 3
3 3 3
3 3 3 3 3 3 3 3 3 3
M MMM M) F
T 3 3 8 8 1 1
yiy 3 - - —7 . —7 . 12 ” 12 >
B 5 1—5 - S - 13—10 13
3 6 10
Diminished
Root position 1st inversion 2nd inversion [) -
3 3 be 3 be £ r3 £ ot
49;4 —m —E ! Ih 1 I'\ P
y 4 b il P o—p P — = P — o
[ (anY V& P | Py * | P = I
S P e = = e = =
s b =T s 5 LA s S8
3 3 3
3 3 3 3 3 3 3 3 3 3
T MM ] MM ] MMl
T 3 2 - - 8 - 8 8 1—8 1
A 5 5— 5— 8§ 5 8 8 11—s 1
D 3 5 - 4 - 4 - 10
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Diatonic Open Triads

(Root Position)

Strings:
653 3 3
3 3 3 —] ] Py
) R — ~—T J >
y 4N & 7 @
%v“ Py 7 o
—1 —1 L - - g
K 4 & g LS" 3 3
3 3 3 3 3 3 3 3
I o .
=
A 4 5 7 9 11 12 14 16
B 5 7 9 10 12 14 15 17
3 5 7 8 10 12 14 15
Strings
542
3 3 3 ’3 &
; - e . & =
4 i o o — - .
(N - |
S~V - y ] [t |
) ;: 2 g 3’ —3’ ’3 %
3 3 3 3 3 3 3 3
Cor T T .
T 1 3 5 7 8 10 12 13
A o
2 4 5 7 9 10 12 14
‘B——o0 2 3 5 7 9 10 12
Strings:
431
. o -
. r 3 = = -
4 o o » _g 1 1 o — ». 1T
[ Fan P I ] = 1 _|7—-
SV P r ] | | | |71
3 3
3 3 3 3 3 3 3 3
e O s e
=
A 4 5 7 9 11 12 14 16
A 2 4 5 7 9 10 12 14
wJ
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Diatonic Open Triads

(First Inversion)

Strings
643 3 3
y AN | 1 .I & o =
o - — M
=0 = & v - =
& @ g LS 3
3 3 3 3 3 3 3 3
. .
A 2 4 5 7 9 11 12 14
2 0 2 4 5 7 9 10 12
= 2 3 5 7 8 10 12 14
Strings:
532 3 3
3 & y 2
9 —1 ’1 ’1' o y 2 = 1—
& ° = . 2
3
3 3 3 3 3 3 3
. .
T 3 5 7 8 10 12 13 15
iy 0 2 4 5 7 9 1 12
‘B—2 3 5 7 9 10 12 14
Strings:
421 -
- o - £ o —
- ] = i o = o I & —
28 .
[ Fan P I ] » I. _|7—-‘- I
SV - r ] |t | | I71
3 3
3 3 3 3 3 3 3 3
[ S e e s s e S o O st
T 1 3 5 7 8 10 12 13
A B Q
B 2 4 5 7 9 10 12 14
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Diatonic Open Triads
(Second Inversion)

Strings
642 3 3
g 3 - 34 — p— & y 3 :s
y i o o i —
[ M an P
N~V - r J <
) ;: ; 2 & E 3— \’3
3
3 3 3 3 3 3
. T | |
T 1 3 5 7 8 10 12 13
A a
B 2 4 5 7 9 10 14
3 5 7 8 10 12 14 15
Strings:
531
3 31 o o y 3 -
e ] o - i =
)4 —
& o . ®
- . e —
3 3 3 3 3 3 3 3
[ e S e e e O e e Y e e e s
T
iy 0 2 4 5 7 9 12
-B—:2 3 5 7 9 10 12 14
Strings:
421
o y 3 Iﬁ
$H - o - £ = o & e =
lm? P - o i e
ANV P » = ?—_7_(.—(
o L’ L;;’ 3’ l’3 3 3 3 3
3
3 3 3 3 3 3 3
[ e e s e O e O s s s o
T 0 1 3 5 7 8 12
N — 2 4 5 7 9 10 12
wJ
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Triad Pairs

The term triad pair refers to the coupling of two triads. Generally these tend to be of the same
variety and in close proximity. There are two triad pairs that reside within the major scale, minor
triad from the Il and Ill, major from the IV and V.

Minor - Root position

Minor - 1st inversion
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Major - Root Position
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Triad Pair Derived Harmony

Harmony can be derived from triad pairs by simply combining notes from each
triad. The following examples consist of a major triad plus a borrowed note from
the adjacent triad. There are numerous possibilities to generate harmony using
such combinations.

Ex. 1
A-7 D7 C (add9)
3
— |—
3
|—
[— 5
|—
| — 5
|—
7
N o — [—
7
L | |l | o —
D (add9) C major (add#4) D (add 4)
Q !i;! 9 9
ib 12 ib 12 iSE
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C (add9)

o
o
o
o’

12

40

12

Cé / A-7

D (add9)

www.lucasmichailidis.com
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C major (add#4)

- NN
1@ |




Diatonic 7th Chord Arpeggios #1

Sixth string
Y N T
r I e & = o = e 1'
[ = o ' - - e
| | T e RN
p—
1
A 4 5 7 9 12 14 16—]
B 2—5 3—7 5—9 7—10 9—12 10-14 12-15 14-17
3 5 7 8 10 1 14 5
Fifth string
4944- e — P » P i
o | | | | " ] ® | ® |
y AN P e = ® | - -
& e =" e o — e |
g <& ’ | - —
crrrrrrrrrrrrrrrrrrrrrrr o rrrr et
-
A 2—5 4 4—7 > 5—9 ! 7—10 i 9—12 10-14 12 12-16 14 14-17 |
B—3 e 5— 7 - 9 10 2 14 5
Fourth string
n m & y A & :: y A :5 & :g EE
e —r e? | i ' —
| - —
crrrrrrrrrrrrrrrrrrrrrrr o rrrr et
T 5 7 8 10 13 15 17—
iy 2—5 4—7 5—9 7—1 9—12 11-14 12-16 14-17
e 4 5 7 9 10 12 14 6
J
Third string o
. r3 .- PR
o 3 o Z o~ o®— ol I g ®— —
Bt et e Bl P ety
® i i i —
| | |  —
) e
T ] M) g rrr) rrr) )
T 1—5 3—7 5—8 7—10 8—12 10-13 12-15 13-17
X 2 4 5 7 9 12 14
B

41
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Sixth string
f) 4

Diatonic 7th Chord Arpeggios #2

|

| 150

L 180

| 1H1

|
o\

b

A4
D%

[y,

-

[
1L )

\

(3]

~
©

14

17

16—

wp>-

12
10-14

12-15

15-19

l

L 18
N

ll___‘

1)

[ 19

1

1"

12

14

12

14

16

17

16—

10-14

12-15

14-17

15-19

|

A

e

[ T®

BL)

1

[_'ll

12

13

17—

12

14

16

14-17

12-16

wp>-

10-14

Third string

A

™

A

T

L

A

Ik,

[T

|1},

.l

10

12

15—,

13

14-17

12
9—12

11-14

12-16

wp>-

42
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Major 7 Arpeggios- CAGED

G Shape

° °Te
[ 9T 1T o1 191
[ 1T T g1 o1 1|
E shape
‘Q‘g‘
[ @ I 1 91 o1
g | | [ [
7 @
D shape @
° o>
° 13
[ T 91 1 g1 1
C shape @ @
@
@ 7
— T 1T Q1 -1 1
g 1T 1T 9T g1 |
- °®
A shape
[ @1 o [ 1 9|
2 | | [ [
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Major 7th Arpeggios - 2 notes per string

Root Position

)

First Inversion

Second Inversion

Third Inversion
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Dominant 7 Arpeggios - CAGED

G Shape

(490

T+
=
NHUNY
SRR
“““1:1%@1?1

A shape

==

bk
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Dominant 7th Arpeggios - 2 notes per string

Root Position

First Inversion
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Minor 7 Arpeggios - CAGED

G Shape

7 R
o5
o o
[ 9T o I | 9]
| [ g | [ g |
E shape
o o
9 o
o
I 9] o | |
g | | g |
D shape
o
o o
o
3 o
| g | | |

C shape

A shape

HE=

o0 el || |?||

47
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Minor 7th Arpeggios - 2 notes per string

Root Position

First Inversion

.

Second Inversion

=2

Third Inversion

=
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Minor 7 (b5) Arpeggios - CAGED

G Shape

7 @
©
o o
o ~ 7
I — - ol
E shape
o ©
o
o ©
Coe T
@ o
D shape
©
o @
o
P A I I
[° 1 1 g1 1 ©]
C shape
o
@ o
7
S
| g 1 | |
A shape
© 7
©
7 o
o 1 o1 1 o 1
- — -
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Minor 7th (b5) Arpeggios - 2 notes per string

Root Position

First Inversion

Second Inversion

Third Inversion
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Drop 2 Voicings - Major 7th

4th String Root

(Root Position) (1st inversion) (2nd inversion) (3rd inversion)

HNK-X Y _79_1 lle |

LI e e — LIl i s — LIl i e —
5th String Root
(Root Position) (1st inversion) (2nd inversion) (3rd inversion)

HH HerY oEs
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Drop 2 Voicings - Dom 7th

4th String Root

(Root Position) (1st inversion) (2nd inversion) (3rd inversion)

__ﬁ _ﬁ e el

5th String Root

(Root Position) (1st inversion) (2nd inversion) (3rd inversion)

) @ )
® 9 ® o0 L K
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Drop 2 Voicings - Min 7th

4th String Root

(Root Position) (1st inversion) (2nd inversion) (3rd inversion)
:E
j—
[—
j—
|—
P | () o
E
LI, I —
5th String Root
(Root Position) (1st inversion) (2nd inversion) (3rd inversion)

SREES
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Drop 2 Voicings - Min 7th b5

4th String Root

(Root Position) (1st inversion) (2nd inversion) (3rd inversion)

=

:

5th String Root

(Root Position) (1st inversion) (2nd inversion) (3rd inversion)
j_—
J— |—
J—
J— |—
LS
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Drop 3 Voicings - Major 7th

6th String Root

(Root Position) (1st inversion) (2nd inversion) (3rd inversion)

L o (00 [ o T
| (———
LI e e — LIl i e — LIl i s —
5th String Root
(Root Position) (1st inversion) (2nd inversion) (3rd inversion)

__i H ©

o
[
[ e
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6th String Root

(Root Position)

5th String Root

(Root Position)

HEOK ]

56

Drop 3 Voicings - Dom 7th

(1st inversion) (2nd inversion)

oy e

(1st inversion) (2nd inversion)

e e

www.lucasmichailidis.com

(3rd inversion)

(3rd inversion)




Drop 3 Voicings - Min 7th

6th String Root

(Root Position) (1st inversion) (2nd inversion)

it eall

5th String Root

(Root Position) (1st inversion) (2nd inversion)

ENEE] ox Y
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(3rd inversion)

(3rd inversion)




6th String Root

(Root Position)

5th String Root

(Root Position)

58

Drop 3 Voicings - Min 7th b5

(1st inversion) (2nd inversion)
j—
|—
[—
|—
(1st inversion) (2nd inversion)
D

www.lucasmichailidis.com

(3rd inversion)

(3rd inversion)




Major 7th Pentatonic with added 4th

The scale is built from a major 7th arpeggio and includes an added fourth. Whilst it's
uncommon to play it over a I chord, it works particularly well over a II chord. Try this
scale from G over an A minor 7 chord.

Position 1

Position 2

Position 3

Position 4

Position 5
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Minor / Major Pentatonic

Major and minor pentatonics are the those favoured by most of guitar players and
are a staple in rock, country and blues. They share the same notes and differ only
in their starting position.

Position 1

Position 2

Position 3

Position 4

Position 5
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Major 7th Pentatonic with # 4 (Lydian Pentatonic)

The raised fourth provideds this scale with a bright, lydian quality. A G lydian
pentatonic could successfully be played over a : Gmajor 7th, E minor and A7.

Position 1
o ®
@ 07

Position 2

o1 1 1 19
1T o 1 1 ¢
Position 3 @
[ 1 o1
[ o 1 [
Position 4
a7
13 2
°
A3
[ [ -
Position 5
®
®
- - .
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Mixolydian Pentatonic

Essentially, this scale consists of dominant 7th arpeggio with an added fourth. It has a
bluesy, colorful sound and is an excellent alternative to the blues scale. The Mixolydian
pentatonic is reminiscent of Jeff Beck and Eric Johnson.

Position 1

Position 2
® o
o @
> ®
ol | g I ©
| | g 1

Position 3

Position 4

Position 5

www.lucasmichailidis.com



63

Minor 11th b5 - Locrian Pentatonic

Derived from the seventh mode of the major scale, this pentatonic is closely related
to a minor pentatonic but has it's fifth flattened. An A locrian pentatonic can be
played successfully over an A-7th(b5), C-6, F7 and a B7 (altered).

Position 1

Position 3

Position 4

Position 5
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Root Position 3 Note Quartal Harmony
G Major (all string sets).
432

654
543
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Root Position 4 Note Quartal Harmony
G Major (all string sets).

4321
0 0 E
®@ 0 2
o G Fi G
o 0 O- :
| | | | |
5 7 9 12
5432
0o
—©
o 0
1
5
6543

m > w) [0
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Quartal Harmony

Quartal harmony, as the name suggests, is harmony built on intervals of a fourth. Unlike
triadic harmony, chords derived from fourths tend to be more ambiguous and less tonal
sounding. They have many applications and as a consequence, will take time to
comprehensively integrate.

A four-note quartal chord is sometimes regarded as a Minor 11th given it consists of the
intervals 1, b3, b7 and 11th. This chord, if viewed from the standpoint E, can be
superimposed effectively over many other chord types: A7sus, Bb major 13 (#11), G6/9,
C6/9, Db7(alt), D9sus 4 (no b7) and Fmajl3 . It is suggested that the following inversions
are known comprehensively in order to make the most of their application.

Drop 2 voicings from 4th string

Root Position 1st inversion 2nd inversion 3rd Inversion

Tool| [eTed e

Sg5E

E:HI T

Drop 2 voicings from 5th string

Root Position 1st Inversion 2nd Inversion 3rd Inversion
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