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CHAPTERI
1. MODAL SCALES

The first modal scale is the lonian based on the diatonic major scale of C Major, from C to C,
is following the Dorian mode from D to D, then the Phrygian from E to E and so on,
considering the seven modal scale, we can multiply them by the twelve keys, we will have
eighty four scales. The fingering of the right hand will follow the original Diatonic major

scale (Ionian).
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2. MODAL SCALES & CHORDS

The modal scales can be transposed into different keys.
The studies which follow are in all twelve keys.

"C Ionian" related to C Major "C Dorian" related to B> Major
9 ,
y AW O [ § ) ho [ )
| fan ) O €« ~ 1 O [ § ] L=
ANV P [ ) ~ bc [ ] ~
J o ©O o © 2nd Major
"C Phyrigian" related to Ab Major "C Lydian"'related to G Major
# { Lnn > O [0 )
| fan | O VA ) Yy iy Pas [ ) s
A1V I[)O PV\G [ ® ) ~ O © 11;;() ~
J o _ 3rdMajor . © | 4th Major 1
"C Mixolydian" related to F Major "C Aeolian" related to EP Major
y, . .
Y 4% DO O ] o [ § ]
[ an Y O [ ® ) P A ] O 74y e
ANV O O [ ] T O bc (0] ~
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"C Locrian" related to Db Major

é i
| ! b [ ]
| fan Y v 7
o
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7th Major

Modal Chords.

After learning the modal scales, now we learn the modal chords. These are the Major
Seventh, Minor Seventh, Dominant Seventh and the Half Diminished Seventh. In addition
to the chord symbols, the author has added fingering suggestions for the left hand, which
mostly stays in the center of the instrument.

LA - SI-DO - RE4MI - FA - SOL
A-B-C.D-E-F -G

We use the notes of the scale of C Major
C "Ionian" (C) M7 m7 m7 M7 7 m7 o7 M7
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P.S. M= Major
m = minor
24 LEDN 7002 A



D Mixolydian (G) 7 m7 a7 M7 m7 m7 1\:17 47=>
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3. SUMMARY OF MODAL CHORDS

Summary of the chords in all keys
Now we can add the ninth, eleventh and thirteenth to the previously learned seventh chords.
These new chords are formed by adding Major or minor thirds on top of the original chords.
By keeping the bass in the original position, we can now obtain the following chords with
these additional notes. This exercise follows the various modes in each tonality.

C Ionian (C)
M7 M7/9 M7/11 M7/13 m7 m7/9 m7/11 m7/13
A - N Q
P’ 4 -
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m7 m7/b9 m7(b9/11)m7(b9/b13) M7 M7/9 M7(9/+11) m9(+11/13) 7
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Key of F Major

F Ionian (F)
M7 M7/9 M7/11 M7/13 m7 m7/9 m7/11 m7/13
A ; Q ko3
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| & an WL
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9 | £sq N e} . © ﬁ:
) 4 4
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| an WL ) J 2 S S S
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F Phrygian'( DI))
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01 - Q Q
A2y
Y 4 h 17
16N " D b
NV L
[y 8 8 .
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M7 M7/9 M7(9/+11) M7(+11/13) 7 7/9 7/11- 713 m7  m7/9 m9/11 m9/bl13

® -15’- . %
9 | M <y _‘ © '1;" * % <y
)2 ~ = >.
Y 4 h [V > - >
1N " D ». - >
NV : >
Q) 9
, Key of Ab Major (G§ Major
Ab Ionian (AB) y ) ( # J )
M7 M7/9 M7/11 M7/13 m7 m7/9 m7/11 m7/13
| . 0
g Db ~
g\ [V -
| . WL - s s
~ : : 2 =
Dy, i3 8 :
m7 m7/h9  m7(b9/11) m7(11/b13) M7 M7/9  M7(9/+11) M7(+11/13)
fH | | Q 1 Q
g 1D b
fF\ h [V ~
6N " D = >
ANIV4 = S
e) S = O
779 (911) 7(1V/13)  m7 m7/9 m7OH1) m7(11/b13) T g1 57h9 bo/11 bo/bi3
A | . © ﬁ: N Q :::
g D h ~ = .
g hHh [V = = = —
6N~ D = = —
ANV -
[y - 8 8 C
Ab Dorian (GB)
m7 m7/9 m7/11 - m7(11/13) m7 m7/b9 m7/11 m7(11/b13)
_9 [ .
AT ~
Y 4 h [ 71 D >
16N " D b ~ .
NV v = . S
d 8  © : ;
M7 M7/9 M7/+11 M7(+11/13) 7 7/9 7/11 7/13
_9 | b S4 ., e}
1y | ~
Y 4 h TP D
N " Db -
NV Id >
e P4 O
m7 m7/9.m7(9/11) m7(11b13) 57 57/h9 571(b9/11) z7(b9/b13) M7 M7/9 M7/11 M7(11/13)
A | © ﬁ: N Q :::
g 1D hH ~ =
g\ h [ V1) = ~ >
(N Y D bh =~ —
A3V L =
oJ - 8 O 5
G# Phrygian (E)
m7 m7/h9  m7(b9/11) m7(b9/b13) M7 M7/9 M7/+11  M7/13
H et
)  H LT
£\ k] ~
[ an ) bt — .
ANV > - >
% 8 : i g © “
7 7/9 7/11 7/13 m7 m7/9 m7/11  m7(11/b13)
) 4 7. VI >
LI —
y WA "] ~ 4
1N b . > - >
ANIV4 >. > =
e) 8 O S -

69 LEDN 7002 A




5. EXAMPLE OF A MAJOR SCALE

Examples of a Major scale altered by the Phrygian mode
which then resolves to the original chord

Phrygian

Phrygian
e b & £ So----------
o
= [ _J ep "0 g
. e s
Ab C A C+7
Phrygian Phrygian
[~ E TR 0 il — - oo
— i e = B '
T hhe @ —® o
R —a— - — —o—* H) Co)
ob B Db B pb+7
Simile
Phrygian b q @ e gEm=EE s
- o e 1 FTE S
I @ O
(X3 Bowriis — 3
b Bb 3 b N
| o £ V- — = — — = — = =
| é\ o m bg/gﬁ\: — 82
SEEE e = 2
. b B ch Bb +7
/\ o e 3
_ T . piFit 2 F &
"rﬂ"_._'_F o
E C E C ‘E’+7
/})/‘\ N
e g |
v e o 2 b# = E -
D) ——o o ﬂ%zﬁf O
b F Dp F+7
D
: el 8”“ ———————— 1
g§§ i 'j/L\ . o ? e P hlﬂ%\g R -
2 D Fh D Fi+7
== — o
— — T e — ' o
——o P
—(;} g & * ° 5 = i G+7
g | — ___ L,;E; o £
s— — | = F O
[Y) — J J_‘_[li_t;‘ — )
* b H Ab+7
Ab F Ab
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Dorian Mode

Second Grade of BB Major, we use the notes of BB Major scale, from C to C.

) C Dorian (Bb)
”\m | O O 0 ©
NV e [§ ) ~F
Q) _e_ O 7. 4
FaSt —
3 o 4
LV\‘ I —_— | y 2
1 | ‘_‘ |
PY) o b b o "J-p‘
m
> = = = = = = P
) >
% (h s
i | £
Ih r ] y 2 ._._ &) y 2
f\ﬂ\u L I»\ PN ] I | PN
oJ I g - & 3
- & » & - & & &
6\' | | |
2= - — :
| | [
4 C# Dorian (B) Same procedure
& : —_—
3, ﬂe rO &5 X
Slow
o) _ — o
S et # = gy i i !
o feRe T —= il | i
m
fo . feo 5 feo 5
SNE — :
ol | ol ol
— —— |
oL raetrri = ST eearesE Past
! o 2] 1
e e ' T e @ o "
He = el .
hdl CEEVY [ [ ]
y.4 EG Pz EG' {P EG° F
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Lydian Mode

At this point the student should start to create his own melodies on the following modes,
always remembering the structures of the Lydian Mixolydian, Aeolian and Locrian modes.
These melodies should always be attempted in all 12 keys, but the ability to have flowing
improvisations can only come after first writing out and understanding the contents and
characteristics of each mode.

C Lydian (G)
)
y 4N O O
[ an 1L O ~F
ANV O 0O ~F
J © i b T
A Slow ¥
P A5 )
— ]
& ® & o o & &
e 6) | | |
hdl OEK ) y 2
E— — A
/3_\ /;\
—9 rﬁ“'
A s ' | :
ANV
) o
—_—
== e . 2 =
hl D y 2
b ——
y Db Lydian (Ab)
P’ A | Lt\
y AN | he O L
[ M anY 1 O DO v F
ANV A he O ~F
Moderato
= ll) I. lf) i{}'.l ] ] ! ll) I
; —> e
PV\ ~
3] b2
ba 73 be 2 be be- ')
|
be | — =
I LV‘ I{‘,‘ = i .Jll Ib‘ _‘_.__W >
S | I ] g <
e | | — e
b ) be 2 be 73 b]o_ 2
I
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Locrian Mode

Seventh grade of DI’ Major, using notes of this scale from C to C.

C Locrian (DP)

7 af ] | b (@)
[ an) | he O s
ANIV | b O s
Fast
o) |
ﬁ (7] I 1 b 1 Ih L-. I
[ %Y I 1 |18
r ) r ) P f 5 @
Q) @ @ > e
m
| | |
)4 s Da Das o
—7 J¢ 7 Jo—]
2 2 =2 e =2 =2
9 /.\’ ] ] i
y el - el T O
G, 7 L e ®
e
o | ] IA | ] |
)0 c/r)i D ba
2 2 e = 2 2 4 5
C# Locrian (D)
y 0 P 1O
(an) I P (@) ©
SU— Py 9L ©
J fo o %
Moderato 3D
n ' _—
) >
1 i
] m ul P ul o
Y] T
\;;/
m
_ | |
= -
42 = 42 = e = =
/3\ o H
o -
1 — F_'_ﬁ‘l' cﬁ |
% : = - I I I Z "\
— T
~ N N
_ | | | |
)= z s z z z
#e - fo = te 3
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7. LOCRIAN SCALE

The altered Locrian scale has the 4th grade lowered a half tone. With this altered Locrian
scale we can use various Dominant 7th chords.

Locrian Scale

Altered Locrian Scale

Fo7 (F/Abm) F Locrian of Gl? F/Abm or Db7 or F7 or BY
9 b5 o O © T o O ©
y 4 h [ 71 ) Y O O ~F hh e O ~F
6N " Db J Pay O e . O Pro
A3V I 7 [(0) O O © T
Y) \
Ffo7 (F/Am)  F# Locrian of G Fi/Am or D7 or F§{ or C7
£ ﬁ \ O O © 1 Py O ©
y < ) O O ~F he O 2
[ fan ] O O ~F O O =
ANV O 7 O =~ L)
PY) \
Go7 (G/Bbm) G Locrian of AP G/Bbm or Eb7 or G7 or DPY
4 [ a O O o> O
)Y = O O ~F ] O O 7
75 P 3 O © o0 ©
| an W) =44 O O 7 O O =4 A
Glo7 (G#/Bm) G$ Locrian of A GH/Bmor E’ or Ab7 or D7
_9 u 4 o O o O
P~ IVl \ O O ~F | O O ~F
72— 1 ] O © o O ©
[ M an il LAERP=N O b O O o )
Ao7 (A/Cm) A Locrian of Bb A/Cm or F7 or AT or EP7
f) | 0 o O © | o0 ©
p” AN Y O O had hey O T
75 1 o_O © O
|  an YL 7 [0 O [®) A v 4 Ly
g *
Aﬁ(zﬁ (A#/C#m) A# Locrian of B A#/Cﬂm or F#7 or Bb7 or E’
H 4t N o O © : O ©
 HT A O O S 2PN O e
721w ] O © o O "O
[ an b, O 7 O =~ Y
ANV T }
o
Bo7 (B/Dm) B Locrian of C B/Dm or G’ or B” or F/
o) < a0 © © | e 0 © ©
b’ 4 ) O © o120 ©
y AN 7 o~ O -~ O O ~ A
[ an = © O i
A3V 1
3)
P Co7 (C/Ebm) C Locrian of Db C/EPm or Ab7 or C7 or Gb7
o D L-
g\ h [ 7 O O O [ @)
‘NS " Db A} O O 7 | O O 7
NIV D ] - g O o 120 ©
) S o Vil e O = f
Ay CHo7 (CH/Em)  C# Locrian of D CH#/Em or A7 or CH” or G7
24 = P 6 ) P O
[ an il =4V O O 7 I O O ~F
A\N\IY ) o_O © o0 ©
) Sy ©C o ©O 1 T
A Do7 (D/Fm) D Locrian of E? D/Fm or BY7 or D7 or A7
25 N O © | o O ©
NS " D ) O O e he O ~F
A\N\IY ] O © —o PO
Q) " O Y O O T
A Dfo7 (DY/Ffm) D# Locrian of E D#/Ffim or B7 or b7 or A7
P’ A ”JJ.'””I O O
y AN bk~ O O s ) Pay O h s
| A am Y o O © TP O o
A\N\IY ] o_O © O "O
Q) O 4 O ~ O © 1 T
A Eo7 (E/Gm) E Locrian of F E/Gm or C7 or E7 or Bb7
P’ A a O O O O
y AWEZY =4y O O ~F | O O ~
| an Y ] O O e O DO ~F
ANIV4 : O O ~F Py O ~F A
) \
116 LEDN 7002 A




CHAPTER III

8. PRACTICAL STUDIES

Mixed Modal Exercises (Second Part)

This section contains pieces from the different modes, each one presenting new ideas and

melodic colors.
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9. PRACTICAL STUDIES

Series of chords on which to improvise (Third Part)

At this point we now need to apply your learned knowledge of the modes to the art of
improvisation. Below you will find series of many chords on which the student should build
one or more melodic lines. These melodies should be representative of the student's own
emotions and technical abilities. This page can be fruitful ground for daily work on
improvisation, so that the melodies eventually become more natural and flowing.

To eventually be thought of as a musician with taste and musicality, however, the student
must devote serious, daily study to understanding the structures of the modes and to exploring
the possibilities of melodic improvisation.

Exercise 1
Slow  EM7 Tonian Cm’ Dorian Gm’ Phrygian €’ Mixolydian
",
V AN 1) V4 V4 V4 V4 V4 V4 V4 V4 V4 V.4 V4 V4 V.4 V4 V4
(O 777 7/ S=HETY 7 Y AR AR (ST
)
Fm’ Dorian Bb7 Mixolydian EPM” Tonian Bbm’ Dorian
f)
A 77 7 7 77 77 77 77
f\m 7z 7z Z Z 7z 7z Z Z 7z 7z Z Z V4 7z Z Z
)

o)
 i— v.4 p.4 v.4 y 4 y.4 y.4 y 4 v.4 v 4 y.4 y.4 y.4 7 y.4
@ V4 4 .4 .4 V4 7L .4 7z .4 .4 V4 17 4 4 4 V4 7z
o
EbM7 ITonian Gm’ Acolian Fm’ Dorian EP Ionian
9 Bb’ Mixolydian
y 4 .4 .4 V4 .4 V.4 V4 V4 .4 .4 .4 V4 .4 .4 .4 4
(&5 7 7 7 7 7 7 7 7 7 7 7 7 7 7 7 7
oJ
Exercise 2
GM Ionjan 4 Mixolydian BbM” Lydian Cm’ Dorian
J
V AU £ 4 .4 V4 V.4 .4 .4 V.4 .4 4 .4 V4 .4 .4 V4 V4
@ \ U 4 .4 £ /A .4 4 .4 .4 V.4 .4 V4 .4 4 V4 V4
)
F/ Mixolydian Am’ Dorian D’ Mixolydian GM Tonian
o)
’{ 4 4 V.4 .4 4 V.4 V.4 .4 .4 V4 4 .4 4 V4 V.4
@ .4 Z .4 4 4 .4 4 .4 .4 7z .4 .4 4 .4 7z V.4
o
Cm’ Dorian F/ Mixolydian BPM’ Ionian EbM7 Lydian
.
y 4 .4 .4 V4 .4 .4 V4 V4 .4 .4 .4 V4 .4 .4 .4 V4
(&5 7 7 7 7 7 7 7 7 7 7 7 7 7 7 7 7
oJ
D’ Mixolydian Gm’ Phrygian A2’ Locrian 7 ] GM” Ionian
A D’ Mixolydian
H— v.4 y.4 y.4 v.4 y.4 y.4 v.4 v.4 7 y.4 y.4 v.4 7 y.4
f\® V.4 V.4 7z 4 4 .4 .4 V.4 .4 V.4 V.4 .4 4 V4 V.4 V.4
o
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2. The original chord BM7 Ionian is substituted with a second grade C#m7 Dorian,

followed by the chord on the fifth diminished grade F11+ Lydian, which'we ¢an call a
a lead chord. In the bass we keep B which acts as a dominant that resolves on the
Tonic E. This structure has a fine harmonic effect; see’ Ex.2 at the bottom of the page.

[ Original Chord ‘ .
; B Ionian scale (B)
9 BM I Vh
£\ Ll L O
[ & an WV 0 [ L. Pas 1O ~F
NV EIJ.'I'I . LJ.O P %ﬂ llﬂ"
JTE 8 > fo &
Ionian (Bm) @ @
M 1 ... .- 1
Substitutions
WlA— — — — — — — — = — — — — — — — —
A 8" | ! 42| : l’g ) : Y
>’ 4 I ] ! o) 12 b EHZ 5P Heaz 7z
—fon—u ’ Pe— Hel —D—2 pe—4 ) i HB B
S 3 b z 7E) I I ") Wz
:S ﬁ § qs = [ [ [
C#m’ F 1+ Simile
o bo . b .
< O P O o~
hll D P A
- :
Dorian Lydian
(B) ©
- . | | L | |
e et 5— e 52
HI & Hﬂo IﬁV 2 ) glﬂ’ g LD' b‘ylb\ o T s, lF"I l,"I
Q) [ ll ll i v [ & D@
D o | |
"0 q" O DO P2 PV\O O

These chords have numerous, attractive effects. In the two following examples, the first is a
transition to other material, while the second is conclusive.

Ex. 1
A A
)4 B tE b . o2
Y 4 y « X ) 5l ] ; I il ) IVg‘
e U ™ Al i YU D
ANV
Y)
Chm’ plT Simile etc...
O O
o -~ O
hdl OO £
y A V)
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