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INTRODUCTION 

This book will acquaint you with the Mixolydian mode and show you how to 
use it. You will be shown how to recognize it all over the neck and in any 
key. There is an important section about how to practice the Mixolydian 
mode in ways that will help you use it in a variety of musical situations. 

There is a tape available for this book that demonstrates all the musical 
examples. In addition, the tape includes play-along chord progressions 
described in the book so that you can practice what you are learning. 

You must be able to hear and apply this mode in order to be fluent in many 
styles ranging from rock, blues and fusion to jazz, Latin and swing. 

Jeff Beck's solo on "Freeway Jam" from the "Blow by Blow" album is a clas­
sic example of Mixolydian rock playing. Eddie Van Halen has made exten­
sive use of the Mixolydian mode with songs like "I'm the One" from "Van 
Halen One" and "Hot for Teacher" from "1984." Listen to Trevor Rabin's 
solo on "Lift Me Up" from the Yes "Union" album, or Steve Val's "The Audi­
ence is Listening" from "Passion and Warfare." Standards based on the 
Mixolydian mode range from "Sweet Georgia Brown" to John Lennon's 
"Norwegian Wood" from "Rubber Soul." 

This book is designed to be read and interacted with sequentially from 
beginning to end, but it can also be used as reference material. 

Enjoy! 
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MIXDLYDIAN 
THE DRY 

--e Mixolydian mode is a tonal area that is used in playing and composing 

- ~s c. It is most easily understood as a scale. A scale is a group of notes 
a~a.,ged in alphabetical order. The arrangement of scale tones combine to 
:-eate a particular sound or tonal center. For instance, here is a scale begin­
- -g on the note C. 

~ 0 
0 n 

0 n 
~ 0- 0 

c D E F G A 8 

a a 5 1 8 rn H! 14 

THE MAJOR SCALE 

As you will soon discover, the Mixolydian mode is derived from the major 
scale. Scales are categorized according to their arrangement of whole steps 
and half steps. A whole step is equal to the distance between C and D, or 
any two notes that are two frets apart on the guitar. A half step is equal to 
the distance between C and D~, or any two notes that are one fret apart. The 
arrangement of whole steps and half steps comprise a formula that pro­
duces the unique characteristics of each scale. For instance, the scale in 
Examples 1 and 2 is a major scale because its formula is: 
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This formula will result in a major scale no matter where it begins. Here is an 
E Major scale constructed with the major scale formula. 

E Major Scale 
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Scales can be built this way in any key. 

INTERVALS 
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An interval is the distance between any two notes. In fact, the terms "whole 
steps" and "half steps" are just different ways to refer to major 2nd and 
minor 2nd intervals. Example 4 shows all the basic intervals up from the 
note C. 

The example below identifies the interval of each note, and the fret dis­
tance, measured from the first note (C). 

.. -

o# 
7th 

•• 
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H 

ft -
E 

root 

'%14®'4'1 II 
Interval : min2 aug2 maj3 aug4 P5 min6 min? Octave 

1$6 !in be §e II be §e #e ~() n 
bo be ~e #o ~o #o 0 

Interval: maj2 min3 P4 dim5 aug5 maj6 maj7 

Frets: 2 3 3 4 5 6 6 7 8 8 9 10 11 12 
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1111e is a :able of interval abbreviations. 

"'o... ""1ay have noticed that some intervals, such as the dimS (G~) and the 
a-94 (F*) have the same fret distance. When two different notes are played 
::·- :-e same fret, and have the same pitch, they are said to be enharmonic. 

John Lennon. 
His tune, 
"Norwegian 
Wood," a Beatie 
classic, is based 
on a Mixolydian 
melody. 
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T HREE PERSPECTIVES ON 
THE MIXOLYDIAN MODE 

INTERVAL FORMULA 

The Mixolydian mode is a dominant scale because it has a minor 7th which 
is one whole step below the root (two frets on the guitar). The formula is: . 

w w H w w H w 
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This formula will result in a Mixolydian scale regardless of the note on which 
you begin. Here is an example beginning on E and resulting in an E Mixoly­
dian scale. 

E Mixolydian Scale 

The two most important tones in the Mixolydian mode are 3 and 7. This 
example demonstrates how 3 and 7 are separated by the interval of a ~5th. 
This is a tense interval and gives the Mixolydian mode its characteristic 
sound . 
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Let's compare the two scales from the same root. 

C Major Scale 

C Mixolydian Scale 

SUMMARY 

Here are three ways of thinking about the Mixolydian mode: 

1. The formula in whole steps and half steps is WW H WW H W. 

2. It contains the same notes as the parent major scale beginning and end-
ing on the fifth scale degree. 

3. In comparison to a major scale starting on the same note it is 1 2 3 4 5 6 ~7. 

The Mixolydian mode has a minor 7th as compared to the major scale, 
which has a major 7th. 

Next, we will examine various ways of viewing the mode and explore possi­
bilities for its use. 
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MAKING THE MIXOLYDIAN MODE 
COME ALIVE ON THE GUITAR 

In tr s section, we are going to gradually build up from the three note major 
~ :o the full seven note Mixolydian mode scale. This is a good approach 
'kl earning the mode because you will learn the chordal skeleton first, and 
't""'E" f:tl in with the less weighty scale tones. 

THREE NOTE SKELETONS -
THE MAJOR TRIADS 

A :riad is a three note chord. A chord is a vertical arrangement of notes from 
a scale. Since the Mixolydian mode is a major scale, it is important to have a 
: ear understanding of the major triads which will form its chordal skeleton 
~..., the guitar fingerboard. 

Major triads are built with major 3rd and perfect 5th intervals above the 
~oot. 

C Major Scale C Major Chord 

0 • 
0 0 0 ~ajall 

root 

Guitarists usually play more than three notes when playing chords. Most 
often, we play at least four notes at a time and we will often play five or six 
note chords. We arrive at these bigger chords by simply doubling, or 
repeating, notes from the triads. It is typical to play chords with the root 
doubled or even tripled. The 5th is often doubled, too. 

Any type of first position E chord is home base on the guitar. Because of the 
way they are tuned, guitars resonate to these chords. The E chord along 
with the A, D, G, and C chords make up the first position triads that relate to 
the Mixolydian mode. All other major chord fingerings are derivatives of 
these, so we can consider each of them to represent a major chord "type." 
These are also referred to as "voicings." It makes sense then to base our fur­
ther exploration of the fingerboard on these chords. 
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First position major chords 

E 
0 2 3 1 0 0 

0 

0 0 

R R R 

A 
x 0 2 3 4 0 

4. 4 • 4. 

R R 

D 
x x 0 1 3 2 

0 0 
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R R 

G c 
2 1 0 0 0 3 x 3 2 0 1 x 

0 

4• n 
n 4. 0 

R R R R R 

x = 

0 

1, 2, 3, 4 
R 

Do not play this string. Dampen it with 
the left hand or do not strum that string. 
Open string 

Five E Major chords 

Left hand fingers 
Root 

If we consider each of the chords from Example 10 to represent a "type" of 
major chord fingering, we can move that fingering up the neck until the root 
is an E note. Notice that the five major chord types span the length of the 
neck, and that strings that were open are now closed. As a result, the A, G 
and E type major chords are barre chords. 

DType CType A Type GType 
4 3 1 1 x 

IX 

R R 

These chords form the beginning of the skeleton we need in order to visual­
ize the mode throughout the fingerboard . Again, these fingering types or 
chord voicings contain repeated notes and are designed to make visualizing 
easy. 

The next example shows these same chords positioned on the guitar neck in 
the key of E. Notice that all of the roots are positioned on E notes. 
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E Major triads up the neck 

It s ""'portant to see how the triads interlock. Try to memorize a visual 
~,..,,a.ge of the triads on the neck of the guitar. This kind of visualization is 
r:.:xYtant for mastering the fingerboard. Notice the location of the roots. 
T""'€se are your guides through the maze of strings and frets when you play 
1:""'ese chords up the neck and in various keys. 

DType A Type EType 

CType GType 

BEGINNING TO FILL THE SKELETON -
ARPEGGIATED TRIADS 

~et's expand our chord boxes to include every repetition of each note in the 
:riad in each of the five positions. We will play these notes in succession as 
arpeggios rather than all together as block chords. 

Here are E Major triad arpeggios filling out each of the five positions of the 
original major chord types. Remember, if you keep track of the root loca­
tions in these arpeggios, you can transpose them to any key. 

1 1 1 
3 1 4 2 3 2 4 4 3 1 2 4 

II 

IV VI 

• 
R R R R R R R 

Str. = stretch 

Here is what they look like all together on the guitar fingerboard. 

2nd position 6th position 11th position 

- - R - -R - -- -- R -- -
R - - R - -- R - -- - -- - ~I I - - I I 

V VII IX XII 
4th position 9th position 

lajtj§IQ!jfj 

XI 

R R R 

xv 
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Written out in standard notation and TAB, you can see exactly how to play 
each arpeggio. 

2nd Position 4th Position 6th Position 

3 4 2 3 2 4 4 3 2 4 2 2 

9th Position 11th Position 

4 3 2 3 4 2 4 4 

Treat these fingerings as suggestions. Experiment with others. The impor­
tant thing is that your fingerings are consistent. Try to avoid unconsciously 
changing fingerings when playing, as this will lead to sloppy technique in 
the future. Of course, you may consciously decide to use another fingering 
in a given position, but then stick with the new fingering! 

HAND POSITIONS 

Learning the concept of the hand position will help you play more efficiently. 
Also, it will help you organize the fingerboard. A hand position assigns one 
fret per finger. The number name of a hand position (e.g . third position) cor­
responds to the fret with which the first finger is aligned. So, if you are play­
ing a note on the fifth fret with your second finger, you are in the fourth 
position, because your first finger would be aligned with the fourth fret. The 
fourth finger on the eighth fret is in the fifth position because the first finger 
is aligned with the fifth fret, and so on. The first and fourth fingers can also 
stretch one more fret, so a hand position effectively covers a six fret range. It 
is very important to be aware of the position in which you are playing 
because moving up or down even one fret changes every note your four fin­
gers will play. 
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MEAT ON THE BONES -
DOMINANT 7TH ARPEGGIOS 

'°-'• :riat you have a working knowledge of major triads on the neck, we 
:a"" add the minor seventh and get to the meat of this book: dominant sev­
~:-- arpeggios. Adding the 7th scale degree to the major triad creates the 
:x·~ ~ant seventh chord and gives us four notes in each octave. 

E7 Arpeggio 

~ II J g #J J ~ 

root maj3 PS min? 

i 
9 4 7- rn II 

2nd position 6th position 11th position - - R - -R - -- -i - R -
I - -R - - R 
I - -- - -
i - R - -- - i 

~I I - - I I 

V VII IX XII 
4th position 9th position 

To prepare to play these as arpeggios, let's look at every note in each position. 

IV 

Sir. 

R R R R R R R R 

Str. = stretch 

liati~IRllE-

xv 

1¥:t4®'Rll'' 

XI 

R R R 
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•¥M®'P'*':' 
Arranged over the entire neck, E7 arpeggios look like this. 

2nd position 7th position 11th position 

V VII IX XII xv 
4th position 9th position 

lfif4®'P'lfl 
It might help to look at them as standard notation and TAB. Practice these 
arpeggios slowly and evenly. 

2nd Position 4th Position 7th Position 

314143243 1424314214 1414313 314 

9th Position 11th Position 

2 4 3 4 4 2 4 2 4 2 4 3 4 
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ALL SEVEN NOTES IN THE FLESH -
THE MIXOLYDIAN SCALE 

Now 'et's complete the Mixolydian mode and look at it in five positions on 
1r'le "eek. First we will look at them separately. 

Vo... get a good picture here of how the whole neck is fairly evenly divided. 

2nd Position 

- -- 3 -- R = 7 

- 5 
4 

s - 3 -5 - 7 
Str. -- -- 3 -III v VII IX XII 

4th Position 

-3 - 5 -R -5 -- 7 - 3 -- --- 7 R 

3 - 5 -III v VII IX XII 

6th Position 

2 - 5 --.:: .. --- 3 -- 7 R 

3 - 5 
1 ;2 -~ .. --5 -III v VII IX XII 

9th Position 

-- 7 R -3 - 5 -R -5 - 7 -- 3 -- -- 7 R -III v VII IX XII 

11th Position 
2 

7 R -
Str -

5 -- ~ - 3 --- 7 R 

3 - 5 - -R -
III v VII IX XII 

xv 

xv 

xv 

xv 

xv 
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'W4®1Q'f-'' 
Now here is the continuous view. 

2nd position 6th position 11th position 

III V 

4th position 9th position 

e ®EID= Major Triad 
ft:. =The 7th of the dominant seventh chord 

® ® ® =The remaining notes of the mode 

Yes, that is a lot of notes, but can you see their skeletal structure? Take away 
the @, ® and ® and the dominant seventh arpeggios are left. Remove the 
~ and only the basic major triads remain. Look at the shape made by the®, 
8 and • in the second position fingering. What triad shape does it suggest? 
It is still the "D type" formation, isn't it? And no matter how harmonically 
complex music gets, those basic triads and their roots will always be there 
as your anchors. 

Larry Carlton. 
Carlton used the 

Mixolydian mode in 
his composition, "Kid 

Charlemagne." 
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PRACTICING 
THE MIXDLYDIAN MODE 

POSITION PRACTICING 

- -st . play up and down each position like you did in the last section. We are 
--a: using open strings because we want every note in each position to be 
:-a..,sposable to other keys . 

• •i::iri< out your stretches in situations such as Example 22. When stretching, 
_.o ... have a choice between the fourth and first fingers. It is best to use the 
~ ~ger that is not playing any of the adjacent notes rather than using the 

same finger repeatedly. This is because when you have one finger sliding up 
~- down a string the tendency is toward hand movement rather than finger 
-iovement. You should maximize finger movement and minimize hand 
-iavement. There are two reasons for this. First, hand movement tends 
:award accidental shifting of position, leading to mistakes. Second, you can 
8iay much faster with your fingers than your hands. Try playing four adjacent 
~ates with one finger. Now with four fingers. Which is faster? 

Jeff Beck. 
One of Beck's 
most enduring 
compositions, 
"Freeway Jam," 
is a Mixolydian 

classic. 
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CONNECTING POSITIONS 

Once you feel comfortable in each position, try connecting them. In Exam­
ple 22, play up one position from the sixth to the first string. Now, shift up 

the neck to the next position and play down from the first string to the sixth . 
Play up the next position, shift, and play down the next, and so on. 

E Mixolydian: Up one Position, Down the Next 

Be aware of how many frets (positions) your hand moves at each connection. 

Practice this until you are comfortable playing up and down the entire neck. 
You will eventually want to do this in every key. 

2nd Position 4th Position 

i:gt4~!p!ffl 

0 1 3 4 1 3 4 1 2 4 1 3 1 2 4 1 3 4 4 2 1 4 2 4 3 1 4 3 1 4 2 1 4 2 

6th Position 9th Position 

2 4 1 2 4 1 2 4 1 2 4 2 4 1 2 4 2 4 2 1 4 2 13143143 1 42 1 2 

11th Position 

2412412413424124 

20 PRACTICING THE MIXOLYDIAN MODE 



IS1U99€st doing this with a metronome at a slow tempo. The metronome will 
he'cJ you to practice evenly, giving each note equal emphasis. This is very 
il!!npo-:ant because gaps in your learning lead to inexplicable mistakes later 
Qr' :-a: can be hard to trace. Also, the metronome helps quantify your learn-
11"'9 so you can have a sense of exactly what you have accomplished. This 
beco"nes more and more important over time. 

?.ay egato, letting each note ring right up until the next is struck. This is 
r-oortant for developing speed. Your fingers have little memory banks in 
:--e,...., and are always learning whether you are playing correctly or not. This 
s 7ue every time you pick up your guitar. Strive to play cleanly with as few 
- s:akes as possible so those little guys don't have to unlearn each example 
oe;ore relearning it correctly. 

PRACTICING ON ONE STRING 

- position practicing we work across the neck. When practicing on one 
s:rjng we work up and down the neck. Try practicing the G Mixolydian mode 
:)'l the first string only. Since it is not possible to start with the root note, just 
::i ay all the notes from the mode that are ava ilable on that string. In the fol ­
owing exercise you will play G Mixolydian, beginning on E, up to F and 
::iack to E. It is important to be disciplined about position shifts. You must 
think ahead and be keenly aware of the difference between hand motion 
and finger motion . Play legato and strive to make your hand position shifts 
sound as smooth as your finger movement. Avoid sounding choppy when 
shifting positions. 

Play through all the Mixolydian modes on the E string. Play every note on 
the string in each key beginning with the lowest note possible. Be sure to 
sing the root of the key in which you are playing. 

~m ~m 

III v VII IX XII xv 
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Note that these are fingered for a maximum of finger motion and a mini­
mum of hand motion. You should always be able to play a one octave scale 
up one string with only two hand shifts. This can be applied to the B, G, D, 
and A strings, as well. 

E Mixolydian scale A Mixolydian scale 

3 4 3 4 4 4 2 4 2 

D Mixolydian scale 

4 4 3 4 2 2 3 4 2 4 4 4 4 2 

G Mixolydian scale C Mixolydian scale 

1 3 1 3 4 2 4 4 2 4 3 1 3 1 131 2413 

Continue this exercise with the following keys: F, B~, E~, A~, D~, G~ (F#) and B. 
You may have noticed that all of these keys are a fourth apart. This is called 
the "cycle of fourths." 
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THREE NOTES PER STRING 

Applying three fingers to a string tends to take the hand across and up and 
down the neck. For example, try starting on G on the fifth string, tenth fret. 
P!.ay up the scale, three notes per string. You begin in the tenth position and 
srx>uld end in the twelfth position on the G note two octaves above. 

Playing scales this way is easy for the fingers, and therefore good for speed 
oevelopment. It is also good for working out in-between-position areas on 
:he neck. The five positions we are learning are a good starting point but, in 
reality, there are as many positions as there are frets on the guitar. Eventual­
y, you will know every scale in every position. 

i 
12 13 15 

10 12 14 
10 12 14 

19 12 14 

2 4 2 4 2 4 2 4 

x XII xv 

12 13 15 

II 
2 4 
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M IXDLYDIAN 
HARMONY 

MIXOLYDIAN MODE CHORDS, 
VOICINGS AND CHORD LICKS 

The most common use for the Mixolydian mode is to improvise over a dom­
inant 7 chord. You might see the chord symbol "E7." The "E" refers to the 
root and the "7" refers to the minor 7th above the root note E (D). 

Chords come from scales. Scales are tonal areas and can be arranged in 
many different ways. We arrange scales sequentially, step by step, horizon­
tally across the page. However, a scale can be arranged vertically, so that 
many notes are played at the same time. One way would be to stack the 
notes in thirds, or every other note of the scale as in the first measure of 
Example 26 below. 

Here we have all the notes in a one octave G Mixolydian scale. The way we 
arrange these notes vertically is said to be the voicing of the chord. In this 
example, we have voiced the notes in thirds. The second measure demon­
strates the chord tones from the mode that comprise the dominant 7th 
chord. Let's measure the intervals from the root. From G to B is the major 
3rd of the chord, G to D is the perfect 5th of the chord, and G to F is the 
minor 7th of the chord. 

1; B ii~ m~j3 
II 

G Mixolydian Scale 
root 

arranged in 3rds. Chord Tones 

Here are two basic dominant seven voicings followed by three thinned out 
voicings. One advantage to using thinned out voicings is that it is easier to 
see the essential chord tones when improvising over them . This closes the 
gap between your single note playing and your chord playing. 

G7 G7 G7 G7 
1 3 1 2 4 1 x 1 3 1 4 1 1 x 2 3 x x x 1 x 2 4 x 

III 0 0 0 x 

•• •• III 0 0 

• 0 0 •• i 
I 0 

R 5 7 3 7 R R 5 7 3 5 R 7 3 R 7 3 
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Rock and blues Mixolydian chord lick 

---:?·e are many variations possible for this idea which is based on Example 27 . 

H 

Mixolydian turnaround 

2 3 3 
3 

H 

2 3 

-,.,is is a common blues turnaround. A turnaround is the final part of a chord 
::irogression to a song that propels it back to the beginning of the form. This 
s also the basis for Bob Dylan's "Rainy Day Women." 

4 
2 
3 
1 

4 
2 
3 
1 

H 

1 
1 
2 
1 

Looking again at our G Mixolydian scale arranged in 3rds, let's focus on the 
top three notes of the chord. These are called upper extensions. They add 
color to the chord tones. 

'iWMQ!fJI 
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As you can see, the 9th is really a 2nd plus an octave, the 11th is a 4th plus 
an octave, and the 13th is a 6th plus an octave. I Chord Tones 

Octave + P4 = 11th 
arranged in 3rds. 

It would be difficult to voice the chords that have these extensions with all 
the tones that lead up to them. Fortunately, it's not necessary. Upper exten­
sions may be used singularly, or in pairs, or all three at once ... any way that 
sounds good. As you will see in the following examples, upper extensions 
are supported by one or more chord tones below, generally the third and 
seventh. 

-1 
0 II 

Octave + maj6 = 13th 

lf+J4§1ij!fll 
A chord is commonly named by its highest upper extension. These chords 
are full four and five note voicings that are most commonly found in funk, 
pop, fusion or jazz. You can play the Mixolydian scale over all of them. 

G9 G9 G13 G13 

2 x 3 1 4 x x 2 1 3 3 3 1 x 2 3 4 x 

4. 0 -
•• 4 • 4. III 4. 04 x • 0 0 0 III 

•• 
•• 

x 

R 7 9 5 R 3 7 9 5 R 7 3 13 R 3 7 9 13 
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Funky Mixolydian chord lick 

-~ : slick is based on the second 9th chord in Example 31 . 

l'I. J~~ .. -~·-JI 
- --- :z. 

~ jf '::I ~ TI • - ~ 
..ill!' •• - I ,.. -.. j ~ I 111- ~ 

"'J j '::I Ill ~-
._; ~ - I - >-

- - -- ?; 

)' ~ 

s s 
• .. ,.. .. .. ... .:. x .:. ~ 

' . .:. ;::: .:. .:. 
A - - -... ::: ::: ... :. -

v ,v 

---1--1 
---1--1 

1--1 

Blues progression lifi1~1i!IEI 
This version of a blues progression has upper extensions to make it sound 
jazzier. 

G13 C9 G13 

I~" II: f -
µ f 

,, 7 L ,, ,, ,, 7 L 7 ,, 7 ,, 
r r z r r r r z r r r r 

C9 G 13 E13 E9 

I~ ,, 
r 7 r 

,, 
r 

,, 
r 

,, 
r 

,, 
r 

,, 
r 

,, 
r 

,, 
r 

,, 
r 

,, 
r 

,, 
r I r µ f 

A13 013 G13 013 09 

I~ ,, 
r 7 r 

,, 
r 7 r 

,, 
r 

,, 
r 

,, 
r 

,, 
r 

,, 
r 

,, 
r 

,, 
r 

,, 
r I r µ f :II 
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DIATONIC HARMONY 

Diatonic means "within the key." The Mixolydian mode results when a major 
scale is begun on its fifth scale degree. The Mixolydian mode, therefore, is 
part of the major scale key. That is why we often refer to the major scale as 
the "parent" scale of the modes. 

To best understand how to use the Mixolydian mode, we need to go back 
and look at the major scale. The example below arranges the notes of the 
major scale in seven chords, one for each scale degree. 

The Diatonic Chords 

These diatonic chords are categorized by Roman numerals so they can be 
used in any key. The upper and lower case Roman numerals refer to the 
type, or quality, of the chords. Upper case Roman numerals indicate a major 
chord. Lower case numerals indicate minor or diminished. A small " 0

" is also 
often used to indicate diminished. All three of these basic chord types occur 
in a major key. The quality of the major and minor chords is defined by the 
third of the chord, and the diminished chord gets its sound from a minor 3rd 
and flatted 5th. As you learned earlier, the dominant chord 0/7) is character­
ized by the addition of a minor 7th above the root of the chord. 

I~ i H § II I n 
ii iii IV v vi 

Chord Family: major minor minor major major * minor 

*Dominant chord with the addition of the min?. 

THE DIATONIC SYSTEM FOR ALL MAJOR KEYS 

I IV .............. Major Chords 

ii iii vi.. ........ Minor Chords 

V7 ................ Dominant Chord 

vii0 
•••••••••••••••• Diminished Chord 
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-~-e is an example in the key of E major. Eventually, you should work this 
: _: ·., every key. 

6 OU 
~ 

E 

#Ill -u n 
F#m G#m A 

ii iii IV 

WHEN IS A CHORD 
PROGRESSION MIXOLYDIAN? 

-1 ~H 

B c #m 

v vi 

3ecause the Mixolydian mode is simply a major scale beginning on the fifth 
::egree, the major scale can be said to be the parent key of the Mixolydian 
'""'ode. So, all of the chords from the major diatonic system are also Mixoly­
:::i an chords. 

~he next logical step is to learn to recognize diatonic chord progressions 
.vhen we see them, and to become familiar with typical chord progressions 
:hat lend themselves to Mixolydian mode improvisation . 

This is easier than it sounds. If you have memorized the diatonic system as 
il lustrated in Examples 34 and 35, all you need to do is follow the thought 
process described below. 

When you see a dominant chord, look at the surrounding chords and ask 
yourself the following questions: 

1 

Most progressions will start and end on the same chord, and gravitate 
towards that chord throughout. We will think of the root of this chord as 
being the key center. 

To answer this question you need to consider what type of chords they are 
(major, minor, dominant or diminished) and how their roots relate to the 
dominant chord. 

Here is chart that shows how every chord in the diatonic system relates to 
the dominant chord. 

i 
Ii 

o#dim 

vii 0 
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DIATONIC RELATIONSHIPS 
TO THE DOMINANT CHORD 

Chord ....... Type ................. Interval from .............. Fret Distance 
V7 chord from V7 chord 

I ................ major ................ PS below ................... ? below 

ii ............... minor ................ P4 below ................... 5 below 

iii ............... minor ................ min3 below ............... 3 below 

IV .............. major ................ maj2 below ............... 2 below 

V7 ............. dominant ......... --- .......................... ---

vi .............. minor ................ maj2 above ............... 2 above 

vii 0 
............ diminished ....... maj3 above ............... 4 above 

I ................ major ................ P4 above ................... 5 above 

If the chords in the progression fit the relationships described in the chart, 
use the Mixolydian mode to improvise. 

The chords in Example 36 are D7, C and Emin7. Since we want to improvise 
and we need to know what scale to use, we need to go through the thought 
process outlined above. 

1. /s the progression centered around the dominant chord? 

Yes, this progression begins and ends with the dominant 7th chord. 

2. Does the root motion of the chords surrounding the dominant fit into the 
chart? 

Yes. The C chord is a major chord, a major 2nd below the dominant chord 
(D7), which is one of the relationships shown in the Diatonic Relationships 
chart above. The Emin7 is a minor chord a major 2nd above the D7 chord, 
which fits into the chart, as well. 

This chord progression is similar to Lionel Ritchie's pop/rock hit song "All 
Night Long." 

c Emin7 

7 7 
,, 

7 
,, 

7 
,, 

7 
,, 

7 
,, 

7 
,, 

7 
,, 

7 
,, 

7 
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So.-.,etimes the dominant chord does not contain the 7th, which leaves only 
:-e major triad. This is particularly true in rock. You must know the diatonic 
:-ord order well enough to recognize the progression even without the 
:::·esence of a 7th in the dominant chord. 

-.ow can the two chords in this example fit into the Diatonic Relationships 
:'lart? The only place two major chords are separated by a major 2nd is 
::ietween the IV and V chords, so the dominant chord must be the G chord, 
:'le higher of the two major chords. This means you would use a G Mixolydi­
an scale to play over both the G and F chords. 

G7 F7 G7 

~ e 11· , , , , I , , , , ·rrrr rrrz r r r z 

F7 

////:II 

George Benson. 
Benson plays 
Charlie Parker's 
vintage Mixolydian 
blues tune, "Billy's 
Bounce." 
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SOLOING WITH THE MIXOLYDIAN 
MODE-PATTERNS AND INTERVALS 

MIXOLYDIAN MODE PATTERNS 

Playing scale or arpeggio patterns will help form the building blocks for your 
improvisations. Here are a few ideas. Try to come up with some of your own, 
also. 

The classic "up four, down three" climbs up the scale . "Down four, up 
three" drops down the scale. Repeating a pattern of notes such as "up 
four," but starting on a different note each time is called "sequencing." 

Ascending 

2 4 2 4 2 4 2 4 2 4 

Descending 

2 4 2 4 2 4 2 4 2 4 2 
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$.e(i..Jencing "up four, down three" tends to take you across the neck. This 
ex.ample is a three-note arpeggio fragment that moves step-wise, so it takes 
.' ::;..,. up and down the neck. 

i 

Ascending 

A7 

5 

4 

Descending 

17 14 

4 

2 7 a 

2 

15 
15 12 

2 

9 5 10 7 a 
8 5 7 

14 10 12 9 
14 12 10 

Here's one for mixing arpeggios and scales together (3rds and 2nds). Try to 
be aware of the diatonic chord you are outlining when playing the 3rds. 

G7 Amin? Bmin7 

12 9 
10 

10 7 
8 

2 4 2 4 2 4 2 4 2 4 2 4 2 2 4 2 

etc ... 

14 

9 

II 

etc .. 

4 

SOLOING WITH THE MIXOLYDIAN MODE 33 



INTERVAL PLAYING 

You can play up and down the Mixolydian scale in 3rds, 4ths, Sths, 6ths and 
7ths. Let's look at 6ths and 4ths to get you started . 

SIXTHS 

Here is how 6ths look on the neck of the guitar. Be aware of the "G and B 
string line." All of your interval shapes change when you cross it. This is 
because these two strings are tuned a major 3rd apart, and all the other 
adjacent string sets are tuned in perfect 4ths. 

Across the G and B String Line: 

maj6 min6 maj6 min6 

•• 
0 

0 •• 0 0 i 

i 
I 

E Mixolydian Scale in 6ths 

You can hear this sound in many styles, from country to jazz. Notice that the 
first and second notes (G# to E) are a minor 6th while the third and fourth 
notes (A to F#) are a major 6th. When playing the scale, keep track of which 
intervals are major and which intervals are minor, because it will affect your 
fingering. Interval changes such as these are necessary to stay within a key, 
and therefore occur throughout interval studies. 

min6 maj6 

0 2 3 2 3 2 2 3 2 3 
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-~ s example shows a more melodic way of playing 6ths. It also demon­
s:~ates how sixths lay on the fifth and third strings. 

E7 

IDJ?'Qljfl 

e f J f"J A fJ I f1 0 a u Ii 
maj6 min6 

i 1 2 4 6 7- 9 

2 4 5 7- 9 H 

2 3 3 2 2 3 3 3 

FOURTHS AND BEYOND 

Fourths give a nice open, modern sound that tends to take you across the 
neck. 

Notice the location of the augmented 4th interval. 

4 3 2 1 4 2 4 3 3 2 

II 
H 13 

12 14 

3 2 2 3 

•WMQ!j§I . 

3 2 
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Here, 4ths are separated by a fret and augmented 4ths are separated by 
two frets. Be aware of the "G and B string line." 

Across the G and B String Line: 

P4 aug4 P4 aug4 

I 
I 

•• 
i 
i 

•• I 
f------r--+--+---+~ 

I 

I 1 

Space prohibits writing out exercises for every interval in the octave but you 
can apply the same type of studies to 3rds, Sths, and 7ths. Each has its own 
characteristic sound so check-out all of them . 
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Jimi Hendrix. 
His "Up From the 
Skies" is based on 
the Mixolydian 
mode. 
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LICKS, IDEAS AND 
PRACTICE EXAMPLES 

-.e·~e are some musical examples to summarize, review and expand upon 

-:-e :::~ctice examples. 

Biiues lick 

G7 

- II 
3 1 

H ) ... 
'T' ... - ,,, 

I ... A - -
A -
0 .... 

2 1 1 4 

Rock lick 

II 
1 

) p p p p -12 11 19 
13 19 19 (19) 

12 9 12 - 11 II 

12 

3 3 2 4 3 3 2 
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Rock lick in a shuffle groove 

~' I 

I 
A 

G7 

.. -
" J 

Metal lick 

Jazz lick 

G7 

.. -

3 

4 

4 4 

p 

1/2 

) 
#~!'-' 

r 

1/2 

) 
"' -

4 

2 

I 
I 

4 

p 
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.---_ 
I 
I 
I 

n 

4 

4 

p 

p 

... 
I 
I 

3 

-
2 

3 

.... 
I 
I 

p 

-I I 
- ~ . -

3 

1/2 

2 

'""' I 

-
4 

3 

p 

4 3 

Mf:t4MQ!jl:I 

1/2 

) 

1/2 

j 
I 

I 

,_I 

II 
II 
II 



Accompaniment in a Latin groove 

G7 I 
II 

~ 
~9 ~9 ~9) 

In= 
~9 ~9) 19 (19) 

II i 
~3 ~ M ~3 

.. .g 
r:~ -9-

1 3 1 3 1 3 1 3 3 
2 2 2 2 

New Age lick based on 7ths •it+1@ij!ffl 

2 4 3 2 4 4 2 

A rock/shuffle lick based on 6ths 

2-2 4 2 3 4 4 
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Three-note-per-string lick 

1/2 

4 2 4 2 4 2 4 

A lick based on "up four down three" 

G7 

p p -

2 3 3 2 3 4 3 4 3 4 3 

A lick based on 4ths •w · .. · ·ife &6. 
~ '>' " ;:.. 

3 2 4 3 3 3 3 
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A lick based on 6ths 

J c 
~-0 

1 Ir gr~tJ 
s p p -

: :: 1:: ~-~ 19 i 
19 

9 
10> 11 

9 7 
10 

3-3 2 2 4 2 2 1 
3 3 3 

ne progression in the next example may be familiar to you, since it was 
..,sed by Blood, Sweat and Tears in their hit song, "Spinnin' Wheel." It is 
~sed in turnarounds and in the bridge or middle section of many tunes. It 
:1ould be a good idea to familiarize yourself with this chord progression 
oefore attempting the solo. If you have the tape that is available for this 
oook, you can play along. The example goes through the progression twice 
:o give you plenty of ideas for improvisation. 

No matter what you are practicing, it's a good idea to break it down into 
small, easily digestible pieces. Practice these small segments sequentially 
over a period of time. A week is generally a good amount of time to spend 
on a practice segment. Try to set obtainable goals for each day. A string of 
small successes eventually adds up to a big success. Have fun! 

12 

4 

j 

(12) 
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Typical Mixolydian Progression and Solo l\'tJMP•J1:1 

3 2 3 2 2 4 2 4 2 4 
1 

G7 ) 
II,....,_ r-"' -..-
II r- - - \ D' - - ,... - - • ., LI I 

r- r- ...>. 

' ' I 

I I ' 
@) - I 

1 

J 
- _,, 
I ·-I\ ,._, .. ·- ,_ 

;... - .. - .. 
~ 

3 2 3 3 

C7 

H p H 

2 3 4 4 3 2 4 2 
1 

F7 
) 

3 4 3 3 2 3 2 4 2 4 
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Example 58 Continued) 

07 

~~ ~ € - ,,..--
5 E ~t~ 

~ E t ~ ~E ~ ..,r= ~ j:= ~ I 
~ 

p p p 
10 

~" 
10 

13'.'. - :'.12 r 

i 
(13) 10 10 ,,... 10 10 

12 12 H 

3 2 4 3 3 2 

G7 

~~ F f #( • ( • 7. -. r J j 

i p p p 

If"· g. ' - < ,,... 
14 12 19 9 19 H H! ' - < 

10 8 

4 2 2 3 4 2 

2 3 4 3 2 4 3 2 4 4 3 4 3 

F7 J J 
_/""j'"" ~ ~ f- b(""f- f- b ,....-& 

II • - ·~-
II r- r'• I I -

>.'-. I -
~ 

1 1 

p p ) J - ·-.. .. ... 
- - . ·- - .. - .. 
I - ·- ... . 
A - -
~ 
g 

3 4 3 3 3 
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How TD READ 
MUSIC 

PITCH 

Learning to read music will help you to get the most out of your National 
Guitar Workshop and Alfred instructional books. It will make you a better 
musician, too, because you will be able to communicate more easily w ith 
other musicians. What follows is a discussion of music reading basics. 
Remember that practice makes perfect! The more you practice reading, the 
easier it will become. 

A staff containing five lines and four spaces is used in the writing of music. 
Notes are alternately written on the lines and spaces in alphabetical order. 

___________________ _. •• ;.=.111-
The clef indicates which notes coincide with a particular line or space. Dif­
ferent clefs are used for different instruments. Guitar music is written in G 
clef. The inside curl of the G clef encircles the line which will be called "G". 
When the G clef is placed on the second line, as in guitar music, it is called 
the treble clef. 

Using the G clef the notes are as follows:* 

I~ w w r r r IJ J r r r 
E G B D F F A c E G 

These are lines that are used to indicate pitch above and below the staff. 

E F G A B C A B C D E F G 

* In standard notation the guitar sounds an octave lower than written . 
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TIME 

- - e staff is divided by vertical lines called bar lines. The space between 

-: ... 'o oar lines is a measure. Each measure (bar) is an equal unit of time. 

6 w w w 

II 
~ 

)ouble bar lines ( ~ ) mark the end of a piece. 

Every piece of music has numbers at the beginning that tell us how to count 
the time. 

Examples: 4 
4 

3 
4 

6 
8 

The top number represents the number of beats or counts per measure. 
The bottom number represents the type of note receiving one count. 
Example: 4 = quarter note 8 = eighth note 

Sometimes a C is written in place of 4/4 time. This is called common time. 

A whole note 0 four beats 0 

~ 
A half note J two beats J 

/~ 

A quarter note J one beat J J 
/\ /\ 

1' An eighth note 1/2 beat }} }} 

~ 
J 
/~ 

J J 
/\ /\ 
}} }} 

~ 
/\ /\ /\ /\ /\ /\ /\ /\ 

A sixteenth note 1 /4 beat ~~~~ ~~~~ ~~~~ ~~~~ 
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A GUIDE TD NATIONAL GUITAR 
WORKSHOP TABLATURE 

Tablature, when combined with standard music notation, provides the most 
complete system for communicating the many possibilities in guitar playing. 

In our TAB system, as in most, rhythm is not notated. For that, you will have 
to refer to the standard notation. Six lines are used to indicate the six 
strings of the guitar. The top line is the high E string (the string closest to 
the floor) and the bottom line is the low E string. Numbers are placed on 
the strings to indicate frets. If there is an "O", play that string open. 

Fingerings are often included in TAB. You will find them just under the bot­
tom line. A "1" indicates your left first or index finger. A "4" indicates your 
left fourth or pinky finger. 

In the following example, the first note is played with the first finger on the 
first fret. The next note is played with the second finger on the second fret, 
then third finger plays the third fret, and the fourth finger plays the fourth 
fret. 

2 3 4 

A tie in the music is indicated in TAB by placing the tied note in parentheses. 

3 
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Hammer-ons and pull-offs are indicated with slur marks, just like in standard 
- ·otation . Our TAB also includes an "H" for hammer-ons and a "P" for pull­
o-=s. These are found just above the TAB. 

p p p p - - - - H H 
8 5 8 5 8 5 > ' > 8 5 8 5 

8 5 

Upward bends are marked with upward arrows. Downward arrows are used 
to show a bend being released. A number above the arrow indicates how 
far to bend (1 = a whole step, 1/2 = a half step, etc.). Remember that the 
TAB will show the fret number on which your finger should be placed. The 
standard notation corresponds with the fret shown in the TAB. In the follow­
ing example you will also find a tap (T) and a slide (S and ,.........), Also, notice 
that if more than one note are played with one bend, they appear in paren­
theses in the TAB. Some notes are actually represented by the arrows them­
selves, as in the second note of the triplet in this example. 

1 

J T 

"' I -e-
• r, u. - r r -.... I I ... - u• I ..:... • :... I .--- I -· ~ I!. n ,,, I/ \ I 19" 19" -, I 

' I ._ ' J I 

@) r I 

Cl 

1 1 

J J1 s T 
.. ., ... .... - .. ., .... - 1 .. ;,. \ .. ,. ~ 
. 

I ·- ·- \'-/ •v , 

.0. -g 

3 4 3 

In the following example you will find several more symbols. The sign for 
vibrato ('VV\../V), and the signs for picking down (,.,) and the sign for pick­
ing up ( V ). 

,., ,., ,., ,., v v v v ,., v ,., v ,., 'VV\../V 

H H 

s 8 5 < 

II 
8 

I 

I 
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INTRDDUCIN& 
THI MIXDLYDIAN MODE 
4460 Book & Cassette .... 516.95 

1 1968 Book ..•......••..•... •. SB. 95 

4461 Cassette ... . .. . . . .. . ... $8.95 
Prices In SUS 

Alfred Publishing Co., Inc. 
16380 Roscoe Blvd. 
P.O. Box 10003 
Van Nuys, CA 91410-0003 

The National Guitar Workshop's 
Introducing The Scales Series 

A Musi Far Every Improvising Guitarist 

For guitarists of all styles, from rock to jazz. A thorough and 
unique approach to learning and applying the scales and 
modes to improvisation on the guitar. Whether you are 
learning scales and modes for the first time, or just looking 
for fresh ideas, these books are for you! 

Each book includes: 

• Plenty of exercises and licks in standard music notation 
and TAB 

• Examples in a variety of styles 

• Loads of easy-to-read scale diagrams 

• Lessons on breaking out of locked position playing 
that teach you to solo freely throughout the range 
of the fingerboard 

• Chord progressions for practicing improvisation 

• Practical suggestions for effective practice methods 

• Basic theory lessons written in clear and simple language 
which take the mystery out of improvising with scales and 
modes once and for all! 

A cassette tape demonstrating all the exercises and licks 
is available for each book. Polish your improvisational skills 
with each scale as you jam with the play-along examples. 


