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FOREWORD

This book teaches what every serious lead player should know — how to practice to become the best you
can be. It provides a complete understanding of all the skills of lead guitar as seen from a practical, play-
ing viewpoint. By breaking down the complexity of lead playing into component skills, you can focus on
each part of the picture, and improve faster. This book will show you what a lead style is, what factors
and skills go into it, and how to develop these most quickly. It will help you to express yourself on the
guitar, and develop your own personal lead style.

This book is designed with the serious guitarist in mind. This isn’t the kind of book that you can whip
through in a few weeks, and it’s not something that you will outgrow. It is something that you can use
for years, because these skills will always apply. As good as you get at any skill taught here, you can still
get better, and become a better musician.

If you are a beginner, you should approach it with patience. You need to learn the skills presented here,
so take your time. No one becomes a great guitarist overnight! It takes time.

For some of you, this material may not all be new; and any guitarist with well-developed technique has,
knowingly or unknowingly, already used many of these principles and techniques. (There is usually a
direct relationship between the amount of this type of practicing and the level of mastery attained.)
With this book, however, for the first time, these principles and techniques are structured together in a
very comprehensive manner, and applied to rock guitar. (Some ideas presented here have been pulled
from established violin and piano pedagogy as well.)

The skills you will be developing can be divided into three categories: Mechanical Ability, Rhythmic
Ability, and Creativity.

The mechanical aspect deals with the most obvious part — the physical motions to play the notes. It in-
cludes left and right hand techniques, methods of developing speed and articulation, etc..

Rhythmic ability is the ability to feel solid and exact timing. This is, of course, an absolute necesssity for
every good musician.

In the end, creativity is a most important aspect of playing that is, unfortunately, too often left to
chance by guitarists. Creativity involves choosing what notes to play; it deals with developing your
musical imagination.

Of course the material in this book is not the only thing that you should practice. It covers how to prac-
tice, and what skills you need to practice, but you must apply these principles to the music you like. All
the nuts and bolts in the world are useless until someone puts them together in such a way to make, say,
a car. Then you can drive it. The riffs, exercises, and the few selections of music provided are here just to
get you on the track of how these practice principles work. Then you can build your own car.

This book is a “practice manual”— a structured system that covers every skill you must have to get com-
plete mastery over the guitar. It shows you where you need to put in your time.



INTRODUCTION

HOW TO READ TABLATURE

Music in this book is written mostly in tablature (TAB), which is a system of notating finger positions by
giving a fret number on a line of the tab. Each line on the tab represents a string on the guitar, with the
lowest line corresponding to the lowest sounding string.

N

roY
-

open 2nd fret 12th fret
3rd string 5th string 1st string

To read tablature more quickly and easily, it is good to memorize the fret numbers of the dot positions
on the neck. This becomes especially important when reading fret numbers that are high on the neck.

For example, you can find the 18th fret quickly if you know that the second dot above 12 (the double
dots) is fret 17. Fret 18 will be one fret higher.

Downstrokes of the pick are indicated by ™. Upstrokes are indicated by V. These symbols will appear
above the staff.

The fingers of the left hand are numbered as follows: index finger —1
middle finger —2
ring finger —3
little finger —4

Exercise a, b, and ¢ show a hammer-on, pull-off, and a slide respectively. For the hammer-on, the se-
cond note is sounded by hammering down your third finger. The pull-off is the opposite of the hammer-
on. For this, both first and third fingers should be on their respective frets. Pick the first note, then pull
your third finger off and down to sound the second note. For the slide, your finger that is fretting the

note stays down while the left hand shifts up or down a designated number of frets. Only one finger will
touch the fretboard.

i hammer-on: pull-off: slide:
H p
5 7 b 7 & c 5 %
fingering: 1 3 3 1 QP



RHYTHM NOTATION

Rhythm notation symbols are shown on the musical staff and below them, the rhythm notation symbols
are applied directly to tablature.

Whole notes and rests: Half notes and rests:
(four beats each) (two beats each)
A H L | |
i” I | i
- :@ 4 ] d - 1
> / (] [o)
-y e
[} ]
| | I
T T P —— 7
.y & - % 2 ) = 27
B
Quarter notes and rests: Eighth notes and rests:
(one beat each) (one-half beat each)
4 1 1‘9 y. | i I | kr kI\
% I 2 2 iy ' v
Dj ¥ . &
1 N
T [ T N
1 | 1 | -
% 7 by A ] . o/ il o
L°J 2 [l ) j =4 £ T T
=) B

Sixteenth notes and rests:
(one-fourth beat each)

7

LI
R

-

QJ—W

e

N3

mnuap
NS
P
b
b
R
i
d
Ny




In most cases in this book, the staff is omitted and the rhythm figures are applied directly to the tab as
below. Play the following review exercises. The count is written below each tab. If you have any trouble
reading basic timing notations, refer to Heavy Metal Rhythm Guitar, Volume 1, for more practice.

A 1
Fa N
+ ¢ -
(=) =) c c C
o &7 & 5 > 5 5—b5—B—
Count — 1 2 3 4 1 2 3 4 1 2 3 4 1 2 a & 4
4
¢
T
e o = - M K L L
J . 5 ~ ~ L4
S
Count — 1 2 3 4 1 & 2 & 3 & a &
The following exercises use both the staff and tab lines. Here, the rhythm notation is in the staff only.
The smaller numbers under the staff are for the left hand fingering.
|an]
al | -
] I—— i
] e '
[ )] I — T
f|fingering: 3 3 3 1 1 1 3 1 4 1
T — — 5
i 5 & 5 7 = kd
B
[ao]
n
Av | v af
& | ,
Ca < & @ \
o —+ L — L — —1 — —1 —]
v — - - S — = s -

g ‘s d + ¢
fingering: 2 0 0 2 0 2 0 2 0 0 2 0
T

=
B 3 8 6 3 8 3 B - — — — o
) v A" )
[oam
A w ™ FyAR VA MY n ™ M mym AVA mymRvVRAY
. 0N
] s
5 == =S==:

h  dddd d&Gj e %'L__,# %}_/# 3‘; 4 $3 ;,; #
fingering: oHq 1 1 1 1 1 oH1 1 1 1H2 oH2 oH1 1 1 1 1 1 1H2 0 1.3 1 0 2
T :

% ™ H laJ ™ [nl ’T_'L Py 2 4 2 Te
B 2 2 99 9 9 6 9 922 363 4—2—2—2—3 2223 3
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MECHANICAL ABILITY

For the lead guitarist who truly wants to master the guitar, a playing technique must be developed that
will allow him or her to play anything that the imagination can conjure up — any sequence of notes. A
consistent format must be developed that can accommodate the myriad possibilities inherent in the in-
strument, rather than taking a haphazard approach of learning each lick as a special case with its own
picking sequence.

In the section “The Basic Motions,” the foundation for this format is laid. Left hand exercises establish
control, accuracy, and finger independence. Then, cross-string alternating picking is focused on. Each
motion is isolated, analyzed, practiced separately, and then used in the context of runs and licks.

Next, in “The Art of Practicing,” you'll learn how to practice most effectively. You'll learn how to pin-
point what you need to work on and how to design your own exercises to overcome your specific
weaknesses. You'll also learn several different practice techniques to achieve better articulation, control,
and speed. The piece “Flight of the Bumblebee” finishes this section and allows you the opportunity to
apply these practice techniques.

“Building Speed” is next, offering a number of exercises, scale fragments, and sequences that will help
you to become faster by focusing on specific, repetitive patterns.

Finally, in “Sweep Picking,” various sweeping techniques are covered in detail.

THE MECHANICS OF PRACTICING EXERCISES

Exercises are tools to improve particular skills. They enable you to focus directly on a technique, so that
you can develop it faster. By practicing certain exercises correctly you can accomplish in a matter of
weeks or months what otherwise may take years.

¢ Slow Down.

Play slowly enough to play without mistakes. Your fingers will move just as you train them to move. If
you practice something fast and sloppy a hundred times, why should you expect that the hundred-and-
first time will suddenly become clean and precise? However, if you practice something a hundred times
perfectly, you can be sure that the next time will be perfect as well.

You can play almost any combination of notes perfectly if you play them slowly enough. Fingers trained
slowly (and therefore, more accurately) will be much steadier and more confident. Fingers trained only
fast are less controlled and are likely to “freeze up” if you get a little nervous. Think quality, not quanti-
ty.

e Avoid mental blocks.

If you concentrate so hard that you begin to strain, then tension and anxiety build up to “do it right this
time.” This pressure actually causes you to make more mistakes, and just adds to the frustration. Don’t
rush yourself. Keep an even and flowing rhythm as you practice. The natural movement associated with
rhythm directly opposes the rigidity and stiffness that cause a mental block.

« Concentrate on the purpose of the exercise.
Since exercises are designed to focus on developing a certain skill, you should be aware of what that ex-
ercise is designed to accomplish and concentrate on that as you practice.

* Don’t spend too long on one exercise.

When a person begins weightlifting, the initial efforts are very tiring. By resting, then working out, then
resting again, over and over, the person gets stronger. It's the same with playing guitar. If you play
something over and over for too long, you will reach a point where you actually begin to get worse. The
best thing to do is rest the particular muscles that you have been working. Play something different,
then come back to it later, and you'll be surprised how much easier it becomes!

Caution: 1f something becomes painful to do, don’t push it — stop! You can damage your muscles and
tendons which can take a long time to heal. Like an athlete, always make sure that you are warmed up
well before attempting any exercises that require a lot of strength or stretching.



Thumb Position

Finger Position

Finger Movement

Left Hand Fluency

Finger Accuracy

The Basic Motions

THE LEFT HAND

There are two basic positions for the left hand: one is with your thumb
behind the neck, the other is with your thumb hooked over the top.

The position with the thumb behind the neck gives you a greater reach and
allows your fingers to be more evenly controlled. Use this position for scale
runs or for riffs in which you need a wider stretch. The other position allows
more strength and control for bending strings.

Finger position is denoted by Roman numerals (I, II, III, IV, ete) and refers
to the fret that the first finger (on your left hand) occupies.

Position 11 Position III

The further you have to move a finger, the longer it will take to reach its
destination. Because distance equals time, keep your fingers close to the
strings — hovering about a half inch above their respective frets. Eliminate
having one finger flip up too far when you hammer or pull another finger. It
is too late to correct the mistake after it has happened. You must stop it from
happening before it happens, if you expect to correct it.

If you cannot comfortably keep your fingers hovering in their unfretted posi-
tions, then you are using too much pressure as you play. This extra work is
slowing you down.

Practice lifting the previous finger when the next comes down. This will help
to develop a smoother and more flowing left hand, which will make position
shifts in runs flow more naturally. (Anchoring one or more fingers is also a
very common technique and will be covered as well. You want to be able to
play both ways.)

Make it a habit to have each finger land right
behind its corresponding metal fret bar, not just
anywhere within the fret space. This gives your
left hand more certainty and exactness.

Play on your fingertips. (You can still lay your
fingers at enough of an angle to hold the adjacent
strings mute.) There are exceptions, but in
general, practicing on your fingertips is best.




Exercises for
Finger Independence

The degree to which each of your left hand fingers can make a movement
without affecting the other fingers is called “finger independence.” With
better finger independence, your left hand will stay more relaxed and new

note patterns will come “under your fingers” more quickly and with less
practice.

Set your amp for a clean, undistorted sound so that you can really hear what
your fingers are doing, and use the “back of the neck™ position for your
thumb. As with all exercises, practice slowly enough to play perfectly, and

feel a steady rhythm without hesitating between or rushing notes. The key is
accuracy and control, not speed!

Concentrate on:  *Keeping your fingers close to the strings at all times.

*Fretting the strings in the space right behind the frets.
sPlaying on your fingertips.
sLifting each finger as the next comes down.

1 I
= M ! M ™ ™ ™ ™ M ™ ™ ™
HHH PPP
e o o e
H —_ = T & J % T U = F PP
1 T — dl 2 3—4——H-H-H-——LE B 5 WHJ:F\‘F‘\A" PP P
— S T & o L e A e —
+—2-3—4 543 2
fingering: 1 2 3 4 » -~ - 4 - 43 21 » - - - -
(repeat)
m v
M i ™ ™ M M M ! M M M M
HH H i n ot 20T 2654 —— 555
HHH e SH5O HHH T Fpp 7854~ "5 5
H H H N o B JU L] "-"‘\t‘\f-\‘ PP P
HHH .:-.—~5-~,.°°_5° ,a—s-.,ﬁe,_},\‘ s
—— -~ B v L} ~ - I~ —
6 7654
fingering: 1 2 3 4 » - - - - 4 3 21, - - - -

Continue through positions V-VI, VII-VIII, IX-X, then move back down the neck.

Use the same sequence of positions for the following exercises:

M M
2 == 124 421
HH PP
M M
3=l 134 431
HH PP
~ M M i
4 2] 1324 4231
H H P P
ml M
5 B=) 1432 4123
HP P PHH

10




Trill Exercises A trill is two notes played in rapid alternation. Keep your finger that’s play-
ing the lower note anchored down on the fret. To eliminate unwanted string
noise, touch lightly and mute the adjacent strings with your first finger (see
photo). A slash (»#) means to repeat the preceding group of notes. Exercise 6
uses a minor pentatonic scale pattern which is shown below.

A minor pentatonic

L L 4

L 4 @
L 2 7
o -

& L 2 &

@ =

3 5 7 9

\' (III)
=3 ni We M ™ ™ ™ ™ m ™ ™

- o - P
l q\‘.'\" H. PHPH
| 8585 - = = e P H P H =
T—o 71T o> = -
6 ' 75 75 - 1
L T o L .lll
i o i 5755353
]

PHPH PHPH

fingering: 31317 31316#~ 3131« 3131~ 31313131~ 3131~ 3

Raise the pattern up one position and repeat.
Continue up the neck to reach the A position one octave higher (XVII).

The next exercise uses a variation on the trill. The first finger remains an-
chored throughout each group of notes (there are, however, more than two
notes in the sequence). Experiment with different trill patterns and different
scales.

H P H H P H P
R a— 1 ‘q\-hﬁ"\ﬂﬂ"A“"\‘ﬁﬁ“‘A
e 10 L] > lca_'lﬁ_ls_"_/_’"_"
., 7 4 1 2 1 » - 7 4 1 3 1 » »r -
H P H P H P HP H P H P H P H P
N T T e L TN T
—i12—68—10—8————1—10—78 r—r— 8575
L]
4 1 3 1 » » - 4 1 3 1 » » » 4 1 2 1 »~ »~» » 4 1 3 1 » » -

Exercise 8 is a killer] This is particularly good for developing finger in-
dependence between your 2nd, 3rd, and 4th fingers. Concentrate on keeping
all of the notes even. Practice slowly and remember, if it becomes painful,
stop!

H P HP HP HP H P HP HPHP HP HP H PHP
T AT Ha e S e - ’-\ﬂ,\ﬁﬁ’ ‘A-r‘ g e'es ;—.,_“-,‘._:‘ -
ot 4—t+—4—F— 1 —3—2-3 —-.2 27 l‘vH‘ﬂro.w.r
fmgering: 2121~ 3131~ 4141~ 3131~ 323 2~ 4242y~ 4343~ 4242r

Repeat on strings 2, 3, 4, 5, and 6. Then shift into second
position and repeat on strings 6, 5, 4, 3, 2, and 1.

11



Hammering-on to

Hammer-ons can also be played on a string without having played a
a New String

previous note on it. Notice how smooth it sounds. Keep your fingers down as
shown. Use your first finger to mute adjacent strings where necessary.

M
= H H P P 4
':"-‘“\_.“_\ /—h\q"—'-\'_
b L L -~ )
Fa i 8 _
3 —
J
fingering: 1 3 4 3 1 4
Moo ™
HHP P H P H
— ’—-\F’—\ —
———< 7§75 5=
11 :
x 3 )
3
fingering: 13 4 3 1 3 1 4 1 4 21 3 1 2 4
Here are eight patterns in the A minor scale; improvise in these positions.
Fingerings and detailed explanation is given on the cassette.
— —@ — —. — —® —
T el e [ . =] 1 e - [ T = [
13 9 o L
5 7 7 9 9 12 12
— . — — —m — — —e—
:3]—0— a.:]—-— -] L g - — T il —@— -1
12 15 15 17 15 17 19 17 19
Exercise 14 incorporates open strings. You shouldn’t pick a single note.
(Notice that the first note is hammered, not picked.)
= Cm G7 Cm G
4 1 o P P H H P P H H P P H H P P
. —'_\qﬁ’—\ﬂ,—\h >l -_\'l’.-‘-‘ﬂﬂ/—h-l’_\n g TN '__-hl-’—-‘ﬂ - ‘—\"_—.\"lﬂ_‘-\"—\ﬂ >
14 T& o v Ll T LAY A v Ll \IJ L) |:I' L - 'I - v L
!
fingering: 1 4 1 0 -~ 1 4 1 0 -~ 1 4 1.0 e~ 1 4 1 0 -
q—
] ] =
—8—12—8—49 7 —1H—7—90 L —5 —8—5—+% L —tF
H H P P H H P P H H P P H
1 4 1 0 - 1 a4 1 o© . 1 4 1 0 - 3

12



Sequence Exercises A “sequence” is a series of melodic ideas that repeats identically, except that

it may begin at lower or higher pitches. Scales sequenced in groups of three
(triplets) make particularly good left hand exercises.

Em
- M m =
Porowop
TR Ve T 24 3n . 1= P H P P H P - -
‘ llv ll‘r L L d T ar LE 3 lll:’q:l')’__\‘lﬂ,‘-:]ﬂ—"‘llﬂ ’3’--;6[1 1’.1'1 P H P H P
I | LI T L™ L~ L4 T L) TE :" T 1‘.—-.‘0,—.\4‘,—._‘ _—— ——
15 TeF L S ¥ 3 lwﬁHHH%
> J Y
J b
J 3 3 3 % :
fingering: 4 3 1 3 1 4 1 4 2 a4 2 1 2 13 1 3 1 3 1 1 2 1 1
™ M
3
H_ P H P
—H.kll at j’—h\s,_\'l =3
LI L4 T A
10 A, 10 0 1N 0. = L hr & e
LA W v W3 > [~ J— 1\ n 1 S 7=
A P_H P_P H v oS
K —— N P P
g
3 1 1 3 1 a4 1 4 3 a 3 1 3 1 4 1 4 3 1

Notice the sequences used in the licks below. These licks, combining the
Dorian mode with the “blues” scale, are typical of the “West Coast” style of
lead playing (i.e. George Lynch, Warren Di Martini.) The “blues” scale is a
minor pentatonic scale with the addition of the p5th tone. (See Heavy Metal
Lead Guitar Volume 1, Parts III, IV) The Dorian mode is like the minor
scale except that the 6th tone is raised one fret. (See Heavy Metal Lead
Guitar Volume 2, Part VII for an explanation of modes.)

Em (dorian)

ML
1 ﬂ’—\ﬂ "—\ﬂz 1 ‘ﬁqq 49 "‘\‘ P H P P H H P P
yi = i i i TS e AE aa T AT AT T an T S AT arT ~aa” San-H P P
J L Lind LI L i ] T Lha d T = LIr 4 h) — —
16 ! 1 ! 152
4 - ===
) T 51 J 3 3
fingering: 12 3 2 1 3 T3 2 3 2 1 2 3 2 T 3 2 1
=) m o om M Ve w e Vo ow
AAAAAAAL -nH P , T aa T e P a4 P P
vvvvvv 12 T —1'5_12 T T T 15 T —_—— —
—5—42 15—12— 15— 14— 12=<—
17 W
3 3 3
J
fingering: 3 (21 1 3 1 3 1 2 1T 3 1 3 1 3 2 1 3
M = M
ot P H P H .
LC N — —— nry ” [ H P T T
—15—12—H4—12 ~ == H-
Ma o 44 32 14" “am 19 +1 L -t
||" Lin J IT 1 \“ &
]
3 3
1 3 1 3 1 3 1 3 1 3 1 3 1 1
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String Bending

For the lead guitarist, bending and vibrato are some of the most impor-

Exercises tant skills to master. In the exercises below, play the first note, then bend up
to the pitch shown. After you have reached the correct pitch, add vibrato.
(Vibrato is a series of short bends and releases centered on a particular pitch.
After you have bent the string to the right pitch, release the bend slightly and
then bend back to the right pitch, again and again. To achieve a smooth
vibrato, practice it slowly at first, as on the cassette.)
For bending, use the position with your thumb on the top of the neck (see
page 9).
A minor
=
—& L
o
e o-—@
M o
3 5 7 9 12
2
M A Mo M M on A mon
0 F Jgu 1Ty Full Ful y
d = 7 7 = 4 4 4
810} 8—6—18} 6—5—1{6}
18 ’ - 7= {g——7F—5=—{H——5—4——{5——ete—
fingering: 1 3(2) 32 2 2(1) 1 32 3 201 2 1
E minor pentatonic
-
—8- 4
_.
_.
. ®
H
12 15 17
= = mn M !
A T Full Full 1 and %
T e an— 51— ——A— A : A :
19 - E
fingering: 1 3(2) 3 3(2,1) 1 3(2) 3 201} 2 2(1)
A “blues”
2 o+a— ® —
3 5 7 9 12
m tand% M Ful n % mou M 1and M Ful M
4 N 74 N 4 \ 4 .
27 (5r=3 5= (#H5 ZATS P AT P AT N — AT P
. 20 3 T r 3 4 T T ~ T T
fingering: 54 3(2) 3(2) 3(2) 3(2) 3(2) 3




“Rolling” to Change Often, riffs may use two notes that lie on the same fret, but are on adjacent
Strings strings. To play this, without letting the notes ring together (as in a chord),
you must roll your finger over to the new string and off of the previous string

without lifting it off the fretboard. (Lifting your finger off the fretboard to

change strings will put a short rest between notes, not allowing them to
sound fluent and connected.)

Play the first note with your fingertip, then without lifting pressure off the
fretboard, roll onto the third string. Your first finger should then be holding

the fourth string muted, pressing down only on the third string. Roll with
each finger the same way.
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An asterisk marks each place to use this technique in the following riffs.

Am 3
=
m, vomy
g 55 £ R
A ey
‘vﬁ;r) Eﬁ
fingering: - 14 11 32 3 1 3 11
Em * * *
=l AV RV By "y moy M
M
=i ——42 16—
l an L4 W
23 12 14 T2
b o A 4 14 14 H ‘{ s
fingering: 13 1 3 3 3 2 1 3 1 1 4 3
Am * * * *
RAVvAYV RyAY ryAYy AV Y AV myVvERvyYRYVYRARVAY M

_—_

F—5—F—119}

24

Eﬂf g
I
|
i
i
-+
<
+
o

<
A
P
]
{
m
o
e
¢h
e
(an)
)
1],
T4
F§
|
th
HET
<
th

fingering: 3 3333 1333 3343 31 302 1

15



Alternating vs.
Sweep Picking

Picking Position

Picking Motion

THE RIGHT HAND (Alternating Picking)

There are basically two different approaches to picking. One approach is
consistent alternating picking, the other is sweep picking (also called “speed”
picking or “slip” picking). Each has advantages.

It is good to learn alternating picking first, because it develops a good sense
of rhythm. The regular picking motion helps you acquire an evenness of tim-
ing that is absolutely essential. Since each note has its own distinct “pick,”
alternate picking also helps you to develop a clearer, more articulated
sound.

A further benefit of developing good alternate picking technique is that with
it you can play any sequence of notes without having to figure out a picking
system for it beforehand. You will be more free when improvising, since you
won't have to limit yourself to prearranged patterns. You will be able to
create and play new ideas without having to practice that sequence
specifically. When your picking requires no thought to execute, all you have
to think about is the music.

The benefit of sweep picking lies in its economy of movement; the less you
have to move to do something, the faster you can do it. With sweep picking,
you can do things that are impossible with alternating picking. This becomes
very apparent when several strings are crossed, with one note played per str-

ing.

Because these two picking formats contradict each other in terms of whether
a certain note should be played down or up, don’t attempt to develop both of
these techniques at the same time on the same lick! Practice improves a skill
by repetition. Giving mixed signals as to what habit you are trying to
develop will just confuse your picking hand.

In this section, all of the cross string motions arising in alternate picking are
isolated and practiced individually. Also, the next two sections deal ex-
clusively with alternate picking. Then, when you have alternate picking
down reasonably well, sweep picking is covered in detail.

Nearly every guitarist holds the pick slightly different. Open fingers,
closed fingers, pick held between thumb and first finger, or second, or both
— it doesn’t really matter. If you have already developed a certain picking
position, it’s probably alright. Use what works for you. However, the angle
that you hold your pick to the strings is important. If the pick leans too far
either way (top of the pick toward the ceiling or the floor), it will put one
motion of crossing the strings at an advantage and the opposite motion at a
disadvantage. For alternate picking, keep the pick almost perpendicular to
the strings. Play in front of a mirror to see how your pick looks from the
angle shown in the photo below.

For really fast picking, wrist movement is probably best. Some combinations
of wrist and elbow movement can work also. 1 recommend avoiding
finger/thumb movement. If you still have some doubts about your picking
motion, check out a few videos of guitarists whose techniques you admire,
and copy their picking position.

Whatever picking motion you use, it should be small and precise movements
(remember that distance equals time).
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Single String Picking

With your right hand, the first step is alternating on a single string. Play the
downbeat with a downstroke. This can be reversed, but downstrokes are
naturally easier to accent (with gravity), which gives your playing an easier
rhythmic flow,

After you have memorized each exercise, practice with a metronome:

® Begin at about 80 beats per minute (BPM).

® Move the metronome up two units at a time until you reach a comfor-
table speed.

® Push yourself two units faster, then slow back down one, over and over.

® When you reach top speed, slow down 20 BPM or so, and repeat step 3.

(If you find that you have trouble playing in time with the metronome, yet
can play much faster without it, you have developed speed but lack
rhythmic control. In this case the best thing for you to do is practice with the
metronome constantly, until you can play at top speed in time with the
beat.)

When playing moderately fast (sixteenth notes at 80 to 120 BPM or so), vou
can get away with extra movement of the pick. When you reach about 144
BPM or higher, however, there is no time for wasted movement.

Because of this, when you are playing slowly, concentrate on making the
picking motions as small as possible, eliminating any extra movement of the
pick. Your pick should move up and down only, without and motion away
from the strings. If you have made a habit of too much movement in the
picking, vou might try skipping right up to somewhere around 144 BPM.
This can force your pick to get in the habit of making smaller movements.
Then work back down, concentrating on maintaining the smaller picking
movement.

Exercise 25 uses open strings (as in riffs by Iron Maiden and Gary Moore).

Concentrate on:

® Making only small up and down movements with the pick.
e Following the instructions above for using a metronome.

m——
o | .
ax M VAV sim.
1 0 0 0 14 N n A 149 N0 N n 11 0—5on 19 000 14 0 -0-0 2 n N n e ] Fat Fal
T U U ™ U UL TZ— U U U —Uv—uo—v LN S~ S~ N B B - A - gt T U J
N
’ fingering 2 000 ~ - - - - . .
.Y ¥ L. £ N0 Lo aA—A 0 La ] Fal H 0 Fa 0 Fal 0 O s Fal L O0—0 00
’l‘ F ‘0_\7 J - J ra U u b C " " v v v b4 - o v U A4 v v o A4
A
” - - - 0 0 0 0 ~» - -

Repeat on strings 2, 3, 4, 5, and 6.
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Exercise 26 uses a chromatic sequence. (“Chromatic” means using every
half-step rather than following a diatonic [seven tone] scale.)

RV AV sim
y 5—3 4564 567F—T56 7 —7—89——8—9—10—8—9—1011
X
fingering: 123 4 » - - - - - ”
19 1110 44 4n a an 0O (e} b | 0 a o -] 2 b y = =4 o | 4 A4 & & 2 [ =4 n_n
T 11 w LALI LA"J o TV J L] L - UI ¥ L "J L L A" = L 6 4 - \"J IlJ \II ‘l’ \l' -
| |
4 3 2 1 - - -, ”’ - - P
Repeat on strings 2, 3, 4, 5, and 6.
Exercise 27 uses three notes per beat (eighth note triplets). This is similar to
the lick from Randy Rhoads’ live “Suicide Selution” solo (right before the
two-handed tapping part).
FVAVAY g
e § r ot r § al I R S 2 |~ Fa ! - an 3 - an = rat -1 o (=] -3 0 >l a >l = A0 -1
27 S | ] - 1 I T -
3 A Py a a a EY a o
L 't J o] o J ] I ]
ﬁngering: 4 1 0 - - 4 - - - P ” - e - - - ,
Repeat on strings 2, 3, 4, 5, and 6.
Exercise 28 is similar to 25, but uses six notes per beat (sextuplets). You can
think of six notes per beat as sixteenth note triplets, with one three-note
triplet on the downbeat and another on the upbeat. Slow down the
metronome accordingly.
RVARVEY gm.
5000004400000 4200006041008 06 120G GGA DO B 0000 o8 .
7.4 S N O N I O A ; I | | I
28 Fa " o o o |  — = [ o — —| o —— | | — 1 L 1 )  ——
B4 6 6 6 6 6 § 6 6
fingering: 2 00000 ~ - - - - - -
Lo I A A A 0 A A0 A 4 296360 406000000 60¢0 0006000060890
X I f 1 | 1 N O O ] 1 |
L L1 ] L _l L 1 L 11 ] 1 | | — 1 ] L 1 ] Il ]
G & & & G G & &
200200 -~ - L 0 00 O0O0O0 - - -

Repeat on strings 2, 3, 4, 5, and 6.
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Exercises 29 and 30 move up and down minor scales on a single string,

similar to licks in the style of Yngwie Malmsteen.
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Exercises 31 and 32 use different sequences to move down the scale.
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(or more). The idea is to first get a
ere it’s easiest — on one string at a time.
11 work on applying this picking techni-

s

Before going on to the next page, you should make sure that you can play Ex-
g pages, you wi

ercise 25 at least 132 beats per minute
good, controlled picking motion wh

Then, in the followin
que to crossing between strings.
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leading to each new string with a
is to apply the same small picking

g strings: first,

, in groups of four. The idea

Here, you will be changin

downstroke

Leading with a
Downstroke

Watch your picking

crossing the strings.

motion that you have developed, to
hand in a mirror as you practice t

t come

3

g. Use the

o make sure that the pick doesn
away from the strings noticably when you move to each new strin

metronome as before.

{using every half-step)
ply follows the four note

Exercise 34 uses a sequence in the chromatic scale
with a four note per string pattern. Exercise 35 sim

per string pattern that you used in Exercise 1.
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Playing two notes per string is still the same type of motion as playing four
notes per string. You always lead to the new string with a downstroke,

[ oo |
MyYymy sim,
- B - v B —
LF ot L")
= e S-S T J o |
36 Il-lrrr L [t ol ]'
} 5 —5 L e 1
> 4 o —5 et
4 [+ 2
I L I
fingering: 4 1 4 1 » » » 4131 » &= » 31 3 1 »»” 31 31 » » & 2141 » » »

Exercise 37 uses the same picking as Exercise 36, but one note moves while
the others stay the same. This is a particularly good stretching exercise for
the left hand as well,

A——5—2 542 1542 o132 “5+2 1542- 1 { 1512 1542
. 1 3 | - 1 :
37 = ] ] | | 1 | :
S—
fmgering: i1 31 2 1 3 1 3 1 3 1 4 1 3 1 4 1 3 1 4 1 31 3131 21 31
The next example uses the same type of sequence played by Randy Rhoads
near the end of his live “Suicide Solution” solo. Notice how the whole pat-
tern is shifted up chromatically, with the leading note raising a half-step,
then pulling up the other three.
— Am
CEEC Ay "V sim
| — p— f— ——— T - | —
T i I | 1 |- 0 1 ] [ |
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3 1 3 1 - 4 1 3 1 3 1 3 1 3 1 3 1 3 1 4 1 3 1 3 1
e S e O T e - A
P IPS IR H P S  P S  T  S
16— 15— 715 1856 -+ 1547
3131 4131 3131 413 - - -’ 313 i
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Leading with an
Upstroke

& rvnvay

All of the previous exercises have led with a downstroke to each new string.
However, when you play patterns with three notes per string, the pick
crosses over and leads with an upstroke Watch your picking hand in a mir-
ror as you practice these exercises to make sure that your pick stays close to
the strings, without any extra movement,

\ ) V

VARVAY = nyveavnAay MmVvmARvVAY
|
a hd 4 . hd =2 - a b
39 b .-| ‘I:“l"d?' 40 - » 'U-"IEA'
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4 & 19—42—+9-8 F8—30—0 & 56B—7 L4 5465332
i ——— — AR o A A e B

42

Repeat on strings 3, 4 and 5, 6.

Memorize the three note per string scale patterns for A minor in each posi-
tion on the neck. Fingerings and picking sequences are explained on the
cassette.
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The three exercises below use the first and second scale patterns you have just
learned on the previous page.

Play up the top six notes of the first pattern, then shift up into the second pat-
tern to descend:

=3 MVEAYRY mVmRYVAY
A 6 65—
43 vy | D
6 ra
fingering: 134124 431421

Now, add strings three and four:

FVERVMEAEY sim

| i | o 37
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Add strings five and six:
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46 Now, apply the same idea you just used in the above exercises to the rest of
— the scale patterns shown in Exercise 42. Details are on the cassette.

The following licks show several run ideas you can build on. Although the
notes change, mechanically it remains the same movement (groups of six).
This makes it relatively easy to play fast, because all you need to master is
one basic mechanic. The scalar oriented runs which make an important part
of today’s faster playing styles, are often three note per string patterns.
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Cross-String There are basically two different ways to cross between strings. I call them
Picking Mechanics “inside picking” and “outside picking.” Play the example below and notice
the difference between the first group of notes and the second group.

“Inside” Picking “Qutside” Picking
RV RYVY RY Ay R vV ARy
6——6—96 — —6—60—40

In the first set of notes, your pick seems to be hovering in-between the two
strings, moving out from the center to pick the strings. This type of picking
motion, from in-between the strings (from the inside), is “‘inside” picking. In
the second set of notes, your pick approaches the two strings from the “out-
side” (the outside of those two strings, that is).

Since every cross-string picking motion has to be one of these two motions
(inside or outside), you might think, “If I just practice these two motions, I
won’t have any trouble, right?” Unfortunately it’s not quite that simple.

Yes, that will help, but crossing between strings with inside picking feels dif-
ferent when most of the notes are played on a higher string then when most
are played on a lower string. Because of this, I have isolated five cross-string
picking mechanics that I feel basically cover all of the different motions.
(There are more if you really want to get technical, but the others can really
be reduced to these five.)

First, in each exercise, the picking motions are shown (the lines represent
any two strings). Then this pattern is applied to a pentatonic scale form.

Use a metronome, and pinpoint which mechanics are more difficult for you,
and concentrate mostly on those. You will improve fastest by working out
your trouble spots. (If you have trouble with a particular mechanic, you will
have problems every time you play a run in which it occurs. Of course, you
can avoid it but that doesn’t get you much closer to mastering the guitar and
being able to express yourself freely.)

— PyvERy ARy VPV sim.
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The following exercises combine the previous mechanics in various se-
quences. Notice whether the cross-string picking is “inside” or “outside”
picking. Also, see if you can figure out which mechanics (1-5) are used for
each beat. (When the notes do not fall into groups of four, they will not ex-
actly fit the mechanics given on the previous page. However, they will still

resemble one of the five, or in some cases, they will combine two of the
mechanics.)
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Adding Hammers When a lick uses hammer-ons or pull-offs, just skip the down or up stroke for
and Pulls that note, but don’t change the rest of the picking pattern. Practice the exer-
cises below until you feel comfortable with the picking.
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The following licks use hammer-ons and pull-offs in conjunction with alter-

nating picking technique. Exercise 65 is similar to a line played by Randy
Rhoads in “Over the Mountain.”
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Picking for When the rhythm is not even, the sequence of down and up strokes of the
Rhythm Figures pick will likewise change. Listen to each rhythm and practice along with the
tape. Make sure your picking is correct.
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Notice that the first and third sixteenth notes are always downstrokes, while
the second and fourth are upstrokes. When playing the following licks, be
aware that when two pickup notes are used, the picking starts with a
downstroke, but when either one or three pickup notes are used, the picking
starts with an upstroke.
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Practice these licks until the picking feels natural. This will help you
establish a strong rhythmic foundation. Remember that alternate picking
stays consistent only when the notes are all picked and played in an even tim-
ing. When hammer-ons, pull-offs, or broken rhythms are introduced, the
alternating pattern will be interruped.
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The Art of Practicing

ABOUT EXERCISES...

In the last section you learned and practiced a series of exercises to help you develop the best possible
foundation for guitar technique. This is the first stage. You understand the basic skills that you should be
capable of, and how to achieve them. However, at some point you will need to leave most of these exer-
cises behind.

No two people are exactly alike. Each of us has our own strengths and weaknesses. Also, we each have
our own musical tastes. Therefore we will learn different phrases, and when we create our own music
each of us will play differently. It should be obvious that if we each play different things, we will each
need our own set of exercises. Learning to find our own trouble spots, analyze them, and then design ex-
ercises to improve them is one of the most important things to learn. Then, in a sense we become our
own teachers.

How to practice is the most important thing you can learn. This system of practice techniques teaches
you just that. Use it whenever you want to play something faster or better. You will learn to create your
own exercises to iron out every difficulty that stands between you and the music that inspires you. No
two guitarists who finish this book should be practicing exactly the same exercises. Make it your goal to
figure out what you need to be able to do better, and design your own system of exercises to help you do
it.

In this section you will learn a complete system for effective practicing including how to analyze music
for the trouble spots and how to create variations and exercises to overcome them. Then you can stop
making the same mistakes over and over and really improve.

PRACTICE TECHNIQUES

The following techniques make up a complete system of practicing. Each one accomplishes a different
objective, giving you a whole arsenal of “weapons” to do battle with even the toughest parts. They work
well if used in this order. However, after you get the hang of them you can use them separately when
you feel you need to work on just one aspect of the music.

e Isolate the Difficulty
® Create Variations

e Transition Time

® Dynamics

® Practice in Bursts

To show you how these techniques work, they are each applied to the theme to “The Flight of the
Bumblebee,” shown below (the whole piece follows this section). First take a few minutes to learn where
your fingers should be going.
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Isolate the
Difficulty

80

81

82

83

84

Isolating the difficulty means not only finding the part of the music or lick
that is most difficult, but also discovering why it is difficult. Go to the spot
you need to improve and “separate the hands.” Both your left and right
hands must each be capable of doing their part without the help of the other
hand. {One hand can help to “pull” the other hand through a difficult part.)
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fingering: 3 2 1 4 3 4 1 2 32 1 4 3 4 1 2

Start on the offending notes and practice just the left hand part with only
hammers and pulls. {For this example, assume that the part below is the
most difficult spot.) Then add notes in both directions.
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Then look at the right hand picking. First, you have to make sure that you
are doing the right picking motions consistently. Locate a few key notes and
determine if they will be downstrokes or upstrokes. As you play slowly,
watch yourself especially on these notes to make sure your picking is correct,
(Also, it might help to exaggerate the size of the picking motion to insure that
vou are alternating consistently.)
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Notice what type of picking motion you are using. Are you leading to a new
string with a down or upstroke? Inside or outside picking? If a particular
cross-string picking mechanic is holding you up, analyze which one it is and
practice it,
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Now, put it all together starting on the difficult spot and building in bath
directions.
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Create Variations On the previous page, you have analyzed what the difficult left and right
hand motions are. Now, put this knowledge to use by creating variations
that share or even exaggerate the difficulty. Create your own exercises to
work on your specific problems. Then you can practice the same technique
repeatedly, but you will be playing different musical passages. With a little
creativity you can practice one technique for hours, and really nail it.

For example, the left hand problems we saw earlier were caused by a lack of
independence between the third and fourth fingers: specifically, lifting the
fourth finger to a new string directly after the third finger has fretted a note.
Create exercises that make you do this or which make you do an even more
difficult version of it. (Put an extra string between those twe difficult notes,
or repeat it twice before moving on to the next notes.) Then, get out your
metronome and get to work!

Some exercises to work on this particular left hand problem might include:
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The right hand problem was the cross-string picking motions leading with
upstrokes to each new string. Analyze the picking motions and create exer-
cises that share the same picking motions, but use different left hand note
patterns. Below, the picking difficulty is isolated, followed by variations
that incorporate it.
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The last beat of the segment from “Flight” uses a downstroke to lead to a
higher string. If this is difficult for you, here are a few exercises to help out.
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See what you can come up with. Try to be as creative as possible musically
while still maintaining the essence of the exercise. You can come up with
some really great stuff to use as licks of your ownl
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Transition Time The “transition time between notes” refers to the synchronization of your
left and right hands, that is, how well they work together. The better your
synchronization is, the faster you can play smoothly and articulately.

If you took high speed photography of yourself playing something fast and
viewed it very slowly, you would find that for each note, either your pick hit
first followed closely by vour finger or vice versa. The diagram below
represents four notes being plaved. The open area represents the actual soun-
ding time of the note, while the shaded area shows the amount of “transition
time" between notes (that is, any “noise,” or lack of clear ringing of the
note).

st note 2nd note 3rd note 4th note

o o, - e

-~ . - =~ - . - =~

When you play faster, the notes are shorter, but the transition time stays
about the same. The result is that is sounds choppier.

1st 2nd 3rd 4th

p——

—— e —

To play fast and articulately, you need to speed up the transition time, not
just the notes.

Tst 2nd 3rd 4th

[ N W =u

Play the notes slowly, but as you play each note, it should be done quickly.
That is, let the notes ring out, but when it’s time to play the next note, do it
as quickly and sharply as you can, with snap! The notes will flow together,
very connected. Don't play too fast. The faster you play, the more you must
concentrate on where your fingers are going, instead of on getting as much
of the ringing of the notes as possible and eliminating the noise. Think quali-
ty, not quantity. Your notes will sound more intelligable and more ar-
ticulate. You will have better synchronization which, in turn, will allow vou
to play faster!

Make it a habit to practice like this whenever you are playing something

slowly,
Slowly
— RYRAY sim P
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Dymamics Learning to control your dynamics by picking {rom very soft to as hard as
possible, will give you much more control over the guitar.
Volume dynamics are indicated as follows:
PP—very soft (pianissimo)
P—soft {piano)
MP__moderately soft (mezzo piano)
Mf —moderately loud (mezzo forte)
—loud (forte)
—very loud (fortissime)
P —very loud, followed by soft (sforzando piana)
You should also learn these important dynamic symbols:
——=——"_ crescendo — gradually getting louder
————— diminuendo — gradually getting quieter
== accent — play this note louder than
surrgunding notes
Set your amp for a clean sound to practice the following exercises,
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Now, turn on the distortion and play these same exercises. Although the
distortion compresses the sound and largely eliminates volume dynamics, the
volume and tone will change somewhat as you play louder or quieter. (How
much they change depends on your tone and the amount of overdrive vou
use.) When using a distorted sound, you can help your dynamies by muting
with the palm of yvour hand (in varying amounts). Also, accents can be
achieved by using a false harmonic (also called pick harmonic) on the note,
in addition to picking it harder. (False harmonics and palm muting tech-
niques are explained on the cassette. For more information, see Heavy Metal
Lead Guitar Volume 1, or Heavy Metal Guitar Tricks.)

Play Exercises 90, 91, and 92 with a distorted sound.
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Practice in Bursts

I've saved the best for last. This technique is one of my favorites. The main
purpose of practicing in “hursts” is to get fast! Really fast. I've saved if far
last because it will only work well if you have spent enough time laving the
foundation by playing slowly and steadily (which is accomplished by the

previous practice techniques).

The concept here is to practice in short, repeating “bursts” of notes. With
this technique, rather than playing a long line of notes at a comfortable
speed and increasing your speed gradually, you begin with a very short se-
quence, playing as fast as you can, and add one note at a time. By giving

yourself a moment of rest between each effort, vour mind can “regroup” and

prepare for the next set of notes. Push yourself to play fast, but not so fast
that you begin making mistakes.

First, this technique is applied to the theme from “Flight.” Here’s how it
works:

nrvme Aayr@® RAyAv@E myVvmyvnA
5—4—3 5—4—3 H—5—3—3 p—— 5—4—3 5
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Now, try it on a few other picking mechanic exercises and see if you can push
up your speed.
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Now you are armed with everything you need to work out any alternating
picking line you can imagine (and maybe even some that you can’t imagine!)
On the following pages is just the thing to test yourself. The classical piece
“Flight of the Bumblebee™ uses some very difficult right and left hand pat-

terns. Use all of the practice techniques covered. (You'll need 'em — this
ain’t easyl)

Learn a short section at a time, memarize it, and play through it slowly (70
to 90 BPM). Then use the practice techniques:

® [solate the difficulty—separate the hands, then build in both
directions.

® Create variations and exercises that share or even exagperate the
difficulty.

® Work on Transition Time by playing slowly but making quick, sharp
movements.

® Work on Dynamics — Improvise with different dynamics as well as
the ones indicated.
¢ Practice in Bursts — Expand each measure into a speed exercise — to

play a piece fast you have to be able to play each part of it fast.

When you have worked each part up to a reasonable speed (at least 132

BPM), then try putting them back together. Ideally, work up to a tempo of
about 160+,
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The Flight of the Bumblebee

Nicolai Rimsky-Korsakov (1844—1908)

Edited and Transeribed for electric guitar by Troy Stetina
Rock accompaniment by Troy Stetina, © 1988
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Building Speed

CYCLIC PATTERNS

Speed adds intensity and this is, of course, why rock and heavy metal players, in general, play fast solos.
However, don’t forget that that speed is made up of notes, and that you should never sacrifice those
notes for a lot of fast noise. Each note is part of what you are building and if you lose the building
blocks, you've just built a lot of nothing.

So as you are practicing these short repeating scale fragments, remember that speed is just a fast se-
quence of musical notes and that the notes have to be there first. Using the metronome, set your amp for
a clean sound and apply the practice techniques to each one of these cyclic patterns.

Then, crank up the distortion, speed up the metronome and see just how fast you can get some of these!
On the cassette, each exercise is played at three speeds: Slow (around 80 BPM), moderately fast (around
120), and really moving (160 +).

3 Am Dy ¢
nvAvV AV ALY - nvny oy
o)
97 e S N B 98 & 75
fingering: 1 3 4 1 3 1 4 3 2 4 1 2 4 2
— Bm
2o MVAY AYAY AYARY YRy
‘. woan' WI’H ds,flva'!.es
4 N A il A | : hd
99 = 1
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v
100 ~
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_ F§m
My MY AVAY AYRY mVAY
7 A B L AP 9— 1091012
102 U -
|
e 9 -—EE
fingering: 1 2 4 2 1 4 2 1 3 1 3 1 2 1 2 4

39




——

E {mixolydian)

AVAy mymy

RYVAYV AYAY

LT
T
ol
<
T
I
-
T
L en
o
| o
b 3
=
ele ““
uw < L
| M—..
T - -
[ o o 1
3 <
T T
L g A anl.
| | ~ ik
hJ
B A @
=
T -
T
<
A4 T
XN
N o~
N ih
| T — T
o ‘W
.4
¥ ¥ N
N
B o~ .l
i o [ b8
eI Elle
w
oo
T " = ¥
=
‘# C W
& +
c = -
ﬁ —
c
- 2
S B
o C
X
£ =
w L
H
E
-
(=]
L]

4

1.2 4 2

4

2

fingering:

Am

sim.

RV ARY RYV Ay

19
LI 4

a0
L]

19
-

1L
LIS

an
L)

CW ]
Ll

19

£~
=4

an
e

15
™

An A
T T

-
4

.Y
=
]
]

an an
L] [

L~
LK ]

2

1

fingering: 3

a9 an 0O

==

a

T

f
—
=i

f

T& T T& TV

40 10 40 an an

Li"d
Il
[

¥

¥

4 4
L

AVAV AVAY sim.

—
L

x|

0-10-19
o TV T4

—

4 3 4 3

3

124 1 2 4

1 2

4 2

1

fingering: 2 1 2 4

[ ———
LAN]
D
M
r@
[
"y
il
=
-]
-&®
- 2]
$
Ky
1B
o
-]
M~
—-
™™
(= 2]
M~
-
oD
T
wp
o
L M-
n
ele
-1
¥
‘ @O
e HITT
& -]
P -
Lr L
c = 1]
o
- M
gL
&= D
£ C -]
> -
E C w
<
=
‘]

107

141421421214314 3

13413412 421241234

13413412 42143143

fingering:
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fingering: 1

s faster players including Yngwie

Malmsteen, Tony MacApline, Paul Gilbert, Vinnie Moore, Chris Impellitteri, and others.

Many of these scalar runs sound reminiscent of the styles of today’

Try building a few of your own cyelic patterns.



109

110

SEQUENCE PATTERNS

A “sequence” is a series of melodic ideas that repeats identically, except that it may begin at higher or
lower pitches. Exercise 109 below shows a sequence of four ascending notes. Notice that the first note of
each group moves up the scale one step at a time. Exercise 110 shows a descending sequence coming
down the scale.

ascending groups of four
} A ' PR N— e, [N e
v

> @-.l--:-\ @4 ;

ascending scale

~
@

—
(oo | ——N e ~ 7
a— Z]
:@ f I ! FYT-S—
© /
\ descending scale
T 465865 —65————5— —
' La—— 7 AP — P ete—

The notes of the scale are numbered and are called degrees. If you liken the degrees of a scale to steps on
a ladder, then you can think of Exercise 109 as moving up four steps, then jumping back three, up four,
jump back three, etc..

The notes of the A minor scale below are numbered. There are seven different degrees. Then the scale
repeats one octave higher, (8 =1, 9=2, 10 = 3, etc., when it is necessary to distinguish between octaves.)

A minor
3 3
5 & 7
L1 4
= d -
= 1 e
7 T =
A | = &
L =4 i
1 s ] 2
L] -~ ~
[ ] . L] L]

Don’t confuse scale degrees with scale tones. The tones for the A minor scale are 1, 2,b3, 4, 5,66, and b7,
and reflect the numbering of that scale relative to the major scale. (See Heavy Metal Lead Guitar
Volume I, page 34.) Degrees simply refer to the steps of any scale — 1st step, 2nd step, 3rd step, etc..

Using degrees, any sequence can be written out and applied to any scale or arpeggio. For example, Exer-

cise 109 could be written 1234, 2345, 3456, 4567, etc.. Exercise 110 would be 8765, 7654, 6543, 5432,
ete.. .
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An ascending group of notes can be played through a descending scale and vise versa. Exercise 111 uses
the ascending group of four to go up the Am scale and back down, then the descending group of four is
used both up and back down the scale.

Up: 1234, 2345, 3456, etc...
Down: 891011, 78910, 6789, etc...

Up: 4321, 5432, 6543, etc...
Down: 111098, 10987, 9876, 8763, etc...
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The next three exercises use different sequences. The sequence in terms of degrees is written out above
each exercise.

Up: 1231, 2342, 3453, 4564, etc...

Down: 8768, 7657, 6546, 5435, etc...
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13, 24, 35, 46, 57, etc...

Ascending:

86, 75, 64, 53, 42, ete...

Descending:
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“blues”’scale in A. (The “blues” scale, a minor

Exercise 115 applies a descending triplet sequence to the

Metal Lead Guitar, Volume I, page 23.)

dition of the b5th tone. See Heavy
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Exercise 116 uses a six note sequence.
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The sequence for Exercise 117 is:

Up: 1234 5432, 3456 7654, 3678 9876, etc...
Down: 891011 10987, 6789 8765, 4567 6543, etc...
= Sy
sim.
-
= sAtEa Tonr fite

=

L2 ]

117 fingering: 1 241 2142 4124 1421 241242141241 2131 312414212413 431 4
- ——— — 5 53875
4 45764 4657 — 35 1 3
———3 53— 357 53| 57 7

w == ] — 'F o 1 I E
1 1
S ==t : o ©
fingering:2 41 3 1421 3124 2142 1242 42142412 1421 4124214212414211 1
.r 5—7—5
[ 5 e 1 5 a 3 6 5 3L A 3 5 J 5 4 a o r
i ~— 353 —— 53| —3 5759 ——————3——|—
B 7 5357 S 3
Exercise 118 moves through a diminished 7th arpeggio sequenced in descending groups of four.
Gf°7
Bra--- - 1
EE] mvAyAVAY AVAVAVAY sm. Am
- 3 ] ., ')
o 5 n_._# P i .—#1'—9 i G |
[ i | - IP I . |
= : :
1185ngering:41 41 2 412 4121341 3 41 41 2 413 4141 241 3 3
i 221g 21 13 19 21 ‘lg 10 21 }5 20 105 "8 10 158 10 18 16 ? }
b M Y e T 4gag ' 49 ap TS 1c 5
n = bl T T ey 1O o a4 4 a
7 A S e = 8

Practice these sequence patterns using different major, minor and pentatonic scales and arpeggios.
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OTHER SPEED EXERCISES

In Exercise 119, you'll play a major scale in each position up and back down the neck.

Up the neck: Down the neck:
£ RVAV AVAY AVAY AVAY AVARYV o RAVAY AVAY YAy
re 5786 8—75 15—14—12 123415
5—6—8 t 865 t —5—13—12 12-13—5—+
L5+ + 5 7 - T '
119 . - o -
| 1
fingering: 1 3 1 2 4134 1 431 4213 4 3 14 21 31 31 2 4 1 3 41
Continue up the neck through each position to XII,
then come down the neck back to V.,
Exercise 120 applies the same idea to the harmonic minor scale.
Up the neck: Down the neck:
= MVAYV RVAYV sm
120 . — 161413 ! ] | 13-14
578 —8—7—5 $5—4-12—— +2—H4—15
] 87 454424415
fingering: 1 3 4 1 3 412 4 214 3143 4 2 1 4 3 1 4 3 1 3 41 3 4 1 2
Continue up the neck through each position to XII,
then come down the neck back to V.
This final speed exercise is definitely one of the best and deserves a lot of attention. Begin slowly, and
gradually build up speed as you add one note of the scale at a time. This is a great way to practice any
new scale that you are learning. Try using different scales.
Bm (phrygian)
— AV Ay AV AV Ay AvAY mvAyvAayRAvAay AVAY [AVAY RVAY
[n) faY = )
121 | 4 b 9 R
Q - A T T+ o5 8 PP ¥ A T 15 o0 qe07 1]
7810108 X 7310 — 408 g1 398 X 7890 108
fingering: 1 2 4 1 4 2 12 41 3142 1241 3 43142 124134143142
AVAVAVAVAVAYVAY MyMYRVAVAVEVAYAY sim. ——
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] I T l I _IF 3 T 1 ! l 9 l l T T -'. I l atc-
3 OV ) B P LA . B 1 A LA 3
X 3840 168 7849 166
fingering: 1 2413413143142 1241341343143142 124134134143 143142
G
VAV Ay sim.
Q) ) =~ (2}
122 “ J 3 == Tletc.
Qs FH-353 8 T 1ss753 P S A
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fingeringg 1241 42 1241 2142 1241 2421 42 1241 2414 2142



Sweep Picking

SWEEPING ARPEGGIOS

Sweep picking is particularly useful for arpeggio-oriented licks where many of the notes lie on adjacent
strings, one note per string. When you're sweeping across the strings, the pick should not be lifted after
each string but, rather, should flow across the strings with one “brushing” motion. Lift each finger
slightly as the subsequent notes are played so that your left hand “rolls” across the neck. Also, lean the
top of your pick slightly in the direction you are sweeping.

First, practice sweeping across three strings at a time for the following “Yngwie-type” sweeps. Exercise

123 has a minor arpeggio with only a downward sweep. Exercise 124 has a diminished 7th arpeggio that
utilizes both a downward and upward sweep.

Am
B B BRI B O B V A Y vy 1R Ry v
AN 477 a9 173 19 1 17 19 a7 L e ] 49
T& LIS T& LILJ & |2 LS LE < wr T
4.5 A S 12 19 S L K] 19 — 11
2 % i T P — P 44— P —
fingering:3 2 1 4 3 2 1 4 1 2 3 2 1 4 1 2 3 2 4 1 2
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7 7 7 3
fingeringg 3 2 1 3 1 2 3 -, 4 3 2 1 3
The following exercise incorporates the three-string sweeping pattern repeatedly. Concentrate on mak-
ing the notes in each sweep sound rhythmically even.
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Exercises 126, 127, and 128 employ the sweeping technique for two-octave arpeggios. Concentrate on
keeping all of the notes even. Also make sure that your left hand is “rolling” correctly to keep the strings
from ringing together.
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l 4.4 b il 14 o
1263 14 b 3 ™ 14 »
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Exercise 130 is another “Yngwie-style” lick involving left-hand position shifts.
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Exercise 131 moves through all the chords in the key of E major:
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Here are a few more advanced sweeps involving position shifts.

C b4 )
- mw o~
N
T
-t
¥ -
ol
= P ~
= b3 -
L an -
+
A
& -
of
= g o~
= | & ©
t -
Pﬁ..-
o™
LH
&P
UVM 24 «
C T -
C - -
) -
WD
WL |
L
o
2
g
Bo
8=

=&
D
o
z(
=>¢
& N
\

A
C|T
=2
= | )

0
&L
> (

ol
HA.
-H_._u
w

3

™

M
= | P+

(]
o
Lo

1

3

fingering:

Now, the “sweep” from Exercise 133 is incorporated into a monster-sweep moving over the entire range
of the guitar. (In case you haven’t yet been challenged with sweeps, have fun with this one—it should do
the trick!)
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r SWEEP PICKING IN LICKS

If a lick uses mostly hammer-ons and pull-offs, trying to maintain an alternate picking format may be
more of a burden than a help. Picking while crossing the strings may be more easily accomplished with a

“sweep” picking approach. Below, the exercises first give some useful sweep/hammer/pull mechanics.
Then, these are incorporated into several licks.
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fingering: 1 3 2 1
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| PART TWO

HOW TO PRACTICE RHYTHM EXERCISES

SIXTEENTH NOTE OFFBEATS
TRIPLET OFFBEATS

RHYTHMIC SEQUENCING EXERCISES
SPECIAL CASES

Other Rhythms

THE SHUFFLE RHYTHM
6/8 TIME
“CAPRICE NO. 10”
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12-Bar Variations <
EIGHTH NOTES AND UPBEATS ;
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RHYTHMIC ABILITY

A strong and solid feeling for rhythm is very important. It is the foundation that all of your lead skills
rest upon, and without good timing nothing will sound very good. Unfortunately, for most lead players
this is also the least-practiced skill.

A musician arranges sounds in time. Rhythm, in its most general sense, refers to the whole time aspect of
music, Sometimes something is said to be “rhythmic” when its quality of rhythm is particularly catchy
of repetitious, but really all music has thythm—all music is made up of sounds arranged in time.

In a more specific sense, “rhythm™ refers to the particular time relationships used in a certain phrase. In
this case, a rhythm is a specific sequence of long and short notes.

When you hear a rthythm, you naturally sense a pulse of beats seemingly “underneath” the rhythm.
Anytime yvou tap vour foot {or perhaps more appropriate—*"bang your head”) as you listen to music, you
are feeling this pulse. Technically, this is called the meter, more commonly referred to as the “beat.”
Often, the rhythm will momentarily coincide with the beat, then move opposite or contradict it, and
then join back up to it. This interaction between the rhythm and the underlying meter is fundamental to
rock music—it is found in every song.

To play well {whether in the lead guitar part or the so-called “rhythm’ guitar part} you need to develop

the ability to feel the beat {meter) at all times. How can you play an offbeat (note falling between beats)

perfectly in time, if you can’t feel where the downbeat is? The better you maintain feeling the beat as

you play opposite to it, the better and more accurate your rhythms will be. When everyone in the band

feels it, the band will be tight. Being well-grounded in feeling the meter is commonly called being in the
groove.”

Because most everyone is visually-orientated, and the note patterns are seen, they get most of the atten-
tion. But rhythm deserves some of your time as well. The better you learn rhythmic notation, the better
you will be able to visualize rhythms. You will understand each note’s particular relationship to the
meter, and it will help vou to play rhythms better, learn new rhythms faster, remember them better,
and create your own more quickly.

HOW TO PRACTICE RHYTHM EXERCISES

Most guitarists can keep track of the beat in their mind while they're playing, but that is not a very
reliable methed of keeping time. As you know, when you are doing something you enjoy the time seems
to go faster than when you are bored. That’s a good indication that the mind is not to be trusted with
timing. When you play something easy, you may be able to keep time in your mind. However, when the
music gets difficult, vou must concentrate more on playing the notes and you can’t keep the same con-
sciousness of the rhythm,

You need to be able to feel the groove instead of thinking it. In the following exercises, make sure that
you are tapping your foot evenly as you play. In fact, the main point of these exercises is to feel the beat
{foot tapping) at the same time that you play against it, You are practicing to feel two different things at
once,

The following exercises use rhythm notation with tablature. For a review of rhythm symbols, see page 5
in the introduction section.
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12-Bar Variations
EIGHTH NOTES AND UPBEATS

Exercise 140 is a common 12-bar progression. The goal is to develop the ability to feel the meter, and at
the same time feel a different rhythm. It is the deeper feeling of the beat, coming from inside you, that
drives both your foot and your hand. Try to feel it throughout your body. Your hand, playing eighth
notes, should be moving twice the speed of your foot, which is tapping quarter notes. Play all
downstrokes, and use a palm mute (but lift it for the accented chords). Remember: if you are not tap-
ping your foot with the meter, you are not practicing this exercise.
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In Exercise 141, the accents fall on the upbeat of beat four (from the previous measure) and are tied over
into the downbeat of one. This is known as a syncopated rhythm. Listen to the cassette and notice the in-
teraction between the downbeats and the accented chords. Keep your foot tapping on the downbeats.
When you play the accents, your foot should be in the air (for the upbeat). Pratice along with a
metronome.
D
A . 2 -
- - = — |
. = -~ R -
™ 111 I = I ~ T .
n———— ] | 2 ! P e | a=f3 o0 4 5 99 4 5B o 4
141 a==t3 23 545" 7 S 5 a5 ] —+ 59060606 "] 60604 3=—
4—o=Fo68-00h0o= 20—0-0—6—9-0—0-0="6 000034 | =i a9
XK X X X X sim. A
{p.m.}
. E 2 E A
o e - = _ =)
[ [ - e B e B )
g W N
L My | a - ey e e || L
Fa W H e o " | i At a —0—6—6—pa~—— =5 || a5 | K
= — a A B A fr Y " e H 4 A P L e - S .~ e i B - - 2
p___,ﬁsva L o v-v?‘__‘_‘,g i "Er 048 85— F 3 —7—&
G606 0
Exercise 142 uses several upbeats within the measure. Repeat one measure at a time slowly until you can
tap your foot evenly. Use the metronome at various speeds for all of these exercises. The metronome is a
good test of how steady your rhythms really are; it doesn’t lie.
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143

CUT TIME

Exercise 143 uses the rhythm of Exercise 141, but puts it into cut time. Cut time () means the time
value of all notes is cut in half. Quarter notes are played as eighths, eighths as sixteenths, etc. Play the

exercise as you did for 141, but tap your foot only on beats 1 and 3.
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Of course, this could also be written in ﬂ time using sixteenth notes. Below, the first two
measures are written first in cut time, then the same thing is written in time.
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Here is another variation on the 12-bar progression in cut time.
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145

147

148

149

151

“Offbeats”

SIXTEENTH NOTE “OFFBEATS”

As the rhythms get more complex, the key to good timing lies in the ability to feel gl of the subdivisions
of the beat—even the ones you are not playing. At this point, you should have a good handle on eighth
note subdivisions {downbeats and upbeats). When the beat is subdivided into four parts (sixteenth
notes), the downbeat falls on the first sixteenth while the upbeat falls on the third.

down 7]
t
Iy
12 3

4

Now, you can work on accenting the more difficult sixteenth note “offbeats” —the second and fourth six-
teenths.

The exercises below will help you to feel these “offbeats.” Exercise 145 accents the fourth sixteenth, Ex-
ercise 146 adds the upbeat of beat two. Then Exercise 147 adds the second sixteenth of beat three and
the down and upbeats of four. When the unaccented notes are left out, you have the rhythm shown in
Exercise 148.
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The above rhythm is very common. Listen to the rhythm guitar track after the solo in Led Zepplin’s
“Stairway to Heaven” for a classic example. Exercises 149, 150, and 151 are similar to the exercises
above, but they use notes only on one string.
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in triplets, Then Exercise 157 leaves out the unac-
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Here are a few riffs based on this rhythm.
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two beats. If we let the notes ring instead of playing rests, we
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fingering:

First, play Exercise 154 to get the hang of the triplet rhythm.
Exercises 155 and 156 build an “offbeat™ rhythm

This rhythm is three evenly spaced notes in

have a quarter note triplet:

TRIPLET “OFFBEATS”

cented notes,

fingering:
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RHYTHMIC SEQUENCING EXERCISES

Another technique to help you get a feel for various offbeats is “rhythmic sequencing.” That is, you play
a sequence, but you play it in a different rhythmic grouping than the note pattern suggests. For exam-
ple, Exercise 159 uses a sequence in groups of four notes that are played over a rhythm of triplets. Listen

to the cassette and notice the rhythmic feel.
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Exercise 160 uses a sequence in groups of six, played over sixteenth notes.
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In the following exercises, first play the notes in their natural groupings, as above. Then try it with the
timing written. This technique can be applied to practically any exercise to make it more interesting to

play.
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SPECIAL CASES

In Exercise 163, a triplet is played on each quarter note triplet, making a total of nine notes evenly

9.8
spaced in two beats. It can be written like this; ,| 3 3 3 3 3 j 3 3 , but feel the beat like this;
3
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Exercise 164 is even more challenging. First, a rhythm similar to 148 is shown. In the second measure of
the lick this rhythm is picked, but in each space of three tied sixteenth notes there are four evenly spaced
notes! The first measure is there just to get you into feeling a sixteenth note subdivision so that you will
be hit with the full effect of this new rhythm. It sounds as though all the notes are just crammed in there,
but somehow they make sense and come out in perfect time!
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Exercise 165 changes between triplets and sixteenth notes. Be sure te use the metronome as you practice
this technique.
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Other Rhythms

THE SHUFFLE RHYTHM

A swing or shuffle rhythm is common to “blues” and “blues-oriented” rock, but it isn’t limited to only
those styles, Many tunes by Stevie Ray Vaughan use a shuffle rhythm, but so does “Satch Boogie™ by Joe
Satriani, “I'm the One” and “Beautiful Girls” by Van Halen, and *Smokin’ ” by Boston, just to name a
few.

In a shuffle rhythm, the upbeat falls on the 3rd note of the triplet, instead of exactly half way between
downbeats {as in a straight eighth note rhythm).
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thing
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The symbol J1 = J J’ is used at the beginning of a tune to indicate a shuffle rhythm. So,

—_— —3—
whenever you see this in the song: J J , play it like this: J D

Practice Exercise 166 to get a feel for the shuffle rhythm. Exercise 167 uses this rhythm in a longer
phrase. Make sure your picking is correct or it will be more difficult to get the feel.
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6/8 TIME

B time is a meter sometimes used in “classically-influenced” heavy metal. In this time signature, there
are six beats with an eighth note receiving one beat:

8 1 2 3 4 5 6
Here is the more commonly played “cut time” version of 8 with only two beats per measure:
8 1 2

When sixteenth notes are played in this meter, there are six per beat.
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Listen to the following examples on the cassette and pay close attention to the picking.
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The beginning section of the 10th Caprice by Niccolo Paganini {1782-1845)uses grace notes and trills in
a 6/8 meter, making it very challenging rhythmically (as well as mechanicallyl}. First go over the
preparation exercises below.

Exercise 170 introduces “grace notes,” which are short, quick notes, played in time stolen from the
previous note.
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In Exercise 171, there isn’t much time to “'steal” from the preceeding note since it is only a sixteenth.
“Squeeze” the grace notes in the best you can. Ideally, the beat should only slightly hesitate, if at all, but
don't sacrifice articulation for speed.
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Exercise 172 introduces a trill. First, the beat is played without the trill. Get used to this thythm before
you try to add the trill. Notice that the trill uses all hammers and pulls—so your picking should not
change when you add the trill. Concentrate on keeping your picking the same and it will help your
rhythm,
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PART THREE

STYLE

Musical Value

SETTING, THEME, AND STORY
INTERVALS

MELODIC TENDENCY
“PRELUDE IN D”

Building the Connection

SCALE/VOICE INTEGRATION
INTERVAL RECOGNITION
FRETBOARD/VOICE INTEGRATION

Creative Soloing

“OUTLINING” A SOLO
MAKING IT MOVE




Guitarists first learn scales as dot patterns to be memorized. But when notes are viewed as just so many
dots to be ordered in different sequences, why play one note rather than another? Why hold a particular
note longer than another? For that matter, why even play any notes?

The answer is that notes have musical value. When placed in a particular arrangement, they make a
statement or convey a certain feeling. Playing guitar is not only a physical accomplishment like typing
or juggling. It is a musical accomplishment as well.

“Mechanical Ability” and “Rhythmic Ability” dealt with how and when to play the notes—the physical
accomplishment of playing. However, the most important question of all is what notes to play. After all,
creating and playing music (not exercises) is the goal. You can learn to develop your own creativity.
First let’s define just exactly what creativity means to the guitarist...

Creativity is “the ability to bring something into existence by imaginative skill.” It is the ability to invent
something new. What is invented, or created, is music.

In the beginning, a guitarist copies licks and solos from others, then begins “reshuffling” these licks to
create his or her own licks. Although this requires a certain amount of creativity, simply rearranging
others licks is definitely not the crowning achievement. No new music has really been created.

Hopefully, with time and practice the guitarist begins to create music that sounds less and less like that
of others, and more of a unique character comes through. Ideally, a style is defined—new music is
created. Most lead players will agree that developing their own style is a most important goal.

STYLE

Having a lead style means that there is something that differentiates your soloing from others.

At first the licks, scales, phrases and solos that you learn and practice form your “vocabulary”™ of music.
Since you can only express yourself within the “language” that you have learned, your licks will prob-
ably be similar to those you have copied. However, as your ear develops, you begin imagining melodies
and licks in your mind. As you listen more and more to your ideas, you start to leave the other licks
behind. Eventually, your “vocabulary” will become completely yvour own.

Notice that the key to defining your own original “vocabulary” (or style) is in listening to your own
ideas— playing what you imagine in your mind. To do this, you have to develop the ability to imagine
melodies and licks. The imagination channeled into music is called your “inner ear.”

Beginning with your “inner ear,” you must be semsitive to the feelings associated with tones and
melodies. Then you must be able to channel these feelings into musical ideas, and find them on the
guitar. Finally, of course, you must be able to make the necessary movements to play the notes.

Developing your own style is a consequence of developing each step of this process, from the inside out.
The “outermost” aspect has already been covered (the physical movements to play the notes). The next
section, “Musical Value,” focuses on developing your “inner ear”—your musical imagination. Then
“Building the Connection” features exercises to help you translate these ideas to the guitar more easily.



Musical Value

The “musical value” is the “feeling” value of notes and phrases. As a musician you should develop your
sensitivity to it. Become more aware of the moods and feelings that music has to offer. In “Setting,
Theme, and Story,” you will see some specific examples of what | mean. Also, the next two sections will
help you to hear the different “flavors” of intervals and the subtle leanings of melody notes.

THEME, SETTING, AND STORY

In a novel, the “setting” refers to the time, place, mood and atmosphere in which the story takes place.
The “theme” refers to the overall subject or most important topic. Music also has a setting and theme.
The sound of the instruments used and what they are playing establish a kind of setting, or feeling of a
particular style, The theme will be specific musical ideas that work within the setting, and define it to a
more specific feeling.

As you listen to different bands, be aware of the different feelings. Does it sound funky, mechanical,
bold, heavy and brooding, triumphant, funny, dreamy, mysterious, mystical, etc.

For example, listen to “Dreams” by Van Halen. The feelings that it gives might include: strong, confi-
dent of sucess, happy and uplifting {(major). Also, the confidence that it expresses seems to make one
reflect on things with a little more perspective with perhaps a more removed, almost philosophical
outlook. And this is reinforced by the words.

Now listen to “Jamie’s Crying,” also by Van Halen. Listen to the sarcastic, almost sassy mimic of crying
(“aww—isn’t that too bad!) in both the lead guitar and the choruses.

Listen to the easy, light, swing of the verses and the contrast to the bold chorus in Aerosmith’s “Walk
This Way.” Or how about the “spaced out™ dreaminess of Pink Floyd's “Cemfortably Numb,” or their
perfect representation of the bleak 1984ish mechanistic mood in “The Machine.”

How about the sheer weight of Metallica in “Master of Puppets”—serious, dark, and intense. The driv-
ing, crunching guitar and screaming vocals would surely trample any sane thought. Or the doom-laden
“horror show™ sounds of other speed metalers (Anthrax, Slayer, etc.).

Listen to the hard driving, but pop oriented sounds of bands such as Def Leppard, Scorpians, Dokken,
Cinderella, Ratt, and White Lion, or the more straight ahead heavy metal sounds of Judas Priest, Ozzy
Osbourne, Dio, and Queensryche.

In addition to a setting and overall theme, a composition tells some kind of story—musically and
lyrically—and a good story has to go somewhere or it gets boring. The same thing applies to soloing. A
good solo has some action or movement in it. It is not statie. A high note may leap out suddenly and sur-
prisingly, then the melody may sink down, as if to counter balance or apologize. As notes climb higher
one after another, the melody strives higher. Some lower notes may intervene and act as a setback. A
short burst of notes may end with a question mark, followed by a reply. Then the question is rephrased,
and the reply more emphatic. The melody may climax on the highest note, then descend skipping, like
an afterthought, back down to the beginning, tying it up into a tidy little package.

Be aware of these things as you listen to solos. Only after you can hear it, can you begin to think in terms
of musical “stories” of your own.

An awareness of all of these things will help you develop your inner ear, so that you can make your
music go somewhere. You will gain a larger perspective from which to draw. It will help you to pick up
the good ideas that you hear when you listen to music. If the notes sound good, there is a reason, but it
might not be obvious by just learning the notes. Sometimes, you have to step back and try to see a larger
perspective—what is happening at this point in the music?

67



174

INTERVALS

An interval is the distance between two notes. When the notes are played together it is called a harmonic
interval, when the notes follow one another it is called a melodic interval. Here, harmonic intervals are
the focus.

When two notes are played together, you hear three things: two notes a plus third component—the way
they blend together. Each interval has its own qualities.

The intervals are numbered from the notes of the major scale. They are divided into two categories:
perfect and imperfect. The imperfect intervals have major and minor versions. The major versions are
found in the notes of the major scale, the minor versions are found by flatting {lowering) them a half
step (one fret). The perfect intervals do not have major/minor versions.

Perfect: Imperfect:
Unison Octave maj 2nd maj 3rd maj 6th maj 7th
|
| &
n ¥
| |
|
per. 4th per. 5th min 2nd min 3rd min G6th min 7th
K I :l
LY ] L K )

The most obvious distinction between intervals is the level of consonance or dissonance—that is,
whether the notes blend well together or not. The chart below shows the intervals with their relative
levels of consonance or dissonance .

Per. Per. maj maj maj maj

Unison Octave 5th 4th 3rd 6th 2nd 7th

consonarnce dissonance

Beyond this, each interval has its own particular “flavor.” Play and listen to each interval above, and see
if you can identify with any of the descriptions below.

Unison and Octave: same note, fits perfectly together without interaction, sounds thin

Perfect fifth: strong, hollow, stark, empty, barren

Perfect fourth: less consonant than fifth, wants to fall to major third

Major third: colorful, happy, satisfied, restful, no need to move

Minor third: delicate, sad, dark, mournful

Major sixth: colorful and happy as major third, but not as restful, falls to fifth

Minor sixth: sad as minor third, but leans strongly on {wants to fall to) the fifth

Major second: turbulant, dissonant, suspended

Minor second: very turbulant, dramatic, leans strongly on and wants to fall to root

Major seventh: dissonant, pulls strongly up to the Octave, also delicate and jazzy

Minor seventh: suspended, wants to fall to major chord with root on the fourth
~— Diminished 5th: very unstable, demands resolution as a harmonic interval, sounds odd

as a melodic interval

—of

The tone that you use will affect the feelings. Distortion will accentuate the powerful aspects. For exam-
ple, a minor third might sound more dark or doomed instead of delicate. Of course these are purely sub-
jective impressions, so you are certainly free to draw your own conclusions.
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MELODIC TENDENCY

Some of the intervals are comfortable staying where they are while others want to move. This is called
melodic tendency. Generally, more dissonant intervals want to move to more stable-sounding intervals,
as if there is some difficulty or tension to be resolved. Moving from a state of dissonance to consonance is
known as resolution. This is responsible for melodic tendency.

The chord tones (1st, 3rd, 5th) are the most stable sounding. Listen to and play the following exercises
and notice the melodic tendencies of various tones.

175 Half-steps will pull strongest:

a) major Tth up to the octave

b) minor 6th down to the 5th

¢) perfect 4th down to major 3rd
d) minor 2nd falling to the root

176 Whole-steps pull too, but not as strongly:

a} minor 7th up to octave

b} major 2nd down to the root or up to the major 3rd
¢} major 6th falling to the 5th

d) perfect 4th falling to the minor 3rd {minor key)

Holding on te a note that wants to move, and resisting its resolution creates a suspension.

177 Common suspensions use the fourth and second:

a) fourth wants to fall to major third
b) second rises to a minor third

All of the exercises above reflect melodic tendencies only over the root note. Of course, the tendency of
where any particular note wants to move changes as the chords change. But once you can hear the subtle
leanings of the notes, your ear will lead you. And hearing it is the point.

Listening to music from the baroque and classical periods is good for developing more sensitivity to
melodic tendency. Resolution is at the very basis of all of the movement in this music. The “baroque”
period corresponds roughly to the years 1600—1750 and includes the composers Bach, Vivaldi, and
Handel. The “classical” period includes composers such as Mozart, Haydn, and Beethoven, and ranged
from about 1775—1825. (A good piece to start with is Beethoven's Sonata No. 14 in C minor, also know
as the “Moonlight Sonata.” As you listen, try to anticipate where it will go next.)

However, actually playing the music will help you even more then listening. The following piece is from
I. 5. Bach’s first sonata for cello, and is a standard for the classical guitar repertoire. You'll find the
melody in the higher voices of the arpeggiated chords. Listen to it climb and fall as the chords move and
resclve.

Here it is transcribed for pick-style guitar. In the few places where two notes are to be played

simultaneously, play the higher note with your middle finger while sounding the lower note with the
pick. Again, the main point with this piece is to listen for the subtle leanings of the notes.
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“Prelude in D”

178 J.S. Bach (1685—1750)
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Building the Connection

If you ever had an idea in vour head but can’t seem to get it out quite right, or, by the time you've found
the first few notes you've lost the essence of the idea, the problem may be that your ideas are too vague.
You're not thinking in terms of notes that have a definate enough pitch. These musical ideas must be
maore concrete.

Your voice is very closely integrated with your thoughts. If you hum a pitch, you can be quite sure that
your mind has a very clear perception of that note. If, on the other hand, vou can’t hum the pitch, it is
because you do not have it clear enough in your mind to be able to express it. In a sense, the voice is just
an extention of thought. If you know a pitch clearly enough to hum, then you really know it.

SCALE/VOICE INTEGRATION

In the exercises below, play the lowest note and hum or sing its pitch. Continue up each note of the scale
and back down. The scale tones relative to the tonic are shown above each note.

A major
1 2 3 4 6 6 7 1 7 & 5 4 3 2 A
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A minor
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A minor pentatonic

1 bs 4 5 b7 1 b7 5 4 b3 1
181 5—3 —5
b F 7 &

dqi
o
[« -]
a1

Starting as before, take the same scales and try humming each note of the scale before you play the note.
Then play the note just to check yourself. This time, we'll use the Key of G.

182 G major
183 G minor
184 G minor pentatonic
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INTERVAL RECOGNITION

When you are given the pitch of one note, the ability to know the pitch of any other note is known as
having “relative pitch.” Developing relative pitch will enable you to learn music much faster and easier
“by ear.” (In fact, eventually you can learn a song just by hearing it and know how to play it before you
even touch the guitar!) It will also help you to grasp the music in your imagination more clearly.

To do this you must know two things—what the intervals lock like on the guitar and how they sound.
First, you must memorize the interval patterns on the guitar:

Perfect: Imperfect:
Unison Oetava maj 2nd maj 3rd maj Gth maj 7th
-
[ ] Aug 4th or,
L B Dim 5th

per, 4th pear. bth min Znd min 3rd min Bth min 7th

These patterns remain the same starting on any string except when the interval pattern crosses between
the second (B) string and the third (G) string. In this case, the higher note must be raised one fret to
maintain the same interval. (This is because each of the strings on the guitar in standard tuning is a
perfect fourth [5 frets] apart except the second and third strings which are only a major third [4 frets]

apart.)
maj 3rd min 3rd Pear. 4th Per. 5th Octave
[
X XK
EXXAF] FATAVAE [ EXEXTX [ EXX]
TEE=1 XXX RNAVAN WY N | | ete.

For the following ear-training exercise, first an interval is named, then a root note is given. Play the cor-
rect interval. After a few seconds, the interval is played on the cassette so that you can check yourself.

185 Intervals—Given interval name and root note, play the correct shape on the guitar.

For the next exercise, first an interval is named, then a root note is played. Hum the correct pitch of the
second note. After a few seconds, the second note of the interval will be played to check yourself.

186 Intervals— Given interval name and root pitch, locate (hum) the second piteh.

Here, the two notes of an interval are played. Try to name the interval by listenting to its sound. If you
don’t recognize it yet by its sound, you can sing up the scale from the tonic and count the notes, After
each exercise, the interval is named so you can check yourself.

187 Intervals— Given the two pitches, name the interval.
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FRETBOARD/VOICE INTEGRATION

Here are a few melodies using various scales. Play/sing through these slowly, then try improvising some
of your own melodies. Exercises 194 and 195 use chromatic passing tones {notes that are not in the key).

A Am
13 5 1 5 4 3 1 b3 5 bg 5 4
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At this point, you should be able to picture the fretboard in your mind, hum a melody, and
simultaneously picture the fret that you would play to sound each note you are singing. You can practice
like this anytime you are by yourself and don’t have your guitar in hand. You can even practice like this
silently—creating riffs and melodies all in your mind. You're building a bridge directly from your im-
agination to the guitar—as you think the melodies, you can visualize the note patterns.

As you develop the ability to imagine notes more clearly and to know where they lie on the fretboard,
the music you create will come more and more from melodies that you hear in your mind. It'll come
from your musical creativity, and not from reshuffling dots in a pattern. You are on your way to really
expressing yourself through the guitar, and developing your own style. Evervthing you listen to will
begin to affect your playing because it affects your imagination—it affects what kind of musical ideas
occur to you and where your ear wants the notes to move.
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Creative Soloing

“Melody” is a succession of pitches. Some melodies are catchier and more singable than others, and these
are often referred to as being “melodic.” Since a singable melody can't be too fast, “melodic” generally
means slow to lead guitarists. However, a melody doesn’t have to be slow, and the same melodic tenden-
cies that make a slow line sound good (melodic) will make a fast line sound good. To apply the ideas of
melodic tendency to faster soloing, you just have to know how to find the more “important” notes.

HOW TO “OUTLINE” A SOLO

Not all notes are created equal. Some notes stand out alone, while others only lend a small contribution
to create a sum effect. Here are some principles that govern what notes will stand out more. By applying
them, you can find the more important notes in a faster solo.

® The faster the notes go by, the less value each one has. When the notes are fast, vou hear less
of each and more of the overall effect of the group or run. For example, if a run is in minor
pentatonic, you hear the “feeling” of that scale. Or if the run moves up the major scale, you
get the happy sound of that scale. If an arpeggio is played fast, you hear the tonality of that
chord.

¢ Within the run, the particular notes that fall on downbeats will be naturally accented by the
listener’s ear. Also the first and last notes of the run usually stand out more. When a run or
riff comes back to one note repeatedly, that tone is stressed,

® The highest note in a run will stand out very strongly even if it does not fall on a downbeat
and, of course, any note that is paused on will stand out to the listener.

“Qutline” vour sclo by dropping out the less essential notes. Now, the notes that are left form a sort of
“skeleton” or framework. Make these notes move melodically and your solos will go somewhere,

MAKING IT MOVE

Analyze your outline harmonically and melodically. Harmonically, look at how these notes relate to the
underlying tonality or passing chord. (Tonality refers to the key you are in. For example, in the Key of A
minor, the underlying tonality is A.) As you have learned, each scale tone (1,p2, 2,b3, 3, 4, ete.) lends its
own qualities. If your outline shows that you are generally staying with the same scale tones, your solo
will probably sound stagnant. Go somewhere else with it.

You ecan also analyze these important notes melodically. Your ear hears the melodic intervals from one
note to the next, as well as the harmonic qualities. For example, play a major sixth followed by a minor
third. Harmonically, you know the effects that each tone offers, but when played one after another,
your ear will hear the melodic interval of a diminished 5th. Analyze your outline for melodic leaps as
well.

One key principle to be aware of is continuity versus contrast. Notes derive their qualities from the
musical context surrounding them. If a pattern is established, the notes that break the established pat-
tern will get more attention. You can accomplish this by starting a sequence in a scale and then breaking
it, perhaps by changing the type of sequence, changing the scale, or just stopping on a note. You can
establish a rhythmic motif (a recurring rhythm fragment), then change it. Or you can play up ordown a
scale without skipping any tones (conjunct motion), then use some melodic leaps (disjunct motion). By
first establishing some sort of continuity, then breaking it, the contrast will create variety and the con-
trasting part will stand out more,

As you listen to the following solos, notice how they move. All of the techniques mentioned above, and

more, are incorporated in them. When writing them, however, I didn’t think of any specific points: 1
just listened to my inner ear, and the musical ideas presented themselves.

7



196

a) Listening exercise—solo to “The Fiend” ®1988 Troy Stetina
b) Listening exercise—solo to “Olympus” ®1988 Troy Stetina
¢) Listening exercise—solo to “Better Days”® 1988 Troy Stetina, Shauna Joyce

Analyze a few solos so that you understand these principles. Of course, you don’t hold any specific
theoretical ideas in mind when writing or playing, you simply follow your imagination. But somehow it
rubs off on your creativity. If a solo sounds interesting, chances are some of these principles will be in

there.
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1 hope that you've enjoyed this book. If you have any thoughts or comments about the material
presented, you may write to me at the address below. Good luck!

Sincerely,

[

Troy Stetina

Wisconsin Conservatory of Music
1584 North Prospect Avenue
Milwaukee, WI 53202 USA
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