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FOREWORD

The term “heavy metal” was coined to describe intense, high-energy, guitar dominated rock, taken to extremes.
But as time goes on, the extreme becomes the norm and a new extreme emerges. What was once considered
“heavy metal” has become relatively tame. In the 1980’s, Metallica and a wave of other superheavy groups
combined heavy metal with the rebellion of punk rock, and speed and thrash metal was born. Today the roster
includes Metallica, Megadeth, Slayer, Anthrax, Testament, Exodus, Nuclear Assault, Kreator, Death Angel,
Prong, Overkill, Savatage, and many others. Some groups lean more toward punk rock, displaying more raw
aggression without melody (pure thrash), while others blend that sound with a more straight-ahead heavy metal

approach to arrive at speed metal.

This new wave of metal has become a firmly established and distinct style, featuring odd syncopations, tempo
changes, shifting time signatures, “ear twisting” dissonances, driving doublebass drum rhythms, screaming
vocals, and a heavily distorted, chunky, mind-numbing guitar tone. It is music taken to its most hyper extreme -
its effect more akin to the experience of a tumbling, spinning midway ride. This book teaches the essential
elements of this style, complete with musical examples. It brings the beginning guitarist all the way up to the
most advanced thrash guitar techniques. :

Beyond the guitar, however, we want to make it clear that we are not endorsing or legitimizing the negative and
sometimes violent sentiments expressed by so many of these groups. As always, music is a vehicle which can
express positive or negative ideas. The sad fact is that this style for music in particular seems preoccupied with

themes of violence.

Of course not all thrash bands promote that image. Some express thoughtful or comical lyrics. Which just proves
our point—the music doesn’t need that image. Let’s face it: screaming about killing and dying isn’t doing us any
favors. There comes a point where rolling around in the mud of society’s shortcomings just perpetuates the
problem. And certainly each of you would prefer to live in a better world, not a more violent one. We hope that
you would think about this as you write music that will someday influence others.

We hope that you enjoy this book as much as we enjoyed writing it and recording it. We hope it will help you
learn this style of music, and them go beyond it, stretching the limits of music further still. Just remember that

you don’t have to be limited by the norm—you can make your music say whatever you choose. Good luck!



HOW TO READ MUSIC IN THIS BOOK

This book uses tablature (TAB) because it is the quickest, most efficient way to learn this style of music. (Sorry
There wasn’t enough space to write everything in both staff and TAB, and we
Anyway, if you can read staff, TAB will be a breeze.) If you are not already
bonafide TAB expert within a few short

to you staff-readers out there:

didn’t want to drop any material.
familiar with tablature, the explanation below will turn you into a

minutes, guaranteed!

TAB is a system of reading music that describes notes by giving the string and fret number which is to be played.

1sLE T 42—
2nd. B 1 na:
I, G
4h, D
n n
5th, A 8-
6th, E 2
3rd fret, open 12th fret,
2nd string 5th string 15t string

|

5th String

S‘v’!
.

Downstrokes of the pick are indicated by the symbol “m, Upstrokes are indicated by

The fingers of the left hand are numbered: index finger - |
middle finger - 2
ring finger - 3
little finger - 4

n the TAB and will be explained as they are introduced in the book.

Rhythm figures are applied to the notes i
he TAB, and fingering numbers will appear below.

Down and upstrokes of the pick will appear above
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POWER CHORDS

Chords are built from a root note, which names the chord. For example, a chord built on “G™ will be a “G”

chord. Below is a “G” power chord (also called “G5” or “G no 3rd”). Lightly touch and hold the higher
sounding strings quiet with the side of your first finger.

G5
m
T
P
B—
L _.......s_-_.-.._.___.«

This chord form may be moved up and down the neck to play different chords. In order to know the names of the
chords you’ll be playing. you need to know the notes on the 5th and 6th strings:

Frets The notes repeat one octave higher.
R o —— e
snswing: A —B1€ B £+ I L ' Ef 8
éth string: E —F G A B C D = 1 G A B € D
(5] 9] C o] o0 O Q o (¢ ]

The frets not labelled above are flats (b) and sharps (§). A flat sign lowers a note one fret while a sharp sign
raises it. (All flats and sharps have two names — the flat of the note above it or the sharp of the note below it.)

Below are the power chords on the 5th and 6th strings. When playing the chords with their root on the 5th string,
you need to touch and hold the 6th string quiet with your first or second finger. On the first chord in each
column, you can play the higher notes of the chord with your first finger. Also, all of these chords may be played

with only two strings, leaving out the highest sounding string. The only difference is that the three-string version
has a slightly fuller sound.

Root on the 6th string: Root on the 5th string:
ES A :
® -]
e
FS . A#5/Bb S .
L 4 —&
+
F45/Gb S . BS > 3
- —o-
&
G5 P cs .
* 4
e
GES/Ab S . C45/Db5 2
@ ~ g
®
AS > DS .
-8 <
@




GETTING THE SOUND

A heavily distorted guitar sound characterizes this music. Distortion is also sometimes called overdrive, gain,
clipping, fuzz, or a “dirty” sound. It is created when a signal is amplified beyond the capability of the circuit to
faithfully reproduce the sound.

Most guitar amplifiers today are designed to achieve this “clipping” by using two amplifier stages. The first stage
can be distorted or overdriven, and the second stage can then amplify that distorted sound to the desired listening
level. Sometimes these amplifier stages are called “pre” and “post” gains, “gain” and “volume,” “gain” and
“master.” or “volume” and “master.” To get a fully distorted sound, turn the first stage, or gain, up all the way so
that it distorts. Then you can control the volume of this distorted sound with the second stage.

4 36 73 4 56 78
Distorted Sound = ;@ o "2@ 5

1 10 1 10

First Stage Second Stage

The reverse of this will usually create a “clean,” undistorted sound. Turn the master stage up high, but keep the
first amplifier stage low.

3 8 3 8
Clean Sound = > 9 £ 9
1 10 1 10

First Stage Second Stage

If your amplifier has only one volume control, or has a limited or disappointing distorted sound, you can use a
distortion “pedal” to add, in effect, another gain stage. Distortion, or overdrive pedals typically offer control over
the amount of distortion and the output level (similar to the two stages in most guitar amplifiers), as well as a tone
control which adjusts the sound for bass/treble. With a distortion pedal, the sequence would go like this: The
signal leaves from the guitar clean (undistorted), enters the pedal which distorts the sound and alters the tone.
Then that distorted signal leaves the pedal and hits the first amplifier stage. If the level control on the pedal is set
high, this overdrives the first gain stage of the amplifier even more.

Some pedals offer distortion in combination with other effects, like compression, chorus, delay, or reverb. Also,
the effects are sometimes combined into a rack mount unit. These units are usually programmable which means
that you can set up a certain sound in one channel, say heavy distortion and delay, and set up a completely
different sound in another channel, perhaps a clean sound with compression, chorus, and a different delay time.
Then you can switch between these different sounds at the touch of a button. The advantages are obvious.

One characteristic of loud distorted guitar is the tendency to produce controlled feedback which you can hear
occasionally in the music in this book. When the volume level is high, the sound waves travelling through the air
cause the strings to vibrate more, which in turn causes more sound waves. A feedback loop has been created and
the notes will sustain indefinitely, usually favoring a harmonic of the original note. Some devices, including the
Sustainiac® GA-2 sustainer, offer the ability to achieve this natural feedback loop without the necessity of
carsplitting volume.

For recording the music in this book, Tony used a S0watt Marshall amp with a 4x12 speaker cabinet, an Ibanez
Tube Screamer distortion pedal, and a Kramer Nightswan guitar. I used a Jackson soloist equipped with the
Sustainiac® GA-2 sustainer, an ADA MP-1, and a 100watt Marshall with a 4x12 cabinet. Slight reverb and delay
sounds used to enhance the guitar were added during mixdown with the studio’s effects.
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CHAPTER ONE Eighth Note Subdivisions

The Beat

When you listen to music you naturally sense a steady, recurring pulse seemingly “within™ or “underneath” the
music. This is called the beat and it is the unit of time in music. If you have ever tapped your foot (or banged
your head) along to a song, you are already familiar with feeling a beat. Itis the driving force behind all rock and
metal, as well as other types of popular music.

Usually, the beats are felt in groups of four with an emphasis on the first beat of each group:
12341234

When the beats are grouped like this, the music is said to be in 4/4 time (also called Common time). The 4/4
symbol is called a time signature. Each group of four beats is called a measure, or bar, and is separated from the
next measure by a bar line.

time signature barline double bar (end)

measurc measure

Every note has some relationship to the underlying beat. A whole note is four beats long (a whole measure), a
half note lasts two beats, and a quarter note is one beat. A rest is a space with no sound — hold the strings quiet
for the length of the rest. Count along with and tap out the beat steadily with your foot as you play the timing
exercises below.

Whole note: Half notes: Quarter notes:
m n m (o) m n m n
——
1 %—-@ @ s — 5 ——o—2 20
BEAT: 1 2 3 4 1 2 3 4 1 2 3 3 1 2 3 4
Whole rest: Half rest: Quarter rest:
al | mn n N a) M M l mn N m m m n M m
—— . N M =

BEAT: 1234 123 4 12 34 1234 12 3 4 12 34 1 2 3 4 12 3 4

Eighth notes are one-half beat each and subdivide the beat into downbeats and upbeats. The downbeats are
simply what you have already been tapping your foot to. The upbeats are halfway between downbeats. As you
play number 3, say “one-and-two-and-three-and-four-and” out loud, making sure that your foot is down on each
beat and up in the air on each “and”.

Eighth notes: Single eighth note:  Eighth rest:
AAARN AMRARM mAoRn nA oM nn\n n mAon
o s | e 1N A .

5= . . - X |

1\
—9—+—s—e—e—9———£——e—e——ﬁ——‘ﬁ—r Iy § 53 —3

BEAT: 1 + 2 + 3 + 4 + 1L % 2% 3 4 4% 1 w2 4+ 3 + & F 1 + 2 + 3 + 4 +



Muting

One of the characteristics of heavy metal
guitar, especially speed and thrash metal,
is the use of the right hand palm mute to
get an aggressive “‘chunky” sound. Rest
the palm of your picking hand over the
ends of the strings as in the photo below,
slightly deadening, or muting, the
ringing of the strings.

To get a tighter palm mute, move your hand slightly toward the neck of the guitar so that your palm covers more
of the strings. If you want to let the strings sound out more, move your palm back further on the bridge to cover
less of the strings. Don't press down too much on the strings or the pitch of the notes will raise.

A palm mute is indicated by the letters “P.M."” under the note. Also, it’s a good idea to hold quiet all the strings
that are not being played. Do this by touching and holding them lightly with your left hand, but don’t press down
or you'll be fretting extra notes. The symbol 3| means to repeat.

(E) N.C. (no chord)
rnArMAM nAMN N nAARAA"A AR MA
4 i
T 17 s :
60 00 o000 ‘o3 o |
PM = = = = = o o i o o o e e e e e = - - -
fingering: 0 0 0 O o0 0 0 0 D ¥ v @ 1 9 2 1

Sometimes chords are muted also. In example 5 slide from one chord to the next without lifting your left hand.
The symbol \ or / between fret numbers indicates a slide.

E5 G5 F#5 F5 sim. F#5 G5 G#5 A5
m ) M m M M M m mn ™ n-mMmM | "M | m
T ——— — —— ———
3 | T ) D VO IO e e | | S 4 ——— e T S
3t §—F 53—t o 3~2~1 —
PM = = = = o o o e o o e e e e e e e e e e = == = = — — —
fingering: '0 f 1 1 6 ? : ? ‘!l f ? : ? ‘I’ ? :



Accenting Chords

Playing strong un-muted chord accents amidst a phrase of muted notes is one of the most important techniques (O
master. Imagine that your hands are on opposite ends of a see-saw: When your left hand is pressing down to fret
the chords, your right hand will be up. (This is the position for accenting chords.) When your right hand palm is
touching the strings for the muted notes, your left hand will be up slightly.

Lift your right hand up and off the strings entirely for the full length of the chords, but then go right back to a
tight mute. Only press down and fret the chord when you want it 10 ring. During the mutes, your left hand
should be lightly holding the other strings quiet. Repeal the material between the repeat symbols (J and 9| ) the
designated number of times. (If no number is given, play the section twice.)

g GS F#5 F5 G5 F#5 FS Piay 4 times
KeyolEm n m e AAMnANMN AN M " AR N AMAAMN NN NN
T =
§ —a 3—3—3—3 -1 5 — T ',W_
s a 4 4 ll\ 4 A -~ A a 4 ra
—-—0-—0"—%—-0—-0—--2-—-* 1 1 L ] ’1—‘1“‘1’—'—' -&—0—-—3——0—‘0—‘2'— v 1 ¥ ¥ ¥ ]
M~ pM. = TTRTT, o i it i e L S T TN - Pt = DR, = = o o 4
4 4 s
fingering: 0 0 ? o 0 ? ) ? sim
ES N.C. E5 G5 ES |
A AR AN AN AAMAAM M ANnN m AR N nn n MM AN AN
=
T"?f { ' 2 _—g’ﬁ 2 .
B2 ; 2—3—2—0— 5 2
e —5'——2'— v a o
o o A e A S S T o Py - pM. PM o= — === — == )
| 4 1
fingering l 0 o 2 t 2 « 0 2 1 0 c 0 ? o 0 é 0

BbS GS AS ES N.C. ES - G5 E5 N.C.

m AN m AN N AnAnnmMnmA nn AN n mA N n M AR AR AN N
= Il 1 ! ‘ L '_—:
= 57 2 t o

05 r D .y

[*] b I | < 2 s 2 v

——— —— —g——
M~ PM. = PM — m == ——— - M - M. - PM — = — = = - -
L) 4 5 1 l 4 3
fagetiagr: ¥ O B 1 0 o s 4 2 1 0 2 o o Y 0 0 d} 2+ 2 1 0 2



fingering: 0 @ 3 e 9

G5 F§5 F5 G5 F#5 F5
n N lml n N mn n M MNn M AR M A M n~n m n M n (o B o B B | [z I o B o B |
L1 | B I ] ] I R T
s — T L3 12 ) T T T T T L T T "
S SESSEsIREIE=SEams=s -
&—0——-3 —6—2 == o g 2 rr—1r—Tr—1
PM. - M = PM = = = e e e e e e e e e e — - - PM. - [ R e e -

——lon
- "
oL

sim.

ESGSF§SFS E5GSFS5F5 ESGS5FE5F5 FESGSGESAS ESGSFESFS ESGSF§S FS ES

NP AP AN M MmN N NnARN MPAARN AR AN PR M

e i Rt e ~
fingeriog: 0 1 1 1 & 1 1 O S S S N O N S R B T S O 0

Guitar |

If you listen carefully, you'll notice that there are actually two guitars in exercise 6. Using two guitar parts in this
manner is an important element in the style of speed and thrash metal. The second guitar enters with the bass and
drums on the third repetition of the first line. Then, through the second, third and fourth lines, guitar 2 plays
exactly the same as guitar 1 — until the last line. Then guitar 2 plays accenting chords. Below, the two parts are
written one above the other so you can see how they interact.

Exercise 6 - last line

Play 3 times
o= e i - i
B AT A Rt % 1A 4 - ESs==
' | | I | | I
| | | | | | |
| | | I | | I
| | 1 | | | |
E5 ES ES FS F85 Play3times ES ES ES
T r——
| No— TN —NMN—] o I B v
e & i o
2 5
=g & = i 8

1




Syncopation and Upbeats

As you remember from page 8, there is a steady underlying pulse of beats in music. These beats are naturally
accented. When a note which falls between beats is accented and held over the following beat, the natural pulse

is

disturbed. This effect is known as syncopation. It creates a situation where the sounding rhythm temporarily

contradicts the underlying pulse of the music.

In

the example below, a tie (— ) is used to connect notes. Play the first note and let it ring through the duration of

both. Notice how the sounding rhythm moves against the beat. Although the notes change in each line, the same
syncopation is maintained. Practice along with a metronome 1o see how steady you can keep the beat through the
syncopations. The metronome never lies!

(E)

n mn ™ m n m n n ] n m n n
W —— "0 k__/—o——-e—‘—ﬂ"—“e——_'
PM, = = — — = = - PM, = = — == — — == — == - PM — = = —— = -
BEAT: 1 4 2 (+ 3 + 4 + 1 (+ 2) (+ J) - 4 -
D5 D5
n n n n m m n m n m n n n
pS— o —
- | o T — | s e " — | -
=" ' — = T
e b6 g——— T— 80—
PM, = = — = = = - PM, = = — = = == = — = = — - PM = — — == — -
BEAT: 1 + 2 (+ 3) + 4 + 1 (+ 2) (+ 3 + 4 +
F5 F5
- n n (o n o] m " a n m m ~
T |
: } | - } <
- ‘6 le'__ -
= '3 e 10 7 I&L—\__/_a+
PM, = — = = — = - PM, — == — === — = —— - PM, — — = = = — o
BEAT: 1 - 2 ( + 3) + 4 + 1 + 2 (+ 3 + 4 +
DS ES D5 ES D5
m ) n 2} n n n m m n "
ﬁ
: S e ma — — ! — , -
- <18 —¥= — ; z
ﬁ'j\ A 3 e e | — —;\ = jr;_k_/ 68—
PM, - = = PM, — = = — = = = = = — = = - PM — = = — — = -
BEAT: 1 + 2 (+ 3) - 4 + 1 (+ 2) (+ 3) + 9 +
D5 ES F5 ES D5 B5/F# C5/G
~ m M ~ n n
- s e e e — T :
: e I o e e =t :
e | T e~ —5 ;3————‘| ]
PM, — = = PM.
" 4
fingering 0 On 1 ? t 1 ? e 1 t

In the last measure above, notice the B5 and
note in the chord, but not always. Here the 5th

C5 chords. Usually, chords are played with the root as the lowest
of the chord is the bass note. When a note other than the root is in

the bass, the chord name will be followed by a slash, then the name of the note in the bass will be given.

12
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To play metal guitar well, you need to master syncopation. You must be able to feel the beat underlying the
music even when the music is fighting or obscuring the beat. How can you play offbeats in time if you can’t feel
where the downbeats are?

Numbers 8 and 9 both use syncopations and upbeat accents. Before you begin practicing these, first listen to
them and tap your foot along with the beat, noting which chords fall on upbeats and which fall on downbeats.
Then try playing them, making sure that you are tapping your foot with the beat, not with the accents. Your foot
should be down on each downbeat and in the air on each “+". No exceptions!!!

ES BS BbS ES BS BbS
ml ™ mn m ) "
=
8 % 7o\ Zo\ — :
4 /s 4519 -
%‘ S—13 ‘S.:J\v) e‘ [ e Ay,

1 !
3 1 4 1 B =
lingering: 1 ] 1 !

BEAT: (1 + 2 +)(3 + 4) (+ 1+ 2 + 3 + 4 +) 1+ 2 +)(3 + 4) (+ I + 2 + 3 + 4 %)

ES F45 ES Fi5 ES F§5 AS BS CH/G¥ ES F#s Elay 4 times

(o B o I o B o | on B oo B o R o | [on I o B o I | | ot 1 s O s S 7 | m MmN l'lK N m [ S o B o R | o I o D o I o |
= —

— = e e e . 1 -

94 84— 54—+ 2 4 E

o e T =5 415 4 4 4 4444

. § 599 599 o 1§55 5 5 5 5 5 5 52 4 55 5 5 5 5 |
PM. = == === = - PM= == = === = - PM— = v -

oz

fingeting: t‘) $ ? é 1 ? i $ i g , 3 ?
1

BEAT: 1 + 2 + 3 + 4 + 1 + 2 +«+ 3 + 4 +

B5 BbS Repeat the preceding 2 bars ES

ES

m n n ‘ AAMA PARR N
T - K
: = o e 1 o e W
I@ 3\_,4—4‘3\_4,] S . 29010 § m
BUES S ASAU EETRIEIEE

P = 2
L fm;er:ng:l f 1 6

BEAT:(1 +2 +)(3 +4)(+ 1+2 +3+44) 1+2+ 3+4+ 1 + 2+ 3+4+

13
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Shifting Accents

Constantly shifting the chord accents between downbeats and upbeats is a thrash and speed metal staple. Notice
this principle used in the first line below. In the second line, a group of notes is repeated, but on the repetition
they interact with the beat in a different way. The third line uses a similar idea, although the note grouping is not
repeated exactly. Make sure that you're feeling the beat, and not just tapping out the accents.

Play 4 times
(E) N.C. BbS BS BbS BS BbS A5 G5 F#5
AR AN AAAPA mFAMA A A A M AN AARARN MMM AR AN
Ee = T [—
| J— | ) T | ! -
10 : | | 3—4—3—4 ] | |
2 +—2—1—2 g 7 ‘g 4
40 00 i} 0 —0
pPM = PM. - PM. = = PAM PM. PM. PM PM. PM. PM PM.
fingerieg: 1 0 0 1 6 1 0 o1t 00 §+ % § ¢ ¢ 0 2 ¢ 0 2 0 0O T o1 o T o o
BEAT: 1 + 2 + 3 + 4 + 1 +2 4+ 3 + 4 + 1 +2 4+ 3 + 4 + 1 + 2 + 3 + 4 +
> > > > > > > > > > - o= > >

(E) N.C.
nAMAM nnNMAA sim.

B ! —5—6—F—]
9296 328513065653 5—063206—3 206530567
PM = = = o = o v e e e e e e e e e -
fingering: 0 2 1 0 2 1 0 3 1 o 4 3 4 3 1 3 0 2 1 0 2 1 [ 3 1 0 1 2 3 ) ? 3
(A) N.C. (E) N.C.
ia BN e B g ) (o I o O e B | [ B o O R | (I o B o I | 2 I o S o B o | U I 2 D o N o |
T
' 5 1 -
. 21— 2 +1—o0 W/ 4 !
B—3—9—93 9238 8 —9—2 2 3 2——4 +
—_———— 9 3 323
PM < PM PM. = = = = = - - PM -~ PM. PM, - PM. PM, = = J
fingering: ¢ 3 2 3 1 3 2. 3 0 2 3 2 1 2 0 3 0 3 2 3 1 3 2 3
(E}N.C. (E) N.C. BbS B5 Bb5 BS
MmN AN sim. mAMNMN AR NAN aBalzlal o I B e B |
T T —
— p———— k=1 b — A ] -
S s e [ ot 2 s SimTT=n
n -
2 +——9 g 1 2 12 2 3 2 1+—2—4+—2—
¥ 5 85 o s lgs 8 gogilg—a9 —66—6——0—06
PM PM - M PM < P M. PM. = = = = PM - PM. - PM. ~ PM, =~ - PM -
flagering: 0 2 3 2 1 2 0 3 0 3 2 3 I 8 2 3 @ 2.8 2 1 2 0 ¢ 1 ¢ 0 0 0 v 0 9 100 1 1 1 1
Play 4 times
BbS AS GS Fg5 BbS AS G#5 G5 F#5 BbS AS G#5 G5 F$5 ES
in B B B | rAANA N nAMA A nAMA M ml m m M n m ™ ™ m
'_T_"-" _F—w_-_
=y | -
B —184——33—F 14
— 6030 0566605063020 —
' x PM < PM = < PM. -~ M, PM. PM M
fingeriag: 0 0 2 O 0 2 0 0 ? 0 ? 0 ? 0 ? 0
15




Number 9 also uses syncopations. Make sure you are feeling the downbeats consistently. The last repeated
section uses two different endings. Play through the first ending (1. ) the first time through, then on the
repeat, skip the first ending and go directly to the second ending (/2. )i

A dot placed under a note, as on the first note in ending no. 1, is called staccato, which means to play it very
short. Use both your left and right hands to stop the ringing of the note.

To play the open G5 chord in ending no. 1, touch and hold the 5th string mute with your second finger at the
same time that it is fretting the 6th string. You can hold the first and second strings mute with your third finger.
The open G5 chord rings out more than the other G5 form.

ES BbS D/A G5 F#5 Bb5 D/A G5 F§5
m m ) M m mn m] M mn N l:! a 2 m
k3 / N S —
j e i, o B
s SSs=is=—= 7.
T
8 1 L
PM. = = — PM~ = = = = = = PM -
1
fingering: 3 0 ? 8 ? ;‘ 0 1 ? 8 ? ?
BEAT: 1 + 2 + J + 4 + 1 + 2 (+ 3) + 4 +
C5 BS Cs BS5 B/A C5 BS C5 BS Cs5 BS
(o I o B I e | n "R o B o B | [ B B o B | n MmN N Lo I o B o B o | n nn N m M
T — e — | —— e — | R —— p——— |~ p—
T T 0 O 0 o O S o 5 ) 5 5 i ) i L
S ssmsssmcoesmese=coSoSTS
g ——t —_—t - 3:
PM = = = = = = = e PM == === == — - PM. — — — — — — - PM PM. - -
finguing;? ? .1‘ ‘1‘ H : ? f ? ? ? ? 1 ? ? 1 ? ? 1 1 ? ? ? 0 ’ 0 2

5
BEAT:1 + 2 + 3 + 4 (+ D+ 2 + 3 + 4 + 1 + 2 + 3 + 4 (+ )+ 2+ 3)+ 4

ES Bb5 D/A G5 F#5 Bb5 D/A G5 F#5 ES BbS D/A GS F§5
i m m m " m m ) N M 1:1 n m M n M m m " ! N m
e a— 1.9 e——
= 1 ] | —t | —t
- 2
> A ——— = i} 3 3 ——
PM,. — — = PM. = = = = = - - PM—- - PM. = = = PM. =
i B 4 T i 4 8 1 1 1 % TR
BEAT: 1 + 2 + 3 + 4 1 + 2 (+ 3) + 4 + 1 + 2 + 3 + 4 +
[, 2.
ES G5 ES BbS D/A G5 F#5 ES
n - - [ T o Y S m
|
T N
T - X | |
h Ll T
e > 3—\3 8 IR S b
1
fingering l% g A i 8 ? i
BEAT: 1 2 3 4) 1 2 3 + 4 + 1 2 (3 4)
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Number 11 uses another shifting rhythm. Here, the mutes are played with downstrokes while the accented chords
are played with upstrokes 1o make them stand out better against the mutes. Also, the dotted quarter note is

d after a note increases its value by one-half, a dotted quarter note will be one and a

introduced. Since a dot place
half beats — the same as a quarter note tied to an eighth note. The abbreviation accel. stands for accelerando and

means to speed up.
ES C/E DS
mMmAVA VYAV mMAV A RVAYV mAVY A NV AV MmAYVY A VAV
! - | |- | | ! |
pM. = pM, - P pM. PM =~ P, = pM. - - PM. PM - PM -~
fingering: 1 q 1 1 ? 1 ? : D | ? 1 1 1 1 ’ L B | ? 1 1 * 1 2 11 ? 1 1 ? ? ?
AS Cs AS N.C. AS BS N, Flay4timesanda
n n mov v v mn AR N m m n v v AR AARAMNN
T T T A ) L] L]
C iy = =
- . S
= = =2 ———
-3 -0
PM PM — = — = = - M PM == — == — == -
fmgcr'mg-!l) 6 0 % # é 0 1 2 4 l i 0 % 5 0 2 0 2 0

BEAT:1 (+ 2 + 3 + 4 +

You should notice a slightly different sound when the chords are picked with upstrokes because the higher notes
of the chord are favored, but it is a subtle difference at best. Practice s0 that you can control your picking, but

you're not “wrong” if your picking is different. It will give the music just a slightly different interpretation. In

“All Things Repulsive” I have indicated the picking actually used, however, if you wish you may usc all

downstrokes.
All Thi Isi
ings Repuisive
ES FS ES5 ES F5 . D5 2. BbS
A" v m mn mV v mVv \'"J

r
ey

v v M m A \'
F5 I( |‘ 1 1 Ig |§ I I =
12 : 3/ 3 2 ‘ 3 : ‘w - 's.«
= S\ t t+—+1

-

+—t1 0 .
. . . . - iﬂ@:hdclo
1 1 1 < 4 ermina
fingering: 3 3& ? % % 5 6 é ; 3 "1 0 1 Q 0 1 ?
ES AJEGS F#S F5 AJE C5 BS BbS E5 F5 ES
v v mn n N v

l l [ A

- | [
+H_—‘ > . > ~ 5 ; . .
S 1 ﬂ 3 33 _2____2%"'
P, s o o e =i - p ~ 1 I T v
1
fingering: & 8 f ? 1 8 1 1 ?

@© 1990 Troy Stetina
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Bb S5
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D#5

A

5—5—6—

n A A
P

G5 F§5 G5 F#5

= b J
[ R
s ¥

PM- -

——

F5
o I T o B

D5
—5
BbS5

PM.
O

FM
mn nMnNnMn

PM

M

F5 C/E F5

A " AN

ES

m N

PM. = =

PM.
F5 C/EF5
mnAMNM
F5 C/E F5
nAAnM
F5 C/E F5
nPAAnM

PM

PM,

PM

n A M
PM. = =

PM. ~ <

PM. ~ -
PM — =

5 I 5 O = R e |

n A"

nR A
PM. -~

BbS5 F/A BbS
m

n MmN

LU B o B

ES

ES
nMNMAnN

E5

Bb5 F/A BbS
BbS F/A BbS ES

nA A N
Bb5 F/A BbS
nAR N

P.

L S I e R

PM.

M.

PM

PM. -~

PM. .~ ~

PM -
PM. — -

F5 C/E F5
o T o T o

A A N

ES

ES

mAnNN
(o I B o B
[T o T I

E5
ES

F5 C/E F5
nAANM
F5 C/E F5
nAAM
F5 C/E F5
mANnNnnmM

PM,

PM.
PM.

e

PM. -~ J

PM, — =
PM. =
PM ~

A AN
A A AA
nannmMA

1
ﬁuermg:l 0 0 (14

-

-

fingering: §

Repeat and Faa

ES

F5

BbS

B5

AE G5

ES

F#5 F5

GS

A/E

F5




CHAPTER TWO Sixteenth and Triplet Subdivisions

Alternating Picking

Sixteenth notes are four notes per beat — twice as fast as eighth notes at the same tempo. The best way to count
them is “one-e-and-ah, two-e-and-ah, three-e-and-ah, four-e-and-ah,” so that you can more easily keep the count

of the downbeats of the measure. Notice that the downbeat (one) falls on the first sixteenth and the upbeat (and)
falls on the third sixteenth.

You can pick sixteenths with all downstrokes if the tempo is slow, however, at faster tempos you will need to use

alternate picking. With alternate picking, you catch each upstroke as well as the downstroke so that you can play
twice as fast without moving the pick any faster.

(E)
n M m V. mnmn V nn N m | s S o | m VvV A" Y VYV MY PV MRY
13 T 1] A ) O O3 ) = ) 5 T I
——o—0 00 —0—0—1 —o—8006—006+F+—1+—+—1+
PM = = — = — — — = = e e === - — - PM, = = = = = o o o = = — — — — e = = === - -
BEAT: 1  + 2 e + a 3 «+ 4 1 + 2 ¢ +a 3 e +a 49 ¢e + a
ES ES
lm "N N"NY MYy nnn M m M HVHVHVHVI‘IVHV
: —> S —
3 o 4 9P S S 5 S Y
——o0—06—"06—"0—06—=0 1 —8 ———0—0—0—0—t+—+—+—+—1+
PM— — — = = e = == - = — — — - PM = = = o = o o e = = = = — = -
m VvV VYV AV MYV nn VvV mnm VY n VY NV m N mn vV YV O " "n

-+

n N MV AV n = - A VY AV M n " " n AVAY m Play 3 times
T
—  m— ————
B mEm—— = e
L 60000 O 6—6—6—0—6—8 00—t g—66 00 0 -
PM - = — - == === - P = o o e i e e N PM.= = === == == = - .
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Gallup and Reverse Gallup

When you take four sixteenths and tie the first two together you have an eighth note followed by two sixteenths.
Skip the upstroke that falls on the second sixteenth, but don’t change the picking for the rest of the notes.

s
k
m ll) n v ~ n v
dene "W 9
Played one after another, this rhythmic figure sounds like a gallup.
(E) N.C. Repeat previous bar
n Ny ANy n Ny nmy ! n Ny A Ny n Ny MRy
'l 1] ! [ | 1 ?
o <
f 4 -1 L ™ g | S
PM= = = ¢ e e v o e ot e e e - =)
n NV n NV n NV (n] n n Vv [ o B m NV M Play 4 times and accel.
— T
) e O i 2—4 PRy [ 2— :
) T e J T T [ M ¥ 4 . -
“B‘—?—H —g 22 o T Y - 2—2 2—2—%6
PM. =~ - PM. PM, ~ PM - — PM. = PM, =

ok
-
-
-
>~
-
-
w
-
P

fingering:1 1 1 4 e 3 R 1

The reverse of the “gallup” rhythm would put the tie between the last two sixteenths of each beat. In this case
you have the sixteenth notes first, then the eighth note is on the upbeat:

5
K
nvn[l’ n VY n
o =)
F§5 G5 F#5 ES
n ” mVvVvnNn myvym [ B VA o B nmnvmA m VY m v
15 1 1 | D Y | A | P .
LB ¥ :p b, oS Y =0 | I Ty S | ]—2._ Py
| 4444455 4—4—4 ﬂ—m 3
P s - - m et e e e mmrr et e _r e e e e -
BEAT: 1 + 2 e(+a)3 e(+a)d e + a le(+a)2e +a 3 (+4 +)
m R MY A nyYm nV oAV non PYAYV vV accel.
S = = = = :
| e 0 & .
——HB 28 —y——2—2 51943 §
PM~ = = = = — - PM. ~ L B i ~
i T vae s e swsae FF OEIFE R ]
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Number 16 uses both the gallup and reverse gallup as well as straight sixteenth note figures.

Play 4 times

(E) DSES DSES F5 D5SES DSES G5 AS BBSASGS
AVAY AVAY AR AR AVAY AVAV AVA AVA AVAV AVAY N oAavVAaAva Aava nn

[P e S |
16 J !! !r T h ) l.
NJ
iaean 5 FEesmstSAE
S ENEE NI . H ;
96000000 —— 060000060000 — 00000860 —

PM = = = = = = = - PM= = = = = = = - — — - pM. PM= = = = = — — N PM. - PM = PM-
fingering: 0 11%1 0 {GO:- 0 ??et 00?00§003%3
N.C.

AYAY AR AVYVAY AN YA MPAY AN sim.

E}—= = === fﬂ:;‘

—0-0-00— 8006087 00— 60685 —0—600—5——
PM. = = = = PM == =< PM. - PM. - PM.~ == PM.— = =« PM.~ PM. -
fisgering: 0 0 0 0 12 000 0 1 2 6 01 2 00 t 2 1 Sim.
AS  ASBbS ES A5 ASBbS ES
n N NM v AYVA AV AVAY AVAV 1 N NN v nvnAVv sim
| |
T L] l! ‘ L) _!l ‘
e mTewr = Erm e &2
- X 0 D 18 & RN ] N 5 B O
Ll Ls — B8 L4 L | R L L] L] A r'4 AJ L L] 1 L L) | INTAL) ) L] 1 L L] L] 1 lJ
S & looo o000 0000 0000 —3 00000 0000 0000 000
PMm = = = o = = = = - =3 PM o ra e e mim  aa e -

(mgennai l 2 x '1l l 0 (]J A 2 ‘ : 1 0

AS A5BbS ES Bb5 ASG ASBbS ES
m N n N v (o "2 o B = A = N o R " o ' mn vV m: Vv m Vv Ny

A

? L) L! ‘

e = : T e e ~

15% £ O ) B o i Y R B 2 O 5
3 f 0000000000000 5 0
i i 11 i = R e et 4 1 e 1
fingering: © 0 2 1 0 0 1 e 2 2 1 0 0O

mVAY nmvAavy N nn nvymVY nmvny nvha nAvnm mnvymy nvmy AR AN Aavymn nvymn Avn NN

—

B e o |

: B M o } . :

— g 1T T § z ﬁ: s
™ L B g T —rr= ST 91T J T g (i

PM—— — = = = « - PM— —— — = — = = = = <  PM.- PM = = = === = - PM.-2 PM- PM4

N.C Play 4 times Cs ES
== = ——— A
3 L s 45— — 5

+000——6—000°0 7 oo 6—00 5 &

BM = ) PM. = = = = PM PM PM — — - .

accel.

last time

20




Syncopation and Offbeats

So far, accents have been confined to downbeats and upbeats (1 e + a). Now we’ll look at accenting the second
and fourth sixteenth note “offbeats” (1 e + a). In the first example below, the dotted eighth note is introduced.
Since a dot increases the length of a note by one half, a dotted eighth will be 50% longer than a regular eighth
note — the same length as three tied sixteenths.

g ] \' " v
T "
l e + a = (1 e +)a

When the figure is reversed with the sixteenth note up front, you have this:;

la} v n v
I~ <a
1l ¢ + [ (¢ + 2

Play 4 times

p —
)
——

a
v
| N (S | ]
— 1 : ———Emr

n A\ nvyn n Vv m Vv " nyv n Vv NN mvnmny m Vv
< -
| - . M
R BTN [ 5 > 05566 i 5,
17 r——g—g—g——s%r—‘g—s———;g:,, 5 B OIS 50 B £ ——— ——1— 5o~
g g ATA b S J ~ — T
v f . PM. = = - L -
mute with left hand, no pitch
BEAT: (le+)a 2 e (+ a3ew a 4 (e+aj(le+)(a 2e)(+a 3e)+a 4 (e+a) I + 2 e + a 3 (e+ad)
> > o> > > > > >
M. ]

a
3
.|
<
3
<
3
<
. |
]
3
<
a
<
|
<
3
<

(1
i
il
-'?-‘ _h
(1_ ;
IF

5
—t—t F— +—t—t— — ST f -
660060606 9000 0 —3=—5—5—6—5—6-53—
PM= = = — = = = - - PM = = = e - - = - PM— - - o o _ -
BEAT: sim, sim. BEAT:(1e+)a 2)(+ 3) + a 4 e +
12.
M Vv ™ m Vv m Vv m v m Vv mMm mn Vv mn Vv m) \'4 ™
e

. = #I ;?;—-?! :
7 = " 3! I ‘

G~ <4

141

(

L) T L3 . .

; : A I S — S S SU S -

B —6—5—38—+ - =153 Ol 10 o
——4 SIS

2) (+ 3) + a 4 (e +a) (le+)a 2 e (+ 3) +a 4 (e+a)(les)(a 2)(+ 3) 4

-
—
ot
L ]
+
=
)

.
.

If all the time values are cut in half (sixteenths become cighths, eighths are replaced with quarters, quarters
become halves, etc.), the riff would be half as fast. However, if the tempo is doubled you will be back to the
original tempo, and the riff will sound exactly the same—except the beat will be twice as fast (double time).
Since you already know eighth note syncopations, you can use this principle to help understand sixteenth note
syncopations. Below, the first line from number 17 is rewritten, first as it appears above, then in eighth notes
with all the time values cut in half. If played in double time, line two will sound exactly the same as line one.

i I |




Triplets

A triplet is three notes evenly spaced where normally two notes would be. For example, eighth notes are two
notes per beat, and eighth note triplets are three evenly spaced notes per beat.

Fd o4 Td &3
ippippPrplry

Just like sixteenths, triplets may be played with all downstrokes when the beat is slow, but at faster tempos you'll
need to use alternate picking.

18

B o S T i g (S b e o e S AW
(E) ES D5
AVA VAV VA VOV AVA YAY nVvnoh VvnNoy [ A o T MV n Vv
T 3 3 . | 3 3 3 J 3 <3 3
-

B 4 ;
LY 0o—06—0 000 00— ——0 00—
BAR e e S e e A = S ey e, T S S S SR - O PAM = = —

accel
E5 BS C5 ‘A5 BS Play 5 times and accel.
m Vv M v n n m Vv on v n vannN v n n (I A v n Vv
& 3 3 l 3 ] | | 3 3
_m___ﬁ——m 92— 4
:F g—4—4— 7 —t—t—2 —4— -
B 35— 59330060 -
0 320
PM— — =~ PM, = = = PM. - - PM. = = = = = — — = = -

Quarter note triplets are three notes evenly spaced in two beats. The group of exercises below will help you get
the feel for how the beat falls between the second and third notes of the triplet. Keep your foot tapping on the
downbeats! In the second measure, a pull-off is indicated. Pull your finger down and off of the string to sound

the second, lower note, instead of picking it.

(A) N.C.
AVA VAY AV VAV AVA YAY 0 N
3 3 3 3 ' 3 3

w3

19 : :

- 9600008670806
= T
B - o e e o, l P 3 3
vl
Pull-off
m vy n v nm Vv M mn ™ m Vv N vmhn Vv im! n m
3 3 3 3 3 3 3=
A ] o y
B o0 0608 7 86— (h 0000068 7 6
-
PM, == = = — = = = = — - PM = —— = = = — — -
AAAA AR M Sim G5 A5 G5
~3n 3= ~3— -3
- =
0600875 | 000075310000 532160006 573
- %
PM - = = PM. - = — = PM— =~ PM. = = —
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Vibrato, a series of small bends centered on a particular pitch, is introduced in the first line of “Worm Juice”
below. Pull the string down slightly, causing it to bend and it's pitch to raise, then release the bend back to its
unbent position several times. Slowly speed up your vibrato until it sounds like that used below. Vibrato is
indicated by the symbol s,

Worm Juice And Bat’s Heads

ES D§ 5 AS C8#5 ES N.C. AS C#5 G5 ES
n n m n n m n n m v n
20 7o\ 7 ZeN N f‘; : 7o\
| 18 A %] 12 17y —‘@ B 1{*-—w1§)
. AL 5 | NSZ | F \ é AT @ —t | 8
7 N\ N
L 3 . | ! 4 §
fingering: © 1 1 gl 2 0
ES F5 ES FS E5 G5 D5 ES F5
MmAVY AMVA AVAYV nAn n MY MVYA AR N M AV AVA AVAY n n
| | [ ] | B |
= 4 ] l I l I 1 Al L4 L} 1] A A
~ 4 } + i s —t— ¢ 4 ‘\ ‘8 _F s 0 D Aﬁ#
IS A A e e e o R Rl S L - g——11 5§
00—0-0— —00—06— -
PM, = = = o PM = = = J PM.— = = = PM, — — = = PM = = = J
fiagorieg: 1 1 1 ¥ gy FTY t o0 o0} 11 13 I 90 001 o000 1 1
(1.3 Hz 4
DS D5 D#5 (F#)
ny v v nv v v m m N n M Y NN [ T I
3=
s h i
LM—L ' - o 78 . " D
) = 75 75 o > T 8 ! é 443 2 3 "
PM. PM. PM. = = -
fingering: 0 :l’ ? ? 0 :t’ ? 1 ? ? ? ? | 1 1 3 3 2 2

reversed picking

(A) Cs DS \,C5 FS  ES DS FS E5 DS
mn My myVYymn VvV N NV MYy mvVvnMA n N R o B |

i—_—ﬁ:%——;gr——f S —

25T T . S | 5
B—0060060—06—

;{1
4

PM. - =« — — — = - -d P.M, PM PM -~ PM. -
fisgeriag:0 ¢ 0 @ 0 0 ¢ } 0 l 0 : 0o 1 1’ g 00 ? ? ?
(E) D5 ES FS DS D5 ES FS ESDS  F5 ES5 DS
ARAY NVRY MMy myv mAY YymyY M nyv nyv mAvY vy mmy my mvm m A nvm n N
1
T — ] 1] | e e } } —taf—}
e 4 e - A - e 4 . A -~ AD 0 e 4 —
- 7 AR R 2 1isiTs A
D ¥=-f L 1 La ‘;Va ' L 4 1 § 1 4 1) T Ll 8 na T T L} L) L] L s— JVU ’ v
— 8600000 —06— ¢ 660066600 ——0 00 00006—0—0— 66— 90— — —
PM = - - =4 PM. PM. PM = = — = PM. PM. PM = = =« =« J PM. P.M, PV~ PM. <
fingerieg:0 00 0000 f Of 01 sim, sim. 001 1 ? 90‘;' g ?

© 1990 Troy Stetina, Tony Burton
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C5 BS A5 G#5 F5 ES F5
al " M n ml mn m ) n m m NV m NV n M n mvVARY VNV
l'"‘—;l‘_‘ —3— —3— 3 —
. o p— p—
5’7 H— ! L A Jl I T T L S0 ¢ R T L T v
S—Y a s ,_3 a
B — 3 3 3
_‘ 4 5 A I A 4 A 4 4 A4 4 4 A 4 A 4 A A 4 a4 A
. - - I T L) 1 ) LI} ) R A ) 1 L L) | B58 S e |
1 y P Eirian e e s i e 7 e e T T = S T e -
ﬁugtna"é ? l 1 3 6 ?
ES 2nd time DESs AS C#5 ES5 N.C A5 C#s G5
) ) mn m mn mn n mn n V'
- v =N -
e\ A
: s z —6) o 9 :
O HE R
WA WA
1 4 4
tingering: 6 ((11 ) ? ? 1 A 2 1 ? ? g
D/E ES D/E ES D/E ES D/E E5
PR 4 mA mnVv n N nvynmn nvmM mvn mvn n Vv m M mVv nnNn nyn mnvn nvn nvnm
i | | WHI— | W |
1 T T =1 T T T L ] !—‘—m_—r
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; 1 B 1 A & = 5 B
PM. = PM = = —— === = —— - — - - PM. = PM = = = — — — = = === - ———— = = -'
1 1
1 i g
lmgermg:g 0 0 0 g 0 o ¢ 0 sim.
G5 F§5 C5 BS H¥5GS C5 BS G5 F#5 C5 BS
] mV n Vv nvmha nAvnA MYy mnvn n nyVv n Vv mynm mvnm nmvh nvVn
.11 ! !‘\“F ! T ?ﬁ‘ '_m_ -
O A 4 W O s N, o 2 ] :
—'5\"* L LR 2 ol T j— 45*** L L L b ok L
¢ 066000000000 — o 460060000000 —
PM = = = = == = = = = = = — - PM= = = mm — == ———— — 4
fingering: ‘ ; 0 ‘ ; 0 ! } 0 sim,
C5GB C5GB D5 A/C§ D5 A/CH D/E ES DJ/E E5
mn nnNn M nrvymy m n A n nvymnv mV mn A nyv m N nvyn mnvn mvn mvn
& J— - -
| &
A rAr T | sreal oAeA TTTT o5 -
R -1 I 0 S S O I 3 3§ = = 1
- 3344 L—ﬁ'ﬂ—:—ﬁ'ﬁ'ﬁ*ﬁ_—ﬁﬂ t— — 1 1
) -3 5 ) —660— 000000000
PM, — = = PM. - = = M. - PM. — —= === == == — = — === == -
fingering: 1 ? 2 1 1 2 1122 ? ? 2 1 # 2 1122 § i ¢ 0 g i 0 0 o
D/E E5 D/E E5 C5GB C5GB DS A/C§ DS A/CH
mn Vv m M mn Vv nMN Avn nvnA mynm mynm n mn M m nmvynmyv M nnNn mn nvny
T [ ] | | I
- = YAITA s A TAEA | eAAlL 1
ﬂ I l IT 4Ll l SR 5 K T 1 T 0.5 . )
3 A 33445t /
B 0 56 06 00 o000 o000 000000 3 3- ————F5
PM. PM — == m—m === —— == —-———- -
sim. fingering: ? f 2 1 ? 2 ) I B 2664 1 1 2 g ? 2 1 922
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CHAPTER THREE Thrash Theory

Tonal Center

In music there is usually one note, the keynote, that serves as a tonal center. Tt is home base, and the other notes
are seen in relation to it. This style of music most commonly uses E as a tonal center. (Sometimes the guitars are
tuned down a half-step or a whole-step, in which case the keynote would actually be Eb or D respectively.) A

chord built on the keynote is called the tonic. (For example, the E chord is the tonic in the key of E.)

Common Scales

Scales are patterns of pitches. These pitches, or tones, arc numbered to show their relationship to the root of the
scale. The scales shown below are in the key of E (with E as the root), but they may begin on any note. The
major scale is shown first because other scales are seen as alterations of it. A “W” means a distance of a whole

step (two frets) and an “H” indicates a half-step (one fret).

W W H W W W H
— A, s el N
E major: 1 2 3 4 5 6 17 1
M G8 A B « Dt E
[ =
21 v.-
5~ —§- ———1 46— T2 — ]
1 2 S oo 245 5—4—2—F%
0 (& Q

fingering: 0 1 3 & 1 1 3 4 &4 3 v 1

The natural minor scale is often used in metal. This scale is formed by flatting, or lowering, the 3rd, 6th and 7th

steps of the major scale.

s 2.0 S .
E natural minor: 1 253 4 5 b6 b7 1
E Fi G A B C D E
T
22 R
56— 57 + B 5§57 F5F2—
1 51 45 §— 5996
(0] O Q

fingering: 0 1 2 4 1 ¢ 2 4 R & 1

Flatting the 2nd step of the natural minor scale produces a scale commonly used in thrash called the phrygian
mode. (A mode is a series of pitches just like a scale, however, 2 mode implies that it is formed by displacing the
root of a scale. For example, the phrygian mode is formed if you take the major scale and consider the third note
to be the root. Phrygian mode is said to be the third mode of the major scale. For more information about modes,

see Heavy Metal Lead Guitar Volume 2.)

E phrygian: 17b2 b3 4 5 b6 b7 1
E F G A B C D E
T
23 47 1 A ——2—2—0—
4 5+ B 29— L
i Ly2 —3- = g——9— —3—t—1

fingering: 0 ' 3 0 2 3 0 2 2 90 3: 2



Raising the 3rd note of the phrygian mode creates an interesting scale with an exotic Middle-Eastern or Spanish
flavor.

H WiH H W H W W
AT ~ N
E spanish-flamenco: 1 b2 3 4 5 b6 b7 1
E F G A B C D E
T
1
7 t— A §—o- 3t
4 56 B 023 39 66—
1 b2 $ ——t4 10
e g fingering: 0 1 4 0 2 3 0 2 { 2 0 3 2 0 4 1 0

The harmonic minor scale is a natural minor scale with a raised 7th step. It also happens to be the 4th mode of
the Spanish-flamenco scale. (Or, depending on your perspective, the Spanish-flamenco scale is the 5th mode of
the harmonic minor scale.)

W H W W /n\ W+H /n\
. S o PR T, i)
E harmonic minor: 1 2 b3 4 5 b6 7 1
E F# G A B C D§ E
[
|
——1 A +—2—2—+
4 5—— B—o+9—— 328 —
) 31 ;g ¥ 999 3—2—9-
2 2 fingering: 0 2 3 ¢ 2 3 { 2 2 1 3 2 0 3 2 ¢

A pentatonic scale is a five tone scale. (The previous scales have all been diaronic, or seven-tone scales.) The
minor pentatonic scale is the natural minor scale without the second and sixth tones. The “blues™ scale is a minor
pentatonic with the addition of the b5 tone, shown in parenthesis.

W+H W W W+H W WeH W H H W+H W
| TR J7 i, 07 e 5 TR . S, X 07 i VW > WL
E minor pentatonic: 1 b3 4 5 b7 1 1 b3 4 bS5 5 b7 1
(and "blues") E G A B D E E G A Bb B D E
T
I
26 b7 + 1 —=2 o=
4 515 B—o—2 12
1 —b3 o3 63
v B fingerang: ¢ 3 P 2 20 2 0 3 0 1 2 0 2

The chromatic scale uses every half-step and is atonal (gives no tonal center). All the notes are equally distant.
Usually, small sections of this scale are added within the tonality of another scale, to add or alter notes. An
example of this use of the chromatic scale can be seen in the “blues” scale above — the tones 4, b5, and 5 are
chromatic.

EXAEE L AR KLEEE
E chromatic: 1 b2 2 b3 3 4 b5 5 b6 6 b7 7 1
E F B G Gf A Bb B C c§ D D E
E.
)
AR S A e L :
i = fingering: 0 1 2 3 4 g 1 2 3 4 0 1 2




Chord Progressions and Riffs

When chords are built on notes of a scale, roman numerals are used. For example, the power chords built on the
notes of the E natural minor scale are below.

1 M BII IV  V  bVI HVII 1
ES F85 G5 AS BS C5 DS ES

T
|}
‘1
28 A— - § ¢+ ¢ 1 %
H—3—4— 5 —0—%—9%—5—%
8  2——3

Riff number 11 back on page 16 is rewritten below, with the chord progression in roman numerals denoting each
chord’s relationship to the tonic chord. Notice that the progression follows the E minor scale above.

1 bVI pVII
ES C/E D5
~1=] - | - i 5 e 5
b1 S 9 101616 7 T T T T—F—7
g 3o ST 1
v bVI v 1v \Y
AS (08 AS N.C. AS B5 N.C.
i d [ J \ P—— jl ,P\
I' 55 A FA—t e NS —
B ——6—b 83 5 =3 & 5§ 5 5 4+3 o | ¢

28

In number 6, on page 11, the tonality (E) is first established with two mutes, and although no E chord is used, the
muted E notes maintain the tonal center. The progression in the first line begins in the natural minor scale, then

goes chromatic, introducing b Il borrowed from the phrygian mode.

(D bIIX 11 bl
(E) GS F#5 F5
== —— |
:Ti—- p— e = | L e el
E 4 3 3 3 3 3 3 3
4 3—3—3 F—3—3 3
a—a 3 66— 2 —1+—+—+ t—t—t+—+4

The second line of number 6 begins on the I chord (or fonic chord) for one bar, followed by a riff that moves
through the E natural minor scale. The third and fourth bars follow the progression I- b III-I.

I | b 111 I
ES N.C. ES G5 ES
‘ — —
ﬁ : — TSR —1 — o - ==1 %]
2 2—3—2—%6 S g
o —0—0—0—0-"0 3 2 —003—00 0700710000



The third line introduces bV and IV from the blues scale.

bV b IV 1 I b I I
BbS G5 AS E5 N.C. ES G5 ES N.C.
! ! | 1 | : | O |
57‘- ‘g‘ T T T —2 s 2 ¥ Y Y
- e > 5 2 1 9 399
350993 3 3 63 §—2—

The fourth line recalls the theme from line one, then the last line introduces a similar chromatic idea. The chords
are: 1 Il - II - bII three times, then 11 -TIT - 1T - 1V.

I bIII IT bNN I bIIT II BII I bIII II bIX MbIm m Iv
ES G5 F§5 FS E5 GS F#5 F5 ES G5 F§5 F5 F35 G5 G#5 AS

B I A AL Eatu (% lon fos mm—

Number 8 begins in the key of E, but after eight bars the tonal center moves up to F§. The chords in the second
line of number 8 are bVII- LbVII-1, VII-1-bII-TV-V,bVII-L

bVII I bVII I b 1V Vv VI I
ES F#5 E5 F§5 AS B5 C#5/G$8 ES F#5
] — ]

] ] !

|
[ T
ry T ‘2‘* T
D N WA W—
I T S—L N S T i, S R

29 9229 5 o —- 2 4 2

Now go back through each riff and write in the roman numerals above each chord. To correctly number a chord,
you must first locate the key. If the key is other than E, you must shift the scale patterns up to be based on the
new keynote. (Move the scale pattern so that the number 1 is on the new root, but maintain the same
relationships between notes.) After you find the correct key, look for the root of each chord and find that note’s
number in the scale. If the riff favors a particular scale, write in the name of that scale.

Numbers 9, 10, 12, 13 and 16 are in E. Number 14 is in B, number 15 in F#, and number 17 begins in G and
changes to A, then back to G. Number 20, “Worm Juice and Bats' Heads,” implies a temporary change of
tonality when it moves to A in the fourth line. In the original key (E), A is the IV chord, so you can consider the
whole section to be based on IV. However, on that IV chord there is a (I) - bIII - IV - bIII riff that views its home
base as A.
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“Melodic” Principles

The term “melodic” usually refers to a melody that is particularly striking or beautiful, catchy and easily singable.
With this definition, the following principles may be more appropriately called “anti-melodic” principles than
melodic principles! However, in a broader musical sense, melody refers to any succession of pitches with a
certain rthythm, regardless of whether it is easily singable or pleasing to most people — any sequence of notes can
be said to be a “melody.” With this broader definition, the following are in fact melodic principles.

Chromatic “Ear Twisting”

Chromatic tones that are out of the established key are often used. (i.e., E natural minor is implied and then F or
C} is introduced.) Most Western music uses diatonic scales so our ears generally find those scales, particularly
the major and natural minor, to sound the most natural. We are not so accustomed to hearing the chromatic tones
“in between” the diatonic tones. When the sound of a diatonic scale is established, then some of these chromatic
“in between” tones are introduced, they sound strange. The notes “offending” the diatonic key pull your ear
strongly and twist your natural sense of melody.

For example, look again at the first line in number 6. E natural minor is first suggested by the progression (I) -
bIII - IL.. Then comes the F in all its ugliness — a twisted, grotesque parody of melody, contorting all things
proper and decent, altering the minds of the impressionable, and reeking total devastation upon the planet!!!!!
The example below illustrates.

(1 bIII II (1) b1l
(E)N.C. ES G5 F#5 (E)N.C. F5
p— p—
} D N N D
i = = - ] 3
e 52— g3 1

Melodic Dissonances

Notes that blend well together, like those in a power chord, are said to be consonant. Those that do not blend
well together are dissonant. For example, the interval of a diminished 5th, i.e. E(1) to Bb(b5), a minor 2nd, i.e.
E(1) to F(52), and a major 7th, i.e. E(1) to D§(7) are all examples of dissonances. If dissonant notes are played
one after another (rather than at the same time) it is called a melodic dissonance. Melodic dissonances give odd
or unusual sounding melodic leaps, where the notes sound disjointed.

Play the opening line to number 8 again, and notice the prevalence of E to Bb. In “All Things Repulsive™ it again
rears its ugly head in the last bar of the 1st, 3rd and 6th lines. Another good example is the opening line of
“Worm Juice,” below. Notice the unexpected pull of D} after E, then melodic dissonances (diminished 5ths) are
found from D4 to A and from C# to G.

ES D$5 A5 C#5 ES N.C. A5 C#5s GS
ﬁ ? 7 N
: 4@ ) 7 L% s WA 6 0
] N %JI‘ 47 A { %*/ X
37/ = = =~ v

Try combining melodic dissonances with some twisted chromatic notes and you've got the recipe for some really
vicious riffs! But if that’s not enough (and by god, don’t you think it ought to be?), there’s more!



Atonal Riffs

The final step into complete melodic oblivion is atonal riffs, where the ear cannot grasp any tonality to regard as
home base. The chromatic scale, if used properly, can accomplish this because it is an atonal scale — all the
notes are equally distant and therefore no note stands out as being the tonal center. (Of course you could make
one stand out if you prefer simply by staying on one note substantially longer than the others.) There are other
tone series that also have no tonal center including the whole tone scale and the diminished seventh arpeggio.
(An arpeggio is simply the notes of a chord played one after another.)

The whole tone scale is a series of whole steps. All of the notes are equally distant and therefore, any of them
could function as a root. (There are only two different whole tone scales: that shown below and that beginning
one half step higher.)

T -
31 [ e =

fingering: 0 1 2 4 1 2 4 1 2 4 1 2 4 1 2 & 1 2 4 4

The diminished seventh arpeggio is a series of minor 3rds (intervals of three frets). Again, since all notes are
equally distant, no tonal center is implied.

T e 44
) 1A
32 (& .
n v Y
| » —F—
TR S R
fingering 0 1 4 | 4 1 4 1 4 1 4 1 4 1 ¢
Number 33, below, demonstrates a relatively atonal riff.
C#5 C5 (A) Bb5 (E) ES EbS DS F5 E5 G5 Fi5 AS Gi5
n ) Vv mn ' n v m
| e
A — — = = =—1\ :
- S LN e
4 T B ]
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Harmony

Harmony is the sounding of two or more notes together. The intervals relative to A are shown below. They may
be moved to any key.

unison

strings: 6 5 4 3 2 | octave perfect 5th perfect 4th major 3rd minor 3rd
- T
B
2
34 :
frets| 4 ®
5 & =]
6 |
L7 @
1 ||
major 6th minor 6th major 2nd minor 2nd major 7th minor 7th dim. 5th
| ®

When one or more notes are added to each note of a riff or melody, it is said to be harmonized. Below, the E
natural minor scale is harmonized in 3rds. Notice the b3, b6, and b7 produce major thirds while the others are

minor.
E minor S @ o g e e e
l 2 b3 4 5 b6 b7 ] 1 2 B 5 @ |
44— —F—8—H—1&
s —4—5 S S S S—— . S— — —
fingenng: 1 1 2 1 3 1 3 3 g 5 2’ & ; 5 i 3

Here is a melody line in E minor, first by itself, then harmonized in thirds. Although the melody and harmony are
played on separate guitars, after you learn each, combine them as if you were going to play both lines at the same
time so you can see how the melody and harmony relate. Above each note, the scale number of the melody is
given along with an indication of whether the harmony creates a major or a minor third. Notice that it follows the
pattern in number 35. Harmonizing the natural minor scale in 3rds gives “melodic” sounding lines reminiscent of

Iron Maiden. Also, a hammer-on is indicated in the second bar by the symbol 5. Hammer your finger down to
sound the string without picking.

n mn Vv m mn Vv m ) mn M n Vv m n n n )

a =2
o I

36 = 5

b~
@
1
q
{h

harmony (6‘“0( 6‘\‘\0‘ 6‘3\& 6“‘@(\““0( t“&d &\c‘o‘ \6“\0‘ 6‘6‘0‘ 6“‘@‘ 6(‘90‘ 6““0:\““0‘ ¥ 6““0‘ 6“‘\0‘
(Gumz)\l 2 b3 2 1 b7 1 5 b6 5. 4 5 4 b3 2 1

N 1 5

S S A S —— —
W ST m—  f—— 7 9—F—F—FF 51

p.
" — = : [ [—= ‘i&_‘?‘iiH_—"?—?‘—.ﬁ"—g—
melody

(Guitar 1)
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In number 37, the melody and harmony come from the Spanish-flamenco scale.

i — v
37 T T G‘+;:H_+—G‘ \ TR T v T ¥ I
- 1 1 n e 4 I % _?T L
| 42 = - P —_— ——0———F g 7 54
3
&b (b fs\\b fg& '\-\& fb\b & mﬁb Qb &b f\(b Qb Sb '\b tb & \b \Qb mﬂb <b “.\&
P T S S P s I M S S SV
&& &S e &P & & & e & & §
harmony 1 b2 3 4 343 21 b2 1 I b2 b7 1 65 4 3 b2 I
(Guilar2)\ H P
VN

—
Ch

: S ¢
e P e
melody / 3

h

G

Number 38 calls back a melody from number 15, which uses chromatic “out-of-key” notes. First the melody
plays twice, then a harmony guitar comes in on 3rds. Notice how the harmony follows on the chromatic tones.
Then the harmony guitar moves up to fifths. Harmonizing in Sths is easier because there is no major and minor
versions to worry about. (Technically, there will sometimes be diminished Sths, but these are usually altered.)
The last line uses octaves. Try experimenting with other intervals.

melody: harmony in 3rds;
(Guitar 1) (Add Guitar 2)
! 5 ! e . lll!“kl[ll'z ol TR

| H )

continue Guitar |

harmony in Sths: octaves:

Effects devices called “harmonizers” add a harmony as you play. Some can only produce a harmony note at a
predetermined interval (all 5ths, octaves, 4ths, or minor 3rds, for example). This can be a great effect, but since
“melodic” harmonies (3rds and 6ths) require some intervals to be major and others minor to fit into a key, this
type of harmonizer is rather limited. With some of the newer, “smarter” machines you can program the key into
it, and the machine will track your position in the scale giving you the correct major or minor harmony.

[n examples above, the harmony moved parallel to the melody and maintained the same type of interval (thirds,
for example). Harmony may also be “non-parallel,” with the harmony voice moving independently of the
melody and creating different intervals. (This is a really cool subject, but unfortunately due to space limitations,
it is beyond the scope of this book.) '
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In 6/8 time there are six sixteenth notes per beat.
8§ JJJJJ
1 2
§ JI3393J33373
! 2

If you have trouble with this, you can count 6/8 in its original form — with six beats per measure. Then there
will be two sixteenths per beat, with a strong accent on the first beat of each group of three beats.

nvVvRrRvVvnmnYv nyYymyVv M m NnVvmAyv M AV N nvVvnRvVvnAyv m Vv v m VAV N NV N
] — 3844 — | I.!
; =

|
] 111 o o B S E
g T 1o so00 7 576000000 e 5000 7 578
Dilllll | JOR )

PM. = = = = = = = = = = = - PM, - = - PM. PM= = = = = 3 PM~ - = < PM. -

m VAV AY [ "N = A o B mY VvV AY n Vv v myV mvVvAARvVAY m Vv vV

-
3
-1!—1
.{_.
h{
-
<
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6/8 Time

In 6/8 time there are six beats per measure with an eighth note receiving one beat. However. it is generally
counted in its “cut time” version with only two beats per measure. This subdivides the beat into threes Just like
triplets in 4/4 time (but the triplet brackets are unnecessary).

t ST T

Since three eighth notes add up to a dotted quarter, each beat in 6/8 time will be represented by a dotted quarter
note. A dotted half note will last two full beats.

8 JJTJJT)
s & i)
g J

(FE)N.C.
VAR vnAy avn vVvnmay APYA VvVny AVMA vnyv RYHn Vvny nym vny
Ea —“‘m—ﬁ_m_'_‘—’
OO O O B 3 | B ] G T L1 T
41 SR G ) g S | TP & ) e ™ -ﬁﬁ_s—e_‘
T 666444444777 L
| ——44-4—|-555—555 ]
22— 1555
N <555 -
fingering: 1 1 1 1 3 222 114 222 2122 444 333 LIS T A T 22 2 11 1
|33 |2
nvm Vv " ] mn vmy n mn vmyvy a n vy al n m n vnmy
A ' '
' - -
l ! Pt o § [] 1] 5 3t n e
—l l P 4 ‘e Vood LS 4 v N L J
B R S S i o I SR S S
PM. = = — = o PM. — = = — 3 PM — -« — 2 PM.— = = =
5 . 4 £ < “ 1 4 4
Fingering: 2 2 2 2 2 2 ' 1 1 L 1 ! 1 1 T 1 1 1 ! 1 1 g 1 11 L) LI |

—¢ -2 222 ———6——39——
PM= = = - e — - D e e e e e e T a7 v e i -
) 4 ‘ ! 4
fingering:1 1 4 A 1 | 1 1 1 1 1 . 3 1 0 0 2
n n vV nmyvy n n )
A
T N
l ° . =) . .
' B B . ok . w
| *) 7
2293 ——4—5
M = e e e e e oL - PM. — = —— = 1
4
fingering: 1 1 1 ) 1 1 2 1 1 1 1 !

B
lingering: 1



Time Signatures

Double Time

In double time, the drum beat changes, causing the tempo to be twice as fast. This is very common in thrash.
Rather than the standard rock beat with the kick drum (bass drum) on 1 and 3 and the snare drum playing on 2
and 4, in double time, the kick is on each downbeat with the snare on each “and.” This gives the music a
different feel, which can take some getting used to if you're not familiar with it. Sometimes the beat is even
turned around, putting the snare on the downbeats and the kick on the upbeats. In the example below, notice how
the drumbeat changes to go between regular and double time.

Normal time
I !
39 -t i /7
—0—6——— 900 g— =" —0—0 L
PM = = = < PM = = = = — — — — - PM. = = = =
Double time
L . —
! \ | N
A 4 g S Y - :
n I A 11 D
) e ~ v )
¥ 5 00— 8 —  —0—9
PM, = = = = PM, = = — — — — — — - PM. -
Normal time
T T - —— p— ]
i = } B | 1 N - } )
“+—779 g 445 5 t 78 #4 5
B 547 2 5=3 9 9+t | 5 = AV 4 3 7 I—Tf
86 f—i—d 3190 0 2 =
PM. -~ P, ————— - - PM. ~ PM
Double time
T : - — p——— | -
H |- ! | X +— AR ) [ } |
B i 7 S B B T T N S B
D oo oo ¢ 1 -2 S e é L T S G - i 0—§ g: 4
PM. PM, — = = = — — - PM - PM,

3/4 Time

3/4 time is rare but not unheard of in metal. Here there are three beats per measure, and a quarter note receives
one beat. The natural pulse of beats accents the first beat in each measure.

Play 4 times

40

1T
P
10
i
LI
1m
il

<
zCD
L
<
=
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When you reach the symbol “D.S. al Coda", repeat back to the sign (%) and play until “To Coda €.” Then skip to
the Coda () and play to the end.

"The Sound Of Music?!?"

Guitar 1

m AN mn A\ o I " n v n AR M M v nvnmhy " V'
46 S ]
76 J 4 1 .
——F0000 07 1—06"7T 10—
PM~=-——--2 N/ \&/ PM = = = PM PM, = = — o o/ PM.= = P py WA
H H 4 4 1 H H
fingering: 0 ¢ 0 0 6 1 4 3 ¢ o 0o 1 1 2 ¢c 0 90 o0 0 1 4 3 0 1 4 3 4 2
Guitar |

4 J -+—8 6 g
& T —0—0—0—0 71— 06 F 10—
PM.= = = = NN PM. — — = PM PM = - —— < '\ PM. = = P PM

ot 4|
s

|

|
o

|

!

= 2 2
§—— 2 2 = 3
: 0 : o
1 ] 1 !
fingering & 0 6 ¢
Guitar |

D § e - — H—S &
—0—0—0—0—0—F1—"0—0F6 —0—00—0—7 10— 6 67 —<1
PM. = = = = N PM, —— - PM PM- == =2 NN\ PM — = = 3 M
Guitar 2 , B nov v v nov v " nov mnAnARY nov
T
B ) i N 3 T =
- o P
t 7 —2—t—10
B—2 g 5 "6 H 3 49 —12
-2 4 4 0 3 i Y
3 L4 '6 Y ‘le v T '6
: NT ; PM NT P = D S
fiagering A 't ‘4:- § 9 u]! 2 1 2 1 0 1 4 3 1 0o 1 o 3 4 2
Guitar | To Coda €
[+ p——— ;#L /! h = — ll N :
= -5 «I T = .
8 7-%-8"‘ —5 10—2 8
—6—8—6—6—0-7 16— 0660 —— 66006710 | 06F < 10—
PM o o PM, - — PM PM = = = = o/ o/ BM. = = F PAM.
TR T
Guitar2 o A n v nAn YV noV nAARAA M n v n AV n v
- 7 - = t 11—
5 10—8 ) 9 88 <12
—0—0—0—7-10 00— 1—000-0—710 P
PM, = = = = J o’ PM, - — - P PM PM, = = = = o’ PM. = = = P.M

fingering:  Sim.

© 1990 Troy Stetina
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Shifting Time Signatures

Sometimes, a song may use one time signature, but may switch to a different time signature to shorten or extend a
particular measure. Number 43 uses 4/4 time until the fourth measure which is shortened one beat, to 3/4.

Play 4 rimes
MMM NAANMN nyv v nAM MmN NN nN (I I o B o B o B m
- F’_— "—F H =
| ] I ] 1 -2 4 N
43 3 3. 3 2 39 P EEma {12
‘ J 1 | ﬂ'—s—‘ﬂn r 10—5_4_"
et 3 - 32 0010 32 Biamin ngi
PM— - PM, = = = < PM. - PM~= - PM. - PM. PM. - e

Below, a three beat figure is repeated two times and then a two beat figure occurs once. This could be written as
a 3/8, 3/8 and 2/8 measure, however, the drums maintain a straight 4/4 feel behind this. The result is a series of

conflicting accents that complete a cycle every two bars. This is called a polyrhythm —a result of two different
meters played simultaneously.

3 3 2 3 3 2
[ i [ 1 | ] BN 11 1 f 1
mn m) nMn | M MM ) M ] m mn " M ™ m M m alla)
] H 1 1
| pr— | 1 . I i, |
: T —— ] : : p— :
9 r— 2? T T
u 55 N P PP b
5 ——6~5 8 3 e A
4~3—0—0 AT S 4~3-00 60
PM, - M~ PM. < PM. PM. <
3 3 2 3 3 2
| | B | 1 I< | | [T | | I 1
M m n N n m " M n m M M n M m m 2 B | m m MmN
i S e 2 e s = —
7 5t S5 f———F 5k 7 £t =4
3222 —3~8F~4—5—B3~8 BB —5——3~8—2—2
o0
PM = PM. FM. PM PM,
3 3 2 3 3 2
e = 0 | | i | | | | N | | [ 1
" " mnm™ ml a m M ) m m m m M mn m m M M " M m
1 1 1 1
T 1 1 - 1 p——
M x : | P— i
A 2‘ £ | 3 1 1 el 5 : a=
B4 - - 6~5 14 3% b
\\E ‘\‘E H“i"&_‘ ‘\' A\\
~3—0—0— oo 3334 17 43 59 T 860 =g
PM. < PM. 4 PM - PM. - PM. <
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Number 45 alternates between 3/4 and 4/4 time, creating a recurring seven beat phrase.
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Notes on “Anvil Head”

music: Troy Stetina, Tony Burton

A The opening section establishes the theme. This is an 8-bar phrase in 4/4 time in the key of E minor. The
simplified chord progressionis E/E/E/E/C/C/E/EB (1-5VI-1-V). In the fourth bar, guitar 1 (Troy)
plays a power slide up and back down the neck (see Heavy Metal Guitar Tricks page 15), however, it is picked in
sixteenth notes. Since the actual pitches are not important, x’s are used in place of numbers. (In fact the “19”
that is indicated as the highest point of the slide is not really critical — any high note will give about the same
effect. What is important is that the speed that you move up the back down the neck to create the desired effect.)
Also in the fourth bar, guitar 2 (Tony) utilizes a “pick scrape.” Slide the pick down the strings for the duration of
the note. (See Heavy Metal Guitar Tricks page 14).

B Here, the rhythm (guitar 1) maintains the motif established in the theme but moves it through temporary tonal
centers F§ (II) for 4 bars, then A (IV) for 4 bars. Next comes the build up and climax that resolves back to the
tonic chord (in the following restatement of the theme). Tony takes the first solo, beginning with an artificial
harmonic, or pick harmonic, created by lightly touching the string with the right hand thumb or first finger as you
are picking it. (See Heavy Metal Guitar Tricks page 17.) The arrow indicates that this note is immediately bent
up one half-step from the 4th fret to the pitch of the 5th fret (hence the 5 in parenthesis — you are not actually
playing the 5th fret, but bending the pitch of the fourth fret up to what would be the unbent pitch of the Sth fret.)
This note is also immediately dropped with the vibrato bar. The solo starts in the F} blues scale with a brief
appearance of G§ (2) from the natural minor. The next 4 bars move to the A blues/natural minor. Throughout the
buildup, the lead guitar hangs out in E (more or less). These solos are actually beyond the scope of this book, but
we thought it best to include transcriptions for you adventuresome types. If soloing is new to you, or these solos
are beyond your ability, see Heavy Metal Lead Guitar Volumes 1 and 2, and Speed Mechanics for Lead Guitar to
build up your lead technique.

C Restatement of the theme, with a surprise appearance by the ever-dreaded “Ninja-Man.”

D The drums give 4 bars of 6/8 time in the new tempo, then a secondary theme is established in the key of A
minor. The structure is four 4-bar phrases, a 6-bar interlude, then a variation of the theme with harmony,
followed by a surprise key change to F§,

E This section is a repeat of the previous section with the following changes: The theme plays only twice, the
interlude uses ascending rather than descending chords, the harmony variation is omitted, and the F§ section
comes in sooner than expected and lasts twice as long.

F The momentum builds with a third return to the theme, this time appearing with another harmony variation.
Here is the main climax of the song.

G The drums break down to the original tempo, them the original theme is reintroduced.

H A new rhythmic idea is introduced, then guitar 1 (Troy) takes the outro solo. (Actually we had intended to
fade out, but with all our strange and sometimes stupid sense of humor, we couldn’t resist. That ending was just
too classic! — Thanks, Tony.) Concerning the solo, the unusual rhythmic figures are the result of flat out “going
for it” in an improvisational frenzy. (I doubt if I could ever accurately recreate it in its exact timing, however,
recreating the overall feeling would be possible.) With that in mind, learn the notes and rhythms reasonably
close, to achieve a similar effect, but don’t worry about being perfect. One technique which you might find
helpful to understanding some of the more obscure rhythm figures, is to count it in double time, changing all
sixteenth notes to eighth notes, thirty-second notes to sixteenths, etc. Simply drop off the top connecting bar:

i g s B lnp
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Notes on “Bug Guts”

music: Tony Burton

A The theme is a repeating 4-bar phrase in 6/8 time in the key of E minor. The lead guitar (Troy) is using a
harmonizer to add an additional note a perfect 4th below. The effect is subtle because it is mixed in rather
quietly, but it is definitely there. After six repetitions of the phrase, the drums break down for two more
repetitions leaving the rhythm guitar (Tony) to stand out alone. Two bars of 12/8 act as a transition section into

B.

B This section changes to 4/4 with a double time beat. Notice the intensity rise as the key moves up from C#
(VI) to DG VII). Also notice the dissonant harmonies and the different picking approaches. A break marks the
end of this section.

C Taking the level of intensity one step higher, the double time beat is resumed with a new riff in E. Notice the
chromatics used in bars 49-50. The breaks in bars 53 and 54 mark the peak of this section.

D The theme in 6/8 time is restated in a somewhat condensed version.

E As in section B earlier, this section also follows the two 12/8 bars with a 4/4 double time beat. Bar 75 shows a
rather curious relationship between guitar 1 and 2, guaranteed to sound terrible. (Oh well, mistakes will happen —
at least when the budget doesn’t allow time to correct them!)

F Here, Tony improvises an incredibly intense guitar solo over a chromatically ascending chord progression —
not the easiest thing to play over! (Good job, Tony.)

G The drums break for two bars while guitar 1 establishes a new riff in A. When the drums come back in
(double time, of course) the progressionis A /A /A /A /F/F and repeat. The second time on F, the band breaks
while guitar 2 tremolo picks the F chord for two bars. (Just pick as fast as possible.) Then there’s that strange,
somehow ridiculously appropriate howling that, no matter how we tried to stop it, kept showing up at the end!
Oh, well. Anyway, anyone who can play Tony's part on that last line definitely qualifies for the coveted
“Wildman Noisemaker Guitar Award.” Now that’s music!! Keep practicing!
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Notes on “Megadirt”

music: Tony Burton, Troy Stetina

A This section serves as both the beginning and the end of the song. The words “D.C. al Fine” on page 62 mean
to repeat from the beginning to the Fine symbol (in bar 20). The only difference is that on the second time
through, use the fret numbers in parentheses in bars 15, 17 and 18. (T ony was supposed to play the exact same
thing as at the beginning, but by the time he reached the end he had apparently forgotten what he had played
previously — it’s O.K. though, we won’t tell him.) The key is E minor.

B Here the drums give a double time beat with the snare on the downbeats. The tonal center moves up to F} for
8 bars, then G§ for 4 bars.

C This short interlude in half-time gives a breathing space and acts as a transition into the next section.
Although the beat is felt in half-time, because it is only 8 beats long it is written in normal time.

D A new riff is introduced in A minor. First, 4 bars are in normal time, then the beat goes into double time while
guitar 2 (Tony) takes a short solo.

E Here the key is raised a half step to Bb, for a riff skirting between the natural minor and phrygian mode.
Notice the harmonies and the different picking approaches. With a third repetition, the key shifts up to B, but
then drops immediately, and unexpectedly, back to Bb.

F The pitches of the chords played here are not as important as their timing and general effect. In bar 62, don’t
try to play specific chords — start on the first chord and end in the right place on the last chord. The sliding notes
in between are irrelevant. The effect is intentional dissonant noise.

G Surprise!  Another new riff! This double time riff is is so fast and heavy, it’s comical. After four 2-bar
phrases of D to C§, the stakes are raised as the progression moves up a whole step to E to D§ and guitar 1 (Troy)
goes into a short improvised solo. To help you master the techniques involved in these faster solos, check out
Speed Mechanics for Lead Guitar.

H Drum accents with no beat set this 4-bar interlude apart. The key is back to E minor - one half-step above the
previous section.

I' Here the beat drops into half-time and guitar 2 (Tony) gives a melodic and totally cool solo over a six bar chord
progression. As in “Anvil Head,” to help you follow the faster and more complex rhythmic figures in bars 91-93,
think of it in double time, dropping thirty-second notes into more manageable sixteenths. (And pick up a copy of
Speed Mechanics!)

J The melodic theme from section E above is restated twice in Bb. followed by the interlude from section H in a
shortened version. Then, before you can remember just where and when you’ve heard it before, back comes a
half phrase of the Bb riff. Whipped into a frenzy, there's no place to go but up, so a harmonized ascending
chromatic line is just what the doctor ordered. And just when your circuits are about to overload on the
quickening pace of changes, it's back to the beginning — back to the familiar — back home. Quite an adventure,
I'd say.

This one’s a little on the fast side, so good luck But who knows?...with some practice, you might surprise
yourself! Take your time and work up to it.
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