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WELCOME TO THE “TROY STETINA SERIES”

The Troy Stetina Series is a complete system for mastering metal and building solid musicianship. The
books, methods and videos of the series cover the full spectrum of playing from the beginning all the
way up to the most advanced rhythm and lead concepts, fretboard pyrotechnics, theory, melodic
principles, songwriting, and how to develop your own personal lead style. In short, this series is
designed to take you to a professional level of playing.

Brief descriptions of the books and videos of this series appear at the end of this book. You can use this
to help you navigate through the series and select what is best for you. Keep in mind that it is generally
best to use several complementary books at a time, in order to have plenty of variety in your practice.
Each book comes with accompanying audio so it may be used individually as well as with the guidance
of a teacher.

0 This symbol indicates the CD track number for the examples in that section.

FOREWORD

Metal Rhythm Guitar Volume 2 continues the Metal Rhythm Guitar method with the same playing-
intensive format. You’ll learn more advanced chording, riffs and rhythms used by classic and cutting
edge bands including Stone Temple Pilots, Guns N’ Roses, Live, Nirvana, The Offspring,
Metallica, Ministry, Pantera, White Zombie, Alice in Chains, Soundgarden, Pearl Jam, Bush,
Candlebox, Collective Soul, Ozzy Osbourne, Van Halen and more. And, at the same time, you’ll be
completing that solid musical foundation and technique that you need to master metal rhythm guitar

playing.

Specifically, this volume covers full barre chords, seventh, ninth, suspended and add chords, inverted
and slash chords, diads, chord progression theory and harmonized scales, alternating and strum picking,
accent picking, sixteenth note figures, offbeat accents, triplets, rhythmic patterns, shuffle rhythms, other
time signatures, dropped D tuning, and more.

Once again, all of the concepts are applied in real playing situations over a range of metal styles in six
more songs— Lucky Day,” “In the Spirit,” “Nervosa,” “Monsterfunker,” “Demon’s Waltz,” as well as

the instrumental tune “Babylon,” which concludes Volume 2.

So crank up your amp and let’s tear into it!

o Tuning notes.



CHAPTER 7

“E” FORM BARRE CHORDS €

We can create moveable major and minor chord shapes from the corresponding open chord shapes, in the
same way that we made our first moveable power chords back in chapter one. These full, moveable chord
shapes are called barre chords because one finger lays, or bars, across the strings. Because our first barre
chords below are based on the open E major and minor chords, we can call them E-form barre chords.

Play E major using your second, third, and fourth fingers, thereby leaving your first finger free, as shown
below on the left. Then, shift everything up a fret. Lay your first finger across the string at the first fret
(raising the open strings one fret as well), and you have an F major chord. Shift everything up to the third
fret and you have G major, at the fifth fret its A major, and so on. The chord tones—root, third, fifth—are
labelled within the voicing to the right.

First, play E major like this: Then, shift up the neck and bar:

Moveable Major Shape

— —

134

- TIP; Notice the power chord within this major shape (on the lower three strings). Now focus on the
location of the third. It is this major third that makes the chord major. Finally, look at the top strings
and notice that they are simply octaves of the fifth and root.

Now let’s look at the moveable minor shape, based on E minor.

First, play E minor like this: Then, shift up the neck and bar:

Moveable Minor Shape

1 gr

TIP: Notice that the minor third tone, or b3, appears one fret below the position of the major third.
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“A” FORM BARRE CHORDS €

We can similarly “bar up” the open A major and minor chords to create moveable A-form shapes. Again,

notice the voicing of the chord tones.

Play A major like this: Then, shift up the neck and bar:

Moveable Major Shape

e
V.

—6
[— X
o Play A minor like this: Then, shift up the neck and bar:
Moveable Minor Shape
® g:
X
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THE STRUMMING APPROACH €

Throughout Volume 1, eighth notes have been played almost entirely with downstrokes of the pick. Another
picking technique is the use of an alternating, down/up/down pattern. When applied to chords, this is known
as a strumming pattern. You can hear this approach at work in such songs as “Patience” by Guns "N’ Roses,
“About a Girl” by Nirvana, or “Interstate Love Song” by Stone Temple Pilots, for example.

The first example below demonstrates the basic strumming approach. Pick every downbeat with a down-
stroke and every upbeat with an upstroke, so your foot and hand move together. Also, clean up the sound a
bit for these examples by rolling the volume knob down on your guitar.

1 gine a string is tied between your pick and your foot. For this example,;pretend:that' you must
his imaginary string taught by moving your foot and hand up and down exactly together.
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Now let’s throw a syncopation into it. Don’t pick the strings on the tied downbeat, but make the corres-
ponding downstroke motion nonetheless, to maintain the alternating pattern. In other words, miss the strings
for the second note of the tied pair.
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Rests are played just like ties, with regard to the alternating picking pattern. The only difference, of course,
is that you want to stop the strings on the rests.
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The following examples uses some common strumming patterns. Example 6 uses open chords in a simple
two-chord progression 4 la Nirvana. First its played clean, then distortion is kicked in on the repeat.
Example 7 uses full barre chords, and example 8 incorporates power chords and rests.

Em G Em G
m il v LS A mn v m v m A m v
oderately clean,
then widist, | R [e—  —: N
T =33 =t £t
g — H_? V.4 7 g g4 80— :—§ 11
2 2—2 X X—X a = 2 X X x—%x—*%
- 6 0—0—0 333 6 6—3—3— 3 3311
BEAT: 1 2+ 3+ 4 4+ 1 ¥ 2 + 3 + 4 +
Bm E G A
n v v v m n . v m m m \4 \% = M n v ¥ mn
mod. dist. -h | .h _'I it -J | | | | | ; l ‘_| ‘| . 'l | 1 l g j:|
N IR D E R e -
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BEAT: 1 + 2 3 + 4 + 1 + 2 + 3 + 4 +
Left hand mutes are often used in place of rests in these strumming-type rhythms. Example 9 adds some left
hand mutes into the riff shown above as example 8, giving us something similar to the driving riff at the
heart of Collective Souls’s alternative-pop-grunge tune, “Gel.”
AS D5 EM C5
dist. m v 2 v m m A % m % n m play 4 times
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When left hand mutes are played with just one finger touching a particular string, higher pitched harmonics
of that string are created, rather than the percussive “click.” These harmonics, known as natural harmonics,
are often used in place of pure click-mutes for their effect. This technique can be heard in riffs from Ozzy
Osbourne to Stone Temple Pilots, and is especially present in the punk-pop-metal of bands like The
Offspring, Nirvana and Weezer.

Form an F power chord at the first fret, but don’t press the strings down to the fretboard. Instead hold the
strings mute and strike the lower strings. You'll hear a high pitched noise, or squeal. As you slowly slide up
the neck, notice that different pitches are created at different points.

Begin at “F" position, and move up neck >
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Natural harmonic mutes

You are hearing harmonics of the open strings. For our purposes here, it doesn’t really matter exactly what
pitches are being created because we are using these harmonics as a type of effect, without regard to their
specific pitches. Just think of them as simply “sloppy” left-hand mutes. (See Metal Lead Guitar Volume 1,
Chapter Six, to learn about using natural harmonics as specific notes.)

[1.3. | 2.4
A5 F45 E6 F#5N.C. F#5 N.C. C5 BS AS
dist. [ nA vV NV MV ™ v [ R VIR o (] mov v nov %
(T, e— f— I | = TR
I i - [ —— e r———— | al
n " n | [ ! | | | | ! i P | J ] & ] ! | _l{ 1 )
- 4 44— —t—o—2—3~3—b—{Fx——"x"x—x x|
—2 0—2 X *X—2 — X X *—x% X %
T T Natural harmonic mutes
Natural harmonic mutes

TIP: The key difference as to whether you produce “percussive mutes” or “harmonic mutes’” depends
on how many fingers you use to mute the strings. Touch the string in just one place (with just one
finger) and you’ll likely get a natural harmonic. Touch it in two or more places (with three fingers, for
example) and you’ll get a percussive click. Try both techniques and notice the different sounds you
can create.



RIFFS VS. PROGRESSIONS €&

What'’s the difference between a riff and a progression? These terms can seem a bit fuzzy and imprecise at
times, but they do have fundamentally distinct meanings. Understanding these distinctions will help you
make more sense of the songs you learn.

Riffs

A riff is a short, repeated phrase that is structurally “As Darkness Gathers,” (Volume One), main riff:

significant in a song. Because they are short, riffs S N — D - ~

create a static tonal center. For example, if it’s in the @ 5?—; : é ] ; :

key of E, the pitch of E is implied throughout, M

whether the riff consists of single notes or chords. - p—

This excerpt from “As Darkness Gathers™ is a good g

example of a phrase that is a riff—in this case, its a =

chordal riff in E.

Progressions

A progression, on the other hand, is a sequence of “The Tao of Metal,” (Volume One), chorus progression:
dist. ES G5 Ds AS

chords that goes by slower. Slow enough in fact, that _
you will hear an overall tonal movement. The pro- @ %._ (
gression forms an underlying framework for a melody

which weaves above it. The phrase on the right, from

“The Tao of Metal,” is a good example of a phrase that
falls into the category of a progression—in this case,

FAAY

===

i

N

it’s an E-G-D-A progression.

Moving riffs through progressions

So riffs are smaller, progressions are bigger. One way to illustrate this is by the fact that you can move a riff
through a progression. Look back at example 71 in Volume 1 for a moment. There, an evil two-bar riff
moves through blues changes in E—that is, an E-A-E-B-E chord progression.

For all of you who didn’t bother to dig up Volume 1, I'll give you another chance. Get it out now and look
at that example! (It's on page 41.) Good. Now notice that although an A chord does appear within each riff
in E, it doesn’t have the same weight—or create the sense of movement—as the A portion of the
progression. Play it and you'll hear what I mean. In the riff, A is just a passing chord. Rely on your ear to
tell you when the progression really moves.

As this illustrates, the progression may not be the same as the chord sequence. You usually have to dig a
little to see the bare essence of the progression. Basically, knock out all passing notes and/or chords to get
to the heart of the progression itself. So remember, the term progression is a larger concept and refers to
tonal movement, not just a sequence of chords in a riff.

Where the twain meet

Imagine speeding up a progression—or adding more and more passing notes—until you reach a point
where you have nothing but passing notes and/or chords. You wind up with a static tonal center and there is
no real progression, or movement. Presto. Your progression has become a riff! So these categories are not
black and white, but there is a range of greys in between; where they intersect. Most often, however, riffs
and progressions are quite distinct from one another and therefore they remain very useful concepts.



RIFF FORM €

As you’ve just read, one of the important aspects of a riff is repetition. Remember, a riff is a short, repeated
figure which is a structurally significant part of a song. So let’s take a closer look at the different ways riffs
may be found to repeat. In other words, we’re going to consider the form, or structure, of riffs themselves.

Just as overall sections of music can be labelled with the letters A, B, C, etc., to describe a song’s form, the
same letters may be used to describe the parts of a riff as well. Remember, these letters are variables—Ilike
“x” and “y” in algebra—so they can stand for anything. Simple repetition of a riff (four times, for example)
could be represented AAAA. Alternating with a different ending makes the form ABAB. Multiple endings
create an ABAC structure. The form AAAB is also common. Listen for these forms in the four variations of

the riff below.

Form AAAA:
! E5 N.C. GS5AS
dist. AavAaYyY n m
—_—— il
@ ! | —— 7 7 7 .
L ] L ] L ]
X £ 27 Y.L e e
X863 -0-35 - :
p—g
P
Form ABAB:
E5 N.C. G5AS ES5 G5
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i { —4 : . —l
1 ¥ E'z ¥ ¥ . | |
xb-3-06 35 X &
S
P
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4— = | I 1
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“Lucky Day”—the first song of Volume 2—is an upbeat, alternative-pop-grunge-metal groove. As in Volume
One, the song appears first in full arrangement, then it is repeated without any rhythm guitars so you can
practice with it, record yourself with it, etc. The verse and chorus melodies are played by a lead guitar to
more clearly define the song’s structure (so you don’t get lost) and to give it a full, realistic song feel.

“Lucky Day” uses a chordal, strumming approach. It contains riff and chord progression sections as distinct
as night and day. The riff is a one-bar chordal variety in E, sandwiching verse lines in Bb. The chorus is a
fast-moving Em-C-G-D progression.

In the largest sense, the structure of the entire song is verse/chorus/verse/chorus/bridge-solo/chorus, or
ABABCB. Listen for this typical overall song structure first. This is what the letters in the transcription
correspond to. But look a little closer and you'll see that the verse sections we just labelled as “A™ are
actually made up of a riff/verse line/riff/verse line/riff structure. We could see this as an ABABA form.
(Don’t confuse these letters with those of the previous level. Here, “A” represents the riff and “B” represents
the verse lines.) And finally, dialing in the microscope to yet a higher level of magnification, the riff itself
could be described by AAAB. Can you figure out what form best describes the chorus?

10



LUCKY DAY ¢ ¢

(Song #7)
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CHAPTER 8

BACKGROUND THEORY

In a piece of music, there is generally one pitch, or note, that acts as the tonal center. It is called the tonic
note, or the keynote. It can be any pitch, but the most common in rock and metal is undoubtedly E and A,
followed by D, G and F#. (The tonal center in “Lucky Day,” for example, was E.) Whatever pitch it is, the
tonal center is home base and the rest of the notes and chords can be viewed as revolving around that central
pitch. A chord built upon the tonal center has a special significance and we call it the tonic chord.

The other notes and chords which revolve around this tonal center can do so in basically two different ways.
They can be drawn mostly from the major scale, in which case we say the song is in a major key. Or they can
be drawn mostly from the minor scale, in which case we say it is in a minor key. Of course these are not the
only two kinds of scales on which a song may be based, but nearly all other scales can be classified as either
“major types” or “minor types.” Think of major and minor as being the two main categories.

As you already know, major and minor are generally regarded as opposites—major is bright and happy,

minor is dark and sad. We'll look at major keys in this chapter. Then, in the following chapter, we’ll dig into
minor keys.

BUILDING CHORDS IN A MAJOR KEY <

Let’s start with E major. Below, an E major scale pattern is shown stretched out on a single string. The steps
of the scale are numbered 1, 2, 3, 4, 5, 6, 7 to reflect each note’s relative position to the tonal center, E.

E major
o]
@ (2] [e] @
(o]
E Fé Gi-LA B ct pi-—E
3 5 7 9 12
clean m mn m m i r m! ™
é % g ——2 4 3 7 9 11 12 -
Note: E F# G* A B Ct pt E
Step: | 2 3 4 5 6 7 8/1

These notes—E, F¥, G#,A, B, C#, D#, E—are natural to, or found within, the key of E major. All other notes
are outside the key.



Now let’s build a chord on each note, or step, of this scale. We will have an E chord, F# chord, G# chord, A
chord, B chord, C# chord, and D# chord. But what type of chord will each be? To find out, we need to

harmonize the scale. This is a process of stacking up intervals of thirds to build chords from the ground up,
using just the notes within this scale and no “outsiders.”

An interval of a third is two steps of the scale. So the distance between steps 1 and 3 is a third, as well as
from 2 to 4, 3 to 5, etc. But not all thirds are created equal. Some are four frets, or major thirds, and others
are only three frets, or minor thirds. For example, E to G is four frets, so it is a major third. F# to A is only
three frets, so it is a minor third. Label the types of thirds in the spaces below, as either major or minor thirds.

Thirds in the key of E major

3 5 7 9 12 15
[5)
major3rd © 2] [e] Q
b L0
E Ft G+-LA B ct DtE Ft G*
. " s . e e~
minor 3rd

The third beginning on step 1 (or, E)isa______ third.
The third beginning on step 2 (or, Fé)isa__ third.
The third beginning on step 3 (or, G¥)isa___ third.
The third beginning on step 4 (or, A)isa________third.
The third beginning on step 5 (or, B)isa___________ third.
The third beginning on step 6 (or, CF)isa____ third.
The third beginning on step 7 (or, D¥)isa_________ third.
The third beginning on step 8 (or, E)isa___________ third.

Now we can stack them up. We’ll move our E scale up an octave, to the fourth string, and put the thirds on
the next higher string so we can see all of these intervals as diads (or, two-note chords). Notice the specific

shape of both the major and minor thirds, below, in diad form. If you filled in the blanks above correctly,
you’ll notice that the sequence here is the same.

Harmonized thirds in key of E major, as diads

—co—[pH. B
3 5 7 9 12 15

Thirds: Maj. Min. Min. Maj. Maj. Min. Min. Maj.

T ] R

! 1 ] 4 i -1 ] a 11 1.3 1

@ A i 2 4 § 8 3 L5 S— |

o “ - v T o LI L) ™ I

=] |
Notes on 3rd string: G# A B # D# E F# G#
Notes on 4th string: E F? G# A B C# D# E



Next, we can stack another third on top of the diads to create triads (or, three-note chords). The bottom note
of each triad, found on the D string, is the root of that triad or chord. The middle note, found on the G string,
is the third of that triad or chord. The top note, on the B string, is the fifth of that triad or chord.

Harmonized triads in E major

The seventh step harmonizes

to a diminished triad

Triad names: E Ffm G*m A B CHm D#e E

T ? 5 / g ? )

op : e e e i
=]
=)

2nd string (fifths): B cH D# E F# G# A B

3rd string (thirds):  G# A B C# D E F# GH
4th string (roots):  E F# G# A B C# D# E

Below, the chords in E major are shown in their full barre chord voicings. If you look closely, you can see
each of the triad shapes which you’ve just played, hiding within these barre chords.

Roman numerals indicate each chord’s position within the key, relative to the tonic. Capital numerals indi-
cate major chords, small numerals indicate minor chords, and the diminished chord has an additional “0™ to
indicate that it has a diminished, or flatted, fifth.

Chord names: E Fim Gfm A B Cfm Do E
T .  T— | : 1
® —  — .
B ' ; 7 11 ’ 1
8 2 5 9 2 .
Chord numerals: I ii iii v \Y vi vii® I

- ==

e
L

If this harmonizing business seems confusing, don’t worry. Your ear will tell you that the chords are right—
you will hear the major scale move as you play through them. The important thing is that you learn this
pattern of chords.

ooooo

minor and t.he vii® is dnnm1shed
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PROGRESSIONS IN “E” MAJOR <

The following progressions are in the key of E major. See if some of these familiar-sounding progressions
bring to mind any songs you’ve heard. Although you could play all the chords rooted on the sixth string, the
following progressions use chords rooted on the fifth string as well. Note the corresponding scale

relationships—shown to the right—and memorize the pattern they make. After you play each example, write
in the correct chord numerals.

9 2 ?
I 1@ 7 J@
IE n M \? v 2 N ¢ m \ ¥ major soale
(tones 1, 4, 5 labelled)
as. | o e
T V7 | ) M y ]
. — 7 A —+]
A 5 3 1 |\ y } _1 O—o & =
B 4 § 9 p 6 n 0 4 {5)
b 8 2 X = 1 e °
1 1@ {OEE®
E n N n IE e S o B = C::m ! ﬁ Emsajor seale
" — - k | (tones 1, 4, 5, 6 labelled)
0
T g .= PEay Y 1
[ ; 4—4 y 4 %_ o E ( ‘ —®—@
B2 22225 5 2 ———4—\§/ - g2 2
L 8 0 —8 == 1
PM - -~ PM.— - ——— 4 PM. - -~ -— N

When the third of a chord is omitted, we’ll add a small “5” to the roman numeral, indicating that it is a
power chord. But we’ll still use either the capital or small roman numeral as appropriate. Even though the
thirds aren’t actually played, they are implied. Because the progression itself follows a major key pattern, the

thirds would also follow the same key if they were played. And often, in fact, the thirds are found in the
vocal melody.

Is (O
E5 Bs
dist, (o | m m vVvh v Y M M vVMNy m i m v Y ¥ M VAV
] EESS==s=s e
f ' g2 I A/ S — 1, S - ——
p— 2} ' 1 n _n » N 1 L, T T, | '
—— N — A — = —
’O ?O
A5 ES
ml m n v v v M n v A v n n A voA oy

e

|
|
SR
L1 \
|
|
|
&
o
j
=
)
1|14
|
|
|

==
Or=d=u
U
|
@ —
|
|
DN
|
‘-'Y =3
|
Le=_ o~}

(==L L1 C
=1

&

Progressions: Ex. 19, [-IV-V-IV: Ex. 20, I-V-vi-IV: Ex. 21, I5-V5-vi5-]V5
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TRANSPOSING MAJOR PROGRESSIONS ¢

The advantage of seeing progressions in terms of their chord numerals becomes apparent when we begin
changing keys, or transposing. First, let’s transpose our set of chords into another key, by simply sliding the
pattern of chords to place the “I” on the new tonic position. Below, our harmonized chord pattern is shown
transposed into the keys of G and A.

I ii it v A% vi vii® 1 1 i il v A% vi vii®© [
KeyofG:G Am Bm C D Em F# G KeyofA:A Bm C‘m D E FFm G# A
T A Z 0 o g 9 0 9 c ] 9 19 A |
H 2 g 13 : y e 2 3 3 13
 ————— - ] = 3 1
| =4 b 4 0 10 qr ¥, L s E 0 4 Ls
—B— é é : 1t 5 4 E i) J 1 J 1 11

You can see from the chords above that a I-V-vi-IV progression, for example, corresponds to the chords G-
D-Em-C in the key of G and A-E-F#m-D in the key of A. Below, this progression has been transposed into
first G and then A. Notice how the relative pattern remains the same, and it sounds basically the same except
a little higher.

TIP: Changing keys within a piece of music is known as modulation. Example 23 modulates from G
to A, while maintaining the same I-V-vi-IV progression.

I A" vi | AY I Y vi IV
KeyofG: G D Em C Key of A: A E Fm D
ml m m m vV v M A" ml m m m} v v m v
dist. ﬁlr\ | 4 | L | + nl:\ | rl; | Q Q i |
AN q ' £ . - | =\ A\ " VI T T B |
— i 18 ) - ] | AW A —— 73 -
s e e R RS
H o —\&/— —=1—3——3—] 77— 9% 9 —9 55 5]
3 \&/
G major scale A major scale
. e -8 2 2 el e 2
@ & ~ —~@ ® ®1—
@ L ® — 0} @ @
3 5 7 3 5 e 49

TIP: Actually, you don’t need to find and label every chord in a key to transpose a progression. You
can simply slide the whole pattérn of chords to the new position, maintaining the same relative
spacing. The scale patterns above, show this graphically. This is the easiest and most direct way to
transpose any progression.

16



Chords may be raised or lowered an octave without affecting the progression in terms of its roman numeral
identification. For example, this same I-V-vi-IV progression in A which you’ve just played, is shown below
- in new pair of pants—all in power chords and with the vi chord lowered an octave.

Is Vs vis Vs
Key of A: AS E5 F£5 D5
dist. m] m I i m m m ml m m m m L] I ™ ]
*
=TT = T T |
@ ; — —— 0 R j | =
—F—F—F—F—F—F—~ 4——4—4 4~ 12—12—43:13:1
. 5—5—5—F5 22 2 9° 1§ 10 —
P.M. - T W G e e ST e [ e R e [ e e e Bl ek e e e e DS el e - 0

When the I chord is shifted up to an octave, both the IV and V chords will be left below the I chord. Here,
this relative position of I, IV, and V is shown in the key of E.

- E major
o] o} o
. L et
@ o *—@ &
3 5 7

Now let’s shift this pattern down two frets, and we have I, IV, and V in the key of D. Example 25, below
uses this in a progression, similar to that used in the choruses of both Bush’s “All Comes Down” and Soul
Asylum’s “Frustrated, Inc.”

D major
o o) o
1
= ° *—@ &
3 5 7
I Vv v
Key of D: D A G
m m I m \ v m
= - 5 K 3 e £ o S
_ Vi A P [EA _ q } q ? L q
®4j r;) {;} T "";_§ 41 3 =
ﬁf\u 7 — 5] ~— |1 " — —
R \z; 1\:}' 7 . g — 3 .a—a SES——
2 o J B g




THE \VIl VARIATION &

As you already know, the chord built on the seventh step of the major scale turns out to be diminished. This
is rarely used, however. Rather a bVII chord is generally substituted. Since a major scale with a flatted
seventh step is known as a “Mixolydian mode,” we can call this a Mixolydian variation—or a bVII variation.

In the key of E, the bVII chord is D major. (If you want to see this for yourself, look back at the triads on
page 14, flat the root of the D¥ diminished chord one fret and you're left with a D major triad.) The chords of
E major are shown below with the bVII variation.

ii il v \% vi

Key of E: Ffm G#m A B C*m

clean

b M —

TQD m r=

=
= o @

ok

Omror
L =]

L=l 0
3.

The chord relationships I, IV, and bVII are even more common in rock and metal than are [, IV, V. In various
sequences and in different keys,I-IV-tVII can be found at the heart of Guns "N’ Roses’ “Sweet Child” and
“Paradise City,” Van Halen’s “Panama” and “Black and Blue,” AC/DC’s classic “Back in Black,” Live’s
“Lightning Crashes,” and Collective Soul’s “Shine,” to cite just a few prominent instances.

See if you can recognize any progressions from the songs mentioned above, within the following examples.
Again, write in the correct roman numerals for each progression.

— M PM. PM - - -~ PM. PM, = ===~~~ - -
E Mixolydian
@ o 5 o
@ ®
@ ®
3 5 )
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Keay of G: G
=

a0

by
CSaE
€BE)— -
- 20
___t:mninflf’(P 10

———

W/
G Mixolydian
e Q o [E]
@ ® o @
& A L
3 5 7 9
KeyofA: G D A
m! M m m m m (] m m m mn n
S I ZaYE A A S T =7 I~ —n
i1 Rt =atie
- XY
o —— it Y e e £ 3 e T3
— 3 *—3 =3 —X—5—\5/ F— A5y
A Mixolydian
o> o8 S e
L 1@
42 @
3 5 T 9 12

*Omitted from recording due to CD-length limitations.

The fretboard can seem a little complicated at first, because each chord can be played in different places. So
the same progression may appear differently. And at the same time, a certain pattern can form different
progressions, depending on which note is considered the tonic. (For example A, D, and E are I, IV, and V in
the key of A, but they become IV, bVII, and I in the key of E.) But that’s part of the beauty of the guitar.
There are so many options. Just learn each progression you come across on a case by case basis, and over
time, everything will fall into place.

TIP: When you are learning a song, first identify the tonic (or key). Then determine the chord
numerals of the remaining chords, and memorize their pattern. Each particular relationship has its own
sound, so eventually, when you become familiar with them, you’ll be able to recognize each one
purely by ear. And because you also will know how they appear on the fretboard, you’ll be able to
play any song simply by listening—before you even touch your guitar! This is known as developing
relative pitch.
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#$US” AND “ADD” CHORDS &

Suspended 4th and suspended 2nd chords, commonly abbreviated and referred to as “sus4” and “sus2,” are
chords in which the third of the chord has been replaced with either a fourth or second tone, respectively.
This gives these chord a characteristic suspended feeling. The chord formula for a sus# chord is 1, 4,5, and

forasus2chordis 1, 2, 5.

Asus4 Asus2

0 00

Hold the sus4 chord in example 30 and notice its characteristic sound. It is as if the fourth wants to fall down
to the third. But the chord resists, or suspends this natural inclination, hence the name suspended fourth.
Then play the sus2. This time you can hear the suspension of the second wanting to pull up to the third.

Asus? A Asus2 &
clean “l 2 e i
g 0 0

Gojf = : ﬁ, ——
B 6 : ) b

Moveable sus4 Moveable sus2
| =1
g — s
1o 1 e L
x

let ring - s m oo let ring - -
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An add chord is simply a chord to which a non-chord tone has been added. So E add9 is an E major chord
with a 9th thrown in, and Em add? is be an Em chord with an added 9th. Sometimes add? is called add2
because the 9th and 2nd are actually the same note. But add? is usually a better name because it suggests that
the added note is in a higher octave—which is almost always the case—and not right next to the root.

Some common add% are shown below. Notice that the 9th/2nd tone always appears two frets above the
position of an octave root.

Eadd9 Em(add9) Gadd9 Cadd9

0] ®
_.9 4 9 @
~ o O ® ©
X
® o1 ° o .
Eadd9 Em(add9) Gadd9 Cadd9
clean n 1 e al a2 .e_._a
T 8§ 8 g — 44— —3 3
(32] W — * i * P 0 2 — =
e —— 8 3 — 3 - ==

COMMON TONES AND MELODIC FRAGMENTS @

The following progressions use sus and add chords. Example 33 features a haunting, arpeggiated progression
with an open string common tone. That is, the B is common to—or found within—each chord. Example 34
uses sus and add chords to create a moving melody line within the progression. Notice how the same, short
piece of melody, or melodic fragment, found in the first measure (over A) is re-introduced over a G chord in
the third measure. Then in the last measure, the same melodic fragment appears again, but this time it’s
transposed to make the same relationship to D as the original fragment was to A.

open B open B open B
Eadd? Gadd® / /
| M m v (] v v m v L I o | v (m} v A m \ Y A4 M v
clean
I 57— e (5 5 e [y a— I - An—— | B
1ﬂ 0 o0 . L2 L2 . —2 A
B w— i o—, ], S . S ) 7 it . S
G i 3 M TLIr —
let ring throughout
A Asus4 A Asus2 A G(sS) G Gi5) G D Dsusd D
m A v % v [ I = . v M vy n N v v \ n v N v v
clean | H I i I H h ] h l
: . — 8 —0—0 0—0—10 b S P ' 2 2 —% /5.
- T s 2 la A 0 =8 - 5 " ; 33 i ; - Bl
5 5 — A 3 —§ 68 - i ! g i i
5 5 55 5 555 5 5 818 8 666 600 0=0-0
—B —4—0- 5 45 ﬁ 0-=0 - U X — X —_—
== 3—3—3-3-3 ——=




SLASH AND INVERTED CHORDS

No, slash chords are not those preferred by Slash, lead guitarist of Guns 'N’ Roses. (Although that’s a good
guess.) They are chords in which a note other than the root is the lowest note in the chord.

The following riff is similar to Stone Temple Pilot’s “Wicked Garden.” Notice that the G5 chords
sandwiched between A5’s maintain the A note in the bass. We label this using a slash symbol—G5/A—
which is read “G5 over A.” In this case, slash chords have resulted from holding a common tone in the bass
(known as a pedal tone) throughout the riff.

G5/A A5 G5/A G5/A
mn m m I mn mn m m m mn m mn
dist. — — _
T | [ |
: 2 3 g di
35) b3 — 5 3 :
: T —0—%—8 ¢ — —0 8 1
PM.--=--- PM.- - - - - 4 PM.— =i

When the note in the bass of the chord happens to be a chord tone (other than the root), we have a special
type of slash chord called an inversion.

G, first inversion

First inversion means that the root has been raised up an octave— :
turning the chord “upside down,” or inverting it—and thereby
leaving the third as the lowest note. Look at the open G chord on
the right. Without the root on the bottom, the lowest note is B. So X
this is a first inversion G major chord, written G/B.

@@

©

3 5

G, first inversion, moveable
Here is another way to play that first inversion G major chord,

using a moveable, two-note chord shape. This major inversion

shape is actually a minor 6th diad. Notice the position of the fifth P g:
and low root, even though you won’t actually be playing them. /{’3’-} 5‘\
“ghost” rool “ghost” fifth

Example 36 uses moveable, first inversion major diads. Notice how the bass note moves chromatically,
through consecutive half steps.

TIP: Always look to the position of the Tower “shost” root to name these first inversion chords.

ES G5 G5 D5 E5 B/MD# D5 AJCH Cs G/B G5
n moRom n oM n n n r n r n m m n
_.dm' ! M. ! . !
T4 — = ) =i
@ P s f v - H g O . J ! b i - I 5 —
. { o - T )
. ——— - — ¥ T 5=~ . —
= il 00— 3—0—0—-3—06— = — 3
B e PM. - ; P.M
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If we invert a first inversion chord again, and raise the third up an octave as well, we are left with the fifth in
the bass. This is called second inversion. The slash chords in example 37 are in second inversion.

Moveable,
2nd inversion, major
o
@
e__
+—6
—6
G CIG D/A G C/G D/A A E
) ml v m m A" M mn v m] m [
dist. 1 | | | _— 1 s | . | . i
" —— A e = 2 =—2—I%
X JEAT y v ] X & L 2 : 1| ]
@ X EAE [+ I 2 7 :
5 X —3—=3 5 |5/ x5 —x—3—=3 5~——-5 7 15
3 —=—5—\F/ X 3 X——=3— 5 5—5—\8/

If we were to invert a second inversion chord again, our chord would be back to having the root in the bass,

just an octave higher (assuming it to be a three-note chord). This “normal” version of a chord—with the root
in the bass—is called root position.

HALF TIME (INTRO TO SIXTEENTH NOTES)@

Half time means that the drums play a half-speed groove, while the guitar part remains unchanged. This
gives the feeling that the underlying beat is suddenly going at half the written speed. Listen to example 38
and notice the apparent tempo change at the half time indication.

“Normal time” J = 120

d mn A mn A v m v m A mn v n v [l v

L____
T
L]

1 | |
@ | |
7 - - - - - : 5 - - - D 4 D LB gf._
ﬁﬁq e £ At

“half time” drums

athan ||

L3
o
(3,1

dru
(4

o g

This could be written by actually changing the tempo to one-half and doubling the speed of the notes. Whole
notes become half notes, half become quarter, quarter become eighth, and eighth become sixteenth notes.

J=120 J =60
Half-Time Feel

/;;;g/))/ =/ /171771777

Sixteenth notes aren’t difficult. They’re simply eighth notes in half time. In the following song, we’ll use
eighth-note rhythms in half time as an easy (and sneaky) way of getting you introduced to the feel of
sixteenth note grooves, while still reading just eighth notes.
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“In the Spirit” has a half-time ballad feel somewhere between the style of Live and Guns 'N’ Roses. It is in the
key of D, primarily using I, #VIL, IV major-type progressions, with an occasional appearance of the V chord.
Write in the correct chord numerals over each significant chord change. (D, Dsus2 and Dsus4, for example, can
all be considered as 1.)

It is arranged for two guitars—guitar | uses a moderately distorted tone and favors open chords, while guitar 2
uses heavier distortion with power chords and barre chords. Learn each part and notice how they interact. The
form is intro/verse/pre-chorus/verse/pre-chorus/chorus/solo/chorus, or A-AB-ABC-D-C. Remember, each
measure here gets only rwo slower, compound beats.

IN THE SPIRIT & ©

(&] tntro (Song #8)

Half-Time Feel J = 152 (J=76)
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CHAPTER 9

BUILDING CHORDS IN A MINOR KEY <®

Below, the notes of the E natural minor scale are shown stretched out on a single string. The steps of the
scale are numbered 1, 2, b3, 4, 5, b6, b7, showing that this scale uses the same pitches 1, 2, 4, 5 as the parallel
major scale (that’s E major), but the third, sixth, and seventh steps are flatted one fret. The seven notes found
in the key of E minor are E, F4, G, A, B, C, and D.

E natural minor

&)
<) @ [<] ©
o
E Fi——G A B—LC —D E
3 5 7 9 12
clean - A A - A - o "
T
H
D (A
n
8 2 3 5 7 8 10 12
Note: E Fi G A B C D E
Step: 1 2 b3 4 5 56 b7 8/1

Now we’ll build chords on each step of this minor scale. So we'll need to harmonize it, stacking up intervals
of thirds just as we did earlier. But this time, of course, we'll use just the notes of E minor.

Harmonized thirds in key of E minor, as diads

Thirds: Min. Min. Maj. Min. Min. Maj. Maj. Min.
T ]
! n n A j - o Q 10 40 1
@ a —{—¢ 7 4§
n
=) = 1
Notes on 3rd string: G A B [ D E F# G
Notes on 4th string: E F# G A B C D E
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Harmonized triads in E minor

Triad names: Em E#e G Am Bm g D Em
T - 4 n 4 -
@ ; - ; : : 2 7 8 18 :
A 5 I
=)
2nd string (fifths): B C D E F& G A B
3rd string (thirds): G A B C D E F# G
4th string (roots):  E F# G A B C D E

Below are the chords in the key of E minor, in their full barre-chord voicings. The diminished ii chord,
however, is altered to a minor chord as this is virtually always the way it appears in practice. As before,
roman numerals as used to indicate each chord’s relationship to the tonic.

i i bIIT iv v PV EVII i
Em *Fim G Am Bm C D Em
: ) 3 —_=
e A Y v
@ ; T
B 1 - E -': 10— 1 : :
J 3 J = ﬂ' "

*F4 s altered to Fm

~ TIP: In a minor key, the nnnorchords are i, iv, v, (and ii, since we’ve altered it), Whﬂe the majorwhonds
fall on bIII, bVI, and bVII. This is good to have memorized. ol AR LT 2

Note on Relative Major and Minor

Interestingly enough, the sequence of chords in a minor key turns out to be exactly the same as in a major
key, except they are displaced. This is because a minor scale can be found lurking within any major scale.
Specifically, if you start on the sixth step of a major scale—renumbering it to 1—and play up to the next
octave of that note, you will have a natural minor scale. For example, take E major. The sixth step is C#. So
C# minor shares the same notes as E major. Scales (and keys) that share the same notes but have different
roots, like this, are said to be related. See Metal Lead Guitar Volume 2 for more about using relative major
and minor scales and keys.
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PROGRESSIONS IN “E” MINOR &)

Several familiar chord progressions are shown below in the key of E minor. See if you can tell which songs

they belong to. Play each and write

in the correct progression numerals.

is
ES G5 .
il n n v v Mmooy E Minor
181, *
T | A . [ |
1 e - |
R ST L : 7 | 7 o 1 o PR . e
55 5 X—X—X L L — oo
p—0—b5=86 333 o -
3 5 7
is
ES C5 ES D5 :
i = = = pe E Minor
e N - ,|
@ o S - a—— I I N -
B+ —1] S g1 10
3 5 7
E Minor
o @ (o]
® —o——(o @ @
° - = =
. 3 5 7
1
Em (o G D Em C G D
m m m! A" m M Y] mn v m M m A m M v ml Vv v ]
I . e o 4 e B
- — g T 4 72 i i = Iy =% o =
T - 41—} g8 —2 33 R (555 S )
: ) X101 : e g 3 X—g—¢ 11
%j{_"——? A X—1 1] — 9232 i@ [
I 1 3—3 él 3 i 9/ S B ) %_ ?{ : ) ]

Example 46 is a one bar riff, rather than a progression. In actual progression terms, it basically says “E” with
a minor tonality. (Refer to page 9.) Keeping that in mind, though, write in the numerals identifying the chord

sequence used by this riff.

E Minor
@] Q
-..
o (& L
L 3 {4)
3 5
i5 () )H)XcHc) is () ()
Em C5/G G5 A5 DS/A Em C5/G G5 AS
m il v m v m 1% n m v M Y% m
| | | | | | | i 1:
@ T T ¥ ¥ T =b ¥ . Ii
s x 1 AT . O b 1 x 5 ) =
%3 5—7 & I S - 74'
*—3 3—5—5 i) x—3—3—3 5

Progressions:

Ex. 43, i-b1I; Ex. 44,7 -bVI -i VIl ; Ex. 45, i+ VI VI

Ex. 46, i, sequence is 1 -+VI -HIIT -iv - VII

28



®

®

TRANSPOSING MINOR PROGRESSIONS AND RIFFS <%

Below are the chords in the keys of Gm and Am. Notice that all the chords maintain their same relative
position in relation to the new tonic.

i i B iv v VI RVII i i ii bIII v % VI WVII i
K(Iey ofGm: Gm Am B* Cm Dm Eb F' Gm KeyofAm: Am Bm C Dm Em F. G Am
clean 40 n n L b J 49
L, 418 IE ¢ E 5 3 45
A = 7 —1p 5 3 - 17 5 A > a 5 1 14
—— " — e —
—5 8—10 ¥—15

Below are two minor progressions, transposed into Gm and Am. Write in the correct key and progression
numerals. Again, the relevant scale patterns are shown underneath each.

G Minor
) . =
-l
& )
3 5 7
i5
Key of Gm: G5 BbS
dist, m m A% A% M v
i 2
! —] —
—8 o7 7 .4
+ - —— . L Ze Lo
» % i ‘g ]
J L J
A Minor
Q ] Q
e o
o6 €2
el — LGl 14 L )
3 5 T
i
Key of Am: Am F C G A5 F5 C5 G5
m mn vy mn mn v m lml mn v M m v m M v v M .
dist, p— l [ S | — | " - P.Iu"'q_"fm
T  E oY T o o on T2 & & 7 Ty | w% 8 K] I |
- 2 v B} ) T E _I3 A e (R | 5| )| a__ |
e rANE R iy . - R o P |
7— X7 =718 %X 8—6 813 % 3—3 R I — . m—
5% 5=15/ = == =13 X 3-3 3 5 -8 1
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MAJOR “V,” “IV,” AND “I” IN MINOR KEYS &

As you’ve already seen, we routinely alter the ii chord from diminished to minor. Other variations to the
harmonized minor scale are also commonplace.

Using a major “V” chord in an otherwise minor key—instead of the naturally occurring minor “v” chord—is
often preferred. We can call this alteration a harmonic minor variation, because the type of minor scale
which does harmonize to a major V chord is called a harmonic minor scale.

TR Note the dominant pull of the ma_|or Vv chord as it wants to fall to the tonic. The tenseness of the :
V chord is said to resolve to the i chord.

i ) bIII i bIII ) i
Em B G Em G B Em
Mm: MmN HFH’I_H’I_I n v N vy My M Ny My My My m
clean || | | i |i|ﬁﬁ
nil.ib 3=3-n; ;3='a=\ J.JIJ..J @I
S S e cceencomai
S D - ami)
= — § 5 - T 353 ! vy

A major “IV” chord in a minor key can likewise be called the Dorian variation. The Dorian mode is a type
of minor scale that naturally harmonizes to a major IV chord. Note the brightening feel of the major IV
chord in the minor progression below.

i %! av i
Em & A Em
m n v L | m m v m n n v ml n v n
i - L= s | I 8\
- ; T Y ; A k-
i e I=F ¢ 212 : =
A ird r Ltk r n—% :l 5 :“"“lgl |‘: |
F—¢ 3= 3 {66b=\8 ——0-\0/ s
4 b/
letrifig=--=s==emmmmm———d P.M P.M. PM

Sometimes even the tonic chord may be altered to major, within a minor key. The riff/progression below,
similar to Van Halen’s “Unchained,” follows a natural minor chord sequence except that in each case, the “1”
chord is altered into a major “I"” chord. Notice how the feel shifts back and forth between the brightness (on
[) and the strong minor quality in the rest of the riff.

bVI WII @ 111 bVII
E (sus4) C (susd) D (susd) E (sus4) G (susd) D
dist. m imE fvrmr rm |y, VA D o N m M m mn M m om T M moon m M
(wiflange) | —— S—— | p— [ —— | L
| o =2 S S e S R R
| P A £ tere—11
3 3 ) J 3 + T—1 1 3 3 ) T2 7 l
T T T T
-0 0 0 8 ¢ 9 —
P.M. P.M PM PM. P.M P.M P.M.
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THE ,V AND Il CHORDS €

There are two other chord relationships which lie “between the cracks” of the natural minor scale, yet blend
nicely with it. Widely incorporated by the original dark metal band Black Sabbath, the tV and bII have
worked their way throughout the metal spectrum, from Metallica, Ministry and Pantera, to Nirvana, Stone
Temple Pilots, Alice in Chains, and Slash’s Snake Pit, to name just a few bands that draw upon these distinct
tonal flavors from time to time,

The bV chord goes beyond simply being “dark.” It is the heavy chord—pure, twisted evil—and imparts a
diminished tonality that works well in conjunction with minor keys. It is built upon the b5 tone of the blues
minor scale, found between 4 and 5. Most often used as a power chord, bV harmonizes nicely as a major
chord as well. In Em, the bV chord is Bb. Notice the relative position and twisted sound of the bV in the riff
below.

I - bV relationship

s

@

indicates quarter-tone bend
is (roughly half of a half step) @ is
E5 N.C. l BtS E5 BbS
m m

dist. 1/4

h,
3
/

s

oJ LY 4 Yy q

e
-2

e

00

7. Z- =

|
o |
‘m_g"r
|

-1, 5]

(==, 4]

orp

(48]
[

(==L, 4]

L==1, ]
-]

The I chord could be called the Phrygian variation, (that’s pronounced “frig-e-un”), since the Phrygian
mode is a type of minor scale with a flatted, or minor, second step. Again, it is often used as a power chord,
but may be harmonized major. In Em, the bII chord is E. Notice the characteristic pull of the bII in example
54 below, as it wants to fall back to the tonic, similar to the verse riff of “Enter Sandman” by Metallica, but
with a different ending tag.

I - 11 relationship

“Blending” keys

These last two pages point toward an important idea in rock and metal—that keys are not exclusive. Songs
may blend different types of keys, shifting between major and minor for example. In fact, if you consider all
the chords within a major key, its parallel minor key, plus bV and bII, every possible chromatic tone is
covered. So ultimately, once again we see that there are no rules! You can use any note or chord, and the
resultant “blurring” between keys often creates the most interesting sounds. But it is best to learn major and
minor separately first. Then, as you begin to combine them, you will know exactly what you are doing!
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SIXTEENTH NOTE FIGURES <

You've already tangled with a sixteenth note groove in the last song, “In the Spirit,” so this won’t be entirely
new. The difference is that now we’re going to tackle sixteenths head-on, rather than sneaking in through the
back door, like we did before.

Sixteenth notes are four notes per beat, or twice as fast as eighth notes. As a general rule, sixteenths are
picked with a consistant alternating pattern, with a downstroke on each downbeat.

TIP: The subdivisions of the beat are often counted “1...ee..
ee..

.and...uh...4...ee...and...uh.”

.and...uh...2...ee...and...uh...3...

1 e + a C
AS C5 D5 G5 AS
dist ny M ov m ] m m v A mn mn v il v ny MV my M v n
: — —
e —— T —— —_— = p— _
1 = .
— - ] !
- h. | e e . A 4 L— 1 o n ) '!\\l' [ - & - = L ]
11111 ) | ) N ! :
T T Li L Li Li L} LA [ = [ o o o : T T I L4 T
5 8—8 8 01011033 33 55555
Tap: l e + a 2 e + a 3 + a 4 e + a Il e + a 2 e + a 3 e + a 4 e + a
N\ A N\ / &\ A - A

The next two figures combine an eight note and two sixteenths. I call these figures the “gallop™ and “reverse

gallop.”
(l e) +
(E) A5 E5 B5 GHs AS
clean M AV A AVA AV A AV g TVAVOD AvovAvVvA OV 0 nvnavay vmovn
st 3 —  —
T - | || |—— o = = e Y| -= i
——1— = - -1
60— 771717733 —3—X— X1 8% %6 .
PM- = - - === === === === - -
TAP: le+a 2e+a 3 e+a de+a le+aZle+a 3 e+adet+a le+a2e+ale+adete
2 /N A\ A S A : y A
e (+ a) e (+ a)
(E) ES F5 E5 FS
clean v M Avnmn Ay My ds. 0 o mvn avma M MmN nNnvAay mvo M
T 5
o O o B P ™ = |
| | | | | L2 L 3 > | g
E 900 0060 000 000 0 0 0 0060 000 I 0000060001
PM.- -~ - -~ - - — e m e - == PM. - -~~~ - PM. = ===~ - - —
TAP: | e +a2e +ale+ade +a le+a2 e +ua3e +ade+a le+a2 e+ ade+ade+a
A / / M



Example 58, below, combines these “gallop” and “reverse gallop” figures in an Ozzy-style, sixteenth note
pedal tone riff.

I I[2
AS C5 D5 C5 A5 G5 A5 G5
M AV AVA AVA A [ "N AvVAYA AV A oM M AvVvAvVvA M m
dist.
| | |
| | | - - .[ |
n n ). at n 'I s a 0
ﬁ ﬁ - 2 E K I n g
5 r i) | 0— 0
0000035 316000000060 x—}o 00 X——%
1 n n
v v ]
PM.----4  PM. -- PM.----+  pM-- PM, - - - —
BEAT: 1le+ a2 e +a3e+ade+a le+a2e+a3le+ade+ra le+a2e+aldetade+a

Three sixteenths tied together last three-quarters of a beat. This is written as a dotted eighth note. (A dot
placed after a note always adds one-half of the value of that note.) Both possible dotted eighth/sixteenth note
figures appear in example 59, a riff/progression in the style of The Offspring’s “Self Esteem.”

Wﬁ Wﬂ

e +} a (1 e +) a (e + a} 1 (e + a)
A5 F5 C5 G5 ES
dist m v m v ] o (m] m mn A" m il mn
i r [ F P
@_ _'I[ c [ 4 hd c c "
T || z I} | SR S— S—
L !' T *J J ) 'l ¥ . ] -
5 5 5—13 3 3 3 & 8 & 8 3 3 €
BEAT: l e+ a2 e+ a 3 e + a 4 e + a 1l e + a 2 e+ a3 B + -a 4 e + a

Example 60 uses some more of these dotted eighth/sixteenth figures, in another chordal, sixteenth note
strumming approach. Does this progression sound somewhat familiar?

E5 BES Ab5 D+5 Gb5
nv n /

1
<
J
3
<
=
=l
-
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-
n|
|
a
<
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J

J
#
|
|
|
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: |
1 i 0
| [ Q . A | 1
] L] o .} = T
= . | I S [T T S Y S - B Sl LV S Y S ¥
543 3 = A 4 r3 :
= J 33 X—X—x—1 1 0—0 6 L H———X—H— 4 1
1 1 X—X—% 4 —X—x%
BEAT l e + a 2 e + a 3 e + a 4 e + a Il ¢ + a 2 e 4 a 3 e + a 4 e + a

TIP: If you have any trouble with sixteenth note rhythms, try tapping your foot in double time—that
is, tap out every eighth note as if it were the underlying beat, rather than the usual quarter note pulse.
The effect will be that sixteenth note rhythms are instantly transformed into eighth note rhythms (at

double tempo). When you can play it that way, in eighths, then try d:oppmg»back into half time to play
it with a sixteenth note groove.
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POWER CHORD EXTENSIONS <®

Power chords can be rooted on strings other than the low E and A strings. Here, we will look at power

chords rooted on the D and G strings. These power chords can be thought of as extensions, as I will explain
in a moment.

Power chords rooted on the fourth, or D string, are a moveable form of the open D power chord. As such,
they may be played as either a two-note diad, or in their fuller, three-string shape.

Moveable, two-string Moveable, three-string
D-form power chord D-form power chord

O
00— ©
0 +0

ang., D5 ES F5 G5 AS BS

T & 19

A—2 — 2 ro— 5 5 C— PR T—
@ A—5—8 —2 3 3 5—5 —F 3 9

o

TIP: Each D-form power chord is connected to an E-form shape that you already know, as shown

below. Use this extension system to help you find the correct positions for these D string
power chords. =

E-form power chord  D-form power chord

The fifth of the chord shape is sometimes added underneath the root, to give a fuller sound. Technically, the

result is a second inversion slash chord. Example 62, below, uses this second inversion chord in a riff
reminiscent of Foo Fighters’ “I'll Stick Around.”

G5 E:S5/BE B¥s CS
n

dist. f— r H play 4 times
_H 4 I ]

——t 4 4- ! =i o
W — - — e — = —_1 b
@434-- = - |

= 3 3 ' i

60
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Now let’s take a look at the power chords rooted on the third, or G, string. These are a moveable form of the
partial open G power chord. They are shown below in the three-string version, and in the four-string, slash-
chord version (with the fifth in the bass).

63

Moveable, three-string

G-form power chord

Moveable, four-string
G-form power chord

0 0
41 o 41 o
-
g G5  G5D AS AS/E B5  BS/Ff cs  CSIG D5 DS/A
= c - 7 o ) 0 P 4n
T3 : 2 7 4 : 18 18
—0 3 3 3 4 4 ; 7 2
A } 2 4 ; 7
|#]

TIP: Each G-form power chord is an extension of the A-form power chord, rooted on the fifth string
. (just as the D-form was an extension of the E-form power chord). The diagram below illustrates.

5. o)

The following riff uses all four moveable power chord shapes. Practice it until you can form each chord
shape quickly, without hesitation.

CS/G GS D5  G5/D D5 A5 cs GS D5 A5
m ml n m m m M m . m
dist. ’! = H é‘ i _’_[ h ?I; - i_| ! l N \‘ -

- a®* o°* | ] -
- . S I 3 SO 3 Y=
A : L —31 1. e v L ]« 7

Bj* J = g [ L A— é_\__,_é_ g M R 2 == E ——

TIP: Experiment with these alternate power chord shapes. You may substitute them into any riff or
progression in place of the standard E- and A-form power chords.
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“Nervosa” is a moderately upbeat Nirvana/Offspring-type grunge-pop-punk groove with a driving chordal
approach in sixteenths. Notice the natural harmonic mutes as well as the stylistically characteristic changes
in dynamics within the verses. The overall song form is chorus(as intro)/verse/chorus/transition
riff/verse/chorus/transition riff/solo/chorus, or A-BAC-BAC-D-AA.

The key is Am. Write in the correct progression numerals throughout. Hint: In the key of A, the bII chord is

B¢, the bV chord is Eb.

@ Intro (Chorus riff)

NERVOSA & &

(Song #9)
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Now go back to Volume I as well as the first chapter here in Volume 2, and write in the key and chord
numerals for every progression and riff. And remember all the relative patterns. Sound like a lot of work?
Well, when you finish with that, [ guarantee you’ll have a good handle on this stuff. And that’s the idea! You
should know this stuff like the back of your own hand. No! You should know it better than that!!



CHAPTER 10

SIXTEENTH NOTE “OFFBEAT” ACCENTS @

The figure below points out the terminology commonly used to describe the different portions of a beat,
when subdivided into sixteenths. As you already know, the downbeat refers to the beginning point of the
beat itself while the term upbeat refers to the halfway point between downbeats, represented by the “&”
The other portions of a beat are commonly referred to as offbeats. So within a sixteenth note figure, the

second and fourth sixteenths are offbeats.

sonnt | st |
downbeat upbeat

offbeat offbeat

The following rhythm places accents on these sixteenth note offbeats. Remember, you need to keep your
foot tapping out the beat steadily. Otherwise, you won’t get the true feel of the rhythm.

TIP: Count the portions of the beat—"1...¢ee...&...uh...2...ee...&...uh...”—as you play. That will
help you feel the underlying subdivisions consistently and keep your rhythms in time.
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When an eighth note is sandwiched between two sixteenths, it creates an interesting offbeat syncopation.
Example 66 gives a White Zombie-style syncopated rhythm in E. Another good example which relies
heavily upon this same sixteenth/eighth/sixteenth figure is the riff from Led Zepplin’s “Immigrant Song.”
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RHYTHMIC PATTERNS IN SIXTEENTHS @

As you already know, rhythmic patterns occur whenever a sequence of notes is repeated over a different

rhythmic grouping. Earlier we saw a three note sequence repeated over eighth notes. Here we’ll try them in
sixteenths.

Notice how the three note sequence below “turns around the beat,” first beginning on a downbeat then falling
on the fourth sixteenth, the upbeat, the second sixteenth, and finally rejoining the downbeat.

E5
G M vV m v m v m v M v m " rn v m v
dist,
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BEAT: 1 e + a 2 e + a 3 e - a 4 e + a
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Just as before, the three “note” sequence can include rests or ties. Listen for the same rhythmic effect in the
phrase below.
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The same rhythm you heard above as example 67 is hiding within both halves of the phrase below.
However, when we add ties (in the second half), this interesting offbeat rhythm emerges.

TIP: This is probably the {s}i_ilgle_,mpst common, offbeat metal rhythm. Listen for it in songs that you

hear.
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Finally, let’s try a set of six over sixteenths. Specifically, we’ll make it five notes and a rest. Although it’s
essentially just a one note riff (with an ending tag), the rhythmic pattern effect makes it sound cool.
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DOWNSTROKE SIXTEENTHS AND ACCENT PICKING @

So far, we have used alternating picking for all sixteenth note rhythms. This is most often the case, but
sometimes you may want to play sixteenth note figures with an all downstroke approach. Remember, it gives
a somewhat heavier and more intense feel that is especially effective with palm muting. But how fast can one
do downstroke picking? Hmmm....I don’t seem to recall seeing any speed limits around here...

Practice the following rhythms as speed exercises. Play along to a metronome and gradually increase your
tempo until you can’t push it up any more. On the CD, each is played twice, first slow then fast. See if
eventually you can build up your speed to match the tempo played in the faster versions. Good luck!

TIP: Distance equals time. So smaller motions of the pick will enable you to go faster. Try to avoid
tensing up too much.
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Accent picking is a hybrid between alternate picking and downstroke picking. Here we will use downstroke

picking as our basic approach, and we will add upstrokes—not in a strumming format—but simply to help
accent certain notes and/or chords.

. FS(E) FS (E) FS(E) F5 ES
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—  ¢— 6860000066000 000—"00—60—6— 000006
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It’s not a huge difference. But it is a difference nonetheless. And it’s a difference you can exploit. The next
riff blends some downstroke and alternating picking to accent several back to back upbeats.

alternate  downstroke alternate accent downstroke alternate
[ 1T I I 1 11 |
dist, % [ U A = T = mn v v vV v M v v . 1 EE Y M v v v v v
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| P E n -7 6 e = 0—0—0 3 0—2 2 5 A a il
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PM—===] PM. PM. PM.- - -~ P.M

'fTIP:-"l‘lus.-fi'ecs you from using just one picking format. Really, you can hit the strings ltowever;' 011
‘want. As long as you have the groove, it doesn’t really matter. Hey, what was that rule agam" Thers

are no rules!!!
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MORE BARRE CHORD SHAPES <

In chapter seven, we mad
take a look at barring up the other three open chord shapes—

shapes are interconnected on the fretboard.

e full major and minor barre chords using the open E and open A shapes. Now, let’s
D. G, and C. And then we’ll see how all of the

The D-form major and minor barre chords are similar to the D-form moveable power chords—just with an
added major 3rd or minor 3rd chord tone.

D-form, major barre chord

D-form, minor barre chord

dist. P - . E . Em. : . Em
T P 4 e 3 S P 5 4 a 4 -
[ - be 4 oS ~
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Although playable, the major shape shown above is a bit inconvenient.

shape of the D form barre-chord is shown.

ol

a more comfortable, partial

Example 76 uses this partial D-form barre chord together with an open D string pedal tone, in an upbeat
folk-influenced rock style.
D F/D G/ID F/D
mod. dist. m mn V,-—a v L v M m m m Vv
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let open D string ring throughout




Now let’s look at the open C shape. The full, moveable C-form barre chord shape is shown below.

C-form, major barre chord

D =
clean c t F G
—~09 2—2 4 - 5 7T
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The C-form barre chord is also more commonly played using a partial shape. Example 78 demonstrates the
partial shape below in a riff. Notice its easy accessibility from the partial A major form, and its almost cliché
rock sound. Does this bring any songs to mind?

O
——6
©
A D/A A D/A A D G D G D A
mn m n im mn m m i T = O o O R M TR 5 UL mm "
dist. O A = p— N o~
5 ' A — T o 3 593 | 4 94 4 4 4 Y B\ ] N
1 L ; E 5 /1§ E; A Y -7 2 2 5 5 ¥ 5 A ER ot
N T S EmE NS AR NS SN S
“0-6-6—0 0 0 0—0 6 L - =
- — L= =1
b sl
Finally, we arrive at the open G shape. Here is the full, moveable G-form barre chord. It’s a bear,
G-form, major barre chord
=33
o A B C D
T o 33 n 53 4 7 ? ;‘3‘_& -;"e ‘q’}
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Again, the whole G-form barre chord is somewhat difficult to fret, but pieces of it are commonly used. The
partial barre chord shape below is a first inversion chord, with the third in the bass. Example 80 is

reminiscent of the Stone Temple Pilots’ “Interstate Love Song.”
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CONNECTING THE DOTS €

Now that you know the five main barre chord shapes, we will look at how they intertwine to cover the entire
fretboard. All five forms of E major are shown below. Play each shape one after another.

1-'

~TIP: As you are fretting"_ ach h ; rﬁ, i %aahzc thc connecting shapes both above and below the one you
are actually playing’ at that:_moment_.- Tiiis-_Wﬂl help you begin to see them all together at once.

E major chords

@& =
® 5
B e
® I
3 5 15
E-form D-form C-form
E (E-form) E (D-form) E (C-form) E (A-form) E (G-form) E (E-form)
* H 7 40 2
ﬁ 8 : ; 9 § 5
¥ A 0 0 4n
@ g — : : : it
| f = 1’1 ]
o 12 12
0 3 1 1 4 1
0 4 2 4 1 1
fingering: 1 2 1 3 1 2
3 1 3 2 3 4
2 4 1 2 k}
0 3 1

Below are the five forms of A major. The sequence of shape connections stays intact. Only the positioning of
the entire pattern moves.

A major chords
. Rt
@
7 g9 1 15
G-form D-form C-form
A-form E-form A-form
A (A-form) A (G-form) A (E-form) A (D-form) A (C-form) A (A-form)
- Q o
* I g ' 10 10 14 |
@ 1—4 g9 g 14 —:l
L) 44 r
B4 / ' b 3
£ o = 1
d )
0 4 1 3 1 3
3 1 1 4 2 3
fingering: 2 1 2 2 1 3
1 i 4 1 k] 1
(i 2 3 4
3 1

TIP: Knowing this pattern of “interconnectedness” will help you immensely when you begin to learn
lead guitar scale shapes. So learn it well!

*omitted from recording, due to CD-length limitation.
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USING ARTIFICIAL HARMONICS IN RIFFS @

Artificial harmonics are also known as pick harmonics, pinch harmonics, or false harmonics, because they
are created with a sort of “pinching” technique of the picking hand, quite distinct from the technique used to
create so-called “natural” harmonics. However, the effect is similar, in that they create a higher pitched
harmonic in place of the normal sounding tone of the note.

Listen to guitarist Zakk Wylde in “Coming Home” or “No More Tears™ (Ozzy Osbourne), for some excellent
examples of these artificial, or pinch harmonics. The technique is not complicated, but it does take a little
practice to execute it just when you want it. Here’s how it works:

Pick the string at the same time that you are lightly touching it with the fleshy part of your thumb (or any
other finger). This creates the harmonic by not allowing the string to vibrate its full length normally.
Different pitches will be produced depending on exactly where you touch the string as you pick. But here we
will not worry about the exact pitches because it really doesn’t matter. We are after the general effect.

TIP: After p;ckmg fhe;sﬁfing, move your thumb (or finger) away immediately so the string is not

deadened.
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Practice creating artificial harmonics is the riff below. They are particularly attention-getting when combined
with a smooth, wide finger vibrato. (Also, note the Ozzy-style, ballad feel here.)

AS ES N.C. AS
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SEVENTH AND NINTH CHORDS <)

Seventh and ninth chords are definitely less common in metal, but they do sometimes make an appearance so
we’ll take a brief look at them. Seventh chords tend to give a bluesy feel because of their strong association
with that style of music. Ninth chords give a more jazzy feel because of their association with that style. To
hear these chords at work in a metal and rock context, listen to “Rest in Peace,” by Extreme, “Rock and Roll

is Dead,” by Lenny Kravitz, or Pearl Jam’s “Escape.” They are also quite common in the alternative funk
rock style of the Red Hot Chili Peppers.

Seventh chords are formed by adding another third interval on top of the fifth tone. There are three types of
seventh chords we will look at here are dominant 7th, minor 7th, and major 7th.

The dominant 7th type is the most common. So much so, in fact, that it is generally called just a “7th” chord
for short. The chord tones for a dominant 7th are 1, 3, 5, b7, so you can see that its a major chord with an
added b7. Several common dominant 7th shapes are shown below. Each of these shapes is also “barred up”
the neck in example 85.

alternate A7

8 ® L7 13
"o () o 04 i P
@ ° \e ®
© ® @ x
@ X x X
E7 G7 A7 C7 A7 Cc7 D7 F7
clean = = o . =
e 3 —
-] ; £ a n e e
=8 3 = £ Sres LR

Notice the distinct flavor of the dominant 7th chord in the ending tag of the following single note riff, a la
Lenny Kravitz.
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A minor 7th is a minor chord with an added b7. So the formula for a minor 7th is 1, b3, 5, 7. On the other
hand, a major 7th is a major chord with an added major 7th, or 1, 3, 5, 7. Below are some common minor
and major 7th shapes. Each is “barred up” the neck in example 87.

Em7 Am7 Amaj7

@ ®
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A ninth chord is formed by stacking yet another third on top of the seventh. There are even more varieties of
ninths, but we’ll just look at two—the standard 9th chord and an augmented 9th. The standard 9th chord is
simply a dominant seventh with the added ninth tone. The augmented 9th, or 7%9, is the famous “Purple
Haze” chord, pioneered by proto-heavy metal guitarist, Jimi Hendrix. Note the tenseness of this unusual-
sounding chord. Below are some common barre chord shapes for the 9th and augmented 9th chords,
followed by a riff which applies them both.

moveable 9th moveable 749

8 x
@ AR
o o | 2
o
X x | e
Cc9 D9 E9 C7%9 D749 ET78#9
2 4 a R
: 4 § g
T — ’ - i __6
§ - : 5 -
Y, L el — ) L
[ IE
N.C. (Em) E7%9 G9
(m m mMy M m My M m mn n vy n m v v m ARV VYOV VM
dist. ? 1 E F-- i
! i r Y ¥ Y ¥ 0n
| 88 18— D S
89 ; S 8 =
79 L xx 7 7ol x x| TI7 7% 79— %% 0¥ ¥F0-X—%16—]
—f—%%O—0—%K%—; =—0—¥—%0
H H H H

47



UN-COMMON TIME &

The 4/4 time signature actually spells out just what it is. The top number indicates that there are four beats
per measure, while the bottom number tells you that a quarter note receives one beat. This is by far the most
common time signature—in fact, it’s even called common time. But sometimes, riffs are created that
intentionally form measures of other lengths, such as three, five, six, or seven beats.

The time signature of 5/4 has five beats per measure, with a quarter note still getting one full beat. Listen to

Soundgarden’s “My Wave” for a good example of a song that uses 5/4 time. The riff below, shown as
example 90, is also in 5/4 time.

TIP: Notice how the drums support the 5/4 time, repeating the pattern in each five beat repetition.
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The riff below falls into 6/4 time. Of course it could be written in 4/4, (lasting one and one-half measures
before it repeats), but 6/4 is a more accurate way to represent it. This time signature coincides perfectly with
a straight 4/4 drumbeat, but nevertheless, the phrase length still feels a bit odd.
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For some examples of 6/4 time, listen to “Black Hole Sun,” by Soundgarden, and check out “As Darkness
Gathers,” back in Volume 1, chapter six. The solo riff is written in 4/4, but it is truly 6/4.
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The time signature of 7/4 is another oddity, leaving you with the distinct impression that something is
missing. Indeed, it is. One beat has been left out of each two-measure, 4/4 phrase. Sometimes 7/4 is written
as one measure of 4/4 and one measure of 3/4, alternating. Whatever. It’s the same thing. Songs using 7/4
time include Soundgarden’s “Spoonman” and “Outshined.”
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Now just when you thought is was safe to go back and resume 4/4-ing, things get really weird—with 7/8
time. Technically, an eighth note on the bottom means that it gets one full beat (like a normal quarter note).
This gives the impression that 7/8 may simply be another way of writing 7/4 time. But that would be silly.
What’s the point? No, this time signature is 4/4 time minus one half a beat. The eighth note count is really a
double time count. For a few examples of 7/8 time at work, listen to Led Zepplin’s “The Ocean,” Rush’s
“Tom Sawyer,” or Alice in Chains’ “Them Bones.”

Listen to the riff below and notice how the drums draw you into a basic 4/4 feel, then suddenly you lose it!
Count double time, on the eighth notes though, and you’ll see seven beats and repeat. Pretty cool, huh?
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It is possible to continue down this path to a level of complete bizarreness and complexity that just about no
one can anticipate. Listen to a Dream Theatre CD, for example. One word of warning, though—you better
put some practice time in if you want to do 7/16 time, or it’s going to become a big mess real fast! But it
maybe an interesting mess, nonetheless. Who knows?
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“MonsterFunker” is the tenth song of the method, featuring a funk/rap metal style with some severely
offbeat funk rhythms 2 la Rage Against the Machine, or the Red Hot Chili Peppers. The intro starts with a
military-type snare drum cadence and a flip-flopping major/minor progression in A. But this is soon
shattered by the heavy chorus riff, punching out the F#m blues scale, replete with tense b5-to-5 bends. The

bridge incorporates 6/4 time. Count, or you may miss it! Later, in the solo interlude, seventh and ninth

chords appear. Then along comes a temporary return to the bright expanse of A major. The overall form is

intro/chorus/verse/chorus/verse/chorus/bridge/solo/respite(that’s the part in A major)/chorus, or: A-B-CB-
CB-DEF-B. Definitely a motherfunking monsterfuncker.
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CHAPTER 11

MORE DIAD SHAPES <

When you were formally introduced to diads back in Volume 1, chapter 4, you learned about fifth and fourth
diads, and how their shapes may be found with in the expanded power chord shape. You were also shown
major sixth and minor seventh diads in the context of comping figures, later in that same chapter. Then in
Volume 2, chapter 8, you saw major and minor third diads as we harmonized the major and minor scales,
and you learned about using a minor sixth diad as a first inversion major chord. Now, we're going to bring all
the diads together for a little diad reunion. But first, I have to introduce the stragglers.

Octaves

The octave diad has no doubt already been glimpsed by many of you, as the octave concept was first pointed
out way back in Volume 1, chapter 2. But we never actually played it as a diad until now. Make sure the
string that lies between is muted well, so it won’t sound by accident. Notice its relatively thin sound.

Moveable octave diad

> O

Diminished fifths

The diminished fifth diad shouldn’t look too surprising. It’s the shape that the roots in a I-bV-I chord
relationship make. It is also known as the tritone, because it spans a distance of three (tri-) whole steps (-tone).
When played as a chord diad, it gives us a harsh dissonance. That is, the notes do not blend together nicely,
but rather, they sound turbulent and unsettled.

Moveable diminished fifth diad

2 2 2 2

Major sevenths

The major seventh diad is one fret less than the octave. It is also a dissonant interval. Although somewhat
rare in metal, the major seventh diad has been known to make an occasional appearance. (Look at the
beginning of Metallica’s “One,” for example.)

Moveable major seventh diad

> > 2 >
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Major and minor seconds

Second diads are also rare, but never say never. Any set of notes can work, it’s just a matter of how it is done.
Another clear set of dissonances, a major second is an interval of a whole step, or two frets, while a minor
second is an interval of a half-step, or one fret.

Moveable major 2nd diad Moveable minor 2nd diad
X X
X X
X X
X X
e e
L o
e " e —— 4
3 frets 4 frets

Now let’s line them all up in a row, and get some structure in here. You can see that every half step between
the octave A’s has been accounted for.

Diads based on “A”:
Minor Major Minor Major Diminished
Sl 2nd 2nd 3rd 3rd 4th 5th
T 1
D |
B 1 2 3 4 5 6 1
= 5 5 5 5 5 5
Minor major Minor Major
5th 6th 6th Tth Tth Octave
J\é = . 8 7
b J a 4] X Y X |}
£ ] 4 I £ £
) o o 'l o o

The following riff uses several different diad shapes. Play it, then write in the correct name above each diad.
The answers are given below.

;
(]

x4 Oh

L3,

0.,..000.0700. 0 .0

L
2
3¢ D

.

fist o A e T "N e N VA T e SR i O o S mn v M mn v mn v mn My
dist.
95) Besso é ] . - :
Q 4 ¥ A £ r
3 5 49 55y - = 5 3 =2 9 3—3 £ 2. L a7 | =
T—1 11 1 T T T 1 T T TV 1 __F T p L =] 2 7 '
_ 603360
P s P.M. — PM. — P PM. — PM. — PM. -

Answers: 5th, dim 5th, maj 6th, dim 5th, dim 5th; oct, dim 5th, maj 3rd, 5th; oct, min 3rd, 5th, min 3rd.
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TRIPLETS &>

A triplet is three notes which are evenly spaced within the time of two. So eighth note triplets are three notes
spaced evenly within the time normally occupied by two eighth notes, which is one full beat. Notice the
small “3” above each of the rhythmic figures below, indicating they are triplets.

“TIP: Tnplel: subdnusmns can be counted using the syllables “l_ 'trl_p- let...2...tnp— l et...3...trip-
.let...4.. .trip-.. let” 7 A . =
N.C. (Am)
n M M mn mn m mn "1 M ™ m n m m m m m m m m m m ml
3 3 3 3 3 3 3 I I

—6—0—6—0—0—6—5 ¢ 3 0—0—0— —6—5
L e =SEE. PM— - ~=—-======= - -
BEAT: I trip let 2 trip let 3 trip let 4 1trip let I tip let 2 trp let 3 trip let 4 trip let

Example 97 mixes straight eighth notes with triplet fills.

. TIP: Sw:tchmg between the “1...&...2...&..."-feel and the “L...trip-.. let...2...trip-...Iet..."feel can
be a little tricky to get. Listen to it a few times. Then try tappmg but the rhythm as you follow along. =)
When you can do that, you are ready to play it. :
N.C. (Em) G5 AS
r i lml m M m (] r r r m ] M rm m
dist. P 3 B
—— T S
2 B4 P - +—5
—0—06—06 —0—0 355 0—06—0—8 =2 6 il
PM.~==== iz dinss oo = PM.== == == — - = — - = )
BEAT: 1 + 2 - 3 + 4 trip let l + 2 + 3 trip let 4

steady.
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BM 5= cm = e BMos omim e et oS 2 =
BEAT l e + a 2 e + a 3 e + a 4 e + a Il e + a 2 e + a 3 trip let 4 trip let
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Sixteenth note triplets are three notes evenly spaced within the time normally occupied by two sixteenths, or

a half beat. Alternating picking is often necessary to play these faster sixteenth triplet rhythms, as in the
Metallica/Sepultura-inspired riff below.

N.C.(Em) D5 AS F5

dist “ .
- 2 3

T- J — .1
AT = e B
e, = 0 e o e e o o e

—0—6 6600000 0660006

PM = == === === === ¢« = == ===~ — e o o m am e e e e e o] le__-._._l
BEAT: | + 2 + 3 + 4 + 1+ 2 + 3 + 4 o+

12/8 AND SHUFFLE RHYTHMS ¢

When triplets are the basis of the groove, rather than the exception, the song will often be written in 12/8
time. Songs in 12/8 time, for example, include “For Whom the Bell Tolls” by Metallica, “Psycho Holiday™
by Pantera, “Simple Lessons,” by Candlebox, and “Release” by Pearl Jam.

Technically, in 12/8 time there are twelve beats per measure, and an eighth note gets one beat. But it is
always played in its “cut time” version, with four main beats per measure and each main beat subdivided
into three “sub-beats.”

77077 7T) 7T

What does this really mean? It means that 12/8 is just like 4/4, but instead of dividing the beat into halves,
here the pulse naturally subdivides into triplets. Therefore, triplet brackets are unnecessary in 12/8.

¥ ST T8 T T T

Simple enough, right? There’s just one other thing you need to know. Now, three eighth notes add up to one
full, compound beat. So a quarter note in 4/4 time equals a dotted quarter note in 12/8 time.

MRS
gt 18
~_
~_
~_
I
2T
- N
~_
~—
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®

Example 100 uses a 12/8 groove. Remember, the rules have changed. Now a dotted quarter note—the
equivalent of three tied eighth notes—gets one full beat.

(A) 3 D5 €5 Eb5 B5
dist B T I [ T B = R (o T = L n mn m
_T_l_‘)_—— (———
e 2L I~ 0
) E 7 E 0
- B—& o ¢ 03 0—0—0—5" 6—0—0—3 : g
PM.--—-~-= PM.—--~--- - PM. - - - -~ -
BEAT: I trip let 2 3 tnip let 4 I trip et 2 3 4

A shuffle rhythm, or swing rhythm, occurs when the first two notes of each triplet group are tied. This is
written as a quarter-eighth figure.

/

— 2

]

Listen to the characteristic shuffle feel in example 101. The triplet fills blend right into it, since both are
based on the same triplet pulse. First, try picking all downstrokes, then try the “swing” alternate picking.

(A) C5 D5 C5 A5 N.C.
downstrokes: M mn M m ) r r M il mn m m n
swing” alternate:. M v m v A% v A m v 4% now
T 20y ) } p—
12 Y ) 1 ) -
s 73 S T, S 1 7 Ly A
x n a Lk n [ o L J .l: ﬁ A - = P L ] - B v
=] | v U L -l ¢ 3—4 &
PM. - - - = PM. H
BEAT: (1 trip) let (2 trip) let (3 trip) (let 4 trip) (let I trip) let 2 trip let 3 trip let 4

Shuffle rhythms are also often written in 4/4 time as straight eighth notes, with the indication at the
beginning—*shuffle: JJ=J} ” This means to “swing” the eighth notes, playing straight eighth notes as if
they were written as a shuffle. Example 101 is rewritten below using this format.

Example 101 rewritten, “shorthand”:

Shuffle (/) :j M
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QUARTER NOTE TRIPLETS €

Quarter note triplets are three notes evenly spaced over two beats. Although slower, they are actually more
difficult to play because of their offbeat, staggered feel.

(E) D5 (E) G5 A5 G5 BS B5 D5
{22 ! [ o PN S o (I M A A A MY MV nonNnyv i m [ ] mn
dist. =3 = 5

‘Ir - I e . —F [ =] =
——— .
102 e e |
l 1': ',_, é I | I 1 ] I I ] ] £ e 4 Q 40 ¥ I
t - 5 J I t T T T 1 T T ) T o B ~ H I

=0 6—0—10—06000010—"10-20 3I—5—3—6—T—10

That seems pretty tough to get the right feel, doesn’t it? It need not be, if we break it down. First, we’ll start
with a triplet-based “rhythmic pattern,” and work back up. We will use a two-note pattern against triplets.

TIP: In the second measure, feel the subdivision of each tied note @s if you were playingiit.
course, miss the string and don’t actually pick it. That way, the time location of each tied note isic

N.C
) M m n m m n mn mn m M n m m m
dist; 3 3 3 3 l
103) | 1 ! | —— ;
} c o » } C e = r r c »
S S S .t | | e i i £ e,
P_M. __________ -l P P P P M ____________
BEAT: 1 + 2 + 3 trip let 4 trip let 1 + 2 + (3 trip) (let 4) (trip let)

That’s it! You just played quarter note triplets. See, each group of two tied eighth notes can be rewritten as a
quarter note, and we have exactly the same thing as in the first measure of example 108, above. The
difference is that now you know how to feel the hidden triplet subdivisions, and the mystery is solved. So
from now on, every time you see quarter note triplets, think of them as you did in example 103 and they’ll
trouble you no more.

Finally, let’s consider quarter note triplets in 12/8 time. Remember, in 12/8, a dotted quarter note gets one
full beat—not a regular quarter note. So three back-to-back quarter notes actually make a quarter note triplet
Again, the triplet brackets are simply left off when we shift from 4/4 into 12/8. Actually, feeling quarter note
triplets in 12/8 should be a bit easier, because the underlying pulse of triplets is there throughout, unlike in
the examples above. On the other hand, there is a little syncopation surprise waiting for you in example 104.

N.C.(E) Cs G5 Fi5

dist. m (] m m 1 M m m il ™ m m m ) ] m
— .
A 12_| 1 == | ' ] [ g _I
@ o] ] = - ] ] L £ 2 3 4 £
g8 | 14 ; 57 —— 13—}

— 0—0—0— = 0 i = 6 6 6 : 6 3 2

PM.= - = - - - PM - il PM
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DROPPED D TUNING &

Dropped D tuning is a common alternate tuning used in metal. Songs played in Dropped D include “Black
Hole Sun” by Soundgarden, “Go” by Pearl Jam, and “Shine” by Collective Soul, just to name a few. By
making the sixth string a low D, not only is the pitch lower, but the string tends to flap around a bit more.
The result is a deeper, heavier sound.

For dropped D tuning, the sixth string, or low E string is lowered a whole step to D. All the other strings
remain unchanged. One good method of accomplishing this is to hit the fourth D string and the low E string
together, then lower the E string until the octaves of D sound in tune:

(D) (E) (D)
dist. n m
T
105]8 S
B : 2
let i T e ]
et ring

Tune E down to D
(until octaves sound in tune)

Good. You are in dropped D tuning. The open strings are now D, A, D, G, B, E. Let’s take a look around.
First of all, the names of the notes on the sixth string have all shifted up two frets. The open sixth string is
now D, the second fret is E, third is F, fifth is now G, etc.

&)
© © o o
<]
D E-LF G AL—LBlc D
3 5 7 9 12
The single note riff below uses dropped D tuning. Notice the deeper tone.
Droped D tuning
N.C.(Dm)
dist. m m] m] m mn M r =] ml (Y S mn m 14
4 N o
© 1y b 1)
. f £ g ¥ G = 0 & o n .1 ; i 0o o 7
U v v = U U o v v ]
PM.---- - P.M. PM VWA

Since you have to raise a note up two frets in order to maintain its original pitch, the power chord shape
rooted on the sixth string must be changed to account for this.

Sixth string power chord Sixth string power chord
in standard tuning in dropped D tuning
0| - o
o1 -
_._o -
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Dropped D is gnarly!

D5 F5 G5 D5 F5 G5 AbS G5 F5 D5 F5
m m m m m v in m m m m m [l m m m il M i ml
dist.
151 Ny
T =
@ j |
s e LY i - 5 I 0 ra at 0 a4
ﬂ ; - é AN =¥ 3 5Pl
U - —ox 0 J o T : 1 o 3
g0 0 0 3-3 0 0 5N 0 5 66 5 3 00 5 812 0 3
PM.----- = PM.- -~ PM.----- - PM. = - - PM. P.M.

OTHER TUNINGS

Eb Tuning

Rock and metal bands often tune each string down a half step, thereby lowering everything across the board.
This is known as Ev runing, and it is probably even more common than standard tuning. Technically, every
note will produce the absolute pitch one half step lower. So the open strings are Eb, Ab, Db, Gb, Bb, Eb.
However, we do not change the name of any of the notes or chords on the fretboard. We still call an open E
chord, and “E” chord. We simply add the caveat that we are in Eb tuning. Songs recorded in Eb tuning
include most Van Halen, Kiss, Ozzy Osbourne, Jimi Hendrix, Stevie Ray Vaughan, Alice in Chains, and
Guns 'N’ Roses, just to point out a few examples.

Eb-dropped-D Tuning

If we start with Eb tuning and lower the sixth string another whole step, as in dropped D tuning, we have Eb-
dropped-D tuning. Now we're really getting down there. Although technically, the low sixth string would
register as a Dv/C# on an electronic tuner, we would again simply refer to it as a “D” note, knowing that in
absolute terms, everything is really a half step lower. Again, for terminology purposes, we would not change
the note names on the fretboard from those of standard dropped D tuning. Some songs recorded in Eb-
dropped-D tuning include “No More Tears” by Ozzy Osbourne, and Nirvana’s “Heart-Shaped Box,” among
others.

D Tuning and C¢ Tuning
If all the strings are lowered across the board one whole step below standard E tuning, we have D tuning. Of
course this is just like Eb tuning, but a half step lower. C# tuning is just dropped one more half step, so each
string is lowered one and a half steps (the equivalent of three frets) below standard tuning. This ultra-heavy
tuning was explored by Black Sabbath in the early 70’s, and today has been revisited and experimented with
by bands like Soundgarden and White Zombie. Listen, for example, to White Zombie’s “More Human than
Human” for a good case in point. By the way, in case you are wondering, actually any pitch can become the
= tuning standard. You could for example tune half way between E and E?, and as long as every instrument is
tuned the same, no problems will arise.

Open and Alternate Tunings

Open G tuning, consisting of the open string pitches D, G, D, G, B, D is a common tuning used to play slide
guitar. Other open tunings and various alternate tunings are also used by different groups from time to time.
Soundgarden, for example, is quite adventurous in terms of unusual tunings. The song “My Wave,” for
example utilizes the pitches E, E (octave), B, B, B, B (octave). By experimenting with new and different
tunings, new musical life may be found within old patterns. The down side is that you either need a lot of
different guitars, or a lot of patience—having to retune to play every song! Nevertheless, it is a very
interesting subject.
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“Demons’ Waltz” uses dropped D tuning. It features a haunting, arpeggiated intro in 4/4, played with a
relatively clean sound. Then it breaks into a heavy, Metallica, “For Whom the Bell Tolls”-style 12/8 groove.
The verse uses a Pantera, “Walk”-type, swing groove. Notice the diad shapes—major thirds and a minor
sixth in the clean parts, the diminished 5th and major thirds later in the 12/8-swing chorus.

The entire song form is A-BBCB-DEF-DEF-BB-AA. Yeah, this looks like a mess at first, but it’s really not
that bad. The form is dominated by an ABA idea, or intro/main song section/outro. In other words, it’s like a
mini-song sandwiched inside the clean, 4/4 intro and outro parts. Just like peeling away the layers of an
onion, ignore the “A’s” for a moment and that alphabetical nightmare there begins to look a little more
manageable. The whole middle section, in 12/8, includes intro and outro sections of its own. Consider the
“BBCB” part that comes next as the “12/8 intro.” This is followed by verse/pre-chorus/chorus, repeat. So
that’s “DEF-DEE”” Then the 12/8 intro figure becomes the 12/8 outro, “BB” (it’s an abbreviated version).
And to wrap it up, we come back full circle, to the clean, arpeggiated 4/4 intro as an outro. That’s one

twisted onion!

DEMONS’ WALTZ & &

(Song #11)
Dropped D tuning
@ 4/4 Intro (lead solo, 2nd-4th times)
Moderately Creepy J =104 play 4 rimes
Gtr. 1 Dm E/D Dm  AS/D c Dm E/D D5 Ermaj7
(clean) n Vv AV mn v v m n v MV n v T O AR L i S A 21
| =
| | | | 1 |
7 T 7 73 ! | P | — : :
= £ o A AT a o5 i £ 4 A P | a ]
= 74 & t& ] & & P J Z [4 o A .
n 1 . i 0O v b 0O n n e | 4
Ic‘:ring throughout i ? v ) S End Rh IF' 1
Rhy. Fig. 1 n y. Fig.
12/8 Intro (theme)
Rl £ ) Eb5 DS EFS D5 Et5 DS Eb5
Gtrs, 1 &2
(w/hvy. dist.) ' , n M [l . m =
P | 1 | i | t | t
19 =l o e e —1 == |1
Ao AN P L1 g1 4 L A LU/ y\e 1 o 4 &f o 4 ef
)4 81 a - 1L, v ~4 —q4 7 [8.00 LA = A £== I
B —O B S — e L B LA | =i | R LS O I | X —1
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CHAPTER 12

NOTES ON “BABYLON"”

Babylon is a full-length instrumental tune in F#m that applies the concepts and techniques shown throughout
the Metal Rhythm Guitar method, including power chord and single note riffs, progressions, 12/8 and 4/4
time as well as 2/4 and 3/4 “missing beat” measures, half time, various diads, full major and minor barre
chords, 7th chords, arpeggiation, downstroke as well as alternating and accent picking, all sorts of sixteenth
note “offbeat” syncopations, rhythmic patterns, etc.

The structure of “Babylon” is a little more complex, with a separate intro section, a verse/chorus/
verse/chorus song-type section, an acoustic interlude, an accent section that acts as a bridge, a special “new
verse’ section that is completely unrelated to the previous verses, another set of transitional breaks and the
final guitar solo, or finalé. In a nutshell, it kicks off fast, breaks down into half time, then builds it back up to
the final climactic battle—a musical Armageddon. Learn each part separately, then play along with the
recording. Also, you may notice that Babylon is somewhat distinct in that there are an unusual number of
tempo changes. But it all works together, and that’s what counts.

Read a section below and then listen to the corresponding portion of the tune, in order to latch on to the main
points at work in Babylon. Then go on to the next one.

Intro: The intro section is a fast-paced 12/8 groove. The key is F¥m. Basically, the lead guitar
phrase climbs up with each phrase, only to be slammed back down to the tonic with a simple set of
bVIIS-IV5-i5 accents. After four repetitions, the rhythm guitar, bass and drums, join the fray in a
simplified version of that opening lead guitar line. The intro section ends with a longer series of
accents, then holds on bV for a count off into a new half-time, 4/4 groove.

Verse: Although the pace is actually a bit more slower than exact half time, the variation isn’t
discernible. First, the bass and drums set up the groove, then the rhythm guitar enters with its basic
rhythmic motif—four sixteenths and a staccato quarter note. After this short introduction, the verse
begins with the lead guitar melody. Harmonically, you can see that the rhythm section implies a F#-
FB-E-F# pattern, or i-i-bVII-i for each four-bar phrase, even though no chords are played. Listen for
this overall tonal movement, or progression. The verse “intro” is six bars. The verse itself is eight
bars long, made up of a repeated four-bar phrase. Also notice the rhythmic patterns at work in the
fills at the end of measures two, four, six, and eight.

Chorus: The verse opens directly to the chorus. Here, notice the same basic b VII-IV-i idea recalled
from the intro. Now it is in a new environment with completely different rhythms. It also blends in
the passing bII chord, introduced in the verse. The first chorus is four bars long, in an ABAC riff
structure. (In other words, there are two, two-bar phrases which use different ending tags.)

At this point, it repeats back for the second verse and chorus. The second chorus, however, is
doubled. This time, the form is ABAD-ABAE, (allowing that C still stands for the chorus ending
which led back to the verse). More importantly, the ending of the last phrase is actually the
beginning of the next section, so the two are woven together. (Unlike standard phrasing, where the
full eight bars would be completed, then a next section begins.)
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Acoustic Interlude: An interlude is a short section that comes between two other, similar sections.
Here it acts as a temporary breathing space. The acoustic guitars blend an arpeggiated F#m with a
descending bass line in the blues scale. In the second half, the tempo begins to slowly increase and
tension builds. Accel. stands for “accelerando,” the musical term for speeding up (same root as the
word accelerate). Poco d Poco means “little by little.”

Bridge Accents: Brutal, unison accents destroy the calm that preceded. This accenting section is
based on a one-bar riff. The form is ABAC-ABD, where D is a full-fledged lead fill in the Ffm blues
scale. Then, the whole thing repeats. The single 3/4 measure near the end is woven into the fabric of
the music, such that you probably won’t even notice it unless you count it out.

New Verse: Here the tempo relaxes a bit, as we settle into a brand new groove. Notice the octave-
diad tag, marking off the end of each four bar phrase. The third time around, however, a rather rude
interruption chops off the measure mid-way, and a crescendo builds up to the next part.

Solo Breaks: The lead guitar starts its ascent here. Rhythmically, there is no drumbeat, only accents
and a background count keeping the pulse—hence the term “breaks.” The progression is i-b VI-IV-V
which is played twice.

Finale: This is the climax. The progression is a long eight-bar monstrosity that uses classical chord
resolution to help propel it to its final resting place. (For more on chord resolution, see Metal Lead
Guitar Volume 2.) To get the ending rhythm up to speed, you may want to practice each few
measures separately as a speed exercise, then begin putting them together. And one more thing. If
you get cramping or pain in the tendons of your hands, stop! A little burning is OK, but don’t hurt
yourself. Try playing a little more relaxed, with less pressure on the fretboard and perhaps hold the
pick a little more loosely. At the end, the term Ritard is used. This means to slow down. And the
fermata symbol, or “bird’s eye,” above the last two chords indicates that the chord should be held
for an indefinite period of time. That’s it! Now it’s time to get out your guitar!

BABYLON &

(Song #12)
[A] 12/8 mtro
J play 3 times
.=178 ES BS Fis ES5 BS5
Elec. “Rhy.” Girs. (w/dist.) m m M n n
T == i i | | :
1) q | | 5 P |
A 1= - — % S P - = g - 1 :
B —  — - =
- ;
N.C. E5 BS
m A" m v ] A m v m] \' m v rm v m W i \" m m
A 4 1 ? : o *- i = =
B————+——+——+—4—3—3—2—¢ 2 55 —5—4—4—4 * 8+
[ 4 [ 4 [ 4 ) 4 '}
PM.— === === - s s s e s s f e e s e s — s — S e e = - s = - = - == == -
wihalf-time countoff
F¥5 BS AS ES s
! B o8 BB c:
T [ l | | |
1 [ 5 = [ [ D) 2 7 = 7Y
¥ D p A0 — = o 40 1= o\~ )
o . [ AT . 3 L y./ SR ) A \x] =
o4~ 3 . 40 7 x P 7
)

63



v

o=

mrm /e moR {E G e L R 1 (O [ O T e O O | PR s A e M

N.C.(F#)

¥

-

—

82 (written in half-time)

Ja

Verse (Intro)

SO SN o S ep e ety gy i T T i CERELY UM S Mo S g il

PM.~ = === mmmis m =

let ring--—

(lead melody begins)
(F#)
m

PM— - ---=—=-—-

(F4)

(E)

sim.

PM -~~~ === === == = = =

(F#)

sim.

PM.— - === -

Stm.

4 ()

3
)

V2
{

add notes in () on repeat

e e e [ | ] e e | s i [ e T [

P.M. -

e

Tt

F#5 G5E5
v [V

113
i o™
<C >
2
> o
—~ |
wr N =
-t a.
2C
5
> T |
|
C —d, =
™~ =
|
|
g .. LA
WL TTTarere
L
I
|
@ []]]
I o=
(1)
@r [Pt
- L=
C (== =
mrC ||_..nun_.§|
C (-~
1T |
LEE BN 3
%v [epch xen
3
C T
)
C N ”
C N W
v S
% —t \
L nSas)
TIAJDH

E5 F*5
mov

E5 F?5
m

F#5
mn

=

G5

0
L'

0n
U

n
U

0
L'

PM. - -+

PM. - -~

64



IE] Acoustic Interlude
Elec. Rhy. Gtrs., cont.

T =
Eh—=—Ta 72 " -
R a1 41
D Al S — —_— EAw y
‘._":,_‘-- roll down volume to off
Add  Ffm/CH# E#e/C B7 Ffm/A
acous. girs. ] r M I m I m m m m} m m M -1 mn
= | ! | —— :
& " " 2 1 v -y
A 44 4 —4 4 4 /s
let ring
accel. poco a poco i
T , 2 I
= e e F - = ST
M 4
B = S 1) ———— e —
7 N7
—————— P.S.
-ilrikechord.ci
then roll up volume
accel. poco a poco sim. on next beat
e e—— e
T ] | ] | | |
! 3 ﬁT I ﬂT I I ﬂl
ket I -ll & ‘I —‘ ‘I II [ 0 n .
EE - 4= S L — . L
i let ring o
@ Bridge Accents
J=126 fss AS F?5 D5 C?5 F?5 AS
EecRhyGes. M V AV A MOV v movom n v v AvVAavY A Ay v
- — e —  —
1 . ) | /! L
A | T R 1 | 7 & = ¢ - ! R
(=] i 4 a4 & L —4- —4 4 L
. B S S~ S .
[ Ne 2 e c#
Ay v VAV mnoy v Ay My vV OV AV v A on noA
iﬁ# &% 18
. R TS B T ST D 5 :'; 7y ST B RLASPT P | o] 4 g7
B— RSN HET 2 AT ST SN B4 16 AT S5 T AT | . T S
\-‘.__..—/rl_ _______________
IE New Verse let ring together
J=110
F*5 AS BS F#s AS ES
™ n n v Y n n n n oo MmooV Y noov n n
T F ' q ] .
.!l s ¥ ; }\J_ : \ C g
- e = { : ] ; : 3
- J A 7] & - U -
= —— ¢ g—2 95 —3 6—
PM---- -+ PM. - - —
1.2 |3
F#5 A5 BS F?5 A5 N.C ioctaves) F?%5 AS
(R o R TR . LI (G0 480 M n A v Oy A v iV R
R — ﬁ:? I = =
= % 2 0 2l O ‘) 2= 4:
A ¥ 5 X% a 5. J & b 5 F
B 44 x 0 0 —xx  S— 5= A .- O
-4 0 d—3— 5 .5 " .5 4 2 2 92 2
- PM I esgne PM. -~ - - -
rng ring
ES el o tm SiITaNG S e B _
m il m m L m m m xm.

HE
I\
DR
orp
D
DS
(== =]

|
D
D

|

o

1
OrONY

<}

|i W

open up P.M_and crescendo

65



=140

@ Solo Breaks
J

C b
[ IEEL
C N
nL. -
P C 2
= Tt
I
=]
£
[ e
i3 C
|
Nl
M C rrol
i
i
=
n
2T b
o
i
M
£ S 1 B
i C ]
=t

CF7(no 5th)

D (no 5th)

Ffm
mn

X2

I

_E_ -

IE' Finale (Guitar Solo)

145
F¥m
n

J=

C#s
M

=

(==

| s ] T T A e, T = e S |, e i iy ke

P.M. -

1 e

|.Jn

o i e e ——

P.M

PM == === =— - - - - m—— - — - - - - -

Cdim
m

| .23

4
PM—=- - ——=-—

et

PM.- = -~ — -~

PM.-———- -

Efdim
mn

PM. -

L

Fine

Efdim
m

Cdim
[m|

GF5
n

ritard

D5
m

)

[

3P

66

e ==



KEEPING TABS ON YOUR OWN KILLER RIFFS

You know the drill. Write ’em down! There’s no such thing as a bad riff. Old, tired riffs are bridges to new,
inspired riffs. Play them backwards, upside down, and sideways. You can find a good idea in just about
anything. This page will help you get started, but don’t stop here. Get a book of manuscript paper and fill it
up. Also, try recording them on a tape recorder.
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NOTE NAMES ON THE FRETBOARD

The grids below show the positions of the natural notes all over the fretboard, in standard tuning. Flats and
sharps are used to name all fret positions between the natural names. A flat sign (b) lowers the pitch one fret.
A sharp sign (#) raises the pitch one fret. So all notes not labelled below can actually have two names—the
flat of the note one fret higher, or the sharp of the note one fret lower.
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The pattern repeats above the 12th fret.
All notes are one octave higher.
(For example: 6th string, 13th fret is F, 15th fret is G, etc.)
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NOTATION GUIDE
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GLOSSARY OF TERMS

Scale. A particular set of notes beginning on one pitch, called the root, and continuing up to the octave of
that root note. A seven tone scale is called a diatonic scale, and a five tone scale is a pentatonic scale. Also,
relative scales are scales that share the same notes, but use different roots. Parallel scales share the same
root, but use different notes.

Mode. A type of scale created by displacing the root of another scale. Modes can be created from any scale.
Tone. Generally, tone refers to the “treblyness” or “bassyness™ of a sound. As used in this method, fone
refers to the numbered relationship of a pitch to the root note of the scale. For example 1, 2, b3, or root,
second and minor third are fones.

Note. A specific pitch, identified by a letter name. For example, A, C, F#.

Rhythm. Generally, the whole timing aspect and length of notes. Specifically, can also refer to a certain
sequence of timing values. For example, a riythm of eighth notes.

Beat. The underlying pulse in music, in relation to which, the length and timing of notes is measured.

Riff. A short, self-contained musical thought, or phrase which appears repeatedly and plays an important
role in a song. Common to rock and metal.

Lick. Refers to rock and metal lead guitar phrases that generally involve string bending or other guitar
techniques. A loosely defined term, licks are also sometimes called riffs.

Chord. More than one note sounding together at the same time.
Arpeggio. The notes of a chord played one after another, in sequence.

Harmony. Generally refers to a secondary melody which supports and strengthens the main melody. In its
widest sense, harmony is two or more notes sounding together.

Interval. The distance between two notes. The steps of the major scale are used to name intervals, as in a
major third or perfect fifth. Also, a whole step is an interval of two frets, a half step is an interval of one fret.

Chromatic. Using every half step, as opposed to diatonic, which would follow the steps of the major or
minor scale.

Form. Refers to the overall, or large scale structure of music. Letters, starting with A, B, C, etc. are used as
variables to denote different sections of music. For example, form AABA is the basic song form, with A
standing for a verse and chorus section and B standing for a bridge and/or solo section.
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