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FOREWORD

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

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

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

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

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

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

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

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

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

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

HOW TO READ TABLATURE

Muxie in thix book Iy written mostly in tablature (TAB), which is a system of notating [inger posnipns by
giving a fret number on a line of the tab, Eaeh line on the tah represents a string on the guitar, with the
lowest line corresponding to the lowest sounding string,

e lat==atring - 44
:\élnur"nq-w-—, =
— : :El Lil: ] a-
B S A A LR bl |
"EPS h“fif ng~- 2
YTy ‘Tu
open 2nd fret 12th fret
Jrd string 5th string Ist string

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

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

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

The fingers of the left hand are numbered as follows: index finger —1

middle finger —2 P §

ring finger 3 4‘0‘9)

little finger —4 290
AAIIYVIS

Exercise a, b, and ¢ show a hammer-on, pull-off, and a slide respectively. For the hammer-
cond note is sounded by hammering down your third finger. The pull-off is the opposite of
on. For this, both first and third fingers should be on their respective frets. Pick the first
your third finger off and down to sound the second note. For the slide, your fin
note stays down while the left hand shifts up or down a designated number of fret
touch the fretboard.

on, the se.
the hammer-
note, then pull
ger that is fretting the
s. Only one finger will

hammer-on: pull-off: slide:
H p
s 0 — I
= —
b ¢
fingering: 1 3 K| 1




RHYTHM NOTATION

Rhythm notation svinbols are shown on the musical staff and below them. the thythm notation svmbaols
are apphied directly to tablature,

Whole notes and rests: Half notes and rests:
(four beats each) (two beats each)
I g P — [= G{ p aL
0y, O
= — :
; =Y - i . ) O
- =) a ALY \ -—
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Quarter notes and rests: N Eighth notes and rests:
(one beat each) )90 (one-half beat each)
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Sixteenth notes and rests:
(one-fourth beat each)
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In most cases in this book, the staff is omitted and the thythm figures are applied directly to the t
below. Play the following review exercises. The count is written below each tab. If you
reading basic timing notations, refer to Heavy Mctal Rhythm Guitar, Volume 1, for more p

ab as

have any trouble
ractice.
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The following exercises use both the staff and tab lines. Here, the rhythm notation is in the staff only.
The smaller numbers under the staff are for the left hand fingering.

A : e - -
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MECHANICAL ABILITY

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

In the section “The Basic Motions,” the foundation for this format is lald, Left hand exercises ¢:ﬁtul3|lb‘h
control, accuracy, and finger independence, Then, cross-string alternating picking is focused on. Each
motion is isolated, analyzed, practiced separately, and then used in the context of runs and licks.

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

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

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

THE MECHANICS OF PRACTICING EXERCISES

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

e Slow Down.

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

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

* Avoid mental blocks.

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

Oe,T
)90

. AANVIS
¢ Concentrate on the purpose of the exercise.

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

¢ Don't spend too long on one exercise.

When a person begins weightlifting, the initial efforts are very tiring. By resting, then working out, the
resting again, over and over, the person gets stronger. [t's the same with plaving guitar, If \'m; l.:_
something over and over for too long, you will reach a point where you actually begin to get worse l')l‘i e
best thing to do is rest the particular muscles that vou have been working. Play something tiil;ft;m 1;-
then come back to it later, und you'll be surprised how much easier it becomes! i a

Caution: [f something becomes painful to do. don’t push it — stopl You can damage vour muscles and
tendons which can take a long time to heal, Like an athlete, always make sure that vou are Wﬂrm;‘d
well hefore attempting any exercises that require a lot of strength or stretching, up



Thumb Position

Finger Position

Finger Movement

Left Hand Fluency

Finger Accuracy

The Basic Motions

THE LEFT HAND

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

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

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

Position 1I Position III

o7
)90
AANYIS

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

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

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

Make it a habit to have each finger land right
behind its corresponding metal fret bar, not just

anvwhere within the fret space. This gives your [
left hand more certainty and exactness. L
W

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




Exercises for
Finger Independence

The degree to which each of your left hand fingers can make a moxeme_"':
without affecting the other fingers is called “finger independence.” Wit
better finger independence, your left hand will stay more relaxed ar}d new
note patterns will come “under your fingers" more quickly and with less
practice,

Set your amp for a clean, undistorted sound so that you can really hear what
your fingers are doing, and use the “back of the neck” position for your
thumb. As with all exercises, practice slowly enough to play perfectly, ang!
feel a steady rhythm without hesitating between or rushing notes. The ke[{ is
accuracy and control, not speed! :

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

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

1 I =
Bl n M M M al M M M M M M
H HH PPP
W H H H :-\ﬂr-.qt—; 1__’2‘_’3__‘4 5-:‘!“3“2 E—-‘Ag‘-.a i
P H HH ‘—'\nﬂaﬁ‘ T & I Civea o uwuse-—-‘-:;\q P PP
/1 HHH T I i i P P P
i " " a
T & oF = S_H—z—
fingering: 1 2 3 4 ~ - - - - 4321, - - - -
repeat
(repeat) o,
)90
AAYIF
v
M M M m ™ |
e S - - | pPP
T e P PP
I R el W o P T
e ey PP P
Lo e e B 72 PP P
o 4———
7654

Continue through

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

Use the same sequence of positions for the following exercises:

nooon
J 2 124 421
H H P P
M
J3 & 34 431
HH PP
gt = (i
/4 o 1324 4231
H H PP
M M
5 B=] 1432 4123
HPP PHH
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Trill Exercises A trill is two notes played in rapid alternation. Keep +our finger that's play-
ing the lower note anchored down on the fret. To eliminate unwanted sring
noise, touch lightly and mute the adjacent strings with vour first finger (see
photo). A slash (») means to repeat the preceding group of notes. Exercise &
uses a minor pentatonic scale pattern which is shown below

A minor pentatonic

- @
. TS ]
@ 5 . .
L = |
o o ° | 1
2 » ! |
3 5 7 9
I"li ()
M - - - -
b HP H (| M M i
§—5-9-5 . P H PH
A4 ] l ge g PH P H ;
6 R e B e T . EErt—|
- - = . { | | i | « 1
¥ - T S B X : i ) r | 1 i \ | ]
= ; F 5 F 55 F5F
M S e P W I £ 3+ o ol
! PHPH PHPH P B S
e P HPH
gering 3131~ 3131~ 3131~ 3131~ 3131~-3131~ 3131~ 3
Raise the pattern up one position and repeat.
Continue up the neck to reach the A position one octave higher (XVII).
The next exercise uses a variation on the trill. The first finger remains an-
g
chored throughout each group of notes (there are, however, more than two
notes in the sequence). Experiment with different trill patterns and different
scales.
- 2] =
=) 5 + S
H P HP HP HZP H P H P H P H P
P————— = =~ — — o~~~ —_— o~
— 857 51—
T
fingering: 41 21 » » » 4131 » -~ ~ 4 12 1 » » »~ 4 1. 3 1 » » »
) — =
|o B 7 >
H P HP H P HP H P H P H P H P
— = - — e, e~ N . T — N N s TN
o S . S S S S G B
[
: 1
4 1 3 1 » -~ 4 1.3 1 » » 4 1 21 72 7 - 4 1 3 1\ » »~» -
R bt e Iy . N
Exercise 8 is a killer! This is particularly good for developing finger in-
V9o dependence between your 2nd. 3rd, and 4th fingers. Concentrate on keeping
AAUYI# all of the notes even. Practice slowly and remember, if it becomes painful.
stop!
3 H PHP HPHP HPHP HPHP HPHP HPHP HP HP H PHP
=3 STy ﬁ';—‘ Aq‘-‘ F‘-Adﬁjﬂl 4‘—.'1’\1’.\&“1 e ‘\ﬂ‘_\r\ﬁnﬁn ‘A‘ﬁﬁﬂlﬁ‘i Y —--;-‘\"-‘-:‘ :‘A—ﬂ-““ﬂ .
2‘[2‘[7‘.; - ) > T T T » I & J & » U“"’T“'"“."‘.“;"T‘w‘rl
Sy LR iﬁ | | | l | l 1
s em—— j : =
r 1
ﬁl‘lgcring: 21217 3131~ 41 4 1 - i1 31 1232, 42 42r-” 4343~ 42427-

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

1



Hammering-on to
a New String

Hammer-ons can also be played on a string without having played a
previous note on it, Notice how smooth It sounds, Keop vour fingers down as

shown, Use your st finger to mute adjacent steings where necessary.

e M
E. 00 S SR RS Moy, S o e
e e S " A — i L s . TR W2
9 : :
)
e o N 3
J J
fingering: 13 4 3 a 4 1 a 4
!
AV
B nwe e s p = N, 1
=y 4 7 b e A} e — T
g‘ I = T 9 §—0—8 5—6—8—]
11 : : 12 —-‘I | T
R 1 e o =
J
fingering: 13 4 3 1 3 1 4 1 4 2 1 3.1 274
Here are eight patterns in the A minor scale; improvise in these positions.
Fingerings and detailed explanation is given on the cassette.
(=]
S B 10— > &—— * * ® ® Gl
B - —i-e . -—l— 4 » *~—i— —= -0
13 . e L S
5 7 7 9 9 12 12
- - e - - - i TETeTYTeT
% < s - = - =
12 15 15 17 o)l 15 7 19 17 19
X dge
AANYIF
Exercise 14 incorporates open strings. You shouldn't pick a single note.
(Notice that the first note is hammered, not picked.)
Cm G7 Cm G
4 H H P P H H P o H_H P P A
— — — d—'\n o "‘\_'d_-\‘nf‘-\-’—-\n b —\F—-\n"-\”-—-‘n e — — —_—
14 = 5 L 7 o— 1 > g oo % > o = ! o _—
13 ]
L M T
H H_ P P H_ H__P__P H_H_P P T e e
R e ST
ST O I - 14 10 - (NS VS - 3




Sequence Exercises

A “sequence” s a series of melodic Ideas that repeats identically, except that

it may begin at lower or higher pitches. Seales sequenced in groups of three

(triplets) make particularly good left hand exercises.

Em
" m a
b — S —— H H P .
16 14 313 44 19 L1 P H P P H 4 -
A+ + 45+ 3533 5”34 4 13 g FR A=
7 Na— 14 M2 5
15 yi | e 1
=9 J = |
J
3 3 3 3
fingering: 4 3 1 3 1 & 1 4 2 4 2 1 2z '3 1 3 1 3 73 1+ 2 1 1%
[ ez M
H- 3 ?
H P H- P o
T aa” Ta - o, S -
L ~ Bl - T <
an 10 0 an O e ] el "l 7
i et ™ e P ™ St ¥ adlersalit G, [ ¥, S . | )
H P _H F_ P - i — ==
= P P
J J E:
3 1 3 1 4 1 4 3 4 3 1 3 4 & 1 4 -3 1
o7
L )ge
AAYIF
Notice the sequences used in the licks below. These licks, combining the
Dorian mode with the “blues” scale, are typical of the “West Coast” style of
lead playing (i.e. George Lynch, Warren Di Martini.) The “blues” scale is a
minor pentatonic scale with the addition of the b 5th tone. (See Heavy Metal
Lead Guitar Volume 1, Parts III, IV) The Dorian mode is like the minor
scale except that the 6th tone is raised one fret. (See Heavy Metal Lead
Guitar Volume 2, Part VII for an explanation of modes.)
Em (dorian)
-
" e P i A i
La ) L e S N AR 4
T ™ T T — —— —_— —
—A— ¢ 15 1—H— 15—t —12 —4—15—44—qp=l T P
16 | [ T e S i t 15—t4 12
— 5
e o 2 i ) ’ |
=4 J J 3 3
fingering: 2 - 73 2 1 3 I T < B 2 3 2 13 2 1
—-— 1
= 20 n T e /
- A i AAAAAAAL ‘In-':l. P PY RS T iy ¥ M T Vot P 1:'2"‘4 I P P
Py PP - T LI Tz T 1z A CE
17 q 15 LT 17 17 1? ed i 15 1:‘: T : ?5‘—\’-4‘—"'2 H 1
| ] | I ] 4 15
o - ?—— [— i)
3 2
3 ) F —
fingering: 3 (21 fi." 3 1 3 1 2 1 « B | a3 3 2 1 3
™~ - —
12-—-':' -B_‘ H P H A
15— 12— =t A ___F
4 t e e e 12 H= 13
> g =V i
1 ! ) ]
ﬁ— b= T I
J i ]
1 3 1 3 1 3 1 3 1 3 1 3 1 1

13
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