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Gear

Guitars

¢ Ken Lawrence Custom Explorer, Natural
e ESP Custom, Deer Skull
® ESP Custom, Black with Snake Inlay
e ESP Custom, Black with Black Diamond Plate
* ESP Custom, “Fuel,” Les Paul-Style with Pinstripes
* ESP Custom, Flying V with Green Flames

* National Resophonic Reso-Electric, Black

* National Resophonic Reso-FElectric, Tobacco
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Amp Rack

¢ Juice Goose Power Strip
e Sony WRR-840 Wireless System [x2]
¢ TC Electronics M2000 Effects Processor
e Mesa Boogie Tri-Axis (customized) [x4]
e Mesa Boogie Graphic EQ (custom) [x2]
e Mesa Boogie Amp Switcher
¢ Rocktron/Bradshaw Switcher RSB 12R with Remote Pedal
e Mesa Boogie Strategy 400 Power Amplifiers [x2]

Speaker Cabinets

e Mesa Boogie 4 x 12, with Vintage 30 Speakers
e Wizard 4 x 12, with 25-watt Greenbacks

Stomp Boxes

e MXR Phase 100
e Cry Baby Wah-Wah
¢ Digitech Whammy Pedal
e Brown Source Distortion

¢ ElectroHarmonix Bass Synthesizer

Strings and Picks

e Ernie Ball Regular Slinky (.010-.046)
¢ Dunlop Custom Nylon
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Picking Techniques

TS

If nothing else, the one thing you must have to play Metallica’s music is right-hand velocity. Tempos frequently
exceed 180 beats per minute (J=180), and many riffs are composed of difficult sixteenth-note figures. What follows

are a number of exercises that will bring you up to speed. Master these, and you will be prepared to handle almost
any Metallica riff that will come your way.

Don’t expect to be able to play at extreme tempos right away; that would be like a neophyte jogger trying to run a
marathon. Work diligently, every day, and increase your tempos gradually and comfortably. There are two basic
rules for achieving great speed with accuracy: use subtle and short movements of the pick, and keep your arm
relaxed and in a comfortable position. Any tension in your hand or arm will ultimately hold you back from playing

accurately at fast tempos. Remember that Hetfield uses downstrokes whenever possible; only at the fastest tempos
will he use alternate picking.

Play this simple quarter-note exercise with successive downstrokes. Start at a comfortable tempo, perhaps J=120,
and work up to J=208.
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This eighth-note exercise can be played with successive downstrokes at slow to moderately fast tempos, but will

require alternate picking once the tempo approaches the 200 mark. Start at J=80 and work up to J=208.
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There are three important sixteenth-note patterns you'll need to master: constant sixteenths, the gallop, and the
reverse gallop. Be sure to follow the notated pickings. (Downstrokes are shown as M, upstrokes as V.) Try these

figures on different strings and on various frets, with and without palm muting.

Constant Sixteenths
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NOTE: A metronome is a must-have for any musician. It will come in quite handy when practicing these exercises,
and for benchmarking your progress as you increase your speed. Accurate, electronic metronomes are available at

any music store and are about half the price of an average distortion pedal.

If you are currently without a metronome, you can use this sampling of Metallica songs and their opening tempos

as a guide:

To Live Is To Die  J=36 Hit The Lights J=144
The Unforgiven =69 * Ain’'t My Bitch J=168
Fight Fire With Fire J=82 Creeping Death J=184
One =108 Fuel 4=208

Enter Sandman =123 Master Of Puppets  J=220



Metallica Chord Chart

This chart illustrates all of the chord voicings found in every song Metallica has recorded. Of course, many of these
chords are used by everyone, but as a collective entity they shine light on Hetfield’s harmonic sensibilities. Learning
these voicings will help your playing in many ways: you'll be well prepared to tackle any Metallica riff that comes
your way, you'll gain a better understanding of Metallica’s harmonic vocabulary, and you'll have great-sounding

voicings that you can use in your own writing and playing.

(NOTE: Moveable chords are shown in only one position; e.g., if a E5 chord is shown at the 7th fret, don't expect

to find an F5 with the same fingering on the chart.)
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James Speaksl

Tell me about your early experiences with music. How did
you learn to play guitar?

I picked the damn thing up and looked at the finger positioning
on a Joe Perry poster. I tried that out, but it didn't sound very
good, so it could have been one of those poses—or else T was
doing it completely wrong. I got my ear for music early on; my
family had tons of instruments in the house, which was very
lucky. We had a piano. My two older half-brothers were in bands,
so there was always an acoustic around, a drum set. I would bang
on the piano. My mom thought T was destined to play piano, so
she enrolled me in piano lessons; T took those for three years
during elementary school. T completely hated it, but it developed
my ear for music. The guitar was more intriguing for me, because
it was more... rock—you could run around with it. I never took
lessons. Back in the days of turntables, I would put on a UFO
record, or whatever, and slow it down and learn the rhythms

or solos.

10

So you are truly self-taugbt.

Yeah. My ear was developed quite a bit from the piano playing,
so I knew what was in tune, what was not in tune, what sounded
right, and what didn’t. Maybe I learned a few chords from a book.
All my buddies from high school started to learn guitar at the same
time, so the competition from the three or four of us was
huge... “I want to learn maore than him,” or, “I want to be better

than him.” So competition spurred it on as well.

What guitar players and bands did you listen to, and bow
did they affect your style?

I was always into the big, fat riffs. The first record that I really fell
in love with, from my brother’s collection, was the first Black
Sabbath album. Not just because it was not allowed in the house,
because of the cover and content, but because of the huge riffs. I
was always drawn to that. I was drawn to the rhythm and
percussion bit, because I had messed around on drums as well.
The thythm style came from percussion as well, hitting the guitar,
as hard as you would a drum. Sometimes I will show Lars a drum

beat that I've come up with on the guitar.

Were playing guitar, writing, and singing always unified
Jor you?
Well, singing was always part of the piano lessons. During the

recitals in front of your parents, you always had to sing. It wasn't
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a question of whether you could sing or not, you were going to.
So I grew up singing, but in high school, guitar was the thing that
I wanted to do; I never really thought of being a singer. I recall
trying to write original songs when I was in high school with some
buddies, which eventually became the band Obsession. We were
doing all these cover songs—Thin Lizzy, Black Sabbath, all the
heavier stuff that we knew about—and I thought it was time to
write an original song. It was not great, but at least I was trying.
They didn’t dig it, so we never ended up playing it. That was
really the start of it all. I just recall sitting in my bedroom trying to
come up with some material. I knew I wanted to write my own

stuff from way back.

When you begin writing, does any single element come
first—lyric, title, riffs, or vocal melody?

All of the above, really. I recall with “Fight Fire With Fire,” I knew
that was not only going to be the chorus, but also the title of the
song, but the riff came after that. Other times I'll have a riff, and
lyrics will come later, like on “Enter Sandman.” It works either
way. Lately, it's bigger chunks of things—lyrics with guitar parts
that have kind of grown-up together. When I work on acoustic it
lends me to singing a little more, so I come up with vocal

melodies right away.

Do you write a lot on the acoustic?

I have been recently. If 'm doing this elaborate rifﬁng,‘ a lot of
times it’s good to just do the root chords, instead of all this fancy
picking. That makes it easier to come up with a vocal melody. I'll
simplify the riff to get the vocal together. That way there aren’t two
melodies battling each other right away.

So later on you work on the coordination of singing and
Dblaying an intricate riff at the same time.
Yeah, that’s right.

Do you bave time set aside for writing, or is writing done
only when inspiration bits?

It can happen anywhere, anytime really. Everyone says that, but
it's true. 'm lucky enough to have a separate area where I can just
close the door and dig deep into whatever, completely secluded
from the outside world. But sometimes you come up with shit
while you're in the middle of dinner at some restaurant; you can’t
really write a riff down, so I will call home and leave it on the
answering machine—at least tape it that way. When we’re on the
road we put ideas on tape and just leave them there. Trying to get
songs together on the road is impossible; there are so many other
things going on out here we need to concentrate on. You hope
when you get home and everyone starts jamming on it that it still
means the same thing. There are also times when, if I don’t jump

on it right then and start writing some lyrics, or at least get a

verse/chorus together, it will never turn into anything. Sometimes
things will have to be done on the spot.

Describe tbe typical co-writing session, if there is such
a thing.

I'm really good at coming up with melodies and parts, while Lars
is good at arranging them. We'll sit down with all the riff tapes and
pair up riffs, fit a beat around them, and just jam on them and see
what else comes out of it. Lars and I will come up with two songs
in one day, and other times it will take two weeks for one song.
Sometimes we feel like we're just about to scrap something, then
all of a sudden something will click and it will happen. “Low
Man’s Lyric” and “Where The Wild Things Are” were like that. We
were just ready to scrap them because they weren't working too
well. There’s quite a bit of persistence between the two of us.
We're really set on making something work, because we know

that initially we heard something good in it.

Do you ever swap riffs between songs in the early stages
of writing?

We'll do that sometimes. We categorize them: This would be a
great riff to sing over... Is it strong enough to be the chorus?... Is
it the verse or a B-part?... They're categorized into three or four
ways—middle eight bars, middle jam bit, or whatever. So when
we need a B-part, we go through the B-part riffs, and see if any
of those fit. If they aren’t in the right key, you can change it, or
sometimes you can't if you need certain open strings at some
point. Sometimes Lars and I will jam on a riff and see what else
comes out of that feel. We've been working like that, especially
recently, going with the feel of the riff and seeing what comes out
of it, instead of the cut-and-paste method.

It seems that Lars’ contributions are usually concerned
with the form or rbytbmic ideas, maybe lyrics . .. Or is be
belping craft melodies and bumming out riffs as well?

Sometimes he will hum riffs. When we listen to the riff tapes he'll
often say, “I really like the tail of this riff, but the beginning is not
good,” or, “We can hack this part.” Both of us have a pretty good
ear for editing riffs. Once we get the riff together, we’ll just jam on
it. He’s mainly good at, “I hear this song doing this. . . . we should
try this kind of arrangement with it.” 'm not good at the big
picture; I'm good with the technicalities of the riff and how

different melodies work with each other.

Does this carry over to writing with Kirk or Jason as well?
Basically, we just collect all the riff tapes from the tour or break,
and we all listen to them. We try to put the blinders on, and not
hear who is who. If there’s a good riff, then it belongs. Though it
is Lars and me in the dungeon putting the whole thing together.

As we get groups of songs together, five or ten songs, we'll bring

11



in Kirk and Jason and show them what we’re doing with which

songs and give them a group of songs to work on, and they take
home tapes. T throw a lead down, just so we know where the lead
is. I put the bass down as well, and do some rough vocals.
Sometimes I stress that something, like the intro bass line in “Devil
Dance,” must be that way. We let them play with the tapes and
see what they come up with. We seem to be a bit looser in that

aspect lately, which makes everyone a little bit happier.

The epic, multi-sectioned works on the early albums bave
given way to more compact works; i.e., songs that may bave
bad a dozen different sections now bave balf that. What are
the reasons for the changes?

Well, we finished the Justice album, which was the epitome of
showing off, T feel, and just jamming as many riffs into one song
as you can. Then we went on tour and tried to play those songs
live, and it just became a bore. It became an exercise in memory
and dexterity. We found ourselves studying the fingerboard the
whole time instead of soaking energy from the crowd and having
fun. We would seem to lose some of the audience in some of the
songs when it went off on some tangent. It didn’t capture the
audience or us. It didn't keep our attention, really. We wanted to

simplify, get a little more muscle into it.

It bas also been quite some time since you've recorded an
instrumental— any reason why?

There have been some pretty good lyrics coming out of me.
Most of those [instrumentals], when we wrote them, just felt like
instrumentals. If T put words over them, it just wouldn't be right.
We haven't really written anything lately that has felt that way.
It was a feel thing; it wasn't like, “We need an instrumental for

this album.”

12

What kinds of warm-up exercises do you do (vocal and
guitar) before a show?

None on guitar. When we’re on tour the chops are usually up.
Kirk definitely does, but I'm not out there wielding leads. Before
the tour T'll get my “Master Of Puppets” chops up—do a lot of
downpicking. T use a vocal warm-up tape before and after the

show to get stretched out.

Are you more likely to pick up a nylon-string or play
through a large rig at bome?
Pm fortunate enough to have both, but when I'm upstairs

watching the baby, there’s a Martin D-28.

Do you bring that guitar on bunting irips?
No, we scale down for that. 'm not really into making noise out
there... except for one big bang! Lyrics will come to mind, but

bringing a guitar out there just isn’t feasible.

What advice do you bave for aspiring songwriters
and guitarists?

Hmm, hmm, hmm, hmm, hmm. Soak up as many different kinds
of music as you can. But at the end of the day, you know what
you like best. I didn’t really practice all that much. I learned how
much I hated the word practice when I was in high school playing
football or at the piano teacher’s house. Make music your love
instead of your work. Have a guitar sitting around, and if you're
not doing anything, pick it up and fiddle around—that’s when a
lot of good ideas and riffs come about. You just pick it up
unsuspectingly and start playing something. Make up some

chords; you might come up with some fun stuff.
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THE SIGNATURE RIFFS

Hit The Lights

from Kill ’Em All

Words and Music by
James Hetfield and Lars Ulrich

Copyright © 1983 Creeping Death Music (ASCAP)
International Copyright Secured All Rights Reserved

INTRO RIFF

Hetfield had totally assimilated what Motorhead and other “New Wave Of British Heavy Metal” (NWOBHM) bands
had to offer, as demonstrated by this high-speed boogie riff, It is here that the first hints of thrash are heard. . . .
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VERSE RIFF

This is this first part of the accompaniment used for the verses (the second part is the same as the Intro Riff). Hetfield
avoids the tonic (A) here, focusing instead on the IV chord, D5.
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PRE-SOLO RIFF
Clearly based on the Intro Riff, with its low A pedal and C5 and D5 dyads, this riff uses an A blues scale (A C D Eb E F
G) figure to finish the riff, but this time in a & bar!
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from Kill 'Em All Words and Music by

James Hetfield, Lars Ulrich and Dave Mustaine

Copyright © 1983 Creeping Death Music (ASCAP)
International Copyright Secured All Rights Reserved

INTRO RIFF

Though the tempo of this riff (J=204) registers at the top end of the metronome, it’s not too difficult, as much of the
riff is comprised of an octave-based figure played in 5th position. The artificial harmonic that Hetficld plays in bar 5
is casily achieved by choking up on the pick and allowing the side of the thumb to graze the string. (This specific G&
harmonic will sound if you make contact the string about 3.5 inches from the bridge.)
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Thc Four Horsemen cont.

asymmetrical phrase length (2+2+2+1).

VERSE RIFF

The low-E triplets on beats 1 and 3 help emphasize the backbeat power chords.

The final bar of this riff creates an
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Now the triplets are moved to backbeats, which makes for a startling and unsettling sound. The bl chord (F in the
key of E), a Metallica trademark, is heard here for the first time.
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Moto rb rcath
from KZll "Em All

Words and Music by
James Hetfield

Copyright © 1983 Creeping Death Music (ASCAP)
International Copyright Secured All Rights Reserved

INTRO RIFF

Here is a Metallica-ized take on the NWOBHM gallop rhythm (JJ73 JT3). The overall effect, compounded by the
exclusive use of single-notes, foreshadows the famous ending riff from Slayer’s “Postmortem.”
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Motorb rcath Cont.

VERSE RIFF

The first bar of this riff is the thematic building block, or maotive, for the rest of the riff. Note the sequential treatment
this motive receives in the ensuing bars. (A sequence consists of a motive restated on higher or lower scale degrees.)
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PRE-SOLO RIFF

The irregular groupings encountered here are often described as a rotation figure (because the figure must be repeated
a4 number of times before it comes back to its starting point, on a downbeat). Sixteenth notes, usually grouped in four’s,
are grouped in three’s here. The rotation period for such a grouping is three beats—as evidenced by the reappearance
of the figure’s first note on the downbeat of beat 3 in this riff.
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Seek & Dcstroy

from Kill ’Em All Words and Music by
James Hetfield and Lars Ulrich

Copyright © 1983 Creeping Death Music (ASCAP)
International Copyright Secured All Rights Reserved

INTRO RIFF #i

Though this riff begins with demonic-sounding A Locrian (A Bb C D Eb F G) licks, the second bar ends with a bluesy
gesture from the A pentatonic minor scale (A C D E G).
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INTRO RIFF #2

Compare this riff to the Intro Riff from “Hit The Lights”; you’ll find that it is comprised of the same scale degrees,
albeit now in the key of E instead of A.
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The surprising thing about this riffis the sudden octave displacement in bar 3: we expect an E5 played at the 2nd fret,
but instead the line jumps down to a low-E pedal.
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Fight Fire With Fire

from Ride The Lightning Words and Music by
James Hetfield, Lars Ulrich and Cliff Burton

Copyright © 1984 Creeping Death Music (ASCAP)
International Copyright Secured All Rights Reserved

INTRO

This ironic introduction to “Fight Fire With Fire” is played by two acoustics with Cliff Burton’s bass doubling most
of the melody an octave lower. The notation here shows both guitars arranged for one.
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Fight Fire With Fire cont.

INTRO RIFF #1

Now this is thrash! To look at it, this riff doesn’t appear so syncopated, but to hear it—with such strong accents on
the “ands” of beats 2 and 4, compounded by Lars Ulrich’s snare hits on the upbeats—that’s another story.
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INTRO RIFF #2

The principal players (namely the low E and the F45 and G5 power chords) from Intro Riff #1 are back in this riff,
but have been shuffled and twisted around to create some fresh kindling for the fire.
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CHORUS RIFF

The quarter-note triplets in the first bar are balanced, or perhaps #nbalanced, by the machine gun-like sixteenth notes
in the second bar. The tritone relationship (E-Bb) heard here makes for a dramatic and unsettling chorus section.
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Ride The Lightning

s . . Words and Music by
from Ride The nghtnlng James Hetfield, Lars Ulrich, Cliff Burton and Dave Mustaine

Copyright © 1984 Creeping Death Music (ASCAP)
International Copyright Secured All Rights Reserved

INTRO/ENDING RIFF

This riff serves as a musical bookend, as it appears only at the beginning and end of the song. The two-part harmony
heard here consists of stark-sounding, perfect intervals—4ths, Sths, and octaves. (Perfect intervals lack the major or
minor quality of the 3rds and 6ths that are more commonly used in harmonized leads.)
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CHORUS RIFF

The lowest note of each of these chords doubles Hetfield’s vocal line, until the second bar, when Hetfield sings a C#
over the A5 chord.
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For Whom The Bell Tolls

from Ride The Lightning Words and Music by
James Hetfield, Lars Ulrich and Cliff Burton

Copyright © 1984 Creeping Death Music (ASCAP)
International Copyright Secured All Rights Reserved

INTRO RIFF

The guitar in this riff serves as accompaniment for Burton’s distorted and wah-soaked bass melody, arranged here for
guitar. The triplet rhythm in Hetfield’s part hints at the rhythms of succeeding riffs.
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*Bass (w/dist. & wah) arr. for gtr.

TRIPLET RIFF

What would heavy metal be without palm-muted, minor-scale riffs like this one? This figure is played as an ostinato
(persistently repeated) over an E5—-G5-E5-G5-C5-A5 progression.
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Fade To Black

from Ride The Lightning

INTRO RIFF

Play these eighth-note arpeggios as evenly as possible to ensure the same solemn and dark delivery that Hetfield

Words and Music by
James Hetfield, Lars Ulrich, Cliff Burton and Kirk Hammett

Copyright © 1984 Creeping Death Music (ASCAP)
International Copyright Secured All Rights Reserved

brings us.
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fingerstyle prowess.

INTRO/VERSE RIFF

This accompaniment figure is comprised of garden-variety voicings of Am, C, G, and Em—*“cowboy chords”; but
Hetfield, not one to take a simplistic approach, ornaments the basic fingerings with hammer-ons, slides, and his usual
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BRIDGE RIFF

Another great example of a riff that sets Metallica apart from the rest: tried-and-true power chords are used here with

forceful and invigorating rhythms, particularly the syncopated entrance of the D5 in bar 3. A single-note gallop figure
finishes off this classic riff.
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CrccPing Death

from Ride The Lightning

Words and Music by
James Hetfield, Lars Ulrich, Cliff Burton and Kirk Hammett

Copyright © 1984 Creeping Death Music (ASCAP)
International Copyright Secured All Rights Reserved

INTRO RIFF #1

This heavy-handed riff is played in rhythmic unison by the entire band for maximum effect. Consider playing this with
all downstrokes.
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INTRO RIFF #2

Rhythmically identical to, and superimposed upon, Intro Riff #1, this riff includes a two-guitar harmony in 3rds.
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Battcrg

from Master Of Puppets Words and Music by
James Hetfield and Lars Ulrich

Copyright © 1986 Creeping Death Music (ASCAP)
International Copyright Secured All Rights Reserved

INTRO RIFF

This is Hetfield’s gentle, classical-sounding introduction. Notice the chromatically climbing lower voice, used to build
tension, combined with the oblique motion of the highest voice, focused primarily on E.
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HARMONIZED RIFF

This two-guitar riff, layered on top of the Intro Riff, fills in the rhythmic gaps.
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YET ANOTHER GUITAR

On the repeat of the Harmonized Riff, this higher melody is added. The combined effect of the three harmony parts
amounts to alternating G and Am triads.
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ELECTRIC ENTRANCE

This rocked-out version of the Intro Riff is played under the three harmonized electrics.
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Batte ryY Cont.

FAST RIFF

“Battery” may have begun over a minute ago, but 1:06 is when the assaulz begins. Hetfield fills in all the gaps between
his power-chord figures with gallop rhythms on the low E, leaving no rhythmic rest for the wicked. The first half of
this riff is used as accompaniment for the verses.
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Master Of PuPPcts

from Master Of Puppets Words and Music by
James Hetfield, Lars Ulrich, Kirtk Hammett and Cliff Burton

Copyright © 1986 Creeping Death Music (ASCAP)
International Copyright Secured All Rights Reserved

INTRO RIFF

Brilliantly crafted, this riff contains a somewhat disguised, chromatically descending line that moves from E down to
F#. Notice how the melodic rhythm gains momentum in the final bar, increasing tension.
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To counter the descending gestures in the Intro Riff, this riff begins with a most effective ascending line.
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Master Of PuPPcts Cont.

CHORUS RIFF

This riff, centered in E, provides the most harmonically varied section of the song. The second bar is the most

challenging to play, as it uses mostly third and fourth fingers, so master it before learning the rest of the riff.
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Here is the clean-electric passage that opens the tranquil interlude section.
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INTERLUDE

This is the two-part harmony figure that is played over the Interlude Arpeggios. These lines are comprised almost
entirely of chord tones and upper extensions (such as 7ths) until the final bar, when scalar lines are used instead.
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The Thing That Should Not Be

from Master Of Puppets

INTRO RIFF #

Words and Music by

James Hetfield, Lars Ulrich and Kirk Hammett

Copyright © 1986 Creeping Death Music (ASCAP)

International Copyright Secured All Rights Reserved

Hetfield tunes down a whole step to play this song, so that even though this song “appears” to be in F#, it actually
sounds in E.
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*Tune down a whole step (D G CF A D).
Though closely related to Intro Riff #1, this riff is clearly made up of two chromatic lines: first, the quick, low,
ascending power-chords; second, the slower-moving, high, ascending power-chords.
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Though not exactly as light and airy as Debussy’s music, this tonally ambiguous riff—comprised of four different,
essentially unrelated, minor-7th chords—is reminiscent of the French composer’s coloristic harmonic style.
0:43
Bm?7 Gm?7 Gim7 Fm?
n_s n P~ | 1 —
i e T ! ’ Py I I 1 ¥ 1 I I ]
L1 I | 1 1 by | 1
| ] [ 1 ] |
1 I;;:I é .q‘ 1 - 1 + o 1l
b # EEEEEEE
13 PR 4 PM. PM.------ i PM. PM.------- i BEM PM. = -m oo omemeeea 1
———  S——— y —— ——
999 3 S 53 3 ¢ ¢ & I 893
7 T T T T 4 J EJ 4 e - &  J T T T L 1 1 1

32



Welcome Home (Sanitarium)

from Master Of Puppets Words and Music by
James Hetfield, Lars Ulrich and Kirk Hammett

Copyright © 1986 Creeping Death Music (ASCAP)
International Copyright Secured All Rights Reserved

INTRO

Ever since Yes’s “Roundabout,” no one can resist a good old, harmonic-laced intro. The second part of this intro
demonstrates some of the different E minor-type chords that can be achieved by moving a power-chord fingering up
the neck, while sounding the open E and G strings.
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Welcome Home (Sanitarium) cont.

CHORUS RIFF

Here, a sliding power-chord idea (in bars 1 and 3) alternates with two different single-note figures (in bars 2 and 4).

A question-and-answer effect results from each two-bar phrase ending differently.
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BRIDGE RIFF

Hetfield takes a minimal amount of material here and milks it for all its worth: a simple rhythm (JJ3 J.) and a three-chord

motive that always begins the same way (D5-E5-X5).
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Blackened

from ...And Justice For All Words and Music by
James Hetfield, Lars Ulrich and Jason Newsted

Copyright © 1988 Creeping Death Music (ASCAP)
International Copyright Secured All Rights Reserved

INTRO RIFF

Just after the backward, harmony guitars leave the mix, this frenzied, single-note riff erupts. The time changes present
here won’t cause much difficulty because of the nearly constant rhythmic activity. The seven-beat phrase length com-
bined with the offbeat accents creates a sense of urgency.
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This riff includes a good example of a circle-of-5ths/4ths—based idea here, the A5-D5-G5-C5 progression. Because
the roots of this progression ascend in 4ths, a strong forward motion is exhibited.
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... And Justice For All

from ...And Justice For All

INTRO RIFF

The scalar bass line and the somewhat sequential melody contribute to the classical sound of this riff, but the Bb5 (bV
in E) in the final bar gives the riff an undeniable Metallica stamp.
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Words and Music by
James Hetfield, Lars Ulrich and Kirk Hammett

Copyright © 1988 Creeping Death Music (ASCAP)
International Copyright Secured All Rights Reserved
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INTRO RIFF

The most striking feature of this volatile riff is the asymmetry created by the truncation of the power-chord figure when

it returns in bar 3.

#2
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One

from ...And Justice For All

INTRO RIFF

Hettield easily could have played chord forms that would allow each note to ring together in this somber intro, but

Words and Music by

James Hetfield and Lars Ulrich

Copyright © 1988 Creeping Death Music (ASCAP)
International Copyright Secured All Rights Reserved

instead he elects to take a leaner approach, never letting the D’s and F#’s sound concurrently.
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This riff matches Hetfield’s vocal line, “Hold my breath as I wish,” but then it splits to follow its own direction. Notice
the sequential treatment in bar 2, where the first five chords from bar 1 are played a step higher.
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TRIPLET RIFF

Much too fast to play with successive downstrokes, try alternate picking the triplet figures in this brutal riff. All of the

accented dyads should be played with downstrokes.
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Harvester Of Sorrow

from . ..And Justice For All Words and Music by
James Hetfield and Lars Ulrich

Copyright © 1988 Creeping Death Music (ASCAP)
International Copyright Secured All Rights Reserved

INTRO RIFF #l

This clean electric part is played over a long, sustained E5 chord. Hetfield’s note choices are centered around an open
Em chord, but make frequent use of notes from the Spanish-sounding E Phrygian mode (E F GA B C D).

ES
. " |
1] T i - ] t 1 = E—_-‘ 1 H
ANV 1] Jlf & v f & 1 ni T 1 J n |
1 T v & ] T r 4 ]
- @ S—’ > - ¥ s
L » h‘
a
€
a N a o a 8 a a
) &= ) 4 ) v A*J A*J
5 o 5 a
r4 - 3 A*J
a a a 4
A\°J A" J T

INTRO RIFF #2

The gallop rhythm, a sixteenth-note rotation figure in three’s (see p.18), and bll and bV chords combine to make a
quintessential slow, metal groove. Play this riff with downstrokes exclusively.
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VERSE RIFF

Much like in the previous riff, Hetfield plays all of the chords here with downstrokes to achieve maximum heaviness.
To play each chord for the proper duration, you’ll need to use right-hand mutes.
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Enter Sandman

from Metallica Words and Music by
James Hetfield, Lars Ulrich and Kirk Hammett

Copyright © 1991 Creeping Death Music (ASCAP)
International Copyright Secured All Rights Reserved

INTRO RIFF #1

This germinal riff, played on acoustic guitar, is the basis for several other riffs that occur later on.
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INTRO RIFF #2

Here is the first variation on Intro Riff #1. Notice the thickening of the texture by using E5 chords (instead of just an
open E), the vibratoed A, and the power-chord turnaround in bar 4.
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CHORUS RIFF

Hetfield take the Intro Riff #1 even farther afield here: He has transposed it up a whole step, to F#, as well as made
substantial changes to the rhythmic and melodic contour.
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The Un{:orgivcn

from Metallica Words and Music by
James Hetfield, Lars Ulrich and Kirk Hammett

Copyright © 1991 Creeping Death Music (ASCAP)
International Copyright Secured All Rights Reserved

INTRO RIFF

This delicate chordal arpeggiation must be played fingerstyle (Hetfield plays it with his thumb and first two fingers,
using his thumb for the open A as well as the 2nd-fret E). Notice the syncopated feel generated from the sixteenth-

note rotation figure in three’s.
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VERSE RIFF

This riff is comprised of a pedal played on open strings and a melodic line played on an adjacent string. Note the inten-
sity generated by playing the melody up high on lower strings, rather than playing it in a low position on higher strings.
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Here is an E Phrygian (E F G A B C D) riff in the vein of the “Harvester Of Sorrow” Intro Riff. This rift contains
many position changes, though they are fairly straightforward—just let your first finger lead the way! (Each position
change begins with a note played by the first finger.)
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Nothing Else Matters

from Metallica

INTRO RIFF

Words and Music by
James Hetfield and Lars Ulrich

Copyright © 1991 Creeping Death Music (ASCAP)
International Copyright Secured All Rights Reserved

This fingerstyle intro is one of Hetfield’s most challenging classical-esque passages. Position changes abound, so
left-hand fingerings are shown below the tab staff at crucial points.
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Nothing Else Matters cont.

VERSE RIFF

Not reliant on left-hand slurs and slides, like the Intro Riff, this accompaniment focuses on right-hand flair and a
more active chord progression. Hetfield places the greatest rhythmic activity at the end of each bar, generating a
strong, forward motion.
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Ain’t Mg Bitch

from Load Words and Music by

James Hetfield and Lars Ulrich

Copyright © 1996 Creeping Death Music (ASCAP)
International Copyright Secured All Rights Reserved

INTRO/VERSE RIFF

Though feel is always crucial in music, it takes center stage here, as this riff consists almost entirely of octave E’s. Listen
carefully to the recording, and follow along with the notation to match Hetfield’s nuances.
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CHORUS RIFF

This asymmetrical and bipolar riff outlines a descent through the E pentatonic minor scale (B-A-G-E). The percus-
sive, x’ed notes are played by resting the left-hand fingers on the strings, thus eliminating any pitched sounds.
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2ZX4

from Load Words and Music by

James Hetfield, Lars Ulrich and Kirk Hammett

Copyright © 1996 Creeping Death Music (ASCAP)
International Copyright Secured Al Rights Reserved

INTRO RIFF

—3-
This E blues scale-based riff is played with a triplet feel, so the eighth-note figures (JJ) are actually played as J J. The
heavy emphasis of the b5 gives this riff its sinister sound.

0:04
—~3—
Triplet feel (Jd=4 )
N.C.
H ¢ 3 3 P 3 3
) 4 = — = ] - i
s P r— ! I I 1
S R EL S LY e =
= ¥ @ 4 3 3 4 4 J 3 F_
¥+ ¢ — f - ~ 3 7 dF I ;\_/ v 7 9 =
sl. sl. H ~ H ~ sl.
—6—3<5—F6 ——9—<5—=6 —3—5—=0 —39—5—8 —3—~5—6
N’ N’ e’ | N’
sl. sl. H H sl.
Even though you don’t see any Bb’s in this riff, they’re here: the A’s are bent up a half step to Bb’s. So, we have the
exact same pitches found in the Intro Riff (E G A and Bb), given new purpose by Hetfield’s rhythmic ingenuity and
phrasing finesse.
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Until 1t Slccps

from Load

CHORUS RIFF

Based on the tried-and-true Am—G-F chord progression, this riff still carries it share of Metallica-isms, such as the
palm-muted pedal (here, an A) and the b2 (Bb), which is played in bars 2 and 4.

Words and Music by
James Hetfield and Lars Ulrich

Copyright © 1996 Creeping Death Music (ASCAP)
International Copyright Secured All Rights Reserved
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VERSE RIFF

Though most of this riff is played as single notes, the chord forms are held as long as possible, creating a lush, sustained

sound. Notice the syncopated sound generated from the many notes that are played on the off-beats.
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BRIDGE RIFF

The pedal/moving-dyad idea from the Chorus Riff returns in this section. Tension is heightened here because the
pedal is on the 5th scale degree, the dominant. The D-D# approach to the E power chord adds strength to the
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King Nothing

from Load Words and Music by
James Hetfield, Lars Ulrich and Kirk Hammett

Copyright © 1996 Creeping Death Music (ASCAP)
International Copyright Secured All Rights Reserved

INTRO RIFF

This riff demonstrates the unique touch of Metallica through the use of the b7-47-1 figure in bar 1, and the octaves
in the final bar. The octaves secem to come from nowhere, but serve as an effective turnaround gesture.
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This riff is closely related to the second bar of the Intro Riff, but here the open E is replaced with a percussive stroke
on the lower strings, and the E-G-E figure is dropped down an octave and played as a series of power chords. The
octaves have been replaced with power chords as well.
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The hair may be short, the tempos may be slower, but we can still count on Metallica for super-heavy tritone-laden
riffs like this one. Notice that the Eb5 chord contains one note (Eb) a tritone away from A, the previous chord, and
one note (Bb) a tritone away from E, the key of the song.
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Hero Of The Day

from Load Words and Music by
James Hetfield, Lars Ulrich and Kirk Hammett

Copyright © 1996 Creeping Death Music (ASCAP)
International Copyright Secured All Rights Reserved

INTRO RIFF

Clean arpeggios in A major? What next!? This classic rock-sounding intro begins with a dual, upper pedal (E and A)
and an ascending scalar line on the bottom. The final two bars show Hetfield reveling in the smooth sounds of an

arppegiated E chord.
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VERSE RIFF

This is simply a more rockin’ version of the Intro Riff. Hetfield takes a bare-bones approach in the first two bars
(the eighth-note arpeggios from the Intro Riff give way to quarter-note figures here), but in the final bars the
arpeggiated E chord is replaced by a Hendrixian octave figure.
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CHORUS RIFF

A change to the relative minor marks this section. This highly syncopated riff is pounded out by the guitars over
Newsted’s steady sixteenth-note bass line. Ulrich thickens the texture by letting loose some of the fiercest double-bass

drumming this side of 1990.
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Fuel

from Reload Words and Music by
James Hetfield, Lars Ulrich and Kirk Hammett

Copyright © 1997 Creeping Death Music (ASCAP)
International Copyright Secured All Rights Reserved

INTRO RIFF #i

If you look closely at this riff you’ll notice that the notes are grouped in a 3+3+2 pattern. This is simply a filling in of
the first bar of the c/ave pattern (J.  D_J J ) found in Latin music, or what rockers call the “Bo Diddley beat.”
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This single-note riff hints at the rhythmic elements that were found in Intro Riff #1. As with all 1st-finger bends on
the lower strings, the quarter-step bend is bent in a downward direction (toward the floor).
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The Mcmory Remains

from Reload Words and Music by
James Hetfield and Lars Ulrich

Copyright © 1997 Creeping Death Music (ASCAP)
International Copyright Secured All Rights Reserved

INTRO RIFF

This riff matches Hetfield’s vocal at the outset, but departs shortly, often exhibiting contrary motion to the melody

line.
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INTRO/VERSE RIFF

Apart from the last two bars, this riff serves as the accompaniment for much of the verse as well. Like in the “Fuel”
Intro Riff #2, there is a D-string bend here, but this time it is executed with the 3rd finger, so bend it upward in the
normal manner.
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The Unforgivcn i

L R

from Reload

Words and Music by
James Hetfield, Lars Ulrich and Kirk Hammett

Copyright © 1997 Creeping Death Music (ASCAP)
International Copyright Secured All Rights Reserved

INTRO RIFF

If you aren’t lucky enough to have a B-bender on your guitar, youw’ll need to bend the strings the old fashioned way—
with your fingers—to emulate the B-bender’s pedal-steel effect. Bend the 3rd-fret D with your 3rd finger; the 1st and
2nd fingers should be used as support.
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CHORUS RIFF

This is Hetfield’s accompaniment to the chorus. Notice his placement of the palm-muted bass notes on the oftf-beats,
which fills in the tango-like rhythm of the chordal part (JJ3 JJ).
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CHORUS RIFF

Words and Music by

James Hetfield and Lars Ulrich

Copyright © 1997 Creeping Death Music (ASCAP)
International Copyright Secured All Rights Reserved

This bare-bones riff in E is a perfect example of Metallica’s “simpler and stronger” aesthetic in the late 1990s.

Play 4 times
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THE SIGNATURE SOLOS

Master Of PuPPcts

from Master Of Puppets Words and Music by

James Hetfield, Lars Ulrich, Kirk Hammett and CLff Burton

Copyright © 1986 Creeping Death Music (ASCAP)
Internationat Copyright Secured All Rights Reserved

SOLO

This expressive little gem of a solo can’t help but conjure up images of Alvin Lee’s playing with Ten Years After—just
listen to the chord progression, key, guitar tone, licks, etc.—all hark back to the hit “I"d Love To Change The World.”
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To Live Is To Die

from ...And Justice For All Words and Music by

James Hetfield, Lars Ulrich and Cliff Burton

Copyright © 1988 Creeping Death Music (ASCATP)
International Copyright Secured All Rights Reserved

SOLO

Hetfield’s restrained and emotive solo contrasts nicely with Hammett’s gymnastic solo heard earlier (at 3:15). Hetfield

plays most of this solo on the G string and traverses positions with slides. Vibrato is applied to all longer notes, but

bends are limited to the bars 11-12 and 16-17. Also note the importance and unifying function of the J. J rhythm
oBrd  (and its variant, J. J3J).
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Nothing Else Matters

from Metallica Words and Music by
James Hetfield and Lars Ulrich

Copyright © 1991 Creeping Death Music (ASCAP)
International Copyright Secured All Rights Reserved

SOLO

Though Hetfield opens this solo with a four-bar phrase, his second phrase (bars 5-7) is only three bars long, creating
a good example of asymmetry, and avoiding the possibly stiff and square sound of frequent four-bar phrases. The most
fascinating aspect of this solo is the way he dovetails it with the 7th verse. Also note that he quenches the fire by the
time he reaches bar 8, allowing the music some time to breathe before the vocal entrance over the remaining smooth,
liquid lines.

4:55
ES D5 cs ES
Full - - - - ; Full Full P
. / . nr } e )/ £ % e ke
4 > e o o S o > £ £ oo e be o
— i W
[ @] I
Wz (o] 1 — 1
)
Full <o m - - - ; Full Full
/\ ~avrrnnn H P haaead 4 n n ’P\
15—/ —y = te———— 12— 45 4o 12
™ Lin d T& ™F T&L LILJ T& LALS ‘I." LIL 12 1." T Lind T& ™ ™ L4 wr ™
D5 cs ES . D5 cs
Full s Mif H_P sl
s, EELLE petry
- —— sl . i E E = E
T A N —— £ . £ £ e r e
= I 'I | 1 4 = ¢ {
—3 5
H P g
l aa aa .n L d Lie ] <n LE* ] Lia 4‘57“[' LEd Lin JER K NN b 20 I < T Liad an
P A b - PP PP 12 t2 12 1o 1415
T& <A L ™ LI LI AL 74 LS ™
G5 BS Full E5S Fun
Ful_ o TN el
Full ‘\P
7£ P AN A ‘P\ ~_~ —
o o~ X o
oy 8782 £ e £ e ey 2 N-ah -
s = = ——aa = : —
| | —
L_.3__J
-3
Full Full Full __ Full
u ull  RTTTTNG L e e e
T p . 3 pa 2
e / Py [ g '€ P “4eV40 | 45 (45
-;:"J (1:") 12 12 14 T L5 ™ T Te Lk AN E*)
H p sl sl . Em D Dsus4 Cadd2 N.C. Em
A/’_N
y BT e e
f f 5 1 - — — —]
G — — = == = S =
0]
H sl. sl. H
p \P
t2—15—12 12 7 5—7—5 7 8 5

54



D Cadd2 N.C. Em D Dsus4 Cadd2 G5 B7sus4 Em
sl.

/\ — A
_ - e . . .
et z e = = =t !
1 __i:_.l 1 T 1 Aig_d | 1 I 1
1 ! 1 i I 1 1
steady gliss.
sl.

b

4D
TE

~

from Load

*Let ring till end.

The House Jack Built

Words and Music by

James Hetfield, Lars Ulrich and Kirk Hammett

Copyright © 1996 Creeping Death Music (ASCAP)
International Copyright Secured All Rights Reserved

Hetfield uses a talk box effect to achieve the expressive vocal sounds on this E blues scale-based solo. The talk box is
one of the few effects that requires real participation on the player’s behalf (the others include the wah and volume
pedals). The way it works is simple: The guitar signal is sent to the talk box, which contains a small speaker. A plastic
tube runs from the talk box itself (on the floor) up a mike-stand, and is placed adjacent to the microphone. The gui-
tar sound actually travels through the tubing. The plastic tube is placed in the player’s mouth, which, when opened
and closed, actually serves as a “speaker cabinet.” The vocally manipulated sound is then picked up by the microphone
and sent to a PA or recording console. The talk box works best with a guitar signal that is rich with overtones, so for
best results when trying this yourself, place a distortion pedal between the guitar and the talk box.
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Thorn Within

from Load Words and Music by
James Hetfield, Lars Ulrich and Kirk Hammett

Copyright © 1996 Creeping Death Music (ASCAP)
International Copyright Secured All Rights Reserved

Hetfield executes this soulful solo using the neck pickup on a Strat. Notice that his note and scale choices are directly
related to each of the chords in the progression—particularly in his use of the A pentatonic minor (A C D E G) over the
A5 chords (in bars 1 and 2), and B harmonic minor (B C# D E F# G A#) over the F45 and B5 chords (in bars 6 and 7).
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CarPc Diem Babg

from Reload Words and Music by
James Hetfield, Lars Ulrich and Kirk Hammett

Copyright © 1997 Creeping Death Music (ASCAP)
International Copyright Secured All Rights Reserved

SOLO

This is one of Hetfield’s craftier solos, similar to some of the interludes on Metallica’s early albums. He begins with
straight-ahead E pentatonic minor (E G A B D) licks in 12th position, but then wanders down low for some deep
bends on the D-string. Beginning in bar 9, when the tonal center shifts to B, Hetfield plays an ascending melody on
the G string with the open B-string acting as a pedal. In bar 13 he starts wailing with Tony lommi-style unison bends.
The final bars come complete with overdubbed harmony guitars.
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SAD BuTt TRUE

from Metallica Words and Music by
James Hetfield and Lars Ulrich

Copyright © 1991 Creeping Death Music (ASCAP)
International Copyright Secured All Rights Reserved

“Sad But True” is one of the heaviest tunes on Metallica. In the lyrics, Hetfield acts as a vehicle for the outside forces
that can have such a strong influence or control on our dreams, desires, and lives in general. Hetfield eventually serves
up a twist in the final line by stating that “I’'m you”——causing us to realize that the “outside forces” aren’t external

at all; they are inside us all along.

Here are some imPortant musical concerns:

* To reinforce the depth of the lyrical message, the band tunes down a whole step, as they did previously on “The
Thing That Should Not Be.”

* The opening riff is based on an A tonal area (IV of E), which foreshadows the key area of the interlude (2:48). The
F5 is a pivot chord, a chord common to both keys—in A, it is the bVI; in E, it is the bII.

* The main rift (which enters at 0:22) leans heavily on beats 1 and 3, though Ulrich lays down the obligatory rock
backbeat, with snare hits on 2 and 4.

* The main riff contains a melodic motive, D-A-Bb~A, that Hetfield later transposes up a 5th (A-E-F4-E) and sings
with the words, “Sad but true” (at 1:25).

* The single note D (b7, in E) figures prominently in the intro and later in the vocal line.

* Tension is created in the verse by using D5 (bVII) and Bb5 (bII) chords above the E pedal.

¢ The harmony gets even further afield in the chorus, when Hetfield treats us to a total of seven different power chords
within the span of four bars.

* The interlude (2:48) is the centerpiece of “Sad But True,” entering seconds after the midpoint (2:40) of the song.

* Hetfield crafts the interlude from a chromatic motive (A-Ab-G) first heard in the intro (bar 3), which is logical, as
the interlude serves as an introduction to the guitar solo.

® Guitar solos I and II are separated by a variant of the chorus.

* At 5:02, after the final verse, Hetfield brings back the main riff for one last hurrah, yet with an even more dramatic,

long-held D—complete with vibrato and feedback.
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Sad But True cont.
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Photo by Daniy Clinch

It’s (almost) unbelievable that f*lxing around on a guitar can turn into a career. Just add some yellin’ in key and
you've got some therapy too.

There are many professional and armchair analysts who feel it necessary to dissect and formulate the hows and whys
of Metallica. But tell me, does it really matter? Would you rather worry yourself how an effect in a movie was done
(and proceed to explain it in the movie theater), or instead sit back and get taken in by them. Enjoy the trip. I do.

But for us it’s always been about the music. Do they realize that without the music the rest doesn’t work? Music. It’s
simply an action of feel. It has moved me ever since 1 can remember. 1 didn’t ask why.

So now The Art of James Hetfield. Wow. Am 1 an artist (pronounced ‘arteeest’)? Is what I do an art? Reacting to thought
with guitar and voice? Not to me. Just something I do, and have to do to feel right.

Really this book focuses on what the guitar has done to me, and what I've done to it.

The geetar has been around a long time and will be long after you and 1 are gone. I'm just glad I picked one up
instead of that accordion.

Diggeth,

XA ) =
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Notation Legend «

TABLATURE: A six-line staff that graphically represents the guitar fingerboard. By placing a
number on the appropriate line, the string and the fret of any nete can be indicated. For example:

1st string - High E

2nd string - B 10

3rd string - G 9

4th string - D

5th string - A 3

6th string - Low E

5th string, 3rd fret 2nd string, 10th fret an open E chord

and 3rd string, Sth fret
played together

BEND: Strike the note and bend
up a half step (one fret).

BEND: Strike the note and bend
up a whole step (two frets).

Full
a )
" — T
y o— 2|
{oy— 1
P 1
o
Full

BEND AND RELEASE: Strike the
note and bend up a half (or whole)
step, then release the bend back
to the original note. All three notes
are tied; only the first note is
struck.

172 (or Full)

SV — I T 1

172 (or Full)

PRE-BEND: Bend the note up a
haf (or whole) step, then strike it.

12 (or Full)

1/2 {or Full)

PRE-BEND AND RELEASE: Bend
the note up a half (or whole) step,
strike it and release the bend back
1o the original note.

112 (or Full)

e

172 (or Futt)

ot

@

UNISON BEND: Strike the
two notes simultaneously
and bend the lower note to
the pitch of the higher.

Fuil

P4

BN

Full

eh

Definitions for SPecial Guitar Notation

VIBRATO: Vibrate the note by
rapidly bending and releasing the
string with a left-hand finger.

N>

@

WIDE OR EXAGGERATED
VIBRATO: Vibrate the pitch to a
greater degree with a left-hand
finger or the tremolo bar.

AAMAAMAAMAAMAMAMAMAANAA

Vol

i ¥ |
y 4 i
&y |
i ’

AMMAMAAAMAAMAMAMAMAAMA

5 .
5

SLIDE: Strike the first note and
then with the same left-hand fin-
ger move up the string to the sec-
ond note. The second note is not
struck.

o
@

SLIDE: Same as above, except the
second note is struck.

sl

&
®

SLIDE: Slide up to the note indi-
cated from a few frets below.

A sl
i

HAMMER-ON: Strike the first
(lower) note, then sound the
higher note with another finger
by fretting it without picking.

H
Fad
P
[ {anY T T 1
ALV T T |
.j T
H

PULL-OFF: Place both fingers
on the notes to be sounded.
Strike the first (higher) note,
then sound the lower note by
pulling the finger off the higher
note while keeping the lower
note frened.P

TRILL: Very rapidly alternate
between the note indicated and the
small note shown in parentheses
by hammering on and pulling off.

)
|
1
1l

&E;Nz>

|
T
T
122

TAPPING: Hammer (“tap”) the fret
indicated with the right-hand index
or middle finger and pull off to the
note fretted by the left hand.

NATURAL HARMONIC: With a
left-hand finger, lightly touch the
string over the fret indicated,
then strike it. A chime-like sound
is produced.

ARTIFICIAL HARMONIC: Fret the
note normally and sound the
harmonic by adding the right-
hand thumb edge or index finger
tip to the normal pick attack.

AH.
(8 a)
*
n =
4 1]
e
A\SY A i)
D)
AH
2
A.H. pitch: E

TREMOLO BAR: Drop the note by
the number of steps indicated,
then return to original pitch.

W

D]

trem. bar
1z

PALM MUTE: With the right
hand, partially mute the note
by lightly touching the string
just before the bridge.

9 S . = iy

s 1

A\Y Y8 T T T T i}
¢ 3 I I 3
PM.- == === 4

MUFFLED STRINGS: Lay the left
hand across the strings without
depressing them to the fretboard;
strike the strings with the right
hand, producing a percussive

Xpd 1|

PICK SLIDE: Rub the pick edge
down the length of the string to
produce a scratchy sound.

pick slide

TREMOLO PICKING: Pick the
note as rapidly and continuous-
ly as possible.

RHYTHM  SLASHES: Strum
chords in rhythm indicated. Use
chord voicings found in the fin-
gering diagrams at the top of the
tirst page of the transcription.

SINGLE-NOTE RHYTHM SLASH-
ES: The circled number above the
note name indicates which string
to play. When successive notes
are played on the same string,
only the fret numbers are given.

@ 3. 2f. open @ 3.
C B A G
) ) ~J 2 .
o
A" 2 |
.4 i)
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