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The role of contemporary performers in the evolutionary
development of electric guitar techniques and playing methods

Abstract. This article explored some of the most modern performance techniques on the electric guitar and
examined their application by renowned musicians, including Tosin Abasi, Tim Henson, and Marcin Petrzatek.
Tosin Abasi was examined as an advocate of the eight-string guitar and the “selective picking” technique, while
Tim Henson was presented as a representative of the progressive metal genre. Meanwhile, Marcin Petrzatek, also
known by his stage name “Marcin”, was highlighted as a prominent figure in fingerstyle guitar, focusing on his
commitment to performance technique. The purpose of this article was a review of modern methods, approaches,
and techniques of sound production on the electric guitar, with an emphasis on their application in the works of
leading contemporary guitarists. Its significance and relevance lay in the clear systematisation and analysis of
modern guitar techniques, enhanced by vivid examples and performance interpretation. It should be noted that
this article addressed only the fundamental and popular methods of electric guitar performance, particularly in the
works of prominent contemporary musicians, who employ these techniques as integral elements of their style. The
article presented specific techniques, modern performance practices, and a concise analysis, alongside practical
recommendations aimed at advanced specialists. The practical value of this study is closely linked to the teaching
of modern electric guitar performance. The findings may be incorporated into educational courses on subjects
such as “Electric Guitar”, “History of Guitar Performance”, “Modern Acoustic Guitar”
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Introduction

The modern electric guitar, in the context of global musi-
cal art, has established its position not only in traditional
performance areas, such as rock, heavy metal, blues, and
jazz, but has also gradually penetrated pop music, the
works of contemporary academic composers, and var-
ious innovative performances with musical accompani-
ment. At the same time, structuring the latest techniques
and methods poses significant challenges for two main
reasons. The first is the sheer variety of techniques,
which can broadly be classified into structural groups.
The second, and primary, reason is the lack of an estab-
lished electric guitar school in Ukraine, and, consequent-
ly, the limited practice of musicians striving to consist-
ently develop, improve, and adopt foreign experience.
The modern exchange of ideas and practices facilitated

Suggest Citation:

the adaptation of contemporary performance tech-
niques, whether consciously or unconsciously developed
by contemporary musicians. While foreign studies on
electric guitar performance techniques are increasing,
there is a lack of research analysing the nature of perfor-
mance, specific methods, and individual techniques em-
ployed by 21%'-century performers. To address this gap,
this article integrated personal performance experience
with professional sources studying modern electric gui-
tar techniques. In particular, it is important to highlight a
comprehensive article by C. Griffiths (2023), which ex-
amined the specifics of modern performing techniques
through the work of Tim Henson, an avant-garde guitarist,
who successfully combined progressive metal with oth-
er rock genres as well as jazz influences. The researcher
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The role of contemporary performers...

highlighted the hybrid picking technique, noting that it
forms the foundation of Henson’s performance style.
Furthermore, Griffiths provided examples of Henson’s
work with the band “Polyphia”, though, this represented
only a small fraction of the diverse guitar artistry demon-
strated by this young and highly promising musician. In
2020, one of the leading music sources, Musicradar, pre-
sented a methodological and pedagogical model focusing
on the guitar techniques of Tosin Abasi (How to play gui-
tar like..., 2020). This publication focused exclusively on
the work of professional musicians, and its website con-
tained a wealth of useful information not only about in-
dividual artists, but also about all elements of the “guitar
performance” complex, including pedals, synthesisers,
instruments, and manuals. Specifically, a methodological
article on the work of Tosin Abasi was located in the sec-
tion featuring textbooks and manuals related to playing
the electric guitar. This demonstrated the scientific ap-
proach of the site’s contributors, although their names
were not provided by the editors. This source material
deserved special attention, as the information presented
in the article, when combined with practical experience,
enabled the drawing of important conclusions about the
musician’s performance. G. Turner (2015) examined the
identity and function of various playing techniques on
the electric guitar. It should be noted that the author
used the concept of “identity” deliberately, emphasising
facts related to the origins of specific techniques in gui-
tar performance practice or on other instruments. This
dissertation also discussed modern inventions used in
the design of the instrument or combination with it. The
researcher highlighted the significance of these inven-
tions and their connection to the development of new
performance techniques. Additionally, among the rele-
vant academic studies was the research of O. Lihdeoja et
al. (2010), in which the scientists positioned the electric
guitar as a central instrument in the context of the past
sixty years and the popularisation of popular and rock
music. The authors also noted that early integration of
the electric guitar into orchestras occurred within jazz
and rock styles.

J. Hardy (2024) referred to the period, during which
the electric guitar was created, specifically highlighting
the 1930s and mentioning the name of Adolf Ricken-
backer, who should be regarded as one of its originators.
The researcher noted that this was the era of big bands,
within the context of jazz stylistic development. It was
a period, when the lower tessitura of the instrument
gained greater prominence in the ensemble, particularly,
when compared to the sound of brass and drums.

Contemporary musicologist M. Brain (2024) also ex-
amined the history of the emergence and development of
the electric guitar, but structured his research primarily
around the instrument’s construction, the specifics of its
sound, and its explanation using physical terms, phenom-
ena, and concepts. The article “Modern electric guitar
techniques: What you need to know” (2021) presented

the fundamental performing techniques for the electric
guitar in an accessible and concise form. It focused on
adolescent learners, — as this stage provided student
with the opportunity to better master the instrument’s
intricate performance subtleties, given its complexity
in both acoustic and technical aspects. The significance
of this article lies in its concise exploration of the most
popular modern guitar techniques, including tremolo,
fingerstyle, tapping, sweeping, vibrato, and others. Sci-
entists T. Ciszak & S.F. Josel (2019) approached the issue
of multiphonics on an acoustic guitar in an innovative
manner, as they first analysed the performance of mul-
tiphonics on woodwind instruments and then on strings.

An important focus of this study was the spectral
content and morphology of multiphonic performance.
For the first time, the article also explored the perfor-
mance of multiphonics on each of the six strings of an
electric guitar. It should be noted that the chosen re-
search topic arose not only due to its limited prior explo-
ration, but also in the context of the significant interest
among musicians in the potential of modern techniques
and methods for playing the electric guitar.

Materials and Methods
Among the scientific research methods used in this ar-
ticle, the experimental (i.e. empirical) predominated,
which was formed from authors’ practical observations
of existing modern methods and techniques of playing
the electric guitar, as well as the method of generalisa-
tion, which allowed the entire auditory and visual prac-
tice of guitar playing to be transformed into a scientific
study, supported not only by practical facts, but also by
theoretical arguments. The method of abstraction was
employed to interpret the distinct performance practic-
es of guitar playing, which cannot be confined to strict
theoretical doctrines or adhere to specific techniques
and methods, considering the human element and the
creative factor. The methods of analysis applied in the
context of this study were as follows: historiographical —
in the study of performing techniques and methods on
the electric guitar in the context of their chronological
appearance and practice. In particular, the performing
practice and the applied methods of playing the elec-
tric guitar promoted in the work of Tosin Abasi should
be regarded as fundamental from the perspective of
performing chronology. In addition, Tim Henson, as the
youngest representative of the three musicians con-
sidered, combined the most modern methods and per-
formance techniques in his playing. Analytical — in the
context of performancetheoretical analysis of methods,
techniques, and techniques of sound production and
performance on the electric guitar. For example, if Tim
Henson was considered a proponent of the plectrum
technique, his contemporary, Marcin Petrzatek, was rec-
ognised for his use of fingerstyle. Comparative — in the
context of a comparative analysis of modern perform-
ing techniques, methods, and techniques on the electric
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guitar, namely: selective picking, fret-tapping, fin-
gerstyle, and the plectrum technique used in progressive
metal. Stylistic — in the consideration of the performance
style of each individual guitarist, whose work were ana-
lysed in this article. For example, Marcin Petrzatek fre-
quently incorporated well-known works of academic
music into his pieces, giving them a completely differ-
ent “role in his hands” before processing. At the same
time, Tim Henson promoted various types of rock, and
Tosin Abasi’s work appeared to be generally opposite in
style to that of the previous two musicians. This study
was constructed from the standpoint of subjective prac-
tice, with methods, techniques, and approaches selected
from the available performance experience, as well as in
support of and promotion of the outlined figures — mod-
ern representatives of guitar performance.

Results and Discussion

Tosin Abasi (born 1983) is among the modern progres-
sive musicians directly involved in the development of
electric guitar technology. This American virtuoso is
known, first and foremost, for his role as the founder of
the band “Animals as Leaders”, as well as for his progres-
sive performance methods and techniques in advancing
guitar playing, despite the lack of professional educa-
tion. It should be noted that the development of guitar
performance from the Renaissance to the emergence
of rock stylistics was considered in the book by T. Ev-
ans & M.A. Evans (1982), which also featured significant
guitarists, many of whom lacked formal professional
education. An advanced and creative musician emerged
in the 2020s as an innovator of the “selective picking”
technique. The musician identified as a supporter of the
eight-string guitar, and his performance was notable for
its rhythmic influences from musical compositions by
Meshuggah and King Crimson, as well as for a specific
approach to the harmonic foundations reminiscent of
Allan Holdsworth (1946-2017).

T. Abbasi’s electric guitar performance is highly ex-
pressive due to his remarkable and impressive playing
technique. It should be noted that the guitarist combined
both stable, traditional techniques and more intricate,
syncretic methods, where complex patterns emerge. Like
every practising musician, he has his distinctive hallmark,
by which he can be easily recognised. Speaking of “se-
lective picking”, this technique is not akin to traditional
academic playing. This technique can be conceptually
positioned between legato and alternative picking, as it
incorporated both notes played with a pinch and those
executed with a smoother, more consistent transition. In
the same context, the speed of the notes were divided
between the right and left hands. Thus, this differs from
strict alternation. A regular sequence of sixteenth-note
durations were divided between the picking hand and
the fretting hand, with two notes played by each hand.

Another example demonstrated the technique, in
which Tosin Abasi combined fret-tapping with another
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of his approaches, known as “tupping”, involving the
bassist Victor Wooten (born 1964). This technique in-
corporated double thumbing, which was performed by
percussively striking the string with the tip of the thumb
and then extending the thumb outward across the string
to produce the second note. The outlined riff was ac-
companied by a pinch with the first finger, resulting in
a total of three notes played by the plucking hand. It is
worth adding this technique to the first two strokes of
the hand, and as a result, a certain pattern of five notes
were formed.

The next typical example of the technique, which
was used quite often by Tosin Abasi, is one performed
primarily through fretting, with some selective hybrid
sound on the second string. The guitarist advocated for
“picking” this repeated note with the second finger. All
notes “gathered” and hand presses must be performed
with equal force. It should be noted that the outlined
complex technique, along with the method, where the
palm muffled the strings, together created the impres-
sion that continuous arpeggios were being played. This
technique involved the use of two fingers to create a sus-
tained chord in the background.

To practice performing the three main techniques
of Tosin Abasi, a general methodology should be ap-
plied: progress from simple to complex, and play each
sample of the technique slowly and carefully. Only,
when the guitarist felt the formation of muscle memory
and synchronisation of both hands should the tempo be
increased to match the original reproduction. It is worth
referring to the three main techniques of the guitarist
(Fig. 1). The sample of Tosin Abasi’s technique under
consideration can be conventionally called “selective
picking”. To execute this technique, the open second
string should be selected by moving it down and up,
followed by striking the fifth fret with the first finger,
and then the fourth fret. It is necessary to repeat the
movement as described, when lifting the fretboard over
the entire reduced scale (B-C-D-D#-F-F#-G#-A). An-
other example of “selective picking” was the following
technique (Fig. 2). This example involved the use of the
first and fourth fingers to achieve the desired result: the
first two notes were to be struck, while holding the 7™
fret. At the same time, the thumb strikes the fifth string
(#5) with both inward and outward movements. The
string should be plucked with the first finger to com-
plete the sequence of the first five notes. Accordingly,
it is necessary to maintain the rhythmic sequence of
five notes throughout the riff. This technique involved
using the first and fourth fingers to touch the first and
second notes, after which the seventh fret should be
held. In this context, it is necessary to strike the fifth
string with the thumb, utilising both inward and outward
movement. The strings must be pinched using the first
finger to ensure the sound of the first five notes. It is
important to note that the rhythmic sequence must be
sustained throughout the riff.
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Figure 1. Selective picking technique, option No. 1

Source: based on C. Griffiths (2024)
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Figure 2. Selective picking technique, option No. 2

Source: based on C. Griffiths (2024)

The next example of “selective picking” demonstrat-
ed another variant of the technique, in which the side of
the hand rests across the strings on the bridge to create
a slight muting effect with the palm. It is necessary to use
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the second finger of the fretting hand to pluck the second
string on each low fret. The fingers responsible for fretting
the notes work together to form a kind of arpeggio be-
tween them and create a smooth six-step rhythm (Fig. 3).
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Figure 3. Selective picking technique, option No. 3

Source: based on C. Griffiths (2024)

Tim Henson (born 1993) is recognised as another
modern guitarist, who has made significant contribu-
tions to the development of electric guitar performance
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techniques. It should be emphasised that this relatively
young musician has managed to combine complex guitar
riffs, intricate rhythms, and his own innovative approach
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to electronic music with a focus on sound embellish-
ment. Tim Henson consistently strove to demonstrate a
high-quality musical consistency, incorporating not only
progressive metal, but also trap, jazz, and even Korean
pop, resulting in a unique and cutting-edge sound. De-
spite his relatively young age, the musician has mastered
and elevated the practice of hybrid picking. The term can
be literally understood as “hybrid pick technique”, which
consisted of performing on an instrument using both a
plectrum and fingers simultaneously. Although the gui-
tarist did not invent this technique, he has significantly
influenced its refinement and evolution.

In general, Tim Henson’s performance style was
characterised by a combination of artistic imagination
and brilliant technique. In addition to virtuosity, the
sound of the electric guitar in Henson’s hands were
notably melodious. The guitarist has gained fame and
recognition for incorporating a wide range of guitar
techniques in his playing. He has adopted and reinter-
preted influences from other musicians, combining the
elements of their styles into his own originally and dis-
tinctively. Among such elements, it is worth mentioning
jazz chord progressions, a unique synthesised sound,
percussive tapping on the guitar body, hybrid technique,
and harmonics. These features collectively impress not
only with their emotional originality, but also with their
technical precision. In particular, all the mentioned tech-
niques and performance styles were vividly presented by
the musician and his band in their music albums, espe-
cially, in their most recent fourth album, titled “Polyphia”.

Poltoratskiy

Among the most typical techniques and methods
employed by the musician, key approaches include hy-
brid picking, sweep picking, natural harmonics and tap-
ping — all utilised in the creation of unique riffs. The ba-
sis of Tim Henson’s performance technique was hybrid
picking, where the musician plays the lower strings us-
ing a plectrum, while achieving the sound of the upper
strings with finger picks.

Each of the following examples incorporates ele-
ments of hybrid picking. To begin with, the first sample
exhibits a type of “technical exercise” designed to famil-
iarise performers with the technique itself. In the latest
album, “Polyphia”, the guitarist used fretted notes and
open strings to create large interval leaps that are grad-
ually enhanced by additional techniques. The second
example demonstrated a hybrid sweep picking sound
achieved by moving a finger down the strings, with the
highest note plucked using the second finger. This tech-
nique offered the performer an additional opportunity
to create tonal variety, with muted notes picked up by
the musician’s palm and followed by a louder, sharper
final note. The third example highlighted the natural har-
monics used to create sudden interval skips with octave
jumps. The key to achieving a clean harmonic was plac-
ing the guitarist’s finger directly over the string at the
corresponding fret. The fourth example focused on tap-
ping with the fingers of both hands. Instead of arpeggios,
Tim Henson utilised tapping techniques to cover one or
two notes, amplifying the sharpness and clarity of the
tapped note’s sound in a riff or lick (Fig. 4).

] Bdim E7B> Am7
=120 3 Play 4 times
s . = ) ) ~— 3
g - — i T ¥ g
L1 L e R o e S e e e
D o ~ be ==+ P Ty T g
Eay lelfig===~=sasssenansay
E = 0
2 = = 3 . 4 s . 3
[ 7 = o b 5 - = o
A 7
E 7 € 5 7
' M m m m : Mmac ™ [ B T T T
m
m

Figure 4. Hybrid picking

Source: based on C. Griffiths (2023)

Initially, it is worth learning the chords of the Minor
scale in the 2-5-1 sequence, performed using a plectrum
on the sixth string. Following this, three strings from the
top should be plucked using the second, third, and fourth

fingers. During the breaks between chord sequences, an
A Minor Pentatonic scale played with hybrid picking
should be practised, as indicated in the sheet music ex-
ample (Fig. 5).
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Figure 5. Sweep picking

Notes on Art Criticism, 2024, VVol. 24, No. 2

29



The role of contemporary performers...

It is necessary to form each chord using the hand
responsible for fretting with the application of the
palm muting technique, to ensure that the notes
were separated, when the plectrum sweeps across
the guitar strings. To play the first three chords, it is

recommended to sweep across the fifth, fourth, and
third strings. After that, the second string should
be plucked with the second finger. Interestingly,
the sixth string was added to the last chord “in the
sweep” (Fig. 6).
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Figure 6. Natural harmonics

Source: based on C. Griffiths (2023)

This performance should be based on clean natu-
ral harmonics. The fingers should be positioned slightly
above the fret, allowing neighbouring strings to resonate
in unison precisely at moments, when this is physically

possible. Bar No. 2 begins with hand tapping, followed
by a kind of pull-off, after which the performance de-
scends into a B Minor arpeggio with fretting-hand tap-

ping (Fig. 7).
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Figure 7. Tapping with two hands

Source: based on C. Griffiths (2023)

In this sample, a five-string arpeggio in the key
of A Minor is played. Next, the guitarist should im-
mediately tap the 17" and 19™ frets with the second
and third fingers. Following this, the same figure was
repeated in a slightly shortened version, followed
by a complex sequence consisting of beats, octave
patterns, and a continuous flow of notes (Fig. 8). In
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this sample (Fig. 8), there is a combination of tech-
niques, including sweep picking, alternate picking,
harmonics, open-string pull-offs, and tapping, all per-
formed with different timbres. Initially, each part of
the piece should be played at a slow tempo to ensure
precision, gradually increasing the pace and combining
all the elements into a cohesive performance.
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Figure 8. Mixing several techniques

Source: based on C. Griffiths (2023)

The famous Polish musician Marcin Petrzatek (born
2000) is one of the world leaders in modern guitar per-
formance. Despite his relatively young age, the per-
former is recognised not only as a guitarist, but also as
a producer and composer. Paradoxically, the musician
specialised in performing on an acoustic guitar, al-
though it quite often sounded like an electric guitar in his
compositions, albeit wireless. An interesting study can
be referenced — the comprehensive research of three
authors, C.T. Chao et al. (2013), concerning the design
and practice of a wireless electric guitar with a digitally
integrated effect. It is noteworthy that Marcin — name-
ly, such as his stage pseudonym — presented the guitar
as a percussion instrument and also developed the fin-
gerstyle technique. This technique primarily involved
the use of a finger method, where the musician’s fingers
were employed during the performance, both hands in-
cluded. The main difficulty of the technique lies in mas-
tering many complex methods. The technique involved
using fingers with nails, which was reminiscent of play-
ing a classical instrument. However, the musician quite
often wore special plectrums on the nails — known as fin-
gerpicks. Unlike the traditional plectrum, which was held
between two fingers, this model is worn on each finger
separately, providing independence and executive free-
dom. It is worth mentioning that the pick for the thumb
is called a thumbpick, and it has a slightly different shape
compared to the picks worn on fingers. Thanks to fin-
gerpicks, the possibility emerges for producing a much
louder sound, and these “tips” were quite often used to
perform fast passages.

The use of fingerstyle enables a comprehensive ex-
ploration of the acoustic guitar’s potential, as it allowed
the musician to simultaneously play both melody and
accompaniment. This technique involved a wide palette
of sound production, including tapping, slides, pizzica-
to, harmonics and rests. Guitarists, including Marcin,

produce a kind of “dead notes” by striking the gui-
tar strings or various parts of the instrument’s body.
It should be noted that each representative of guitar
fingerstyle quite often exhibited their own set of tech-
niques.

The Polish guitarist frequently utilised a capo — a
special clamp for strings, which was characteristic of his
favourite technique. In the 2020s, these devices existed
in two main versions: the first altered the tonality and,
accordingly, the sound of all strings, imitating the “barre”
technique. The second, more modern and adaptable
version — the “spider capo” — enabled the adjustment
of individual strings as required by the performer. Since
fingerstyle often employed atypical guitar tunings, the
“spider capo” allowed each string to be adjusted inde-
pendently by clamping it to a specific fret. In instanced,
where sudden modulation was required within a musical
piece, and where it became technically challenging at a
fast tempo, musicians — Marcin included — use a glider
capo, a specialised type of capo. Due to its roller system,
the guitarist can quickly shift the device to alter the tun-
ing without pausing the performance.

Another technique relevant to fingerstyle guitar is
“Travis picking”, which involved playing the bass part of
a piece with the thumb, while the other fingers of the
right hand perform melodies in a higher tessitura. It is
worth noting that, for all fingers except the thumb, var-
ious sound production methods were employed, such as
plucking and pinching. For improved bass resonance, the
technique often incorporated “muting”. This effect was
achieved by lightly resting the right hand on the bass
strings to dampen their vibrations. It should be noted
that these techniques, especially in Marcin’s work, do
not encompass all fingerstyle methods; however, they
form its fundamental basis.

“Percussion” or “percussion fingerstyle” should also
be included in the category of specific sound production
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techniques for the guitar. At the heart of the technique
is a percussive approach that imitated a drum kit on the
guitar. The basic elements of this technique include the
“hi-hat”, “kick®, and “snare”. The “hi-hat” consisted of
pressing the guitar strings against the neck with a short,
light clap. An analogy can be drawn with the techniques
used to produce sound on a drum kit, particularly with
the cymbals on a stand, which share the same name:
“hi-hat”. A small rhythmic pulsation was also formed on
the guitar to mimic this effect. The “kick” was performed
by striking the body of the guitar with the wrist, specif-
ically above the resonant hole. This action produced a
dull, low sound reminiscent of the large bass drum in a
drum kit, which was also referred to as the “kick”. Anoth-
er key element of this technique was the “snare”, which
was especially popular in the context of fingerstyle play-
ing. Sometimes referred to as “clicking”, this technique
was executed primarily with the thumb striking the bass
strings. The resulting sound was sharp and bright, sim-
ilar to that of a snare drum. In tablature, this technique
was commonly represented by an “X”.

The fingerstyle technique, which Marcin actively
promoted, also incorporated musical and expressive ele-
ments. Among the most important was dynamics, which
involved the precise placement of accents to draw the
listener’s attention. According to academic norms, these
include dynamic markings such as forte, piano, mezzo,
crescendo, and diminuendo, which give a piece of music
a sense of “living existence”. Articulation was also crucial
in fingerstyle, as nuances like staccato and legato con-
tribute to shaping the overall character of the composi-
tion. Among the more modern, non-traditional elements
of musical expression, it is worth noting the concept of
“groove”. In general, the groove cannot be taught or
strictly defined; instead, it was formed through a per-
former’s intuitive understanding of rhythm and feel.
The groove can be described as a blend of intonational,
rhythmic, and emotional fluctuations or mood swings,
which a guitarist developed only through experience.

As a result of this scientific research, the existence
of certain methods and techniques of modern perfor-
mance on the electric guitar can be identified. Some of
these techniques can also be freely adapted to perfor-
mance practice on the acoustic guitar and intertwine, in
their musical and physical nature, with academic perfor-
mance traditions.

The modern electric guitar did not arise in isolation;
it was preceded primarily by examples of the acoustic in-
strument, as evidenced by the studies of T. Hirst (2002).
This view has also been shared by other musicologists,
notably R. Smith (1987) and P. Trynka (1995), who
presented an illustrated historical study. More recent
and chronologically relevant studies include those by
N. Freeth & C. Alexabder (1999), which focused spe-
cifically on the electric guitar. The study by N. Freeth et
al. (2000) provided more detailed and updated infor-
mation, considering the rapid practical development of

electric guitar performance. A kind of research arc was
completed by the article of H.F. Woodworth (1995),
“Electric guitar mountable upon acoustic guitar”, where
the author argued for the electric guitar’s origins in the
acoustic instrument.

Important scholarly research have highlighted spe-
cific areas of electric guitar performance. For instance,
T. Profera (1987) and P. Gelling (2010) explored funk,
while Ukrainian artists Yu. Dmitriyevsky & V. Ma-
nilov (1986) examined blues and jazz-rock on the gui-
tar. The author V. Manilov (1988) investigated guitar
accompaniment, providing a significant impetus for the
growth and innovation of Ukrainian guitar musicology. A
practical generalisation of this can be observed in Carlos
Santana’s album, which featured compositions in rock,
salsa, jazz, and blues styles (Santana, 2017). Despite
the breadth and depth of these studies on acoustic and
electric guitars, they were somewhat outdated. Ukraini-
an artists and musicians lack a sufficient scientific foun-
dation to create more contemporary research that ad-
dresses the technique, style, manner, and performance
approaches associated with the electric guitar.

This scientific research resulted in conclusions re-
garding the existence of a wide range of performance
techniques on the electric guitar, with the main tech-
niques considered in the context of the performance cre-
ativity of Tosin Abasi, Tim Henson, and Marcin Petrzatek.
It is also important to note that some authors have at-
tempted to analyse guitar performance. For example, R.
Bonds (2001) focused primarily on the varieties of the
instrument rather than the techniques themselves, while
D. Brosnac (1975) emphasised the historical aspects and
structural features of the instrument. The specifics of vi-
bration on the bass electric guitar were explored in the
musical and physical work of H. Fleischer (2005). Through
boundary-condition experiments, the author obtained
previously contradictory results and investigated the po-
tential of a vibrating string to influence neck resonance.
A particularly interesting study in the field of electric gui-
tar performance styles was the research of P. Carr (2007
), which examined jazz guitarists-composers and their
interpretations of jazz aesthetics. E. Jane (2024) trav-
elled the world documenting legendary guitars that
were used to create some of the greatest music ever
made. In particular, the author explored Jimi Hendrix’s
Woodstock Stratocaster, the guitar on which Bob Dylan
“became an electrician”, and the Fender Mustang used
by Kurt Cobain in the video Smells Like Teen Spirit.

According to the studied literature and analysis per-
formed, it is evident that very few modern studies re-
veal contemporary playing techniques, methods, and
approaches. Most scientific study available comprises
articles written by musicians and musicologists on spe-
cialised music portals. Moreover, no comprehensive sci-
entific research currently demonstrated the fundamental
and prevailing performance techniques of any modern
electric guitar performer, examined the specifics of their
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playing, or provided an accurate interpretive analysis of
their techniques.

Conclusions
Individual musicians of the modern era, as well as the
electric guitar performers Tosin Abasi, Tim Henson, and
Marcin Petrzatek, have actively contributed to the devel-
opment of existing techniques and performance meth-
ods, while also creating new ones, sometimes based on
unusual elements that, at first glance, seemed technical-
ly impossible to implement physically. At the same time,
a detailed methodological and performance analysis,
combined with active practice, demonstrated that their
developments have become accessible in contemporary
popular guitar practice. This required extensive perfor-
mance practice, initially on the acoustic guitar, and later
on the electric guitar, using traditional, academic meth-

ods and techniques.
Furthermore, Tosin Abasi has emerged as a virtuoso
artist and a proponent of techniques such as “selective

S N1

picking”, “selectivegathering”,andfretting. TimHenson,in
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turn, promoted guitar riffs and hybrid picking techniques,
while Marcin Petrzatek, by revitalising well-known aca-
demic articles, achieved impressive results in fingerstyle.

Only after prolonged academic performance, involv-
ing the acquisition of not only technical skills, but also
stage endurance, versatility, and the ability to play a wide
range of music, did the musicians master modern guitar
techniques, which were, of course, honed through daily
practice. Thus, the study analysed performance tech-
niques in the context of the work of some of the most
renowned electric guitarists of the 21% century. This re-
search held potential for further expansion and more in-
depth study, particularly from the perspective of scaling
performance techniques, methods, and the inclusion of
other prominent performers.
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PoJsib cy4aCHUX BUKOHOBLLIB B €BOJIIOLIIHOMY PO3BUTKY
TEeXHIK NpPv Ta MeToaiB BUKOHOHHSA HO efneKTporiTapi

AHoTauiA. s crarts gocnifxkysana Aeski 3 HaiicyyacHIUIMX TEXHIK IpY Ha eJIeKTporiTapi Ta posrngnana ix
3aCTOCYBaHHsI BiloMMMHM My3uKaHTaMu, 30kpema Tocina Abaci, Tima l'ercona tTa Mapuiua [arpsanexa. Tocin Abaci
OyB pO3MISIHYTHI SIK MPUXWJIBHUK BOCBMHCTPYHHOI TiTapy Ta TEXHIKM «CeNeKTMBHOrO MiKipyBaHHs», Todi K Tim
eHcOH BHCTYNaB SIK NPeACTaBHUK kaHPy nmporpecuBHoro merany. Tum yacom, Mapuin [laTp3anek, Takox Bigomuit
niz cueHiyHnM iM’sim «Marcin», BUCBITIIEHMI SIK BUaTHA OCTATh y TexHili fingerstyle, 3 akuieHToM Ha fioro BinaaHicTb
BMKOHABCbKiil MaiicrepHocTi. MeToto L€l ctarTi OyB Or7Isig CyuacHUX METOZIB, MiAXOMIB Ta TEXHIK 3ByKOBUAOOYBaHHS
Ha eNeKTpOriTapi, 3 aKLEHTOM Ha iX BUKOPWMCTaHHS Y TBOPYOCTI MPOBIAHMX CyyacHMX ritapucris. [i 3HaueHHs Ta
aKTyaJsIbHICTb MOJIATANIM Y WiTKif CHCTeMaTH3alii Ta aHasisi CyyacHMX TiTapHMUX TEXHiK, MiAKPIMJIEHNX SCKPaBUMU
TNpUKIaZaMy Ta iHTeprpeTaLielo BUKOHaHHS. BapTo 3a3HaumTy, 110 CTATTS OXOIUIIOBAIA JIMLLIe OCHOBHI Ta MOMYJISIPHi
METOIM I'PY Ha eJIeKTPOoriTapi, 30KpeMa y TBOPUOCTi BULATHUX CYYaCHUX MY3UKAHTIB, SKi 3aCTOCOBYIOTb Li TEXHIKU
SIK HEBiZ'eMHY 4aCTMHY CBOTO CTWIIIO. Y CTATTi MPeACTaBIeHO KOHKPETHi TeXHIKY, CyuyacHi BUKOHABCbKi MPaKTUKU Ta
CTUCJIWIA aHaji3, a TaKOX MpaKTU4HI peKoMeH aLlii, OpieHTOBaHi Ha MiAroToBieHux cneuianicTiB. [IpakTyHa LiHHICTD
LIbOTO AOCTiIXKEHHS TICHO MOB’43aHa 3 BUKJIaJaHHSM Cy4aCHOrO BUKOHaHHS Ha enektporitapi. OTpumani pesynbTati
MOXyTb OyTH iHTErpOBaHi y HaBYaIbHi KYPCH 3 TAKKX TPeMeTIB, sk «EnekTporitapar, «IcTopis ritapHOro BUKOHaBCTBa»,
«Cy4vacHa aKkyCTHYHa rirapa»

KniouoBi crioBa: 6ity; TeniHr; TexHika ribpuaHoro nikipysauus; fingerstyle; slap
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