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BUKOHABCTBO HA IEPKYCIMHUX IHCTPYMEHTAX
Y CTUJIBOBUX HAITPAAMKAX JIATUH-/T’KA3Y

Cmammsi npucesiuena po32nsioy meopyocmi GUKOHABYIE HA NEPKYCIHUX
[HCMPYMEHmax y Cmulb08UX HANPIMKAX JAMUH-0%ca3y ma iX enauey Ha
BUHUKHEHHsI CMUJ@ KVOON, COH20, canbcd. AHANIZYIOMbCs MeXHIKO-6UKOHAG-
CbKi ma memOpo80-KOIOPUCIMUYHI HOBAYIT KYOUHCbKO20 NEPKYCUCMA-KOH2EUPO
Tama I'yineca.

Knrouosi cnosa: namun-0dxicas, Konea, mimoanec, RaLoeupa, COHe0, Cabed.

Po3BuTOK BUKOHABCTBA HA MEPKYCii, 110 MpHIagae Ha moyatok 1940-x
POKIB, TiCHO IOB’S3aHUI 13 3apOPKEHHSM CTUIIIO «JIATHH-IDKA3» Ta JBOX
HOro OCHOBHHMX HAaNpsAMKIB — appo-KyOMHCHKOTO Ta JaTHHOAMEPHKAH-
cpkoro. Ili HanpsIMKY MOE€THAIA PUTMHU 1 MOTHBH JIaTHHCBKOT AMepukn
ta kpain KapuOcpkoro GaceiiHy i3 mxa3oBuMH CcTHISMH CIIOITydeHHX
[raTiB.

VY purmiuHOMy BifgHomeHHi JlatTmHcbka Amepuka y XX CTOMITTI
MOMITHO BIUTMHYJIA Ha JDKA30BY 1 BCIO TOMYISPHY CBITOBY MY3HKY i
Oarato 1if nama y ceHci puTMikd. [IpoTAroM CTONITTS YTBOPHIIUCH Pi3HO-
MaHITHI CTWJII JIATHH-JXKa3y, & KpiM TOTO — Ha €CTPaJHUX MalgaHIrKax
CBITY 3’SBWJIACS BEJMKa KIUIBKICTh JIATHHOAMEPUKAHCHKHUX YIAPHHUX
IHCTpYMEHTIB — HepKycii, [0 OTpUMana MOTYXHill PO3BUTOK Yy Pi3HUX
CTHJISIX Ta HANpsIMKaX JaTHH-IPKa3y. 3a3HAYMMO, IO BHKOHABCTBO HA
yIapHii YCTaHOBIII Ta MEPKYCIHHUX IHCTPYMEHTaX CTAaHOBIATH JBi JOKO-
piHHO BiIMIiHHI TeXHIKM BHIOOYBaHHs 3BYKy. Ha ymapHiii ycraHOBII
TpaloTh BHKIIOYHO MaJIMYKaMU, a Ha MepKycii (3a BUKIIOUEHHSIM TiMOa-
Jiec) — JAOJNIOHSMH Ta ManblgMU. BHacmigok 1ux ocobmuBocTeil BUa00Y-
BaHHsI 3BYKY IEPIIUX BU3HAYAIOTh aHTIIIACEKUM TepMiHOM drums, a npy-
rux — percussion. IloegHanHs y I1Xka30BUX OpkecTpax — Oir-0exHaax apy-
roi ToJoBHHM XX CT. BUKOHABCTBA HAa YAApHIA YCTaHOBI Ta TEPKY-
CIfHAX IHCTPYMEHTaxX CHpPHSUIO 3HAYHOMY PpO3MIUPEHHIO PHUTM-TPYIIH,
OHOBJICHHIO Ta 30araueHHIO PUTMIYHOI OCHOBH /PKA30BOi MY3HKH.

IIponiec moeaHaHHA y JIKa3l JATUHCHKUX Ta a)pUKAHCHKUX PUTMIY-
HUX JIEMEHTIB CIIOCTepiraBcs BXKe BiJl caMOro MovyarKy 3MillyBaHHS Pi3-
HUX KYJBTYD, sKe BinoyBasock B HoBomy Opieani Ha pybeski XIX—XX cT.
Bxe y 1920-x pokax BiloMHH JKa30BHH BHKOHaBellb Jlkemni Poin



MopTOoH BKa3yBaB Ha MPHUCYTHICTh «iCIIAHCHKOTO BIATIHKY» Y 3aIucax
CBOTX KOMIIO3HIIIH 1hOTO TIepiony [2, c. 26].

VY npyriit onmouni 1940-x pp., B mepion po3kBiTy Oibony, adppo-
KyOWHCBKHI JpKa3 OTPUMYE TOTYXKHIiH pO3BHTOK. PO3MOBCIOMKEHHS
LBOr0 CTUIIIO 0OYMOBJIEHE HE CTUIBKU XYAOXKHIMH MOTpedaMu 1Ka30BOi
MY3HMKH, CKUIBKH COILIaJbHO-ICTOPUYHUMHM YMOBAaMH, SIKi YTBOPWINCH
onpa3y micns 3akiHueHHs Jlpyroi cBiToBoi BiliHW. Y Iiei mepion 10
Cronryuenux llltaTie mpuOyBae BelMKa KUTbKICTh KYOMHCBKHX MY3H-
KaHTIB, cepe]l IKUX 0YyJI0 YMMaio BUKOHABIIIB Ha YAapHUX iHCTPYMEHTAX.
Han3BuyaiiHO BENMKHI BIUIMB HAa PO3BUTOK JATHH-IKA3y Mald BHKO-
HaBLl Ha MepKycii, sKkuX me Ha noyarky 1940-x pp. croemiagbHO
3ampomyBanu 3 Ky6u ta Ilyepro-Piko. Cepen Hux — Kanaino, Mauiro,
Yamno IToso, «ITorato» Bannec Ta in.

Crin 3a3HaYMTH, MO MEPKYCHCTH y >KOXHOMY pasi HE CTaHOBWIIA
KOHKYPEHIIIT TpaJHuIiiHUM JKa30BHM OapaOaHITUKaM — BUKOHABISIM Ha
yIapHiil yCTaHOBII, 1[0 HA TOM Yac BXKE MaJjla YCTATCHUM «KJIACHYHHID)
KOMIUIEKT IHCTPYMEHTIB — BEJIMKUI Ta Manuil 6apabaHu, ajabT, 0ac-TOMH,
BEJIMKA Tapijika Ta Xai-xeT. JIJaTHHOAMEepPHKaHChKI MEPKYCUCTH BUKOPHC-
TOBYBaJIM HAPOJHI MEMOpaHHI Ta IIYMOB1 IHCTPYMEHTH — KOHTH, OOHTH,
TiMbaJtec, Oara, KOBOEJIH, MapakacH, TTaHJICHPOo, peko-peKko Ta iH. B mpy-
ril momoBuHi XX CT. y mKa3zoBoMy Oir-0eHai BimOynocs 00’e€qHaHHS
«drums» Ta «percussion», sKe TPU3BENIO J0 CYTTEBOTO PO3IIMPEHHS
IpyNHU yIOapHUX IHCTPYMEHTIB i B CBOIO uUepry OHOBMJIO Ta 30araTuiio
PUTMIYHY OCHOBY [)Ka30BOi MY3HUKH.

3aCHOBHUKOM CTHIIIO JIATHHOAMEPHKAHCBKOTO [DKa3y YBaKa€ThCS
KyOMHCHKHI TpyOad Ta apamxyBajdbHHK Mapio bo3za. ¥ 1930-x pp.,
npaifroroun B opkectpi Uika Ye00a, BiH BIieplie oyaB BUKOPUCTOBYBATH
y CBOIX KOMIIO3UIIISIX €IEMEHTH KyOMHCBKOI HapoaHoi My3uku [11, c. 23].
VY nopanemomy 1940-x pp. BiH po3BHBaB Iiel HAlpSMOK IPAIIOIOYM B
opkectpax [lona Penmana, ['neruepa I'ennepcona ta Keba Kemnoyes [4,
c. 183]. IlizHimre mo «KyOWHCHKY OPIEHTAIII0» CIPUHHSIIN 1HIII JKa30Bi
BHKOHABIII 1[0 TPAIIOBAIHA y CTWIAX ceike Ta 6ibon. TenpeHuii agppo-
KyOWHCBKOTO JKa3y HaWOIBII SCKPaBO BTUIMIIMCH B KOMITO3MIIISIX
«Cubana Be», «Cubana Bop» ta «Mantecay, 3anucanux 0ir-0eHaoM i
kepiBaunTBoM Jli331 [inecri y 1947 p.

OpHa 3 KIIOYOBUX POJICH y CTAHOBIICHHI JIATHH-IKA3y HAJIEKHUThH
KyOMHCHKOMY TIepKycHCTy Ta kommo3utopy JlyciaHo Ilo3o Tonzanecy
(1915-1948). 3 tioro iM’sM TOB’SI3yIOTh IMOYATOK MPOHHKHEHHs adpo-
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KyOMHCBKHUX PUTMIB Yy MiBHIYHO-aMEPUKAHChKY MY3W4YHY KyabTypy [11,
c. 80]. Bin HapoauBcsi B OJHOMY 3 HaiOigHIMUX paioHiB [aBaHw.
3 IUTUHCTBA MTOYaB T'PaTH Ha KOHTaX, TOYHIIIE HA OJTHIN KOHTa, OCKUTbKH
32 HAPOIHOKI TPAIMIIEID BUKOPUCTOBYBABCS JIMIIEC OJWH IHCTPYMEHT.
Jlume 3rogom, y mkasi, MOYHYTh BUKOPUCTOBYBATH JIBi Ta TPU KOHTH.
CBOI0 MaiCTEepHICTh BiH YJIOCKOHAIIOBAaB NPHUHAMAIOYM y4acTb y Lepe-
MOHISIX TAEMHMX PENIridiHUX opraHi3alliii abakya Ta caHTepis, a TAaKOXK Y
CKJIaJli HEBEIMYKKUX BYJIMYHHMX aHCAMOIIB, IO HA3WBAIUCh Komnaca [3,
c. 87]. 3 HAMU BiH BHCTYIIaB Ha KapHaBajiaX Ta 3 HaroJu pPi3HOMaHITHUX
cBaT. Hampukinmi 1930-x pp. HMEepKyCHUCT MOYMHAE CTBOPIOBATU BJIACHI
kommnosunii. ¥ 1946 p. [i33i 'inecni, sikuif nposiBIsIB aKTUBHUI 1HTEpec
10 appo-KyOMHCBHKOT MY3HMKH, 3 METOI0 HaJIlaHHS BUKOHYBaHUM TBOpaM
HeoOximHoro komopury, 3amporrye JI. [Tozo mo cBoro mxa3oBoro opke-
ctpy. Y BepecHi 1947 p. BinOyscs Buctynm B Kapnueri Xoiti, ne Oymu
BHKOHaHi kommo3uilii ['imecni «Cubana Be» Ta «Cubana Bopy, mo o3Ha-
MEHYBaJIl HapOJKEHHS HOBOTO CTUIIIO — KyoOon (cubop), IO MO€EIHAB Y
co0i KyOMHCBHKY HapoJHY MY3UKY Ta JDKa30BUH cTuib 6ibon. llicnsa
BUCTYIIy OpKECTpYy JUKa30BHH CBIT OXONMWJIAa CIIPAaBXKHS JIMXOMaHKa Ha
a(po-KyOMHCHKI pUTMH.

Jlerenna kybuHcwrkoi mepkycii Kapmoc «Ilatato» Bambmec (1926—
2007) — € omHUM i3 BHJATHUX HOBATOpiB BUKOHABCTBA HAa KOH2AX Ta
yIOCKOHAJICHHS IHCTpyMeHTa. BiH meprimm 3amo4yatkyBaB Ipy oApasy Ha
TPbOX KOHIA, 3aMiCTh TpaguLiiHOI ofHiel. Y cepemuHi 1950-x pokis
Banbzaec pazom 3 MaptiHom KoeHoM — MaliOyTHIM 3aCHOBHHUKOM BiJOMO1
(dipmu «Latin Percussion» po3modaiy eKCIIEpUMEHTH HaJ YIOCKOHAJICH-
HAM IHCTPYMEHTa Ta HATATY MEeMOpaHd 3a JONOMOTOI0 CHEIlialIbHUX
I'BHUHTIB. [0 TOr0 BUKOPUCTOBYBAJIM TpaIULiHHIN HapogHUI crloci0 Ha-
CTPOIOBaHHS 32 JIOTIOMOTOI0 HarpiBaHHs MIKipssHOT MeMOpanu. Llel crocid
He JaBaB cTabiIbHOI HACTPOWKH, OCKUTBKHU IIKipa MIBHIKO OXOJIOIKYBa-
macs 1 motpedyBana momaTkoBoro HarpiBaHHsa. [ms Bampneca, mo BUK-
OpHCTOBYBAB IIiJ 9YaC BUKOHAHHS OJ[pa3y TPH KOHTa, MPOOIIeMa HACTPOIO-
BaHHSI IIMX IHCTPYMEHTIB CTOsUIa HAI3BUYAIHO TOCTPO, OCKUIBKH 1HCTPY-
MEHTH NOBUHHI OyJIM 3ByYaTH y IEBHHX ToHaX. ToMmy i moTpibHO Oyio
BUHAWTH CIIOCIO, IO JO3BOJISIB OM JOCSATaTH HANOIIBII YITKOrO Ta CTa-
O1TPHOTO TOHA Ha KOKHOMY 3 IHCTPYMEHTIB. Bupimennsam 1iei npodiemu
CTaja MOJelib, siIka OTpuMaia Ha3By "Kapiocy Ha decTb ii BUHAXiTHHKA.

3aCHOBHUKOM CTHJIIO COH2O CTaB BUIATHUHN KYyOWHCBKUH IEPKYCHCT
Ta Gapabanmumk Xoce Jlyic Kintama Yanrito (1947). Momy Bmanocs
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MOETHATH €JIEMEHTH TPaJUIiiHOI KyOMHCHKOI My3WKH (pyMOH, COH,
MOHTYHO Ta iH.) Ta CyYaCHHUX aMEPHKAHCHKHX CTHUJIB (FOJOBHUM YHHOM
ka3zy Ta Ganky). Take moenHaHHS BHHHKIIO HE 3 OJHOTO JIMIIE HOTATY
MY3HKaHTIB J0 €KCIEPUMEHTIB, aJie¢ i K Pe3yNbTaT BHPIMICHHS IUIKOM
KOHKPETHOTO Xy/JJO)KHBOT'O 3aBAaHHS. YMOBH 1[bOT0 3aBJaHHS MOJATAIH Y
TiM, IO SIK BiJOMO, TpaAMliiiHa KyOMHCbKa PUTM-CEKLis CKJIaJa€eThCs
nuire 3 ojaHiel nepkycii. Tomy Bci appo-KyOMHCHKI PUTMH, II0 BUKOHY-
BaJIUCsl Ha yJapHIA YCTaHOBII, MO-CYTI € TMepeKiIaIeHHsIM MapTii Mepk-
YCIHHMX IHCTPYMEHTIB Ha HasSBHHH y Oapa0aHIUKIB «IHBEHTAp» — TOOTO
KOMIUTEKT OapabaHiB, 1110 BXOAATH JI0 YIapHOI YCTaHOBKH.

KyOuHcbki aHcaM6i1i, 0 ckilany SkuX (y AOMOBHEHHS IO TPaaMIiil-
HUX KOHTIB Ta TimMOasiec) Mmovaiay 3alydaTd YAApHY YCTaHOBKY, CTHKHY-
JIUCh 3 BEITUKOIO MPOOJIEMOO: Y PO3IIMPEHIA TPYI PUTM-CEKINi mapTii
MEPKYCIHHUX IHCTPYMEHTIB Ta YIAapHOi YCTAHOBKHM MPAKTUYHO CITiBIIa-
namu. Llst oOcraBuHAa i cTana mepeayMOBOIO BUHUKHEHHS CTHIIIO COHZO, B
skoMy YaHTiTO BHanocs MOEIHATH Te, IO JI0 IBOTO OYyJI0 HEMOXKIIUBHM.
B 0CHOBY COHI'0 MOKJIaCHO Pi3HI PUTMI4HI MAJFOHKH, IO PO3MOUISIINCS
OKpPEMO MIX MapTisiMH yJapHOi yCTAHOBKH, KOHI'IB Ta TiMbasec.

Benukuii BHECOK y PO3BHUTOK JIATHHCHKOI MY3UKH Ta JATUH-IKA3Y,
30KpeMa, CTHIIB carbca Ta mambo, 3poOWB BUIATHUA BUKOHABEIh Ha
Timbazec, KOMIO3UTOp Ta apamwxyBaidbHUK Tito Ilyente (1923-2000).
Voro TBOpUicTh Mana BeMKHii BIUIMBY Ha MOIYJISPU3ALIiI0 HOBOTO CTH-
JII0 TAHIIOBAJIBHOT KyOMHCBHKOI MY3UKH — Mambo. B ogHOMY 3 iHTEpB’I0
Tito IlyeHTe 0XapeKTHPHU30BaB i1 SIK «YITKY TPICKOTHIO, IO MOBTOPIO-
€Tbcs Oarato pasiBy [10,c. 24]. 3romom Mam0o, 4a-4a, TyaryaHako,
MEpEeHre Ta IHINI JIATHHCBHKI CTHJII MY3UKH CTaHYTh BiJIOMi SK CHMIUIb
canvca.

Hogarii T. IlyeHTe TOPKHYIHCH TaKOX 1 pO3TAIllyBaHHS OpKecTpa Ha
CreHi. 3a3BUYail MEPKYCHCTH 3HAXOAMIIUCS 10331y iHIIWX BHKOHABIB.
Sk migepa rpymu me HE BIAIITOBYBAJO BHKOHABIA. BiH 3a3HauaB: «...
mo0 He MPOIYCTHTH BCTYI, My3HKaHTaM IOTpiOHO KOXKEH pa3 odep-
TaTHUCS, a Il BUIJISAIAE He ayKe MpuBadauBo. [1yOiika MOBHHHA OauuTH
ix obnuyuus, a He cimaM» [10, c. 26]. Boepie y maTuHOaMepHKaHCHKiM
MY3HIIi JJUTaBpH TiMOasiec OyJ0 BUHECEHO Tepe/l OPKECTPOM.

AMepuKaHCHKHN TEPKYCUCT-KOHTeHPO Ta KOMITO3UTOP ITyepTOPHKAH-
CHKOTO IMOXO/KEHHSI 1 OJJUH 13 3aCHOBHHKIB JaTHH-IKa3zy Pelr baperto
(1929-2006) BUpOOWB CBili yHIKaJIBHHUH CTWIb TPH Ha KoHrax. Cepen
NIaHyBaJbHUKIB [DKazy BiH Outblie BimoMuil sk «Kopomb Bakkux
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JnojoHei». CBOIM HemepeBepIICHUM BHUKOHAHHSM BiH MPUBEPHYB yBary
aMEPHUKAHCHKUX JKa3MEHIB /10 JTaTHHOAMEPHUKAHCHKOI TIEPKYCil, IKY BOHH
MOYaIA YBOJIUTH JIO CKJIay cBOix aHcaMOumiB. Y 1960-tux pokax B Hpto-
Mopky, mo crae ocepeakoM IaTHHOaMepHKaHChKoi My3uku B CIIIA,
BiIOyBa€eTbCsA CHpaBXkHIM OyM Ha JaTHHOAMEPUKAHCBKI OpPKECTpH —
yapanru. Kommnanis 3Byko3anucy «PiBepcaiiny npononye baperro cTBoO-
PUTH BIAcCHUH OpKECTp-4apaHry. My3HKaHT HOTOMKYETHCS 3 LI€I0 IPO-
no3uiliero i Bxke y 1961 pori BHITycKae TepIry IUIATIBKY ITiJ] HA3BOIO
«[Tayanra 3 bapetrto». Pik o ToMy BUXOAHMTH HOBA IUIATIBKA 13 3aITUCAMU
JoKeM-cellieHiB  foro opkectpy «Jlarano» Ta ansbom «CydacHa
YyapaHray, 110 MaB Belukuil ycmix. Y 1967 poui Peii baperto mianucye
KOHTPAKT 3 (ipMoto 3Byko3anucy «Dania Pexopac» i JOKOPIHHO 3MiHIOE
3BYYaHHsI CBOTO OPKECTpy. 3aMiCTh CKPHUIOK, SKi € XapaKTepHUMH IS
CTHITIO YapaHTH, BiH 3aJy4a€e MiJHI JyXOBi IHCTPYMEHTH, a caMa CTHIIiC-
THKa MY3UKH 3MIIIYETbCS Y OIK pumm eno o6mo3y. ek ctunb € ypOaHi-
30BaHOI0 Mojaudikaliero 6703y. B oHOBIEHOMY CKIalli My3UKaHT 3aIlu-
cye anpboM mig Ha3Boro «Kucimoray. My3uky bapeTTo BaxXko 0OMEXUTH
paMKaMU OJTHOTO CTHJIIO, MPOTE 3BYYAHHS I[BOTO JUCKY OUIBII HAOIIXKY-
€TBCS 10 CTHITIO Oy2aio. He 00MEXyIOUHCh JIHIIe TAaTHHOAMEPHUKAHCHKOIO
MY3HKOI0, Y SIKOCTI KOHT€HpO BiH NMpHHAMaB y4acTh y 3allkcax JIUCKIB 3
rpynamu «Pommiar Croyns» Ta «bi xuc» [12, c. 195].

TBopuicte Aipto Mopeiipa (1941) — 3HaMeHHUTOro OpPa3UIBLCHKOTO
MepKycucTa Ta OapabaHIMKa, y 3HaYHIA Mipi BIUIMHYJa Ha 3ay4eHHS
MIJTKOT IIYMOBOI IMEpKycii JO0 IHCTPYMEHTapil0 JKa30BHX KOJICKTHBIB.
3aBasKkM CBOIM YHIKaJdbHHM 3ai0HOCTAM Mopeiipa 31aTHHE Jumie 3a
JOMIOMOTOI0 OJTHOTO JATHHOAMEPHKAHCHKOTO ITYMOBOTO IHCTPYMEHTa —
MaHJAeHpPO Ta BJIACHOTO EKCIIPECHBHOTO BOKATY IMITyBaTH 3BYYaHHS
MOBHOIIIHHOTO aHcaMOmo. BiH cTaB BU3HAHUM TMEPKYCHUCTOM 3aBISKU
CIIBIIpAIli 3 JereHIapHUM TpyOadeM Maitnzem JleBicoMm Ta iHIIMMU IKa3-
MEHAMM, IO CTOSUIM OIS BUTOKIB CTHIIIO (hblodicH. Y CBOIX COJBHHX
po0OTax MOYaTKy HOBOTO THCSIONITTS IIEPKYCUCT, 3a3BHYAN, TIPOIOBXKYE
eKCIEePIMEHTYBATH, TIOEAHYIOUHN CTWIL non, (DaHK, Xin-xon, €THIUHI Ha-
chiBu pigHoi bpasmmii 3 KIyOHUMH pUTMaMH Cy4acHOI TaHILIOBAIBbHOL
MY3HKH.

VY cy4acHOMY MY3WYHOMY CBITi IaJIeKO HE KOYKHOMY BIA€ThCS 3aJIU-
IIUTH 110 CO01 TaKUil BU3HAYHUIT TBOPUIN CHAIOK, IO SKOTO O 3BEPTAIUCH
HAI[AIKY, YSPIAFOYH Ta YIOCKOHAIIOIOYH 1711, SIKi IPOIOBKYIOTh KHUTT 1
HICIst CBOTO TBOPII. TeXHIKO-BHKOHABCHKI Ta TEMOPOBO-KOJIOPUCTHYHI
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HOBaIlii KyOouHCchkoro mnepkycucta Tarta [yimeca (1930-2008) Baxko
nepeouinuTy. BiH € ogHuUM 3 HebaraThboX KOHTYEHpO, YHsl My3HKa XBH-
JII0€ KOXKHOTO, XTO MAa€ X04U HalMEHIIy YsBY NPO MHUCTEHTBO BUKOHAB-
CTBa Ha KOHTa, a My3UKAHTIB CIIOHYKa€ OCBOIOBATH €JIEMEHTU HOTO IpH,
JICCATKA Pa3iB MPOCITYXOBYIOUM 3alMCH IIOTO BH3HAYHOTO TEPKYCHUCTA.
BukonaBIleBl € TpUTaMaHHOIO HPUCTPAcTh, TOUHimIE JIO00B 10 ixei,
TOOTO Ta BHYTPILIHS MOTHBALisS, IO CIIOHYKA€E IO HAIOJETIINBOI poOOTH
HaJl cO000 Y parHeHHI TOCATTH TEXHIYHOI H MUCTEIBKOI JOCKOHAIOCTI.
Bigmykyioun HOBI MOKIHBOCTI, MaiicTep KepyBaBCsl HE MipKyBaHHAIMHU
CJIaBH, a JIHIIE MParHeHHsSM TBOPYOTO BTUICHHS cBOIX inmeit. Tata ['yinec
BOJIO/IIB iHTYIlli€I0, OCOOMBUM CHPUHHSATTSM, IO JO3BOJISUIO HOMY 3HA-
XOAWTH HaWBUTOHUCHIII IMITYJIbCH, SIKI HaBpsAJ YU OyId JOCTYIIHI 3BHU-
YaWHHUM JTFOSIM. 3B1JICK — HOTO YHCIICHHI pUTMIYHI 3HAX1IKH, JHBOBHKHE
(pa3yBaHHS COJBHUX MapTiil Ta HEMOBTOPHICTH BUAO0YBaHHA 3BYKy. Bin
MEPIIUM YBIB JI0 CBOTO TEXHIYHOTO apCeHAIly Hiemegy mexHixy. Braps-
I0YM HITTSAMH 10 LEHTPY MeMOpaHW, BUKOHABENb IOCSATAaB HE3BHYHHUX
KOJIOPUTIB Ta BHUPA3HOCTI 3BYy4YaHHS y MPHUrOJOMITMBUX Temmax. lleit
HOBAaTOpChKM npuiioM ['yiHeca MaB cepHO3HWI BIUIMB Ha Oaratbox
MepKycucTiB. TBOpUI 3M00YTKHM BEIMKOTO MaicTpa PO3BUBA€E HOTO CHUH —
Tara I'yiHec-Monomuii, sSIKMH OAMH pa3 Ha ABa POKU BIAIITOBYE BEJIMKI
KoHIepTH Tia Ha3Bow «Fiesta del Tambory B SKHX NpUHAMArOTh y4acTh
HaWBU3HAYHIII TIEPKYCHCTH CBITY Ta MOJIOJII TAJTAHOBUTI My3UKaHTH [12,
c. 120]. IIporarom cBoei TBOpuOi Kap’epu Tata I'yiHec BHpOOUB CBiit
SICKpaBUH 1HAMBIMYaTbHUA CTHJIb TPH, IO JIETKO CIIPHAMAETHCS, aje He
niagaeTses iMitanii. Bid OyB rnO0OKO BAYMIMBUM MY3HKAHTOM 1 3aBXJIU
3HaB 110 POOUTH 1 K Oyne 11e poOuTH. B akomMmnaHeMeHTi HOro BUKOHAHHS
3B BIJ3HAYAETHCS CKPOMHICTIO, BITUYTTSAM MipH, €eKOHOMHICTIO. Bes
yBara 30cepe/lKeHa Ha CONICTOBI, HISKMX e(eKTiB Ta TpIOKiB, 00
NPUBEPHYTH Ha cebe yBary, JHIIe BUTOHYCHE PO3TAIyBaHHS 3BYKIiB
HABKOJIO aKIICHTIB MyJbcallii. 30BCiM iHaKIIe BiH MOBOAUTH ceOe B COJIO.
Tyt Mmaiictep 3 6€3I0TaHHOIO JIOTIKOI Ta CMaKoM OyIy€e CBOIO PUTMIiYHY
KOHIIEeTIi0. BiH Mo4nHae cBO€E cONO Tak, HIOM TMPOJOBXKYE aKOMITaHE-
MEHT, aJIe JIOTIOBHIOE HOTO KOPOTKUMU IMITPOBI3aIlifHUMH BKPAIICHHSIMH,
HAJIAI0YX CIyXa4eBl MOMUIUBICTP IIE JESKHHA Yac MOOYTH Y METPUUHIH
OynoBi m’ecu. Ilicns rpoMoONoOiOHOTO TPEMOJIO, IO € BCTYIIOM JIO HOTO
COJI0, BiH PO3MOYHMHAE IMIPOBI3aIlito, IEMOHCTPYIOUYH PiI3HOMAHITHICTh Ta
0araTcTBO HIOQHCIB, PO3POOISIOYH JIOMAHI IMO3aTEMIIOBI PUTMIUHI (irypH,
B SKHX MPOCTSKYIOThCA MenonuyHi ruratu. L{i ¢irypu € mpoctumu Ta
JIOTIYHUMH. PUTMIUHI HECMiBIAIIHHSA BCEPEAMHI METPY, MHCTCITBOM
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SKUX MaHCTep BOJIOJIB JOCKOHAIIO, HAHOUIbIIE 3aXOIUIIOIOTH (haxiBIIiB,
IpoTe 1 UTS HEMOCBIMUEHOr0 CIyXada BOHU CIIOBHEHI HAJI3BHYAHHOI BHU-
toHueHOoCcTi. OOpana puTMiuHa (irypa BUKOHYETHCS Pi3KO Ta €HEPTikHO i
JI0 KIHIIA OCsTae HAWBUIOTO HANpyXeHHs. Lle € HaHOLIbIm ACKpaBimImM
eMOIIITHIM MOMEHTOM. MUCTENTBO AWHAMIYHHX BiATIHKIB y Tpi ['yiHeca
3aBXKIM BPaKae: TOHKE 3HAHHS 3aKOHIB 3BYKY, BUKOPHCTAHHS BUPA30BHX
3ac00iB MOBH MOT'0 BiTIHKIB Ta HIOAHCYBaHHS HE JArOTh BiJBONIKATHCH i
3MYIIYIOT TOCIYXOBYBATHUCH IO MY3UKH, ii BHYTPIIIHBO1 CYTHOCTI.

Bci xT0 3Haiomuii 3 TBopuicTio Tara ['yiHeca — My3MKO3HaBIIi, TIep-
KYCHCTH Ta IPOCTI CIIyXadi Bi3HAYAIN HOTO HAI3BUYAHY JOCKOHATICTh
BUJ00YBaHHS 3BYKY. SIK BiZJJOMO, Y Ipi Ha KOHT'O iCHYE YOTHPU OCHOBHHUX
3ByKa, a pemTa — MoxXifaHi. BolomiHHs 34aTHICTIO BHIOOYBATH IIi Pi3HI
TOHU 3 oHOTO OapabaHa, BMIHHS iX KOMOIHYBaTH, BIUTITAIOYH Y CKIAIHY
puTMidHy (hakTypy — HE0oOXiTHA YACTHHA TEXHIYHOTO Oaraxy OyIb-sKOTo
nepkycucra. Lle Te, mo mu HazuBaeM aniikamyporo. Tarta ['yinec BonomiB
MHUCTEIITBOM BUIOOYBATH 3 KOHTA SICKpaBi, CBITJIi, HACHYEHI TOHH, HAIIOB-
HIOIOYHM IX YYTTEBICTIO Ta rocTpororo. CrpaBa TYT HE JHIIEC y TEXHIUHIN
MaHCTEpHOCTI YM My3W4Hill 00JapOBaHOCTi, & B OCOOIHMBOMY BHKOHAB-
CBKOMY YYTTi, €cTeTHuHiH iHTYilii. CTOCOBHO COJILHOTO BUKOHaHHS Tata
I'yineca, BapTo 3a3HAYMTH, IO BiH NMPAKTHIHO HE 3aCTOCOBYBAB PYAH-
MEHTH y 3araJbHOBH3HaHOMY GapaGanHoMy cerci. Moro rpa Gyna Ginbire
MIAOPsIKOBaHA TTHOWHI 33/[yMy, HiXK IPUKPAIIAHHIO 3 PO3PaXYHKOM Ha
CTBOpeHMIA eeKT. 3BICHO, B 0Yl KWIAETHCS BIMUYTTS JUBOBHXKHOI JIET-
KOCTI Ta TIPUPOJHOCTI B HOTrO COJIO: MIBHJKICTh BHUKOHAHHS CKJIQJHUX
TPUBAIOCTEH, JIOTIYHI 3aKOHOMIPHOCTI Ta BHYTPIIIHIH 3B’ 130K PUTMITHHX
Bi3epYHKiB, 00’€MHICTh i BOAHOYAC JAKOHIUHICTH — BCE II€ € MiJ CHIIY
JIVIIE BETUKOMY MaiCTPOBI.

OTKe, pO3BUTOK BUKOHABCTBA HA MEPKYCIHHNX IHCTPyMEHTaX — KOHTa,
TimbOarnec, maHielpa Ta iH. BIUIMHYB Ha BHHUKHEHHS OKPEMHX CTHJIIB
JMaTUH-IPKA3y, 30KpeMa, Kybond, COH20, canbCy Ta IHIIHX JPKA30BHX
CTHJIB IO po3BHUBANHUCS HpoTsaroM XX cT. Oxpemi CTHII AKa3y 3a3HaJIH
BIUIMBY HapOJHOTO MY3HMYHOTO MUCTENTBa KpaiH Adpuku Ta Kyou. J{ns
HHUX € XapaKTepPHUM BHKOPHUCTAHHS appUKaHCHKOI Ta KyOMHCBKOI (DOIIBK-
JIOPHOI MY3HKH, PUTMIB JJATHHOAMEPHKAHCHKUX TaHIIIB — MaMOH 1 pymoOu,
II0 CHPHSIIO PO3MIMPEHHIO PUTMIYHOT rpynu yaapaux. Lleit HampssMok ctae
TUTIOBUM TSl IEAKUX aHCcaMOJIiB, AKi rpaiu B cTHii 6ioon [11, c. 48].
Tenpenmii ahpo-kKyOHMHCHKOTO Ka3y HAHOLTBII SICKPAaBO BTLUICHI B KOMIIO-
3unisx «Cubana Be» i «Cubana Bop» 3ammcannx Ha rpamimartiii Oir
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oenny Mizsi Timecni B 1948 pomi. IIputamManHa JlaTHHOAMEPUKAHCHKIN
MY3HIIi MOJIPUTMIS HE Juine 30araTmia caM JpKas, alne W BIUTHHYJA Ha
(pa3yBaHHS a TaKOX Ha TEXHIKYy IpH W BHUKOHABIIB HA yIapHii ycrta-
HOBIII, 30KpeMa, Apra bireki, Makca Poyua Ta iH.
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Jozan Tapac. Hcnonnumenscmeo Ha NEPKyCCUOHHBIX UHCMPYMEHMAX
6 CmujeeblX HANpasieHusx aamun-oxcaza. Cmamos NOCEAUEHA PACCMOM-
PeHUI0 meopuecmea UCROIHUMENeU HA 1amMUHOAMEPUKAHCKOU NEePKYCCUU 8
CMUJieBblX HANpaesleHusx AAMUH-0ICA3A U UX GIUSAHUA HA 803HUKHOBEHUE CINU-
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Tama I'yuneca.
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Lozan Taras. Performance on percussion instruments in stylistic
directions of Latin jazz. Development percussion performance is closely linked
with the birth of style "Latin Jazz" and its two main way — afro-cuban and latin
american. These trends have combined rhythms and motifs of Latin America
and the Caribbean with jazz styles of United States. Percussion section latin
Jazz traditionally consists of a number of latin american folk drums — congo,
timbales, bongo and noise — maracas, pandeiro, reco-reco and others.

In rhythmic relation Latin America in the twentieth century a significantly
affected on jazz and world music all popular and it gave a lot of sense of
rhythm. For a century formed a variety styles of latin jazz, but also — in the pop
platforms of the world, a large number of latin american percussion
instruments — percussion, which received a strong development in a different
styles of latin jazz.

The process of combining jazz with Latin and African rhythmic elements
observed from the very beginning of the mixing of different cultures, which took
place in New Orleans at the turn of XIX — XX centuries. Already in the 1920s.
Famous jazz singer Jelly Roll Morton pointed to the presence of "Spanish tint"
in the records of his compositions of this period.

On development performers of latin-jazz had an extraordinarily large
influence on the percussion, which in the early 1940’s specially invited from
Cuba and Puerto Rico. Among them — Candido, Machito, Chano Pozo,
"Poterto" Valdes.

It should be noted that the percussion in any case did not constitute
competition to traditional jazz drummers — drumkit performers, which already
had established a "classic" set of instruments — large and small drums, alto,
bass volume, large plate and hi-hat. Latin American folk percussions used
membrane and noise instruments — Congo Bongo, Timbales, bath, kovbely,
maracas, pandeiro, reco-reco and others. In the second half of the twentieth
century the jazz big band merged "drums" and "percussion”, which led to a
significant expansion of percussion instruments and in any case renewed and
enriched rhythmic foundation of jazz music.

One of the key roles in the formation of Latin jazz belongs cuban
percussion and composer Luciano Pozo Gonzales. His name is associated
penetration beginning Afro-Cuban vhythms in The North American music.
Cuban percussion Carlos "Patato" Valdes — is one of the major innovators in
performance of congs. He was one of the first to use three of the congo instead
of one or two. In his direct participation were manufactured congo adjustment
screws. The founder of style song was a prominent cuban percussion and
drummer Jose Luis Quintana Chanhito. He managed to combine elements of
traditional cuban music (rumba, son montuno, etc.) and contemporary
american styles (mostly jazz and funk). This combination did not come from
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only one traction musicians to experiments, but as a result of solving very
specific artistic task. The terms of this problem lay in the fact that as you know,
the traditional Cuban rhythm section consists of only one percussion.
Therefore, all Afro-Cuban rhythms, played drumkit, essentially shifting the
parties are percussion instruments available to drummers in "inventory" — that
is, a set of drums that are drum machine.

Cuban ensembles, to which (in addition to the traditional kongs and
timbales) began to attract drums, faced with a big problem: in the enlarged
group rhythm section party percussion instruments and drum machine
practically coincide. This circumstance was the prerequisite of style songo,
which managed to combine Chanhito that this was impossible. The basis songo
assigned different rhythmic patterns that were distributed among the parties
separately drum machine, congo and timbales.

A great contribution to the development of Latin music and latin jazz,
including salsa and mambo styles made an outstanding performer on timbales,
composer and arranger Tito Puente. For the first time in the latin music timbales
drums were brought to the fore. American percussionist (konheyro) and com-
poser, one of the founders of latin jazz, Ray Baretto developed his own unique
style of playing the congo. The result of his popularity was the interest of ameri-
can jazz musicians to Latin percussion, they began to enter into their ensembles.

Creativity of brazilian percussion and drummer Airto Moreira facilitated
entry shallow noise percussion instruments to jazz bands. He became famous
percussion through collaboration with the legendary trumpeter Miles Davis
and other jazz musicians who stood at the origins of music fusion. Techno-
performing and timbre-colorful innovations Tata Huinesa overemphasized. He
had an intuition, a specific perception, which allowed him to find thin impulses
that were hardly accessible to ordinary people. Hence — the numerous rhythmic
finds amazing solo phrasing parties and uniqueness of sound. He was first
introduced to his technical arsenal nail technique.

So, the development of performance on percussion instruments — congo,
timbales, pandeiro and others. influenced the occurrence of certain styles of
latin jazz, including kubopa, songo, salsa and other jazz styles that evolved
during the twentieth century. Some styles of jazz affected the national music of
Africa and Cuba. They are characterized by the use of afirican and cuban folk
music, latin dance rhythms — rumba and mamba that contributed to the
expansion of rhythmic drums. This way is typical of some bands who played in
the style of bebop. Trends afro-cuban jazz is the most clearly embodied in the
compositions of Dizzy Hilespi "Cubana Be" and "Cubana Bop". Inherent Latin
American music polyrhythm not only enriched himself jazz, but also influenced
of phrasing and technique to play and drumkit performers.

Keywords: latin jazz, congo, timbales, pandeiro, songo, salsa.
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