Published by
Hayka
TeneBngeHns

uDC7.01
DOI: 10.30628/1994-9529-2025-21.3-61-117
EDN: PSEPZE
Received 09.05.2025, revised 12.08.2025, accepted 26.09.2025

OLGA V. KOLGANOVA

Russian Institute of Art History
5, Saint Isaac’s Square, Saint Petersburg 190000, Russia
ResearcherID: AAS-8517-2021
ORCID: 0000-0002-5679-3228
e-mail: kolganova.spb@gmail.com
For citation

Kolganova, O.V. (2025). Russian light-sound instruments in the first
third of the 20th century: From chromotrope to kinemachrome. Nauka
Televideniya—The Art and Science of Television, 21 (3), 61-117. https://doi.
0rg/10.30628/1994-9529-2025-21.3-61-117, https://elibrary.ru/PSEPZE

Russian light-sound instruments
in the first third of the 20th
century: From chromotrope

to kinemachrome*

Abstract. This article presents the first systematic study and classification of
light-and-sound instrumentation in Russian art history, focusing on devices
that emerged within Russian culture during the first third of the 20th century.
The research analyzes the process of their creation and function within
the context of the synthesis of the arts and the impact of scientific and
technological progress on artistic practice. This classification defines the
light-and-sound instrumentation of this period as devices (apparatuses,
instruments, tools) that were either created to accompany musical, dramatic,
declamatory, choreographic, and other works with light and color, or
which inherently combined light-color and sound effects simultaneously.
Composers, artists, and inventors, captivated by the idea of synthesizing
the arts, designed these instruments to accompany performances, create

@ * Translated by Anna P. Evstropova.
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independent light-sound compositions, and study the influence of sound
and light on human perception.

The identified devices are classified into two primary groups: light-color
[1] and light-sound [2]. The light-color group consists of devices that
project light and color onto a screen or surface [1.1] and devices designed
to propagate light and color within a space [1.2]. The light-sound group
is subdivided using two criteria. Based on their sound production, they
are categorized as either acoustic [2.1a] or electroacoustic [2.2a]. A visual
criterion would allow for a parallel classification into screen-based [2.1b]
and spatial [2.2b] types.

In conclusion, the article argues that a uniqgue movement coalesced in
Russian culture during the first third of the 20th century, where ideas
of artistic synthesis were deeply intertwined with new technological
possibilities, largely driven by the nationwide campaign of electrification.
By creating new instruments and means of expression, their inventors
sought to transcend the boundaries of established art forms: composers
ventured beyond music through light and color, while artists moved beyond
the visual arts by imparting movement and musicality to color and light.
New meanings were forged from a synesthetic sensibility, overcoming the
divide between temporal and spatial arts. Although most of these inventions
were not widely adopted, the experiments in this field were profoundly
prescient, anticipating the future development of media art.

Keywords: Russian culture of the first third of the 20th century, light-sound
instruments, screen-based and spatial light-color instruments, acoustic and
electroacoustic light-sound instruments
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Knaccuoukaumsg oteyeCTBeHHbIX
CBETO3BYKOBbIX MHCTPYMEHTOB
nepBoun Tpetn XX Beka:

OT XpOMOTpOMa 10 KHemMaxpoma

AHHOTaUus. B cTaTbe BNepBble B POCCUMIACKOW MCKYCCTBOBEAYECKOM NpakK-
TUKe NPeAnprHSATa NOMbITKa 0606LLEHNS 1 CCTeMaTM3alUMKn CBETO3BY-
KOBOrO MHCTPYMEHTapus, ObITOBABLIErO B POCCUIACKON KyNbType nepBoi
TpeTtn XX Beka. Llensto nccnegosanns CTan aHanms npolecca cosfaHuns
1 YHKUMOHMPOBAHMS Takoro pofia MHCTPYMEHTapUs B KOHTEKCTE nael
CMHTE3a VCKYCCTB U BAUSIHMS Hay4YHO-TEXHMYECKOrO Mporpecca Ha Xyao-
KECTBEHHYIO MPaKTKKy. K CBETO3BYKOBOMY MHCTPYMEHTapWIO NepBOn
TpeTn XX BeKa aBTOP OTHOCUT YCTPOWCTBA (annapatsl, MPUoopbI, UHCTPY-
MEHTbI), KOTOpble OblNM CMOCOBHbBI BOCMPOW3BOANTL Pa3nyHble CBe-
TOUBETOBbIe 3PMEKTHI AN COEAMHEHNS KX CO 3BYKOM (MY3bIKOW), NMHO
[laBany BO3MOXHOCTb COYETaHNs CBETOLBETOBbIX 1 3BYKOBbIX 3(h(DeKTOB
OfHOBPEMEHHO. YBNeYeHHble MAesaMU CUHTE3a UCKYCCTB KOMMO3NTOPSI,
XYAOKHVKN, 306peTaTen KOHCTPYMPOBany TaKoro pofa MHCTPYMEHTSI
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AN CONPOBOXAEHNS My3blKaNbHbIX, ApamMaTUYeCKmX, AeKNaMaLMOHHbIX,
xopeorpaduryeckux 1 Apyrnx Npon3BefeHnin; Ans co3naHns camocTos -
Te/bHbIX CBETO3BYKOBLIX KOMMO3MLNIA, @ TAKMKE C LieIbo 13YYeHVs BAUSHUS
3BYKa 1 CBeTa Ha BOCMPUSATHE YeNloBeKa.

B npovjecce nccnefoBaxns BoisiBNeHHble YCTPOICTBa KnacchbuLMpoBaHs
Ha ABe rpynnbl: céemoyeemosyio [1] v ceemossykosyto [2]. CBeTOLBETO-
BYIO FPYMMy COCTaBASIOT NpMbOPbI, Npoeyupyowjue caem, ygem (8 omoese-
HbIX CAYHasix U306PaXKeHUEe) HO 3KPAHHYHO NAOCKOCMb (nogepxHocme) [1.1]
W YCTPOWCTBA, OPUEHTUPOBAHHbIE HA PACNPOCMPAHEHUE c8eMa U ysema
8 npocmpaxcmee [1.2]. [leneHne CBETO3BYKOBbIX MHCTPYMEHTOB Ha Mof-
rPynMbl NPEAIOKEHO NO ABYM KPUTEPUSM: ayAMUanbHOMY 1 BU3YanbHOMY.
C No3umumii 3BYKOBOTO MefinyMa — Ha aKycmuyeckue [2.1a] v 21eKmpoaky-
cmuyeckue [2.2al; No B13yansHOMY KpUTEPUIO, MO aHanorum co CBeToLBe-
TOBbIMW — Ha 3KpaHHble [2.16] v npocmpaHcmaeHHeie [2.26].

B 3aKkntoyeHun cTaTbu AenaeTca BbiBog 0 (DOPMUPOBAHMM B POCCHIA-
CKOW KynbType NMepBOM TPeTn XX BeKa YHUKaNbHOTO HanpasneHus, CBs-
3aHHOro ¢ pa3paboTKoW CBETO3BYKOBOrO MHCTPYMEHTapKs, B KOTOPOM
Maen crHTesa UCKYCCTB OblNM TeCHO NepenneTeHbl C HOBbIMM TEXHONO-
FMYECKMMY BO3IMOXHOCTAMY (FNaBHbIM 0OpasoM B CBS3M C MacliTab-
HOW anekTpudrKaumnen cTparsl). Co3naBas HOBbIM MHCTPYMEHTapUN
1, COOTBETCTBEHHO, HOBbIE CPEACTBA BbIPa3nUTeNbHOCTY, aBTOPbI CTPe-
MUANCH BbIATY 3@ PaMKM TOFO UM MHOTO BMAA MCKYCCTBA: KOMMNO3K-
TOpbl — 3a Npefenbl My3blki NOCPeACTBOM CBETA U LBETA, XYAOKHUKN —
3a npegensl n306pasnTenbHOrO UCKYCCTBa C MOMOLLbIO OMY3blKanvBaHwms,
NpUAaHMSA OBVKEHUS LUBETY U CBETY. HOBble CMbICLI GOPMUPOBANKCh
Ha OCHOBe COOLLYyLEeHMS B KOHTEKCTE MPEOAONEHWNS FPaHWL, BPEMEHHbIX
M NPOCTPAHCTBEHHbIX UCKYCCTB. BONBLWMHCTBO M300PETEHHbIX B 3TOT
nepuop yCTPOMCTB He MMENO WMPOKOro PacnpOCTPaHeH s, OAHaKO 3KC-
NepUMEHTbI B JaHHOM 061aCTH BO MHOTOM NPEABOCXMUTUAN fanbHelllee
pasBWTME MefManCKycCTBa.

KntoyeBble cnoBa: poccuiicKas KynbTypa nepBoi TpeTu XX BeKa, CBETO-
3BYKOBOW MHCTPYMEHTaPUIA, 3KPaHHbIe 1 MPOCTPAHCTBEHHbIE CBETOLBETO-
Bble MIHCTPYMEHTBbI, aKyCTUYECKME U 3NEKTPOaKYCTUYECKME CBETO3BYKOBbIE
WHCTPYMEHTbI

BnaropgapHocTu. PaboTa BbINOMIHEHA B paMKax Hay4yHO-UCCNefoBaTelb-
CKOro NMpoekTa «/CKycCTBO 3BYyKa 1 CBETa», peanudyemoro B POCCUMNCKOM
VHCTUTYTe UCTOPMM UCKyCCTB ¢ 2018 rofa. ABTOP BblpaxaeT 01arogapHoCTb
KaHAMAATY MCKYCCTBOBEAEHWA, HAYHHOMY COTPYAHMKY LleHTpa aneKTpo-
aKyCTUYECKOM My3blKM MOCKOBCKOM KOHCEpBATOPUM, NpenoaaBaTento
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Boicwien wkonsl an3aiita BLU3 E.A. KnuMUHY 3a LeHHble peKxoMeHaaLmn,
CNocobCTBOBABLLIME AOMOMHEHNIO 1 MePeoCMbICAEHMIO OTAENbHbIX NMOMO-
YEHWI CTaTb.

INTRODUCTION

From the 1910s to the 1930s, a wave of Russian artists, composers, and
inventors, captivated by the concept of a synthesis of the arts, began developing
light-and-sound instruments. Largely electrically based, these devices were
a product of their time, reflecting both contemporary scientific progress and the
innovative spirit of the age.

A pivotal event in the spread of electricity across Russia was the GOELRO

plan (the State Commission for the Electrification of Russia). Prepared in 1920

on Vladimir Lenin’s directive by engineers including Gleb Krzhizhanovsky, Robert
Klasson, and Genrikh Graftio, the plan was encapsulated by Lenin’s slogan,
“Communism is Soviet power plus the electrification of the whole country” (Lenin,
1970). This vision resonated not only in industry and daily life but also in the

arts. The curators of the exhibition Electrification: 100 Years of the GOELRO Plan—
architectural historian Alexandra Selivanova and historian/art scholar Katerina

Telegina—vividly and persuasively demonstrated this connection. According to the

project’s annotation, the anniversary date gave the museum curators a reason to

discuss how the nation’s electrification influenced the Soviet avant-garde: visual

arts, cinema, architecture, music, theater, literature, and design.*

The centerpiece of the exhibition space—likely due to its size—was a model
of the Light Monument to the 10th Anniversary of the October Revolution? by artist
and inventor Grigory Gidoni. This model realized one aspect of his concept of an

“art of light and color, produced by electrical energy” (Gidoni, 1926, p. 141). Itis no
coincidence that an image of the Light Monument—essentially a functional light-
color device—opened the exhibition catalog (Guseva & Selivanova, 2022). Gidoni’s
work was later honored with a dedicated exhibition, Grigory Gidoni and His New Art

! See: (Selivanova & Telegina, 2021). The author of this article was one of the scientific
consultants for the exhibition.

? The exhibition featured a reconstruction of the Light Monument model, created in 2017 by
staff of the “Prometheus” Foundation for the Support of Audiovisual and Technological Arts
named after Bulat Galeev (Kazan). The original working model of the Light Monument was built
by Grigory Gidoni in 1927.
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of Light and Color,* which the project’s initiator, Alexandra Selivanova, described
as a kind of “satellite to the electrification exhibition.”

Gidoni was neither the first nor the only figure working in this field. The
development of light-sound instruments was also pursued by Aleksandra
Unkovskaya, born Zakharina, Mikhail Matyushin, Valentin Kovalenkov, Alexander
Scriabin, Vladimir Baranoff-Rossine, Pavel Kondratsky, Nikolai Varzin-Ryazhsky,
Leon Theremin, Adolf Dymshits, A.G. Kurochkin and other artists, composers,
and inventors. Related information, uncovered in archives, patent databases,
and specialized literature, became the basis for a table of Russian light-sound
instruments from the first third of the 20th century (see Table 1). The table is
organized chronologically. The list begins with the earliest known instruments:
Alexander Scriabin’s Tastiera per luce (from Italian, “light keyboard”), intended for
the domestic performance of the light part for his symphonic poem Prometheus
(1910s), and Vladimir Baranoff-Rossine’s Optophone (called a Chromotrope
in the Russian patent), which the author used in settings ranging from home
concerts to larger venues like the Bolshoi Theatre. The list concludes with two
later devices: the Device for Accompanying Gramophone Recordings with Light
Pictures (1934) by writer and director Nikolai Varzin-Ryazhsky, designed for use in
clubstoillustrate propaganda speeches, and an apparatus called Kinemachrome,
developed by a group of authors (with the participation of Grigory Gidoni) for the
Palace of the Soviets in Moscow.

Table 1.
Soviet Light-and-Sound Instruments from the First Third of the 20th Century
No. | Author’s Full Field of Activity Variants of Instrument | Collaboration | Year and Place
Name and Names® of Creation
Years of Life
1. | Scriabin, Composer- Tastiera per luce (from In 1910s, Moscow
Alexander philosopher, Italian, “Light Keyboard”) | collaboration
Nikolaevich pianist with engineer
(1872-1915) A. E. Moser
2. | Unkovskaya, Violinist, The Color-Sound- No later than
Aleksandra conductor, vocal Numbers method (a 1909
Vasilyevna teacher vocal pedagogy in which
(1857-1927) the author treats the
voice as a form of light-
sound instrument)

3 The exhibition was held at the “Na Shabolovke” Gallery, part of the Moscow Exhibition Halls
association, from June to September 2022 (Curator: Olga Kolganova; Architect: Alexandra
Selivanova; Assistant Curator: Anna Altmets). https://music-museum.ru/exhibitions/archive/
grigorij-gidoni-i-ego-novoe-iskusstvo-sveta-i-czveta.html?ysclid=m3kmw5petq266894229
(08.05.2025).

* From Alexandra Selivanova’s exhibition opening speech.

° Author’s names for the devices are given in italics.
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No.

Author’s Full

Field of Activity

Variants of Instrument

Collaboration

Year and Place

Name and Names® of Creation
Years of Life

3. | Baranoff- Artist, sculptor Optophone (from Improvement | Instrument
Rossine, Greek, “visible of the development
Vladimir sound”), also referred instrumentin | began: 1912
Davidovich to as Chromotrope, collaboration Patent
(1888-1944) Optophpmc P\{mo, with artist application filed:

Visual Piano, pianodes | S. A: Malt and September 18,
couleurs (from French, designer- 2023, Moscow
“color piano”) inventor
A A Sachkov | French patent
application filed:
March 25, 1926

4. | Matyushin, Artist, composer, | Kinetic object Light- 1920s, Petrograd
Mikhail violinist, teacher, | Form-Sound-Noise / Leningrad
Vasilyevich art theorist
(1861-1934)

5. | Theremin, Acoustic physicist, | lllumovox Early 1920s,
Leon (Lev) electromechanical Petrograd
Sergeyevich engineer, inventor,

(1896-1993) musician, cellist

6. Karatygin, Music critic, Cinephot / Kinophot (?) 1920s (?),
Vyacheslav composer Petrograd
Gavrilovich
(1875-1925)

7. | Gidoni, Grigory | Artist, art historian, | Light Decorations Patent
losifovich aesthetician, application filed:
(1895-1937) inventor August 30, 1920,

Petrograd

8. | Kovalenkov, Scientist in the Design for a two- 1925, Leningrad
Valentin field of wired keyboard sound-light
Ivanovich communication instrument
(1884-1960)

9. Matyushin, Composer, Monochords with No later than
Mikhail violinist, artist, colored screens 1926, Petrograd /
Vasilyevich teacher, art for researching the Leningrad
(1861-1934) theorist connection between

sound and color

10. | Dymshits, Adolf | Musician, Electric two-keyboard 1926-1927,
Maksimovich electrical engineer | light-sound apparatus Leningrad
(1896-7)

11. | Gidoni, Grigory | Artist, art historian, | Light Monument to the In 1926-1927,
losifovich aesthetician, 10th Anniversary of the collaboration Leningrad
(1895-1937) inventor October Revolution with

(a functional model of S. 0. Maisel
a light-color instrument

with a built-in Light

Orchestra)

12. | Theremin, Acoustic physicist, | Terpsitone 1930s, New York
Leon (Lev) electromechanical
Sergeyevich engineer, inventor,

(1896-1993) musician, cellist
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No. | Author’s Full Field of Activity Variants of Instrument | Collaboration | vear and Place
Name and Names® of Creation
Years of Life

13. | Kurochkin, A.G. | Inventor Projection Device for Patent
(-7 Generating Light and application

Color Effects During the filed: 22.04.1930,
Performance of Musical Moscow
Works

14. | Gidoni, Grigory | Graphic artist, Light-Color Console Patent
losifovich playwright, (also called Light-Paint application filed:
(1895-1937) art historian, Console, Light-Color September 30,

translator Grand Piano, Photo 1931, Leningrad
Chromo Piccolo Primo)

15. | Kondratsky, Scientific director | Colorophone No later than
Pavel Pavlovich | of the chemical 1934, Kalinin
(1881-?) laboratory at

the «Proletarka»
factory (city of
Kalinin, present-
day Tver)

16. | Varzin-Ryazhsky, | Journalist, writer, | Device for Patent
Nikolai director, inventor | Accompanying application filed:
Mikhailovich Gramophone Recordings March 25, 1934,
(1892-1973(?)) with Light Pictures Moscow

17. | The Cabinet Kinemachrome A collaborative | 1930s, Leningrad
of Color (intended for the Palace | work of three
and Visual of the Soviets) Leningrad
Perception (at laboratories
the All-Russian
Academy of
Arts), the Light
Engineering
Laboratory
of the State
Optical Institute,
and Gidoni’s
Laboratory of
the Art of Light
and Color

CLASSIFICATION OF RUSSIAN LIGHT-SOUND INSTRUMENTS
OF THE FIRST THIRD OF THE 20TH CENTURY

This classification defines Russian light-sound instrumentation from
the early 20th century as devices and apparatuses that were either created to
accompany musical, dramatic, declamatory, choreographic, and other works
with light and color, or which inherently combined light-color and sound effects
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simultaneously. This gives us two groups of instruments used by their creators
to synthesize arts: 1) light-color instruments (emitting only light and color) and
2) light-sound instruments (capable of producing sound and light-color effects at
the same time). Alongside the term “instrument,” some inventors used names like
“apparatus,” “device,” or “unit” for their creations.

The first group—light-color instruments—consists of devices that project
light and color (and in some cases, an image) onto a screen or surface [1.1]. Such are,
for example: Baranoff-Rossine’s Chromotrope,® or Optophone [Greek for “visible
sound”]; Kurochkin’s projector creating light and color effects; Varzin-Ryazhsky’s
Device for Accompanying Gramophone Recordings with Light Pictures; and
Kondratsky’s Colorophone. It also includes devices designed to propagate light and
color within a space [1.2]. Among them are Scriabin’s Light Keyboard; or Gidoni’s
Light Decorations, Light Monument, and Light-Color Console. It is important to
note that screen-based instruments could possess qualities of spatial ones, and
vice versa. In instruments designed for spatial light propagation, any surface
that reflected light effectively served as a screen. For instance, in Scriabin’s Light
Keyboard, constructed by Moser, the ceilings and walls became the screens. Gidoni,
who sought to embody Scriabin’s concept, used a “transparent screen” in his Light
Decorations. The key differentiator was the author’s primary intent. To create
precisely a spatial effect, Scriabin and Gidoni intentionally avoided a conventional
screen.

Despite their appearance—such as the Optophone’s piano keyboard—
or their evocative names like Light Clavier, Light-Color Grand Piano, or Light
Orchestra, referring to both sound and light, light-color instruments were not
designed to produce sound. Light-sound instruments, in contrast, were inherently
designed for both auditory and visual expression.

The second group—light-sound instruments—can be subdivided using two
different criteria. Based on their sound production, they fall into either acoustic
[2.1a] instruments, such as Mikhail Matyushin’s color-sound kinetic objects and
monochords, or electroacoustic [2.2a] devices, like Leon Theremin’s Illumovox
and Terpsitone; Valentin Kovalenkov’s two-keyboard sound-light instrument;
and Adolf Dymshits’s two- manual light-sound apparatus. While a visual criterion
would allow for a parallel classification into screen-based [2.1b] and spatial [2.2b]
types, the most practical approach for this study is to categorize light-sound
instruments by their sound mechanism and light-color instruments by their
visual properties.

® The instrument was referred to as a “Chromotrope” in the application submitted by Ba-
ranoff-Rossine to the Committee for Inventions on September 18, 1923 (Moscow). The author
later settled on the name “Optophone.”

HAYKA TEJIEBUAEHMSA. 2025. 21 (3) 69 THE ART AND SCIENCE OF TELEVISION



A separate subgroup could include devices that generated sound using
optical interrupters. An example here is the Electric Musical Instrument Which
Would Convert Light Pulses into Musical Sounds by inventor I.A. Sergeev (1930).

1.1. ScREEN-BASED LiGHT-COLOR INSTRUMENTS

The earliest known Russian screen-based light-color instrument was the
Optophone,” invented by the artist Vladimir Baranoff-Rossine, who began work
on itaround 1912. Its method of operation was similar to cinematography, as all
colors and drawings were projected onto a screen, though the artist’s ambition
was to eventually extend these projections into the surrounding space.® To control
the Optophone’s elements—mirrors, prisms, filters, and disks with images—
Baranoff-Rossine used a three-octave piano keyboard, adding supplementary
symbols to some of the keys (see Fig. 1). For uninitiated viewers, the presence of
a keyboard created a misleading effect, leading many to believe the instrument
actually produced sound. This very confusion was captured by the artist and writer
Yury Annenkov, who noted:

Captivated by the ideas of composer Alexander Scriabin, who sought
parallels between sounds, colors, and lines, Baranoff-Rossine invented an
opto-phonic piano—a keyboard where each note, together with its sound,
projected a particular color form onto a screen. Thus, by playing Mozart or
Prokofiev on this piano, the pianist would cast upon the screen a colorful
and linear transformation of the musical work: a veritable symphony of color.
(Annenkov, 1991, p. 233)

" Asimilar name was used for devices created by the Russian peasant and self-taught inventor
Yefim Gorin and the Irish scientist Fournier d’Albe. Both instruments, which converted light into
sound, were designed for use by blind individuals.

& For more on the Optophone, see: (Kolganova, 2021).
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Fig. 1. Reconstruction of Vladimir Baranoff-Rossine’s Optophone
by Jean Schifrine, 1971°

The creator of another screen-based light-color instrument was Pavel
Kondratsky. His invention of the Colorophone can most likely be dated to the
early 1930s. Kondratsky was a professional color theorist; he managed the
chemical laboratory at the Proletarka weaving factory in Kalinin (now Tver)
and also taught courses at the Institute for Advanced Training of Engineers and
Technicians, organized by the Supreme Council of National Economy in Moscow
and Leningrad. In 1932, he published his book, Fundamentals of Color-statics,
calling it “a comprehensive practical guide for anyone wishing to work in the
field of theoretical or applied color science” (Kondratsky, 1932, p. VI). Kondratsky
considered color-statics, along with color-dynamics and color-aesthetics, to be
part of theoretical coloristics (Kondratsky, 1932, p. V).

Color-statics provides techniques for measuring and notating color; Color-
dynamics indicates the methods for calculating paint mixtures to reproduce
a color from its given notation; and Color-aesthetics, by organizing the
diversity of colors into a coherent system of harmonic series, reveals and
formulates the patterns that coloristics uses in artistic color schemes.
(Kondratsky, 1932, p. 541)

? See the image source: https://www.centrepompidou.fr/en/ressources/oeuvre/ROacks9
(08.05.2025).
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He drew several conclusions based on an analogy between music and
color theory. One section of his book, for example, was devoted to color notation.
For the purpose of standardizing color and color composition in harmonizing
schemes, he proposed a color “keyboard” that “encompasses 3,000-4,000 of
the color nuances perceptible to the eye,” and developed a system for recording

“color notes” (Kondratsky, 1932, p. 520). A description of the color instrument he
designed, the Colorophone, can be found in a 1965 article titled Color and Sound
by M. Sergeev, published in the Legkaya Industriya (Light Industry) newspaper:

The scientist’s wife was playing a Beethoven sonata. And he himself,
hunched over in the darkness, was operating the keyboard of a small
apparatus. The screen cast a radiance that was at times soft and gentle, at
other times direct and stimulating. A chromatic scale of colors, following
a specially written score, complemented the composer’s work, revealing and
explaining itin a new way. Musical perception merged with color. (Kirilenko
& Orlov, 1965, p. 37)

We know of two other screen-based light-color instruments—Kurochkin’s
Projection Device for Generating Light and Color Effects and Varzin-Ryazhsky’s
Device for Accompanying Gramophone Recordings with Light Pictures—primarily
from their patents and technical drawings (Fig. 2), as no other sources of
information have been found thus far. In his patent application, Kurochkin stated
that his device was intended for “producing light and color effects during the
performance of musical works” (Kurochkin, 1934). According to the inventor, the
apparatus could

project a beam of rays of continuously changing color, where the brightness
of the rays depends on the volume of the sound. The device uses special
light filters and screens linked to the membrane of a telephone receiver,
which block a greater or lesser part of the light rays. (Kurochkin, 1934)
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Fig. 2. A.G. Kurochkin’s drawing for the patent of a Projection Device for Generating Light
and Color Effects During the Performance of Musical Works*®

The patent filed by director and writer Nikolai Varzin-Ryazhsky states that
his invention was meant “for accompanying gramophone recordings—primarily
agitprop speeches, reports, and technical lectures recorded on gramophone
records—with light pictures” (Varzin-Ryazhsky, 1935). The technical description
notes that the device equipped with several lenses would “project images onto
the same spot on the screen, with one image dissolving into another; the images
come from slides mounted in a common frame, each illuminated by its own
incandescent lamp” (Varzin-Ryazhsky, 1935). According to Andrey Smirnov,
founder of the Theremin Center, this invention brings to mind modern multimedia
tools, particularly PowerPoint (Smirnov, 2020, p. 162).

1.2. SPATIAL LIGHT-COLOR INSTRUMENTS

The category of spatial light-color instruments includes the Light Keyboard
(Tastiera per luce)* created by Alexander Scriabin and Alexander Moser, as well as
several devices developed by Grigory Gidoni at different times—all designed for
performing Scriabin’s symphonic poem Prometheus.

Scriabin’s Light Keyboard was a structurally simple apparatus, consisting of
a wooden circle fitted with twelve lamps—seven in the colors of the rainbow and
five in transitional hues—along with a button control panel (Fig. 3). Pressing one of
the twelve buttons would illuminate the corresponding colored lamp. Characterizing
this rudimentary mechanism, Scriabin scholar Andrei Bandura wrote:

10 See the image source: (Kurochkin, 1934).

1 On the conceptualization of “certain fundamental constants in the relationship between col-
or and sound” through the “introduction of the Tastiera per luce into the symphony orchestra
score,” see the article by Dmitriy Shumilin (2023, p. 12).
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Having conceived the color light score in Prometheus, Scriabin naturally
wanted to see it for himself. The technology of the time could not
reproduce the “luminous forms, lightning, rays, mists, and clouds” he
imagined—a limitation the composer well understood.

“...No, I just want so much to experience it all... It must be a completely new
sensation—these sounds combined with these lights... | would agree,” he
added, “to the most modest hints of this symphony, if only I could glimpse
even a little of howit..”

The first step toward these “hints” was a lighting apparatus built from
Scriabin’s sketches by his friend, the engineer and physics professor
Alexander Moser. The light bulbs, covered with multi-colored caps, were
arranged on a circular panel suspended from the ceiling of the composer’s
study.

As Leonid Sabaneyev recalled, “after some deliberation, we ‘positivists'—
that is, Moser and |—decided that the best way to bathe Scriabin and his
symphony in light was to hang reflectors from the ceiling, filling the entire
hall with a diffuse glow while keeping the light source itself invisible. Soon
after, upon visiting Scriabin, | saw an electrician bustling about on his ceiling,
installing a still-primitive apparatus intended as the foundation for a future
light symphony.”*? (Bandura, 2022)

Fig. 3. Alexander Scriabin and Alexander Moser’s model
of a Light Keyboard for the symphonic poem Prometheus. 1910s*

2 Text from the exhibition label for “A. Scriabin’s lighting apparatus,” displayed in the exhibi-
tion Ot muzyki k svetu: Posvyashchenie Skryabinu [From music to light: Dedication to Scriabin],
ROSIZO Gallery, Moscow.

3 See the image source: https://goskatalog.ru/portal/#/collections?id=25165011 (08.05.2025).
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The artist and inventor Grigory Gidoni was among those who also sought to
realize Scriabin’s vision.* Aspiring to stage a performance of Prometheus for the
launch of the Volkhov hydroelectric power station in 1926, Gidoni developed and
patented two devices: a unit for producing light scenery on a transparent screen®®
and a distribution console.’* Over the 18-year course of this work, Gidoni used
a variety of terms to describe his light-sound instrumentation, including: Light
Decorations, Light Orchestra, Light-Orchestral Apparatus, Light Apparatus, Light-
Color Piano, Light-Color Console, and Light Keyboard. He also used the term Photo
Chromo Piccolo Primo (Ph.-C.P.P.), which he decoded as “small light-orchestral
light-color apparatus” (Pushkin, 1933, p. 16). The goal of his device was to create

“the illusion of decoration (devoid of crude object-ness)” (Gidoni, 1924).

Gidoni’s Light-Color Console allowed the artist to modulate color hues—
using a “basic eight-step spectral scale” with “color sharps” and “color flats” for
a total of 24 gradations—and light intensity, with 10 steps from complete darkness
to maximum brightness. It could also produce effects like light crescendos and
diminuendos, flashes, complete blackouts, light and color pauses, and tremolo.
For small-scale concert performances, he used light sources no stronger than 300
watts. Gidoni’s method for notating light-color parts was officially registered with
the All-Russian Society of Soviet Playwrights and Writers.

In the summer of 1925, at a meeting of the Music History and Theory Division
of the State Institute of Art History, Gidoni presented two papers on light orchestra
and light and colorfulness. The presentations garnered significant interest, and
their most important outcome was the publication of a transcript to the light part
for Prometheus (Fig. 4) based on Gidoni’s system (Rimsky-Korsakov, 1926).

 For further details on Gidoni’s light-sound instrumentation, see: (Kolganova, 2022).
¥ See: (Gidoni, 1924).
1 See: (Gidoni, 1931).
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Fig. 4. Georgy Rimsky-Korsakov’s transcript to the light part
of Prometheus using Gidoni’s system?’

Following one of the lectures, Semyon Ginzburg published a piece in
Krasnaya Gazeta. He wrote that Scriabin’s concept

boiled down to a very simple idea: during a performance, the entire hall
should be flooded with waves of light of a specific intensity and color, and
this “symphony of light” should flow not on a special screen, but should,
as it were, permeate the listener’s entire being, thereby heightening their
auditory perception. (Ginzburg, 1925, p. 4)

For Ginzburg, the most valuable aspect of Gidoni’s invention was the
absence of a screen, which he saw as “that very central point to which the
listener’s eyes are usually drawn” (Ginzburg, 1925, p. 4). Due to a lack of sufficient
information, it is difficult to ascertain how successful Gidoni was in realizing
a truly non-screen type of light-color instrumentation. The one functioning
example we have—the Light Monument to the 10th Anniversary of the October
Revolution, created between 1926 and 1927 (Fig. 5)—is itself more of a screen-
based instrument, as the viewer’s attention was focused on its central part:
a transparent globe.

! See the image source: (Rimsky-Korsakov, 1926, pp. 100-101).
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Fig. 5. Grigory Gidoni’s model of the Light Monument
to the 10th Anniversary of the October Revolution. Uritsky Palace, October 1927¢

2.1A. AcousTic LiIGHT-SoUND INSTRUMENTS

The group of acoustic light-sound instruments is represented primarily
by the work of the composer and artist Mikhail Matyushin. His color-sound
kinetic objects (a term used by scholar Alla Povelikhina, see: Povelikhina, 2000,
p. 81) were created with the goal of testing the interaction of color and sound.
Matyushin had been developing his instrumentation since the early 1920s. One of
his constructions was titled Light-Form-Sound-Noise. Based on the artist’s notes
held in the manuscript department of the Institute of Russian Literature (Russian
Academy of Sciences), Alla Povelikhina describes it as follows:

A rope was stretched in the form of a square, with each side about a meter
long. On one side, a red ball the size of a pumpkin was suspended, which
sounded like a gong. Opposite it, on another side of the square, hung
a green cube that produced a crackling noise. On the third side there was
a yellow, diamond-shaped form that emitted the low bass sound of a string
piano. Opposite this form—a blue spiral with a whistling sound. This color-
sound kinetic object was designed to demonstrate the connection between
forms and their corresponding sounds, noises, and colors. (Povelikhina,
2000, pp. 81-83)

'8 See the image source: (Braudo, 1928, p. 16).
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Another direction of Matyushin’s work in acoustic light-sound
instrumentation was the construction of monochords (single-string instruments)
with colored screens, intended to research the connections between sound and
color. To some extent, these can also be considered color-sound kinetic objects.
In 1926, Matyushin displayed these monochords at an exhibition of works by the
Department of Organic Culture of the State Institute of Artistic Culture (GINKhUK)*
(Figs. 6, 7). According to Povelikhina, four screens—red, yellow, green, and blue—
each had a corresponding monochord attached:

a bass string tuned to A2, a cello D string (tenor) tuned to C3, a viola A string
(alto) tuned to A4, and a violin E string (soprano) tuned to A5. (On each
colored screen, the sounds of all four monochords were activated in
sequence. (Povelikhina, 2000, p. 83)

In one of the artist’s experiments, monochords tuned to the violin’s a were
placed into identical red and blue boxes. The result was a “lowering of pitch in the
red box and a raising in the blue one,” which was recorded by a “precise French
resonator” (Matyushin, 2011, p. 291).

Fig. 6. Exhibition arranged by the Department of Organic Culture of the State Institute
of Artistic Culture (GINKhUK). Photo by Mikhail Matyushin. Petrograd, 1926*°

¥ The Department of Organic Culture at GINKhUK was established by Matyushin in 1923.
% See the image source: (Povelikhina, 2000, p. 83).
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Fig. 7. Reconstruction of Mikhail Matyushin’s display “The Connection Between Sound
and Color” from the exhibition of the Department of Organic Culture of the State Institute
of Artistic Culture. Drawings by A. Kostroma, scientific consulting by V. Koshelev.
Petrograd, 1926

Matyushin also employed a sounding string stretched across the stage in his
theatrical productions, such as in the play The Birth of Light, Color, and Volume,
which premiered in the large hall of the Ender family’s apartment on New Year’s
Eve 19222

To a certain extent, the Color-Sound-Numbers method can also be classified
as acoustic light-color instrumentation. It was intended for “developing thought,
hearing, and visual observation in children and beginning musicians and artists”
(Unkovskaya, 1909, p. 80). Its author—violinist,”® conductor, vocal teacher, and
theosophist Aleksandra Unkovskaya—interpreted the human being themself, with
thoughts reflected in their gaze and singing voice? (or what vocal pedagogy and

2 See the image source: (Matyushin, 2011, p. 155).

22 The performance was reconstructed in 1998-1999 by the artist Alexei Kostroma. See: (Kostro-
ma, 2000, p. 85).

% Aleksandra Unkovskaya graduated with a gold medal from the Saint Petersburg Conservato-
ry, where she studied under Professor Leopold Auer. A family friend, the banker and collector
N.A. Galler, presented her with a Guarneri violin. According to the State Archives of the Kaluga
Region, “after her death in 1927, the violin was confiscated as an instrument of the highest muse-
um value.” See: (State Archives of the Kaluga Region, n.d.).

* For a study of the singing voice as an instrument, see Victor Yushmanov’s doctoral dissertation
(Yushmanov, 2004).
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oratory call the vocal apparatus), as a kind of light-sound entity.?> She built her
theory on an analogy between sound, color, and number.

All of life is bound by a unifying chain of phenomena we can call analogy; in
it, one hears eternal sound, sees eternal light, senses perfect form, and feels
rhythm in eternal motion, all uniting with the concept of number. The more
refined our hearing, the brighter our sight, and the purer our thought, the
more clearly we perceive the analogy of life’s phenomena, these endlessly
repeating echoes of the universe’s fundamental note. (Unkovskaya, 1909,
pp. 78-79)

Unkovskaya published articles on her method in the Vestnik Teosofii (Herald
of Theosophy, 1909-1916), reported on her results at meetings of the Kaluga
branch of the Russian Theosophical Society,”® at a Theosophical Congress
in Budapest,”” and at the Saint Petersburg Conservatory. Her work gained
international recognition, earning her an award from the Milan Conservatory.®

Wassily Kandinsky, who also had a strong interest in theosophy, was actively
engaged with Unkovskaya’s system. This is how Nadezhda Kargapolova reasoned it:

Kandinsky’s attention to the musician and theosophist Aleksandra
Zakharina-Unkovskaya is explained primarily by his interest in color-sound
synthesis. As the head of a music school in Kaluga, she developed her
own color-sound-numbers method, based on the theosophical principle of
developing higher, subtle abilities to perceive beauty. <.. >

Kandinsky compares Unkovskaya’s physical approach to color-sound
synthesis—“copying music from the colors of nature”—with Scriabin’s table
of musical and color tones, which was constructed on an empirical principle.
(Kargapolova, 2003)

2.24A. ELECTROACOUSTIC LIGHT-SOUND INSTRUMENTS

Known electroacoustic light-sound instruments include Leon Theremin’s
lllumovox and Terpsitone, Valentin Kovalenkov’s design for a sound-light
instrument, and Adolf Dymshits’s electric light-sound apparatus.

Theremin spoke about his light-sound instrumentation at the All-Union
School for Young Scientists and Specialists, “Light and Music,” in Kazan in 1979.
The abstract of his lecture, published in the third person, states:

» Thisinvites a parallel with the light-sound objects of M. Matyushin.

% Unkovskaya had been a member of the Kaluga branch of the Russian Theosophical Society
since its founding on April 21, 1909. See: (State Archives of the Kaluga Region, n.d.).

21 See: (Timinsky, 2011).

% See: (State Archives of the Kaluga Region, n.d.).
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The author worked on developing color-music devices starting in 1920 and
demonstrated them at concerts in the Soviet Union, Germany, France, and
the USA from 1922 to 1939. The accompaniment of a melody with light
effects was achieved by projecting onto the performer a color corresponding
to the pitch, with an intensity that changed proportionally to the volume of
the sound. (Theremin, 1979, p. 19)

This refers to at least two of his instruments: the Illumovox (1923) (Fig. 8)
and the Terpsitone (1930) (Fig. 9). Their principle was based on mechanically
converting sound into color, and both were related to the theremin. As Andrey
Smirnov writes, the lllumovox was a device “operated by a theremin, which
allowed the color of a light beam to be changed, thus linking the performer’s
gestures, pitch, and color” (Smirnov, 2020, p. 247). The Terpsitone converted
movements of a dancer directly into sound (using the same principle as the
theremin), supplemented by automatic light-color accompaniment.

Fig. 8. Leon Theremin. Illumovox. Petrograd, 1923-1924%*

» See the image source: https://www.theremin.ru/archive/svetomuz.htm?utm_
medium=organic&utm_source=yandexsmartcamera (08.05.2025).
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Fig. 9. Clara Rockmore dancing on the Terpsitone. Carnegie Hall, April, 19323°

A distinctive feature of two other light-color electroacoustic instruments—
Kovalenkov’s sound-light instrument and Dymshits’s electric light-sound
apparatus—was their use of two keyboards. Unfortunately, nothing is currently
known about their practical application. However, the instrument’s design is
described in several sources. Jeanna Kniazeva and Andrei Mikhailov note that

“in 1925, Kovalenkov proposed the creation of an instrument with two keyboards,
each controlling the sound and light sequences respectively, while a system of
pedals would regulate the intensity of the effect” (Kniazeva & Mikhailov, 2011,
p. 128). The same instrument was likely referenced by Georgy Rimsky-Korsakov
in his transcript of the light part of Scriabin’s Prometheus. He wrote about the
necessity of constructing an apparatus that

would, first and foremost, provide the changing illuminations to fill the entire
hall, as was intended by Scriabin. The construction of such an apparatus has
been promised by Prof. V.I. Kovalenkov, Prof. A.L. Kupriyanov, and Engineer
G.K. Ustyugov (of the Leningrad Experimental Electrotechnical Laboratory,
which is conducting the relevant research jointly with the Department of
Music Theory and History of the State Institute of Art History=!). (Rimsky-
Korsakov, 1926, p. 98)

There were also experiments with street lamps and gramophones conducted
by Valentin Kovalenkov’s students:

¥ See the image source: (Smirnov, 2020, p. 79).
3 The current name of the State Institute of Art History is the Russian Institute of Art History.
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During balls at the Electrotechnical Institute, his students would wire the
electric street lamps near the institute to a gramophone in a special way,
making the lamps “sing” with the voices of Chaliapin, Vyaltseva, and others.
One can imagine the astonishment of passersby: crowds of onlookers would
gather in the streets, marveling at such a “miracle.” (Kniazeva & Mikhailov,
2011, p. 127)

Adolf Dymshits’s electric light-sound apparatus is mentioned in the article
On the Project of a Unique Instrument of “Spatial Music” by Bulat Galeev and Irina
Vanechkina (Galeev & Vanechkina 2004). Its design and proposed application are
currently known from several press clippings discovered in the archive of Mikhail
Zalivadny, who researched the matter on Galeev’s behalf.*? These notes date from
1926-1927, placing them roughly in the same period as the work on Kovalenkov’s
instrument, which featured a similar two- manual design.

Here is what the journalist V. Leonov wrote about this instrument.

Unlike all previous attempts at light-music, which were content with
a disorderly light accompaniment to conventional music, A.M. Dymshits’s
keyboard instrument simultaneously generates a colored light beam and
a sound with the press of a single key.

The second, extremely important feature of Dymshits’s project is the
complete elimination of the conventional, unified sound box (like the set of
strings under a piano lid). Figuratively speaking, the inventor “scatters” the
contents of this box throughout the entire concert hall. The control of both
the sound-producing objects (strings, wooden xylophone bars, etc.) and the
colored lamps and spotlights, now distributed across any point in the space,
is achieved remotely via wires using a standard keyboard.

Sound in Dymshits’s instrument is produced on the principle of a known
device—the “metallophone”—that is, by a hammer striking an iron plate

The keyboard of the experimental model (currently installed in the Leningrad
House of the Press) consists of 43 keys, or three and a half octaves. Each
key is connected by two wires: one to a metal plate of a specific pitch, and
the other to a reflector lamp (or spotlight) of a specific color, with these
elements positioned at various points on the walls and ceiling of the hall.
Pressing a key simultaneously completes an electrical circuit through both
wires. This immediately activates both the striking hammer and the light
switch for the corresponding lamp or spotlight.

32 The archive of Mikhail Zalivadny is held at the Bulat Galeev Prometheus Foundation for the
Support of Audiovisual and Technological Art in Kazan. Zalivadny gathered these materials in
Saint Petersburg at the request of Galeev.
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Right above the first keyboard is a second one; its purpose is to activate not
the single-strike hammers for the plates, but other electrical mechanisms
(such as electric bells) that produce a vibrating, sustained sound. (Leonov,
1927)

Adolf Dymshits’s electric light-sound apparatus was acquired by the Theatre
of the House of the Press “for use in its upcoming new productions” (L.A., 1926,
p. 10). The Theatre’s founder was the poet and director Igor Terentiev, who had
previously headed the phonology laboratory at GINKhUK. Among Terentiev’s
slogans at the time were:

“Not music—but sound-montage!

Not decoration—but construction!

Not painting—but light-montage!

Not a play—but lit-montage!” (Terentiev, 1988, p. 299).

The instrument was also slated for use by the State Theatres directorate,
specifically in Sergei Radlov’s production of Dolly. However, as the journal Zhizn
Iskusstva (Life of Art) reported, “for technical reasons, the realization of this
intention has been postponed for some time” (L.A., 1926, p. 10).

Little is currently known about the inventor himself. From Dymshits’s
personal file as a student in the politico-legal department of the Faculty of Social
Sciences at Petrograd State University, we learn his date of birth (October 15,
1896), his years of study (1920-1924), and that he was a member of the All-Union
Professional Union of Art Workers (Dymshits, 1920-1921, p. 4). The 1931 address
book All of Leningrad notes that Adolf Maksimovich worked for the Lux artel
(although this cooperative manufactured plastic haberdashery).** In the USSR
patent database, we find only one invention belonging to A.M. Dymshits: A Method
for Manufacturing Celluloid Grinding Discs for Dental Purposes, which involved
“using film stock (including used stock) as a base” (Dymshits, 1932).

A final subgroup of electroacoustic light-sound instruments includes the
Electric Musical Instrument Which Would Convert Light Pulses into Musical Sounds.
Its inventor, I.A. Sergeev, filed the patent application in Leningrad on March 21,
1925, and the patent was officially granted on January 31, 1930 (Sergeev, 1930)
(Fig. 10). Andrey Smirnov describes the device in his book In Search of Lost Sound:

The patent describes a musical instrument equipped with a rotating disk
featuring concentric rows of holes, which converts light pulses into sound
according to a special optical score. This score was a paper tape with

* Leningrad Regional Executive Committee and the Leningrad Soviet. (1931). Ves’ Leningrad:
Adresnaya i spravochnaya kniga na 1931 god [All of Leningrad: address and reference book for
1931] (p. 149). Leningrad.
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transparent slits that transmitted modulated light corresponding to specific
musical notes. The design of this instrument combines technical solutions
later used in two legendary devices: Evgeny Murzin’s ANS synthesizer and
Leon Theremin’s Rhythmicon (which utilized the principle of an optical siren,
1931). (Smirnov, 2020, p. 160)

The instrumentation developed by Nikolai Voinov (“drawn sound tracks,”
“paper sound”) and Evgeny Sholpo (“graphical sound”) employed a sound-
generation method similar to Sergeev’s.** However, their work represents
a fundamentally different approach to using optical and sonic emitters. In their
apparatus, sound generators were created using optical interrupters, a principle
distinct from the other examples discussed. For this reason, their work falls
outside the scope of the present classification, which is based on light-sound
instrumentation designed for the direct demonstration of combined effects on

a screen, stage, or in physical space.
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Fig. 10. I.A. Sergeev. Drawings for the patent of an Electric Musical Instrument*®

If we were to classify light-sound instruments by a visual, rather than
auditory, criterion—dividing them into screen-based [2.1b] and spatial [2.2b]—
then Matyushin’s monochords with colored screens would clearly belong to the
former category, and Dymshits’s electric apparatus to the latter. For other known
devices, the available materials do not allow for a definitive assessment of their
visual operation.

3 See: (Smirnov, 2020, pp. 205-206).
* See the image source: (Sergeev, 1930).
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CONCLUSION

The overview of Russian light-sound instrumentation from the first third
of the 20th century presented in this article is not exhaustive. For example,
information is extremely scarce about an instrument created in the 1920s by
composer Nikolai Malakhovsky (1892-1942).%¢ As new material is uncovered, the
table provided will be augmented with further examples that fit into the proposed
classification.

Nevertheless, even at this preliminary stage, it is clear that a unique
movement coalesced in Russian culture during this period. The ideas about
artistic synthesis intertwined with new technological possibilities (driven largely
by the nationwide campaign of electrification), leading to the emergence of
a new class of instruments. By creating new means of expression, their inventors
sought to transcend the boundaries of established art forms: composers ventured
beyond pure music through the use of light and color, while visual artists moved
beyond static imagery by imparting movement and musicality to color and light.*
New aesthetic meanings were forged from a synesthetic sensibility, in an effort
to overcome the divide between temporal and spatial arts. Although most of
the devices invented in this period never achieved widespread adoption, the
experiments within this field were profoundly prescient, anticipating the future
development of media art.

The evolution of light-sound instrumentation from the late 1930s through
the 1950s is primarily represented by a single landmark invention: the ANS
photoelectric music synthesizer, named in honor of Alexander Nikolaevich
Scriabin. Work on the ANS began in 1937 under the direction of Yevgeny Murzin
(1914-1970), a military instrumentation specialist, Candidate of Sciences in
Engineering. Notably, Murzin did not file the patent application until two decades
later, on June 24, 1957 (Murzin, 1959). The next significant resurgence in this field
in the USSR occurred during the Khrushchev Thaw, propelled by the work of light
artists and light musicians such as Konstantin Leontiev (Moscow), Yuri Pravdyuk
(Kharkiv), Florian Yuriev (Kyiv), Bulat Galeev (Kazan), Sergey Zorin (Poltava,
Moscow), and many others.

% Nikolai Malakhovsky was the composer of Sunset, a work for voice and orchestra which, like
Scriabin’s Prometheus, included a part for light.
3" For a more detailed discussion, see: (Kolganova, 2025).
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BBEAEHUE

B 1910-1930-e rogbl pag oTe4eCTBEHHbIX XYLOXKHMKOB, KOMMO3UTOPOB
1 n3obpeTaTenen, yBnevyeHHbIX MAesMU CUHTe3a UCKYCCTB, 3aHKMancs paspa-
HOTKOM CBETO3BYKOBOIO UHCTPYMEHTapKs. Mo 6oNbLIen Mepe KOHCTPYyMpyeMble
MHCTPYMEHTbI CO3AaBaNnCh Ha 31EeKTPUYECKOM OCHOBE, YTO COOTBETCTBOBANO
oyepefHOMY 3Tany Hay4YHO-TEXHMYECKOro Nporpecca 1 Ayxy BpeMeHM.

BakKHbIM COObITMEM Ha MYyTU PACMpPOCTPaHeHWs 3neKTpruyecTBa B Poc-
cuu ctan nnaH FO3/1IPO (FfocyaapCTBEHHOW KOMUCCUM MO neKTpudmkaumm
Poccun), noaroToBAeHHbIN B 1920 rogy no 3agaxunio B. fleHnHa I KpxikaHoB-
cknm, P. KnaccoHow, I. MpadTuo 1 ap. nHxeHepamn. JIeHUHCKMUIA N03yHT «KoM-
MYHW3M — 3TO ecTb COBETCKas BNACTb MOC INeKTpUdMKaLMs BCell CTpaHbl»
(leHnH, 1970) — Halwen oTpa)KeHne He TONbKO B MPOMbILINEHHOCTY 1 ObITY,
HO 1 B MCKYCCTBE. AAPKO 1 apryMeHTMPOBAHHO 3Ty B3aMMOCBA3b YAan0Ch NOKa-
3aTb KypaTopaM BbICTaBKy «InekTpurdrkaums. 100 net nnany FO3/1PO» — ncto-
PUKY apxmnTeKTypbl AnexkcaHape CenvBaHOBOW 1M UCTOPUKY M MCKYCCTBOBEMY
KaTepuvHe TenernHoit. CornacHo aHHOTaUWKM NPOEKTa, «NaMsaTHas aaTa cTana
AN KypaToOpOB My3esi MOBOIOM NMOFOBOPUTH O TOM, KaK 31eKTPUMUKaLIMS CTPaHsbl
NOB/VSNa Ha COBETCKMI aBaHrap: M306pa3nTenbHOe CKYCCTBO, KMHO, apXmTeK-
TYpY, My3bIKy, TeaTp, IMTepaTypy 1 An3anH».

LleHTpanbHbIM O6BEKTOM BbICTABOYHOTO MPOCTPAHCTBA (BO3MOXHO, B CUTY
€ro pa3mepoB) cTan MakeT CBeTonamaTHMKa 10-neTuo OKTABPbCKON peBo-
MOUMIN? XyaoXKHMKa 1 n3obpeTtaTens puropus Mocudosuya MiaoHu, sense-
WKICs peanv3auymein 0aHOro U3 HanpaBneHui ero KoHuenuymum «/IcKyccTBa ceeTa
1 LBETa, NOMYYEHHOIO NyTeM 31EKTPUYECKON 3Heprum» (TnaoHu, 1926, n. 141).
HecnyvaiiHo n3o6paxeHvie CBeToNaMsaTHWKA (a MO CyTU AENCTBYOWEro cae-
TOL|BETOBOIO YCTPOICTBA) OTKPbIBANO KaTanor BbicTaBkM ([ycesa, CenviBaHoBa,
2022), v TBOpPYecTBY I MAOHM BNOCNeACTBUM Oblfa NOCBsLIEHa OTAENbHas
IKCNO3MLMS NOA Ha3BaHMeM «[puropuii MMaoHK 1 ero HoBoe MCKyCcCTBO CBeTa
1 ugeTa»’. Co CnoB MHMUMaTopa npoekTa — A. CenrBaHOBOW, — OHa CTana CBO-
€00pa3HbIM «CaTeNMTOM BbiCTaBKYM 06 anekTpudrKaLmm»”.

! Cm.: (CennBaHoBa & Teneruxa, 2021). ABTOP HacTosLLel CTaTby BbICTYNUAA OAHUM U3 Hayy-
HbIX KOHCY/TbTAHTOB BbICTABKM.

2 Ha BbicTaBKe bbina NpeacTaBneHa PeKoHCTPYKUMs MakeTa CBETONAMATHIKA, BbINOMHEHHas
coTpyaHvKamy PoHAa NOAAEPHKKN ayAVOBMU3YaNbHOTO 1 TEXHONOMMYECKOro NCKyccTBa «[1po-
meTel» nmeru b.M. Faneesa (KasaHb) B 2017 rogy. OpurvHansHas aelictaytollas moaens Cee-
TonamsTHVKa bbina co3aara . MmaoHn B 1927 ropy.

3 BebicTaBKa npoxoguna B ranepee «Ha LLlabonoske» obbeariHeHns «BbicTaBoyHble 3anbl Mo-
CKBbI» C MIOHS MO CeHTA6pb 2022 rofa (kypaTtop O. KonraHoBa, apxuTekTop A. CenvBaHoBa,
noMoLHKK kypatopa A. AnTmetc). URL: https://music-museum.ru/exhibitions/archive/grigorij-
gidoni-i-ego-novoe-iskusstvo-sveta-i-czveta.html?ysclid=m3kmw5petq266894229 (08.05.2025).

4 M3 BcTynuTensHo peun A. CenviBaHOBOW Ha OTKPbITWM BbICTaBKU.

HAYKA TEJIEBUAEHMSA. 2025. 21 (3) 87 THE ART AND SCIENCE OF TELEVISION


https://music-museum.ru/exhibitions/archive/grigorij-gidoni-i-ego-novoe-iskusstvo-sveta-i-czveta.html?ysclid=m3kmw5petq266894229
https://music-museum.ru/exhibitions/archive/grigorij-gidoni-i-ego-novoe-iskusstvo-sveta-i-czveta.html?ysclid=m3kmw5petq266894229

[o V. TuaoHn v napannenbHo C HUM pa3paboTKoM CBETO3BYKOBOTO
NHCTPYMeHTapua 3aHuManuce A.B. 3axapbunHa-YHKoOBCKasa, M.B. MaTiowmH,
B.W. KoBanerkos, A.H. CkpsabuH, B.[. bapaHos-PoccuHe, MN.M1. KoHapaukni,
H.M. BapanH-Psykckuia, /1.C. TepmeH, AM. Abimiint, A.T. KypouKnH 1 Apyre Xyaox-
HVIKW, KOMMO3MTOPbI, M306peTaTenn. icxoas 13 BbISBNEHHOW HaMK B apxmBax,
naTeHTHbIX 6asax 1 crneuvanu3rMpoBaHHO NTepaType nHhopMaLn, Mbl COCTa-
BUAV TabAMLY OTE4ECTBEHHOTO CBETO3BYKOBOIO MHCTPYMEHTAPWS MEPBON TPETH
XX B. (cM. Tabn. N2 1). Tabnuua BbICTpOEHa NO XPOHONOTMYECKOMY MPUHLIMNY.
OTKpbIBAIOT CMMCOK Hanbonee paHHWe U3BECTHbIE HAM MHCTPYMEHTHI: «Tastiera
per luce» (C UT. 3. «<cBeTOBas KnaswaTypa») A.H. CKkpsabuHa, npefHasHavyeHHas ans
AOMaLLIHEro UCMOMHEHNS CBETOBOM CTPOKM K CUMMOHUYECKO noame «[poMeTei»
(1910-e) v onToOH (B pycCKOM BapuaHTe naTeHTa — xpomoTpon) B.[. bapaHo-
Ba-PoccuHe, NpUMEHSBLINICS aBTOPOM Kak B AOMaLLHWX, KaMEePHbIX KOHLepTaXx,
Tak 1 B 6onee MaclTabHbIX ycNoBUsX — B BOblIOM TeaTpe. 3aBepLiatoT nepeyeHb
«YCTPONCTBO 1151 CONPOBOX/AEHWS FrPaMMOMOHHON 3aMMUCK CBETOBbIMU KapTw-
HaMu» nnTepatopa n pexunccepa H.M. BapsnHa-Payckoro 1934 ropa, npeaHasHa-
JaBlUeecs ANs NpuMeHeHus B knybax Ans UAnCTpaumny aruTauvoHHbIX peven,
1 annapaT nop, Ha3BaHueM «KruHemaxpomy, pa3pabaTbiBaBLWIWIACS FPyNnoi aBTo-
poB (npwv yyactun I TuaoHn) ana Asopua CoBeToB B MockBe.

Tabnuua 1
OTeyecTBEHHbIN CBeT03ByKOBOI7| MHCprMEHTapMﬁ nepBoﬁ TpeTN XX Beka
>Uno, Cdepa BapMaHTtl CoTpyaHu- Fop u mecTo
Ne Ha3BaHUn
roAbl XXU3HU aBTOpa | AEATEe/IbHOCTU s 4ecTBo co3faHus
VNHCTPYMEHTOB
1. | CkpsibuH AnekcaHap | Komnosutop- «Tastiera per luce» (cut. | CoBmMecTHO 1910-e,
Hukonaesuy (1872- | dunocod, 3. «<CBETOBAs KNaBu- C nHXeHepom | Mockea
1915) nuaHncT aTypa») A.3. Mo3epom
2. | 3axapbyHa- Ckpwvinayka, MeTopa «UBeTo- He nosgHee
YHKOBCKas anpuxep, 3BYKO-4MCeN» (MeTO- 1909
AnekcaHpapa npenojasatent | juka NnpenoaaBaHus
BacunbesHa (1857- BOKana BOKana, rae ronoc Tpak-
1927) TYeTCst aBTOPOM Kak
HeKUI CBETO3BYKOBOM
NHCTPYMEHT)

5 B KaBbl4Kax [aHbl aBTOPCKME HaMMEHOBaHNA yCTpOl‘?\CTBA
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Ne >no, Cdepa 222:::;;' CoTpypaHM- lop n mecto
rofibl XKN3HW aBTOpa | AEATENIbHOCTU s 4ecTBO co3paHus
VNHCTPYMEHTOB
3. | BapaHoB-PoccuHe XYBOXHUK, «OnTodoH» [0T rpey. — | YcoBepuieH- Hau. paboTbl
Bnagumup CKynbnTOp «3pUMBIN 3BYK»] («xpo- | cTBOBaHMe Haf HCTPY-
[asnposny (1888- MOTPOM», oNTodo- MHCTPyMeHTa | MeHToM: 1912,
1944) HUYeCcKoe MMaHnHo, B COTPYA- [laTa nogauu
3puTensHoe hopTenu- | HuyecTse Sa9BKu
aHo, piano des couleurs | ¢ xygoxHUKOM Ha naTenT:
[uBeTOBOE NWaHNHOJ) C.A. Manstom 18.09.2023,
A HOHETPYK™ | Mockea.
TOPOM-130-
bpeTatenem Hata nopa4un
AA. Cayxo- 3anBku
- Ha djpaHu,ya-
CKWIA NaTeHT:
25.03.1926
4. | MaTiowmnH Muxaun XY[OKHUK, KnHeTunyeckmin ob6bexkt 1920-¢, MeTpo-
BacunbeBuy KOMMO3KTOP, «CBeT-hopmMa-3ByK- rpas / NeHnx-
(1861-1934) cKpunay, nefa- | Wwym» rpag
ror, TeOpeTuK
MNCKYCCTBA
5. | Tepmen Jles PU3nK-akycTuK, | «MNnnoMoBOKC» Hauy. 1920,
Cepreesuny NHKeHep-3/1ek- MeTporpag
(1896-1993) TpOMexaHuK
n3obperatens,
MYy3bIKaHT,
BMONOHYENNCT
6. | Kapatbirvn My3bIKanbHbIl Kurodor (?) 1920-e (?),
Bsyecnas KPUTUK, KOMMO- Netporpan
laBpunosuy (1875~ [ 3utop
1925)
7. | TnpoHw Mpuropwit XYAOKHUK, «CBeToBble flekopaummn» [lata noga4u
Vocudosuy (1895- | nctopuk 3asBKM
1937) WNCKyCCTBa, Ha NaTeHT:
ICTETUIK, 30.08.1920,
n3obperatens MeTporpag
8. | Kosanexros YdeHblii B 0bna- | MpoeKT 3BykocBeTo- 1925,
BaneHTuH VIBaHOBUWY | CTM NPOBOAHOW | BOrO MHCTpyMeHTa JNleHnHrpag
(1884-1960) CBA3M C ABYMS KNaBMaTypamu
9. | MaTowmH Muxaunn KomnosuTop, MoHoxopabl ¢ LuBeT- He nosgHee
BacwvnbeBny (1861- | cKpynad, xyfok- | HbIMU 9KpaHaMu ans 1926,
1934) HWK, neaaror, 1NccnefoBaHus ceszen Metporpaa /
TeopeTyK 3ByKa v LUBeTa JNleHnHrpag
VICKYCCTBA
10.| AsimMwny Agonbd My3bIKaHT, INeKTprYeCKnii 4ByxX- 1926-1927,
MakcumoBmy 3NEKTPOTEXHWK | MaHyasbHbIi CBETO3BY- JNleHnHrpag
(1896-7) KoBOV annapat
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BapuaHTbl

Ne >no, Cdepa HasBaHWI CoTpypaHM- lop n mecto
rofibl XXU3HU aBTOPa | [eATENIbHOCTN s 4yecTBO co3paHus
VNHCTPYMEHTOB
11.| TvpoHn Mpuropuii XYBOXHUK, «CBETONAMATHUK CoBMeCTHO 1926-1927,
Vocndosny (1895- | nctopuk 10-netuto OKTS6Pb- cC.0. Marze- | JleHuHrpag
1937) VICKYCCTBa, CKOI1 peBonioLmmn» nem
3CTETUK, (nelicTBytolas Mogens
n3obperatens | CBETOLBETOBOMO
MHCTPYMeHTa C BCTPO-
€HHbIM B Hee «CBeTO-
OPKECTPOM»)
12.| TepmeH Jles PU3NK-aKyCTVK, | «TepncuToH» 1930, Hbto-
Cepreesuy MHXeHep-3NeK- Nopx
(1896-1993) TPOMEXaHMK
n3obpetaTens,
MY3bIKaHT, BUO-
NOHYENNCT
13.| KypoukuH Al (2 —7?) | N306petatens | «[TpoekumoHHoe [ata nogaun
YCTPOWCTBO Anst nony- 3a9BKM
"eHMst CBETOBbIX 1 LiBe- Ha naTeHT:
TOBbIX 3(hheKTOB Npu 22.04.1930,
CMOMHEHNW My3blKalb- Mockga
HbIX POU3BEAEHIN»
14.| TvgoHu Mpuropuii XyLOKHUK-rpa- | «<CBETOLBETOBOW NyNsT» [lata noga4u
Vocndosny (1895- | duk, gpama- («CBETOKPACOYHBIi 3a9BKM
1937) TYpr, NCTOPUK NyNBT», «CBETOKPACOY- Ha naTeHT:
MCKYCCTBa, Nepe- | Hblll posinb», «<Photo 30.09.1931,
BOAUMK Chromo Piccolo Primo») JleHuHrpag,
15.| KoHpapalkwii Masen | HayyHeili pyko- | «<KonopodoH» He nosgHee
MaBnosuny (1881-?) BOANTENb XUMU- 1934, KanuuuH
Yyeckoit nabopa- (HblHe TBepb)
Topumn habpwikn
«Mponetapka»
(r. KanuHuH,
HblHe TBepb)
16.| Bap3uH-Pshxckuii XKypHanucr, «YcTpoicTBO ANst [ata nogaiv
Hwikonaii nuTepatop, COMNPOBOXAEHWS FpaM- 3a9BKM
Muxaiinosuy (1892- | pexwuccep, n30- | MOPOHHO 3anucu ce- Ha naTeHT:
1973 (7)) bpetatens TOBbIMU KapTUHAMW» 25.03.1934,
MockBa
17.| Kaburert upeta «KnHemaxpom» CoBMmecCTHas 1930-¢,
1 3pUTENBHbIX (ans Osopua CoseToB) | paboTa Tpex JNleHnHrpag,
BOCMPUSATMIA (Mpw NEeHNHIpag-
Bcepoccuiickolt aka- ckux nabopa-
LeMUN XyA0KEeCTB), TOpUIA

CBETOTEXHMYECKas
nabopatopus focy-
[apCTBEHHOrO ONTH-
4EeCKOro MHCTUTYTA,
JNlabopaTopus Mckyc-
CTBa CBeTa v LiBeTa

I. TuaoHm)
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KNACCUOUKALMNA OTEYECTBEHHOIO CBETO3BYKOBOIO
WHCTPYMEHTAPUS NEPBOW TPETU XX BEKA

K oTeyecTBEHHOMY CBETO3BYKOBOMY MHCTPYMEHTapUIO NepBOM TpeTy
XX Beka npeanaraeTcs OTHeCTM YCTPOIMCTBa (annapatsl, Nprubopbl, UHCTPYMEHTbI),
KOTOPble NMBO COo3/aHbl AN CONPOBOXAEHNS CBETOLBETOBbIMU CPeACTBAMN
MY3bIKanbHbIX, APAMaTUHECKNX, AeKNaMaLVIOHHbIX, XOpeorpadr4ecKmnx 1 4pyrmx
npowv3eeaeHnii, NMb0o y)ke B CaMOi CBOEW KOHCTPYKLMK MMEOT BO3MOXHOCTb
O[JHOBPEMEHHOTO COYeTaHMs CBETOLBETOBbLIX U 3BYKOBbIX 3P HEKTOB. Taknm
06pa3oM, Mbl Nofy4Yaem fiBe rpynnbl MHCTPYMEHTOB, UCMO/b3yeMblX aBTOPaMy
ANs peann3auny uaen, CBA3aHHbIX C CUHTE30M UCKYCCTB: 1) CBeTOLBETOBbIE
(BOCNpPOM3BOASILME TOMBKO CBET 1 LBET) 1 2) CBETO3BYKOBbIE (CMOCOOHbIE AEMOH-
CTPMPOBaTb 3BYKOBbIE 1 CBETOLIBETOBbIE 3(hMEKTH OAHOBPEMEHHO). Hapsay
C ONnpefeneHrnem «MHCTPYMEHT», HEKOTOPbIE aBTOPbI MO OTHOLIEHMIO K CBOUM
1n3006peTeHrsaM ynoTpebnsioT HanMeHOoBaHWs «anmnapaT», «<yCTPOUCTBO» UK
«Npnbop».

MepByto — ceemoygemosyto — rpynny UHCTPYMEHTOB COCTaBASAOT
npubopbl, npoeyupyrowjue ceem, ysem (8 0moenbHbIX CAy4asx U30bpaxeHue)
HQa 3KPAHHYO n1ocKkocme (nogepxHocme) [1.1] (HanpumMep, XpOMOTPON® Unu
onTodoH [0T rpey. — «3puMmbii 3ByK»] B.[. BapaHoBa-PoccunHe; npoekumoHHoe
YCTPOWCTBO A/19 NOMAYYEHUS CBETOBbIX U LIBETOBbIX 3(h(eKToB A.l. KypoykuHa;
YCTPOWCTBO AN CONPOBOXAEHNS rPaMMOMOHHOI 3anncK CBETOBLIMU KapTW-
Hamu H.M. Bap3uHa-Psckoro; konopodoH MN.11. KoHapalKoro) v nprbopsl, opw-
EHTUPOBaHHbIE HA PACNPOCMPAHEHUE c8ema u ysema 8 npocmpaHcmse [1.2]
(cBeTOBas KnaBwmatypa / Tastiera per luce A.H. CkpsibrHa; cBeTOBble AeKopaLmK,
CBeTonamMsaTHNK, CBeTOLBETOBOM NynbT M. TnaoHK). Mpu 3TOM 3KpaHHble CBETO-
LIBETOBbIE MHCTPYMEHTbI, 6E3YCNOBHO, MOTM MUMETL MPU3HAKM MPOCTPaHCTBEH-
HbIX, 1 HA0OOPOT. B M3Ha4anbHO OPUEHTMPOBaHHbIX Ha pacnpoCTpaHeHVe CBeTa
1 LBeTa B MPOCTPaHCTBE UHCTPYMEHTaxX 3KpaHamu, CTPOro roBOPS, CYKMUAW BCe
MOBEPXHOCTY, OT KOTOPbIX CBET OTPaXancs. B cnyyae co CBETOBOM KNaBMaTypoi
A. CKpsibU1Ha, CKOHCTpyMpoBaHHOM A. Mo3epoM, 3KkpaHaMm, HanpuMep, CTaHo-
BMAWCH MNOTONOK U CTeHbI. B CBETOBbIX AeKkopauusx I [naoHu, cTpemsilerocs
BOMMOTUTL 3ambicen CKpsbUHa, MCMONb30BaNCs «MPO3PaYvHblil 3KpaH». Bax-
HbIM MOMEHTOM 37eCb ObINO NpeobnafaHme ToM UAN MHOW YCTaHOBKM aBTopa.
[ns co3paHns MMeHHo NpocTpaHcTBeHHOro addexTa A. CKpsouH 1 I TUAoHK,
HaMepeHHO v3berany sKpaHa.

® XpoMOTPOMOM MHCTPYMEHT Hbil HA3BaH B 3asiBOYHOM CBUAETENbCTRE, NofaHHOM B. BapaHo-
BbIM-PoccunHe B KomuteT no genam nsobpeteHnii 18 ceHTtsbps 1923 roga (Mocksa). B nansHei-
LWEeM aBTOP OCTaHOBW/CS HA Ha3BaHUM «<ONTOMOH».

HAYKA TEJIEBUAEHMSA. 2025. 21 (3) 91 THE ART AND SCIENCE OF TELEVISION



HecMmoTps Ha BHeWHWIM BUA (Hanpumep, UCnonb3oBaHve dhopTenuaH-
HOW KNaBMaTypbl B KOHCTPYKLMUK ONTOMOHA), NNV Ha3BaHWs (CBETOBOW Kna-
BWP, ONTOMOH, CBETOKPACOYHbIN POSi/Ib, CBETOOPKECTP), OTCHINAIOLINE 1 K 3BYKY,
1 K CBETY, KOHCTPYKLMS CBETOLBETOBBIX MHCTPYMEHTOB He npeanonarana 3sy-
YaHue. B oTanyme oT 3TOro, yCTPOMCTBO CBETO3BYKOBbIX MHCTPYMEHTOB MPeAno-
narano v 3By4aHue, v CBedeHne.

BTopyto — c8emo38yKo8yto — rpymnny MHCTPYMEHTOB MOXHO pPa3fenuTh
Ha NOArpynnbl MO ABYM Pa3HbIM KPUTEPUSIM: 3BYKOBOMY 1 BM3yanbHOMY. Ecan
OMNMpaTbCs Ha 3BYKOBOW KpUTEPUIA, TO 3TO akycmuyeckue [2.1a] (K npumepy,
LIBETO3BYKOBbIE KMHETNYECKME OGBEKTbI 1 MOHOXOPAbI C LUBETHBIMUW 3KpaHaMMu
M.B. MaTtowwrHa) n anekmpoakycmuyeckue npubopsl [2.2a] (MNNIOMOBOKC,
TepncnToH /1.C. TepMeHa; MPOeKT 3BYKOCBETOBOMO ABYXKNABMATYPHOIO MHCTPY-
MeHTa B.W. KoBaneHkoBa; 3NeKTpUYecKmnin AByxMaHyanbHblli CBETO3BYKOBOM
annapaT A.M. [IbiMwuua). Ecnv Bo rasy yrna CTaBUTb BU3YyanbHbIA KpUTEPUNA,
TO MO aHanornM AeneHs CBETOLBETOBbIX MHCTPYMEHTOB CBETO3BYKOBbIE TaKKe
MOXHO KNnaccudunumpoBaTh Ha 3KpaHHble [2.16] u npocmpaHcmeaeHHsie [2.16].
OpHako pasfeneHne CBETO3BYKOBbLIX MHCTPYMEHTOB Ha MOArPYMMbl MO 3ByKOBOMY
KpUTEpUIo, a CBETOLBETOBbIX — MO BM3yanbHOMY B AaHHOM C/lyYae npeacTans-
eTca 6onee NpakTUYHbIM.,

OTaeNbHY NOArPYNMNY CBETO3BYKOBbIX 31EKTPOAKYCTUYECKIX MHCTPYMEH-
TOB MOTYT COCTaBWTb YCTPOMCTBA, B KOHCTPYKLMM KOTOPbIX reHepalus 3ByKa
OCyLLeCTBASNACh C MCMOMBb30BaHMEM ONTUYECKMX NpepbiBaTenel. B kayectse
npumMepa 30ecb MOXHO NPUBECTU «INEKTPUYECKII My3bIKabHbI NPUOOP, KOTO-
pbliii NpeBpallan bl CBETOBbIE UMMY/bChI B My3blKa/lbHblE 3BYKM» N306peTaTess
/.A. Cepreesa (Ceprees, 1930).

1.1. DKPAHHBIE CBETOL/BETOBbLIE MHCTPYMEHTbI

Havbonee paHHUM 13 N3BECTHbIX HAM OTEYECTBEHHbIX IKPAHHbIX CBETO-
LIBETOBBIX HCTPYMEHTOB 6bln 0NMOo@oH’, U30b6peTeHHbI XyAoKHMKOM B. Bapa-
HOBbIM-PoccuHe (Havano paboTsl Haf HUM OTHOCKTCS K 1912). Mo cnocoby dyHK-
UMOHMPOBaHNs annapat 6bin 6An30K K KHeMaTorpady (Bce Lseta U pucyHKn
NpoeLnpoBanuch Ha skpaH). K Bbixody 3a Npefaensl 3kpaHa (B NpOCTPaHCTBO)
XYBOXKHUK TONbKO cTpemuncsa®. [ing ynobcTsa ynpaBneHuns oTaAenbHbIMN 3/1e-
MEHTaMW 0NMo@oHa — 3epKanamu, npusMamu, GUALTpaMm, UCKaMmn ¢ HaHe-
CEHHbIMY Ha HUX U306paxeHusaMu, B. bapaHoB-PoccrHe ncnonb3osan Tpu

" AHanoru4Hoe HasBaHue MMenu annapaTbl PYCCKOro KPeCcTbsiHUHA, N300peTaTens-camMmoyyKm
Edurma lopuHa 1 npnaHackoro yyeHoro ®ypHee g'Ansba. OcHOBaHHble Ha Npeobpa3oBaHm
CBeTa B 3BYK, 063 OHM ObINv NpeaHa3HauYeHbl ANs Cenbix Noaein.

8 NoppobHee 06 onTodoHe cMm.: (KonraHosa, 2021).
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OKTaBbl popTenraHHol KnaBmaTypbl; Ha HEKOTOpbIE KNaBMWUW UM Obinn HaHe-
CeHbl AOMONHUTENbHbIE CUMBObI (CM. pyC. 1). Ha HenoCBSILLEeHHbIX 3puTenel
U cnywaTenen Hanvnyue KnaemaTypbl B MUHCTPYMeHTe NPOU3BOAMI0 OOMaH K-
Bbll 3PMEKT: MHOTMM Ka3anoch, 4TO OT oNTohOoHa AECTBUTENBHO UCXOAM
3BYK. [pviBegem, HanpuMep, OT3bIB XYJOXKHMKa U nnTepaTopa 0. AHHeHKOBa:
«bapaHoB-PoccnHe, 3axBayeHHbIl MaesMu KomnosnTopa AnexkcaHapa CKrps-
6ViHa, VCKaBLUEro Napanfeny Mexay 3ByKamu, Kpackamu v IMHUAMK, 1306pen
onTo-hOHMYECKOe MUAHUHO, TO eCTb KNaBwaTypy, rae Kaxaas HoTa, BMecTe
CO 3BYKOM, NepebpacbiBana Ha IKpaH Ty WV UHYIO LiBETOBYHO (OpMY. TaknMm
0bpa3om, nrpas Ha 3ToM NaHnHO MouapTa vnn MNpokodbesa, NMMaHNUCT OTpaxan
Ha 3KpaHe Kpaco4yHoe 1 NMHelHOoe NpeobpaxeHyie My3blKkanbHOro Npov3eese-
HYIS: KPAaCOYHYH CUM@OHNIO» (AHHEeHKOoB, 1991, c. 233).

Puc. 1. B. BapaHoB-PoccuHe. OnTodoH. PekoHcTpykuus XK. WuddpuHa. 1971°

ABTOPOM [IpYroro 3KpaHHOrO CBETOLBETOBOIO MHCTPyMeHTa Obin M.11. Kox-
ApauKnii. Vi3obpeTeHrie UM Ko10pogoHa, NO BCEN BUANMOCTU, MOXHO OTHECTY
K Havany 1930-x. KoHapaLkmii npodeccroHanbHo 3aHMancs LUBeToBefeH eM:
PYKOBOAMN XMUYecKow nabopaTopuelt habpukm «[poneTtapka» B ropoge Kanu-
HVH (B HacToslLee Bpems TBepb), NnapaniensHo npenofasan Ha Kypcax MHCTu-
TyTa Mo MOBbILEHNIO KBANMMUKALNM UHKEHEPOB 1 TEXHNKOB, OPraH30BaHHbIX
BCHX B Mockse 1 JleHnHrpage. B 1932 rogy Bbilwna B CBET ero KHura «OCHOBbI

? NcTouHuk  mn3obpawenus:  URL:  https://www.centrepompidou.fr/en/ressources/oeuvre/
ROacks9 (08.05.2025).
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KONOpUCTaTVKIN», KOTopas bbina Npri3BaHa «bbiTb MCHepnbIBaOLLMM NpaKTuye-
CKMM PYKOBOACTBOM 1151 KaX<A0ro, KTo xoTen 6bl paboTaTh B 061aCTH TeopeTnye-
CKOTo UNW NpUKNaaHoro LeToBeaeHus» (KoHapaukumia, 1932, c. VI). Konopucta-
TUKY, Haps/y C KONOPOANHAMMKON 1 KONOPOICTETUKOM, YHEHbIA MbICAWN YaCTbto
TeopeTuyecKkon konopuctukm (Konapaukuia, 1932, c. V). «Konopucratvka, —
nvican oH, — AaeT NpueMsl M3MepeHus U HOTHOW 3anucK LseTa, KonopoamnHa-
MUKa yKa3biBaET NyTV A5 BbIYMCNEHNS KPAaCOYHOM CMeCH Ansi BOCMPOU3BOACTBA
LiBeTa no 3afaHHol ero 3anuncy 1 KonopoacteTrka, NpuBoas MHoroobpasue
LIBETOB B CTPOWHYIO CUCTEMY FapMOHUYECKIIX PSAOB, BbISBASET 1 QOpMynmnpyeT
Te 3aKOHOMEPHOCTU, KOTOPbLIMY MOMb3YeTCs KONOPUCTMKA B XYAOKECTBEHHbIX
pacugeTkax» (KoHapaukwmia, 1932, ¢. 541). P 3aKm04eHnin yYeHblii aenan ucxoas
13 @aHaNOr N MEXY MYy3bIKOV 1 KONOPUCTUKON. OWH 13 NaparpadoB ero KHUMM
6bI1 NOCBsALLEH, HanpuMep, LBeTOBOW HoTauuKn. [Ans uener ctaHaapTusaumm
LBeTa 1 LBEeTOBOW KOMMO3MUMM B rapMOHM3aLUMM PAaCLBETOK OH Mpeanoxum
LIBETOBYIO «KNaBuaTypy», KoTopas «oxsatbiaeT oT 3000-4000 13 LOCTYNHbIX HOP-
ManbHOMY rnasy LBETOBbIX HIOAHCOB» 1 lafiee Ha ee OCHOBE pa3paboTan cucrtemy
3anucK «UBeToBbIX HOT» (KoHapaukwmia, 1932, ¢. 520). OnucaHmne CKOHCTPYMpPOBaH-
HOMO MM LIBETOBOIO MHCTPYMeHTa — KONopodoHa — YvTaeM B 3aMeTke «LgeT
1 3ByK» M. Cepreesa, onybn1MKoBaHHOM B raseTe «/lerkas nHaycTpus» B 1965 roay:
«KeHa y4eHoro murpana coHaty betxoBeHa. A OH caM, CropbyBLINCE, B TEMHOTE
nepebupan knasmaTypy HebOoMbLWOro annapata. IKpaH pa3bpackiBan TO MArKoe,
nerxoe, To NpsiMoe, Bo3byxaatollee LBETOBOE CUsHME. XpoMaTnyeckas raMmma
LIBETOB MO CMeLmnansHo HanucaHHOW NapTUType 4oNOMHSMa, NO-MHOMY pacKpbl-
Bana v 06bACHsANa KOMNO3MTOPa. My3blKanbHble BOCMPUATUS CIMBANVCh C LiBe-
Tamu» (Knupunerko, Opnos, 1965, . 37).

O KOHCTPYKLUMAX eLle ABYX IKPaHHbIX CBETOLBETOBbIX MHCTPYMEHTOB —
«NPOEKYUOHHO20 ycmpolicmea 07151 NO/yHeHUst C8EMOBbIX U UBEMOBbIX 3PHeKmos»
AT, KypouknHa v <ycmpoticmea 07151 ConpoBoxOeHUs 2paMMOGOHHOU 3anuUcu cae-
mossbiMu KapmuHamu» H.M. Bap3nHa-PsyKcKoro — y3Haem no nateHTam v yep-
Texxam. K coxaneHuto, pyrux MCTOYHNKOB MHDOPMaLMM Ha faHHbI MOMEHT
He obHapy)KeHo. B cBoeM 3asBoYHOM cBUaAeTeNbCTBe Al KypouknH coobuiaer,
4TO ero yCTPOWCTBO Npeanonaranoch MCNoNb30BaTh 415 «MOAYYEHNS CBETOBbIX
1 UBETOBbIX 3(MEKTOB NP UCMONHEHWI My3bIKanbHbIX MPOV3BeaeHnit» (Kypoy-
KIH, 1934). CornacHo aBTopy, annapat AaeT BO3MOXHOCTb «NPOEKTUPOBATh
NYYOK Ny4ein HempepsIBHO M3MEHSIOLIENCS OKPACKW, MPUYeM SPKOCTb Nyyel
3aBUCUT OT CUAbI 3BYKA. B yCTpolicTBe NpUMeHnMbl 0cobble CBETOMUNBTPbI
1 CBsI3aHHble C MeMbpaHoi TenedoHa 3KpaHbl, 3aaepKrBatoLe 60bLIYI0 UK
MeHbLLYIO YaCTb Nyyei» (Tam xe) (puc. 2).
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Puc. 2. A.T. Kypo4kuH. YepTex K nateHTy «[TpoeKLMOHHOE YyCTPONCTBO
ANS NONYYEHUs CBETOBbIX U LIBETOBbIX 3(pheKTOB»™

B onncanmu naTteHTa pexuccepa u nutepatopa H.M. BapsnHa-Psxckoro
yKa3aHo, YTO ero n3obpeTeHne NnpefHa3Hayanoch «4/1s COnpoBOXAEHNS rpam-
MOMOHHbIX 3anuncei, mMaBHbIM 06Pa3oM aruTaLVOHHbIX peyelt, [OKNAJ0B U Tex-
HUYECKMX NeKLMIA, 3aNUCaHHbIX Ha FPaMnNacTUHKe, CBETOBbIMU KapTUHaMM»
(Bap3auH-Psokckui, 1935). CornacHo TeXHUYECKOMY OMUCaHWI0, B YCTPOWCTBE Npu-
MEHS/ICS MPOEKTOP C HECKOMBbKUMM OB BEKTBAMMU, «MPOEKTVPYIOLLVMUI Ha OHO
11 TO XKe MECTO IKpaHa U306paxeHus C HambiBOM O[JHOTO M306paXKeHns Ha apy-
roe, jaBaemMble AMano3nTMBaMM, MOMeELLEHHbIMU B OOLLYIO paMKy 1 ocBellae-
MbIMY KXK[bIA OTENBHOM NaMnol HakanuBaHws» (Tam xe). Mo MHeHMo 0CHOBa-
Tens «TepMeH-LeHTpa» A. CMUPHOBaA, 300peTeH e HaNOMVIHAET «COBPEMEHHbIe
CpefcTBa MynbTYMeAVa, B HaCTHOCTW, nporpammy Power-Point» (CmupHoB, 2020,
c.162).

1.2. [1POCTPAHCTBEHHBIE CBETOLBETOBbIE MHCTPYMEHTbI

K MpocTpaHCTBEHHbIM CBETOLBETOBBIM MHCTPYMEHTaM MOXHO OTHECTY
cBeToByto knaBumaTypy A. CkpsibnHa 1 A. Mo3epa (Tastiera per luce)*, a Takxe psig
ycTpoiicTB I [VAOHW, CO3[aBaBLWMXCS A5 UCMONHEHVS CUMBOHNYECKO K MO3MbI
«[1pomeTeli» B pasHoe Bpewms.

Ceemosas knasuamypa A. CkpsibrHa npeactasnsna coboi 4OCTaTO4HO

NPOCTOW MO KOHCTPYKUMM annapart, COCTOAWMIA U3 AePEBAHHOIO Kpyra, Ha KOTO-
pOM pacnonaranvcs 12 namn (cemb 13 Hux Obinv OKpaLleHbl B LUBETA pagyru,

0 IcTOUHMK n30bpareHns cM.: (KypouknH, 1934).

1O «BBEAEHUM B NAPTUTYPY CMMOHMYeCKoro opkecTpa Tastiera per luce» 1 06 ocMbICIeHNN
Yyepes 3TO «HEeKOTOPbIX MPUHUMMMANBHO BaXHbIX KOHCTAHT B COOTHOLIEHUN LiBeTa W 3ByKa»
cMm. B ctatbe [A. Wymunnnta (LWymunmn, 2023, ¢. 12).
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NATb — B NEpexofsime OT OfHOTO K APYroMy LIBETa) 1 KHOMOYHOW NaHenw ynpas-
nenHus (puc. 3). Mpu HaXxaTuM OAHON 13 12-TW KHOMOK 3aropanachk naMna cooT-
BETCTBYIOLLErO LBeTa. XapaKTepu3ys 3TOT He3aTelnBbl MexaH13M B aHHOTaLMN
K CBETOBOW KNaBmaType, ckpsbuHosen A.W. baHaypa nucan:

Co30aB CTPOKY LIBETHOTO CBETa B «[TpomeTeer, CKpsbuH, pasymMeeTcs, xoTen
YBUAETL ee CaM. TexHMKa TOro BpeMeH I He MOrf1a BOCMPOV3BECTY «CBETS-
wmecs GopMmbl, MOHUK, Y4, TyMaHbl M 0bnaka» — v aBTOp 3aMbiC/1a 3TO
NOHMMan.

«...— HeTt, MmHe Tenepb TaK XO4eTCA TONIbKO BCe 3TO OWYTUTb. .. 370 Bedb
AO/HKHO ObITb COBepUeHHO HOBOE ollyuleHWne, 3T 3BYKW C 3TUMK CBe-
Tamun... 5 6bl cornacunca, — r|p|/16aB|/|n OH, — Ha CaMble CKPOMHbI€ HaMeKN
Ha 3Ty CI/IMd)OHI/HO, 4TODObI TONIbKO XOTb HEMHOTO YBMOETb, KaK OHa.. .».

[MepBbIM Warom K Ha3BaHHbIM «HaMekam» Dbl CBETOBOW annapart, cae-
NaHHbIN N0 3cKM3am CKpsabuHa ero ApyroM, MHXeHepoM 1 npodecco-
poM u3nKK A.3. MosepoM. /TaMNoYKM, HaKPbITble Pa3HOLBETHbIMU KO-
naykamu, bbinv pacnoNOXKeHbl Ha KPYrIoW naHenu, KOTopyto NoOABECUAN
K MNOTONKY B KabMHETe KoMno3uTopa.

N.71. CabaHeeB BCMoMUHan: «[locne HeKOTOPbIX Pa3MbllUIeHNIn “MO3UTH-
BMCTbI”, TO €CTb 5 1 Mo3ep, peLuvnu, 4To y4lle BCEro 3acTaBUTb KynaTsCs
CkpsibuHa ¢ ero cuMdOoHMeN B CBeTax, eciv NpUBecKTb pedeKTopsl
K MOTOJIKY, YTODbI OHM [laBann pacCcesiHHbIV CBET Mo BCet 3ane, a UCToY-
HWK CBeTa ocTancs 6bl HeBUAMM. W ckopo, npuas k CKpsibuHy, g yBuaen,
4TO Y HEro Ha NMOTO/KE KOMHATbI KOMOLWWACS MOHTEP, MPVBELUNBAS HEKNI
NPVYMUTUBHBIA MOKa elle annapar, AO/HKEHCTBYIOWMIA CYKUTL 6a3oi ANs
ByayLLeln CBeTOBOW CUMMOHMMN»',

2 TeKCT aHHOTaLMM C BbICTaBOYHOM Tabnuyku k «CBeToBoMy annapaTy A. CKpsibrHa» Ha Bbl-
cTaBke «OT My3bIKK K cBeTY: MocBsuieHne CkpsibuHy», lanepes POCM30, Mocksa.
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Puc. 3. AnekcaHpp Ckpsi6uH, AnekcaHap Mosep. Mogenb cBeTOBOro annaparta
0719 CONPOBOXAeHUs No3Mbl «MpomeTei», 1910-e*

OpHa 13 NoMbITOK BOMAOTUTL 3ambicen A. CKpsibrHa NpuHaanexana xygox-
HYIKY 1 130bpeTaTento I MngoHn*. MeyTtas MCNonHKTb «[IpoMeTes», B 4aCTHOCTK,
npu 3anycke BoAXOBCKOW rMapo3neKTpocTaHumm 8 1926 rogy, MMaoHu paspabo-
Tasn v 3anaTeHToBas [1Ba YCTPOMCTBA (npucnocobeHue 0715 NOyHeHUs CBEMO8bIX
dexopayuli Ha NPO3PAYHOM IKPAaHE™ v pacnpedesumereHsit ny1em*®). Ha pa3Hbix
3Tanax paboTbl, NPOAOMHKABLLENCS 18 NET, ANs onpefeneHns CBOEro CBeTo3By-
KOBOTO MHCTPYMeHTapws [VAOHW NCNOMb30Ban CheayloLne HauMeHoBaHus:
CBeTOBblE JeKOpaLMK, CBETOOPKECTP, CBETOOPKECTPOBbIV annapart, CBETOBO
annapat, CBETOKPAaCOYHbIN POsifib, CBETOLBETOBOW MY/LT, CBETOKPACOYHbIN
NynbT, CBETOBas KnaBmaTypa, a Tarke Photo Chromo Piccolo Primo (Ph.-C.P.P),
4TO pacLMdpPOBbIBAN KaK «CBETOOPKECTPOBbIV Masblii CBETO-LBETOBOM anmnapat»
(MywkmH, 1933, ¢. 16). Liensto npucnocobnerns 6bi10 NoayYeHne <Unn30pHo-
CTV feKkopauumii (0TCyTCTBMeE rpyboit npeaMeTHOCTL)» (TnaoHKn, 1924).

CBeToLBeTOBOW Ny/bT MMAOHW NO3BONSAN MEHATb OTTEHKM LIBETA («<OCHOB-
Hasli BOCbMUCTYMNEHHash raMma LBETOB MO CMeKTPY», MOBbIWEHWS 1 MOHKEH NS
OCHOBHbIX LIBETOB — LIBETHbIE AMe3bl U LBETHbIE 6eMONK, Bcero 24 rpagaumnm)
1 MHTeHCMBHOCTb CBeTa (0T OTCYTCTBMS CBETa 10 MaKCMManbHOW OCBeLleH-
HocTK, 10 rpafaumnii ocBeleHHOCTI), K Yemy Npubasnanncs addekTsl cBeTo-
BOIO KpeuleHAo 1 AUMUHY3H/0, BCTIbILLKX 1 MONHOe yracaHue CBeTa, CBeTOBble

B cTouHmK n3obpaxenns oM. URL: https://goskatalog.ru/portal/#/collections?id=25165011
(08.05.2025).

¥ INopnpobHee 0 CBETO3BYKOBOM MHCTpyMeHTapuu I MaoHu cM.: (KonraHoBa, 2022).

1 CMm.: (TnpoHu, 1924).

© Cm.: (MnpoHu, 1931).
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1 LIBETOBbIE Nay3bl 1 TPEMOO. B ManoM CBETOKOHLEPTHOM MCMOMHEHWI UCTOSb-
30BanMCh MCTOYHMKM CBETa He Bbile 300 BaTT. CNocob v cnucTema 3anmncu ceeTo-
LIBETOBbIX MapTUiA aBTOpa ObiNa 3aperucTprpoBaHa Bo Bcepoccuiickom obluue-
CTBE COBETCKMX [jpaMaTypros v nucatenen.

Jletom 1925 ropa Ha 3acefiaHuy Paspsga UcTopum 1 TeOpUv My3blKK B [OCy-
LAPCTBEHHOM MHCTUTYTE UCTOPUM NCKYCCTB . TMAoHW npoYvTan Asa foKNaga
0 CBETOOPKECTpe M CBETOKPACOYHOCTY. BbICTYNNeHWs BbI3BanM 60bLON NHTe-
PEC M FaBHbIM WX Pe3yaTaTOM CTano M3fanve paclundpoBKM CBETOBOW CTPOKM
«MpomeTes» no cucteme I M’MaoHK (Pvmckuii-Kopcakos, 1926) (puc. 4).

Puc. 4. .M. Pumckuii-KopcakoB. PaclumndpoBka cBeToBo CTpokM «[pomeTesn»
A. CkpsbuHa no cucteme . frmgoxHn*’

Mocne ogHoro n3 goknaaos C. MMH3bypr onybankosan 3amMeTky B «Kpac-
HOW raseTe». «3ambicen CKpsibuHa, — Nncan oH, — CBOAUTCS K BECbMa MPOCTOW
BeLW: BeChb 3a/1 BO BPEMS MCMOMIHEH NS AOMKEH ObITh 3a/MT BOIHaMK CBETa Ornpe-
AeNeHHOW MHTEeHCUBHOCTM 1 OKPACKK, NpuyeM 3Ta “cCUMOoHMs cBeTa” 10o/MKHa
NpoTeKaTb He Ha creluanbHOM 3KpaHe, HO Kak Obl MPOHW3bIBATH BCE CYLIECTBO
cnywartens, TeM cambiM YCUANBAsi B HEM OCTPOTY 3BYKOBOIO BOCTIPUATYUS» (T1H-
30ypr, 1925, c. 4). CaMbIM LieHHbIM B 13006peTeHum [MaoHK MMH306ypry BUAENOoCh
OTCYTCTBME B YCTAHOBKE KPaHa, «KaK TOro LUeHTPa, Kyaa A0/KHbI ObiTh YCTpeMm-
NeHbl T1asa caywartens» (Tam xe). 3a HeMMeHeM 0OCTaTONHOM MHMOopMaLmm

1 ACTOYHMK M306paxeHus cM.: (Pumcknii-Kopcaros, 1926, c. 100-101).
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CNOXHO NPefCcTaBUTb, KaKMX YCNexoB fobuacs aBTop nNo peanvsaummn MMeHHO
HE3KPaHHOrO T1MNa CBETOLBETOBOIO MHCTPYMEHTapys. [1efiCTBYOWMM SK3eMms-
POM CBETOLBETOBOIO MHCTPYMeHTapus [MaoHK 6bin CeemonamamHuk 10-nemuro
Okms6peckoli pegonoyuu, co3narHblii B 1926-1927 rogax (puc. 5). OgHako ero
MOXHO OTHECTW CKOpee K 3KPaHHOW rpynne MHCTPYMEHTOB, T. K. BHMMaHVe
3pUTens KOHLEHTPUPOBANOCh Ha LEHTPaNbHOM YacTy 06bekTa — Npo3payHoM
rnobyce.

Puc. 5.T. TugoHu. Mogenb CBeTonamaTHMKA 10-neTuto OKTA6PbCKON peBooL .
[OBopey, Ypuukoro. OKTabpb 19278

2.1A. AKYCTUYECKNE CBETO3BYKOBBIE UHCTPYMEHTbI

[pynna akyCTUYeCKMNX CBETOLBETOBbLIX MHCTPYMEHTOB NpefCcTaBeHa, rmas-
HbIM 06pa3oM, paboTamu KOMMO3MTOpPa U XyaoxHMKa M.B. MaTiowmHa. Lienbto
CO3[aHus LIBETO3BYKOBbIX KUHETUYECKNX 06beKTOB (onpeaeneHue A. Nosenu-
XMHOM, cM.: MoBenuxmHa, 2000, . 81) ObI10 «MCMbITaHWe B3aUMOAEeNCTBIS LiBeTa
1 3ByKa». Pa3paboTkoli CBOEro MHCTPYyMeHTapus MaTiolWvH 3aH1Mancs ¢ Havana
1920-x.

OamH 13 061beKTOB ObiN Ha3BaH aBTOPOM «Ceem-Hopma-38yK-ulym». OCHO-
BbIBAACh HA 3aMUCAX XYAOXKHMKA, COXPAHWUBLUMXCA B PYKOMMCHOM oTaene VIHCTK-
TyTa pycckon nutepatypsl PAH, A. loBennxmHa onucbiBaeT ero cneaytowmm
obpasom: «[poTarnBanack BepesKa B Bife KBaApaTa, Kaxgas CTOPOHa KOTOPOiA

¥ IcTOuHMK n30bpaxeHns cM.: (bpaydo, 1928, c. 16).
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oKONo MeTpa. Ha 0HON CTOpOHe NMoABeLINBaNCcs KpacHbI Wap BeNUYMHON
C ThIKBY 1 3ByYallMii KaK roHr. HanpoTnB Hero Ha [pyrol CTopoHe KBafpaTa
BMCEN 3eNeHblit KyD, n3aatolnin Tpeck. Ha TpeTbell cTopoHe Bucena pombo-
obpasHasa GopMa xenToro LBeTa, M3aaBaBluas 3BYK HU3KOro 6aca CTPYHHOTO
posins. HanpoTuns 3Tol hopmMbl BLUCENa CNpab CUHEro LIBETa CO 3BYKOM CBHUCTA.
LIBETO-3BYKOBOW KNHETUYECKMI OBBEKT OMKEeH Dbl 1eMOHCTPUPOBaThb CBSA3b
hopM co 3BYKO-LLYMOM W LiBeTOM» ([oBenunxiHa, 2000, c. 81-83).

Eule oaHO HanpasneHvie paboTbl MaTiowmnHa B 061aCTh aKkyCTUYECKOro
CBETO3BYKOBOIO MHCTPYMEHTapus — 3TO U3roToBNeHVe modesiell 38y4aujux
MOHOX0PO08 (0AHOCTPYHHbIX MHCTPYMEHTOB) C LIBETHbIMM 3KpaHaMm Ans nccne-
[OBaHMs CBA3EM 3ByKa 1 CBeTa. Ha Hall B3rNsg, UX Takoke MOXHO Ha3BaThb LBe-
TO3BYKOBbIMY KMHETUYECKMMU 0bbekTamu. B 1926 rogy M. MaTioWwmWH AemMoH-
CTPUPOBaN MOHOXOPAbLl Ha BbicTaBke paboT OTaena OpraHU4ecKom KynsTypbl
[OCYyAapCTBEHHOTO MHCTUTYTa XYAOKECTBEHHOW KynbTypbl (TVMHXYK)Y (puc. 6, 7).
CornacHo A. MOBeNVXMHOM, YeTbIpeM 3KpaHaM KPacHOro, KeNToro, 3e1eHOro
1 CUHero LiBeTOB COOTBETCTBOBAV NMPUKPENIEHHbIE K HYM MOHOXOPAbI «bac-
CTpyHa, HaCTpoeHHas Ha “/19” 6onbLIOV OKTaBbl, TEHOP-CTPYHa “Pe” BMONOHY ey,
HacTpoeHHas Ha “[10” Manoi oKTaBbl, anbT-CTpyHa “/19” anbTa, HaCTpoeHHas
Ha “/15” NepBoWi OKTaBbl 1 AMCKAHT-CTPYHa “Mu” CKPUMKKW, HaCTpoeHHas Ha “/1a”
[BTOpOI] OKTaBbI. Ha KaykAOM LIBETOBOM 3KpaHe NOCNef0oBaTeNbHO BKAOYANMCH
3BYYaHMs BCeX YeTblpex MoHOoxopaoB» (MoeennxmnHa, 2000, . 83). B 0HOM KX 3KC-
NepUMEHTOB XYLOXHMKa MOHOXOPAbI, HACTPOEHHbIE Ha CKPUMMYHOE a, BKNaAbI-
BaNNChb B KPACHbIN ¥ CUHMI SLLMKIN OAMHAKOBBIX Pa3MepoB. Pe3ynsTaTom cTaHo-
BU/OCH «MOHWIKEHME B KPACHOM V1 MOBbILLEHNE B CUHEM», (DUKCUPYEMbIE «TOYHbIM
(paHLy3CK1M pe3oHaTopomM» (MaTtownH, 2011, ¢. 291).

¥ Otpen OpraHuyeckoit kynstypsbl ['IHXYKa 6bin cozgaH M. MaTiowwrHbIM B 1923 rogy.
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Puc. 6. BbicTaBka pa6oT OTaena OpraHuyeckoi kynbtypbl TMHXYKa
B MeTporpage. 1926. doto M. MaTiowmnHa?®

Puc. 7. PekoHcTpyKuus cteHga M. MaTiownHa «CBA3b 3BYKa U LiBeTa»
¢ BbicTaBku OTgena OpraHu4ecKoii KynbTypbl F0CyapCTBEHHOTO UHCTUTYTA
XYA0XeCTBEHHOM KynbTypbl. 1926. A. KocTpoma (YepTexu),
B. KowleneB (Hay4yHoe KOHCYNbTUpPOBaHue)*

2 AcTouHMK n306paxeHus cm.: (MosenuxnHa, 2000, c. 83).
2 ACTOYHMK n300paxeHus cM.: (MaTtowmH, 2011, ¢. 155).
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3ByYallyto CTPYHY, HAaTSHYTYIO Yepes cleHy, M. MaTioWwrH 1ncnons3osan
TaKKe B CBOMX TeaTpasibHbIX MOCTAHOBKaX, HanpuMep, B CriekTakne «PoxaeHne
CBeTa, LBeTa 1 obbemar, NpeMbepa KOTOPOro COCTOsack B HOMbLIOM 3ane KBap-
TUPbI cemMbk IHAEPOB ¢ 31 Aekabps Ha 1 sHBaps 1923 roga.

B onpepeneHHow cTeneHn yCNoBHO K 061aCTH akyCTMYeCKoro cBeToLBe-
TOBOMO MHCTPYMEHTapHs MOXHO OTHECTU «Memody 48emo-38yKo-4uces», Npea-
Ha3HaYeHHYo N5 «Pa3BUTUS MbICAIW 1 CNYXOBOW 1 3pUTENbHON HabntoaaTenb-
HOCTW B A€TAX U HaYMHAIOWMX My3bIKaHTax 1 XyAoxHWKax» (YHKoBCKas, 1909,
c. 80). Ee aBTOp — cKpunayka®, aupwkep, npenoaasaTens Bokana v Teocod
A.B. 3axapbrHa-YHKOBCKasa — TpaKTOBana camoro 4efoBeka, ero Mblcnu, oTpa-
YXEeHHble BO B3Ms4e 1 MeBYeCKOM ronoce’ (Mnum, Kak ero Ha3blBatoT B BOKabHOM
nefarornke M OpaTOPCKOM MCKYCCTBE, «FO/I0COBOM anmnapate»), Kak HeKuin cae-
mo3syKosoli cybbexkm?. CBOK TEOPMIO OHa BbICTPOMAA Ha aHanornu 3ByKa, LiBeTa
1 yncna. «<Bes xnsHb Mupa, — nucana A. YHKOBCKasl, — CBs3aHa 06beivHSoLLIEN
Lenblo ABNEHMI, KOTOPYIO MOXHO Ha3BaTb aHanor1en; B Hel CblleH BeYHbIN
3BYK, BU/IEH BEYHbII CBET, YyBCTBYETCS COBEpLUEHHas hopMa 1 0CA3aeTCst pUTM
BEYHbIM ABVIKEHMEM, COEAMHSASACH C MOHATHEM O YKUCNe. YeM TOHbLIe pa3BuT Hall
CNyX, YEM CBETNEe 04U HallK, YeM YULLe MbIC/Ib Halla, TEM Mbl SCHee CO3HaeM
aHaNor o ABNEHMI XKM3HW, 3TVX BECKOHEYHO MOBTOPSIOLLMXCS OT3BYKOB OCHOB-
HOM HOTbI MMPO3aaHKMs» (YHKoBCKas!, 1909, c. 78-79). A. YHKOBCKas nybnmKoBana
CTaTbM O CBOEW METOAMKE Ha CTpaHuuax «BecTHKa Teocodum» (nybnvkaumm
1909-1916), pacckasbiBana O JOCTUIHYTbIX pe3ynbTaTax Ha 3acefjaHnsax oTaene-
HMs Poccuiickoro Teocodckoro obulecTsa B Kanyre?, Ha TeocoCKoM KOHTpecce
B bynanewTe?, B MeTepbyprckoi KoHcepBaTopun. Ee paboTa 6bina oLeHeHa
3a npegenamy Poccum — 3a CBOO METOAMKY OHa Monyymna npemMmnio MunaHcKowm
KoHCepBaTOpUW?,

2 PeKOHCTPYKLMS cnekTakns bbina ocywjecTeneHa B 1998-1999 rogax xyaoxHUKoM Anekceem
Koctpomoit. Cm.: (KocTpoma, 2000, c. 85).

% 3aKoH4MNa C 3010TON Mefanbio MeTepbyprekyto KoHcepBaTopyito B knacce npod. /1. Ayspa.
[Apyr cembn 3axapbuHbix — OaHKMp 1 KonnekymoHep H.A. fannep — nopapwn 3axapbUHON-
YHKOBCKOW CKpUMKy paboTsl k. BapHepu aens [resy. CornacHo AaHHbIM [OCynapCcTBEHHOMO
apxvBa Kanyxckoli obnactu, «nocne cMepT Anekcanapsl BacunbesHsl, B 1927 roy, ee ckpun-
Ka Hblna KOHMOWCKOBAHA, KaK B BbICWIEN CTEMEHUN LEHHbIN My3€eliHbI MHCTPYMeHT» (Tocyaap-
CTBEHHbIN apxun Kanyxckoi obnactn, 6.4.).

% (0 neBYECKOM rof10Ce Kak MHCTpyMeHTe cM.: (FOwmaHoB, 2004).

% 3peck BO3HMKAET Napansenb CO CBETO3BYKOBbIMU O6bekTamu M. MaTiowwHa.

% YneHom oTtaenenus Poccuiickoro Teocodckoro oblectsa B Kanyre YHKoBCKas Gbina ¢ Mo-
MeHTa ero oTKpbITUs (21 anpens 1909). Cm.: (TocygapcTBeHHbIn apxvs Kanyxckoi obnactu,
6.0.).

21 CM.: (TumuHcKniA, 2011).

% Cwm: (TocymapcTBeHHbIN apxvB Kanyxckol obnactu, 6.4.).
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CucTemMolt YHKOBCKOM aKTUMBHO MHTepecoBancs B. KaHaMHCKNR, Takke
yBReKaBLINAcsa Teocobuen. «<BHMaHne B.B. KaHAWHCKOrO K My3bIKaHTY 1 Teo-
cody A.B. 3axapbrHo-YHKOBCKOW, — nuweT H.A. Kapranonosa, — o6bsacHseTcs,
Npexze BCero, MHTEPeCoM K LiBETO3BYKOBOMY CUHTE3Y. 3aBefytollas My3blKalb-
HOW Wkonol B Kanyre, oHa pa3paboTana cobCTBEHHYO METOAY LIBETO-3BYKO-
Yncen, Kotopas Hbina OCHOBaHa Ha TEOCOMCKOM NPUHLMMNE PAa3BUTVS BbICLINX,
TOHKMX CNOCOBHOCTEN BOCNPUATIS MPEeKpacHoro. <...>

KaHAWHCKWI cpaBHMBaeT hu3MYeCcKnii Noaxof K LBETO3BYKOBOMY CHH-
Te3y YHKOBCKOIN — “CMMCbIBaTb My3bIKY C KPaCOK MPUpPoAbl” — C NOCTPOEHHOM
N0 3MAUPUYECKOMY MPUHUMMY TabnwnLei My3bliKanbHbIX 1 LBETOBbIX TOHOB CKps-
6buHa» (Kapranonosa, 2003).

2.2A. DIEKTPOAKYCTUYECKNE CBETOLBETOBBIE MHCTPYMEHTBI

K M3BECTHBIM HaM C8EMO38YKOBbIM 3/1EKMPOAKYCMUHECKUM UHCMPYMEH-
mam cneflyeT OTHeCTU UAKOMOBOKC U TepncuToH J1.C. TepMeHa, MpoeKT 3BY-
KOCBETOBOIO MHCTpPyMeHTa B./. KoBaneHKoBa, 3N1eKTPUYECKMIA CBETO3BYKOBOM
annapat A.M. siMwuua.

O cobCTBEHHOM CBETO3BYKOBOM MHCTPYyMeHTapuu J1.C. TepMeH paccKasbl-
Ban Ha Bcecoto3Ho WKone MONOAbIX YH4eHbIX 1 CneLuanvcToB «CBET 1 My3bika»
B KazaHu B 1979 roay. B Te3ncax ero Aoknaga, onybarMKoBaHHbIX OT TpeTb-
ero nuua, YuTaem: «ABTOP 3aHVMancs paspaboTKo YCTPOICTB LIBETOMY3bIKY
€ 1920 rofia v geMoHCTpUpPoOBan 1x Ha KoHueptax B CoseTckomM Cotose, lfepmaHin,
®paHumn 1 CLUA B neprog ¢ 1922 no 1939 rog. ConpoBOXaeHne Menogmnm cee-
TOBbIMYV 3(p(heKTaMM OCYLLECTBASNOCH MyTEM NPOELMPOBaHYIS Ha MCNONHUTENS
LIBETA, COOTBETCTBYIOLWErO BbICOTE 3BY4aHMS, C MHTEHCMBHOCTbBIO, U3MEHSIO-
Lencs NponopUMOHanbHO cue 3BydaHuns» (TepmeH, 1979, c. 19). Peub Wwna Kak
MUHUMYM O [1BYX €r0 MHCTPYMEHTax — «Mnomosokce» (1923) (puc. 8) v «Tepncu-
moHe» (1930) (puc. 9). B 0CHOBE MX KOHCTPYKLMW NEXan MexaHU4YeCKnin NpuH-
LMN Npeobpa3oBaHys 3ByKa B LiBET, 1 0H6a OHU ObINN CBA3aHbI C TEPMEHBOKCOM.
06 nnntomoBokce A. CMVPHOB NWLET Kak 00 YCTPOICTBe, «paboTaBlweM Nnoj
yrnpasieHnemMm TeEPMEHBOKCA 1 NMO3BO/IABLUEM U3MEHATb OKPACKY CBETOBOIO
ny4a, CBA3bIBad TaknM 0O6pa3oM NAACTUKY UCMOMHUTENS, BbICOTY TOHa U LIBET»
(CmupHOB, 2020, ¢. 247). B 0OCHOBE KOHCTPYKLMK TEPNCUTOHA Nexano npeobpa-
30BaH1e CaMmX ABVIKEHWMIA TaHLYIOLLEro YenoBeKa B 3BYK (110 TOMY »e NprHUmMnY,
4TO V1 B TEPMEHBOKCE). B fONONHEHME K 3TOMY UCMOMb30BaN0Ch aBTOMaTUYeCKoe
CBETOLBETOBOE COMPOBOXAEHME.
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Puc. 8. /1. TepmeH. UnnomoBoKc. MNMeTporpag, 1923-1924%

Puc. 9. Knapa PokmMop TaHUyeT Ha TepncuToHe B KapHeru-xonne. Anpenb 1932%

2 cTouHnK n3obpaxeHus cm.: URL: https://www.theremin.ru/archive/svetomuz.htm?utm_
medium=organic&utm_source=yandexsmartcamera (08.05.2025).
O cTouHMK n306paxeHus cm.: (CMnpHoB, 2020, ¢. 79).
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OTANYUTENBHOM OCODEHHOCTbLIO ellle ABYX CBETOLBETOBbIX AEKpOaKyCTnye-
CKNX HCTPYMEHTOB — 38YKOCBEMo8020 UHCMpymeHma B./. KoeaneHkosa v a71ek-
mpuyecko2o ceemo3ssykoso2o annapama A.M. [leimwuya — 66110 Hanuumne B HUX
AByx knasuatyp. O peanbHOM MCMONb30BaHMMN 3TUX UHCTPYMEHTOB B TOW UK
NHOW cdhepe, K CoaneHuto, Ha IaHHbI MOMEHT HaM HUYero He M3BecTHO. OfHaKo
MPOEKT MHCTPYMEHTa OM1CaH B PAAE NCTOYHWKOB. «B 1925 1. KoBaneHkoB, — 0TMe-
yatoT X.B. KHa3eBa v AA. MUxaiinoB, — NpeanoXunn co3aaHne MHCTpyMeHTa
C ABYMsi KNaBMaTypamu, Kaxaas 13 KOTOpbIX yrpaensia bbl COOTBETCTBEHHO 3BY-
KOBbIM 1 CBETOBbIM PSAOM, a CUCTeMa nefaneit perynnposana bl MHTEHCMBHOCTb
achdekTa» (Knasesa, Muxarinos, 2011, c. 128). TOT e UHCTPYMEHT, BEPOATHO,
nmeet B BUAY M. Pumckuii-Kopcaros, koraa nybankyeT paclundpoBKy CBETOBOM
CTPOKM CKpsbUHCKoro «MpomeTes» no cucteme . MMaoHM 1 NuweT 0 Heobxoamn-
MOCTY CKOHCTPYMPOBAaTb annapart, «npexmae BCero Aatoluii CMeHy OCBeLLeHNI,
[OMKEHCTBYIOWMX MO 3amblcy CKpsibrHa 3anonHATb BeCh 3an. KOHCTpyMpoBaHue
Takoro annapata obelano npod. B.M. KoBaneHkosbiM, npod. A./1. KynpusHOBbIM
n uHK. LK. YcTioroBbIM (JleHnHrpaackas IKcneprMeHTanbHas INeKTpoTexHuye-
cKas /labopaTopus, Beaylas cooTs. ViccnenoBaHms coBmectHo ¢ OTalenom] Teo-
pun 1 Mctlopun]. Mys[biku]. TN (PumMckmia-KopcakoB, 1926, c. 98).

30eCh e MOXKHO YNOMSHYTb 3KCMEePUMEHTbI C YAUYHbIMK DOHaPSMHU
1 rpammodoHamu, NpoBoamnBLIVecs yYeHnKkamn B.M. KosaneHkoa. Co cnos
H.B. KHs3eBOK, «BO BpeMsl 6anoB B INEKTPOTEXHUYECKOM MHCTUTYTE ero CTy-
AEeHTbl 0cObbIM 0Opa3oM NOACOEAVHSANN 3NeKTpudeckme hoHapu Ha npunera-
OLLMX K MHCTUTYTY yAnLax K rpaMModoHy, 3acTaBnss doHapy “neTs’ ronocamm
WananuHa, Banblesoi 1 ap. MOXHO cebe NpeacTaBUTb YAMBAEHWE NPOXOXKMX:
Ha yauuax cobnpanmcb TONMbI 3eBak, AMBUBLIMXCS TakoMy “dyay”’» (KHa3eBa,
Muxarnos, 2011, c. 127).

06 anexkmpuyeckom ceemo3syKogom annapame A.M. [eimwuya y3Haem n3
cTaTbk «O NPOEKTE YHMKaNbHOrO MHCTPYMEHTa “NPOCTPAHCTBEHHOW MY3bIKK™»
B.M. Taneesa 1 W./1. BaHeukunHol (fanees, BaHeykurHa, 2004). leTanu cTpoeHus
NHCTPYMeHTa 1 npeanonaraemas chepa ero npUMeHeHus U3BECTHbI Ha flaHHbIM
MOMEHT MO HECKOMBbKMM NybnrKaumsam B npecce, KoTopble Obiv 06HapyKeHbl
Hamu B apxnee M.C. 3annBagHoOro, NccnefoBasLLero 3TOT BONPOC N0 MNOPYYEHMIO
b. laneesa®. 3ameTKu oTHOCATCA K 1926-1927 rogam, T. e. MPYMEPHO K TOMY xe
nepvofy, 4To 1 BpemMs paboTbl Haf, MPOEKTOM MHCTpyMeHTa B./. KoBaneHkoBa,
MIMEOLLMM aHaNOrNYHY0 ABYXMaHYyanbHY KOHCTPYKLMIO.

31 focynapCTBEHHbIA MHCTUTYT MCTOPUM UCKYCCTB (B HacTosliee Bpems POCCUIACKUAI HCTUTYT
NCTOPUM UCKYCCTB).

32 Apxue M.C. 3an1BagHOro xpaHuTcs B GoHae NoAAep KN ayAM0BK3yanbHOIO U TEXHONOrMYe-
CKOTo MCKyccTBa «[1pomeTei» uMeHu bynaTta Maneesa (KasaHb). M.C. 3annBaaHbiii No Nnpocbbe
5.M. laneeBa cobupan atu matepuans B CaHkT-lNeTepbypre.
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«B oTAnYme oT BCex NpeaplayLmx NoMnbITOK CBETO-MY3bIKM, JOBONbCTBOBAB-
WMXCSH HECTPOWHbIM CBETOBbLIM aKKOMMAHEMEHTOM K OBbIYHOM My3bike, —
nuweT B. /IeOHOB, — KNaBULWHbIA MHCTPYMEHT A.M. [biMWwuLa AaeT, npe-
K[ BCEro, OAHOBPEMEHHOE BO3HMKHOBEHVE LIBETHOIO /ly4a 1 3ByKa Npu
HaXXaTVK Ha onpefeneHHyio KnasuiLy.

Bropas, 4pe3BblYaiHo BaxkHas YyepTa npoekTa [AbiMwuLa, 3To NofHoe
YHUUTOXEHME 0ObIYHON, eANHON 3BYyYalllelt KOpobKkKM (Habopa CTpyH nof
KPbILWKOW posing v T. n.). I3obpeTaTens, Bblpaxasch GUrypanbHo, “pacchbl-
naeT’, BbITPSXMBAET COAEPKMMOE ITOW KOPOBKM MO BCEMY KOHLEPTHOMY
3any. YnpaBneHue xe CBETOM, PacChbifMaHHbIM N0 Nt06bIM TOYKaM NPOCTpaH-
CTBa HabopoM 3ByYallMx Bellen (CTPYH, AePEBSHHbIX ManovYeK KCU1o-
boHa M T. 4. U T. ., @ PaBHO 1 pa3BepPCTaHHbIM MO TOMY e NPOCTPaHCTBY
HabOpPOM LiBETHbIX 1aMM 1 MPOXEKTOPOB) MPON3IBOANTCS Ha PACCTOSHUY,
No NPOBOAAM C MOMOLLBIO OOLIYHOW KNaBMaTypsbl.

BO3HMKHOBEHME 3BYKa B MHCTPyMeHTe [bIMWKLa NPOUCXOAMT NO MPUH-
LMy M3BECTHOrO Npubopa — “MeTannodoHa’, T. e. OT yaapa MO0TOYKa
N0 Xene3How NNacTuUHKe.

KnaBraTypa B OMbITHOM (COOPYKeHHOM ceityac B JIrp[/IeHNHrpaackom]
[ome lNevaTn) COCTOUT 13 43 KnaBuLLien, CTano bbiTk, 13 3 2 okTaB. Kaxaas
KnaBulWa CBA3aHa ABYMS MPOBOAAMM C METaNIMYECKON NNaCTUHKON onpe-
[ENeHHOro TOHa 1, BO-BTOPbIX, C PehEKTOPHOM Nammnol (MK NPOKeKTO-
pPOM) OMpefeneHHOro LIBETOBOrO OTTEHKA, PACTONOKEHHbBIMU B HOObIX
TOYKax CTeH 1 Kynona 3ana. [Mpu HaxaTnm Ha KNaBuLLYy 3aMblKaeTCs INeK-
TPUYECKMI TOK OAHOBPEMEHHO NO ABYM NpoBodam cpa3y. OqHOBPEMEHHO
e NPUBOAMUTCS TOKOM B A€MCTBME YAapHbIi MONOTOYEK 1 BKAtOYATEb
CBETa B 1laMne UK MPOXEKTOPe.

HenocpefcTBEHHO Haf NepBOWi KNaBMaTypoi pacrnonoxeHa BTopas,
Ha3HaveHvie KOTOPOW NPVBOAMTH B AENCTBIE YKe He OQHOYAAPHbIE MOJO-
TOYKM, BbtOLLVE MO NAACTUHKAM, @ APYr1e INEKTPUHECKME MEXaHU3MBI
(BPOAE 3NEKTPUYECKIX 3BOHKOB), CO3aatolume BUOPVPYIOLLMIA 3BYK» (/leo-
HOB, 1927).

DNeKTPUYECKHMIA CBETO3BYKOBOW annapat A.M. [biMlwuila 6bin nprobpeTeH

TeaTpom [JoMa lNeyaTy «ans MCNonb30BaHWs B BAMKANLLNX HOBbIX MOCTaHOBKaxX»
(/1.A., 1926, c. 10). OcHoBaTenem TeaTpa bbin NO3T U pexunccep Mropb TepeHTbeB,
[0 3TOro PYKOBOAMBLLNIA hoHONOrMYeckoi nabopaTopueli B IHXYKe. Cpeau
NO3YHroB TepeHTbeBa TOro BpeMeHu Obinn cregytouime:

He My3biKa — a 3ByKOMOHTax!
He pexopaumsa — a MOHTMpOBKa!
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He XnBonmchk — a CBETOMOHTax!
He nbeca — a nutoMoHTax! (TepeHTbes, 1988, ¢. 299).

IHCTpYMEHT Takxe npeanonaranocb NpyMeHUTL yrpasneHnem focakrea-
TPOB, B 4aCTHOCTU, B MocTaHoBKe C. Pagnosa «onnu». OfHaKo, kak coobliaeTcs
KOpPecnoHAeHTOM xypHana «Kn3Hb MCKYCCTBa», «MO TeXHUYECKMM COobpaxe-
HUAM OCYLLECTBAEHME 3TOTO HaMepeHMs OTNOKEHO Ha HEKOTOPOe BpeMs» (/1.A.,
1926, c. 10).

O camoMm r3obpeTaTene Ha AaHHbIi MOMEHT U3BECTHO HEMHOTO. 3 nuy-
Horo aena [pIMWKLa Kak CTyAeHTa NOAUTUKO-FOPUANYECKOrO OTAeNEHNS daKy/lb-
TeTa 0bLecTBeHHbIX HayK [eTporpaacKoro rocyiapCTBEHHOMO YHUBEPCUTETA
y3HaeM ero aaTy poxaeHus (15 oktabps 1896), roabl 0byyeHus (1920-1924),
a TatoKe To, 4TO OH BbIN YNeHoM Bcecoto3Horo npodeccroHanbHoOro cot3a
pPaboTHUKOB MCKYCCTB (AbiMwmL, 1920-1921, 1. 4). B agpecHon kHure «Becb
NeHnHrpan» 3a 1931 rog oTMeYeHo, 4To Aonbd MakcumoBMY paboTtan B apTenm
«/TtoKC» (apTenb 3aHMManacs ranaHTepenHon NpoayKUMer 13 nnactMaccsl)®,
B 6a3e nateHToB CCCP Haxoanm nnwb npuHaanexatiee A.M. [JbiMwmLy 1n3o-
bpeTeHne «Cnocoba M3roToBAEHMA LENTONONAHBIX WANGOBaNbHbIX AUCKOB
ans 3yboBpayebHbIx Lienel», cnocob M3roToBAEHNS KOTOPOro COCTOS B TOM,
4TO «B Ka4eCTBE OCHOBbI MPUMEHSIOT KUHOMAEHKY (Takoke 1 UCMOMb30BaHHYIO)»
(AbiMLinL, 1932).

K oTaenbHoM Noarpynne CBETO3BYKOBbIX 3NEKTPOAKYCTUYECKMX YCTPONCTB
cnepyeT OTHECTW «31eKmpuYecKull My36IKaibHbIU Npubop, KOMopbIt npespaw|asn
Obl c8EMOBLIE UMNY/6CHI 8 My3bIKAAbHbIE 38YKU». Ero aBTop, M.A. Ceprees, nogan
3a5BOYHOE CBUAETENBCTBO Ha YCTPOMCTBO 21 MapTa 1925 rofa B /leHuHrpage.
Hdopmaums o Bbigade nateHTa Obina onybnvkosaHa 31 aHeaps 1930 roga
(Ceprees, 1930) (puc. 10). OnucaHune nprbopa aaHo A. CMMPHOBbBIM B KHUre
«B nomnckax noTepsaHHOro 3Bykar: «B naTeHTe onncaH My3blKanbHbIN MHCTPYMEHT,
CHabXEHHBIV BpalLaloLWMMCst AVCKOM C KOHLEHTPUYECKMMY psiaamMu oTBep-
CTWW, KOTOPbIV CAYXUT ANS NPeBPaLleHNs CBETOBbIX VMMY/IbCOB B 3BYKOBbIE
COrnacHo cneumanbHoON ONTUYECKOW NapTuType. MocnefHssa npeacTasnsna
cob0M BYMaXHYH0 NIEHTY C MPO3PaydHbIMK MPOPE3gMU, MPOMYCKAOLMMU MOZY-
NIMPOBaHHbI CBET, COOTBETCTBYIOLWWIA TEM AN MHBIM HOTam 3Bykopsaa. VHTe-
PECHO, YTO KOHCTPYKLMA MHCTPYMEHTa coveTaeT B cebe TeXHUYeCKMe pelleHns,
MCNOMb30BABLIMECS CPA3Y B [iBYX IEreHAaPHbIX annapatax — cuHTesatope AHC
Esrenus Myp3uHa v puTMmnKoHe /1bBa TepMeHa (MpUHLUMM ONTUYECKOM CUPEHBI,
1931)» (CmmpHoB, 2020, c. 160). bavskum K ycTpoinctay W.A. Cepreesa no Tuny
(hOpMUPOBaHMS 3ByKOBOTO MeAMyMa ObiN MHCTPYMEHTapWiA, pa3pabaTbiBaembli

¥ Becb JIeHWHrpafl: aapecHas 1 cnpaBoyHas KHura Ha 1931 roa. (1931). NleHuHrpaa: M3a-so
NexuHrpaackoro Obancnonkoma v Jlenunrpaackoro Coera. C. 149.
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H.B. BoMHOBbIM («pricOBaHHbIe 3BYKOBbIE AOPOXKM», «OYMaXHbIA 3BYK»)
n E.A. Wonno («rpacmyeckiin 38yK»)**. OaHaKo 3T0 Obif ke COBEPLIEHHO NHOM
TVN PaboTbl C ONTUYECKMMU 1 3BYKOBBIMU 13YyHaTeNSMU, HEXENN B TPUBOAMUMbIX
Bbille npumepax. B Takoro poaa annapatype reHepaTopbl 3ByKa CO3AaBanunch
Ha OCHOBE OMTUYECKNX NpepbiBaTenell. B CBA3M C 3TUM BbIBEIEM UX 3@ PAMKU
NpeacTaBAeHHON KnaccubmKaLmm, OCHOBY KOTOPOW COCTaBNSET CBETO3BYKOBOM
MHCTPYMeHTapuii, OPUEHTVMPOBAHHbIN Ha IEMOHCTPALIMIO CBETOBBIX U 3BYKOBbIX
3 HeKTOB Ha 3KpaHe, ClieHe, B NPOCTPaHCTBe.

SR

raAWAW AwaS
RN

Puc. 10. . A. CepreeB. YepTexu K naTeHTy
Ha «9NeKTPUYECKUIi My3biKa/IbHbIN NpUGop»**

Ecnv knaccubunumpoBaTh CBETO3BYKOBbIE MHCTPYMEHTbI HE MO 3BYKOBOMY,
a no BU3yanbHOMY KPUTEPUIO, TO €CTb Ha IKpaHHsIe [2.16]  npocmpaHcmeeHHsle
[2.26], To K nepBoWi NoArpynne oAHO3HaYHO CeayeT OTHECTU MOAENN 3BYHALLNX
MOHOXOP/OB C LUBETHbIMY 3KpaHaMmn M. MaTiolWwmHa 1 KO BTOPOI — 3neKTpuye-
CKNIA CBETO3BYKOBOM annapaT A.M. [lbiMLInLA. BbiiBAEHHbIE Ha A@HHbI MOMEHT
MaTepuarnsl O 1pyrvix CBETO3BYKOBbIX YCTPOWCTBaX He NO3BOSIOT B NOJHON Mepe
CYANTb O BU3yansHOW creumuduke nx hyHKLUMOHNPOBaHMS.

3 CwM.: (CmupHOB, 2020, . 205-206).
¥ AcTouHMK n306paxeHus cm.: (Ceprees, 1930).
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3AKNHOYEHUE

OxapaKTepu13oBaHHas B CTaTbe NPaKT1Ka OTeYEeCTBEHHOMO CBETO3BYKOBOIO
MHCTPYMEHTapus NepBoi TpeTu XX BeKa, 6e3ycnoBHO, He SiBASeTCs cYeprbiBa-
touler. KpaiHe Mano nHbopMaumm, HanpuMep, O CBETO3BYKOBOM MHCTPYMEHTE,
co3paHHOM B 1920-e komMno3nTopom H.A. ManaxoBcKkmnm (1892-1942)%. Mo mepe
BbISIBNIEHNS COOTBETCTBYIOLIErO MaTepvana npueeaeHHas Bolle Tabnuua co
BpemeHeM OyAeT AoMNoAHeHa HOBbIMU NpUMepaMu, BXOAALLMMU B Ty UK UHYIO
rpynny MHCTPYMEHTOB NPeACTaBNeHHOW HaMu Knaccudukaumn.

OfHaKo yxKe Ha 3TOM 3Tane NCCAEeA0BaHNSA MOXHO CAleNaTb BbIBOA O TOM,
4TO B POCCUICKOW KyNbType nepBoi TpeTn XX Beka cchopMmMpoBanoch YH1Kanb-
HOe HanpasneHue, CBA3aHHOE C Pa3paboTKON CBETO3BYKOBOrO MHCTPYMEHTapUs,
B KOTOPOM Mfen CHHTEe3a UCKYCCTB OblN TECHO NepenaeTeHbl C HOBbIMU TEXHO-
NOTUYECKMI BO3IMOXHOCTSAMM (F1aBHbIM 06pa30oM B CBSA3M C MaClUTAbHOW 3nek-
TpudrKauven ctpanbl). Co3paBas HOBbIV MHCTPYMEHTapUiA 11, COOTBETCTBEHHO,
HOBble CpefiCTBa BbIPa3nUTeNbHOCTU, aBTOPbI CTPEMUANCH BbINTY 3@ PaMKK TOMO
WK VHOTO BMAA MCKYCCTBA: KOMMO3MTOPBl — 3a Npefesbl My3bIK/ NOCPEACTBOM
CBeTa v LiBETa, XYAOXKHUKM — 3a Npefentl 1300pasnTensHOro MCKyCCTBa C MOMO-
b0 OMY3bIKaNMBaHMs, NPUAAHNS ABWKEHMS LBETY 1 CBeTy?'. HoBble CMbICAbI
(hOPMMPOBaNNCh Ha OCHOBE COOLLYLLEHNS B KOHTEKCTE MPEOJONEHNS FPaHWL
BPEMEHHbIX 1 MPOCTPAHCTBEHHbIX MCKYCCTB. BONbLIMHCTBO M306PETEHHbBIX B 3TOT
nepvof YCTPOICTB He NOMYYUI0 WUPOKOrO PAaCNpPOCTPaHEHMS, OHAKO IKCMe-
PUMEHTBI B JaHHOW 061acTV BO MHOrOM NPeBOCXUTUAM flanbHelillee pa3BuTre
MeManCKyCcCTBa.

O pa3paboTKe OTE4ECTBEHHOIO CBETO3BYKOBOTO MHCTPYMEHTapus CO BTO-
poit NonoBUHbI 1930-x N0 1950-e HaMm M3BECTHO NWLb MO «(POTOINEKTPUHECKOMY
CUHTEe3aTopy My3blkn» AHC, co3gaHHOMY B 4eCTb AnekcaHapa Hukonaesuya
CkpsibuHa. PaboTy Hag MHCTpyMeHTOM C 1937 rofla Ben MHxeHep, cneumanmuct
NO BOEHHOMY NMPUBOPOCTPOEHWIO, KAHAMAAT TEXHUYECKMX HayK EBreHnit Anex-
caHapoBuny MypanH (1914-1970). OgHako 3asBKy Ha MaTeHT aBTop Nodan Mnb
cnycts 20 net — 24 nioHs 1957 roga (Myp3suH, 1959). Cneaytowmii Spk1i B3neT
B 00NaCTN CBETO3BYKOBOTO MHCTPyMeHTapust B CCCP Obin yKe B Neprofa xpyLies-
ckoit oTTenenu. OH CBSA3aH C UMEHAMM TaKMX CBETOXYAOKHMUKOB 1 CBETOMY3bl-
KaHTOB Kak KoHCTaHTUH JleoHTbeB (Mockaa), Kopuii Mpaeatok (Xapbkos), dno-
puviaH HOpbes (Kunes), bynat lanees (KasaHb), Ceprein 3opuH (MonTaea, MockBa)
N MHOTUMU OPYTAMU.

% H.A. ManaxoBCKuii bl aBTOPOM COMMHEHNS [I/1f TON0CA U OPKeCTpa «3aKaT», B NapTuTypy
KOTOPOro, NOA06HO CKPsiBUHCKOMY «[1pOMETEID», Bbia BKIIOYEHa CBETOBAS NapTus.
3" Bonee noapobHo 06 3ToM cM.: (KonraHosa, 2025).
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