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Summary: The author of the article aims to intro-
duce a historical source of the early 18th century, Xia
Bian, into scientific circulation of Russian musicolo-
gy. It is the second volume of the great treatise of
the Qing emperors, Yu Zhi LU LG Zheng Yi. Dedicat-
ed to the description of court musical instruments,
Xia Bian, on the one hand, positions the Manchu rul-
ers as strict followers of the previous dynasties and
continuers of the Han traditions of court musical art.
On the other hand, it clearly outlines a range of pri-
orities limited to 13 instruments; moreover, it focus-
es on the physical characteristics that determine the
standard sound, and touches on a number of mor-
phological changes in the instruments and their de-
cor. The illustrations with outline images of certain

The issue of using musical instruments in the
ceremonial events of the Forbidden City of the early
18th century is relevant for researchers of Chinese
palace music of the Qing dynasty and is in the field
of research of modern musicologists-sinologists.
Not only the study of surviving examples of musi-
cal instruments is of interest, but their description,
interpretation of their symbolic meaning, and rec-
ommendations for combining timbres, etc., present
in Chinese treatises of the 18th century, are no less
important. The book Xia Bian (T 4g), a second vol-
ume of the four-volume manuscript of the Kangxi
and Qianlong emperors, Yu Zhi LU LU Zheng Yi
(14512 1E X)), is one of the historical works that
sheds light on the priority musical instruments of
the Forbidden City during the Kangxi Emperor’s
reign.
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instruments, full face or in section, which allow us to
obtain reliable information about the features of their
designs, are a valuable contribution. In the treatise,
the absence of information on the change or radical
modernisation of musical instruments and the au-
thors’ numerous references to the most ancient Chi-
nese philosophical works on music confirm the idea
that Emperor Kangxi not only did not seek to reform
the musical part of the palace ceremonies but, on the
contrary, was actively inclined to maintain the estab-
lished Ming traditions. Despite the rigour and con-
sistency of the presentation, the text of the treatise
includes poetic turns and comparisons characteristic
of the spatial-figurative thinking of a resident of Chi-
na in the 18th century.

At present, the multi-volume manuscript is stored
in the library of the Palace Museum under the num-
ber 00000034-9/52. It arouses genuine interest; how-
ever, it is available for viewing only as an exhibit of
the museum. The relevance of the topic of studying
the Qing palace culture prompted Chinese publish-
ers to publish a series of facsimiles of rare books of
the Qing era, one of which was Yu Zhi Lii LG Zheng
Yi, in 2000. Thus, the world scientific community
has gained access to the contents of the book, of-
ten called in Chinese musicology “the encyclope-
dia of court life" .

The Second Volume of Xia Bian is relatively small,
81 pages. It is interesting that the numbering in Yu
Zhi LU LG Zheng Yi is continuous; thus, the second

1. For more information about this manuscript, see our articles
[3; 8].

volume begins on page 78 (ends on page 159). The
text has numerous illustrations depicting almost all
the musical instruments presented in the book. The
structure of the volume includes the Introduction,
“Ba Yin Yue Qi Zong Shu” (/\ & &a& &%), and thir-
teen sections describing wind instruments (the Paix-
iao, the Xiao, the Di, the Sheng, the Chi, the Xun),
stringed and plucked instruments (the Qin, the Se,
the Zhong), and percussion instruments (the Qing,
the Gu, the Zhu, the Yu).

Positioning themselves as the heirs of the Chi-
nese emperors, the Manchus diligently adopted the
traditions of palace musical practice of previous
dynasties. It is quite expected, in this case, that the
introduction to the book Xia Bian included a gener-
al classification of instruments based on the tradi-
tional Chinese system of dividing them into 8 types,
Ba Yin (/\3, eight sounds), depending on the ma-
terial they are made of. Jin (£, metal) included bells
and chimes; Shi (£, stone) referred to lithophones;
Tu (&L, earth) referred to clay instruments — the
ocarina and the clay pipe; Ge (%, leather) com-
bined drums; Sy (#%, silk) was mentioned when talk-
ing about the lute and zither, the strings of which
were made of silk threads; Mu (K, wood) includ-
ed idiophones; Pao (%, calabash) was associated
with the sound of the Sheng instrument; Zhu (44,
bamboo) referred to a flute made of bamboo. In
their description of the instruments, the authors
of Xia Bian focus primarily on the physical param-
eters of a particular type, bringing to the forefront
such qualities as size, weight, volume, length, and
height of the instruments: “Musical instruments
made of metal,” they write, "vary greatly in thick-
ness and weight. Instruments made of bamboo
and calabash vary in length. Instruments made of
silk vary in height. Instruments made of clay vary
in volume. A detailed description of the similari-
ties and differences between ancient and modern
instruments is given in the sections of this vol-
ume” [7, p. 77].

The presentation of musical instruments begins
with the wind instrument Paixiao (HE5) (ill. 1). The
choice is not accidental. Since the time of the Ming
emperors, the multi-barrelled flute has invariably
been used in religious and secular palace ceremo-
nies — during sacrifices and congratulations. Being
a symbol of the gods of Heaven and Earth and, as
a result, the supreme power and greatness of the em-
peror, the bamboo Paixiao was often called Fengx-
iao (K55, Phoenix flute). It was made in the shape

IlL 1. The Paixiao. lllustration from the book Xia Bian, p. 82.

of the wings of the Phoenix, symbolising a happy
omen and blessing.

The authors of Xia Bian did not fail to notice that
the two-winged shape of the instrument is men-
tioned in the ancient book of the Eastern Han Dynas-
ty, Fengsu Tongyi (R {418, Comprehensive Meaning
of Customs and Mores). Its creator, Ying Shao, wrote:
“the Paixiao instrument was made by Shun, the leader
of the tribal union in ancient times; it has a curved
shape, like the wings of a Phoenix” [7, p. 80].

Leaving the principle of form, the details of the
body and decor of the Paixiao had been changed
from era to era. Zhao Huali writes about the mor-
phological changes of the instrument in his article,
pointing out that the Paixiao of the Qing Dynasty
was made on the basis of the design of the Ming
Paixiao, which, in turn, inherited it from the Yuan
Dynasty. Moreover, “the outer side of the Paixiao in-
strument used in the Yuan Dynasty,” the researcher
writes, “was fixed with black wooden crossbars, and
the surface was decorated with a golden Phoenix”
[5, p. 5]. During the Ming era, the multi-barrelled
flute began to be painted in the most revered col-
our of the Han nation — red, still with a golden
Phoenix on the wings of the instrument.

Under the Qing emperors, the red wings of the
Paixiao began to be decorated with symmetrical
golden dragons, which is typical for the decor of the
era as a whole. In his work on the theme of drag-
on images during the Ming and Qing dynasties, re-
searcher Meng Jie writes that “the development of
dragon images in the Qing dynasty is most charac-
teristic of the reign of emperors Kangxi, Yongzheng,
and Qianlong. The formation of the main style of
dragon images in the Qing dynasty also dates back
to this period” [2, p. 27]. Four characters, Kang Xi
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Ill. 2. The Xiao. An illustration from the book Xia Bian, p. 92

Yu Zhi (B EBH#]), were carved on flutes made dur-
ing the reign of Kangxi, meaning that these instru-
ments were created during his lifetime?.

The timbre of the flute was melodic and deep,
like a flowing stream. The Qing Paixiao became one
of the main court instruments and retained its po-
sition throughout the 18th century.

The instrument consisted of 16 pipes of differ-
ent lengths but of the same diameter and could
produce all 12 LG sounds. “To produce the sounds
of men'’s L [Yang Li, BH#E] on the instrument,” we
read in the book, “eight pipes on the left are used;
for women’s Li [Yin LU B§F]® — eight pipes on the
right. All pipes are made of bamboo, and the out-
er parts of the bamboo pipes are made of wood.
The entire body of the instrument is painted with
coloured images of a dragon to decorate the Paixiao
instrument” [7, p. 137]. Each of the 16 pipes had its
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Il 3. An illustration from the book Xia Bian, p. 98.

2. Ared-painted and gold-painted multi-barreled Paixiao flute
with images of clouds and dragons is kept in the Palace Museum
in Beijing. See a photo of a Qing-era Paixiao in the Palace
Museum’s Digital Artifact Library: https://digicol.dpm.org.
cn/cultural/detail?id=f2204c4cf06941148377c8a67739fc08&
source=28&lid=f04dab47e5454733afbf3427f9be5c10.

3. From here on, square brackets within quotations contain the
author's commentary.
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own name, which was drawn with paint. If we turn
the pitch of the tones reproduced by the Paixiao
into the modern temperament system, the sound
series will be as follows: gis, eis, c', d', €, fis', gis’,
ais, h, a, g, eis?, dis?, cis? h, a.

The Xiao (%) flute (ill. 2) or Dongxiao (JE%) *
was a related instrument to the Paixiao.

In the third section of the book Xia Bian, there
is a mention that the Xiao was borrowed by Japa-
nese musicians in the Tang Dynasty, modified over
time and became widespread under the name Chi-
ba. “In ancient China, the Xiao instrument was called
a long flute. The wind musical instrument Chiba
[R/\, a bamboo flute], which was brought to Ja-
pan during the Tang Dynasty, was derived from the
modern Xiao instrument. In the Jin Dynasty, schol-
ar Xun Xu made a Xiao instrument about 2 si 6 cun
[about 87 cm] or 3 chi® [about 100 cm] long. It is
too long for the human hand, and it is very diffi-
cult for the performer’s fingers to cover the play-
ing holes of the Xiao. The length of the instrument
today is 1 chi 7 cun [about 56 cm]” [7, p. 82].

The Xiao was made from a bamboo tube with five
holes in the middle of the upper part and one hole
on the back. At the end of the Xiao pipe, a cutout in
the shape of the letter “u” was made. The Xiao was
used in court ceremonies of the Qing Dynasty, such
as sacrifices and banquets. Music for it was written
using gongche notation. Each note corresponded to
the name of the playing hole: Gong (mi), the sec-
ond — Fan (fa), the third — Liu (sol), the fourth —
Wu (la), the fifth — Yi (si). The sound of the hole
from the bottom of the pipe was called Chi (Re).

The Xiao could be both a solo instrument and
harmoniously combined in an ensemble with plucked
string instruments — Gugqin or Pipa. However, the
position of the Xiao was unstable. "During the Qing
Dynasty,” the researcher writes, “the status of the
Xiao instrument in the ensemble decreased. In some
ensembles, it was replaced by other wind instru-
ments, such as the flute and Sona. As a result, today
we have only a small number of these instruments
and their varieties” [4, p. 168].

The Xiao's “sister” was the bamboo flute Dizi (flute,
), which was called the short Xiao long before the

4. From here on, square brackets within quotations contain the
author's commentary.

5. Abamboo flute covered in red lacquer and gold-painted with
images of clouds and dragons is kept in the Palace Museum in
Beijing. See the photo of the Qing Dynasty Xiao in the Digital
Artifact Library of the Palace Museum: https://digicol.dpm.org.
cn/cultural/detail?id=f04dab47e5454733afbf3427f9be5c10

Qing Dynasty (ill. 3). However, unlike the longitudi-
nal Xiao, the Dizi flute was transverse . “The differenc-
es between the Dizi and the Xiao,” the authors note,
“are also manifested in the timbre and structure of the
instrument. The bamboo flute Dizi has an additional
hole (a flute membrane, covered with a thin film) be-
tween the blowing hole and the first finger hole. This
invention belonged to Liu Xi, a musician of the Tang
Dynasty. The role of this hole is to make the sound
of the bamboo flute special and more beautiful. The
membrane-less Xiao relies on the vibration of the air
column, and the sound of the bamboo flute Dizi is
formed not only by the vibration of the air column,
but also by the vibration of the membrane” [7, p. 93].

As a result of the timbre differences, the Dizi was
assigned cheerful, light, and gentle melodies, while sad,
mournful music was the basis of the Xiao's repertoire.

Historically, the Dizi flute occupied a prominent
place in ancient Chinese court musical culture. The
flute was deeply revered and endowed with special
properties. “It was believed,” writes Li Jinli, “that the
sounds of the flute are not only capable of driving
out vices, but also have a stabilising, calming ef-
fect. Its voice was likened to the singing of a drag-
on. In the ancient book of the Eastern Han Dynasty,
Fengsu Tongyi [R#818], the scholar Ying Shao wrote:
“the sound of the flute sweeps away evil; it is im-
bued with elegance and virtue” [1, p. 168].

Despite all the cultural, historical and timbre ad-
vantages of the Dizi flute over the Xiao, the authors
of the Xia Bian focus more on the commonality of the
instruments than on the differences, saying, among
other things, that “flute scores were also written us-
ing gongche notation, similar to scores for the Xiao.
The flute had six finger holes. The finger holes of the
Dizi are the same as on the Xiao” [7, p. 93].

From the position of the authors of the Xia Bian,
the kinship of the instruments could also be deter-
mined by the parameters of external similarity. Thus,
on page 99, the authors write about the common
features of the Paixiao (the sound of bamboo) and
the Sheng (%, the sound of a calabash). “The Sheng
instrument has common features with the Paixiao
instrument, and it can also symbolise the Phoenix. In
ancient times, it was called Feng Sheng (R 2, Phoe-
nix Sheng). Like the Paixiao, the Sheng instrument
also consists of pipes of different lengths. Howev-
er, the material of the Sheng instrument is different
from the Paixiao. The Sheng is made of calabash,

6. Chiis aunit of length equal to 0.32 meters, 1 cun is about 3.2
cm, 10 cun make 1 chi, 10 fen make 1 cun.
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Il 4. The Sheng’. An illustration from the book Xia Bian, p. 106.

and the Paixiao is made of bamboo” [7, p. 99]. The
authors of the book pointed out that “people of-
ten compare the sound of the Sheng instrument to
the singing of the Phoenix to show how beautiful
and pleasant it is to the ear” [Ibid.].

The Sheng consisted of seventeen pipes with
reeds and one separate one (Sheng Dou, #£3}),
each pipe had a playing hole. The diameter of the
Sheng pipe reached 0.7 cm. Although outwardly
some Sheng pipes seem to be the same length, the
sound produced depended not on their length, but
on the distance between the reeds and the playing
holes. According to the authors of the book, the
number of reeds in the Sheng changed from era
to era: “In the Zhou Dynasty, there were thirteen
reeds of the Sheng instrument. In the Song Dynasty,
there were twenty-four reeds. In the Qing Dynasty,
although seventeen pipes were used, two or three
of them did not have reeds” [7, p. 106].

The drawing from the second volume of Xia Bian
(ill. 4) shows a diagram of the internal structure of
the Sheng, where the rectangles indicate the loca-
tions of the reeds in the pipes. “The longest dis-
tance from the reed to the playing hole,” we read
in the manuscript, “is about 25 cm (first pipe, from
right to left). In the second tube, this distance is ap-

7. Awooden Sheng, covered with black lacquer and painted with
gold, with an image of a golden cloud and a dragon, is kept
in the Palace Museum in Beijing. See the photo of the Sheng
from the Qing Dynasty in the Digital Artifact Library of the Pal-
ace Museum: https://digicol.dpm.org.cn/cultural/detail?id=c9
d5bbe79ff345abb163f110b9d2193e&source=18&page=1
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Il 5. The Chi. An illustration from the book Xia Bian, p. 98.

proximately 23 cm. The third tube is equal to the
second, in the fourth tube the distance is 21.6 cm,
in the fifth — 20 cm, in the sixth — 17.2 cm, in the
seventh — 15 cm, in the eighth — 14 cm. There is
not much difference between the ninth, tenth, and
eleventh tubes — about 13 ¢cm, in the twelfth — 12.6
cm, in the thirteenth — 12 ¢cm, the fourteenth tube
is 11 cm, the fifteenth — 10.6 cm, the sixteenth —
10 cm, the seventeenth — 8.6 cm” [7, p. 106].

Music for the Sheng instrument was written us-
ing the gongche notation, using the same principle
as for the Xiao. All the holes had their own names:
1 — Chi (re), 2 — Gong (mi), 3 — Gong (mi), 4 —
Fan (fa), 5 — He (sol), 6 — Sy (la), 7 — Yi (si), 8 —
Yi (si), 9 — Shang (do), 10 — Shang (do an octave
higher), 11 — Gou (O, between the sounds of do
and re), 12 — Chi (re), 13 — Gong (mi), 14 — Fan
(fa), 15 — Fan (fa), 16 — Liu (sol), 17 — Wu (la).

In the book, the last instrument to represent the
sound of bamboo was the Chi (&) (ill. 5). According
to the description of the authors of the 18th centu-
ry, “The Chi has seven sound holes. The Chi instru-
ment is divided into large and small, of which the
large one is 1 chi 4 cun [about 46 cm] long, and the
small one is 1 chi 2 cun [about 40 cm]. The blowing
device is known as Qiao (), which distinguishes
the Chi from the flute” [7, p. 113].

The Chi had two lip holes: the first was in the
middle of the tube, and the second was at the end.
The way of playing the Chi was unique, offering the
performer two options for sound production. It was
possible to blow air in the middle, holding the Chi
horizontally with both hands, or it was possible to
blow into one end &.

8. A bamboo Chi, covered with red lacquer and painted
with gold, with an image of a cloud and a dragon, is kept
in the Palace Museum in Beijing. See the photo of Qing
Dynasty Chi in the Digital Artifact Library of the Palace
Museum:  https://digicol.dpm.org.cn/cultural/detail?id=
177c3d0c7eab436bal111f0bc2a5cb346
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[Il. 6. The Xun. An illustration from the book Xia Bian, p. 122.

The presentation of the wind group in the book
is completed by the Xun? instrument (3%, the sound
of the earth). The authors write the following about
its design: "The Xun instrument is divided by size
into Ya Xun (H#f1) and Song Xun (415). Ya Xun
has the shape and size of a goose egg, the sound
is thick and low. Song Xun is smaller in size and
has the shape of a chicken egg, and its sound is
higher than that of Ya Xun” [7, p. 122]. The Xun of
the Qing court musicians had six holes: three in the
front, two in the back and one on top. Below, there
is a drawing from the book Xia Bian, where Xun is
depicted from two sides: the back of the instrument
with 2 holes is on the left, the front with 3 holes is
on the right (ill. 6).

The Xun player played by covering the holes with
the fingers of the left and right hands. The possibil-
ities of the scale here were limited to the following
sounds: Shang (do), Chi (re), Gong (mi), Liu (sol), Yu (la),
Yi (si). The timbre of the Xun is deep, quiet, and rela-
tively open. The ancients described the sound of the
Xun as the voice of autumn and the sounds of nature.

In the Qing era, the Xun was an important instru-
ment for sacrificial ceremonies and court meetings.
According to the rules of court etiquette and Qing
music, Xun instruments were often used in pairs or
combined in an ensemble with the Chi instrument.
Since they both produced soft, deep and bright
sounds, their timbres merged into a harmonious
unity. This gave the authors of Xia Bian a reason
to compare the sound of the Xun and Chi ensem-
ble with brotherly friendship or love between a hus-
band and wife living on earth in peace and harmony.

9. The clay Xun, coated with red tung oil and painted with gold,
with the image of clouds and dragons playing with beads,
is kept in the Palace Museum in Beijing. See the photo of
Qing Dynasty Xun in the Digital Artifact Library of the Palace
Museum: https://digicol.dpm.org.cn/cultural/detail?id=
9f622b85efe94dde92d40cbda0715067&source=28&lid=
f04dab47e5454733afbf3427f9be5c10
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IIl. 7. The Qin. An illustration from the book Xia Bian, p. 134.

The group of “silk sound” instruments is opened
by the stringed and plucked Qin (28) (ill. 7). The
authors of Xia Bian believed that “since ancient
times, there have been many silk sound instruments;
however, only the Qin and Se instruments were
the most ancient and sounded the best. The first
Qin instrument was created by Fu Xi, the first Chi-
nese ancestor, who created a Qin about 240 cm
long. To make the Qin, Fu Xi used the wutong tree
[on which the Phoenix lives]. At that time, the Qin
had only one string, which was called Tian Xian
[X5%, heavenly string]. Later, Fu Xi added Di Xian
[#b3%, the string of earth] and Ren Xian [the string
of man] to this string. N Wa [the sister of the leg-
endary Emperor Fuxi] added the string Shi Xian
[ZE3%, the string of deeds]. And the god of agricul-
ture, Shennong, added Wu Xian [4#5%, the string of
things]. At that time, the Qin had five strings, and
these five strings symbolised the five elements —
earth, wood, metal, fire, and water. The founder of
the Zhou Dynasty [1046-256 BC], Ji Chang, added
Wen Xian [the strings of culture], making the Qin
six-stringed, and Ji Chang's son, Ji Fa, added Wu
Xian [the string of martial power], making the Qin
seven-stringed” [7, p. 123].

At the court of the Qing Dynasty, the Qin also
had seven strings. The length of the Qin was about
3 chi 6 cun 5 fen (about 130 cm); it corresponded
to 365 days of the year. The shape of the Qin sym-
bolised heaven and earth, and the body repeated
the outline of the body of the Phoenix. If one looks
at the Qin from right to left, one can see parts of
the body that are called — forehead, neck, shoul-
ders, waist, and tail.

The Qin had seven strings and thirteen frets. If
the performer used the Gong fret, the first string
was the sound of Zhi (sol), the second — Yu (la),
the third — Gong (do), the fourth — Shang (re),
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IIl. 8. The Se. An illustration from the book Xia Bian, p. 139.

the fifth — Jue (mi), the sixth — Zhi (sol), the sev-
enth — Yu (la).

Along with the Qin zither, the plucked string in-
strument Se (), the sound of silk (ill. 8), was used
in palace music, and mostly in sacrificial music. The
authors noted that, unlike the Qin, “the Se ® instru-
ment has twenty-five strings and can be of differ-
ent sizes. The large Se is about 270 cm long, and
the small one is about 60 cm. The upper part of the
Se body is slightly curved, without support in the
middle, and the lower part is flat. The Se and Qin
instruments often play together, and the timbre of
their ensemble was used by the ancients to symbol-
ise good things and love. The closeness and una-
nimity between spouses is like a soft combination
of the melodious Qin and Se” [7, p. 135].

Percussion instruments, including the Zhong
(§H) instrument, the sound of metal 11, were a spe-
cial group of musical instruments. Zhongs were
barrel-shaped and hollow inside (ill. 9).

In ancient times, copper was called Jin (£, gold),
and gold was called yellow gold or true gold. Thus,
a Zhong made of copper was called a Jin Zhong
(£%%, golden Zhong). As a rule, several Zhongs were
connected in series to form a Bian Zhong (4z%th). At
the court of the Qing Dynasty, the Bian Zhong con-
sisted of two crossbars fixed to a high gold-plat-
ed frame. The Zhongs were hung in order from
the bass to the highest sound. The upper tier con-

10. The Qing Dynasty Se is kept in the Palace Museum in Beijing.
The instrument is made of poplar and tung wood, with a cloud
dragon design painted on the top in black lacquer. See the
photo of the Se in the Digital Artifact Library of the Palace
Museum: https://digicol.dpm.org.cn/cultural/detail?id=
1d29f33a561b4047933ab3e18a83632e

11. The Zhong from the Qing era is kept in the Palace Museum
in Beijing. The instrument is made of gilded copper and
decorated with a bas-relief of cloud dragons. See the photo
of the Zhong in the Digital Artifact Library of the Palace
Museum: https://digicol.dpm.org.cn/cultural/detail?id=
cb66dc94ecbb4f80b04ab2eab0b84ebb&source=18page=1
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[IIl. 9. The Zhong. An illustration from the book Xia Ban, p. 151.

tained 8 male Li (BH{E, Yang Lu), the lower tier —
8 female Lu (BAR, Yin LU).

The sound produced by the Zhong directly de-
pended on the thickness of the walls and the size.
“If the thickness of the Zhong instrument is too
large,” wrote the authors of Xia Bian, "it sounds
bad, like a stone, and if the thickness of the Zhong
is too small, the sound will be unclear. ... Therefore,
the body of the Zhong instrument is small and elon-
gated, and the sound produced by the Zhong lasts,
gradually fading away” [7, p. 139].

The Zhong occupied a privileged place in the
court orchestra of the Qing Dynasty and could only
be used if the emperor personally attended a cere-
mony of worship of ancestors and gods or at a court
banquet. Moreover, it was a symbol of respect for
the god and supreme power.

A curved-shaped plate stone gave birth to the
Qing (28) instrument — the sound of a stone ™. Like
the Zhong, several Qing instruments were hung on
a crossbar, producing Bian Qing (45%2). The Qing
had the shape of a scalene pentagon, where the
left (1) and right edges were called Gu Chang
(BK); the left flat surface (3%1&) and right (§&i#)
were called Gu Bo; and the lower arched edge was
called Duan (i) (ill. 10).

The authors of the book commented in great
detail on the dependence of the pitch of the Qing
on the shape and thickness of the stone, giving val-
uable instructions to its makers. "An obtuse angle
of 135° is formed between the left and right up-
per edges of the Qing. The larger and thinner the
Qing instrument, the lower the sound of its vibra-
tion, and vice versa, the smaller and thicker the in-
strument, the higher the sound of its vibration. If,

2. The Qing from the Western Zhou era is kept in the Palace
Museum in Beijing. The instrument is made of black jade.
See the photo of the Qing in the Digital Artifact Library of
the Palace Museum: https://www.dpm.org.cn/collection/
jade/233775.html
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during the manufacturing process, the Qing is ob-
tained with too high a tone, then in order to ob-
tain the required tone, it is necessary to polish the
left and right sides of the Gu Bo on the instrument
to make it thinner. If there is a Qing with too low
a tone, it is necessary to polish the lower Duan of
the instrument to raise its tone” [7, p. 151].

Like the Zhou, the Qing carried the symbolism of
imperial power, and therefore, was actively used in sac-
rificial ceremonies or during the emperor's banquets.

The last three instruments: the Gu (drum &%) —
the sound of the skin, the Zhu and the Yu ({7 &%) —
the sound of the tree, were not honoured by the
author's drawings. However, there was no doubt
about the importance of these instruments. Drums
were widely used to control the tempo of military
battles and for hunting. From the point of view of
the inhabitants of China in the 17th-18th centu-
ries, drums possessed extraordinary divine power:
like thunder, they could cause rain and moisten the
soil of agricultural crops. “The drum does not pro-
duce the sounds of the Chinese pentatonic scale,”
the authors write, "however, without it, the penta-
tonic melody does not have a harmonious rhythm,
so the drum is located behind the eight sounds of
Ba Yin. The voice of the drum is sublime, clear, full
of power; a perfect person will reflect on them-
selves, hearing the sound of the drum. Moreover,
drums have a beneficial effect on soldiers, helping
them to restrain enemies. Other musical instruments
with a beautiful sound do not have these advan-
tages. Drums can also be used to repel predators”
(7, p. 155].

As for the Zhu and the Yu, no sacrificial ceremony
took place without them. They recorded the begin-
ning and end of the action: everything began with
three blows of a wooden mallet on the inner wall of
the Zhu, and ended with “scratching” the protruding
brush of the tiger's fur of the Yu instrument. The Zhu
instrument had the shape of an open square wooden
box, narrowing towards the bottom. At the court of
the Qing Dynasty, the Zhu was used mainly for var-
ious sacrificial ceremonies. Regardless of the num-
ber of instruments in the accompanying orchestra,
the Zhu was always singular and was located in the
eastern part of the group of musicians.

Information about the Zhu can be found already
in the ancient book Shang Shu Yi Ji (Book of His-
tory: Bo Yi and Hou-ji), dating back to the Shang
era (17th century BC — 771 BC). Given the thou-
sand-year history of palace music, it is natural that
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Il 70. The Qing. An illustration from the book Xia Ban, p. 155.

the Zhu was the most popular instrument of all 8
types of Ba Yin ™.

The Yu ™ was made of wood and had the shape of
a tiger lying on a stand. The tiger figurine had expres-
sive eyes, a bared mouth and protruding ears, which
were used to place the percussion instrument Dao.
The latter was made from a bamboo tube, which was
split and cut in half, with the second half divided into
twenty-four thin bamboo strips. In the middle of the
tiger's back, there was a groove into which twenty-
seven rectangular pieces of wood were inserted. It
was along these that bamboo ribbons were run three
times, indicating that the ceremony was complete.

In the book, the authors wrote that “in the eight
sounds of Ba Yin, only the sound of the wooden in-

13. See, for example, the scholarly commentary on the Zhu exhibit
of the Palace Museum https://www.dpm.org.cn/collection/
music/231878.html

14. The Yu of the Qing era is kept in the Palace Museum in
Beijing. See the photo of the Yu in the Digital Artifact Library
of the Palace Museum: https://www.dpm.org.cn/collection/
music/229479.htm

strument is the simplest, and the wooden instru-
ments Zhu and Yu mark the beginning and end of
a musical piece. The Zhu instrument has the shape
of a square barrel; its width is 2 chi 4 cun [about
80 cm], and the depth is 1 chi 8 cun [about 60 cm].
The Yu instrument has the shape of a tiger with 27
notches on its back. The length of this instrument
is 2 chi 1 cun 8 fen [about 70 cm]” [7, p. 158].

CONCLUSION

The musical instruments described in the above-
mentioned book were directly related to ceremoni-
al music, continuing the traditions of the preceding
Ming era. As a result, most of the instruments entered
the practice of music-making and the composition of
court orchestras without significant changes. Howev-
er, some modifications can be observed in the design
of a number of instruments, their decoration, and the
practice of their use. In essence, the purpose of Vol-
ume Il was mostly practical. There, the authors gave
instructions on how to create musical instruments with
the correct range of sounds and the required timbre.
Numerous illustrations were added for this purpose.
In fact, the range of instruments used in the orchestra
was wider. However, the authors of Xia Bian pursued
the strategic goal of demonstrating the leading rep-
resentatives of each type of the Ba Yin system. It was
around the main 13 instruments that the composition
of a particular orchestra, accompanying palace cer-
emonies, was built. In practice, the ceremonies were
one of the forms of recombining musical ideas inher-
ited from the Ming dynasty and the structure of the
management of the palace musical life.
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TPAKTAT «CA bAHb» O MY3blKAJIbHOM
MHCTPYMEHTAPUW ABOPLIOBbLIX LLEEPEMOHWI
2MNOXU UNH XVIII BEKA

AHHOMayus: ABTOp CTaTbW CTAaBUT CBOEW LiE/IbHO BBECTU
B Hay4HbI 06UXOA POCCUMCKOTO MY3blKO3HaHMSA UCTOPU-
Yeckunin NCcTouHmnk Havana XVIll Beka — «Cs baHb», npea-
CTaBAsroLWMin coboi BTOpo ToM 06beMHOro TpakTaTa
nmnepatopos LinH «HOn Yxun /o Jlroin YxkaH W». Mocss-
LLIEHHbIN OMMCaHWIO NPUABOPHBIX My3blKalbHbIX UHCTPY-
MeHTOB, «Cs bsiHb», C O4HON CTOPOHbI, MO3ULMOHMPYET
MaHUXYPCKMX NpaBUTENEN Kak CTPOrux nociaegosarenei
NpeALecTBYOLWMX ANHACTUIN N NPOAOIKaTENEN XaHb-
CKMUX TPaAULMIA NPUABOPHOIO My3blKalbHOrO UCKYCCTBa,
C APYrol — YeTKO O4YepuUMBaET OrpaHUYeHHbIN 13 UH-
CTPYMEeHTaMu Kpyr NpUOpUTETOB, 3a0CTPAET BHYMaHne
Ha GU3NYECKMX XapaKTepUCTMKaX, ONpesenstowmnx sTa-
JNIOHHOE 3BYy4YaHKe, KacaeTca paga Mopdonorniyecknx ns-
MEHEHW MHCTPYMEHTOB U KX AeKopa. LieHHbIM BK1agom

Mpobnema NCNOAb30BaHNA MYy3blKaJbHbIX WH-
CTPYMEHTOB B LLepPEMOHMaNbHbIX MEPOMNPUATUAX
«3anpeTHoro ropoga» Havyana XVIll Beka asnsetca
aKTyanbHON AN UccnegoBaTenelt KUTaickon aeop-
LOBOM My3blkK AnHacTUK LIMH 1 HaxoanTca B none
13bICKaHW1 COBPEMEHHBIX My3bIKOBEJ0B-CUHONOTOB.
Bbi3biBaeT MHTEPEC He TONBbKO N3yUYeHNe COXpPaHUB-
Wnxcs 06pasL 0B My3blKasbHbIA MHCTPYMEHTOB, HO,
UTO He MeHee BaXHO, UX OnuncaHue, NHTepnpeTa-
LMA X CUMBOANYECKOTO 3HaUEHMA, PeKOMeHaaL/mm
Nno coyeTaHWIo TeMBPOB U T. 4., NPUCYTCTBYOLLNE
B KuTackmx Tpaktatax XVIIl Beka. OgHMM U3 ucto-
pUYeCcKmX TPYAOB, MPOANBAIOLLMX CBET Ha MPUOpPU-
TETHbIN MY3blKabHblN MHCTPYMEHTaPUA «3anpeTHOro
ropoga» BpeMeH nMmnepaTtopa KaHcu, asnserca
KHura «Csa BaHb» (N4g), npeacTaBastowas cobou
BTOPOW TOM 4-X-TOMHOW PYyKOMUCU MMMepaTopoB
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CTaHOBATCA WAIKOCTPALIMMN C KOHTYPHbBIMU M306paXkeHNAMM
TeX WIN MHBIX MHCTPYMEHTOB — aHdac Wi B paspese, UTo
NO3BOJIAET NOJYYNTb JOCTOBEPHbIE CBeAeHUs 06 0cobeH-
HOCTAX MX KOHCTPYKUWMIA. OTCYTCTBUE B TPaKTaTe CBEAEHUN
O CMeHe WN KapAWHaAbHOW MOAEPHM3aLMN My3blKab-
HOrO MHCTPYMEHTapws, MHOrOYNC/IeHHbIE OTCbIIKN aBTO-
POB K APEBHENLLINM KUTANCKUM GUAOCOPCKUM Tpyaam
0 My3blKe MOATBEPXAAIOT MbIC/b O TOM, YTO MMMNepaTop
KaHcn He TonbKO He cTpemuaca pehopMmnpoBaTb My3bl-
Ka/lbHYtO YacTb BOPLOBbIX LLePEMOHMI, @, HaNpPOTUB, ak-
TUBHO CKNOHANCA K NOAJAEPXKAHWUIO YCTOSBLUNXCA MUHCKUX
Tpaanuunin. MNpu Bcen CTPOrocTn U NOCAeA0BaTENbHOCTY
W3/I0KeHWA, TEKCT TpaKTaTa BKAtOYaeT No3tTnyeckue obo-
POTbI M CPaBHEHWA, XapakKTepHble A1 NPOCTPaHCTBEHHO-
obpasHoro MblwweHus xutens Kutas XVII Beka.

KaHcu n LisHbayHa «HOn YUxn Nlroin o Yxan N»
(HHIREIENX).

B HacTosLee BpeMs MHOFOTOMHbBIN MaHyCKpUMT
XpaHuTCca B bnbanoteke myses I'yryH nog HOMepPOMm
No. 00000034-9/52. OH BbI3bIBAaeT HEMOAAENbHbIN
NHTEpeC, O4HAKO AOCTYNeH ANs NPOCMOTPa JnLlb
B KayecTBe 3KCrnoHaTta My3es. AKTyaslbHOCTb TeMbI
N3y4yeHuns ABOPLIOBON KynbTypbl LInH nobyanna kn-
Tancknx nsgatenei onybankosatb B 2000 rogy ce-
puto pakcmmMmnae peaknx KHUr anoxm LimH, ogHo
13 koTopbix cTana «Hom YUsn Jlron Slron YUsxxan N».
Takum 0bpa3oM, MUPOBOE HayuyHOe COObLLEeCTBO
MoJly4YnN0 BO3MOXHOCTb AOCTyNa K COAepP>KaHWUIo
KHWTW, HEPEAKO Ha3blBaEMOW B KMTACKOM MYy3bl-
KO3HaHUW «3HUUKAOMNEeANER NPULBOPHOMN KU3HW» T,

1. Bonee Nnoapo6HO 06 3TON PyKONUCK CM. B HALLMX CTaTbAX [3;
8.

O6bem Broporo Toma «Csi bsiHb» OTHOCKMTENBHO
Hebonblwon — 81 cTpaHuLa. IHTEepeCcHO, UTo Hyme-
pauns B «HOn YUxun Jlron Jlroin YxaH V» ckBO3Has,
MO3TOMY BTOPOW TOM HauMHAETCs CO CTPaHMULbl 78
(3akaHumBaeTca 159-1). TekcT pacnonaraet 60/1bLLNM
KONIMYECTBOM UANHOCTPALMIA C n306padkeHneM npak-
TMYECKW BCeX NPeACTaBAEHHbIX B KHUME MY3bIKabHbIX
nHcTpymeHToB. CTpykTypa ToMa BkatouaeT Beege-
Hue «Bba MHb H03 Ln LUsyH Wo» (J\Z KB EUL) v
13 pa3genos c onuncaHvneM gyxosbix — Mancso, Cso,
Awn, WaH, Yn, CroHb, CTPYHHO-WMNKOBBIX — LiMHB,
C3, YxyH, n yaapHbix — LuH, Ty, Yy, HOn.

Mo3numoHnpys cebs HacneAHMKaMU KUTaNCKUX
MMMNEePaToOpPOB, MaHUXYpPbl CTapaTeNbHO NepeHMa-
N TpaaMLmMmM ABOPLOBOM MY3blKasbHOW MPaKTUKM
npeablayLwnx ANHACTUI. BnosHe oxxugaemMbiM MOXK-
HO cuuTaTb, B 3TOM C/lyyae, NosiBaeHve BO BeegeHmm
KHUTN «Ca bsaHb» obLen knaccudurkaumm NHCTPY-
MEHTOB, OCHOBaHHOW Ha TPaAWLMOHHOW KUTaNCKOM
cucteme geneHns ux Ha 8 engos — ba UHb (J\ 3,
BOCEMb 3BYKOB) — B 3aBUCUMOCTUN OT MaTepwuana 13-
rotoBaeHus: LIsvHb (£, meTann) obbeanHAN KONO-
Kona un konokonbuunku; LLUn (45, kKameHb) OTHOCKACS
kK amtodoHam; Ty (£, 3emMas) oTCbiNaN K FANHAHBIM
WHCTPYMEHTaM — OKapWHE W FNHAHOMN AyAouke; 3
(Z, koxa) 06begmHan 6apabaHsbl; Cbl (22, Wesk) yno-
MUHaNW, KOrAa peyb LUaa O AKTHE U LUTPe, CTPY-
Hbl KOTOPbIX A€1aNNCh U3 LLENKOBLIX HUTel; My (7K,
AepeBo) BkAoYan nanodoHsl; Mao (38, Tbikea) CBA-
3bIBaAn CO 3ByYaHUeM MHCTpymeHTa LLaH; Yxy (17,
6ambyk) oTHocuCcs K daenTe, genasLuerics n3 bam-
6yka. B cBOeW XxapakTepucTmke MHCTPYMEHTapus aB-
TOpbl «CA BAHb» aKLEHTUPYIOT BHUMaHWe, npexae
BCero, Ha GpM3nYecknx napameTpax Toro Uim NHOro
BWAQ, BbIBOASA Ha NepPBbIV MaH Takmne KayecTBa Kak
pa3mep, BeC, 06beM, ANNHA U BbICOTa MHCTPYMEH-
TOB: «My3blKaNbHble UHCTPYMEHTbI U3 MeTasna, —
MULLYT OHW, — CUJIbHO OT/INYALOTCA APYr OT Apyra
no TOoALWWMHe 1 Becy. VIHCTpyMEHTbI, N3rOTOBAEHHbIE
13 bambyka v TbiKBbI, pa3anyaroTcs no aavHe. VH-
CTPYMEHTbI, U3rOTOB/IEHHbIE U3 LLEJ/IKA, OTINYAKOTCS
no BblcOTe. VIHCTPYMEHTbI, M3roTOBJEHHbIE U3 TN-
Hbl, pa3anyaroTcs no obbemy. MNogpobHoe onmcaHve
CXOACTBa M PasinNuma PEBHNX Y COBPEMEHHbIX UH-
CTPYMEHTOB JlaHO B pa3genax 3Toro toma» [7, c. 77].

MpeacTaBAeHME MYy3blKaJbHOIO MHCTPYMEHTa-
pUs HaUMHAETCA C AYXOBOTro MHCTpyMeHTa Malicso
(HES) (Puc. 1). Boibop He cnydyaeH, MOCKOJbKY CO
BPeMeH MMHCKMX MMNEPaTOPOB MHOIOCTBOJIbHAs
bneinTa HEM3MEHHO UCMOb30Basachk B PEAUTNO3-
HbIX 1 CBETCKUX ABOPLOBbIX LLEPEMOHMSAX — BO Bpe-

MS XXepTBOMPUHOLLEHWI 1 No3apaBaeHniA. ABAAACh
cumBoJsioM 6oros Heba 1 3emnum n, Kak CreacTBue,
BbICLLIEN BAACTU U BeAMuMs nmnepartopa, bam-
bykoBas MNaicao Hepeako MMeHOBanacb PaHCAO
(RZF, dnenta PeHnkca) n nsrotaeaneanacs B Gpop-
Me KpblnbeB PeHnkca, CUMBOIM3NPYHOLLLETO CYacT-
MBOE nNpejsHaMeHoBaHWe 1 6iarocsoBeHume.

ABTOpbl «Ca BAHb» He NpPeMUHyAn 3aMeTUThb,
YTO ABYKpPbINbHAA GOPMa MHCTPYMEHTa yNoMuHa-
eTca elle B ApeBHel KHUre gnHacTum BoctouHas
XaHb «P3H Cy TyH» (X{&1# «3anucb 06 obbluasx»),
cosgatenb kotopor NH LLlao nucan: «MHCTpyMeHT
Maticsao 6bin n3rotosneH LLyHom, nngepom coto-
3a NAeMeH B JpeBHNE BPeMeHa U MMeeT N30THy-
Tyt0 dopMy, Nof06HO KpbinbiM OeHwnkca» [7, c. 80].

Octaensas npuHumn dopmel, MNalicao meHsna geTa-
JIn Koprnyca 1 gekop oT 3noxu K anoxe. O mopdono-
TMYeCcKNX N3MEHEHMAX MHCTPYMEHTa NULLET B CBOEW
cTaTbe Yxao Xyanw, ykasbias Ha To, 4To [Maicso au-
HacTum LinH n3rotasanBanacb Ha OCHOBE KOHCTPYKLN
MUHCKMX Maicso, KoTopeble, B CBOKO ovepesb, yHac-
NegoBanu ee oT gnHactum tOaHb. Mpryem, «BHeL-
HAS CTOPOHA MHCTPYMeHTa [Maicsao, ncnosb3yemon
B AMHacTm F0aHb, — NULLET nccnegoBatesb, — bbina
3aKpenieHa YepHbIMU AepeBAHHBIMU NepeknagmHa-
MW, @ MOBEPXHOCTb yKpaLleHa 3010TbiM PeHnKCom»
[5, c. 5]. B M1HCKyO 3MOXYy MHOTOCTBOJIbHYHO bAelnTy
CTaAu KpacuTb B CaMblli MOYUTAEMBIV LIBET XaHbCKOM
HaLMW — KpacHbIN, NO-NPeXHeMy pucys 30J10TOro
®eHuKca Ha KPblIbAX MHCTPYMEHTA.

Mpwn nmnepatopax LinH KpacHble kpbinbs Mai-
CA0 HaYMHaIOT yKpaLlaTb CUMMETPUYHbBIMU 3010Tbl-
MW ApaKoHaMK, YTO XapakTepHO A4 AeKopa 3MoxXu
B uenoMm. B pabore, kacatowierica Tembl n306pa-
KEHWUS ApaKkoHa B nNepuog AnHacTMini MuH n LinH,
nccnegosatens MaHb Lise nuwer, uto «passutme
n306paxKkHeHW gpakoHa B AnHacTum LinH Hanbonee
XapakTepHO ANA nepvoja npasfeHns MMNepaTopos
KaHcn, FOHWx3Ha v UaHbayHa, K 3TOMy Xe nepuogy
OTHOCKTCA M GOPMUPOBAHNE OCHOBHOIO CTUASA U30-
bpaxkeHUn gpakoHa B gnHactum Link» [2, c. 27]. Ha
dnenTax, N3roToBNIEHHBIX B Neprog npasaeHna Kax-
cwv, Bbipe3anu yeTbipe neporanda: Kan Cu KO Yxu
(BREREN), KOTOpble 03HaYanu, UTo 3T UHCTPYMEH-
Tbl HbIIM CO34aHbI UMEHHO NPU €r0 XXM3HNZ.

2. PackpalueHHas B KpaCHbIN LiBET U pacnucaHHas 30J10TOM
MHOrOCTBOJIbHas deinTa nancso ¢ n3obpaxeHnsMu obrakos
1 ApakoHOB xpaHuTca B Mysee lNyryHa B MNekuHe. CM. dpoTo
Mawcso anoxu UuH B Lindposoii bubanoteke aptedaktos
Myzes l'yryHa. — https://digicol.dpm.org.cn/cultural/detail?
id=f2204c4cf06941148377c8a67739fc088&source=28&lid=
f04dab47e5454733afbf3427f9be5¢10
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TemMbp dnenTbl 6611 MENOANYHBIN U TNYOOKUIA,
C/IOBHO TekyLnin pydeii. Mancsao anoxu LInH cTa-
HOBWUTCSA OHWUM U3 FaBHbIX NMPUABOPHBIX MHCTPY-
MEHTOB W COXPaHSET CBOM MO3ULMM Ha NPOTIXKEHUN
Bcero XVIII seka.

NHcTpymeHT cocToan n3 16 Tpybok pa3inyHom
JJIVHBI, HO OMHAKOBOIO AMaMeTpa U MOr BOCNpPO-
n3BOAUTL BCe 12 N0l 3BYKOB. «//1s U3BeUYEHUS
Ha MHCTPYMeHTe 3BYKOB MY>CKuX Jltoi [AH Jltoi
BH{E] 3, — uMTaeM B KHWUre, — UCMOb3YHOTCA BO-
ceMb Tpybok cneBa, ansa xeHckux Jlron [UHb Jroin
FHE] — Bocemb TpyboOK cnpaBa, Bce Tpy6KM U3ro-
TOB/NeHbl U3 BaMbyKa, a BHeLLHWe YacT 6amMOyKOoBbIX
TpyboK caenaHbl U3 gepeBa. Bce Teno MHCTpyMeEH-
Ta pacnucaHo LBETHLIMU M306paXKEHUAMH ApakoHa
AN yKpalleHus nHcTpymenTa Maincao» [7, c. 137].
Kaxpgas n3 16 tpybok nmena cBoe Ha3BaHWe, KO-
TOpOe pUcoBanu Kpackom. Eciv nepeBecTn BbICOTY
BOCMPOM3BOAMMbIX [alicsio TOHOB B COBPEMEHHYHO
cUCTEMY TEMMEpPaLUK, TO 3BYKOPSAA NOAYYNTCA Ce-
Ayrowmia: gis, eis, c', d', €', fis', gis', ais, h, a, g, eis?,
dis?, cis? h, a.

PoactBeHHbIM [Malcsio MHCTPYMEHTOM sBAAAACh
¢dneiita Cso (58) (Pvc. 2) nam [yHcso (RS 4

B TpeTbeM pasgene kHurm «Cs bsaHb» ecTb yno-
MWHaHWe o ToM, 4To Cs0 Oblna 3aMMCTBOBaHa AMNOH-
CKMMW My3bIKaHTaMu B 3Moxy TaH, BUAOU3MEHMUIACh
CO BPEMEHEM U1 MOJyUYnia pacnpocTpaHeHme nog
Ha3BaHMeM Yunba. «MHcTpymeHT Ca0 B ApeBHeM Ku-
Tae Ha3blBanca AANHHOW dnenTon. [lyxoBon My3bl-
KalbHbI MHCTPYMeHT Ymba [[R/\ — 6ambykoBsas
bnenTal, Nnepelweawnin B ANOHNIO BO BpeMeHa An-
HacTuu TaH, NPoM30oLLEeN OT COBPEMEHHOTO UHCTPY-
meHTa CA0. B gnHactum LisnHb yueHbin CroHb Cioin
N3roTOBWA UHCTPYMEHT CSO A/IMHOM oKono 2 Cn 6
LlyHb [okono 87 cMm] unm 3 Yu > [okono 100 cm]. OHa
C/IVLLKOM ANIMHHA A/ UeSIOBEUECKOW pyKW, U nab-
LlaM UCNOIHNTENS OYEHb TPYAHO 3aKpblBaTb UIPO-
Bble oTBepcTus Cs0. [lIMHa MHCTPYMEHTa CEroAHs
coctaBaset 1 Yum 7 LlyHb [okono 56 cm]» [7, c. 82].

Csio genanv 13 6amMbykoBoM TPYOKM C NATbIO OT-
BEPCTUSMU B CepefuHe BEepPXHEN YacTu U OAHUM

3. 3pecb 1 ganee KBagpaTHble CKOBKN BHYTPY LIMTAT COAEPXUT
KOMMEHTapwii aBTopa cTaTby.

4. bambykoBas dnenTa, NOKpbITas KPacHbIM JJakOM U pacnu-
CaHHas 30/10TOM, C M306paxeHnsMU 061akoB 1 APaKOHOB
xpaHutca B Mysee lyryHa B lMekunne. Cm. ¢poto CAo anoxm
Livn B Undposown 6nbavoteke aptredaktos Myses yryHa —
https://digicol.dpm.org.cn/cultural/detail?id=f04dab47e545
4733afbf3427f9be5c10

5. Yun — eguHunua anvHel, pasHas 0,32 metpa. OguH LlyHb OKO-
710 3,2 CM, AecATb LyHb COCTaBAAIOT OAUH UK, JecATb G3Hb
COCTaB/IAOT OAMH LyHb.
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OTBEpPCTMEM Ha 0bpaTHOM CTOpoHe. Ha TopLie KOH-
ua Tpybkm Cao aenanu Bbipes B popme ByKBbI «U».
Cs0 ncnosib3oBanacb B NPUABOPHBIX LLePEMOHM-
AX AVHACcTUM LInH, Takmx KakK XepTBOMPUHOLLEHWS
n 6aHKkeTbl. My3bIKy ANS Hee 3anuncbiBasn C NOMO-
Wbt HOTauMKM ryHuYs. Kaxzaas HoTa COOTBETCTBO-
BaJla Ha3BaHWIO UTPOBOro oTeepcTna — MyH (Mn),
BTOpoe — DaHb (da), TpeTbe — JIt0 (CoNb), UeTBEpP-
Toe — Y (nq), Naroe — U (cu). 3Byk oTBEepCTMA 13
HWXKHEN YacTn Tpybku HasbiBancs Yu (Pe).

Cs0 Morna 6bITb Kak COJIbHbIM MHCTPYMEHTOM, TaK
M rapMOHWYHO coYeTaTbCs B aHcaMbe Co CTPYHHO-
wmnkoBbIMY — lyunHem vau Munoii. OgHako no-
noxeHwne Cao 66110 He cTabunbHbIM. «Bo BpemeHa
anHactum LK, — nuwet nccnegosatens, — CTaTyc
NHCTpyMeHTa CA0 B aHCaMbsie MOHM3NACA, U B He-
KOTOpPbIX aHCaMbiAX ero 3aMeHsaAn Ha gpyrve ay-
XOBbl€ WHCTPYMEHTbI, Takne kak ¢nerita n CoHa.
B pe3ynbTate, Ha CEroAHALWHWI AeHb Mbl pacrona-
raemM iMib He6ObLIMM KOMYECTBOM 3TUX MHCTPY-
MEHTOB 1 ero pasHoBugHocTel» [4, c. 168].

«PogHol cectpoii» Cao 6blna 6ambykoBas
dnerita n (dnevita §), KoTopas 3a40Ar0 40 3MOXU
LnH nonyumnna Ha3eaHune kopotkasa Cao (Puc. 3).
OpHako B oTanume oT npogonsHon Csao, dreli-
Ta [l 6blna nonepeyHoi.»® Pasnnuma mexay [u
n CA0, — OTMeYatoT aBTOPbI, — TakXXe MNPOABAAOT-
cA B TeMbpe 1 CTPOeHUN MHCTpYMeHTa. bambyko-
Bas paenta Jm umMeeT JONONHUTEIbHOE OTBEPCTUE
(MembpaHy GaelnTbl, NOKPbITYHO TOHKON NAEHKOW)
MeXAY BAYBHbIM OTBEPCTMEM W MepPBbIM NanbLie-
BbIM. 3TO M306peTeHne npuHagnexano Jliro Cn,
MY3bIKaHTYy AnHacTuu TaH. Posib 3TOro oTBepcTus
3aK/itoyaeTcs B TOM, UTODbI caenatb 3ByK bamby-
KOBOW $nenTbl 0COBeHHbIM U Honee KpacuBbIM.
JIvweHHbIM MmeMmbpaHbl CA0 nonaraeTcs Ha BU-
6pauunto Bo3gyWwHoro ctonba, a 3Byk 6ambyko-
BOW daenTbl An dopmMUpyeT He TOIbKO BUBpaLums
BO34yLWHOro ctonba, HO 1 BMbpauma membpa-
Hbl» [7, c. 93].

B pe3ynbTate TeMH6pOBbLIX pazavunii [ nopyya-
JINCb Becenble, Nerkne N HeXxKHble MeNoANK, a OCHOBY
penepTyapa CAo cocTtaBasna rpycrTHas, nevanbHas
My3blKa.

NcTtopuueckun dnerita v 3aHMMana BuaHoe
MeCTO B ApPEeBHEN KMTalNCKoN NPUABOPHON My-

6. bambykoBas dneiTa C ros0BON ApakoHa, MOKPbITas KPacHbIM
NaKoM U pacrncaHHas 30J10TOM, C M306paxkeHeM LIBETOB J10-
Toca xpaHutcs B My3see 'yryHa B MeknHe. CM. doTo dnentol
[n snoxun LUnH B Undposon bubanoteke aptedaktos My-
3en 'yryHa — https://digicol.dpm.org.cn/cultural/detail?id=
c9d5bbe79ff345abb163f110b9d2193e&source=18&page=1

3blKaNbHOW KynbType. PnenTy rnyboko noumTtanm
N HaZensnn ocobbiMu cBoncTBaMn. «CUnTanoc, —
nuwert Jn L3nHbnn, — uto 3Bykn GneiTbl He TONb-
KO CNOCOOHbI N3rOHATb MOPOKM, HO U obnasatoT
CTabUNN3MPYHOLLMM, YCNOKaNBaoWUM AeCTBUEM.
Ee ronoc ynogobasancs neHuto gpakoHa. B gpes-
Heln kHure anHacTum BoctouHas XaHb ,®3H Cy TyH”
(K 318] yueHbin MH Wao nucan: ,3ByK GpaeiTbl cMe-
TaeT 310, OH NPONUTaH 3JIeraHTHOCTbIO N f06poae-
Tenbto”» [1, c. 168]).

HecmoTpsa Ha BCe Ky/bTypHO-UCTOpUYeckmne
n TeMbpoBble npenmyLiectsa GaenTol An nepes
Csio, aBTOpbl «Csl bAHb» Bo/bLUE aKUEHTUPYIOT
BHMMaHWe Ha OBLWHOCTN NHCTPYMEHTOB, YeM Ha
pa3nnuyunm, roBops, B TOM YUCAE, N O TOM, 4YTO
«®DyieiToBble MAPTUTYPbI TakXKe 3anmncbiBaanch
C MOMOLLbIO HOTaLMM TyHY3 NOJO6HO NapTuTy-
pam ansa Cso. Gnelita MMena WeCTb NanbLieBbIX
oTBepcTUi. Manbuesble oTBEpCTUA U Takme Xe,
kak Ha Csao» [7, c. 93].

C no3uvuwnn aBtopoB «Ca bsAHb» poACTBEHHOCTb
WNHCTPYMEHTOB MOTF1a ONpesAensTbCa 1 napameTpa-
MW BHeLIHero cxoAcTBa. Tak, Ha cTp. 99 aBTOpHbI
nuwyT 06 obwmx yeptax Mancso (3ByyaHune 6am-
6yka) u WaHa (%, 3By4aHue TbIKBbI). «Y MHCTPY-
MeHTa LU3H ecTb 0buwme yepTbl C UHCTPYMEHTOM
Malicao, n OH TakXe MOXeT CUMBON3NPOBATb
®eHunkca. B gpeBHUE BpemeHa ero HasbiBaau ®aH
WsH (RZE, dennkcom LsH). MogobHo Maticso,
NMHCTPYMeHT LLI3H TakXXe COCTOUT U3 pa3HOW Ann-
Hbl Tpy6. OaHaKo MaTepuan MHCTpymeHTa LU3H
oTanyaetcs ot MNaicdo — LLUsH caenaH 13 Tbik-
Bbl, a MNancao — mn3 6ambyka» [7, c. 99]. ABTOpbl
KHUIW yKa3blBajW, UTO «JIKOAM YacTO CpaBHMBA-
FOT 3BYK MHCTpYMeHTa LWaH ¢ neHnem PeHunkca,
4yTObbl MOKa3aTb, HACKOABbKO OH KpPacuB W Npus-
TeH Ha cayx» [TaMm Xe].

LLsH” cocToan 13 cemHaguath TpyboK C TpoCTS-
MW 1 ofHOW oTgenbHown (LLsH Joy £, Ha kaxaoi
TpybKe MMenocb NrpoBoe oTBepcTue. Anametp Tpy6-
kun WsHa gocturan 0,7 cM. XOTA BHELWLIHE HEKOTO-
pble Tpybku LLIsHa KaxyTcs OANHAKOBOW ANVHbI,
n3LaBaemMblil 3BYK 3aBUCEN HE OT UX AJWHBI, @ OT
paccTosHUA MeXay TPOCTAMM U UTPOBLIMUN OTBEP-
ctuamu. o yTBepXKAEHNIO aBTOPOB KHUMK, KOAnYe-
CTBO TpocTeli B LLI3He MeHANOCH OT 3MOXM K 3MoXe:

7. [epessHHbili LL3H, NOKPbITLIN YUePHBIM 1aKOM U pacnucaH-
HbI 30/10TOM, C 306paxeHreM 30710Toro obaka v ApakoHa
xpanutca B Mysee l'yryHa B lNeknHe. Cm. poTo LLsHa 3noxm
Lun B Undposoi bubanoteke aptredaktos Myses lN'yryHa —
https://digicol.dpm.org.cn/cultural/detail?id=0fbcb97a8465
4e798effe37063f31399

«B anHacTum Yxoy 66110 TpUHaALLATb TPOCTEN UH-
ctpymeHTa WaH. B anHactum CyH 6b110 ABaauaTh
yeTblpe TpocTu. B anHactmmn LUwnH, xota 1 ncnonb-
3yeTcs ceMHaAuaTh TPyHOK, HO B ABYX UAM TPEX U3
HWUX HeT TpocTer» [7, c. 106].

Ha pucyHke n3 BToporo toma «Ca BbAHb»
(Puc. 4) n3obpaxeHa cxema BHYTPEHHEro yCTpOW-
ctBa LL3Ha, rae npamoyronbHnkamm ob60o3HaueHsbl
TOUKM PacnofioXeHusa TpocTeln B Tpybkax. «Camoe
AJIVHHOE pacCcTofHWE OT TPOCTW A0 UTPOBOro OTBEp-
CTUS, — YMTaeM B PyKOMUCK, — COCTaBAAET OKO/O
25 cm (nepBas Tpybka, cnpasa HaneBo). Bo BTopow
TpybKe 3TO paccTosHne paBHO NPUBAN3NTENBHO
23 cM. TpeTbs Tpybka paBHa BTOPON, B UETBEPTOW
TpybKke pacctoaHne — 21,6 cMm, B nator — 20 cm,
B wecton — 17,2 cMm, B ceabMoit — 15 cM, B BOCb-
Mol — 14 cM. Mexay AeBATON, 4eCATON N OAVHHAA-
uaTon TpybkaMum HeT 6ONbLIOW pa3HULLbl — OKOJIO
13 cm, B ABeHagLaTolh — 12,6 M, B TpMHaALaTON —
12 cMm, yeTbipHagLUaTas Tpybka coctaBaset 11 cm,
natHaguatas — 10,6 cm, wecTtHaauataa — 10 cwm,
cemHaguartas — 8,6 cm» [7, ¢. 106].

My3bIky ana MHCTpYymeHTa LL3H 3anumceiBanm ¢ no-
MOLLbIO HOTALLMM TYHY3 MO TOMY e MPUHLMMY, YTO
n ans Cso. Bce oTBEPCTMSA MMENN CBOW Ha3BaHMS:
1T —4n (pe), 2 —TyH (Mun), 3 —T'yH (Mn), 4 — DaHb
(da), 5 — X3 (conb), 6 — Cbl (n9), 7 — W (cn), 8 —
N (cn), 9 — WaH (go), 10 — LWaH (a0 Ha okTaBy
Bbiwe), 11 — Moy (Omexay 3Bykamu o u pe), 12 —
Yn (pe), 13 — TyH (Mn), 14 — ®aHb (pa), 15 — PaHb
(da), 16 Jlto (conb), 17 — Y (nq).

MocneaHVM MHCTPYMEHTOM, NPEACTaBAAIOLLNM
B KHUWre 3ByuaHue bambyka, ctan Yu (&) (Puc. 5).
Mo onuncanuio astopos XVIII Beka, «4u nmeet cemb
3BYKOBbIX OTBEPCTUN. NHCTpYyMeHT Yu genuntcs Ha
60NbLION N Masblli, U3 KOTOPbIX HO/LLION UMET
aavHy 1 Yum 4 LlyHb [okono 46 cm], a manbii — 1
Yum 2 LlyHb [okono 40 cMm]. BayBHOE yCTPONCTBO M3-
BecTHO Kak Uso (5), uto otanuaet Yum ot dnen-
Tbi» [7, c. 113].

Yn nmena gBa rybHbix OTBEpPCTUA: NepBoe —
nocpean Tpybkun, a BTOpoe — Ha koHue. Cnocob
Urpbl Ha Y Bbin YHUKANbHBIR, Npeanaras UCNo-
HUTENIO JBa BapuaHTa 3ByKou3BaeyeHna. MoXHO
6b110 BAYBaTb BO34yX nocepesunHe, gepxa Yum ro-
PU30OHTaNIbHO ABYMS pyKamMu, a MOXHO 6bl10 BAY-
BaTb B OA4MH KOHeL, 8.

8. Bbam6yKoBbI Ui, MOKPLITLIN KPacHbIM 1aKOM M pacrincaHHbIM
30/10TOM, € M306paxkeHNem obaka 1 ApakoHa XpaHuTcs B My-
3ee yryHa B MekuHe. Cm. doTo Ynm snoxu LnH B Undposoin 6u-
6vmoTeke apTedaktoB Myzes 'yryHa — https://digicol.dpm.org.
cn/cultural/detail?id=177c3d0c7eab436ba111fObc2a5cb346
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MpeacTaBaeHWe rpynnbl AyXOBbIX B KHUre 3aBep-
waeT MHCTpYMeHT CroHb® (If}) — 3ByuaHue 3eman).
O ero KOHCTPYKLMWN aBTOPbI NULLYT caeaytoLee:
«MHcTpymeHT CoHb no pa3mepy geauntcs Ha fl CoHb
(FE5) n CyH CroHb (H3R). A CroHb nmeeT dopmy
M pasmep rycMHoro Anua, 3ByK ryCTom 1 HU3KWUIA.
CyH CioHb MeHblLLe No pa3mepy U nmeet Gopmy
KyPWUHOro saiua v ero 3ByK Bbiwe, YeM y A CroHb»
[7, c. 122]. CtoHb LIMHCKMX MPUABOPHbIX My3blKaH-
TOB MMeJ LWEeCTb OTBEPCTUIA: TPU — Ha nepesHel
yacTtu, ABa — Ha 3aJHeln N oAHO — cBepXxy. Huxe
npuBeAeH PUCYHOK 13 KHUMM «Ca baHb», rae CroHb
n3obpaxkaeTcs C ABYX CTOPOH: C/ieBa — 3aAHSAN YacTb
WHCTPYMEHTa C 2 OTBEPCTUAMM, CNpaBa — nepes-
HAA, ¢ 3 oTBepcTMaMuK (Puc. 6).

WcnonHutens Ha CroHe mrpan, 3akpbiBas oTBep-
CTWS NajbLamMu IeBOI 1 MPaBon pykn. BoamoxHo-
CTV 3BYyKOPAAA 34€Cb OrPaHNYMBANCD CeAYHOLLMMM
3Bykamu: WaH (80), Yn (pe), N'yH (mn), Jlro (conb),
Y(ns), N (cn). Tem6p CroHb rAyHbOKWIA, TUXUIA U AO-
BOJIbHO OTKPbITbIA. [lpeBHMe onuncbiBany 3Byk CroHb
KakK rooC OCeHU W 3BYKM MPUPOAbI.

B anoxy LuH CroHb fBASACA BaXHbBIM NHCTPYMEH-
TOM LLePEMOHMIN XXePTBOMPUHOLLEHWI N NPUABOP-
HbIX 3acesiaHnin. CornacHo npasuaam NPUABOPHOTrO
3TMKeTa U My3blk LmH nHcTpymeHnThbl CloHb YacTo
MCMOAb30BaAV NAapPOW UV 06beAMHAAN B aHCaMbe
C MHCTpyMeHTOM Yu. Mockonbky oba OHW 13zgaBa-
NN mArkue, rnybokune 1 apkme 3ByKW, X Tembpbl
CANBaNNCb B TAPMOHWUYHOM eAMHCTBE. DTO Aano
noBog aBTopam «Cs bsiHb» CpaBHWUTbL 3BYK aHCaM-
615 CroHb 1 Yn ¢ bpaTckol apy>x6oi nam nrobo-
BbIO MEXJAY MY>XEM W XEHOMW, XMBYLLNX Ha 3eMae
B MUpPe 1 coriacum.

lpynny MHCTPYMEHTOB «3BYy4YaHWe Wwenka» oT-
KpbIBaeT CTPYHHO-WNNKOBbIN LinHb (Z) (Puc. 7).
ABTopbl «Cs BAHb» cuUMTanu, UTo «C JPEBHUX Bpe-
MEH MHCTPYMEHTOB 3By4aHUs LWenka 6bino MHOrO,
HO TONbKO MHCTPYMeHTbI LinHb 1 C3 6blan cambl-
MU APEBHUMM U 3BYYanu nydiie Bcero. MNepsbiii
NHCTPYMeHT LUnHb 6bin co3gaH @y Cu, nepBbiM
KWTaNCKUM NpeAKOM, KOTopbI co3gan LinHb ann-
HoM okono 240 cMm. YTobbl caenatb LimHb, Oy Cun
MCrnosab3oBan fepeBO YTYH [Ha KOTOPOM XMBET
®eHunkc]. UnHb B 3T0 BpeMa nmen ToNbKO OAHY

9. TavHsHbIA CroHb, NOKPbITHIA KPACHLIM TYHTOBbIM Mac/oMm 1
pacnucaHHbIN 3010TOM, C 3obpaxkeHem obnakos v apa-
KOHOB, urpatoLLmx bycamu, xpaHutcs B Mysee l'yryHa B [Me-
kuHe. Cm. dpoto CroHb 3noxu LuH B Lindposori 6ubavote-
ke aptedakToB Myses 'yryHa — https://digicol.dpm.org.cn/
cultural/detail?id=9f622b85efe94dde92d40cbda0715067&
source=28lid=f04dab47e5454733afbf3427f9be5c10
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CTPYHyY, KOTOpas Ha3biBanack TaAHb CAHb [K5%, He-
6ecHol ctpyHoi]. Mo3xe ®y Cn gobaBua kK 3TON
cTpyHe Aun Canb [HE5Z, cTpyHy 3emaun] n XaHb
CaHb [cTpyHYy yenoBekal, a HiovBa [cecTpa ne-
reHgapHoro nmnepatopa ®ycu] ewe gobasuna
cTpyHy LLn CaHb [EE5Z, cTpyHy Aenal, a 6or-3em-
negeney LWLsHbHYH ao6asun Y CaHb [#13%, cTpy-
Hy Belein]. B To Bpems LInHb 6bia NATUCTPYHHBIM,
W NATb CTPYH CUMBOAN3NPOBAAN NATb CTUXUN —
3emM/t0, AepeBoO, MeTasl, OroHb 1 Boay. OcHoBa-
Tenb gnHactum Yxoy [1046-256 ao H.3.] U3n YaH
pob6aBun BaHb CAHb [CTPYHbBI KYAbTYpbI], caenas
LinHb WecTUCTPYHHBIM, CbiH LI3n YaHa Li3n ®a
aobasun Y CsaHb [cTpyHY 6oeBOW cunbl], caenas
LUnHb ceMmncTpyHHbIM» [7, €. 123]

LnHb npu asope gnHacTumn LMK Takxxe coaep-
Xan ceMb CTpyH. nnHa LinHb coctaBasna okono 3
UM 6 LyHb 5 $3Hb (okos10 130 cM) M cooTBETCTBOBA-
na 365 agHam roga. Popma LimHb cumBoAn3mpoBa-
na Hebo 1 3eMat0, @ KOpMNyC NOBTOPAN OYepTaHnA
Tena ®eHukca. Ecan paccmartpmBath LivHb cnpaBa
Ha/NeBO, TO MOXHO YBMAETb YacTu KOpnyca, KoTopble
HOCAT Ha3BaHWe — 106, wWwes, naeyu, Taams, XBOCT.

LlnHb nmen cemb CTPyH 1 TpuHaaLaTe 1aj0B
(nopoxkoB). Ecav ncnonHntens ncnons3osan lNyH
naj, TO nepBas CTpyHa ABASAACh 3BYKOM Yu (Conb),
BTOpasa — O (nq), Tpetba — l'yH (80), YeTBeEp-
Taa — LlaH (pe), nataa — Li3toe (Mun), wecrtaa —
Yxxu (conb), ceabMas — KO (ns).

Hapsaay c untpoi LuHb B 4BOPLOBOMA My3biKe,
a 60/blle YacTbHO B MY3bIKe XXePTBOMPUHOLLEHWUI,
NCMONb30BaNCsH CTPYHHO-LNMNKOBbIA MHCTPYMEHT
C3 (&) — 3ByuaHue wesnka (Puc. 8). ABTOpbI OTMe-
Yyanu, uto, B otamume oT LnHb, «MHCTpymeHT C3 10
nmeert ABajLaTh NATb CTPYH U MOXET ObITb Pa3HbIX
pa3mMepoB. bonblion C3 nmeet aanHy okono 270 cm,
a ManeHbknin — okoso 60 cM. BepxHss YacTb Kop-
nyca C3 cnerka BbIrHyTa, B cepeAnHe 6e3 onopel,
a HUXKHAA yacTb naockad. MinctpymerTsl C3 v LmHb
YacTo UrpatoT BMecCTe, U TeMbp nx aHcambas mc-
NnoJib30BaACA APEBHUMMU, UTOObI CUMBOIM3NPOBATb
xopoLuve Bewm u Ntob6oBb. ban3ocTb 1 eanHoAy-
LWMe Mexay CyrnpyraMmy — 3TO Kak MATKOe coyeTa-
Hne menoanyHbix LmHb 1 Ca» [7, c. 135].

Ocobyto rpynny My3blkaabHbIX MHCTPYMEHTOB CO-
CTaBAANM YAapHbIe, B TOM YKCIEe MHCTPYMEHT YxKyH

10. Cs3anoxm LunH xpanutca B My3ee 'yryHa B MNeknHe. NHCTpy-
MEHT CZieNaH U3 TOMoAs W TYHTOBOrO AepeBa, Ha BEPXHIOK
4acTb YepPHbIM 1aKOM HaHECeH PUCYHOK 061auHOro Apako-
Ha. Cm. doTo Ca B Lindposon 6ubnnoteke aptedaktos My-
3en 'yryHa — https://digicol.dpm.org.cn/cultural/detail?id=
1d29f33a561b4047933ab3e18a83632e

(§1) — 3ByyaHwe metanna . Mo dpopme YUxyHbl Bbin
604Kk006pasHbIMK 1 NoAbIMK BHYTpU (Puc. 9).

B apeBHOCTM Mefb HasbiBaau LI3vHb (% 3010T0),
a 30/10TO — XENTbIM 30/I0TOM UAU UCTUHHBIM 30J10-
TOM, NO3TOMY Y>KyH, CA€NaHHBIV U3 Meau, NOAyYnA
Ha3BaHwue Li3uHb YxyH (%54, 30n010M YUxyH). Kak
NPaBUIO, HECKONBKO Y>KYHOB COEAMHANM NOCAEeLO-
BaTe/IbHO, UTOBbI COCTaBUTL BsaHb YUxyH (ZwEh). Mpn
ABope anHactum LnH banb YxyH coctoan u3 asyx
nepekiagnH, 3aKkpenaeHHbIX Ha BbICOKON MOKPbITOM
30/10TOM pame. YXyHbl NogBeLWNBaAn B Nopsajke
oT 6aca 0 CaMOro BbICOKOro 3ByKa. BepxHuin apyc
3aHMManm 8 myxckux Jlrori (BHTE, AH Jlron), HUX-
HUN — 8 xeHckux (PR, WHb Mon).

3ByK, M34aBaeMblii Y>KyHOM, HanpsAMYyto 3aBucen
OT TOJILLMHBI CTEHOK U pa3Mepa. «Ecaun TonwmHa nH-
CTPyMeHTa YxXyH canwkom bosbLias, — nucanm ae-
Topbl ,,CA BAHB”, — OH 3BYUNT MNOXO, KaK KaMeHb,
a ecNn TONLLMHA YXKYH CIMLLKOM MajieHbKasi, TO 3BYyK
6yseT HEACHBIM. ... [T03TOMY TENO MHCTPYMeEHTa YxKyH
MasieHbKOE 1 BbITAHYTOE, U 3BYK, N3A4aBaeMblin Yxy-
HOM, A/IUTCA, NOCTENeHHO 3aTyxasa» [7, c. 139].

Y>XyH 3aHUMan npuBUIErmMpoBaHHOe MecTo
B NPUABOPHOM opKecTpe gnHacTum Ll n Mor BbiTb
MCNONb30BaH TOJIbKO B TOM C/lydae, ecan umrne-
paTop NMYHO NPUCYTCTBOBAA Ha LLePEMOHUU NO-
KJOHEeHUs npegkam 1 6oram mav Ha NPUABOPHOM
baHKkeTe, a TakxXe ABAAACA CMMBOJIOM YBaXeHWs
K 6Ory 1 BepXOBHOW BAACTW.

MnacTMHYaTbli KaMeHb KPUBOW GopMbl fan
poXAeHne MHCTPYyMeHTYy LinH (B8) — 3BydyaHue
KaMHs 2. Mofo6HO YxKyHY, HECKONbKO UHCTPYMEH-
T0B LIMH nogBelwmrBann Ha nepeknagunHy, nony4as
BaHb LInH (4528). LLmH nmen popmy pasHOCTOPOH-
Hero NATMYroibHKKa, rae neeoe (F1K) 1 npasoe
pebpo HasbiBanvck [y YaH (J&1K), neBas niockas
noeepxHocTb (¥1#) n npasas (J&1#) Hocuam nms
l'y Bo, a HMXHee ayroobpasHoe pebpo MMeHoBa-
nock Ayanb (i) (Puc. 10).

ABTOpbI KHUTN BeCbMa NOAPOHHO NPOKOMMEH-
TUPOBaAM 3aBUCMMOCTb BbICOTbI TOHa LinH oT dop-
Mbl Y TOALWMHBI KaMH#, AaB LeHHble yKa3aHusa ero
nsrotoButensiM. «Mexxay NeBbIM U NpPaBbIM BepX-

11. YxyH anoxu LinH xpaHutca B Mysee lNyryHa B lMNekunHe. VK-
CTPYMEHT cZienaH 13 Meamn ¢ No30J0TON 1 yKpalleH bape-
nbedom 13 obnayHbix gpakoHoB. CM. ¢oTo YxyH B Lindpo-
BOW 6bubanoteke aptedaktoB Myses 'yryHa — https://digicol.
dpm.org.cn/cultural/detail?id=cb66dc94ecbb4f80b04ab2ea
b0b84ebb&source=18&page=1

12. LnH anoxm 3anagHoin Yoy xpaHutcs B Mysee lyryHa B MNe-
KuHe. VIHCTpyMeHT caenaH u3 yepHoro Hedputa. Cm. doTto
Lnn B Lindposoit bubanoteke aprepakros Myses 'yryHa —
https://www.dpm.org.cn/collection/jade/233775.html

HWUM pebpom LinH obpa3syetcs Tynoii yron 135°. Yem
6obluEe N TOHbLUE MHCTPYMEHT LInH, TeM HuxXe 3ByK
ero BMbpauun, 1 HA0HOPOT, UEM MEHbLLE U TOJLLE
WHCTPYMEHT, TeM BblLLIe 3BYK ero Bubpauun. Ecam
B Mpouecce n3rotoeaeHusa noayunnca LuH co canww-
KOM BbICOKWMM TOHOM, TO ANA NnoayyeHus Tpebyemoro
TOHa HY>XHO OTMOAMPOBATb JIEBYHO 1 MpaByHO CTOPO-
Hbl Iy Bo Ha MHCTpymeHTe, UTObbI CaenaTb ero ToA-
LLMHY MeHbLue. Ecan ecTb LIMH CO CAMLLKOM HU3KUM
TOHOM, HEOBXOAMMO OTNOANPOBATb HUXHUIA [lyaHb
WMHCTPYMEHTa, YTOObl MOBLICUTL €ro ToH» [7, ¢. 151].

Mopo6bHo Yoy, LInH Hec cMMBOAMKY nmnepa-
TOPCKOW BAACTK, @ MOTOMY aKTUBHO UCMOAb30BasICA
B LLepEMOHMAX XXePTBOMNPUHOLLIEHUAX UAN BO Bpe-
Ms 6aHKeTOB MMMepaTopa.

Tpw nocneaHunx nHctpymeHta — Ny (bapabaH
) — 3ByuaHue Koxu, Uxy n tOn (i E1) — 3BYy-
YaHWe JepeBa He YAOCTOMINCh PUCYHKOB aBTopa.
OzHaKo B BaXXHOCTW 3TUX UHCTPYMEHTOB COMHEHUN
He 6b1n10. bapabaHbl LUIMPOKO NCNOABb30BaNUCh ANS
KOHTPOJS TeMMNa BOEHHOIO CPaXXeHMA N Ha OXOTe.
C Touku 3peHus xutenen Kutaa XVII-XVIII Beka,
6apabaHbl ob61agann HeobblyaliHON BOXKeCTBEH-
HOW CMNOK: NOJOB6HO rPOMY OHWM MOT/IM Bbl3blBaTb
AOXAb W YBNAXKHATH MOYBY CENbXO3KYAbTYp. «ba-
pabaH He MPOM3BOAUT 3BYKOB KMTANCKOWN MeHTaTO-
HWKW, — NULLYT aBTOPbl, — HO 6€e3 Hero Menoaus
MEeHTaTOHUKN HE UMEET rapPMOHNYHOIO PUTMa, NO3-
ToMy H6apabaH pacnosoXxeH No3asan BOCbMW 3BYKOB
ba VHb. Fonoc 6apabaHa BO3BbILWEH, ICEH, MNONOH
CWUJbl, COBEPLUEHHbIV YeNoBeK ByAeT pa3MblLLANATb
0 cebe, ycnbiwan 3ByK bapabaHa. bapabaHbl Tak-
e OKa3blBatoT 61aroTBOPHOE BAMAHME Ha CONAaT,
nomMoras UM CAep>XunBaTb Bparos. lpyrve My3bl-
Ka/sbHble NHCTPYMEHTbI C KPacMBbIM 3By4YaHNEM He
MMerT 3TUX NpenmyLLecTs. bapabaHbl Takke MO-
ryT UCNOAb30BATbCA ANA OTPAXKEHUS XULLHUKOB»
[7, c. 155].

Yro kacaetca Yy n FOK, To 6€3 HUX He NpoXo-
AWNa HU OZlHa LLepeMOHUSA XEPTBOMPUHOLLEHMS.
OHM dUKCUpOBaAN HaYano u KOHel, AeNCTBa: Ha-
UYMHaNOCh BCe C TPEX YapPOB AepPeBAHHbIM MOOT-
KOM MO BHYTPEHHEN CTeHKe YXy, a 3aKaHUMBaaoChb
«noYyecbiBaHWEM» TOpYaLLEN LLETKN LIepCTH TUrpa
nHcTpymeHTa KOn. MHcTpymeHT Yxxy nmen dop-
MY OTKPbITOrO KBajpaTHOro AepeBsAHHOMO ALLN-
Ka, 3ay>KeHHOoro K Hu3y. [pu gBope gnHactmm LnH
YKy MCcnonb30oBann B OCHOBHOM A5 Pa3/IMUHbIX
LepeMOHUI XepTBONPUHOLLEHWI. He3aBUCMMO
OT KO/IMYeCTBa MHCTPYMEHTOB B COMPOBOXAato-
Lwem opkecTpe Yxy Bcerga 6bii B €4MHCTBEHHOM
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yncne n pacnosarancs B BOCTOYHON YacTu rpyn-
Mbl My3bIKaHTOB.

CBegeHunaA 0 YUy MOXHO HalTK yXxe B JpeB-
Hei kHure «Wan LWy-U L3n» («<KHura ncropun: bo
W n Xoy-u3wn»), gatnpyemori anoxon Lan (XVII Bek
AO H.3.— 771 1. A0 H.3.). YUnTbIBaA ThiCAUENETHIONO
NCTOPUIO ABOPLIOBOIN MY3bIKW, BOCMPUHUMaETCA
BMOJIHE €CTECTBEHHbIM, YTO Yy Obln CaMbiM nomny-
NAPHBIM MHCTPYMEHTOM 13 Bcex 8 BuaoB ba VHb ™.

KO * n3rotaBanBancs n3 gepesa n umen Gop-
MY TUTpa, Nexallero Ha nogcraske. Y burypkn tm-
rpa 6biav BbipasnTebHble r1asa, OckaleHHas nacTb
“ Topuallme yLm, KOTopble UCMONb30BaNNCh ANS
pa3melleHns yaapHoro nHctpymeHTta Jao. lNMo-
cnefHnin genann ns 6ambykoBor TpybKM, KOTOPYHO
pacLennann u pesaan nonoaam, Npuyem BTOpyro
MONOBWHY pa3Aensnn Ha ABajLaTb YeTbipe TOHKMe
6ambykoBble Nonockun. B cepegmHe cnvHbl TUrpa
nmenacb 60po3aka, Kyaa BCTaBAANOCh ABaALATb
CeMb NPAMOYTO/bHbIX KyCKOB AepeBa. IMeHHO no
HUM NPOBOAUAN TPUXKAbI 6aMOYKOBBIMW eHTamu,
noka3sblBas, YUTO LLlepeMOHUA 3aBepLUeHa.

B KHWre aBTOPbI NNCanM, 4TO «B BOCbMM 3BYKaXx
Ba ViHb Hanbonee NpoCTbIM ABNSETCA TONAbKO 3BYK
AepeBAHHOr0 MHCTPYMEHTA, a AepPeBAHHbIE MHCTPY-
MeHTbl Yy n KO 0603HauarloT Havano 1 KoHel,
MYy3blKaJbHOro npoussegeHna. IHCTpyMeHT Yy
nMmeeT GOpMy KBaApPaTHOrO BOYOHKA, ero WupuHa
coctaBasieT 2 Yn 4 LyHb [okono 80 cm], a rnybu-
Ha — 1 Yum 8 LlyHb [okono 60 cm]. MIHcTpymeHT HO
nmeeT popmy Turpa ¢ 27 3a3ybpmHaMu Ha CrivHe.

[nviHa 3aToro nHcTpymeHTa coctaBaset 2 un 1 uyHb
8 daHb [okono 70 cm]» [7, c. 158].

3AK/IFOUYEHME.

My3blKasbHble UHCTPYMEHTbI, ONNCaHHbIE B Bbl-
LUeYNOMAHYTON KHUre, Oblav HenocpeACTBEHHO CBA-
3aHbl C LLepEMOHMANbHOM MY3bIKOW, NPOAOXKaBLUEN
TpagnLumm npeglecTeytowent anoxm MuH. Berea-
cTBMe Yero, 6oblias YacTb MHCTPYMEHTapUA BoLAA
B NPaKTUKy My31LMPOBaHMA U COCTaB NPUABOPHbIX
0pKecTpoB 6e3 3HaUNTENbHbIX U3MEHEHWI. TeM He
MeHee, MOXHO HabarogaTb HekoTopble MoandmKa-
LMW B KOHCTPYKLMMN psiZia UHCTPYMEHTOB, KX yKpalle-
HWUA N NPaKTUKM UX UCNoab3oBaHuA. Mo cyTu, Lenb
Broporo Toma 6bina no 6onblier YyacTu npakTnye-
CKOW, rAe aBTOpPbI AaBann UHCTPYKLMK MO CO3AaHNI0
My3bIKaJbHbIX MHCTPYMEHTOB C NPaBWIbHbIM Anana-
30HOM 3BYKOB U HY>HbIM TeMbpom. C 3TN Lenbto
1 6b1AN f06aBAEHbI MHOFOUNCAEHHbIE UANKOCTPA-
umun. Mo dakTy, pag MHCTPYMEHTOB, NCMOJb3yeMblX
B opKecTpe, 6b1n Ha nopagok wupe. OgHako aBTo-
pbl «Cs bAHb» NpecnefoBanu cTpaternyeckyto Leib
AEMOHCTPaLMN BeyLLX NPeACTaBUTENER KaX0ro
13 BnAoB cucremol ba VHb. VIMeHHO BOKpyr rnas-
HbIX 13 MHCTPYMEHTOB BbICTPaMBaACsa COCTaB TOro
WM NHOTO OPKeCTpa, CONPOBOXAABLUEro ABOPLLO-
Bble LLepEMOHNN, KOTOPblE Ha NPaKTUKe ABAAINCH
OAHOM 13 GOpPM peKOMBMHaLMM YHacNef0BaHHbIX
OT MUHCKOW ANHACTUN MY3blKaibHbIX UAEN U CTPYK-
TYPbl MEHEKMEHTA MY3bIKa/lbHOW XWU3HM ABOpLLA.
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