DOI: 10.36340/2071-6818-2026-22-5-38-48

Kong Jinxin

Postgraduate Student

Stroganov Russian State University of Art and Industry
e-mail: jinxinkong@foxmail.com

Wenzhou, China

THE ORIGINS AND CHINESE ADAPTATION OF THE
IMAGE OF FLYING APSARAS IN THE ART OF THE
NORTHERN DYNASTIES: THE SCULPTURES FROM

LONGXING TEMPLE IN QINGZHOU

Summary: The image of the flying apsaras, feitian, goes
back to the apsara of Indian mythology. It entered China
together with Buddhism along the Silk Road and gradually
changed under the influence of local traditions. In the pe-
riod of the Northern Dynasties the appearance of the fly-
ing apsaras evolved: shedding the features of the Western
Regions style, it gradually adapted to the Chinese artistic
tradition of the Central Plains. This article focuses on the
sculptures of flying apsaras of the Northern Dynasties pe-
riod from Longxing Temple in Qingzhou. The article traces
how the Indian image of the flying apsaras came to China,
spreading eastwards through the western areas of the Silk

In the 3rd century BCE, in the age of Ashoka, In-
dian Buddhism reached its height and spread be-
yond India. Through Central Asia, along the Silk
Road, it reached China, and from China it passed
to the Korean Peninsula, Japan and other parts of
East Asia. Buddhism spread as both a religion and
a culture. Interacting with local traditions, it fos-
tered the creation of numerous monasteries and
cave temples, as a result of which various region-
al styles of Buddhist art took shape. A character-
istic image of this art, the flying apsaras (Chinese
“kX, feitian), received different regional interpre-
tations, which reflects the richness and openness
of the Buddhist artistic tradition.

The prototypes of the Chinese flying apsaras
are the female spirits of the clouds and waters of
Indian mythology, a classic image of ancient India.
The earliest known artistic depictions of apsaras date
to the 2nd century BCE and are found on the reliefs
of the stupa (stipa HJU) at Bharhut, in the Satna
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Road, and analyses the unique features of their forms and
composition and their connection with music and dance.
Particular attention is paid to the adaptation of the image
of the flying apsaras to the Chinese artistic tradition in the
period of the Northern Dynasties as a valuable example of
intercultural dialogue. The sculptures serve as a material
source for the study of China’s interaction with other cul-
tures and of the sinicisation of Buddhist art.

Keywords: flying apsaras; Buddhist art of the Northern
Dynasties; Longxing Temple in Qingzhou; cultural synthe-
sis; sinicisation.

district of the state of Madhya Pradesh (India) (fig. 1).
At that time the canons for depicting the Buddha
had not yet been established, and in the surviving
reliefs the apsaras appear in pairs as winged figures
hovering in the sky, facing each other, with garlands
and palm branches in their hands; this is the most
ancient iconographic form of the flying apsaras.
Tracing the history of Indian mythology and re-
ligion, one can see that the images connected with
the flying apsaras (devas, apsaras and yakshas) were
deeply rooted in the local Indian cultural tradition
even before the formal emergence of Buddhism
and Hinduism. The subsequent interpretation and
formation of these images in Buddhism, Hinduism
and Jainism drew on this deep cultural layer, as a
result of which the flying apsaras in the different
religious systems display a pronounced similarity
and artistic kinship. If one considers only their out-
ward forms, there are no fundamental differences
between the flying apsaras of the different religions.



This laid the foundation for the spread of this im-
age and its fusion with other cultures.

With the arrival of Buddhism in China, the concept
and image of the “flying apsaras” entered Chinese
culture. The earliest mention of this name occurs
in the Lalitavistara Sutra (Chinese Z %, Puyao
jing) in the translation by Zhu Fahu, dating to the
second year of the Yongjia era of the Western Jin
(308). In this sutra, however, the name “flying ap-
saras”, feitian (Chinese "¥X), is only mentioned;
their meaning, functions and divine status are not
clarified, nor is their status as musical deities con-
firmed (Zhonghua Dazangjing Editorial Office 1986,
vol. 15, p. 415). The Northern Wei period became
the key stage in the formation of the concept of
the “flying apsaras” in China. In the Record of the
Buddhist Monasteries of Luoyang (Chinese & PRI
#%1C, Luoyang gielan ji) Yang Xuanzhi was the first
to group the gandharvas and kinnaras together un-
der the common name “flying apsara musicians”
and thereby provided the first written definition
and description of the artistic features of the fly-
ing apsaras, feitian. It is this text that is regarded
as the starting point for the scholarly definition of
the term “flying apsaras” in the Chinese context
(Ji Xianlin 1998, p. 166). Once in China, the image
of the flying apsaras merged with the local Daoist
cult of the immortals, gradually shed its specifical-
ly Indian religious character and developed a Chi-
nese artistic identity, as a result of which it became
deeply rooted in the local tradition.

Thus the image of the flying apsaras in Chinese
Buddhist art goes back to Indian culture. The for-
mation of the early classical iconography of the fly-
ing apsaras can be traced to the sculpture of the
seated Buddha from the Katra area of Mathura (Ut-
tar Pradesh, India), dating to the second half of the
1st century CE. In the upper part of the mandorla of
this sculpture paired figures of flying apsaras with
flowers in their hands are carved in mirror symmetry
(fig. 2). This sculpture should apparently be regard-
ed as the prototype of the Chinese flying apsaras.
From Mathura this iconographic type spread north-
wards to Gandhara, and then through Kapisa (Af-
ghanistan) eastwards to the central regions of China.

After its arrival in China, the image of the flying
apsaras underwent important changes: music and
dance came to the fore. In the original Indian ver-
sion the flying apsaras usually hold garlands and
necklaces and only rarely musical instruments. The
musical instruments probably appeared under the

Fig. 1. Winged flying apsara with a garland and a palm branch.
Bharhut (India), 2nd century BCE. Freer Gallery of Art, Washington,
D.C, USA

influence of the local musical and dance traditions
of Kucha and Liangzhou. In the caves of Kucha,
namely the Kizil Caves, the flying apsaras are rep-
resented mainly in wall painting and display pro-
nounced features of the art of the Western Regions:
they are most often male figures with high nos-
es, deep-set eyes and full round faces; the hair is
gathered into a round topknot or crowned with a
five-jewelled crown; the torso is powerful, the up-
per body bare; the capes and streaming ribbons are

Fig. 2. Flying apsaras on a sculpture of the seated Buddha.
Mathura (Uttar Pradesh, India). Second half of the 1st century CE.
National Museum, New Delhi, India

39



X

Fig. 3. Flying apsaras. Cave 1, Kizil Caves. 5th—6th centuries.
Kucha, Xinjiang Uygur Autonomous Region, China

Fig. 4. Flying apsaras. Ceiling of Cave 7, Yungang Grottoes.
471-494. Datong, Shanxi Province, China

rendered in hard lines; they are barefoot, in long
skirts; the curve of the bodies creates the impres-
sion of hovering (fig. 3).

In the Yungang Grottoes of the Northern Wei pe-
riod the image of the flying apsaras follows the style
of the Liangzhou region. They were mainly used to
fill the compositional voids between the niches and
sculptures, that is, outside the conventional central
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zone surrounding the principal deity. The main sty-
listic features are retained: rough lines, stylised forms
and a decorative quality. With the sinicisation of the
Northern Wei and the transfer of the capital, the style
of the Southern Dynasties is assimilated, the icono-
graphic type evolves and becomes established, and a
new, sinicised style takes shape (fig. 4). In the Long-
men Grottoes the appearance of the flying apsaras
has already changed: the figures become light and
graceful; the facial features lose their foreign charac-
ter, become Chinese and gradually feminine. Many
apsaras are depicted naked, with a pibo shawl (i% &)
thrown over the shoulders, which flutters as it winds
around the figure; the long skirts cling closely to the
legs, and their hems fly upwards. The apsaras dance
while playing various musical instruments, hovering
lightly and gracefully in the air (fig. 5).

Thus the flying apsaras, having travelled from
India to China and evolved in the Xinjiang region,
acquired a sinicised appearance. In the period of
the Northern Dynasties Buddhist art, centred on
Liangzhou, spread westwards to Dunhuang and
south-eastwards to Maijishan, Yungang, Longmen
and further to Qingzhou. In these regions and lo-
cal cave complexes the continuous transformation
of the flying apsaras and their gradual acquisition
of Chinese features in different periods and in dif-
ferent areas of China can be clearly traced.

As noted above, in the period of the Northern
Dynasties the flying apsaras in the caves of the dif-
ferent regions were progressively sinicised, combin-
ing features of the art of both the Western Regions
and the Central Plains. The sculptures from Longx-
ing Temple in Qingzhou clearly demonstrate the
regional evolution of this image. Among the finds
from this site the sculptures of the Northern Dynas-
ties period are the most richly represented. A par-
ticularly telling example is a stele with an inscription
dated to the first year of the Taichang era (532) of
the Northern Wei. Its lower part is lost, but the up-
per halves of three statues and the flying apsaras
on the mandorla have survived (fig. 6). In the cen-
tre of the mandorla is a dragon, and in the upper
part a small buddha. On either side, symmetrically,
are four figures of flying apsaras, two on each side.
The two apsaras closer to the centre raise a lotus
bud high in one hand and hold the other hand at
the waist. The two outer apsaras raise both hands,
each also holding a lotus bud in one hand. The ap-
saras’ bodies are bent as though they were seat-
ed in the air. The curving lines are fluid, the skirts
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Fig. 5. Flying apsaras. Guyang Cave (Guyangdong), Longmen

Grottoes. 483-502. Luoyang, Henan Province, China

and ribbons flutter freely, and the faces express joy
and serenity.

Another striking example is the large sculptur-
al triad held in the Shandong Museum and dat-
ed to the sixth year of the Zhengguang era (525)
of the Northern Wei. The mandorla of the central
Buddha is multilayered. In the inner layer, between
the tongues of flame, are nine small seated bud-
dhas, and in the upper part dragons. On the outer
side of the tongues of flame are eleven flying ap-
saras. In the centre of the upper part of the man-
dorla an apsara descends holding a censer; flanking
her symmetrically are five more apsaras on each
side. They play the yaogu drum, the flute, the bili
bamboo oboe, the paixiao panpipes and the pipa;
two apsaras, on the left and on the right, have no
instruments and dance, waving their sleeves. The
rhythm of the fluttering ribbons of the apsaras ech-
oes the tongues of flame, heightening the decora-
tive effect (fig. 7).

A similar composition, in which a group of flying
apsaras is carved on the mandorla of a buddha, oc-
curs quite frequently in the stone sculptures of the
Liang period (the Southern Dynasties) discovered in
Sichuan Province. An example is the stele with an
inscription dated to the tenth year of the Tianjian
era (511) of the Liang, which is held in the Sichuan
Museum. In the upper part of its mandorla are ten
flying apsaras, each holding a musical instrument;

Fig. 6. Flying apsaras on a stele with a mandorla. Northern
Wei, first year of the Taichang era (532). Qingzhou Museum,
Shandong Province, China

Fig. 7. Flying apsaras on a stele with a mandorla. Northern
Wei, sixth year of the Zhengguang era (525). Shandong Museum,
Jinan, China

their pibo shawls and garments soar upwards like
tongues of flame (fig. 8).
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Fig. 8. Flying apsaras on a stele with a mandorla. Southern Fig. 9. Flying apsaras on a stele with a mandorla. Eastern Wei
Liang dynasty, tenth year of the Tianjian era (511). Sichuan Museum,;  (534-550). Qingzhou Museum, China
Chengdu Institute of Cultural Relics and Archaeology, China

Fig. 10. Flying apsaras on a stele with a mandorla. Eastern Wei Fig. 11. Flying apsaras on a stele with a mandorla. Eastern Wei
(534-550). Qingzhou Museum, China (534-550). Qingzhou Museum, China
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The sculptural art of Qingzhou, situated in the
north, also experienced the influence of the style
of the Southern Dynasties. The flying apsaras of
Qingzhou, however, are not as graceful and slen-
der as those in the south: their figures are some-
what sturdier, and their forms spare and natural.
For example, on a Northern Wei stele with a single
standing figure of the Buddha, six symmetrical fly-
ing apsaras are placed on the mandorla. The two
central apsaras hold a censer together; the others
hold lotus buds or precious pearls or scatter flow-
ers. The smooth curves of the bodies and ribbons
are rhythmically harmonious (fig. 9).

In the period from the late Northern Wei to the
Eastern Wei the decoration of Buddhist sculptures
becomes more elaborate, and the carving and paint-
ing become more refined. The features and expres-
sion of the Buddha's face, meanwhile, remain the
same: thin eyebrows, small eyes and a small mouth.
Both the Buddha and the apsaras are distinguished
by a restrained, serene and joyful expression, which
leads the viewer into a world of tranquil religious
contemplation.

In the sculptures of the Eastern Wei a stupa is
often carved in the centre of the upper part of the
mandorla, held by the two central apsaras, while the
remaining apsaras are placed symmetrically at the
sides. Take, for example, a sculptural triad with the
Buddha. The two apsaras in the centre hold a square
stupa with both hands; on either side of them are
two more apsaras, who play different instruments:
the pipa, the paixiao panpipes, the sheng and the
konghou harp. Below, beneath the outer apsaras,

on each side a boy kneels on a cloud; with palms
joined, both worship the Buddha (fig. 10). In another
monument of the same period we likewise see the
image of an apsara supporting a stupa. She leans
downwards, as if descending from the heavens. To
her left and right are three apsaras on each side,
who play the paixiao, the nao cymbals, the kong-
hou harp and the sheng. In the upper part one ap-
sara without an instrument raises her hands to her
mouth as if whistling (fig. 11). The variety of poses
and instruments lends the scene of worship of the
Buddha an atmosphere of music and dance.

Thus the flying apsaras from Longxing Temple
in Qingzhou are a typical example of how an In-
dian image, once in China, spread through a new
cultural environment, merged with local traditions
and acquired regional distinctiveness.

In terms of artistic value, the flying apsaras from
Longxing Temple embody both the openness of the
Buddhist art of the Northern Dynasties and the dis-
tinctiveness of the local Qingzhou tradition. In terms
of cultural significance, they constitute invaluable
material evidence of cultural exchange on the Silk
Road, testifying to the profound fusion of Buddhist
art, which had come from abroad, with the Chinese
cultural tradition, and of the Buddhist religion with
popular ideals of beauty. The Qingzhou apsaras from
Longxing Temple represent a high achievement of
the art of the late Northern Dynasties. They not only
enriched Chinese Buddhist art but also became an
indispensable source for the study of China's ancient
contacts with other countries and of how Buddhist
art adapted to the Chinese artistic tradition.
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NCTOKU N KUTANCKAA AAANTALLINA OBPA3A
NETAWNX ATICAP B MCKYCCTBE CEBEPHbIX
OVNHACTU HA MPUMEPE CKYNbMTYP
N3 MOHACTbIPA NIYHCH-Cbl B LMHYXOY

AnHoTaumsa: O6pas semauux ancap ¢alimsHe socxodum
Kk ancape u3 uHoutickol mugposoauu. Smom 0bpas NPoOHUK
6 Kumati c 6yddusmom no Llleskosomy nymu u nocmenex-
HO U3MeHUJIcsl o0 e/usHUeM MecmHblx mpaduyud. B anoxy
CesepHbix QuHacmuli 06Uk slemsaujux ancap 380/HUUO-
HUPOBAJ: ympa4usas Yyepmel cmuis 3anadHo2o kpas, OH
nocmeneHHo adanmupogasncs k kuma’dickol xydoxecmeaeH-
Holi mpaduyuu LleHmpansHol pasHuHsl. B yeHmpe eHu-
MaHUsi cmameu Haxo0amMcs CKy/bnmypel 1emMAWUx ancap
anoxu CesepHbix QUHACMUU U3 MOHACMbIps JIyHCUH-CbI 8
HuHuxoy. B pabome npocaexusaemcs, kak uHoulickuli
obpaz nemsawux ancap npuwen 8 Kumatd, pacnpocmpa-

B Il B. 50 H. 3., B 3n0Xy ALIOKW, UHAWIACKUIA Bya-
AM3M JOCTUT pacLiBeTa 1 pacrnpoCTpaHuIICs 3a npe-
aensl npun. Yepes LleHTpanbHyro A3uto no Len-
KOBOMY NMyTW OH NPOHWK B KuTai, a n3 Kutas — Ha
Kopewcknin nonyoctpos, B ANOHUIO 1 Apyrue ya-
CTV BOCTOYHOA3MaTCKoro pernoHa. byaansm pac-
NPOCTPaHANCA OAHOBPEMEHHO B PEINTMO3HOM U
Ky/IbTYPHOM acrekTax. B3anMozencTBys ¢ MECTHbIMU
TPaaVLMAMM, OH CNOCOBCTBOBA CO34aHMUI0 MHOTO-
YMCNEHHbIX MOHACTbIPER U NeLLepHbIX XpamoB, 6aa-
rogaps Yemy CJI0XMUINCb Pa3INUHbIE PErmoHaslb-
Hble CTUAN By AANKCKOTO UCKYCCTBa. XapaKTepHbI
06pa3s 3TOro UCKyccTBa, NeTalme ancapsl (KuT.  §X,
h30msHb), NONYYNN pa3Hble PernoHabHble MHTep-
npeTauuu, 4to oTpaxaeT 6oraTCTBO N OTKPbLITOCTb
BYyAANACKON XYAOXKECTBEHHON TpaamLUW.

Mpoobpas KUTaNCKMX NETALLMX ancap — XeHckne
Ayxu 061aKOB AN BOAbI U3 MHAMIACKOW Mudoaoruuy,
Knaccmuecknin obpas pesHen NHamm. Camble paH-
HMEe 13 N3BECTHbIX XYA0XECTBEHHbIX N300paXKeHW

HASICb HA 80OCMOK Yepe3 3anddHbie obaacmu Llleskoso-
20 Nymu, aHAaau3upyromcs YHUKA/IbHble 0CO6eHHOCMU UX
¢opm, KoMno3uyUU U €8a3U ¢ My3bikol u maHyamu. Om-
OesibHO paccmampugaemcs adanmayusi 06pasa 1emsujux
ancap k kumatickoli xydoxecmeeHHolU mpaduyuu 8 3noxy
CesepHeolx duHacmuli Kak YeHHsIU npumep MexKy1emypHo20
duanoza. CKynenmypel ciyxXam mMamepuansHeiM UCMOYHU-
Kkom 0715 uccnedosaHus esaumodelicmeust Kumas ¢ dpyeu-
MU Kylemypamu u kumausayuu 6yodulickoeo uckyccmea.
KnroueBble cnoBa: semsauwjue ancapel; 6ydoulickoe uc-
kyccmeo anoxu CesepHoix duHacmudl;, MoHacmeipe JlyH-
CUH-CbI 8 LJUHYXOY; Ky/IbmypHbIU CUHMe3; KUMmausayus.

ancap gatupytotca |l BEeKOM A0 H. 3. U BCTpeyatoTcs
Ha pesnbedax ctynbl (stipa HJU) B bxapxyTe, B pawi-
oHe CatHa wrata Maaxba-lMpagew (MHgunsa) (na. 1).
B TOT nepmog kaHOHbI M306paxkeHns byaabl ele He
CNOXMANCD, N ancapbl B COXPaHUBLUMXCA pesbedax
NpeACTatoT NapHbIMU KpbIaTbiMK GuUrypamu, naps-
LWMMK B Hebe Apyr HaNPOTUB Apyra C TMPAAHAAMU U
nasbMOBbIMU BETBAMMW B PyKaX — 3TO ApPEBHeNLLas
nKkoHorpaduueckaa popma neTaLmMx ancap.
MpocaexvBas UCTOPUIO MHAWUIACKON MUbOaOrn
N PEeNnTnmn, MOXHO YBUAETb, UTO 06pa3bl, CBA3aAH-
Hble C NeTAMMM ancapammn — HeboxxmTenu, anca-
pbl, KWW — BblAN F1Y6O0KO YKOPEHEHbI B MECTHOW
NHANINCKOWN KYNbTYPHON Tpaamuum ewe o dop-
MaJibHOro BO3HUKHOBEHUSA Byaan3ma v MHAYM3Ma.
Mocnepyrowan nHTepnpetauma n bopmmpoBaHue
3Tux 06pasoB B Byaan3Me, MHAYM3IME U AXKalHU3Me
OnMpanncb Ha 3TOT rYyOOKWIA KyNbTYpPHbIN MAacT,
6narofaps Yyemy neTALme ancapbl B pasHbix peau-
TMO3HbIX cMCTEMax OBHaPY>XMBAIOT APKO BbIPaXKeH-
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HOe CXOACTBO U XyAOXEeCTBEHHOE poAcCTBO. Ecam
paccmaTpuBaTbh TONbKO BHeLIHWE GOPMbI, TO MEX-
Ay NeTAWMMM ancapaMn B PasHbIX Peanrnax HeT
NPUHLUUMMANBHBIX Pa3fYMi. ITO 3aJ0XKMA0 OC-
HOBY A1 PacnpoCTpaHeHns AaHHOro obpasa v ero
CVIIHWA C UHBIMU KYNbTypamu.

C NnpoHWKHOBeHMEM byaan3sma B Kutali NoHs-
TVe N 06pa3 «IEeTALLMX arncap» BOWAN B KNTANCKYHO
KynbTypy. Camoe paHHee ynoMuHaHWe 3TOro Ha3Ba-
HUS BCTpeyaeTcs B cyTpe «Jlanutasucrapa» (KuT. &
B42, Myso u3uH) B nepesoge Yy Paxy, oTHOCSA-
LEemMcA KO BTOPOMY rofly NpaBAeHus Noj AeBM30M
FOHL3a anoxum 3anagHas LisvHb (308 r.). B aTol cy-
Tpe, 0HaKo, Ha3BaHWe «JIeTsLLME ancapbl», G3NTAHb
(kut. "KK), TonbKo YNOMMUHAETCA, U HE MPOACHANTCA
NX 3HaYeHWe, GYHKLMUN 1 BOXKECTBEHHBIN CTaTyC, He
NOATBEPXKAAETCA UX NPUHAANEXXHOCTb K My3blKab-
HblM 6oxkecTBaM . Mepwuog CeBepHas Bal ctan kito-
UeBbIM 3TanoM B GOPMUPOBAHUU NMOHATUSA «IeTALLME
ancapsbl» B Kutae. B «3anuckax o 6yaamickmx Mo-
HacTbipax JloaHa» (kut. SEFAMNEEIC, NlosH uzsnaHb
u3m) AH CroaHbuYXu BNepBble 06beANHWA FraHaXap-
BOB W KMHHAPOB NoJ 06LMM Ha3BaHWeM «ieTALme
ancapbl-My3bIKaHTbl» 1 TEM CaMbIM Zai NMMCbMEHHOE
onpejeneHne 1 onucaHme XyAoXeCTBEHHbIX OCO-
HeHHOCTel neTawmx ancap GpanTaHb. VIMeHHO 3TOT
TEKCT CYMTAETCA OTNPABHOW TOUKOW AN HAaYyYHOro
onpejeneHns TepMUHa «JeTsLLMe arncapbl»? B KUTal-
CKOM KOHTekcTe. [poHuKHYB B KuTai, obpas nets-
LWMX ancap CMeLlanca ¢ MECTHON JaOCCKOWN KYbTy-
poli 6ecCMepPTHBbIX, MOCTENEHHO YTPATUA UHANNCKYHO
PeNUrnosHyto crneumduky 1 BoipaboTan KUTanlcKyro
XYAOXECTBEHHYHO MAEHTUYHOCTb, Haarogapsa yemy
rNyboKOo YKOPEHNACS B MECTHOM TpaanLmu.

WTak, obpas neTawmx ancap B KUTanckom 6ya-
AMACKOM UCKYCCTBE BOCXOAMT K UHAMNCKOW KYAbType.
OdopmneHne paHHel knaccuyeckomn nkoHorpapum
NeTALMX ancap MOXHO NPocNeanTb A0 CKYAbMTY-
pbl cnaswero byaabl us parioHa Katpa B Matxype
(wrat YTTap-Mpagew, NHamns), oTHOCALWENCs KO BTO-
poW nosoBuHe | Beka. B BepxHel yact maHAopbI
3TOM CKY/NbMTYPbl CUMMETPUYHO APYT APYrY Bblpe-
3aHbl NapHble GUrypbl NeTALLMX afncap C LiBeTaMu B
pykax (ua. 2). IMeHHO B 3TOI CKy/IbMTYpE, NO-BUAMK-
MOMY, U CesyeT BUAETb NPoobpas KUTAaNCKMX NeTs-

' Kutaickuii kaHoH Tpunutaku. — MekuH: KHWXXHasn komnaHus
UskyHxya, 1986. - T. 15. - C. 415. (PLERFERIER. (PE
AFiL) 581500 463 : PIEHF. 19864, 5541571

2 [lyHbXyaHOBe/€eHWe: SHLMKIONeANYeCKuUii C1oBapb / Nog pea.
L3u CaHbanHs. — LLanxan: LLaHxaickoe cioBapHoOe 134-BO,
1998.-C. 166. (FXAM. (FURFKRERH) . £5 . DBFHH
hR*L. 1998%F. 5516671
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wmx ancap. Y13 Matxypbl 3TOT MKOHOrpapuueckmnii
TV pacnpocTpaHuaca Ha cesep, B laHaxapy, a 3a-
Tem uvepes Kanvcy (ApraHncraH) Ha BOCTOK — B LiEH-
TpanbHble panoHbl Kutas.

MpoHrkHyB B KnTalh, 06pas neTsawmx ancap npe-
Tepnen BaXKHble N3MEHEHMS: Ha NePBbLIN NAaH BbILLAN
My3blka M TaHeLl. B nepBoHayanbHOM MHAMNCKOM Ba-
pviaHTe NeTaLMe ancapbl Yalle Aep>kaT rMpAsHabl 1
OoXepesibs, pexxe — My3blKa/lbHble MHCTPYMEHTbI. My-
3blKa/IbHbl€ UHCTPYMEHTbI, BEPOSATHO, MOSBUANCH MOZ
B/ISIHVEM MECTHbIX MY3bIKa/IbHO-TaHL|eBa/IbHbIX TPa-
anumii B Kyye m JlaHuxkoy. B newepax Kyuw, a men-
Ho B KbI3bIICKMX MeLyepax, NeTaLLme ancapbl npes-
CTaB/IeHbl INaBHbIM 06Pa30M HaCTEHHOM XXMBOMUCHIO
1 061a4aroT APKO BbIPaXKeHHbIMW YepTamMmn UCKYCCTBa
3anaZHoro Kpas: 3To Yalle BCero Myxckue Gurypbl
BbICOKVMMW HOCaMW, F1y6OKO MOCaXKEHHBIMW F1a3amu v
MOJIHBIMM OKPYT/IbIMUW IMLLAMK; BONOChI yOpaHbl B KPY-
TAbIA NYyYOK WM YBEHYaHbl KOPOHOW C NATbHO Aparo-
LIeHHOCTAIMM; TOPC MOLLIHBIY, BEPXHAS YacTb Tesla 06-
Ha>XeHa; HaKUAKM 1 pa3BeBatoLLMECH IEHTbI OYepUeHbl
KECTKUMU INHUAMY; BOCble, B AMHHBIX F0OKax; U3rmb
TeN CO34aeT BrneyataeHne napeHus (wa. 3).

B newepax FOHbraH anoxu CeBepHas Baii obpas
NeTALLMX ancap HacaeayeT CTUAKO parioHa JIAHUXKOY.
ViIMn npenmyLLecTBEHHO 3aNOAHANNCE KOMMO3ULM-
OHHbIe NYCTOTbl MEXAY HULIAMW 1N CKYAbNTYpaMu, TO
€CTb 3a NpejesaMn YCNOBHOM LIEHTPasIbHOW 30Hb,
oKkpy>KaroLeli rnasHoe 6oxecTBo. CoXpaHATCA U
OCHOBHbIE CTUANCTUYECKMNE OCOBEHHOCTN — rpy-
60BaTOCTb IMHUI, CTUAM3aLMS GOPM U AeKopaTUB-
HocTb. C kuTam3aumeri CeBepHow Bai 1 nepeHocoM
CTONNLLbI yCBaMBaeTCs CTWAb FOXHbIX AMHACTUI, NKO-
Horpaduyeckmii TN 3BOAHOLMOHMPYET 1 yTBEPXKAa-
eTcs, OPMUPYETCS HOBbIN, KNTaU3UPOBAHHLIN CTUIb
(un. 4). B newepax JlyHM3Hb 06AMK NeTALMX ancap
yXe N3MeHeH: GUrypbl CTaHOBATCS ETKUMU, N3SALLL-
HbIMY; YepTbl IMLA YTPauMBatOT MHO3EMHbIV Xapak-
Tep, CTaHOBATCA KATANCKMMU 1N MOCTENEHHO XXEHCKU-
Mu. MHorune ancapbl n306pakeHbl 06HaXXeHHbIMY,
C HAaKMHYTOW Ha naeun Wwanbko N3nbo, koTopas pas-
BeBaeTcs, 06BMBas Gurypy; ANnHHbIE FOHKN NAOTHO
obneratoT HOrKY, a UX NOAObI B3METarOTCs BBEPX.
Ancapbl O4HOBPEMEHHO TaHLLYOT 1 UrparoT Ha pas-
JINYHBIX MY3bIKaNbHbIX UHCTPYMEHTaX, 1erkO 1 U3LL-
HO naps B Bo3ayxe (un. 5).

Takvm ob6pa3om, neTsaLne ancapbl, Nponas nyTb
13 iHamn B Kutan 1 3BONOLMOHNPYA B PErMOHE
CWHbL3AH, 06penn K1TansmnpoBaHHbIn 06amK. B ano-
xy CeBepHbIX ANHACTUI BYAANNCKOE NCKYCCTBO, LiEH-
TPOM KOTOPOro 6bin JIAHUXOY, PacnpoCTPaHANOCh



Ha 3anag, B [lyHbXyaH, a Ha toro-soctok — Ao Maii-
uaunwans, FKOHbranHa, JlynmaHa n ganee go LnHuxoy.
B 3Tux pervoHax n MecTHbIX NeLLepHbIX KOMMIeK-
cax Haria4HoO Npoc/aexXnBaeTca NpoLecc Henpe-
PbIBHOM TpaHcdOpMaL MM NeTALWMX ancap, nocre-
NMeHHOro obpeTeHNs MU KUTANCKUX YEPT B PasHble
nepuoabl U B pa3Hbix obaactax Kutas.

Kak y>xe roBopuaoch Bbile, B 3noxy CeBepHbIX
AVHACTUI neTALMe ancapsbl B nellepax pasHblx pe-
TMOHOB NOCAeA0BaTe/IbHO KMTau3MpPoBanunCh, CO-
yeTan YepTbl Kak UCKYCCTBa 3anajgHoro Kpas, Tak v
LleHTpanbHOW paBHUHbI. CKYyAbNTYpPbl U3 MOHACTbI-
ps JlYHCWH-CbI B LIMHUXKOY HarnsgHo 4eMOHCTpUpPY-
tOT PErvoHasbHy 3BOOLMIO 3TOro obpasa. Cpe-
AW HAaX040K U3 3TOro NaMsATHMKa Hanbonee 6oraTo
npeACcTaBAeHbl CKyAbNTYypbl 3noxu CeBepHbIX AMHA-
ctnin. OcobeHHO nokasaTenbHa CTesla C HagnunChbio,
faTvpyemas nepBbiM rof0M NpaBAeHWs NOA JEBU-
3om TaluaH (532 r.) anoxu CeBepHas Bai. HuxHsas
YyacTb ee yTpayeHa, HO COXPaHWUANCb BepXHMe Mno-
NOBWHbI TPex CTaTyl W neTawme ancapbl Ha MaH-
aopae (wn. 6). B ueHTpe MaHAOPAbI — APaKOH, a B
BEPXHEN yactn — MasieHbkunin byaaa. Mo obe cro-
POHbI CUMMETPUYHO PaCMoNOXeHbI YeTbipe dury-
pbl NETALLMX ancap, No ABe C KaXXA0M CTOPOHbI. [Be
ancapbl, HaxogsLmecs 6anxe K LLeHTpY, OAHON py-
KON BbICOKO MOAHMMarOT BYTOH S10TOCa, a BTOPYHO
PYKY Aep>kaT Ha nosce. [le 60koBble ancapbl MNOA-
HVMMaroT BBEPX 0be pyKW, MPUYEM B OLHOWN pyKe y
KaXkZoW Takxe 6yToH notoca. Purypbl ancap mso-
FHYTbI, OHW Kak 6bl cMAAT B BO3ayxe. JINHUM U3ru-
60B naaBHble, FOOKN 1 NeHTbl cBOHOAHO pa3BeBa-
FOTCSH, Ha IMLLAX — PajoCTb U YMUPOTBOPEHME.

[Apyroli Apknin npumep — 60oAbLuas cKyAbNTypHas
Tpuaga, xpaHawasca B Mysee nposuHunm LaHb-
AYH 1 faTypyemMas LWecTbiM ro40oM NpaBAeHusa noj
aesn3oM YxoaHryaH (525 r.) anoxu CeBepHas Baii.
MaHgopAa LeHTpasbHoro byaasl MHorocaolHa. Bo
BHYTPEHHEM C/0e MEXAY A3bIkaMW MAaMeHn — ae-
BATb MafEHbKNX CUAALLMX OyAn, B BEpXHER YacTn —
ApakoHbl. C BHELIHEN CTOPOHbI A3bIKOB MaaMeHu
pacnosioXeHbl OAMHHAALATb NeTALLMX ancap. B LeH-
Tpe BepxHel YacTv MaHAOpP/bl ancapa cnyckaeTcs
BHW3 C KYpuabHULER; MO 6OKaM OT Hee CUMMETPUY-
HO PacroJioXKeHbl eLle Mo NATb ancap C KaXAoMn
ctopoHbl. OHM MrpatoT Ha bapabaHe sory, dreiTe,
6ambykoBOM roboe 6uau, NnaHdaerTe Nnancso, Nune;
y ABYX ancap c/neBa 1 cripaBa HET MHCTPYMEHTOB,
OHM TaHLyOT, B3MaxmBas pykaBamu. Putm passe-
BaIOLLMXCA IEHT ancap nepekankaeTcs ¢ A3blkamu
naaMeHwu, ycuanBas AekopaTuBHbI 3ddekT (ua. 7).

MoaobHaa KOMMNO3MLUWMA, rae rpynna NeTaLmnx
ancap Bblpe3aHa Ha MaHaopae 6yaabl, AOBONbHO
4acTo BCTPeYaeTcs B KAMEHHbIX CKYAbNTypax 3Moxu
Nan (neproa KOXHBIX AMHACTWI), OBHAPY>KEHHbIX B
npoBuHUMKN CbiuyaHb. B kauectBe npumMepa MOXHO
NPWBECTU CTENY C HAAMWCBIO, AAaTUPYEMYHO AECATbIM
roZoM npasiaeHua Nog Aesm3oM TaHbL3saHb (511 T)
anoxu J1aH, koTopasa xpaHuTca B CbluyaHbCKOM MYy-
3ee. B BepxHeW yacTu ee MaHAOPbl PAaCNOOXEHbI
[ecaTb NETALMX ancap, Kaxzas 13 KOTOPbIX AepXNT
My3blKabHbIA MHCTPYMEHT; UX LWaaun nanbo n oges-
HWS B3MbIBarOT BBEPX, CJIOBHO f3bIKW NaameHu (1. 8).

CkynbnTypHOe UcKyccTBO LInHUXOY, pacnonoxeH-
HOro Ha ceBepe, Takke UCMbITano BAMAHWE cTuas KOx-
HbIX AMHacTMi. OgHaKo neTalme ancapbl LinHuwkoy He
CTO/Ib M3SILLHbBI U CTPOWHBI, KaK Ha Hore: UX Gurypbl UyTb
6onee Na0THbIE, @ POPMbI TAKOHWNYHbBIE U €CTECTBEH-
Hble. Hanpumep, Ha cTene C OAMHOYHOW cTosALLen dun-
rypovi byagael anoxu CeepHas Bali Ha MmaHAopne pac-
MOIOXKeHbI LIECTb CUMMETPUYHBIX NeTALLMX ancap. [se
LeHTpasibHble arncapbl BMeCTe Aep>KaT KypPUIbHULLY,
ocCTafbHble Aep>KaT BYTOHbI JOTOCa MW AparoLieHHble
SKEMUYXKUMHbBI IMbB0 pa3bpackiBatoT LBeTbI. 1aBHble
N3rnbbl TeN N IEHT PUTMUYECKM TapMOHMNYHBI (M. 9).

B nepuog ot no3aHen CesepHoi Ban go Boc-
TOYHOW B3l gekop ByAAMNCKMX CKYABATYP YCAOXK-
HAeTcA, a pe3bba U PpoCNNCb CTAHOBATCA M3sLLHEe.
Mex gy Tem uepTbl 1 BblpaxeHwue anua byaabl octa-
FOTCSA NPEXHUMMU: Y HEFO TOHKME 6poBKM, HEBOAbLLNE
rnasa v pot. VI byaay, n ancap otanuaert caepKaH-
HO-6e3MATeXHOe, PajOCTHOE BbipaXeHue nua,
KOTOpOe yBOAMUT 3pUTeNa B MUP YMUPOTBOPEHHO-
ro peNNrMo3HOro co3epLaHus.

B ckynbnTypax BoctouHow B3l B LieHTpe Bepx-
Hel YacTV MaHAOoPbl YacToO Bbipe3aHa CTyrna, KOTo-
PYtO AepxKaT ABe LieHTpasibHble ancapbl, @ OCTalb-
Hble ancapbl pacnoaoXeHsl No 6okaM CUMMETPUYHO.
PaccmoTpum B KavecTBe nprmMepa CKyAbNTyPHYHO
Tpuagy c byason. iBe ancapebl B LeHTpe obenmu
pykaMu fep>kaTt KBagpaTHyto cTyny; no 6okam oT
HUX — eLle No ABe ancapbl, KOTOPble UTPatoT Ha
pa3HbIX MHCTPYMEHTax — nune, naHdaenTe nancso,
WwsHe n apde KyHxoy. BHM3y, nog 60koBbIMM anca-
pamu, C KaXkKaoWn CTOPOHbI Ha 0biake CTOUT Ha Ko-
NEHAX ManbunK; CIOXKMB NaZoHK, 06a NOKIOHAHOTCS
Byaae (nn. 10). B gpyrom namaTHuMKe, oTHoCALLEMCA
K 3TOMY >Xe nepuogy, Mbl TakXXe BUAMM n3obpaxe-
HWe ancapbl, noaaepxusatowert ctyny. OHa Hakno-
HAETCS BHU3, CJIOBHO Cryckasch ¢ Hebec. [To bokam
OT Hee MO TPW arncapbl C KaXA0W CTOPOHBI, KOTO-
pble UrpatoT Ha Narcsao, Tapesnkax Hao, apde KyH-
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X0y W W3He. B BepxHel yactn ogHa ancapa 6e3 uH-
CTPYMEHTa NOAHOCUT PYKWU KO PTY, CIOBHO CBUCTUT
(un. 11). brarogapsa pa3Hoo6pasno NO3 U NUHCTPY-
MEHTOB CLieHa Nok/ioHeHns byase obpetaet aTmMoc-
depy My3bIKM 1 TaHUa.

Taknum obpazom, neTame ancapbl 3 MOHaCTbI-
ps JIYHCUH-CbI B LIMHUXOY — 3TO TUNNYHBIN Npu-
Mep TOro, Kak MHAWACKUI 06pa3, MPOHUKHYB B Ku-
Tal, pacnpoCTPaHANCA B MHOW Ky/NbTypHON cpeje,
C/IMBANICA C MECTHbIMU TpaauLmaMn 1 obpeTan pe-
rmoHanbHoe ceBoeobpazue.

Ecav roBopuTb 0 XyZ0XXECTBEHHON LLEHHOCTH, TO
NeTALMe ancapbl U3 MOHACTbIPs JIYHCUH-Cbl BOMJIO-
LLaoT M OTKPLITOCTb Byaanickoro uckyccrea Ce-
BEPHbIX ANHACTUI, N CAMOBBLITHOCTb MECTHOM LIH-

UXKOYCKOW Tpaguumn. YTo Kacaetcs KyabTypHOro
3HAUEHWS, TO OHWN ABASAIOTCA LEHHENLINM MaTepu-
a/IbHbIM NMOATBEPXKAEHMEM KY/IbTYPHbIX 0OMEHOB Ha
LLlenkoBOM NyTH, CBUAETENBCTBYHOLLUM O Ty6OKOM
CMSHUN BYAANNCKOTO NCKYCCTBA, MPULLEALLIEro 13-
BHE, C KUTaMCKOM KyAbTYPHOW Tpaauumei, a byaania-
CKOW PeNnrnm — C HapoAHbIMUN NPeACTaBAEHNAMMU O
Kpacote. LlnHuxoyckume ancapbl n3 MoHacTbips JIyH-
CWH-Cbl MPeACTaBAAIOT COOOM BbICOKOE AOCTUXEHME
ncKyccTBa nosaHero nepuoga CeBepHbIX ANHACTUN.
OHW He TOAIbKO 0boraTUIM KMTanckoe byaaninckoe
WCKYCCTBO, HO U CTaau HE3aMEHNMbIM UCTOYHNKOM
AN U3yUYEeHUs ApeBHMX KOHTaKTOB Kutas ¢ gpyrimm
CTpaHamu ¥ Toro, Kak ByaAnncKkoe NCKYCCTBO afanTu-
POBaNOCh K KNTANCKOW Xy,0XKEeCTBEHHOW TpaanLIK.
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