




CHINA I CHINE 

[II Haiqing na tian'e (Haiqing Seizing the Swan I Capture du cygne par le haiqing). 
Chen Zeming - pipa (4-string lute lluth a 4 cordes) 

0 Shimian maifu (The Great Ambuscade I La grande embuscade). 
Li Tingsong - pipa (4-string lute I luth a 4 cordes) 

[I] Pingsha /uo yan (Geese Landing on a Sandy Beach I 
Les oies atterrissent sur une plage de sable}. 
Ding Boling - zheng (16-string zither I cithare a 16 cordes) 

[4] Liushui (Flowing Waters I Eaux courantes). 
Guan Pinghu - qin (7 -string zither I cithare a 7 cordes) 

0 Ao'ai (Fisherman's Song I Le chant du pecheur). 
Guan Pinghu- qin (7-string zither) I (cithare a 7 cordes) 

0 Meihua san nong (Ode to the Plum Blossom I Ode a Ia fleur de prunier). 
Fu Xuezhai- qin (7-string zither I cithare. a 7 cordes}, Zha Yiping - xiao 
(end-blown bamboo flute I flute droite en bambou) 
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THE MUSIC OF CHINA 

China is an ancient country, its civilization dating 
back to more than 5,000 years. Within its vast con­
fines 56 ethnic groups live in harmonious coexis­
tence, the creators of a magnificient culture of 
extreme antiquity. Rich and variegated, the ancient 
musical culture of China includes instrumental music 
which is also the product of a long historical tradition. 
Instruments in China came into being at a very early 
period. Archaeological findings show that as early as 
the Stone Age there were already instruments 
capable of producing simple series of tones-the tao 
xun (a clay, egg-shaped wind instrument). Records 
show that there were more than 70 different kinds of 
instruments during the Zhou dynasty (1066-221 
B.C.), including plucked string instruments such as 
the qin and se. It may also be said that the qin zheng 
of the Warring States Period (475-221 B. C.) was an 
evolutionary result of these. 
The bianzhong (a set of bells) excavated from the 
tomb of Zeng Houyi is a large-scale integral set of 64 
multi-sized bronze bells exhibiting the rather sophis­
t icated technological basis of the temperament 
system and the craftsmanship in manufacturing 
musical instruments some 24 centuries ago. The fre­
quencies of the musical sounds produced respec­
tively by the front and side of the gu (sounding part) 
of each bell vary, the interval between each pair of 
pitches produced by any single bell being a major or 
minor third. The compass of the entire set is five 
octaves, the basic tonal structure of which may be 
taken to be the same as that of the diatonic scale (C 
major). The three and a half octaves in the middle 
register have twelve semitones per octave, thus 
allowing a great degree of free modulation. The dis· 
covery of the bianzhong, which has a total weight of 
more than 2,500 kg, shows that China already pos­
sessed a high level of musical culture before the 5th 
century B. C. 
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The qin, zheng and pipa, dating from the Sui (581-
618) and Tang (618-907) dynasties, are three princi­
pal kinds of ancient Chinese plucked string instru­
ments which have enjoyed a long history as solo 
instruments. Their repertoire consists of, and pre­
serves, a great number of ancient works which are of 
a very high cultural and artistic level and occupy a 
most important position in music history. 
Viewing the history of instrumental music, it is known 
that the yuewu (music and dance) of ancient times 
was a comprehensive art form combining four ele­
ments: poetry and song, dance and music. Prior to 
the Warring States Period, the general term was yue 
(music, entertainment), and instrumental music was 
only one branch of the art . During the time of the 
slave society the appearance of professional per­
formers resulted in the first solo instrumental music. 
At the time of King Zhou, the last ruler of the Shang 
dynasty (ca. 16th- 11th century B. C.), the musician 
Yan flourished, and during the Warring States Period 
Kuang, Wen, Juan, Xiang, Cao and Jing were among 
the most renowned musicians of their age, known for 
their superb performances on the qin. It can thus be 
seen that at the time of the Warring States Period, 
the qin had already become an important solo instru· 
ment. The zheng was also a very popular instrument 
in the Kingdom of Qin during the Warring States 
Period, and King Xuan of the Qi kingdom at that time 
had a sheng and yu (both are wind instruments) 
orchestra of 300 musicians. All these facts attest the 
flourishing of instrumental music at that time. 
With the Han (206 B. C.-220 A. D.) and Wei (220-
265), instrumental music further developed and small 
folk ensembles sundry in character emerged. Impor­
tant progress was also achieved in qin music. Cai 
Yong of the late Han, and Ji Kang of the Wei and Jin 
(265·420) dynasties were both renowned qin players 
and composers in their time. According to later tex­
tual research, the celebrated qin piece, Guangling 
san (no. 5) which Ji Kang could play expertly, was 



probably "Nie Zheng's Assassination of the king of 
Han", a work of the Eastern Han dynasty (25-220). It 
is said that at the time of the Three Kingdoms (220-
280), Cai Yan composed the Hujia shiba pai ("Eight­
een Stanzas of the hujia"-a wind instrument of the 
northern tribes) to express her longing for home. 
Other celebrated works of th is time include Jieshi 
diao you fan (Secluded Orchid, in the jieshi Mode), 
Meihua san nong (Ode to the Plum Blossom) (no. 6), 
and jiu kuang (Feigned Drunkenness). 
The late Sui and early Tang dynasties saw an influx 
of various kinds of orchestras from Central and 
Southern Asia into the Chinese mainland, many of 
which functioned as accompaniment for song and 
dance. Parallel to its role as song-accompaniment 
the solo repertoire of the qin continued to accumu­
late. Zhao Yeli initiated the use of Chinese charac­
ters in recording qin music, and, during the late Tang 
period Cao Rou created jianzi pu (simplified charac­
ter notation), thus enabling the preservation of the 
rich legacy of qin music by means of written sourc­
es. At the same time, the pipa became the leading 
instrument in large orchestras, while its status as a 
solo instrument was also established with the 
appearance of a great number of pipa soloists of 
note. From the account of a competition between 
two famed virtuosi of that time, Kang Kunlun and 
Duan Shanben, recorded in the Yuefu zalu (­
Musicians' Anecdotes), and the vivid poem Pipa xing 
(Description of a pipa performance), we can clearly 
see the high level of pipa performing technique at 
that time. 
Under the Southern Song dynasty (1127-1279), qin 
art became separated into three schools-the bianli­
ang, (now Kaifeng, Henan Province), the zhejiang, 
and the jiangxi. The most influential was the Zhejiang 
School, represented by the distinguished qin player 
Guo Mian (styled Chu Wang, ca. 1190-1260), who 
together with his pupil Mao Minzhong and others 
made outstanding achievements in the fields of col-
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lecting traditional qin music and composing new 
works. Guo Mian was a man of patriotic temper, 
while also making some bold artistic innovations. His 
creations Xiao xiang shuiyun (Waters and Clouds of 
the Rivers Xiao and Xiang), Qiu hong (Autumn Swan 
Geese), and Fan canglang (Riding the Green Waves) 
are all masterpieces in the qin repertoire. The first 
was written by the composer when he moved to Hen­
gyang, situated at the junction of the rivers Xiao and 
Xiang, at a moment when the Yuan troops were 
invading Southern China; with the description of the 
surging waters of the two rivers, the music expresses 
the deep love of the composer for his beautiful home­
land as well as an acute feeling of national crisis. 
Many schools of qin playing emerged during the 
Ming dynasty (1368-1644), among which the chuan 
School (in Sichuan Province) was noted for its inter­
pretation of works of a rousing and majestic nature, 
while the guang/ing School (in J iangsu Province) 
excelled in performing music that was gentle and 
delicate. Differing styles of interpretation resulted 
when one and the same piece was played by per­
formers coming from different schools. Qin works 
popular during this period include Yu qiao wenda 
(Dialogue between the Fisherman and Woodcutters) 
and Pingsha /uo yan (Geese Landing on a Sandy 
Beach) (no. 3). Various qin societies appeared, and 
frequent interaction among these societies propelled 
the advance of playing techniques. In general, signif­
icant strides were made in the publication of qin 
music and in research into the various theories for 
performing it ; counting only the published qin music 
of that t ime, more than thirty pieces have come 
down to the present day. 
The pipa reached new heights during the Ming and 
Qing (1644-1911) dynasties. Celebrated works in its 
repertoire, such as Haiqing na tian'e (Haiqing Seizing 
the Swan), Shimian maifu (The Great Ambuscade) 
(no. 2) mostly date from the Yuan dynasty (1271-
1368); while Xunyang yueye (Moonlit Evening of Xun-

yang), Qinglian yuefu (Music of Qinglian), yangchun 
guqu (Ancient Music of Spring), Feihua dian cui (Fly­
ing Snow Decorating the Green), and others were 
popular pieces of the Qing dynasty. During this peri­
od there were also major advances in zheng tech­
nique, and well-known works for this instrument from 
that t ime include Yuzhou changwan (Fisherman's 
Song at Sunset) and Hanya xi shui (Winter Ducks 
Playing in Water). 

ANCIENT CHINESE VOCAL MUSIC 

The origins of ancient Chinese vocal music go back 
to a very early age. Tan ge (Hunting Song) was pro­
duced before the time of Huang Di, a legendary king 
of about four millennia ago. Jirang ge (Beating the 
Ground) and Nanfeng ge (Song of the Southern 
Wind) date from the times of the legendary emperors 
Rao and Shun (ca. 3rd - 2nd millennium B. C.). The 
Shi jing (Book of Songs) may be regarded as a miles­
tone in the history of ancient song. It contains works 
which reflect the people's daily life and preoccupa­
tions- its work, hunting, rituals, and love- and which 
testify to the spirit of rebellion among the oppressed 
some 25 centuries ago. Later works, such as Chu ci 
(Verses of Chu) and Yue fu from the Han dynasty, are 
all collections of the words of ancient songs, though 
it is a pity that the actual music itself has been lost. 
The earliest extant songs with musical notation are 
the qin ge (songs accompanied by the qin) , an 
example of which may be the hujia shiba pai, presu­
mably composed by Cai Yan of the Han dynasty. 
The words of Guanshan yue (Moon on the Mountain 
Pass) were written by Li Bai (699-762), the great poet 
of the Tang dynasty, to the music of Gujiao hengchui 
qu (Percussion and Wind) from the Han dynasty; and 
Yangguan san die (Three Variations on the Yangguan 
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Departing) is a song set to the poem by the Tang 
poet Wang Wei (699-759). Other well-known qin ge 
include Su Wu si jun (Su Wu Longing for His High­
ness) and Xiangjiang yuan (l amentations on the 
River Xiang). The Jiugong dacheng (Collection in 
Nine Modes), published during the Qing dynasty, is a 
very comprehensive collection of ancient songs, 
embracing Song ci (prose of the Song dynasty), zhu­
gong diao (songs in various modes) of the Song (906-
1279) and Yuan (1271 -1 368) dynasties, san qu (indivi­
dual works) and tao qu (grouped pieces) of the Ming, 
and kung qiang of the Ming and Qing dynasties. The 
collection contains celebrated songs such as Yi wang­
sun by Qin Guan of the Song dynasty, Fenghuangtai 
shang yi chui xiao (Memories of the End-Blown Flute 
at the Phoenix Tower) by Li Qingzhao of the Song 
dynasty, and Man jiang hong by the famous patriotic 
general of the late Song period, Yue Fei. 
The celebrated composer Jiang Kui (ca. 11 55-ca. 
1221 ) wrote a six-volumed gequ ji (Collection of 
Songs) in which there are 17 songs with musical 
notation, some of which have become well-known 
art songs in China, such as Ge xi mei ling (Song of 
the Plum Blossom on the Far Side of the Brook), 
Xinghua tianying (Images of the Apricot Blossom), 
Zuiyin shang xiao pin (Light piece in the zuiyin shang 
Mode), and Yangzhou man (Slow Movement of 
Yangzhou). The Weishi yuepu (Music Collection of 
the Wei Family), published at the end of the Ming 
and the beginning of the Qing periods, consists of 
more than 200 songs, including Shuilong yin (Song 
of the Water Dragon), Qiufeng ci (The Autumn Wind), 
Oing ping diao, Chang ge xing, (An Eternal Song), 
Longtou yin (Sending a Friend off to the Army), and 
others, many of which can be dated back to times 
before the Tang dynasty. 
The combined evils of colonialism, feudal ism and 
bureaucratic capitalism greatly exacerbated the lot 
of the Chinese people as from the mid-19th century. 
Naturally this was hardly conducive to the nurturing 



or cultivation of the ancient musical art. In the new 
era after 1949 the People's Government and the Chi­
nese Communist Party attached great importance to 
the collecting , col lating and study of the ancient 
musical heritage and many specialists were sent to 
all parts of the country to investigate the condition of 
anc ient music , its manuscripts and performers; 
today, ten volumes of the "Collection of Qin Music" 
have already been publ ished. Expert musicians spe­
cializing in ancient music were engaged to teach in 
the conservatories and academies of music, leading 
to a great flowering of new talent. Workshops for the 
manufacture of national instruments were set up, 
and many achievements and innovations have been 
made in the production of these instruments. Much 
work has also been done in the field of ancient vocal 
music and its trad it ions ; and the deciphering of 
ancient musical notations has led to live concerts of 
ancient songs, several of which have been held in 
recent years. National musical tradit ions have been 
fostered, while many new instrumenta l works for 
national instruments with a new content and greater 
soph ist ication have been composed . In 1983 the 
Ministry of Culture and the Chinese Musicians' Asso­
ciation cosponsored a national competit ion for new 
works for national instruments which attracted over a 
thousand entries, of which more than seventy won 
awards. Many of the ethnic minorit ies have also been 
successfu l at producing excel lent works of their own. 

INTRODUCTION TO THREE 
ANCIENT STRING INSTRUMENTS 

The qin 
A board zither, also called qixian qin (seven-string 
zither) or gu qin (ancient zither), was already popular 
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under the Zhou dynasty. The hui (studs) inlaid on the 
surface of the instrument designate the positions for 
the harmonics which are quite typical for this instru­
ment and received their definitive form under the 
Han dynasty. The shape of the qin, which has not 
changed since the Wei and Jin dynasties, is that of a 
slim oblong wooden sound-box with a length of 
about 110 em, and a width of about 17 em at the 
wider and 13 em at the narrower end. 
The qin is bridgeless and fretless, and usually has 
seven strings of varying thickness. It is sounded by 
pluck ing the strings with the fingers of the right 
hand, while the fingers of the left use various kinds of 
touch , such as yin (slide after the articulation of the 
tone to produce var ious feeble tones of different 
pitch), rou (a vibrato of great amplitude), chua 
(downward portamento), zhu (upward portamento), 
etc. The compass is three octaves and a perfect 
fifth, with richness in tone colour. Many ancient 
works have been preserved through qin music. The 
tuning pattern of the open strings varies according to 
the different melodies and modes of the music to be 
played; the most basic tuning pattern, which is in a 
pentatonic mode, is illustrated as follows: 

# ' 

Thezheng 
A board zither, which is also called the qin zheng, 
because it was already popular in the Kingdom of 
Qin during the Warring States period. It is said that 
the zheng developed from the se , and its appearan­
ce and methods of playing resemble those of the lat­
ter. The sound-box is made of wood and is oblong, 
wi th movable bridges funct ion ing as fine tuning 
devices , and str ings suspended over its surface. 
During the Tang and Song dynasties, the zheng 
general ly had 13 strings , plucked by a plectrum, 
while those used in qingyue (music before the Tang) 

only had 12. The modern zheng usually has 16 
strings plucked by the fingers and the tuning of the 
open strings is illustrated as follows: 

Innovations subsequent to the found ing of New 
China render free modulations possible within the 
twelve keys, and the number of strings has increa­
sed to 18, 21 , 25 or even more. In traditional playing 
methods, the strings are plucked by the thumb , 
index, and midd le fingers of the right hand, whi le the 
thumb , index, middle and ri ng fingers of the left 
press the strings to obtain changes in tone colour. 
More recent developments in playing technique enri­
ch the expressive qua lit ies of the instrument by 
involving both hands in the plucking of the strings. 

Thepipa 
A plucked lute. During the Qin dynasty (221-207 B. 
C.), there was already a kind of instrument with a 
long neck, leather surface and round sound-box cal­
led the xiantao (stringed small drum). After the Qin 
and Han it developed into the ruanxian, qinqin, 
sanxian, yueqin, and other instruments with straight 
necks and round sound-boxes which, until the Song 
dynasty, were generally known as pipa. The curved­
neck pipa came into Northern Ch ina from Ind ia 
during the Northern and Southern dynasties (420-
581) and was introduced into Southern China before 
the year 551 ; it was most popular during the Sui and 
Tang dynasties, and considered to be one of the 
most important instruments , usually being the lea­
ding instrument in the Tang daqu (grand ensemble). 
The modern pipa is the result of subsequent deve­
lopments based on the two types of pipa mentioned 
above. It has a pearshaped sound-box with a surfa­
ce of wutong wood (lirmiana platani folia), the neck 
curves backwards, and there are xiang (upper frets) 
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on the neck and pin (lower frets) on the surface of 
the sound-box. The four strings of the pipa are tuned 
as follows: 

There have been changes in the method of playing -
the pipa is now held vertically, and not horizontally 
as it was before; the plectrum has been discarded, 
and the strings are now plucked by the five fingers of 
the right hand. Advances made tn playing techniques 
have enabled the pipa to become an important solo 
accompaniment and ensemble instrument. The 
modern pipa usually has four upper and 13 lower 
frets ; renovations on the instrument after the esta­
blishment of New China have increased the number 
to six upper and 23 lower frets, enabling the pipa to 
produce all of the semitones. 

RECORDINGS 

IT] HAlOING NA TIAN'E (Haiqing Seizing the Swan) 
Pipa solo. Performer: Chen Zeming 

The haiqing is a bird of prey. In ancient times, people 
in Northern China used to hunt swans with the hai­
qing. This work portrays the alertness, vigor and pro­
wess of the bird in its struggle with the swan. Accor­
ding to historical sources, this piece has been 
popular since the 13th century. 

The music comprises six parts: 
a. Introduction: Quiet and lyrical, with frequent des­

cending semitones, the melody sets the scene on 
the peaceful prairie. 

b. Periods 1-4: Illustrates the bird slowly stretching 
itself before soaring skyward. Alternating modes 
provide contrast and variation in the several repe­
titions of the melody. 



c. Periods 5-9: The beginning of the recapitulation 
suddenly becomes lively, possessed of great 
momentum, when the musician modulates into the 
gong mode. This is the image of the fearless bird 
of prey. 

d. Periods 10-13: A depiction of the bird soaring high 
through the clouds in search of the swan; there is 
a momentary calm before strife. 

e. Periods 14-16: A vivid narration of the combat in 
air between the two birds. Circling high, the hai­
qing spots the swan and waits for the moment to 
pounce. With all four strings and roll ing tech­
niques, the pipa conjures up a scene of intense 
struggle. 

f. Final part: Happy and cheerful, this is a picture of 
the triumph of the haiqing. 

II] SHIM IAN MAIFU (The Great Ambuscade) 
Pipa solo. Performer: Li Tingsong 

This is a large-scale pipa work popular since the lat­
ter half of the Ming dynasty. There is a detailed 
account of a performance of the pipa work Chu han 
by Tang Yingzeng in the chapter called Tangpipa 
zhuan (The Pipa Player Tang), contained in Sizhao­
tang ji (Collections of Sizhaotang) by Wang Xianding 
(1598-1662) of the Ming dynasty. This work, chu han, 
is believed to have been the early version of Shimian 
maifu. The written music of this work first appeared 
in the Pipapu (Pipa Notations) of Hua Qiuping. The 
various editions of the work differ as regards the 
divisions and subtitles of the music, which is usually 
divided into 18 parts, including "Lining up Camps", 
"Fanfare and Drums", "Assigning Tasks to the Offi- 1 
cers", "Skirmish at Jiming Hill", "The Battle of Jiuli 
Hill", "The Defeat of King Xiang Yu", "Suicide on the 
River Wu", "Reports o f Victory" , "The Officers 
Contending for Merits" and "Triumphant Return to 
Camp". 
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Shimian maifu is for the most part an eulogy in 
honour of the victor of the war between Chu and 
Han-Liu Bang, the founder of the Han dynasty. The 
piece opens with the pipa imitating the powerful and 
martial sound of drums in the high register, followed 
by highly dramatic effects produced by means of 
modulations and transitions. Imitations of the typical 
sounds of ancient battlefields-bugles, cannons, 
horses- evoke a grand and vivid spectacle of the sea 
of banners, rolling drums and charging steeds, all 
forming the mighty image of the Han army. The work 
focuses on the "Ambush", "Skirmish at Jiming Hill" 
and "Battle of Jiuli Hill"; with unique and characteris­
tic techniques of the pipa, and highly versatile rhyth­
mic features, the music conveys a magnificient and 
coherent pageant of ancient warfare. 

@] PINGSHA LUO YAN (Geese Landing on a Sandy Beach) 
Zheng solo. Performer: Ding Boling 

The zheng cithar exercised considerable influence 
over all of Eastern Asia as it travelled from China to 
Korea, to Japan (the famous koto) to Mongolia and 
to Viet Nam. Its strings, which are plucked with the 
right hand, rest upon movable frets which enable 
precise as well as variable intonations and give the 
performer the opportunity to play notes unrelated to 
the basic chord or still , to ornament and create a 
vibrato in various ways. While the zheng is used in 
local ensembles or to accompany singing, it also has 
a long history as a solo instrument. Its thirteen silk 
strings have recently been abandoned in favour of 
sixteen or even twenty five strings in modern instru­
ments. The zheng has been unfavourably compared 
to the classical qin cithar favoured by poets and 
other literati which boasts a large repertoire of its 
own. Played solo by a talented performer, the zheng 
reveals its treasure trove of poetry and expressivity 
and is capable of impressive virtuosity. -

Ding Boling (1939-81) hails from Kaifeng, Henan. 
She studied w ith the great zheng masters, Gao 
Zheng, Gao Dongfu, Zhao Yuzhai and Luo Jiuxtang. 
After graduating in 1960 from the Shenyang Conser­
vatory, she taught there and at the Wuhan Conserva­
tory. She is the author of many new compositions. 

As is often the case in the traditional repertoire, the 
tit le chosen here "Geese Landing on a Sandy Beach" 
deliberately entertains confusion with a piece from 
the much more prestigious qin repertory. It is howe­
ver an altogether different piece, no less ancient, 
gradually shaped as it transited from one genre to 
another, from one region to another. Pipa versions of 
this piece are also known while the zheng version is 
particularly linked to the Chaozhou region with its 
characteristic seven-note diatonic scale. The tit le is 
evocative of faithfulness in spite of separation, a 
theme close to Chinese morality. 

Translation: Guy HUOT 

0 LIUSHUI (Flowing Waters) 
Qin solo. Performer: Guan Pinghu 

This work comes from the story of the friendship bet­
ween Yu Boya and Zhong Ziqi during the Spring and 
Autumn Period (B. C. 770-4 75). Boya was a renowned 
qin player of his time, and his performance of Gao­
shan liushui (High Mountains and Flowing Waters) was 
deeply appreciated by the woodcutter, Zhong Ziqi, 
thus leading to the profound friendship between the 
two. This is a very old story, but people today still bor­
row it to tell of the difficulty in finding bosom friends, 
and to express their deep feelings for friends far away. 
Gaoshan and Liushui have always been seen as 
representative works of early qin music. 
The earliest available notation of the music is contained 
in the Shenqi mipu (Mysterious Notations) from the 
early Ming dynasty. The introductory note in this collec­
tion states apropos these two pieces: "The two works, 
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Gaoshan and Liushui, were originally one; they were 
split up into two during the Tang dynasty, without, 
however, undergoing any further subdivisions. During 
the Song dynasty, Gaoshan was divided into four parts, 
and Liushui into eight." In this recording, the performer 
has chosen to base his performance on the score 
contained in T ainwenge qinpu (Qin Notations of Tian­
wenge) of the Chuan School of qin playing. 

The piece, consisting mainly of lyrical melodies and 
supplemented by descript ive imitative passages, 
blends illusion with reality and emotion with landsca­
pe, creating a vivid, moving image of flowing water 
personified. The recorded work can be divided into 
nine parts. The first part begins in free time, and the 
melody, though not quite distinct, carries with it the 
genesis of the entire work; the forceful notes of the ad 
libitum and swift upward portamentos give vague inti­
mations of the main theme, as if there were an impen­
ding irresistible force waiting for the moment to break 
into its torrential surge forward. The vivacious melody 
in harmonics, full of vita lity and repeated in the 
second and third parts, depicts brooks in the hills 
bursting through the insensate stones and dashing 
on, singing an ode to the future. In the fourth and fifth 
parts, sweet and free-flowing melodies illustrate small 
streams gathering into a mighty torrent; towards the 
end, the main theme, after some development and 
variation, is extended in descending sequences, for­
ming a great momentum of the rolling downward flow. 
The intense atmosphere in the sixth and seventh parts 
represents the endless flow as it strikes submerged 
rocks and rapids; the terse melody at the beginning 
and the end portrays something dauntless and indo­
mitable. A varied recapitulation of previous themes 
appears in the eight and ninth parts; the waters, now 
tempered and augmented by waves and storms, have 
a more confident and steady aspect, as they majesti­
cally flow into the sea; the harmonics in the coda bring 
back reminiscences of the song of the brooks. 



[[] AO'AI (Fisherman's Song) 
Qin solo. Performer: Guan Pinghu 

According to commentaries in several collections of 
qin music, this work was inspired by a well-known 
poem by the Tang poet, Liu Zongyuan (773-819). 

The fisherman lodges at the Western Cliff for the night, 
Drawing the clear water of the River Xiang and bur­
ning the bamboo of Chu at dawn; 
No one can be seen at sunrise when the smoke 
vanishes; 
With the sound of Ao'ai, the hills and waters tum green; 
Looking towards the horizon, the river flows on, 
While insensate clouds chase after each other above 
the Cliff. 

The composer, who has here imitated a classical 
piece called Qiao ge (Woodcutter's Song), is said to 
be Mao Minzhong of the Song dynasty. Ao'ai is 
close to fishermen's songs both in spirit and content, 
especially certain fragments of the piece, which 
resemble fishermen's tunes and chants, thus making 
this work quite special in style in the qin repertoire. 
Subtitles of the parts in this piece, included in the 
Xilitang qintong (The Xilitang Anthology of Qin 
Music), bear names such as "Mist-Covered Waters", 
"Echoing Sounds", "The Resounding Longqui Falls" 
and "Sounds of Soft Oars". 

[[] MEIHUA SAN NONG 
("Ode to the Plum Blossom" or "Three Performances 
on the Plum Blossom") 
Qin and xiao (end-blown bamboo flute) Ensemble 
Performed by: Fu Xuezhai {qin) and Zha Yiping (xiao) 

Some say that this was a piece for the di (bamboo 
flute) played by Huan Yi, others hold it to have been 
composed by Yan Shigu of the Tang dynasty. In the 
recording, the music is presented by an ensemble of 
the qin and the end-blown bamboo flute xiao. The 
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Jin shu (Records of Jin) states that Huan Yi "was 
expert in music, mastering all the techniques of the 
time; none was better than he". Introductory notes in 
qin collections often quote the following story (from 
Qin zhuan - "Stories about the qin", contained in 
Shengi mipu - "Mysterious Notations"): Prince You 
had long heard about the expertise of Huan Yi in the 
playing of the di, but had not been able to meet the 
virtuoso in person. One day, by chance, the two men 
met on the road, and the Prince hurriedly stepped 
down from his coach and begged instruction from 
Huan, who accordingly took out his di and played 
the San nang for him. It can be seen from the story 
that Huan was really quite famous. The piece he 
played was originally called San diao nang (Perfor­
mance in Three Modes), and later had names such 
as Meihua yin (The Plum Blossom) and Yufei yin (The 
Jade Royal Concubine). 

The eulogy of the fragrance and hardiness of the plum 
blossom in winter is actually a metaphor for all that is 
lofty and pure in Man. With the melody in harmonics, 
the first part of the work depicts the serenity and com­
posure of the plum blossom, braving the snow and 
frost of winter; the same melody is repeated three 
times on different hui wei (finger positions), producing 
transitions of it in different modes, thus explaining the 
name of the piece-San nang (Three Performances). 
In the latter part of the piece, with fast-moving tech­
niques and sharply contrasting tone colours, the 
music brings out the image of the blossom-tena­
cious and unbending, swaying in the cold winter 
winds. The two contrasting parts-static in the first 
and dynamic in the latter-evoke the plum blossom in 
its totality; and though the two parts truly contrast 
with each other (in tone colour, rhythm and melody), 
they supplement each other and are intrinsically rela­
ted by ideological affinities; from the structural aspect, 
there is a common melody at the respective endings 
of the two parts, which leads to uniformity in diversity. 

PERFORMERS 

The soloist Chen Zeming grew up in Shanghai in a 
family which loved sizhu (southern string and wind 
ensemble). Entering the Central Conservatory in 
1955, he majored in the pipa under Gao Anhe, Li 
Tingsong and Lin Shicheng. In 1958, he went with 
the Tianjin Song and Dance Ensemble on a perfor­
ming tour of Afghanistan, Egypt, Syria and other 
countries. Graduating from the Central Conservatory 
in 1960, he joined the orchestra of the Central Expe­
rimental Opera. Mr. Chen started teaching in 1972, 
and has been working at the Central Conservatory 
since 1974. He has done extensive work on the Hai­
qing na tian 'e, resulting in a complete live version of 
the piece according to the Yangzhengxuan pipapu 
(Pipa Notations of Yangzhengxuan). 

The renowned pipa player Li Tingsong (1906-1976) 
was a member of the faculty of the Music Department 
of the Jilin Academy of Arts and Guest Performer of 
the Chinese Music Research Institute. His hometown, 
Suzhou, was where pingtan (a type of local popular 
storytelling in Southern China) originated, and as a 
child Li often went with his mother to performances of 
it, which led to his being unwittingly and deeply 
attracted to the principal instrument of that genre­
the pipa. He later studied under the celebrated master 
of the Pudong School of pipa playing, Yang Yuting; as 
early as the 1930's his virtuosity was quite well-known 
in the Shanghai and Suzhou region. 
Mr. Li's performance of Shimian maifu is coherent as 
a whole and knits passion and narration into one, 
differing from some of those ordinary practices 
which produce isolated and farfetched interpretive 
frames according to the successive subtitles. 
Mr. Li's interpretation of musical works is most 
exquisite and subtle-gentle and deeply emotional in 
wenqu (lyrical pieces), robust and vigorous in wuqu 
(works of a martial or virtuosic nature). 
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The soloist Ding Boling (1938-1981) started to study 
the zheng at the age of 13 under the renowned 
player Gao Fudong and later, under celebrated mas­
ters such as Gao Zheng and Zhao Yuzhai; she gra­
duated from the Shenyang Conservatory in 1960, 
and served on the faculty of that institute before tea­
ching at the Hubei Academy of Arts for many years. 
She was an outstanding performer, and made seve­
ral tours around the country to visit and learn from 
the various masters, absorbing and integrating their 
fortes into her own unique and individual style. Her 
playing is imbued with colour and displays versatility 
within simplicity. 

The soloist Guan Pinghu was a famed qin player and 
Associate Fellow of the Chinese Music Research 
Institute. His ancestral home was in Suzhou, Jiangsu 
Province, and he was born in Beijing, of an artistic 
family. Guan studied the qin under his father when 
he was a child, and later had the renowned qin 
player Yang Zongji as a teacher; he also received 
instruction from other qin players such as the monk 
Wu Cheng and the Taoist priest Qin Heming. With 
extraordinarily painstaking efforts, he integrated the 
various masters' qualit ies into his own individual 
style, possessing elegance in simplicity and pro­
found feeling in succinctness. Besides performing 
and teaching, he also made major contributions to 
the discovering and collating of ancient qin works, 
including Qiu hong (Autumn Swan Geese), Ao 'ai, 
Guangling san and You /an (Secluded Orchids). 

The xiao player Zha Yiping, also known as Zha Fuxi 
(1895-1976), was a celebrated Chinese qin player. 
He was Director of the Beijing Qin Institute, Director 
of the Department for National Instruments at the 
Central Conservatory, Vice-Chairman of the Chinese 
Musicians' Association and Corresponding Fellow of 
the Chinese Music Research Institute. In the 1930's 
and 50's Mr. Zha established various qin institutes 



and associations in Shanghai and Beijing, and led 
fellow qin players on research and exchange pro­
jects. In 1956 he headed a commission of experts 
which travelled the length and breadth of the coun­
try, studying the situation of qin music and its perfor­
mers at that t ime. He wrote many essays on qin 
music, collated the Cunjian guqin qupu jilan (Antho­
logy of Available Qin Notations), and was Editor in 
Chief of the two mammoth volumes of Qinqu jicheng 
(Collection of Qin Works). Mr. Zha also taught a great 
number of students, including some from abroad. 
The qin player Fu Xuezhai (1893-1 966) came from a 
royal family of the Qing dynasty, and was a very ver­
satile artist, being expert in the qin, sanxian (three­
string lute), Chinese painting and calligraphy. He 
started his extensive studies and research in 1911 , 
and his superb virtuosity as well as a highly liberal 
approach to his instrument made him one of the lea­
ding qin players of his time. In 1932 Mr. Fu became 
Professor and Head of the Department of Arts at the 
Furen Un iversity in Beijing. Following the founding of 
New China, he became a member of the Standing 
Committee of the Beijing Federation of Literary and 
Art Circles, Vice-Chairman of the Chinese Artists' 
Association, Associate Director of the Beijing Qin 
Institute, and Guest Performer of the Chinese Music 
Research Institute. 
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LA MUSIQUE DE LA CHINE 

Pays ancien, Ia Chine a une civilisation qui remonte a 
plus de 5 000 ans. Cinquante-six ethnies, creatrices 
d'une grande culture datant de Ia plus haute antiqui­
te, vivent en harmonie sur ce vaste territoire. Riche 
et variee, Ia culture musicale de Ia Chine ancienne 
comprend de Ia musique instrumentale qui est elle 
aussi le fruit d'une longue tradition historique. 
Les instruments de musique chinois ant vu le jour a 
une epoque tres reculee. Des fouilles archeologiques 
apportent Ia preuve qu'a l'age de Ia pierre, il y avait 
deja des instruments capables de produire des 
suites de notes simples - par exemple le tao xun (un 
instrument a vent ovo"ide en terre). En outre , des 
sources ecrites nous apprennent que sous Ia dynas­
tie Zhou (1066-221 av. J.-C.), on recensait plus de 
70 instruments differents, dont des instruments a 
cordes pincees, comme le qin et lese. On peut aussi 
dire que le se a evolue pour aboutir au qin zheng 
pendant Ia periode des Royaumes combattants 
(475-221 av. J.-C.). 
Le bianzhong retrouve dans le tombeau de Zeng 
Houyi est un grand carillon complet de 64 cloches 
de bronze de differentes tailles, qui temoigne de Ia 
re lative complexite de Ia technique a Ia base de 
l'echelle temperee et de l'habilete des artisans qui 
fa briquaien t les instruments de musique il y a 
quelque 2 400 ans. Les frequences des sons musi­
caux produits respectivement par le devant et le 
cote du gu (partie frappee) de chaque cloche varient, 
l' intervalle entre deux sons de hauteurs differentes 
produi ts par une seule cloche etant une tierce 
majeure ou mineure. Le carillon entier couvre cinq 
octaves, dont Ia structure tonale de base peut etre 
consideree comme etant Ia meme que celle de 
l'echelle diatonique (do majeur). Les trois octaves et 
demie du registre moyen comportent chacune douze 
demi-tons, ce qui laisse une grande latitude pour les 
modulations. La decouverte du bianzhong, qui pese 
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au total plus de 2 500 kg, montre que Ia Chine avait 
deja une culture musicale tres developpee avant le 
Veme siecle av. J.-C. 
Le qin, le zheng et le pipa, nes sous les Sui (581-618) 
et les Tang (618-907), sont trois des principaux instru­
ments chinois anciens a cordes pincees ayant une 
longue histoire d'instruments solos . Leur repertoire 
transmis a Ia posterite comprend un grand nombre 
d'reuvres anciennes d'un tres haut niveau culture! et 
artistique, qui occupent une place de premier plan 
dans l'histoire de Ia musique. 
En ce qui concerne le developpement de Ia musique 
instrumentale, on sait que le yuewu (musique et 
danse), un genre artistique tres vieux, etait tres com­
plet dans Ia mesure ou il associait quatre elements : 
Ia poesie, le chant, Ia danse et Ia musique. Avant Ia 
periode des Royaumes combattants, l'on employait 
le terme generique de yue (musique, divertissement), 
dont Ia musique instrumentale n'etait qu'une 
branche. C'est a l'epoque de l'esclavage que les 
premiers musiciens professionnels firent leur appari­
tion et que Ia musique pour instruments solos vit le 
jour. II convient de mentionner ici parmi les grands 
musiciens d'alors Van, qui connut son heure de gloi­
re sous le regne de Zhou, le dernier souverain de Ia 
dynastie Shang (v. XVIeme-XIeme s. av. J. -C.), et 
Kuang, Wen, Juan, X1ang, Gao et Jmg, connus pour 
maitriser a merveille le qin, qu i comptaient parmi les 
interpretes les plus renommes de Ia periode des 
Royaumes combattants. Comme on peut le consta­
ter, le qin etait deja un important instrument solo au 
temps des Royaumes combattants. A Ia meme 
epoque, le zheng etait lui aussi tres apprecie dans le 
royaume de Qin, et le roi Xuan du royaume de Qi 
entretenait un orchestre de sheng et de yu (des ins­
truments a vent) de 300 executants. Tout ceci attes­
te l'epanouissement de Ia musique instrumentale a 
cette epoque. 
La musique instrumentale continua a se developper 
sous les Han (206 av. J.-C. -220 apr. J.-C.) et les Wei 



(220-265), et divers petits ensembles de musique 
populaire virent le jour. La musique pour qin evolua 
el le aussi notablement. Cai Yang, de Ia fin de Ia 
periode Han, et Ji Kang, sous les Wei et les Jin (265-
420) etaient a Ia lois d'eminents joueurs de qin et 
des compositeurs tres prises de leurs contempo­
rains. D'apres des recherches bibliographiques plus 
recentes, Ia celebre piece pour qin Guangling san 
(n' 5), jouee jadis par Ji Kang avec beaucoup de vir­
tuosite, etait probablement "L'assassinat du roi de 
Han par Nie Zheng", une ceuvre datant de Ia dynas­
tie des Han posterieurs (25-220). On rapporte que 
sous Ia periode suivante, celle des Trois royaumes 
(220-280), Cai Yan composa le marceau Hujia shiba 
pai ("Dix-huit stances sur le hujia" - un instrument a 
vent des tribus du nord), ou il exprime Ia nostalgie de 
son foyer. Parmi d'autres ceuvres celebres de cette 
epoque, citons Jieshi diao you fan (Orchidee solitaire, 
dans le mode jiesh1), Meihua san nong (Ode a Ia fleur 
de prunier) (n' 6) et Jiu kuang (lvresse feinte). 
Vers Ia fin de Ia dynastie des Sui et au debut de 
l'epoque Tang, divers types d 'orchestres venus 
d'Asie du centre et du sud affluerent en Chine ; un 
grand nombre d 'entre eux avaient pour fonction 
d'accompagner le chant et Ia danse. Le qin, qui ser­
vait egalement a accompagner le chant, affermit sa 
position d'instrument solo dont le repertoire continua 
de s'enrichir. Zhao Yeli fut le premier a ecrire Ia 
musique pour qin en caracteres chinois, et a Ia fin de 
Ia periode Tang, Cao Rou mit au point une notation 
simplifiee en ideogrammes, le jianzi pu, permettant 
ainsi de preserver le vaste patrimoine de musique 
pour qin, qui disposait desormais de sources ecrites. 
En meme temps, le pipa acceda au rang d'instrument 
principal dans les grands orchestres, tout en se ' 
taillant parmi les instruments solos une position qu'il 
doit a !'apparition d'un grand nombre de solistes de 
talent. A cette epoque, le jeu du pipa atteignit un haut 
niveau technique, illustre par le recit dans Yuefu za/u 
(Anecdotes sur des musiciens) d'un concours entre 
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deux virtuoses reputes d'alors, Kang Kunlun et Duan 
Shan ben, et par le poeme tres vivant intitule Pipa xing 
(Description d'un recital de pipa). 
Sous les Song meridionaux (1 127-1279), l'art du qin 
se scinda en trois eccles- Bianliang (aujourd'hui Kai­
feng, province du Henan), Zhejiang et Jiangxi. La 
plus influente fut l'ecole de Zhejiang dont le repre­
sentant est !' em inent joueur de qin Guo Mian 
(denomme Chu Wang, v. 1190-1 260) qui, avec son 
eleve Mao Minzhong et d'autres, se distingua en ras­
semblant des morceaux traditionnels pour qin et en 
composant. Patriote, Guo Mian n'hesita pourtant pas 
a se lancer dans des innovations artistiques hardies. 
Ses creations Xiao xiang shuiyun (Eaux et nuages 
des fleuves Xiao et Xiang), Qiu hong (Jars d'autom­
ne), et Fan canglang (La chevauchee sur les andes 
vertes) sont toutes des chefs-d'ceuvre du repertoire 
de qin. Le premier marceau a ete ecrit a !'occasion 
du demenagement du compositeur a Hengyang, qui 
se trouve au confluent du Xiao et du Xiang, lorsque 
les troupes Yuan envahirent le sud de Ia Chine ; Ia 
musique, qui decrit les remous des eaux des deux 
fleuves, exprime egalement l'amour profond du com­
positeur pour sa bel le patrie et un sentiment aigu 
d'une crise nationale. 
Sous les Ming (1368-1644), de nombreuses eccles 
de qin furent creees, et notamment celle de Chuan 
(dans Ia province du Sichuan), reputee pour son 
interpretation d'ceuvres exaltantes et majestueuses, 
et l'ecole de Guangling (province du Jiangsu) qui, 
elle, excellait dans Ia musique douce et delicate. II 
arrivait done frequemment qu'une meme ceuvre soit 
jouee dans des styles differents lorsque les execu­
tants venaient d'ecoles differentes. Parmi les pieces 
pour qin populaires a cette epoque, citons Yu qiao 
wenda (Dialogue entre le pecheur et les bOcherons) 
et Pingsha luo yan (Les oies atterrissent sur une 
plage de sable) (n' 3). Diverses societes de qin se 
constituerent qui, par leur interaction frequ.ente, 
favoriserent Ia progression des techniques instru-
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mentales. D'une maniere generale, des progres 
significatifs furent accomplis dans Ia publication de 
musique pour qin et dans Ia recherche sur les 
diverses theories relatives a son execution ; plus de 
!rente morceaux de cette epoque sont parvenus 
jusqu'a nous, etant entendu qu'il ne s'agit Ia que de 
ceux qui ant ete publies. 
Pour sa part, le pipa connut une nouvelle apogee 
sous les Ming et les Qing (1644-191 1). La plupart 
des ceuvres celebres de son repertoire, comme par 
exemple Haiqing na tian'e (Capture du cygne par le 
haiqing) (n' 1), Shimian maifu (La grande ambuscade) 
(n'2) daten! neanmoins de Ia dynastie des Yuan 
(1 271-1 368), landis que Xunyang yueye (Un soir de 
lune sur Xunyang), Qing/ian yuefu (Musique de Qin­
glian), Yangchun gugu (Musique ancienne de prin­
temps), Feihua dian cui (Des flacons de neige ornent 
Ia verdure) et d'autres etaient tres appreciees sous 
les Qing . Durant cette periode, Ia technique du 
zheng a elle aussi beaucoup evolue, et parmi les 
morceaux bien connus composes a!ors pour cet ins­
trument, il convient de mentionner Yuzhou changwan 
(Le chant du pecheur au cnipuscule) et Hanya xi shui 
(Les canards d'hiver s'ebattent dans l'eau). 

LA MUSIQUE VOCALE 
ANCIENNE DE LA CHINE 

Les origines de Ia musique vocale ancienne de Ia 
Chine remontent a Ia plus haute antiquite. Le mar­
ceau Tan ge (Chanson de chasse) est anterieur a 
Huang Di, roi de legende qui vecut il y a quelque 4 
000 ans. Jirang ge (En battant le sol) et Nanfeng ge 
(Chant du vent du sud) sont contemporains des 
empereurs legendaires Rao et Shun (v. ll leme-lleme 

15 

millenaire av. J.-C.). Le Shi jing (Livre des chants) 
peut etre considere comme un tournant dans l'histoi­
re de Ia musique vocale ancienne, en ce sens qu'il 
renferme des ceuvres illustrant Ia vie quotidienne et 
les preoccupations du peuple - travail, chasse, 
rituels, amour - et temoigne de l'esprit de rebellion 
qui regnait parmi les opprimes il y a quelque 2 500 
ans. D'autres ouvrages plus recents, tels que Chu ci 
(Vers de Chu) et Yue fu de Ia dynastie des Han, 
reproduisent les textes de chants anciens, dont mal­
heureusement Ia musique s'est perdue. 
Les qin ge (Chants accompagnes au qin) sont les 
premieres pieces vocales dont Ia musique est ecrite. 
Citons par exemple ici Hujia shiba pai, dont le com­
positeur presume est Cai Yan, qui vecut sous les 
Han. C'est Li Bai (699-762), le grand poete Tang, qui 
est l'auteur du texte de Guanshan yue (La lune sur le 
col) dont Ia musique, Gujiao hengchui qu (Percus­
sions et instruments a vent), date de Ia dynastie des 
Han ; pour sa part, Yangguan san die (Trois varia­
tions sur Ia mort de Yangguan), est un chant dont le 
texte est le poeme d'un autre auteur de Ia periode 
Tang, Wang Wei (699-759). Parmi d'autres qin ge 
bien connus, il convient de mentionner Su Wu si jun 
(Su Wu se languit de son Altesse) et Xiangjiang yuan 
(Lamentations sur le fleuve Xiang). Publie dans Ia 
periode Qing, Jiugong dacheng (Collection en neuf 
modes) est un vaste recuei l de chants anciens, qui 
embrasse Song ci (prose de Ia dynastie des Song), 
zhugong diao (chants dans d ivers modes) de 
l'epoque Song (906-1 279) et de l'epoque Yuan 
(1271-1368), san qu (ceuvres isolees) et tao qu (suc­
cession de morceaux) contemporains des Ming, et 
kung qiang des dynasties Ming et Qing. Cette collec­
t ion renferme des chants celebres comme par 
exemple Yi wangsun de Qin Guan (periode Song), 
Fenghuangtai shang yi chui xiao (Souvenirs de Ia 
flute droi te a Ia tour du phenix) de Li Qingzhao 
(dynastie des Song) et Man jiang hong de Yue Fei, 
l'illustre general patriote de Ia fin de Ia periode Song. 



Le fameux compositeur Jiang Kui (v. 1155-1221) est 
I' auteur d'une gequ ji (Anthologie de Ia musique 
vocale) en six volumes, ou 17 chants sont accompa­
gnes de leur notation musicale, et dont quelques­
uns sont devenus des chants savants bien connus 
en Chine, comme par exemple Ge xi mei ling (Chant 
de Ia !leur de prunier sur Ia berge reculee de ruis­
seau), Xinghua tianying (Images de Ia !leur d'abrico­
tier) , Zuiyin shang xiao pin (Piece Iegere dans le 
mode zuiyin shang) et Yangzhou man (Le mouvement 
lent de Yangzhou). L'ouvrage Weishi yuepu (Recueil 
de musique de Ia famille Wei), qui fut publ ie a Ia fin 
de l'ere Ming et au debut de Ia periode Qing, com­
prend plus de 200 chants, dont Shuilong yin (Chant 
du dragon des eaux), Qiufeng ci (Vent d 'automne), 
Qing ping diao, Chang ge xing (Chant eternel), Long­
tau yin (Adieu a un ami qui part pour l'armee) et 
d'autres, dont beaucoup peuvent etre situes a une 
epoque anterieure a celle des Tang. 
Des le milieu du XIXeme siecle, les mefaits conjugues 
du colonialisme , du feodalisme et du capitalisme 
bureaucratique exacerberent Ia colere de Ia masse du 
peuple chinois. Ce eli mat n'etait bien entendu guere fait 
pour encourager a entretenir ou a cultiver l'art musical 
ancien. Apres 1949, qui inaugura une ere nouvelle, le 
gouvernement populaire et le parti communiste chinois 
s'employerent a compiler les ceuvres du patrimoine et a 
les etudier. De nombreux special istes furent done 
envoyes battre le pays afin d'effectuer des recherches 
sur Ia situation de Ia musique ancienne, sur ses manus~ 
crits et sur ses interpretes ; dix volumes de Ia "collec- • 
tion de musique pour qin" ant deja ete publies a ce 
jour. Des musiciens qualifies , specialises dans Ia 
musique ancienne, furent appeles a enseigner dans les 
conservatoires et les academies de musique, et contri­
buerent ainsi a eveiller une faison de jeunes talents. 
Des ateliers de fabrication des instruments nationaux 
furent crees, et Ia production de ces instruments fut 
l'occasion de grandes realisations et d'innovations. La 
musique vocale ancienne et ses traditions firent elles 
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aussi l'objet d'une sollicitude particuliere ; enfin, leurs 
notations ayant ete dechiffrees, les chants anciens pou­
vaient desormais etre presentes "en direct" au public 
dans le cadre de recitals dont plusieurs eurent lieu ces 
dernieres annees. Si d'une part, les traditions musicales 
nationales etaient encouragees, d'autre part, beaucoup 
d'ceuvres instrumentales modernes, plus complexes, 
furent composees tout specialement pour les instru­
ments nationaux, mais avec un contenu nouveau. En 
1983, le ministere de Ia culture et !'association des 
musiciens chinois ant coparraine un concours national 
de musique contemporaine pour instruments chinois, 
ou furent auditionnees plus de 1 000 compositions, 
dont plus de 70 furent primees. Signalons aussi que de 
leur cote, beaucoup de minorites ethniques ant cree 
d'excellentes ceuvres. 

PRESENTATION DE TROIS 
INSTRUMENTS A CORDES ANCIENS 

Le qin 
Le qin, une cithare sur table, aussi appele qixian qin 
(cithare a sept COrdes) OU encore gu qin (cithare 
ancienne), jouissait deja d 'une grande popularite 
sous les Zhou. Les hui (incrustations) reparties sur Ia 
surface marquent les positions des harmoniques, 
tout a fait typiques de I' instrument, qui ant reQU leur 
forme definitive sous les Han. Le qin , don t les 
contours n'ont pas change depuis les Wei et les Jin, 
a une table de resonance effilee en bois de ferme 
oblongue, d'environ 110 em de long et de 17 em de 
large a une extremite, et de 13 a l'autre. 
Le qin n'a ni chevalet ni frette ; il a generalement 7 
cordes d'epaisseurs differentes. Les cordes sont pin­
cees avec les doigts de Ia main droite, et touchees par 

ceux de Ia main gauche selon plusieurs techniques, 
comme par exemple yin (glissement apres I' articulation 
de Ia note afin de produire des sons attenues de hau­
teurs differentes), rou (vibrato de grande amplitude), 
chua (portamento descendant) , zhu (portamento 
ascendant). Le qin couvre trois octaves et une qinte 
partaite, au timbre riche. C'est a cet instrument, leur 
vehicule, que beaucoup d'ceuvres anciennes doivent 
de ne pas etre tombees dans l'oubli. 
Les cordes a vide sont accordees en fonction de Ia 
melodie et du mode de Ia musique a executer. Le 
schema de base de l'accord de !'instrument suit 
l'echelle pentatonique, selon le modele suivant : 

Lezheng 
Le zheng est lui aussi une cithare sur table. II porte 
egalement le nom de qin zheng, parce qu'il etait deja 
populaire dans le royaume de Qin dans Ia periode des 
Royaumes combattants. Le zheng aurait pour ancetre 
lese, auquel il ressemble de par son apparence et sa 
technique de jeu. La caisse de resonance oblongue 
en bois est pourvue de chevalets mobiles qui servent 
a accorder !'instrument avec precision, sur lesquels 
sont tendues les cordes. Le zheng des Tang et des 
Song avait generalement 13 cordes pincees a l'aide 
d'un plectre, alors que celui qui etait employe pour le 
qingyue (musique anterieure a l'epoque Tang) n'en 
possedait que 12. Les zheng modernes ont normale­
ment 16 cordes pincees par les doigts. L'accord des 
Cordes a vide est illustre par Ia notation suivante : 

~ 
0 0 

Les innovations qui virent le jour depuis l'avimement 
de Ia Chine moderne permettent les modulations 
libres a l'interieur des douze tons, et le nombre de 
COrdes est passe a 18, 21, 25 OU meme plus. La 
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technique instrumentale traditionnelle consiste a pin­
cer les cordes avec le pouce, l'index et le majeur de 
Ia main droite, tandis que du pouce, de l'index, du 
majeur et de l'annulaire de Ia main gauche, le musi­
cien exerce une pression sur les cordes pour modi­
fier le timbre. A Ia suite de developpements plus 
recents dans Ia technique de jeu, les cordes peuvent 
aussi etre pincees par les doigts des deux mains, ce 
qui enrichit l'expressivite de !'instrument. 

Lepipa 
Le pipa est un luth a cordes pincees. Sous les Qin 
(221-207 av. J.-C.), on connaissait deja une sorte 
d'instrument a manche long et a Caisse de resonance 
arrondie tendue d 'une peau , qui portait le nom de 
xiantao (petit tambour a cordes). Apres les periodes 
Qin et Han, !'instrument se developpa pour donner 
naissance au ruanxian, au qinqin , au sanxian, au yue­
qin et a d'autres instruments a manche droit et a cais­
se de resonance de forme ronde, generalement 
connus sous le nom de pipa avant les Song. Venant 
d' lnde, le pipa a manche recourbe est arrive dans le 
nord de Ia Chine sous les dynasties du Nord et du 
Sud (420-581), et c'est avant 551 qu'il fit son appari­
tion en Chine du Sud ; tres prise sous les Sui et les 
Tang , il comptait parmi les instruments majeurs 
d'alors, et il etait normalement !'instrument principal 
du daqu (grand ensemble) des Tang. 
Le pipa moderne resulte de developpements ulterieurs 
a partir des deux types de pipa evoques dans les I ignes 
qui precedent. II a une caisse de resonance piriforme 
en bois de wutong (firmiana platani folia) et un manche 
recourbe vers l'arriere ; les xiang (frettes superieures) 
sont placees sur le manche et les pin (frettes infe­
rieures) se trouvent sur Ia caisse de resonance. Les 
quatre cordes de !'instrument sont accordees ainsi : 



La technique instrumentale a change - de nos jours, le 
pipa se tient a Ia verticale, et non plus horizontalement 
comme jadis ; le plectre a ete abandonne, et les 
cordes sont a present pincees avec les cinq doigts de 
Ia main droite. Les progres accomplis dans ces tech­
niques ant permis au pipa de se placer parmi les 
grands instruments solos ; mais il joue aussi un grand 
role comme instrument d'accompagnement et dans 
les orchestres. Le pipa moderne a generalement 4 
frettes superieures et 13 frettes inferieures ; !'instru­
ment employe dans Ia Chine nouvelle a subi diverses 
modifications qui ant porte respectivement a 6 et 23 le 
nombre de frettes superieures et inferieures ; il peut 
done desormais produire taus les demi-tons existants. 

ENREGISTREMENTS 
[j] HAlOING NA TIAN'E (Capture du cygne par le haiqing) 

Pipa solo. Executant :Chen Zeming 

Le haiqing est un oiseau de proie qui, il y a tres long­
temps, etait utilise en Chine du Nord pour Ia chasse au 
cygne. Cette oeuvre illustre Ia vivacite, Ia vigueur et les 
prouesses de l'oiseau dans son combat avec le cygne. 
D'apres des sources historiques, sa popularite date du 
13eme siecle. 
La musique comprend six parties : 
a. Introduction calme et lyrique, avec de frequents 

demi-tons descendants ; Ia melodie trace le decor 
d'une prairie paisible. 

b. Periodes 1-4 : l'oiseau deploie lentement ses ai les 
avant de s'elancer vers le ciel. L'alternance des 
modes introduit des contrastes et de Ia variete 
dans Ia melodie repetee plusieurs lois. 

c. Periodes 5-9 : le debut de Ia reprise s'anime sou­
dain, Ia musique devient impetueuse lorsque le 
musicien module dans le mode gong, suggerant 
l' intrepidite de l'oiseau de proie. 

d. Periodes 10-13 : description de l'oiseau s'elanyant 
tres haut dans les nuages a Ia recherche du cygne 
; c'est le calme avant l'assaut. 

e. Periodes 14-16 : narration vivante du combat 
aerien entre les deux oiseaux. Tournoyant haut 
dans le ciel , le haiqing repere le cygne et s'apprete 
a !andre sur lui. Avec ses quatre cordes et a l'aide 
de Ia technique du roulement, le pipa depeint une 
lutte acharnee. 

f. Final : alerte et joyeux, ce final evoque le triomphe 
du haiqing. 

@] SHIMIAN MAIFU (La grande embuscade) 
Pipa solo. Executant: Li Tingsong 

Cette grande piece pour pipa jouit d'une popularite 
qui remonte a Ia deuxieme moitie de Ia dynastie Ming. 
Dans son ouvrage Sizhaotang ji (Collections de Siz­
haotang), Wang Xianding (1598-1662), contemporain 
des Ming, consacre a Tang Yingzeng un chapitre 
entier, qu'il intitule Tangpipa zhuan (Le joueur de pipa 
Tang), ou il relate en detail I' execution de l'oeuvre pour 
pipa, Chu han, par ce musicien. Chu han est presume 
etre Ia version originelle de Shimian maifu. La notation 
de cette oeuvre parut pour Ia premiere lois dans Pipa­
pu (Notations de pipa) de Hua Qiuping. On releve 
dans les differentes editions de ce marceau des diver­
gences quant aux subdivisions et aux sous-titres de Ia 
musique ; celle-ci comprend toutefois generalement 
18 parties, dont "Le montage des camps", "Fanfare et 
tambours" , "Attribut ion des taches aux officiers", 

• "Escarmouche sur Ia col line de Jiming", "La bataille 
de Ia colline de Jiuli" , "La defaite du roi Xiang Yu" , 
"Suicide sur Ia riviere Wu", "Annonce de Ia victoire", 
"Les officiers se disputent les merites" et "Retour 
triomphal au camp". 
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Shimian maifu est essentiellement un panegyrique du 
vainqueur de Ia guerre entre Chu et Han-Liu Bang , 
fondateur de Ia dynastie des Han. Au debut du mar­
ceau, le pipa imite le roulement puissant et martial des 
tambours, dans l'aigu, puis a I' aide de modulations et 
de transitions, il produit une tension dramatique. 
L'imitation des bruits caracteristiques des champs de 
bataille de jadis - clairons, canons, chevaux - evoque 
de fayon tres vivante le spectacle grandiose des 
charges de cavalerie dans un ocean de bannieres, 
accompagnees par le roulement des tambours, sug­
gestifs de Ia puissante armee Han. L'oeuvre a pour 
moments forts "Embuscade", "Escarmouche sur Ia 
coll ine de Jiming" et "La bataille de Ia colline de Jiuli" ; 
grace aux techniques uniques et caracteristiques du 
pipa, et au rythme tres flexible, Ia musique brosse un 
tableau imposant et coherent des guerres d'antan. 

0 PINGSHA LUO YAN (Les oies atterrissent sur une 
plage de sable) 
Zheng solo . Executant : Ding Boling 

La cithare zheng a eu une influence considerable 
dans toute I'Asie orientale, puisque de Chine elle est 
passee en Coree, au Japan (le fameux koto), en Mon­
golie et au Viet Nam. Ses cordes, pincees par Ia main 
droi te de l 'executant, reposent sur des chevalets 
mobiles, ce qui permet tant Ia justesse et Ia variete 
des intonations que de jouer les notes etrangeres a 
l'accord de base, ou encore d'orner et de vibrer de 
mult iples fayons. Sachant s'integrer a de nombreux 
ensembles locaux, accompagner le chant, elle a ega­
lement developpe une longue histoire en solo. Les 
treize cordes de soie ont ete recemment delaissees 
au profit de seize ou meme vingt-cinq cordes de fac­
ture moderne. El le souffre, injustement, de Ia compa­
raison avec Ia tres classique cithare qin, favorite des 
poetes et autres lettres, qui beneficie d'un tres impor­
tant repertoire specifique. Entendue pour elle-meme, 
et sous les doigts d'un interprete de talent, elle recele 
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pourtant des tresors de poesie et d'expression, outre 
une virtuosite parfois impressionnante. 

Ding Boling (1939-1981) est originaire de Kaifeng, 
Henan. Elle a appris aupres des grands maitres de l'ins­
tnument, Cao Zheng, Cao Dongfu, Zhao Yuzhai et Luo 
Jiuxtang. Dipl6mee en 1960 du conservatoire de She­
nyang, elle enseigna ensuite aux conservatoires de 
Shenyang et Wuhan. Elle est l'auteur de plusieurs com­
positions nouvelles. 

Comme souvent dans le repertoire traditionnel, le 
titre ici choisi, "Les oies atterrissent sur Ia plage", 
entretient volontairement Ia confusion avec une 
piece du repertoire beaucoup plus prestigieux du 
qin. II s'agit pourtant d'une piece toute differente, et 
non mains ancienne, mais modelee au til de ses pas­
sages d'un genre a l'autre, d'une region a l'autre. On 
en connait des versions pour pipa, landis que Ia ver­
sion pour zheng est tout particulierement liee a Ia 
region de Chaozhou, avec son utilisation caracteris­
tique d'une gamme diatonique de sept sons. le titre 
evoque Ia fidelite malgre Ia separation, un theme 
cher a Ia morale chinoise. 

0 LIUSHUI (Eaux courantes) 
Qin solo. Executant : Guan Pinghu 

Ce marceau tire son motif de l'histoire de l 'amitie 
entre Yu Soya et Zhong Ziq i dans Ia periode des 
"Annales des Printemps et des Automnes" (770-475 
av. J.-C.). Soya etait un celebre joueur de qin, et le 
bucheron Zhong Ziqi appreciait beaucoup son execu­
tion de Gaoshan liushui (Hautes montagnes et eaux 
courantes) ; c'est ainsi qu'une profonde amitie unit les 
deux hommes. Aujourd 'hui encore, beaucoup s'inspi­
rent de cette tres vieille histoire pour montrer combien 
il est difficile de trouver de veritables amis et pour 
exprimer leurs sentiments profonds a l'egard d'amis 



lointains. Gaoshan et Liushui sent considim\s depuis 
toujours comme repn\sentatifs des premiers temps de 
Ia musique pour qin. La notation Ia plus ancienne de 
ces morceaux qui ait ete retrouvee figure dans Shengi 
mipu (Notations mysterieuses), qui remonte au debut 
de Ia dynastie Ming. II est indique a propos de ces 
deux pieces dans Ia note d'introduction de ce recueil : 
"Gaoshan et Liushui etaient a l'origine une seule et 
meme ceuvre ; elle fut dissociee a l'epoque Tang en 
deux morceaux ditterents, qui n'ont cependant pas 
ete eux-memes subdivises. Ce fut plus tard, sous Ia 
dynastie Song, que Gaoshan lut divise en quatre par­
ties et Liushui en huit." Pour ce disque, l'interprete a 
choisi de jouer le marceau selon Ia notation l igurant 
dans Tianwenge qinpu (Notations pour qin de Tian­
wenge) de I' ecole de qin de Chuan. 

Le marceau, qui consiste pour l'essentiel en melo­
dies lyriques completees par des passages descrip­
tifs et imitatifs, fond !'i llusion dans Ia realite et I' emo­
tion avec le paysage, suscitant une image vivante et 
mouvante des eaux courantes personnifiees. L'enre­
gistrement peut etre subdivise en neuf parties. La 
premiere commence sur un tempo libre et , assez 
ind istinctement certes, Ia melodie porte en elle Ia 
genese de toute l'ceuvre , les notes vigoureuses de 
l'ad libitum et les portamenti ascendants rapides 
suggerent vaguement le theme pnncipal, comme si 
une force mena<;ante irresistible attendait le moment 
de se dechainer. La melodie alerte constituee de fla­
geolets, pleine de vital ite et repetee dans Ia deuxie­
me et Ia tro isieme parties, depeint les torrents se 
frayant un chemin a travers les rochers insensibles et 
devalant les pentes , chantant une ode a l'avenir. 
Dans Ia quatrieme et Ia cinquieme parties, des melo­
dies deuces et fluides suggerent les petits ru isseaux 
confluant pour former un torrent puissant ; vers Ia fin, 
apres quelques developpements et var iat ions, le 
theme principal est etendu en sequences descen­
d antes qui evoquent l'impetuos ite du to rrent. 

L'atmosphere intense qui se degage de Ia sixieme et 
de Ia septieme parties il lustre les flats infinis battant 
les rochers immerges, et les rapides ; Ia melodie 
concise du debut et de Ia lin figure quelque chose 
d 'intrepide et d' indomptable. La huitieme et Ia neu­
vieme parties fournissent une recapitulation variee 
des themes des parties precedentes ; les eaux, 
maintenant temperees et gonflees par les vagues et 
les tempetes, ant une apparence plus confiante et 
plus stable alors qu'elles se jettent majestueusement 
dans Ia mer ; les flageolets de Ia coda rememorent le 
chant des ruisseaux. 

(§] AO'AI (Le chant du pecheur) 
Qin solo. Executant : Guan Pinghu 

D'apres les commentaires de plusieurs recueils de 
musique pour qin, cette ceuvre a ete inspiree par un 
poeme connu de Liu Zongyuan (773-819), qui vecut 
sous les Tang : 

Le pecheur trouve un abri pour Ia nuit dans Ia falaise 
de I' ouest, 
II t ire l'eau pure de fleuve Xiang et brule le bambou 
de Chua l'aube , 
Personne n'est en vue au lever de solei l lorsque Ia 
fumee se dissipe ; 
Quand retent it I'Ao 'ai, les colli nes et les andes se 
te intent de vert , 
Tournee vers !'horizon, Ia riviere coule, 
Tand is qu'insensibles, les nuages se pourchassent 
au-dessus de Ia falaise. 

Ce marceau, qui a pour modele une ceuvre classique 
intitulee Qiao ge (Le chant du bucheron), est attribue 

f a Mao Minzhong, de Ia dynastie des Song. Dans son 
esprit et de par son contenu, Ao 'ai a de nombreux 
points communs avec les chants et melodies des 
pecheurs ; ces similitudes part icu lierement sensibles 
dans certains passages, font que cette piece consti-
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tue un style tout particulier dans le repertoire du qin. 
Les differentes parties de ce marceau qui figure 
dans Xilitang qintong (Anthologie de Ia musique pour 
qin de Xi litang) sent dotees de sous-titres tels que : 
"Les eaux recouvertes de brume" , "L'echo" , "Le 
vacarme des chutes du Longqui" et "Le deux bruis­
sement des rames". 

@] MEIHUA SAN NONG (Ode a Ia fleur de prunier 
au Trois variations sur Ia fleur de prunier) 
Qin et xiao (flUte droite en bambou). Executants : Fu Xuezhai 
(qin) et Zha Yiping (xiao) 

D'aucuns disent que ce marceau avait ete compose 
pour le di (flute en bambou), et qu'i l etait execute par 
Huan Yi, tandis que d'autres l'attribuent a Yan Shigu, 
de Ia periode Tang. II est joue ici en duo au qin et au 
xiao (flute droite en bambou). On apprend dans Jin 
shu (Notes de Jin) que Huan Yi "etait expert en 
musique, et qu'il maitrisait toutes les techniques de 
l'epoque ; personne ne le surpassait". Les introduc­
tions des ouvrages sur le qin relatent souvent l'histoire 
suivante (tiree de Qin zhuan - "Histoires a propos du 
qin" qui figurent dans Shenqi mipu - "Notations mys­
terieuses") II y avait longtemps que le prince You 
avait entendu parler de Ia dexterite avec laquelle Huan 
Yi jouait du di, mais il n'avait pas encore pu rencontrer 
personnellement le virtuose. Or, le hasard vou lut 
qu'un jour les deux hommes se croisent sur Ia route ; 
le prince sauta de sa voiture et demanda a Huan de 
lui apprendre a jouer du di ; Huan sortit done son ins­
trument et joua San nang pour le prince. Cette histoire 
fournit Ia preuve de Ia celebrite de Huan. Le marceau 
qu' il joua avait a l'or igine pour titre San diao nang 
(Execution dans tro is modes) et il re<;ut par Ia suite 
d'autres noms tels que Meihua yin (Lafleur de prunier) 
et Yufei yin (La concubine royale de jade). 

L'eloge du parium et de Ia resistance de Ia fleur de 
prunier en hiver est a vrai dire une metaphore desti-
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nee a evoquer le sublime et Ia purete en I'Homme. 
Par Ia melodie de flageolets, Ia premiere partie de 
l'ceuvre depeint Ia serenite et Ia quietude de Ia fleur 
de prunier qui, en hiver, brave Ia neige et le gel ; Ia 
meme melodie est repetee tro is lois avec differents 
hui wei (positions des doigts), et se trouve de ce fait 
transposee dans differents modes, ce qui explique le 
nom donne a !'ensemble de l' ceuvre - San nang 
("Trois variations"). Dans Ia deuxieme partie, Ia rap i­
dite du jeu et les timbres tres contrastes suscitent 
l ' image de Ia lleur - qui , tenace et inflex ib le, se 
balance dans le vent froid de l'hiver. Les deux par­
ties antithet iques - Ia premiere stat ique et Ia deuxie­
me dynamique - evoquent Ia fleur de prunier dans sa 
totalite ; malgre un contraste reel (sur le plan du 
timbre, du rythme et de Ia melodie), ces deux part ies 
se completent et elles sent intrinsequement un ies 
par des affinites ideologiques ; du point de vue de 
leurs structures, el les se terminent sur Ia meme 
melodie qu i cree une uniformite dans Ia diversite. 

LESINTERPRETES 
Le soliste Chen leming a grandi a Shanghai dans une 
famille qui appreciait beaucoup le sizhu (ensemble 
d'instruments a Cordes et d'instruments a vent de Ia 
Chine du Sud). Entre au conservatoire central en 1955, 
il etudia le pipa avec Gao Anhe, Li Tingsong et Lin Shi­
cheng. En 1958, il effectua avec !'ensemble Tianjin de 
chanteurs et de danseurs une tournee a l'etranger qui le 
conduisit entre autres en Afghanistan, en Egypte et en 
Syrie. Apree avoir obtenu le dipl6me du conservatoire 
central en 1960, il devint membre de l'orchestre de 
l'opera experimental central. M. Chen enseigne depuis 
1972, et il travaille au conservatoire central depu is 
1974. De son etude approfondie de Haiqing na tian'e 



nisulta une presentation en direct de Ia version integra­
le du marceau selon Yangzhengxuan pipapu (Notations 
pour pipa de Yangzhengxuan). 

L'eminent joueur de pipa Li Tingsong (1906-1976) fut 
membre de Ia faculte de musique de l'academie des 
arts de Jilin et musicien invite a l'institut chinois de 
musicologie. Sa ville natale, Suzhou, est le berceau 
du pingtan (genre narratif populaire local du sud de 
Ia Chine) ; quand il etait enfant, Li allait souvent 
ecouter le pingtan avec sa mere, et il fut litteralement 
seduit par son principal instrument, le pipa, qu'il etu­
dia plus tard avec le grand maitre de I' ecole de pipa 
de Pudong, Yang Yuting ; des 1930, il etait connu 
pour sa virtuosite dans Ia region de Shanghai et de 
Suzhou. 
L'execution de Shimian maifu par M. Li forme un tout 
coherent ou Ia passion et Ia narration se fondent ; 
elle differe par Ia de quelques-unes des presenta­
tions habituelles, qui consistent a produire des 
cadres d'interpretation isoles et recherches corres­
pondant aux sous-titres successifs. 
Le jeu de M. Li est extremement delicat et subtil -
deux et profondement sensible dans les wenqu 
(pieces lyriques), robuste et vigoureux dans les wuku 
(ceuvres a caractere martial ou tres technique). 
Pour sa part, Ia soliste Ding Boling (1938-1981) a 
commence a etudier le zhang a I' age de 13 ans sous 
Ia houlette du joueur renomme Gao Fudong, puis 
avec des maitres celebres tels que Gao Zheng et 
Zhao Yuzhai ; apres avoir obtenu le diplome du 
conservatoire de Shenyang en 1960, elle travailla a Ia 
faculte de cet institut avant d'entrer a i'academie des 
arts de Hubei, ou elle enseigna de nombreuses 
annees. Musicienne brillante, elle parcourut le pays, 
pour rendre visite a differents maitres et se perfec­
tionner aupres d'eux, assimilant leurs points forts et , 
les integrant a son propre style, unique et individual. 
Son jeu est riche en couleurs et diversifie dans Ia 
simplicite. 
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Le soliste Guan Pinghu etait un joueur de qin de 
renom, et membre associe de l'institut chinois de 
musicologie. Ses ancetres vivaient a Suzhou, dans Ia 
province du Jiangsu, mais lui-meme est ne a Beijing, 
dans une famille d'artistes. Guan apprit le qin avec 
son pere quand il etait enfant, puis il devint l'eleve du 
grand virtuose du qin Yan Zongji, mais aussi d'autres 
interpretes, tels que le moine Wu Cheng et le pn§tre 
taoiste Qin Heming. Dans un effort incommensurable, 
il incorpora les qualites de ses differents maitres a son 
style personnel, caracterise par une simplicite elegan­
te et une concision impregnee de sensibilite. Musician 
et enseignant, M. Guan a egalement contribue pour 
beaucoup a Ia decouverte et a Ia reunion d'ceuvres 
anciennes pour qin, dent Qiu hong (Jars d'automne), 
Ao'ai, Guangling san et You /an (Orchidees solitaires). 
Le joueur de xiao Zha Yiping, egalement connu sous 
le nom de Zha Fuxi (1895-1976), etait aussi un joueur 
de qin celebre en Chine. II fut directeur de i'institut 
de qin de Beijing, directeur du departement des ins­
truments nationaux au conservatoire central, vice­
president de !'association des musicians chinois et 
membre correspondant de i'institut chinois de musi­
cologie. Dans les annees 30 et 50, il crea plusieurs 
instituts et associations de qin a Shanghai et Beijing, 
et dirigea des projets de recherche et d'echanges 
realises avec Ia participation d'autres joueurs de qin. 
En 1956, il parcourut le pays a Ia tete d'une commis­
sion d'experts pour etudier Ia situation de Ia musique 
pour qin et ses interpretes de l'epoque. II est !'auteur 
de nombreux essais sur Ia musique de qin, et il pre­
para une anthologie reunissant les partitions exis­
tantes de musique pour qin, Cunjian guqin qupu jilan 
; c'est egalement lui qui edita les deux volumes 
monumentaux de Qinqu jicheng (Collection d'ceuvres 
pour qin). M. Zha forma egalement un grand nombre 
de jeunes, dent quelques-uns venaient de l'etranger. 
Fu Xuezhai (1893-1966) enfin , descendant d'une 
famille royale de Ia dynastie des Qing, etait un artiste 
tres complet, qui maitrisait aussi bien le qin que le 

sanxian (viele a trois cordes), Ia peinture et Ia calli­
graphie chinoises. II entama de longues etudes et 
des recherches etendues en 1911 , et son extreme 
virtuosite ainsi qu'une approche tres ouverte de son 
instrument firent de lui l'un des grands interpretes de 
qin de son temps. En 1932, M. Fu fut nomme profes­
seur et chef du departement des beaux-arts de l'uni­
versite Furen de Beijing. Apres Ia fondation de Ia 
Chine nouvelle, il devint membre du comite perma­
nent de Ia federation des cercles litteraires et artis­
tiques de Beijing, vice-president de I' association des 
artistes chinois, directeur adjoint de i'institut de qin 
de Beijing et musicien invite de i'institut chinois de 
musicologie. 
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2. The pipa·player Cheng leming (no. 1) 
le joueur depipa Cheng Zeming (n° 1) 



3. Modern zheng (16-string). Museum of Ethnography, Berlin, Department 
of Ethoomusicology (Photo: D. Gra~ I Un zheng moderne (cithare A 16 
cordes). Musee d'ethnographie de Berlin, dllpartement d'ethnomusico­
logie (Photo D. Graij. 

Fromltletop / Vuedulwlut 

Fromlhebottom / Vuedudessous 

4. Qin (7-string zither). museum of Ethnography, Berlin, Department of 
Ethnomisicology {Photo : D. Graij I Un qin (cithare a 7 cordes). Musee 
d'ethnograpll~ de Berlin, d<ipartement d'ettmomusicologie (Pt>oto D. Gra~. 
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ANTHOLOGIE MUSICALE DE L 'ORIENT 

CHINE 
Enregistrements de Ia Republique populaire de Chine 

Commentaire : Wang Qun 

0 Uushui (Flowing Waters I Eaux courantes). 7'34 
Guan Pinghu - qin (J -string zither I cithare a 7 cordes) 

[5] Ao'ai (Fisherman's Song I Le chant du piicheu~. 6'24 
Guan Pinghu - qin (J -string zith~ I (cithare a 7 cordes) 

[5] Meihua san nang (Ode to the Plum Blossom I 9' 49 
Ode a Ia fleur de pruni~. Fu Xuezhai - qin (J -string zither I 
cithare a 7 cordes), Zha Vi ping - xiao (end-blown bamboo flute I 
flUte droite enbarnbou) 
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