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0. Background 

After the staff / western music notation (五线谱/五綫譜) and the number music 

notation (简谱/簡譜) were used widely in China, the folk music researchers 

realized that there was a special kind of rhythm form which had been used long 

ago in China, and this form is still common today, so they need a “new” beat sign 

to record this form. 

Prof. Pénɡ ShìduŃn (彭世端) deϐined the music used this kind of rhythm form is the 

“free beat music with uneven time position, uneven rhythm, which cannot be 

measured by ϐixed time interval (beat) and cannot beat.” (时位不匀整的, 非均分

律动的, 不能用固定时距（拍）来衡量的, 打不出拍子来的自由节拍音乐。) Prof. 

XiĪnɡ Qiĩnkūn (向乾坤 ) inherited this deϐinition in his research. Now the 

researchers used the following symbol to record this kind of rhythm form 

consistently, but it’s hard to know who was the ϐirst one to use it. Please see Fig. 

0.1. We can call it as the Sanban Sign now. Prof. Pénɡ mentioned this sign had been 

used in the book 《中国戏曲音乐集成（陕西卷）》 in 1983 in her paper, and this 

sign had been accepted and used by more and more researchers since 1980s. As 

Fig. 2.23 shows, the Sanban Sign is also used in Hong Kong SAR. 

 
Fig. 0.1 Sanban Sign 
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Earlier, the researchers only used the Han character “散” at the same position of 

the scores to record this kind of rhythm form. Please see Fig. 0.2, which is the music 

score of Master Méi LĩnfŃnɡ’s (梅兰芳/梅蘭芳) performance. 

 

Fig. 0.2 Hung-hsien’s Theft of the Box, the Peking Opera 

The video is here. 
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1. Proposals 

There are 5 methods to handle the Sanban Sign as bellow, and I list the reasons at 

the same time. I request the IRG experts reviewing these 5 methods and providing 

the constructive feedbacks. 

 

1.1. Encode as a separate CJKUI 

Compared with Fig. 0.2 and the evidence in Section 2, we can know the Sanban 

Sign is used as the same as the CJKUI “散” in Fig. 0.2, so it’s reasonable to accept it 

as the CJKUI. In Section 2, we can ϐind out this sign is often designed as the 

Sung/Ming style in the scores. 

If this method is accepted, the metadata of this character is shown as below, and I 

will request UTC to include it in UAX #45 later. 

Glyph IDS RS FS Var. Src. Ref. 

 

⿻十丿 

1.2 

or 

140.0 

2 

or 

0 

N/A 

or 

U+5344 

XX-XXXXX 

The variant information should be discussed in Section 1.4 in this document. 

 

1.2. Encode as a separate symbol like the CJK punctuation 

The Sanban Sign is not really used in any Han running text as a common Han 

character, but it’s necessary for the mainland China. This method is considered to 

encode it in the Ideographic Symbols and Punctuations block. 

If this method is accepted, the encoding suggestion is shown as below. 

U+16FE5 CHINESE SANBAN SIGN 

The UCD information in UnicodeData.txt is shown as below. 

16FE5;CHINESE SANBAN SIGN;Lm;0;L;;;;;N;;;;; 

The information in VerticalOrientation.txt is shown as below. 

16FE5          ; U  # Lm         CHINESE SANBAN SIGN 

 

1.3. Encode as a separate musical symbol 

The Sanban Sign is always used with the staff / western music notation and the 

number music notation, so it could also encode it as a musical symbol in the 

Musical Symbols block. On the other hand, it’s sometimes used with the Gongche 

Notation for the Cantonese Opera in Hong Kong SAR as Fig. 2.23 shows, so the 
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vertical orientation information is needed for this method. 

If this method is accepted, the encoding suggestion is shown as below. According 

to SC2 N4783, U+1D1E9 and U+1D1EA will be used for the Iranian Notation, so I 

suggest choosing U+1D1EB. 

U+1D1EB CHINESE SANBAN SIGN 

The UCD information in UnicodeData.txt is shown as below. 

1D1EB;CHINESE SANBAN SIGN;Lm;So;0;L;;;;;N;;;;; 

The information in VerticalOrientation.txt is shown as below. 

1D1EB          ; U  # So         CHINESE SANBAN SIGN 

 

1.4. Unify to U+5344 

The Sanban Sign is the derived from the CJKUI “散”, which is the same as the Jianzi 

ϐingering letter “散” (􀁢). The individual letter form of the Jianzi ϐingering letter “散” 

(􀁢) is similar to U+5344 (卄) not U+8279 (艹), and U+8279 (艹) should be used 

for the part of “荡吟/蕩吟” (􀘵) and “荡猱/蕩猱” (􀔑) in Jianzi musical notation, so 

it’s better to map to the Sanban Sign to U+5344 not others in this method. 

If this method is accepted, I will request to add this form as IVS later. 

Note that VS17 and VS18 have been registered for HANYO-DENSHI and Moji_Joho 

sets. 

 

1.5. Unify to U+30B5 

It’s not hard to realize the glyph for the Sanban Sign is very similar to U+30B5 

Katakana Letter Sa (サ), and Katakana Letter Sa (サ) is derived from the CJKUI “散” 

as well. However, the default typographical forms between them are totally 

different. The one for Katakana Letter Sa is the Kai style, but the one for the Sanban 

Sign is the Sung/Ming style. The Sanban Sign is mainly used in mainland China and 

Hong Kong SAR, and all the Hiragana and Katakana letters are included in GB/T 

2312-1980, GB 18030 and HKSCS-2016, so the glyphs for the Katakana Letter Sa 

in all the default or basic serif text typefaces must follow the Kai style. If we decide 

to unify the Sanban Sign to U+30B5 (サ), maybe we need to add the Sanban Sign 

to the SVS, otherwise the end users will hard to use the right form of the Sanban 

Sign. 

I still don’t support this method. 
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2. Evidence 

 

Fig. 2.1 [11], p. 21 
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Fig. 2.2 [11], p. 90 
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Fig. 2.3 [12], p. 78 

 

 

 

Fig. 2.4 [12], p. 94 
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Fig. 2.5 [7], p. 64 
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Fig. 2.6 [7], p. 102 

 

 

Fig. 2.7 [5], p. 49 
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Fig. 2.8 [13], p. 50 

 

 

Fig. 2.9 [13], p. 67 

 



11 
 

 

Fig. 2.10 [14], p. 41 

 

 
Fig. 2.11 [14], p. 94 
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Fig. 2.12 [9], p. 102 
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Fig. 2.13 [8], p. 136 

 

 

Fig. 2.14 [8], p. 154 
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Fig. 2.15 [10], p. 286 

 

 
Fig. 2.16 [10], p. 307 
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Fig. 2.17 [6], p. 1 

 



16 
 

 
Fig. 2.18 [6], p. 61 
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Fig. 2.19 [15], p. 3 

 



18 
 

 

Fig. 2.20 [15], p. 163 

 

 

Fig. 2.21 [17], p. 107 
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Fig. 2.22 [16], p. 11 
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Fig. 2.23 [18], p. 87 
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