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ABSTRACT
A composer whose works truly represent Taiwanese composition, Shui-long Ma
(b. 1939) is well known for his blending of Taiwanese traditional tunes with Western
compositional techniques. During his three-year study at Germany’s Regensburg Music
Academy, Ma learned Western compositional styles, but found he missed the music of
his own culture. Fantasy for Solo Flute was composed in 1974. In the work, Ma
effectively combines Western techniques, such as chromaticism, with a melody that is
heavily influenced by Chinese traditional music; this juxtaposition challenges the
stereotype that Chinese composers always compose within the pentatonic scale. Although
this piece is the only example of solo flute repertoire in Ma’s body of work, the music is
representative of the composer’s style and reflects his life experience. This paper will
discuss Shui-Long Ma’s Fantasy for Solo Flute as representative of his musical style and
compositional philosophy and will include the composer’s background, an analysis of the
piece, and suggestions for performance.
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CHAPTER 1
THE COMPOSER
Composer’s Biography
Shui-Long Ma was born in 1939 in Keelung, Taiwan. When his elementary
school music teacher discovered Ma had been teaching himself to play the piano, the
teacher lent him a copy of Ferdinand Beyer’s Elementary Instruction Book for the Piano,
op.101. From then on, Ma practiced Beyer exercises on the piano at school or on a
picture of a keyboard that he drew himself. Even as a child, Ma’s keen ear and emotional
sensitivity allowed him to respond to all kinds of musical stimuli, including the natural
sounds of his hometown, the rainy harbor, and folk tunes from traditional theatres and
temples; these childhood experiences influenced his adult compositions.
Ma completed his elementary school studies in 1953 and continued his selfguided study of piano and music theory while attending a public middle school. He did
not receive formal music education until the age of seventeen, when, after the death of
this father, Ma was forced to leave school and begin working for the Taiwan Fertilizer
Company. There he met future musicologist Zhe-Yang Lee and, through Lee, was
introduced to the formal study of painting and music with private teachers. By this point
in his life, Ma had developed interests in art, music, literature, and even sports. Ma was a
talented painter and had a difficult time deciding between a career in art and a career in
music. He ultimately decided to test himself: He abandoned both music and painting for
one month. By the end of the month, it was clear to him that music was the thing he could
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not live without. Ma’s love of art remained a strong influence on him, however, and his
music often conveys strong imagery or depicts scenes.
In 1959, Ma was admitted to the National Taiwan Junior College of the Arts,1
with a major of theory/composition and a minor of cello and piano. He studied with the
three leading first-generation composers and teachers in Taiwan: Er-hua Xiao, Yan Lu,
and Chang-huei Xu. Under their tutelage, Ma’s fundamental techniques and knowledge
of theory and composition were solidified: Xiao, Ma’s primary composition teacher, gave
him thorough and strict training in traditional music and guided him to find his own style
at a higher level;2 Lu taught him harmony and counterpoint; and Xu taught him music
history and orchestration. Xu, who had recently returned from Paris a proponent of
contemporary European compositional techniques, encouraged Ma to explore the
possibilities of this new (to Ma) Western European Technique.
After his graduation, Ma taught in public schools from 1964 to 1971. His interests
in promoting musical culture led him to join five other composers in founding the
Sunflower Music Workshop. Through the workshop, Ma found an outlet for performing
his compositions. Ma’s wife was also a pianist, and together they enjoyed experimenting
with the new musical language he had discovered while in college. The Sunflower Music
Workshop lasted only four years. It was forced to shut down because the government
disapproved of its name: The sunflower was the floral emblem of the communist party in

1

Now called the National Taiwan University of the Arts.

2

School of Music and Graduate School of Museum Studies, Taipei National
University of the Arts, "MaShuiLong," last modified 2008, accessed March 2, 2014,
http://mashuilong.tnua.edu.tw/index.htm.
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China. In 1972, Ma received a full scholarship to study with Dr. Oskar Sigmund at
Regensburg Kirchenmusik Hochschule, a German music academy. There he studied
music of the Western tradition while longing for the folk tunes and music of the
traditional theatre and opera in Taiwan. This exposure to European culture and trends in
contemporary music, combined with Ma’s participation in several new music programs,
provided him the opportunity to integrate the disparate aesthetics and refine his own style.
At that time, political factors contributed to the neglect of both traditional and
religious music in Taiwan. Ma had noticed this before he left to study in Germany, and
upon his return to Taiwan in 1975, he made efforts to revive traditional music, infusing
his culture’s musical dialect with modern Western techniques.
After he returned to Taiwan, Ma continued composing, and his music was
frequently performed. At the same time, he was dedicated to promoting both general and
traditional music education in Taiwan: He was involved in education administration and
established the music program at the National Taipei University of Arts. Ma was the first
Chinese composer to have his work performed at New York’s Lincoln Center, and he
received invitations to perform in other major cities in the United States. In 1990, Ma
founded Spring Autumn Music, a Taiwan-based foundation sponsored by pioneering
semiconductor industrialist Andrew Chew and dedicated to the promotion of
contemporary Taiwanese compositions. From its founding in 1990 until 2001, Spring
Autumn Music held a biannual concert series called “Euterpe: Spring and Autumn.” The
concerts featured original Taiwanese compositions, with works by composers under the
age of forty performed in the spring and works by composers over the age of forty
3
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performed in the autumn. Spring Autumn Music continues to enhance the value of music
by Taiwanese composers by assisting with the publication of their musical scores.3
Composer’s General Style
Ma grew up an environment abundant with traditional music, Taiwanese opera,
and narrative singing; he was also familiar with old Chinese literature and was formally
trained as a painter. The result of this wide range of aural experiences was Ma’s
realization that his complex aesthetic concept could not be expressed if he solely relied
upon his training in Western compositional techniques and music theory. He was inspired
by traditional folklore and instruments, and his imagination was stirred by the timbres of
the vowel tones of the Chinese language and the organizational structures found in
Chinese literature. His compositional philosophy is heavily influenced by techniques in
painting and calligraphy, such as color contrast, structure, and texture. Ma describes how
he integrated these art forms into his personal aesthetic:
Poetry, painting, and music have commonality, for they not only appeal to our
senses but also allow us draw parallels between the reactions of our senses to
these art forms. … Poetry is more or less music, since they express the same ideas
by different means, so that these remarks correspond to my theory of “seeing
music and listening to painting.”4
Ma considers all art forms to be related and maintains that an artist in any one
field must broaden his or her knowledge to encompass the other fields. Hence, his music
3

Spring Autumn Music, "Spring Autumn Music," last modified 2010, accessed
March 2, 2014, http://www.springautumnmusic.com/.
4

National Taiwan Symphony Orchestra, Ting Jien Tai Wan De Sheng Ying: Ma
Shui Long Zuo Ping Xue Shu Yen Tao Hui Luen Wen Ji [The Sound of Formosa: Papers
and Proceedings of Conference on Ma, Shui-Long’s Compositions] (Taiwan: National
Taiwan Symphony Orchestra, 2008), 18.
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is filled with diverse artistic aspects and insights (excellent examples of this include his
1969 piano composition A Sketch of a Rainy Harbor and 2001 piano concerto Guandu
Capriccio).
Though Ma is a strong supporter of the artistic and folk culture of his own nation,
he opposes narrow-minded nationalism. He advocates musicians’ supporting their own
cultures and maintains that by learning (rather than imitating) Western musical and
artistic techniques and combining them with Eastern traditions, musicians will cultivate
personal, modern styles rooted in traditional techniques. In Ma’s own words, “the most
valuable thing about music is it is a universal language that transcends borders while
representing the cultural backgrounds of individuals.”5 Ma’s music embodies the
aesthetic he describes. One of his most significant works, Concerto for Bamboo Flute
(1981), combines a Chinese solo instrument and a Western orchestra, and his orchestral
piece, Liao Tien-ding (1979), narrates the story of a historical gentleman thief during the
period of Japanese colonization in Taiwan.

5

Shui-Long Ma, interview by author, February 22, 2014.
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CHAPTER 2
ANALYSIS
Background of the Piece
Fantasy for Solo Flute was completed in 1974, while Ma was studying in
Regensburg at the Kirchenmusik Hochschule. It was premiered in 1975 with three of
Ma’s other pieces: Dialogue Between Violin and Piano, a piano sonata, and A Sketch of
the Raining Harbor for Piano. Dialogue Between Violin and Piano and A Sketch of the
Raining Harbor for Piano were written prior to Ma’s studies in Germany and contain
Taiwanese folk tunes and imitation of Chinese instrumental idioms, whereas Fantasy for
Solo Flute and the piano sonata (also completed in 1974) feature a Westernized approach.
Chromaticism and freely shifting tonality reflect the influence of late Romantic music on
Ma’s style, according to Pi-Lin Ni.1 She states that the last movement in the piano sonata,
Scherzo Allegro Vivace, mirrors Bartók’s style, with “extremely fast and short phrasings,
staccatos, and massive use of major and minor seconds.”2 This description characterizes
the flute fantasy as well. Some scholars consider the works Ma composed while studying
in Germany as Westernized and indicative of a change to his style. However, the
composer himself claims his essential sound concept did not change at the time; rather,
he absorbed what he had learned, refined his own aesthetic perspective, and then codified

1

Pi-Lin Ni, "The Significance of Shui-long Ma's Composition in The Evolution
of Taiwanese Piano Music" (2006). Electronic Theses, Treatises and Dissertations, paper
2612, accessed February 13, 2014, http://diginole.lib.fsu.edu/etd/2612.
2

Ibid.
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his personal musical language.3 Though Ma’s surroundings and experiences at the time
led to an inclusion of more Western elements, the Eastern sensibility is still maintained,
and Ma emphasizes that he would probably not again compose music that incorporates so
many Western elements.4
Ma intentionally avoided using the pentatonic scale in Fantasy for Solo Flute in
order to convey his own musical language and challenge the German audience’s
assumptions about Chinese compositions. In Ma’s words, his compositions at the time
“tended to have a strong Yang Tsong Wei,”5 meaning he intentionally layered
conventional Western approaches and his own style (which was heavily influenced by his
native folk and traditional music).6 Han-jin Chen describes Ma’s use of chromaticism as
an expression of his homesickness, but characterizes the overall work as evocative of the
East.7 The following analysis focuses on the ways structure, chromaticism, pitch
collections, pitch centers, use of motives, and counterpoint in Ma’s Fantasy for Solo
Flute evidence Ma’s creative efforts to both apply Western compositional techniques and
preserve his cultural voice.

3

Shui-Long Ma, interview by author, February 22, 2014.

4

Ibid.

5

In the Chinese language, “onion” is said “Yang Tsong.” “Yang” means “Western,”
and “Tsong” is “scallion.” “Wei” means “flavor.” Ma humorously uses this figure of
speech to explain that the music contains Western elements.
6

Han-jin Chen, Yin Yue Du Xing Xia: Ma Shui-long (Taipei: Readingtimes
Publishing Co., 2001), 124.
7

Ibid., 125.
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Formal Structure
In his program notes, Ma describes the form of this fantasy as free, with no break
between movements,8 and a review of the Regensburg recital says Ma’s compositions are
not constrained to specific forms and that his music tends to have the style of a caprice.9
There are, however, several interpretations of the form which may inform its performance.
Ma’s compositional philosophy is based on a Zen proverb:10 “Before a man
studies Zen, to him mountains are mountains and waters are waters; after he gets an
insight into the truth of Zen through the instruction of a good master, mountains to him
are not mountains and waters are not waters; but after this when he really attains to the
abode of rest, mountains are once more mountains and waters are waters.”11 This
philosophy can lead to the interpretation of a three-part form of Fantasy for Solo Flute.
The beginning of the piece, mm. 1–113, is characterized by simplicity and transparency;
this reflects the “mountains are mountains and waters are waters” stage of the philosophy.
The middle section (mm. 114–129) features complex variations of previously-presented
motives and phrases and reflects the second stage of the philosophy: “Mountains to him
are not mountains and waters are not waters.” From m. 130 to the end of the piece, the
music returns to elements from the previous sections, but with some variation, eventually

8

Shui-Long Ma, Fantasy for Flute Solo (Taiwan: Chew’s Culture Foundation,
2009), 12.
9

National Taiwan Symphony Orchestra, 278.

10
11

Shui-Long Ma, interview by author, February 22, 2014.

Daisetz Teitaro Suzuki, Essays in Zen Buddhism (New York: Grove Press,
1961), 24, accessed March 20, 2014, http://books.google.com/books?id=
8
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closing with the same motive used to open the piece; this reflects the final stage of the
philosophy: “Mountains are once more mountains and waters are waters.”
Another interpretation is that of a two-part form. Though the division is based in
part on the prevalent pitch centers (see the Chromatic Scale, Pitch Collection, and Pitch
Center section for a detailed description of this aspect of the work), the two parts are also
defined by their general tempi and characteristics. (See Table 1.)

Table 1. Two-part interpretation of form.
Measures

Tempo

Pulse

A

1–53

♩ = 63

Slow, free

B

54–98

♩. = 88

Fast, triple meter,
dancelike

A′

99–113

♩ = 63

Slow, free

C

114–129

♩ = 96

Fast, rhythmically
complex, but with sense of
downbeat

A″

130–162

♩ = 63;

Slow, free

Section
Part 1

Part 2

♩ = 76 at m.150
(C) +B′

163–199

♩ = 96

Fast, triple meter,
dancelike

A′′′(coda)

200–214

♩ = 63

Slow, free

Part 1 (mm. 1–113) is based on a contrast between duple and triple meters. The
A–B–A′ form provides a clear sense of alternation between free elaboration and a strong
metric pulse. Part 2 (mm. 114–214) begins with the C section (new material which
o2d7wV4Ttx4C&printsec=frontcover&source=gbs_atb#v=onepage&q&f=false.
9
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includes some motives developed from the B section). The mixture of different
subdivisions reduces each measure’s sense of downbeat, and the sections tend to overlap
one another. An example of this is found in mm. 162–163. Section A″ seems to end with
the rest, but the accelerando marking propels the musical line toward to the next fast
section. An exception occurs in m. 199, where a fermata stalls the movement of the quick
thirty-second notes; the half-note F that follows is immediately succeeded by another
fermata. This second fermata indicates the break between the sections, and the phrase
spanning mm. 199 and 200 is smoothly connected despite the fermata and change in
tempo. (See Example 1.)

Example 1. An atypical phrase ending in mm. 199–200. The fermata in m. 199 does not
indicate a phrase ending; the phrase continues through beat 2 of m. 200.

The most detailed interpretation of the form is based on tempo changes and
rhythmic oscillations; these create a symmetrical form comprising seven-parts. (See
Table 2.) This seven-part symmetrical form can be superimposed onto the two-part form
for a complex and specific interpretation.

10
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Table 2. Seven-part, symmetrical interpretation of form.
Measures

Tempo

Pulse

A

1–53

♩ = 63

Slow, free

B

54–98

♩. = 88

Fast, triple meter, dancelike

A′

99–113

♩ = 63

Slow, free

C

114–129

♩ = 96

Fast, rhythmically complex,
but with sense of downbeat

A″

130–162

♩ = 63;
♩ = 76 at m.150

Slow, free

(C) +B′

163–199

♩ = 96

Fast, triple meter, dancelike

A′′′ (coda)

200–214

♩ = 63

Slow, free

Section

(independent,
pivot section)

Ma is specific in his indication of tempo markings,12 which guides the general
pace of his music. The beginning of section A is marked “rubato econ fantasia” and
“espre.,” which indicate freedom and flexibility of expression. This flexibility is
tempered by a consistent rhythmic figure that suggests an underlying phrase structure:
Each phrase begins with an anacrusis, proceeds with longer note values, and ends with a
sustained note (such as a half note or a fermata over a rest). Example 2 shows one such
phrase.

12

National Taiwan Symphony Orchestra, 278.
11
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Example 2. Rhythmic phrase in mm. 16–19.

Rhythmic acceleration occurring in the middle of a phrase, followed by a long
note value or a fermata rest, conveys a sense of improvisation and flexibility of pace.
Example 3 shows an example of such a phrase.

Example 3. Rhythmic phrase in mm. 10–13. Rhythmic acceleration occurs in m. 12,
followed by a fermata rest in m. 13.

Measures 20 through 23 provide one exception to this typical phrase organization:
the beginning of the phrase (in m. 20) is followed by similar subphrases, and Ma uses a

12
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slur to indicate the end of the phrase (from the end of m.21 to m. 23), finally concluding
on a quarter note B-flat.
Ma uses elision to combine small phrases into unexpectedly extended phrases. For
instance, the large phrase section occurring in mm. 4–13 comprises similar ascending
gestures that are gradually extended in mm. 4, 6, and 8. The C6 in m. 8 ends the segment
but also serves as the first note of the chromatic descent that follows. The D in m. 10
plays a similar role. The elision of several small phrases extends the phrase structure and
brings the large phrase to a close with the expected long note.
The B section, with its dancelike triple meter, has a regular sense of pulse. The
phrases are most frequently presented in four-bar units, with two-bar subphrases and an
overall descending contour. (See Example 4.)

Example 4. Typical B-section phrase, mm. 54–57.

The B section can be divided into three distinct parts, each of which is
distinguishable by its characteristic phrase construction. It is also worth noting that each
section is progressively shorter, as if Ma were removing pieces from a completed puzzle,
leaving questions as to the whole. (See Table 3.)
13
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Table 3. Subsections in the B section.
Section

Measures

Phrase Characteristics

i

54–79

4+4+1+3

ii

80–94

Symmetrical phrase

iii

95–98

Downbeat rhythm

In part i, the upbeat rhythm and rhythmic sequence are unexpected and create a
fragmented phrase. The phrase gains a sense of consistency, however, from its chromatic,
descending contour: The only ascending line in the part occurs in m. 62, which follows
two four-bar phrases and precedes three measures that descend in contour. (See Example
5.)

Example 5. Descending contour in mm.62–65.

Part ii is similar to part i: It begins with an anacrusis, but the ascending pitches
that follow foil the listener’s expectations and set up the new segment.

14
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Part iii, an abbreviated iteration of part i, is the shortest segment. Its steady
downbeat rhythm, triple-meter pulse, and descending chromatic line echo those of part i,
while the combined figure of grace notes and eighth notes foreshadows a later section.
(See Example 6.)

:
Example 6. Part iii, mm 95–96.

The C section can be defined as an independent section in the symmetrical form
due to its complexity of rhythmic activity, but it can be heard as a beginning of the new
section in the two-part form because of its elision to the following A″ section. The phrase
structure is suggested by the changes in rhythmic groupings, which shift between odd and
even subdivisions. The section begins with mostly triplet groupings. In mm. 114 and 118,
the grace notes followed by a triplet recall the gesture found in part iii of section B.
Though this is not the first occurrence of quintuplets in this section, the two-voice
quintuplet figure starting on the third beat of m. 118 and continuing to m. 120 is notable
as it continuously features the chromatic scale. In mm. 121–122, the rhythm shifts back
to even-numbered groupings: sixteenth notes and sextuplets. The rapid movement created
by the increase of notes in the lower voice and the reappearance of the chromatic scale
(this will be discussed further in the Chromatic Scale, Pitch Collection, and Pitch Center
section) brings with it a feeling of a new phrase. In mm. 123–130, the chromatic scale
15
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begins again, starting on A-flat, and the rhythm gradually shifts from quintuplets to
triplets, then to quarters and to halves. The duration of the notes increases, which
decelerates the pace of subdivision and creates a smooth transition to the next A″ section.
(See Example 7.)

Example 7. Rhythmic deceleration in mm. 126–130.

The B′ section is the lengthiest section, and it includes musical material found in
section C. Like section B, B′ consists of three parts, but it has a different structure. (See
Table 4.)

Table 4. Subsections in the B′ section.
Section

Measures

Subsection Characteristics

iv

163–167

C material

v

168–195

B material

vi

196–199

C material

Each of the three parts in B′ begins with the familiar grace-note-triplet gesture
from section C. Part iv is simply a variation of the C section and ends with the rhythm of
section B, part iii. Although the anacrusis in part i is not present in part v, the rhythmic
16
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figure of grace notes with an eighth note, two sixteenths, and an eighth note is heard in
mm. 169–171. The first half of part ii is expanded in mm. 190–195, with the same
rhythmic patterns. The last part, part vi, is mostly in triple meter, but Ma builds up the
pace by adding more quickly-moving rhythms. Based on the rhythmic pattern, the phrase
can be grouped into two-bar units.
Chromatic Scale, Pitch Collections, and Pitch Centers
Ma did not use twelve-tone technique because he felt its rules and aesthetic
would constrain the nature of his musical expression, particularly when it came to
composing this fantasy.13 Therefore, he decided to base the tonal concept of the piece in
chromatic scales, an approach that succeeds in creating a melancholy atmosphere.
Although Ma does not use Chinese tunes or scales, a pitch collection that combines
pentatonic and chromatic scales is applied to this piece. The result is a sound that conveys
the composer’s nationalism while defying cultural stereotypes about Chinese music.
Examples 8a–8e show some of the ways Ma uses the chromatic scale throughout
the piece. Although Fantasy for Solo Flute is compositionally based in freedom and
elaboration, the chromaticism does not occur randomly; instead, it frames and defines
musical phrases and sections.

13

Shui-Long Ma, interview by author, February 22, 2014.
17
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Example 8a. Chromatic scale in mm. 1–3.

indicates pitches in the chromatic scale.

Example 8b. Chromatic scale in mm. 11–13.

indicates pitches in the chromatic scale.

Example 8c. Chromatic scale in mm. 57–62.

indicates pitches in the chromatic scale.

Example 8d. Chromatic scale in mm. 69–70.

indicates pitches in the chromatic scale.
18
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Example 8e. Chromatic scales in mm. 164–167. indicates pitches in the chromatic
scale in m. 164;
indicates pitches in the new chromatic descending scale in mm. 165–
167.

The program notes for Ma’s concert in Lincoln Center’s Alice Tully Hall,
describe this fantasy as “feature[ing] the chromatic concept, but outline[ing] pentatonic
scales.”14 Ma transforms the pentatonic structure of whole tones and the minor third. By
combining chromatic and pentatonic scales, two new pitch collections are created (P1 and
P2 comprise the same combination and sequence of intervals). Example 9 shows these
pitch collections.

14

Juan Fen Tsai, “Tai Wan Wu Ban Zo Chang Di Du Zu Qu Yan Jiu” [Research
of the Flute Solo in Taiwan] (master’s thesis, Soochow University, 2003).
http://ndltd.ncl.edu.tw/cgi-bin/gs32/gsweb.cgi?o=dnclcdr&s=id=
"091SCU00248014".&searchmode=basic.
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Example 9. Pitch Collections P1 and P2.

These pitch collections slightly brighten the overall dissonant and dark chromatic
sonority. This can be heard in the ascending line in m. 66. (See Example 10.)
Furthermore, each pitch collection occurs juxtaposed with chromatic scales, which
creates a mixture of different colors and may illustrate the composer’s homesick and
reflective state of mind.

Example 10. Pitch collection P2 in m. 66.

20
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Even though the piece does not have key signatures, Ma creates pitch centers by
using longer rhythmic values on those pitches and increasing the frequency of the pitches’
occurrence. For example, in the beginning of the A section, the note E has been
emphasized by its accent marking and length. On the other hand, E does not belong to the
pitch collection, but it is the half-step between E-flat (or D-sharp) and F, which creates
the effect of upper/lower neighbor tone resolution. The sudden shift in pitch center from
E to D at m. 13 creates a new sonority with a subtle uncertainty; this results in an
expectation of the return of the original pitch center. In m.10, the function of E begins to
change with the ascending chromatic line, and it becomes a neighbor note of E-flat. In m.
13, the two voices, one moving through the chromatic scale and the other moving through
P1, merge into one line and resolve on D. (See Examples 11a and 11b.)

Example 11a. Pitch Collection P1 in mm. 10–13.

21
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Example 11b. Chromatic scales in mm. 10–13. indicates pitches in the chromatic
ascending scale;
indicates pitches in the chromatic descending scale.

In mm. 14–52, most phrases start with E or end on E, which reinforces it as the
pitch center. However, at the end of the A section (m. 53), Ma foils the expectations of
the listener by the sudden change of the pitch center: an alternation of E-flat and E
(implying outlined C-minor and C-major chords) and B (sounding here as a leading tone),
emphasize C as the pitch center. The pitch center of A′ is expected to be E, but like the
change of pitch center in m. 13, Ma temporarily establishes F-sharp as a pitch center in m.
110, and then the E is confirmed at the end of that section. The temporary pitch centers
behave similarly in A″ section. The pitch center seems to move from E to F-sharp,
because the section ends on F-sharp. The dissonance of the tritone interval between C and
F-sharp in m. 162 creates a sense of uncertainty; this feeling again leads the listener to
anticipate the return to the original pitch center and serves as a bridge to the following
section.
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The elisions in the B section establish D as the pitch center, even though the
section ends on C-sharp. An example of this occurs in mm. 78–80, where fermatas help
reinforce the pitch center of D. In mm.78–79, the descending line, arriving at C-sharp,
indicates the end of the phrase. The D returns with a fermata in m. 80; this is the
beginning of a new phrase. Thus, the C-sharp can be defined as a lower neighbor tone
that is resolved by an elision to the next phrase. (See Example 12a.) This also occurs in
mm. 98–99. (See Example 12b.)

Example 12a. Elided phrases establishing D as pitch center in mm. 78–80.

Example 12b. Elided sections establishing D as pitch center in mm. 98–99.

Ma applies a similar sectional elision in mm. 199–214 to create a sense of climax
in the piece. Despite the established F-sharp pitch center in the B′ section, which can be
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heard in m. 195, the section does not end on F-sharp; rather, the F in m. 199 is suspended
and carried into the next section, temporarily returning the pitch center to E. (See
Example 13a.)

Example 13a. Temporary shift to E pitch center in mm. 199–201.

In mm. 212–213, a rapidly ascending line recalls the gesture from the A section,
emphasizing tritone intervals in the last four notes. In m. 214, this line ultimately arrives
at F-sharp, marking a return to the final pitch center of the piece. (See Example 13b.)

Example 13b. Returning of F-sharp pitch center with the similar gesture of the A section,
mm. 212–214.
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Table 5 illustrates the pitch center(s) of each section. The shifting pitch centers
reflect the A–B–A′ form of the first three sections: The pitch center in the A section shifts
from E to D and back to E (with C as a temporary pitch center), and the pitch centers in
the B and A′ sections are D and E, respectively. The last three sections, A″, B′ and A′′′,
all share the same pitch center (F-sharp). The C section, with a pitch center of F, is an
independent section. However, it serves as a smooth transition between the A′ section (E
pitch center) and the A″ section (F-sharp pitch center). This results in a chromatic
progression of pitch centers: E–F–F-sharp. The arrangement of pitch centers reflects the
seven-part, symmetrical interpretation of the piece’s form.

Table 5. Pitch centers
Measures

Pitch center

A

1–53

E–D–E– (C)

B

54–98

D

A′

99–113

F-sharp–E

C

114–129

F

A″

130–162

E/F-sharp

(C) +B′

163–199

F-sharp

A′′′ (coda)

200–214

(E)–F-sharp

Section
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Intervals and Motives as Structural Components
The review of Ma’s 1975 concert in Regensburg, Germany, “Ein Hauch Fernost”
(“A Touch from the Far East”), states the main differences between his early music and
the works he was composing at that time are the increase in multi-line works (as in the
style of chamber music) and clearly indicated expressive, dynamic, and tempo markings
in the score, but the influence of his hometown (the prevalence of intervals of seconds
and fourths) does not change.15 In the piece, the overall sonority is dominated by the
reoccurrences of characteristic intervals, and the main motive (with its variations)
provides a sense of cohesion to the piece.
Ma indicates that the opening phrase plays the most important role; the contour
briefly rises, then immediately descends with long notes—like a long sigh—creating a
melancholy feeling.16 The general sonority of the piece is based on the minor third, minor
second, and tritone. Some of the opening notes establish the intervals that will be used
prevalently throughout the piece. The minor third (originally occurring between G and E)
creates a sorrowful and mournful effect and usually reoccurs at the beginning or the end
of a phrase. (See Example 14.)

15

16

National Taiwan Symphony Orchestra, 278.
Shui-Long Ma, interview by author, February 22, 2014.
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Example 14. Occurrences of minor-third intervals.

The minor second (first occurring between E and D-sharp) provides another
example of Ma’s using chromatic scales. The minor third is often used to ornament two
notes related by a half step; this not only emphasizes the chromaticism, but also twists the
original contour. (See Example 15.)

Example 15. Occurrences of minor third twist with minor second figure. Minor thirds are
marked with brackets; minor seconds are marked with slurs.
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Ma uses the tritone to create dissonance and an increased sense of intensity.17 The
tritone is first heard in mm. 9–10, where it is created by two intertwining chromatic lines.
(See Example 16a.)

Example 16a. The tritone is produced from the two chromatic lines in mm. 9–10.
indicates chromatic line 1; indicates chromatic line 2.

The dissonant tritone may be intended to contrast with the perfect fourth that
opens the piece. Tritones usually occur at the beginning or the end of a phrase. (See
Example 16b.)

17

Shui-Long Ma, interview by author, February 22, 2014.
28

Texas Tech University, Ti Chung, May 2014

Example 16b. Occurrences of tritone intervals.

The main motive, X, comprises the first four notes of the piece. It often occurs
ornamented or with its final note omitted. The modified forms of X include X′ and X″.
(See Example 17.) X′, found in the triplet at the end of the first measure, is a partial
statement of X. The contour of X′ forms a reflection of X, if the following note (E) is
moved to the beginning of the motive. X″, first occurring in m. 4, is the partial X motive
in retrograde, which makes up an ascending line.

Example 17. Motive X and examples of X′ and X″.
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Examples 18a–c show occurrences of X and its X′ and X″ modifications in the
piece.

Example 18a. Occurrences of the X motive.

Example 18b. Occurrences of the X′ motive.
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Example 18c. Occurrences of the X″ motive.

Creating Counterpoint Through Combining Compositional Elements
Although the flute is a single-melody-line instrument, Ma creates an effect of
counterpoint by using the chromatic scale, pitch collections, and motives simultaneously
or in combination with one another. The elements usually share a same note in the
beginning, split to multiple lines, and then merge into one line. An example of this
contrapuntal effect occurs in mm. 10–13: There are two independent melodic lines—a
chromatic scale and a pitch collection—that intertwine and overlap. An ascending
chromatic scale starts at the quarter note D in m. 10, which concludes the previous phrase
and begins a new phrase, and stops on G. Another new chromatic scale starts with the B
at the end of m. 11 and descends to the C-sharp in m. 13. (See Example 19.)
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Example 19. Chromatic scales in mm. 10–13. indicates pitches in the chromatic
ascending scale;
indicates pitches in the chromatic descending scale.

At the same time, the pitch collection shares the D in m. 10, proceeds through [0,1,3,6],
and stops on A-flat. The pitch collection reappears with [7,8] in m. 12 and [11] in m. 13.
In addition, the C-sharp in m. 10 is considered [11] of the pitch collection, so another
pitch collection line can be heard in retrograde: [8] continues in m. 12 and the collection
descends in retrograde by skipping [1] and ends on D in m. 13. (See Example 20.)
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Example 20. Pitch collection P1 in mm. 10–13.

Combinations such as this often create lines that diverge and then rejoin one
another. Because the descending contour reverses on the C-sharp and D in m. 13, the Csharp can be considered a neighbor tone of D. This example starts with D and ends on D,
effectively creating a contour which diverges and then fuses together. (See Figure 1.)

Figure 1. Divergent and fusing contour in mm. 10–13.

Another significant example of this occurs in mm.119–123. A downward
chromatic scale starts in the high voice in m. 119 and becomes the middle voice in mm.
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121–122. The bass line in mm. 119–120 moves in minor third intervals—one of the main
intervals in the piece—outlining diminished seventh chords. The C-sharp in m. 120 is a
part of the diminished chord and is also [6] of P2. In mm. 121–122, the pitch collection
continues in retrograde in the two outer voices. (See Example 21.)

Example 21a. Counterpoint in mm. 119–122.
indicates pitches in the chromatic scale;
indicates pitches in P2 pitch collection.
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A new descending chromatic scale occurs in mm. 123–129; beginning in m. 124
and continuing through m. 129, the lower voice moves through the pitches of P2
(continuing with the pitch collection from the C-sharp [6] in m.122). Both lines merge
with the tremolo B-flat to C-sharp in m. 129; however, Ma extends the phrase and creates
an elision to the following section. In mm. 126–127, Ma extracts five notes from P2 (the
A is considered a passing tone for voice leading) and abuts them with a partial chromatic
scale, creating a new melodic line. After the extension, the music reiterates the previous
B-flat to C-sharp tremolo in the lower octave. (See Example 21b.)
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Example 21b. Counterpoint in mm. 123–129.
indicates pitches in the chromatic scale;
indicates pitches in P2 pitch collection.

The rearrangement of contrapuntal lines varies the vertical and horizontal acoustic
effects. Figure 2 illustrates the acoustic effect created in mm. 123–129: The two lines
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deliver a contrapuntal texture and then fuse to a one-line melody which is extracted from
the previous countrapuntal elements. This one-line melody proceeds smoothly and
provides a transition to the lyrical A″ section that follows.

Figure 2. Visual representation of mm. 123–129.

Edition Comparison
Ma suggests focusing on the most current of the three editions (published by
Spring Autumn Music in 2009) and using the others for reference.18 The 2009 edition is
based on the first version (published in 1980), with some notes, articulations, and
dynamics corrected for instrumental timbre and accessibility. The second edition
(published in 1985) was edited for inclusion in a collection of contemporary solo flute
works and was consequently made shorter.
The first version was published by the Taiwan National Committee of the Asian
Composers League in 1980. This is a printed version of Ma’s own manuscript. The length
of the piece and the actual pitches are very close to the 2009 printed edition, but there are
differences in dynamics and articulation. In the 1980 edition, only tempo markings are
18

Shui-Long Ma, interview by author, February 22, 2014.
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given, whereas the 2009 edition indicates metronome suggestions for each section. Also
in the 1980 edition, the G-sharp in m. 20 forms an arch contour rather than a
chromatically descending line. (See Example 22.)

Example 23. Different editions’ versions of G-sharp and F-sharp in m. 20.

The articulation in mm. 132–133 was originally marked with a slur, but the 2009 version
shows tonguing on each of the notes. (See Example 23.)

38

Texas Tech University, Ti Chung, May 2014

Example 24. Different editions’ versions of articulation in mm. 132–133.

Another difference between the two editions is the dynamic and tempo indications
in the end of the piece. The 1980 edition ends with a decrescendo without an accelerando,
and the 2009 edition ends with a crescendo and sforzando (sffz) on the last note. In
general, the 2009 version gives more dynamic indications and a clearer contrast between
dynamics than the first version does. A comparison between the two editions is shown in
Table 6.
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Table 6. Comparison of 1980 and 2009 editions.
Measure

1980 Edition

2009 Edition

20

G-sharp

F-sharp

40

F-sharp

F-natural

46

meno piano

mf

48

n/a

49

p

mp

67

mf

f

74

n/a

mp

75

n/a

78

n/a

80–81

n/a

82

mf
p
mf

p

95–97

n/a

99

n/a

100

n/a

103–104

n/a

112–113

n/a

114

p

116

n/a

mp

mf on A
mp on G-sharp

p
mp
in the end of the
measure
40
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Table 6. Continued.
Measure

1980 Edition

2009 Edition

117

n/a

119

n/a

Slur on second beat

122

n/a

Slur on E-flat and D

132–133

Slur

No slur

134

n/a

136

p on the last two beats

f on the last two beats

137

p on the last beat

f on the last beat

144

Sixteenth triplets
(may be a typo)

Thirty-second triplets

150

Moderato

♩ =76

155

Accent on E-flat

Tenuto on E-flat

163

n/a

165

n/a

173

n/a

175

n/a

177

n/a

196

n/a

199

f

ff

211

mf on the first two beats,
p on the last two beats

f on the first two beats,
mf on the last two beats

212

over the entire
measure

mp

in the end of the
measure
mf
f

41

mp
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Table 6. Continued.
Measure

1980 Edition

213–214

ff

pp

2009 Edition
Poca a poco accel.
sffz on the last
note

The second version of the piece was revised in 1985 and is found in The
Contemporary Solo Flute, Vol. II, edited by James J. Pellerite. At only 154 measures, this
edition is much shorter than the original version. Omitted measures include: mm. 26–50,
mm. 95–113, mm. 143–150, and mm. 200–211.
The 1985 edition includes the tempo given in the first edition for each section and
gives a metronome marking (metronome markings given are slower than those provided
in the 2009 version). Table 7 shows a comparison of these markings between the 1985
and 2009 editions.

Table 7. Comparison of tempo markings.
Tempo

1985 Edition

2009 Edition

♩ = 54

♩ = 63

♩. = 76–80

♩. = 88

Allegro giusto
(m. 114)

♩ = ♩.

♩. = 96

Moderato (m. 150)

♩ = 66

♩ = 76

Lento
Allegro

The most significant differences between the 1985 edition and the 2009 edition
are the articulation markings and the use of quarter tones. For example, in m. 4, the 1985
edition shows the eighth notes grouped into pairs by articulations and tenuto markings,
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whereas the 2009 edition shows a slur through the entire phrase. (See Example 27.) The
rearticulation (in the 1985 version) emphasizes the important notes and creates variety in
the grouping, but the slur (in the current version) indicates a large phrase and provides
musical direction.

Example 24. Different articulation markings in 1985 edition (left) and 2009 edition
(right), m. 4.

The 1985 version provides performance notes for fingering on certain quarter
notes. However, in m. 67, the quarter tone on E-flat is indicated as sharpened ( ), but
both the 1980 and 2009 editions indicate the note should be flattened ( ). In m. 157 of the
1980 and 2009 editions, the E-flat is raised a quarter tone, whereas the short version does
not have this indicated. Table 8 enumerates the differences between the 1985 edition and
the 2009 edition.
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Table 8. Comparison of 1985 and 2009 editions.
1985 Edition
Measure

Marking

4–5

Slur and tenuto

16

Tenuto, breaks
F and G-sharp

11

poco stringendo

18–19
29

45–46
48

Measure

f

Marking

All slurred

Slur
53

fz

65
mf
Tenuto
Rearticulate

67

f

69–70

n/a

72

Slur

50–51

74–75

54

78

56–57

80–81

mf

82–84

mp

58–60

1980 Edition

Marking

Rearticulate

41
43

2009 Edition

p and later pp

67

E-flat is raised a
quarter tone

91

71

F

114

mp, then mf

pp

E-flat is lowered a
quarter tone
mp

44

Same as the 2009
edition
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Table 8. Continued.
1985 Edition
Measure

Marking

72–74

2009 Edition
Measure

1980 Edition

Marking

Marking

115–117
Later
mp

83

Slur

126

89

Slur

132

91

Rearticulate

134

Slur, with

93

p on the high
register

136

f on the high
register

Same as the 1985
edition

104

Staccato, tenuto,
slur

153

106

Accent on E-flat

155

Tenuto on E-flat
only

Same as the 1985
edition

107

Long F with pause
“,”

156

Dotted half note
and quarter rest

108

157

E-flat is raised a
quarter tone

114

163

116

165

124

173

125

ff

175

130

f

179

Same as the 1985
edition

mf

130–131

Rearticulate

179–180

Phrasal slur

141–146

rearticulate, tenuto
in m. 142

190–195

slur
45

Same as the 2009
edition
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Table 8. Continued.
1985 Edition
Measure

Marking

146

2009 Edition
Measure

Marking

1980 Edition
Marking

196

150

f

199

ff

151

mp

211

mf

152

212
mp

154(end)

“,” before the last
note; ff on the last
note

214
(end)

Slur to the end; sffz
on the last note

46

Different from
both the 1985 and
the 2009 edition.
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CHAPTER 3
PERFORMANCE SUGGESTIONS
“You may find that my pieces are logical and that they are not written freely,
even the fantasy,” said Ma in his interview with the author.1 Although Ma puts freedom
of expression and imagination into this fantasy, he also conveys consideration and logic.
He asserts that his music encompasses all of his life and culture and naturally represents
him as a person and composer. Ma professes the highest respect for his performers,
whom he considers fellow creators bringing another perspective, so he usually provides
only a few performance notes in his music.2 In Ma’s interview, he gave a vivid
description of how he conceived this composition:
While studying in Germany in 1974, I saw snow for the first time. I was living on
the second floor and saw complete whiteness on the grass; this reminds me of a
Chinese poem from the Tang dynasty, Jing Ye Si (The Quiet Night Thoughts) by
Po Li, which reflects my homesickness:
Before my bed
There is bright-lit moonlight
So that it seems
Like frost on the ground:
Lifting my head
I watch the bright moon
Lowering my head
I dream that I'm home.3
…The second section starting at m. 54 is a reminiscence of my childhood.4
1

Shui-Long Ma, interview by author, February 22, 2014.

2

Ibid.

3

Arthur Cooper, Li Po and Tu Fu (England: Penguin, 1973), 109.

4

Shui-Long Ma, interview by author, February 22, 2014.
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Ma’s intelligence concerning Chinese literature is fascinating, and its influence is
apparent in this music. The old Chinese poets expressed their feelings in poetry while
strictly adhering to rules regarding vowel tones and the organization of characters.
Similarly, in his fantasy (usually an imaginative genre) Ma expresses gloom and
despondence within the strictures of a rational and analytical musical technique. It is also
possible Li’s Jing Ye Si inspired Ma to translate its imagery into the music: the piece’s
general melodic contours are descending, which is not only an interpretation of
melancholy but also a reflection of the physical gesture in the last two lines: “Lowering
my head / I dream that I'm home.” Also, the short ascending lines could parallel the
movement of “lifting my head”. The long notes and slow sections evoke the quiet and
flatness of a snow scene, which relates to “like frost on the ground” of the first four lines.
Ma’s sensitivity to nuance and traditional performance practice is also evident in
Fantasy for Solo Flute. He originally planned to write this piece for the Chinese flute, but
decided to compose for the Western flute for several reasons: he appreciated the special
timbre of the Western flute; he lacked access to a Chinese flute, as well as an experienced
player; and he was encouraged to compose for Western flute by the faculty at Regensburg
Academy. The gesture of fast grace notes/small-value notes and long notes is a
characteristic of Chinese flute music, and the overall tone color and timbre is heavily
influenced by Chinese music. In his interview, Ma recalled the flute faculty member, Dr.
Axel Stein, who premiered this piece. Stein shared with Ma his impression of the piece’s
style as completely different from the contemporary compositions he was used to hearing
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in Germany.5 When Ma was composing the piece, his teacher at the time, Dr. Oscar
Sigmund, did not edit or change things during their lessons; instead, he allowed Ma
complete compositional freedom, so this work truly represents the composer’s profound
inner voice.6
The overall performance of this piece should be informed by Ma’s philosophy on
life and his music.7 As described in Chapter 2 of this document, the philosophy provides
insights to the overall form of the piece. Additionally, it shines light onto Ma’s
perspective on the importance of life experience and suggests that performers use their
own experiences to help them interpret the piece. This means each musician’s
performance will be different. In embracing this philosophy, Ma builds a sense of
flexibility into his compositions that encourages the unique voice of each player to be
heard. The overall arc of the piece reflects the musician’s personal journey: after passing
through different stages of enlightenment and experience, we return to the origin;
however, our understanding now incorporates our revelations from the previous stages.
Ma suggests some alternate approaches which will help performers execute
difficult passages, emphasize the two-voice sections, and perform the tempo with the
5

Shui-Long Ma, interview by author, February 22, 2014.

6

Ibid.

7

“Before a man studies Zen, to him mountains are mountains and waters are
waters; after he gets an insight into the truth of Zen through the instruction of a good
master, mountains to him are not mountains and waters are not waters; but after this when
he really attains to the abode of rest, mountains are once more mountains and waters are
waters.” Daisetz Teitaro Suzuki, Essays in Zen Buddhism (New York: Grove Press, 1961),
24, accessed March 20, 2014, http://books.google.com/books?id=
o2d7wV4Ttx4C&printsec=frontcover&source=gbs_atb#v=onepage&q&f=false.
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requisite flexibility. The F-sharp and D–F grace notes in m. 169 (see Example 25a), E–Gflat in m. 198 (see Example 25b), and F-sharp in mm. 213–214 (see Example 25c) can be
facilitated by enharmonic fingerings.

Example 25a. Enharmonic fingerings in m. 169.

Example 25b. Enharmonic fingerings in m. 198.
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Example 25c. Enharmonic fingerings in mm. 213–214.

The sections with two voices (discussed in detail in Chapter 2) require the
performer to change the tone color so the voices may be distinguished. Ma states that the
metronome markings are intended for the performer’s reference; the performer may take
slightly slower tempi in the fast sections, as long as the overall pace and style are
maintained.8 This suggested flexibility also applies to the two-voice sections, where the
performer may employ tempo rubato to ensure the clarity of the melodic lines. Ma asserts
that tempo rubato is a concept that cannot be taught and that its application brings music
to a higher level of artistry by incorporating the performer’s personal musicianship into
the performance.9

8

Shui-Long Ma, interview by author, February 22, 2014.

9

Ibid.
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CHAPTER 4
INTERVIEW WITH THE COMPOSER
The following interview with composer Shui-long Ma was held on February 22,
2014, at 5:00 a.m. (CST) by telephone. The interview was conducted in Mandarin and
was translated into English by Ti Chung, the author, and edited for clarity by a third party.

TI CHUNG. Most of your music features Taiwanese local and dialectic tunes, and
you have devoted yourself on promoting Taiwanese culture, which shows how much you
love this country. However, the chaotic circumstances in Taiwan, including politics,
society, and education, have frustrated many people. How do you react to this? Have you
ever expressed your frustration in your music? This reminds me of the time of the
Sunflower Music Workshop in 1972; the organization was forced to annul due to the
misunderstanding regarding the Communist party’s national flower. Did you express
your anger and sense of injustice at the time?
SHUI-LONG MA. The time of the Sunflower Workshop was during the period of
martial law in Taiwan, called “White Terror.” Everyone was threatened and terrified by
the government. I was enraged a lot. However, I knew it was useless and unworthy to
speak out and voice my opposition at the time. The only thing I could do was meet my
responsibilities and work—composing. Warmth and charity is my way to respond to the
current society. I brought out the Taiwanese spirit in my music, such as true legends and
nature, delivering my faith, expectation, and hope to the listeners and society. One
example of this is an orchestral piece I composed for Cloud Gate Dance Theatre of
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Taiwan, The Liao Tien-Ding. The story is about a famous gentleman thief— Tien-Ding
Liao—during the period of Japanese colonization. By reviving his legend, I hope I can
help people reevaluate justice and develop a sense of support for Taiwanese society.
CHUNG. What was your experience and overall impression of your time spent
studying in Germany?
MA. I remember the avant-garde was flourishing at the time. Many composers
were encouraged to completely express whatever they wanted in music. I saw and heard
some things people called “music” that was randomly made sounds or noises. For me, I
thought music should be like Tien Lai (a sound from heaven); this can be sounds from
nature as well as sounds from the depths of one’s mind.
CHUNG. What is your focus now that you have retired from the Taipei National
University of Arts?
MA. I am still composing. Sometimes I give speeches in schools.
CHUNG. Would you please describe your experience in composing Fantasy for
Solo Flute?
MA. It was arranged that I would present my composition recital in 1975, for the
Regensburg Music Academy, the school I was attending, and the faculty members were
supportive and willing to perform my works. The year before my recital, I was planning
to write a piece for Chinese flute, but due to the limitation of resources, I decided to
change it to a piece for [Western] flute. That winter, I was inspired by my first experience
of snow. I was living on the second floor, and the complete whiteness on the grass
reminded me Bai Li’s poem, Jing Ye Si. At the time, I was badly homesick. As I describe
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in the program notes, “A long sigh penetrates the silent night, swells of thoughts swirl up
like waves…” I expressed my thoughts through music. Since I had heard many people
defined Chinese composers’ works as consisting only of pentatonic scales, I thought there
were other ways to present the sound of my culture and decided to use chromaticism. The
reason I did not use twelve-tone technique is that I thought the rules might restrain my
expression of sound. This fantasy seems random but has profound thoughts and meanings;
I hope the audience and performer can appreciate them.
CHUNG. Some scholars state your works during this period mark a crucial
change in your style, and some of the works do not have Eastern influences at all, such as
your piano sonata. Also, some scholars think your music is influenced by Bartok. Do you
agree with them?
MA. I have not thought about this, but I do not think my style was changed. I
would explain my works composed during this period as having more Western elements,
which I call Yang Tsong Wei.1 I merely used Western techniques as tools in my
composition process. However, the listeners can still sense my musical language and the
Taiwanese musical elements. Due to the circumstances, I do not think I will write similar
music in the future. Regarding Bartok’s influence, I have heard my music described as
similar to Debussy’s, Bartok’s, etc., but I think this is merely people’s interpretations and
a “common aesthetic synthesis,” which means people’s perceptions on an artwork may
make them recall another artwork with a similar concept but different details. For
1

In the Chinese language, “onion” is said “Yang Tsong.” “Yang” means “Western”
and “Tsong” is “scallion.” “Wei” means “flavor.” Ma humorously uses this figure of
speech to explain that the music contains Western elements.
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example, an audience may associate a piece of music with images, but each audience
member’s imagery will be different.
CHUNG. Did Dr. Sigmund edit or correct this fantasy? What were Dr. Sigmund’s
and Dr. Stein’s [the flute faculty member who premiered Fantasy for Solo Flute]
comments?
MA. No, he did not change anything in this work. Before I started writing, I had
told him my concept for this piece, so he let me compose freely. In addition, I think I
composition cannot be taught; a composition teacher can only teach techniques to
students and give them some direction; compositions are learned from one’s life
experience.
Both Dr. Sigmund and Stein thought this piece had a different sound from what
they were used to hearing. Plus, they both thought this piece required advanced technique.
Some sections are difficult in terms of fingering and embouchure.
CHUNG. Do you have suggestions regarding analysis?
MA. In terms of analysis, the beginning is the most important. The four notes, like
a sigh, are developed throughout the entire piece. Besides the chromatic notes, the tritone
is primarily featured in the piece. The familiar sound of the F-sharp–D–F in m. 98 occurs
often, too. You may already realize that the contours generally descend, which parallels
my emotion [at the time I was composing the piece].
CHUNG. There are three editions of this piece. Would you please make
comments on them?
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MA. I would suggest to using the most current edition, which is published by
Spring Autumn Music, and using the rest of the editions as references. The first edition is
published as a manuscript; it is in my handwriting. The second one is shortened because
some performers have concerns about the length. You might notice the dynamic marking
on the last note is different in each edition: I consider it easier to play sforzando in the
high register of the flute after a crescendo than a decrescendo, and I think this kind of
ending is good.
CHUNG. Do you have any performance suggestions?
MA. I usually provide few program notes, because I believe performers are fellow
creators; I highly respect them and allow their interpretations, including on this piece.
Since there may be some difficulties with technique, I would suggest taking tempo rubato
or a slower tempo, so the flexibility of tempo can facilitate the differentiation of the twovoices. I describe the beginning as sigh-like and the middle section, measure 58, as a
reminiscence of my childhood.
All of my works have the same concepts: they represent the circumstances of and
my sentiments regarding the time in which they were composed. Plus, my philosophy of
composition includes a famous proverb from Zen: “What looks like a mountain is a
mountain. What looks like a mountain is not a mountain. What looks like a mountain is a
mountain.”2 I hope performers and the audience can appreciate and be inspired by the
meaning in my music without having it explained to them.

2

Ma is paraphrasing this proverb: “Before a man studies Zen, to him mountains
are mountains and waters are waters; after he gets an insight into the truth of Zen through
the instruction of a good master, mountains to him are not mountains and waters are not
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CHUNG. Do you think a composer can write a piece that is different from his or
her cultural experience?
MA. No, I think a good work comes from the composer’s own experience and
culture and is naturally and sincerely expressed in music. If a composer tries to omit his
or her own culture from his or her works, the music will sound artificial and fake. If we
say a language represents a certain culture, then one’s music comes from one’s own
language.
CHUNG. As one of the leading composers in Taiwan, what is your expectation of
and advice for the young composers and musicians in Taiwan?
MA. I think most Asians lack confidence, and Western civilization has made
many people blindly follow any Western culture. Instead, we should learn the advantages
of Western culture, but we need to digest what we have learned and transform it to fit
with our own culture. Meanwhile, we should insist on cultivating our Eastern spirit. I
would like to encourage people to support their own cultures. As artists, we should keep
our faith and continue developing our individual styles.

waters; but after this when he really attains to the abode of rest, mountains are once more
mountains and waters are waters.” Daisetz Teitaro Suzuki, Essays in Zen Buddhism (New
York: Grove Press, 1961), 24, accessed March 20, 2014, http://books.google.com/books?
id=o2d7wV4Ttx4C&printsec=frontcover&source=gbs_atb#v=onepage&q&f=false.
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CHAPTER 5
CONCLUSION
Currently, combining Western compositional techniques with composers’ own
nations’ musical ideas is not a common technique for Eastern composers. However, this
multicultural influence will inevitably contribute to the development of a composer’s
own style. From composers’ works, we can discern the influences of their personal and
cultural backgrounds on their individual styles. Contemporary music welcomes the
variety which comes along with this individualization of style. Shui-Long Ma draws from
his experience and educational background to explore his musical identity and creativity.
The analysis in this paper illustrates how Western chromatic scales are applied to the
motives, phrases and tonality in Fantasy for Solo Flute, while at the same time, the
Eastern influence pervades the overall sound. Ma uses dissonance, chromatic scales, and
minor intervals to convey his homesickness and melancholy, and the rhythmic gesture of
the central motive evokes the Chinese flute; hence, this piece adheres to the Chinese style
within the constructs of contemporary Western composition.
This piece is not only important as Ma’s only flute solo repertoire, but also as
representative of his compositional style and faith. Even though the circumstances
compelled him to compose differently, he retained the essence of his personal style. Old
Chinese literature was particularly influential, and this solo piece strikingly reflects the
loneliness of the poem, Jing-ye Si (The Quiet Night Thoughts). The recurring musical
elements, and their variations, illustrate Ma’s philosophy of music and life.
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While preparing this piece, the performer should take care to notice and
appreciate the way the composer has infused the music with elements of his culture and
life experience. Hopefully, the preparation of this piece will provide the performer with
an exquisite musical experience in addition to an opportunity to advance his or her
musicianship.
One of the aims of this document is to promote the reputation of Shui-Long Ma as
one of Taiwan’s most representative composers and make his repertoire more accessible
to flutists around the world. Globalization has provided flutists with access to a diverse
repertoire created by contemporary composers. The vast number of pieces written for
flute since the Baroque period has supplied flutists with opportunities to develop their
musicianship through a broad spectrum of styles. This background and analysis of ShuiLong Ma’s composition for flute will hopefully contribute to future compositions by
Taiwanese composers being added to the body of flute repertoire.
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