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student Balz Baechi, a flute technician, experimented with the western concert flute
headjoint. Three prototypes emerged from this development period. The first prototype
was achieved by drilling a hole in Ziegler’'s headjoint (made by German flute maker J.
Rainer Lafin) and applying rice paper (dimo) over the hole. The rice paper worked
successfully, and the headjoint replicated the buzzing timbral colour of the dizi (figure
3.1). This model of a modified membraned flute headjoint known as the Matusiflute®
was then performed for the first time in 1987 in the NHK Hall, Tokyo, while Ziegler was

on tour with Vollenweider and friends.®

Figure 3.1. Photograph of Early Matusiflute model. (Friedrich, 2020)

As the tour progressed, Ziegler gradually grew tired of having to swap headjoints to
achieve the alternate timbre of the membraned headjoint. To address this
inconvenience, he theorised that the membrane could be covered — by use of a device
attached to the headjoint — to stop the resonance of the rice paper. A further
experimentation period resulted in the development of a mechanism that operates a

mute attached to the headjoint. The mechanism incorporates a lever that opens and

5 The name Matusiflute emerges from a humorous nickname given to Ziegler as a result of
mispronouncing his first name.

6 This early model of the Matusiflute inspire two designs that incorporated a buzzing membrane on the
headjoint; the Be-Mode flute by Katsuichi Kotato and the Zi-Fi Bi-Timbre headjoint by Giancarlo Parisi.
These headjoints utilise a latch that stops the rice paper resonating but it cannot be removed while
playing the instrument.
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depresses the mute onto the rice paper, which in turn mutes its resonance. The player
operates the mutes via a string that wraps around the right-hand thumb.” As the
performer pulls the string, the lever raises the mute; this exposes the membrane and
causes it to resonate. The mechanism was added to the headjoint and other minor
small adjustments were made. At first, the rice paper patch and the mechanism were
positioned too close to the lip plate. This interfered with the placement of the
microphone, however, that Ziegler used for amplification during his concerts. To
overcome this issue, the mechanism was rotated to occupy less space and placed

further down the headjoint (figure 3.2).

Figure 3.2. Photograph of concert flute headjoint (left) compared to the current Matusiflute mechanism on flute

(right) (own photo).

Despite the aforementioned alterations, issues emerged when the mute was
combined with the rice paper. The problem occurred when the rice paper, which

became more delicate as it collected moisture from the inside of the instrument, would

7 The right thumb is not used to depress any keys on the western concert flute.
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tear when it came into contact with the mute. To overcome this issue, the rice paper
was substituted with more durable mylar foil and later BoPET-film.8 These more
malleable materials also allowed for the tension of the membrane to be adjusted, akin
to that of the skin of a drum. This was an important realisation because a loose
membrane resonates with lower frequencies whereas a tighter membrane resonates
with higher frequencies. To allow for the fine tuning, three screws were implemented
onto the mechanism, which, when tightened, stretch the membrane. The Matusiflute
is now currently being crafted by metalworker David Kerkhof and is able to be placed
on numerous models of flutes, including alto, bass, contralto and contrabass flutes
(figure 3.3). The development of the Matusiflute headjoint responded to issues
stemming from Ziegler's performance work.® It is for this reason that Ziegler (2020)
considers the headjoint to be a “creative tool which opens up and helps to, develop

creative ideas”. This is especially the case in repertoire written for the instrument.

Figure 3.3. Photograph of Current Matusiflute mechanism on larger flute (n.d.)

8 A strong and flexible material made from polyethylene terephthalate, BoPET stands for biaxially-
oriented polyethylene terephthalate.

°® This design philosophy contrasts with the development of other flute modifications, such as the
Kingma system of flute, which strived for more widespread appeal.
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Matusiflute Repertoire and how the Instrument Affects its Stylistic Conventions

Since the debut of the headjoint 1987, Ziegler has used the Matusiflute primarily in
improvised performances to add timbral colour changes. Formed out his
improvisations, a small number of works have been specifically composed for the
headjoint. Significant repertoire written for the Matusiflute includes Ente auf dem Yang
Tse, gegen den Strom schwimmend (1989) and Ghashghai (1995). Ziegler composed

and performed these works in which the headjoint imitates non-western flute sounds.™

Ente auf dem Yang Tse, (gegen den Strom schwimmend)
According to Ziegler, Ente auf dem Yang Tse, (gegen den Strom schwimmend) is the
first work composed for the Matusiflute.’ Composed in 1989, Ziegler dedicated the
work to the protesting Chinese students who were victims of the Tiananmen Square
Massacre (Lui, 2000).'> The work opens with a free, improvised section, performed
with the flute sound, with long sustained notes separated by technically demanding
repetitive patterns. The mute on the Matusiflute is then lifted and the flute resonates
similar to a dizi. A simple melodic theme is played, featuring note bends and numerous
grace notes, which gradually develops and accelerates (figure 3.4). The melody is
pentatonic in writing, intended to evoke a Chinese Musical setting akin to that of solo
dizi music. The work then returns to a slower, more reflective tempo, as the theme

reverts back to sustained notes, returning to the flute sound (Ziegler, 1992, track 2).

0 Additionally, other repertoire includes the Nola Flute Concerto (2012) by Benjamin Yusupov (b. 1962),
Marsya’s Song (1992) for flute, vocals, double bass, and percussion by Matthias, and Daniel Schnyder’s
(b. 1961) two trios, the Trio for flute, cello and piano (1987), and the Trio for Palladio (1988). Other
works have been written for membraned flute, but specifically the Matusiflute, include compositions
written by Jun Ichiro-Taku and Gundrun Hinze, which arrange repertoire to incorporate a buzzing
membraned flute.

" The translation of Ente auf dem Yang Tse, (gegen den Strom schwimmend) is ‘Duck on the River
Yang Tse (Swimming Against Current)’.

12 Ziegler was a student at the time and composed the work to bring global awareness to the protests
of The Student Movement of 1989.
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Figure 3.4. Excerpt — Ente auf dem Yang Tse, (gegen den Strom schwimmend) [2:51 - 3:27] (Ziegler, 1992).

Transcription by author.

Ghashghai for solo flute

Featured within Ziegler's solo album Uakti, New Music for Flute (1999, track 8),
Ghashghai is one of his most often performed works. The work takes inspiration from
Ziegler’s travels through the Iranian Republic in 1995, in general, and his experience
of Qashqai culture, specifically. Upon meeting the Qashqai nomads, who were crafting
Gabbehs, '3 Ziegler was inspired to compose a piece dedicated to the artistry behind
the craft. The work starts with a free introduction, usually based on a repeated motivic
theme, this is inspired by the Qashqgai nomads who played the Shawm.’* The theme
incorporates extended techniques such as additional harmonics, key clicks and
bisbligando, which changes the tone colour of the flute. The Matusiflute is incorporated
in a similar method to the extended techniques and is employed to diversify the timbral
colours. The work then transitions into a fixed section, evoking a more folk-inspired
melody with shifting rhythmic meter (see figure 3.5). This rhythmic structure is inspired
by the santur'> players of the Mashad region in North East Iran, where Ziegler also
travelled (Ardalan, 2012).6

3 A gabbeh is a thick, handwoven Iranian carpet, often simple in design.

4 A santur is a conical double reeded instrument, similar to the Persian sorna (Baines & Kirnbauer,
2001).

'> A hammered multi-stringed instrument of Iranian origin. (Turobovna, 2016)

8 The lively and rapid rhythmic passages are characteristic of the Caharmezrab, a fast metric
instrumental solo piece, found within a collection of pieces called a dastgah (Nettl, 2006).
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Figure 3.5. Excerpt — Ghashghai [3:58 - 4:05] (Ziegler, 1999). Transcription by author.

Interculturalism and Appropriation

Themes of interculturalism and appropriation are relevant when performing music
outside of one’s inherent musical culture. With reference to pluralism achieved through
dialogue and interaction (Bouchard & McGill, 2010, p. 440), interculturalism informs a
cross-cultural collaborative process that helps to realise a musical output that borrows
from and/or incorporates elements from musical styles inherent to the participants’
cultural backgrounds. When incorporating intercultural and cross-cultural themes into
compositions, one needs to avoid notions of appropriation or Orientalism (Said, 1978;
see also Pavis, 1996). When using the timbral shift of the Matusiflute membrane to
evoke transcultural ideas, performers and composers should incorporate a cross-
cultural collaborative process to avoid such accusations of Orientalism and
appropriation.

Ziegler’s repertoire for the Matusiflute often draws from non-western musical
cultures. Ente auf dem Yang Tse, (gegen den Strom schwimmend) and Ghashghai do
not demonstrate a cross-cultural collaboration, but rather an interpretation of specific
musical stylistic qualities. Ziegler states that his approach to incorporating non-
western musical ideas into his work stems from inspiration rather than collaboration.
Ziegler uses an analogy of taking a sketch of the landscape, as opposed to a photo,
to explain this process. The former is not an accurate depiction of the culture, but
rather a personal gesture towards cultural inspiration and interpretation. This
perspective, however, does not eliminate notions of Eurocentric depictions of non-
western cultures. Ziegler’s relationship with the cultural musical origin which inspires
his works evokes elements of globalization and interculturalism. Such themes are also

present within his contributions on the dizi in the new-age pop group Andreas
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Vollenweider and friends. With reference to Ghashghai, Ziegler recontextualizes
Qashqai musical culture for western consumption. Nonetheless, this also raises
concerns of cultural sensitivity and appropriation.

With the addition of the membrane, the Matusiflute incorporates elements of the
dizi, but how should a performer navigate transcultural and intercultural ideas when
performing music that represents or is inspired by another culture? If cross-cultural
collaboration allows a new musical idea, realised from a cultural exchange and
encounter, then this process should be enforced when learning Matusiflute repertoire.
This should be acknowledged to avoid notions of Orientalism and appropriation within
flute performance, an element of Eurocentrism and Westernization (Bohlman, 2002).
Therefore, when using the Matusiflute to imitate the sound of a dizi, a cross-cultural
encounter should be conducted between the performer/composer and a traditional dizi
player. This setting, allows for an exchange of ideas and perspectives, offering advice
on creating a culturally sensitive performance, informed by the musical culture being

represented.

On Playing Dizi Music on the Matusiflute

Due to the Matusiflute’s ability to emulate the timbral qualities to the dizi, assumptions
could be made that the former may possess a musical performance practice culturally
inherent to the latter. In reflecting on his lack of Sino-Western collaborative process
when writing the Ente auf dem Yang Tse, (gegen den Strom schwimmend), Ziegler
(2020) never intended to “...take over elements of ... the sound culture”. Ziegler also
states that he never collaborated with a dizi player, a process that would have resulted
in “personal transformation, artistic growth, and the opportunity to have an impactin a
broader social and political arena” (lto, 2004, p. 38). Developing such an
understanding for the cultural musical context of solo dizi music would have further
informed the compositional and performance process to generate a more culturally
sensitive and respectful musical output.

An arrangement for a membraned concert flute that aims to imitate the dizi
through a performance of traditional Chinese music is evident in a recital in which Jun
Ichiro-Taku (2011) imitates wind instruments from around the world. In his
performance of two twentieth-century Chinese pieces — Zhe ga féi (The Flight of the
Partridges) (1926) revised composition by Lu Chunling (1921-2018), and Saima
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(Horse Racing) (1964) by Huang Huai-Hai (1935-1967) (Whitcomb, et al. 2011) —
Ichiro-Taku performs on a Kotato Be-mode headjoint, a membraned headjoint similar
to Ziegler's early Matusiflute prototypes. The performance,’” follows stylistic
techniques reflective of Chunling’s solo dizi playing style. The playing style is “marked
by a lyrical quality and the frequent use of trills, appoggiatura, subtle articulation,
contrasting dynamics, melodic augmentation and ornamented figures as well as
conjunct melodic contour”, which was an element of contemporary solo dizi music.
(Lau, 1996, p. 122). The piece can be considered an accurate imitation and replication
of Chunling’s performance style, but the performance may be considered more
culturally sensitive by incorporating elements of cross-cultural collaboration, to negate

potential notions of appropriation.

Conclusion

In allowing for a timbral shift that imitates a dizi, the Matusiflute is a bi-timbral headjoint
that may be considered a platform for potential cross-cultural musical encounters.
However, issues of cultural sensitivity should be addressed in compositional
collaborative processes when using the Matusiflute to imitate instruments deriving
from non-western musical cultures. This cross-cultural collaboration should be
considered necessary to allow for imitation of non-western instruments that respects
the represented musical culture, avoiding notions of Orientalism and appropriation. A
dialogue surrounding themes of interculturalism and cross-cultural collaboration
regarding the Matusiflute should be allowed to inform the creation of future
compositions and performances. The next chapter explores the discussion
surrounding the compositional process of a work that | have commissioned for the

Matusiflute, Laridae.

7 1t is currently unknown if a cross-cultural collaboration was achieved in the arrangement process of
this recital.
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Chapter 4:

Reflections on the Matusiflute

Introduction

Since its inception in 1987, the Matusiflute has been associated almost exclusively
with premiere performances presented and compositions written by Matthias Ziegler.
Ziegler (2020) admits that it is unlikely that the Matusiflute will achieve mainstream
appeal. The potential of utilising the Matusiflute as a platform to represent and imitate
the dizi, however, may mean that the instrument may feature in future compositions
and intercultural collaborations. This chapter addresses how the Matusiflute may be
used to approach and explore repertoire emerging from cross-collaborative creative
outputs between Sino-western music for flutes and dizi. To begin, the chapter explores
the technical specifications of the Matusiflute, considering its capabilities and
limitations. These specifications result from my personal findings and reflections on
the headjoint since acquiring it in May 2020. Following, the chapter incorporates my
experiences on the Matusiflute with acquired information on cross-cultural
collaboration and intercultural performance. This gained reflective knowledge on the
Matusiflute will assist in informing potential future works that may form out of cross-
cultural collaboration. Lastly, a new commissioned work written for Matusiflute and
piano, utilising techniques not fully explored yet, will be examined. This work emerged
out of a collaboration, to which my contribution to the process will be analysed.
Sensitive cross-cultural collaborations should be incorporated to allow for culturally

sensitive depictions of non-western flutes such as the dizi.

Technical Specifications and Limitations of the Matusiflute

When composing for the Matusiflute, technical specifications, capabilities and
limitations should be considered to inform how composers should write works for the
instrument. This will also ensure that composers are better informed of the capabilities

of the headjoint in creating potential new works.
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Range
A potential misconception regarding the Matusiflute is that the range is identical to the
standard Bohm flute system, as the body of the flute is unchanged. While in theory,
the range may be three octaves starting on C4 (Friedrich, n.d.), factors involving the
membrane limit the flexibility of the flute’s range. To address this issue, the three
screws on the headjoint tighten and loosen the membrane to allow for more resonance
flexibility, as “it has to be loose for the low register, and tighter for the higher register”
(Ziegler, 2020). One the one hand, a loose membrane creates a louder, more
penetrative tone colour, ideal for lower register playing. However, it also affects the
stability of the sound quality in the upper register. One the other hand, a tighter
membrane produces a thinner resonance. While this allows for greater range and
flexibility in the higher register, it nonetheless muffles the penetrative tone quality of
the membrane. Additionally, the sound will be gradually affected by the membrane
after extended use of the instrument, and would need to be cleaned and adjusted

accordingly.

Intonation
The Matusiflute was created to incorporate the demands of western equal
temperament and intonation to the timbre of the dizi. However, the Matusiflute itself
suffers from minor intonation differences and should be addressed. For example, the
pitch generally flattens slightly when the membrane is exposed. This is most notable
on notes with sensitive intonation on the Bohm flute system, such as E and C# in all
registers. The incorporation of extra negative space within the chamber of the

headjoint impacts the intonation and tone colour slightly also flattens the pitch.

Timbral Shift
The lever, operated by the performer via a string, which mutes the membrane creating
a flute timbre, allows for different techniques and effects within a performance. Unlike
other western concert flute modifications incorporating a membrane, the string allows
the player the ability to shift timbres while playing.'® This timbral shift can be gradual,

by pulling slowly, subtly changing the colour of the note, or rapid. A timbral trill can

8 As opposed to removing one of the hands from the body of the instrument to adjust the latch on the
headjoint.
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also be achieve by rapidly pulling on the string to mute and unmute the membrane,
rearticulating each time on a sustained note.

When writing for the Matusiflute, the timbral shift achieved by pulling the string
should be indicated clearly through notation or written markings. The nature of the
instrument parallels that of a trumpet plunger mute, where the colour of the note can
be adjusted codependently of the playing of the instrument. In indicating this change
in colour, the plunger mute uses a notation to indicate when to adjust the tone colour.
A “+” sign over the note indicates covering the bell of the trumpet with the plunger, and
a “0” sign indicates to remove the plunger from the bell. These notations may appear
more than once on the same note (Griffin, 2007). Composers may use the same
notation to indicate when to pull on the string, with the “+” notation indicating a pulling
of the string, and the “0” notation indicates the strings release. Future compositions
and performances should be informed of such technical specifications and limitations
to create and perform repertoire which fully utilises the headjoint.

Along with the technical specifications, composers and performers should also
adopt a sensitive and collaborative approach when using the Matusiflute to depict
musical phrases and ideas that evoke non-western themes. An example of positive
cross-cultural encounters within a performance setting comes from APPEX, where
performers are encouraged to collaborate with each other to generate a sensitive and
realised process (Mitoma, 2004). Ziegler (2020) considers that to “meet a dizi player,
... and play, and [to] improvise together, that would have been a nice encounter.” Such
a beneficial process is to be able to workshop with a musician proficient in the
instrument the Matusiflute is trying to represent. Therefore, a composer or performer,
when using the Matusiflute as a platform to express non-western musical ideas, should
workshop and collaborate with musicians proficient in the instrument that the

Matusiflute imitates or evokes, such as the dizi.

Conclusion

The Matusiflute carries potential as a platform for enabling intercultural dialogue and
cross-cultural exchange as an instrument which evokes timbral qualities of non-
western instruments. This cross-cultural exchange should be considered and realised
if the Matusiflute is written to imitate non-western flute sounds, such as the dizi. In

anticipating potential future works for the Matusiflute, composers and performers
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should be informed of the technical specifications, capabilities, and limitations of the
instrument to allow for more effective writing that utilises the instrument’s capabilities.
Additionally, proper care and research should go into the musical culture surrounding
the instrument, to avoid notions of Orientalism and misrepresentation. This care and
research will in turn inform my output of the piece, through an informed performance

practice setting.
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Chapter 5:

Conclusion

This thesis has addressed the development of the Matusiflute and the cultural context
surrounding its repertoire with specific reference to the themes of cross-cultural
collaboration and globalization. The Matusiflute is also a product of the musical cultural
interplay between Sino-Western ideas, due its ability to shift timbres to that which
evokes the colour of the dizi. This cultural interplay must be addressed when
composing or performing Matusiflute repertoire which evoke ideas of the represented
musical culture to avoid notions of Orientalism and misrepresentation of musical
culture.

The thesis has explored the relationship between globalization and cross-cultural
collaboration within a musical setting, to imitate non-western ideas and themes. When
incorporating themes of non-western musical origin, sensitivity, understanding and
respect for the other culture should be enforced within workshops to allow for cross-
cultural encounters and exchanges. Themes of globalization and interculturalism
relate to the development of the Matusiflute, with its ability to imitate the colour of the
Chinese dizi. Informed through an interview with the inventor Matthias Ziegler, the
production history of the Matusiflute and respective repertoire is identified and
explored. Constructed with the dizi in mind, the Matusiflute was developed and
adapted to suit Ziegler’s free improvisatory style of playing throughout his career. The
repertoire written for the instrument also reflects Ziegler's playing style and often
incorporates the buzzing timbral colour to represent non-western musical ideas. This
is evident in Ghashghai, and Ente auf dem Yang Tse, (gegen den Strom
schwimmend), two of his more prominent Matusiflute works. Such pieces utilise the
Matusiflute to represent non-western musical ideas and themes. These
representations which result from inspiration from other cultures, rather than an output
of cross-cultural collaboration, may evoke potential notions of Orientalism. Discussion
of the aforementioned themes then informed my approach to collaborating in creating
a new work for the Matusiflute, Laridae. Composed and collaborated with Jonathon
Yang (b. 1999) with the intention of premiering at my end of year recital, the piece was
written for piano and Matusiflute. The work employs the use of the Matusiflute’s
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changing timbral colours to elevate musical ideas and character, such as requiring to
frequently switch between both flute timbres while playing.

Understanding the specifications and the cross-cultural contextual background of the
headjoint informed the composition process of the piece, as well as how | will interpret
and perform the piece in a recital setting.

In researching and writing for this thesis, there were topics and ideas that could
be explored in more depth in a future study. In researching cross-cultural collaborative
encounters, | was unable to produce such an encounter myself when working with the
Matusiflute to imitate non-western instruments. In addition, comparison between the
Matusiflute and the dizi was limited due my not having access to the latter instrument.

In conclusion, the Matusiflute allows for a timbral shift which is unique to
contemporary flute performance. In using the Matusiflute for evoking a representation
of non-western musical ideas, however, methods of cross-cultural collaboration should
be considered and enforced to allow for a more sensitive approach to such
representations. Consequently, notions of Orientalism and appropriation may be

evoked in performance if not properly considered.
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