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horns, and trombones pass a sustained E minor sonority and the ominous, rhythmically-
displaced eighth notes continue. This first section of the movement closes at measure 66

(see example 8.5).

Example 8.5. Maslanka, Symphony Number Three, full score, mvt. 4, mm.57-67

The next section extends form measure 67-104. Here there is a return to a more
peaceful texture. The English horn leads the next section with a song-like melody (see

figure 8.5 and8.6).
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Example 8.6. Maslanka, Symphony Number Three, full score, mvt. 4, mm.68-73

751,
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This melody is supported by soli clarinets and trombone, but in measure 71 becomes
embraced by the contrabass clarinet, saxophones, horns, double bass, and piano. In
measure 79, the solo English horn relinquishes its solo into the delicate, ethereal music
that follows. This music begins in measure 80, with the delicate alto saxophone, double

bass, French horn 1, and clarinet 1 moving in and out of each other’s sonorities (see
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example 8.7).

Example 8.7 Maslanka, Symphony Number Three, full score, mvt. 4, mm.80-87

Poex . 2. 157
FlAy z.% £
L

£4 ?

kig* 4

The color shifts in measure 97, as the flutes, oboes, glockenspiel, bowed vibraphone, and
crotales form a light supportive texture for the light melody in the English horn and

bassoon. This light section continues until 105 when the ominous eighth notes return (see

example 8.8).
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Example 8.8. Maslanka, Symphony Number Three, full score, mvt. 4, mm. 96-108

wET

The next section begins at measure 105-140 with the mysterious eighth notes in
familiar instrumental voices (low reeds, tuba, double bass, and piano) augmented by the
addition of the timpani (see example 8.8). The trumpets, saxophones and euphonium
present a fanfare like figure that increases in activity and in its dynamic until it is released
into the ensemble in measure 116. The clarinets, oboes, English horn join the texture in
114 with a falling gesture. The upper woodwinds dominate the texture in measure 116,
with a melody reminiscent of the melody presented in the first more aggressive section,
as the entire ensemble crescendos into a measure 119. In measure 119 the brass section
with the exception of the tuba, aggressively repeat at fff the sixteenth-note triplets that
were foreshadowed in the trumpets and percussion at measure 39. The percussion
through this forceful music creates a large block of dynamic accentuation with the

timpani, tenor drum, large suspended cymbal, and bass drum surging from piano to forte
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(see example 8.9).

Example 8.9. Maslanka, Symphony Number Three, full score, mvt. 4, mm. 114-119

At measure 122 a two measure sequence begins composed of a dense dissonance in the
ensemble followed by an aggressive falling gesture in the woodwinds and horns (see

example 8.10).
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Example 8.10 Maslanka, Symphony Number Three, full score, mvt. 4, mm. 124-127

The arrival at 119 continues growing without relinquishing intensity of it’s
dynamic until measure 129. Finally at measure 129 the English horn moves back into the
forefront of the texture with a comforting melody. Comforting melody to this author
because of its contrast from the density and dynamic of the previous aggressive music.
The English horn continues to sing it’s simple melody accompanied by the timpani softly
sustaining in the background until the arrival of the “golden light”(see example 8.11).
Maslanka stated in his meditation notes that: “The bear is radiating the essence of this
music. It is an awareness of the utter beauty of the natural world, of the joy and pain of

being alive; a sense of being right at the center of the life force.”
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Example 8.11. Maslanka, Symphony Number Three, full score, mvt. 4, mm. 128-136
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The song appears in the clarinets and saxophones initially from measure 142-149 (see
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example 8.12).

Example 8.12. Maslanka, Symphony Number T hree, full score, mvt. 4, mm. 139-150
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At measure 149-153, the oboes join the clarinets and saxophones in a brief interlude. The
song starts again, suddenly a bit faster, with the addition of oboes, English horn, bass and
contra bass clarinet, bassoons, contrabassoon, trumpets, double bass, and piano (see

example 8.13).
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Three, full score, mvt. 4, mm. 151-156

K s .
T R

- Maslanka, Symphony Number

This slightly larger section moves forward until the next brief quiet interlude from 162-
164. At measure 164 the suspended cymbal and snare drum add to the ensemble’s
crescendo into 165 when there is slightly larger statement of the “golden light” song. The
song is augmented by the presence of a more complete piano part and vibraphone part as
well. Like in previous sections, as the song gathers momentum it recedes again at
measure 170. This final interlude is shaped again by a more active flute, oboe, and E flat
clarinet intermingled melodic line. The ensemble crescendos again into the fullest

statement of the “golden light” with the entire ensemble singing together at measure 176-

185 (see example 8.14).
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Example 8.14 Maslanka, Symphony Number Three, full score, mvt. 4, mm.175-179

Freetyz
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In measure 187 a more active section begins with a frenetic melody in the English
horn, E flat clarinet, alto saxophone, piano, and xylophone. The frenetic melody line is

joined by the trumpets in measure 190. The horns, trombones, contrabassoon, bass
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clarinet, contrabass clarinet, provide some pointallistic accents to the frenetic line as it

moves into the saxophones, oboes, flutes (see example 8.15).

Example 8.15 Maslanka, Symphony Number Three, full score, mvt. 4, mm. 184-191

At measure 195 the clarinets, bass clarinets, contrabass clarinet, bassoons, contrabassoon,
tenor saxophone, baritone saxophone, horns, trombones, and euphonium sustain a slow
moving line that opposes the frenetic line which crescendos into 203. At measure 203 the
upper woodwinds, horns, trumpets, and piano introduce the main motive for the rest of

the section rises (see example 8.16).
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Example 8.16. Maslanka, Symphony Number Three, full score, mvt. 4, mm. 202-212

At measure 210 trombones introduce a counter motive that adds to the huge mass of
sound that enters 220. In measure 218 the clarinets, bass clarinet, bassoon, saxophones
and piano have an aggressive line of triplets which leads us into the closing melody of

this section and movement (see example 8.17).
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Example 8.17 Maslanka, Symphony Number Three, full score, mvt. 4, mm. 219-223
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The closing melody of the aggressive section, is introduced in the oboes, English horn,
clarinets, bass clarinet, contrabass clarinet, bassoons, contrabassoon, saxophones, French
horns, double bass, and piano. The motive, orchestrated in unison with the for mentioned
ensemble, continues until it is joined by a final stroke of the tam-tam and recedes in

measure 233 (see example 8.18).
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Example 8.18. Maslanka, Symphony Number Three, full score, mvt. 4, mm. 230-236
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In measure 236 the piccolo begins the final melody to the end of the movement. The
piccolo melody is, in part, exactly the same melody that the English horn had at measure
67. The piccolo floats delicately over the sustained C sharp minor sonority which fades

into silence (see example 8.19).
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Example 8.19. Maslanka, Symphony Number Three, full score, mvt. 4, mm.237-249
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Figure 9.1
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" David Maslanka to Gary Green. 10 May 1991 transcript in the hand of David Maslanka.
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CHAPTER 9
MOVEMENT V

The final movement of the Symphony is the second of the laments. This lament was, as all
parts of this symphony, inspired by Maslanka’s meditations. The following are the notes
from his meditations that influenced this movement.

The bear appears again in a meditation and gives the essence of the fifth

movement:

Meditation: the bear’s song a fine summer day, piercing sunlight, wind, sun glitter

in dark leaves, open fields of grain, pears in clusters, grapes in clusters. The ritual
Indian rises; the young Indian lovers appear. I see bear tracks by the creek; then

see the bear. Bear is singing, says “Come. We run upslope to remaining snow (in

June) up to the highest ridge. (This reveals in part why the bear in my earlier

dream was snow-covered: coming from the highest altitudes, i.e. from the upper

spirit world.) We emerge to dark blue sky and glare of sun.

A further meditation at the same time: a great mass of diamonds which become
the sacred heart of Christ, which opens to reveal a flame.

The bear’s song starts at measure 77 of the 5" movement.*®

The images in these meditations clearly point to a sense of warm acceptance and a
joining with the powers of nature. The images speak to the‘unimaginable beauty of nature
and of all of its systems. Much like the free- flowing quality of the images the music
takes on a rhapsodic form and continually produces new ideas. The fifth movement of the
Symphony presents a continually expounding shape. Each section, much as in the

previous movements, moves into the next in a ‘through-composed’ manner with hints of

*® David Maslanka. “Meditation Notes” typed for Gary Green by David Maslanka, 1991.
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motives and textures used previously in the Symphony (see figure 9.2).

Figure 9.2 Formal structure of movement V

e Section A- (mm. 1-43)
Trombone solo with woodwind choir
o Section B- (mm. 44-52)
Light flute solo
e Section C- (mm. 54-69)
Active music reminiscent of second movement
Joyous transition (mm. 69-77)
e Section D-(mm. 77-106)
Bear’s Song
e Section E- (mm. 107-188)
Overlapping of bear song-like solos
euphonium and trombone solos transition into return of angelic
music
soprano and tenor saxophone duet
o Section A’- (mm. 189-212)
closing section like section A

The first section of the work is from measure 1-44. These measures are shaped by a
dissonant woodwind choir(made up of oboe 1, clarinets, bass and contra bass clarinet,
bassoon 1, alto saxophone 1, and double bass) accompanying the difficult song of the

solo trombone. The woodwind choir presents an austere sonority here that moves through

is role with out any change in dynamic (see example 9.1).
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Example 9.1 Maslanka, Symphony Number Three, mvt. 5, mm.1-7

j [)::ca78 favarenT
]

2}
=
-

2 4
K

.
~
S A R

w
R

- ' e =

ro Crese . g i -

The choir is stoic. There is a brief instance of the music slowing a lot in measure 16,

before the woodwind choir is reduced to clarinet choir with double bass to accompany the
solo trombone to the end of this section in tempo. It is the opinion of this writer that this
song and the language of the dissonant sonority have a direct relationship to the type of
motion found in Stravinsky’s Symphonies of Wind Instruments.

The music then shifts to a brighter texture and tempo quarter note equals 96 in
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measure 44 as the solo flute and glockenspiel introduce a lighter, melodic line. This new
line is supported by the drone of the bass and contrabass clarinet, double bass, and
timpani sustaining a “D” (see example 9.2). The marimba and crotales fade in and out of
their individual supportive roles as they finish the implied harmony of the new melodic

line. This new texture continues until interrupted by a more active texture in measure 54.

Example 9.2 Maslanka, Symphony Number Three, full score, mvt. 5, mm. 44-50

e st re £t S 5T
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From measure 54 -60 the new section is predominated by the solo alto saxophone
line. This saxophone line in the opinion of this writer has a similar contour to the tenor

saxophone heard previously in the fourth movement of the Symphony(see example 9.3).
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Example 9.3. Maslanka, Symphony Number Three, full score, mvt. 5, mm. 51-58

A rhythmic pattern of meandering sixteenth-notes is introduced in the trumpets and
vibraphone in measure 54, which builds in intensity before it is relinquished to the rest of
the ensemble (piccolo, flutes, clarinets, bassoons, piano and glockenspiel, and
vibraphone) in measure 60. This active section prepares us for another more martial

theme presented powerfully by the upper woodwinds in measures 61-69 (see example

9.4).
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Example 9.4 Maslanka, Symphony Number Three, full score, mvt. 5, mm. 62-66
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The percussion is not involved in this texture. Maslanka split the ensemble into two main
ideas: here: the upper woodwind melody, and the counter-melody in the low reeds, and
brass. This declamatory melody continues until sixteenth notes, again in the low reeds,
saxophones, trumpets and tuba, move us into the first big transition section of the
movement.

This transition stretches from measure 69-77. The texture here opens it self up to
a five diverse elements. The first part of the texture is a melody sustained in the piccolos,
flutes, oboes, and E-flat clarinet. The second part of the texture is a noble counter melody

orchestrated in the English horn, French horns, and chimes. The third part of the texture

—Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



118

is aggressive sextuplets in the clarinets, bass clarinets, bassoons, saxophones, and piano.
The fourth part of the texture is a more sustained motion in the trombones, euphonium
and tam-tam. The final part of the texture is a drone-like sustained “A” in the contrabass
clarinet, contrabassoon, tuba, double bass. All of this activity and joyous effect of bell-
like tones in motion through out the ensemble lead towards the emergence of the “bear’s

song” in measure 77 (see example 9.5).

Example 9.5. Maslanka, Symphony Number Three, full score, mvt. 5, mm.67-72

The ‘bear’s song” appears first in the alto saxophones, trombone, and euphonium.

The texture here much like in the previous section is comprised of four parts. Of course
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the initial bear’s song, then a repetitive quarter note pulse line in the English horn,
bassoons, French horns, and piano, then a slower moving line in the bass clarinet,
contrabass clarinet, contrabassoon, tenor and baritone saxophone, bass trombone, tuba,
double bass, and piano, and finally a trilling motion in the upper woodwinds to complete
the texture. In measure 80 there is a delicate answering to the bear’s song by the piccolo,
oboe and trumpet, and in the next measure more voices join in the bears song namely
piccolo 1, oboes, tenor saxophone, and trumpets. Percussion rejoins the ensemble in

measure 82 (see example 9.6).

Example 9.6 Maslanka, Symphony Number Three, full score, mvt. 5, mm.76-84

The song of bear continues until it combines with the earlier more active swirling

sixteenth-notes from measure 90.

The sixteenth notes return in the clarinets, bassoons, saxophones, and piano while
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the bass and contrabass clarinets, contrabassoon, bass trombone, double bass and timpani
provide a slower line, all of which supports the upper woodwind melody at measure 91.
This melody is scored in the piccolos, flutes, oboes, English horn, and E-flat clarinet (see

example 9.7).

Example 9.7 Maslanka, Symphony Number Three, full score, mvt. 5, mm.90-95

This high melody and more active texture finally starts to recede at measure 97 as we

move back to a more intimate and less aggressive mood for the rest of the movement.

At measure 100 the solo flute presents a melody reminiscent of the bears song.
The melody is accompanied by steady quarter note pulsations in the French horns, a slow
moving gesture in the bass and contra bass clarinet, tuba, and double bass, and sixteenth
note pulsations in the piano. In measure 104 there is a brief clarinet restatement of the

arpeggiated texture we saw at the beginning of the Symphony. The section moves into d
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minor and it’s focus turns to the solo euphonium in measure 107 (see example 9.8).

Example 9.8. Maslanka, Symphony Number Three, full score, mvt. 5, mm. 99-107

The texture here is similar to the previous with the solo flute except Maslanka changes
the colorations of the quarter note pulsations from French horns to saxophones, and
clarinets (see figure 9.8 and 9.9). This texture continues until the French horns reclaim
their color and the quarter note pulsations, with a slight announcement from the timpani
and piano, and the music moves back into B flat major. The solo euphonium is joined by

the oboe in measure 119.
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Example 9.9 Maslanka, Symphony Number Three, full score, mvt. 5, mm.108-112

At measure 123 we have brief interlude of the more active music, with the return of the
sixteenth-note arpeggios in the clarinets, bassoons, piano and mallet percussion. The
quarter note pulsations move into the trombones and a new heroic melody emerges in the

French horns, English horn, oboes, and alto saxophones (see example 9.10).
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Example 9.10. Maslanka, Symphony Number Three, full score, mvt. 5, mm. 124-127

This texture recedes into measure 135 towards supporting the highly scored solo oboe.
This oboe melody in the opinion of this author has a resemblance to the bear song
initially presented in measure 77 of this movement. The solo oboe sings with very sparse
accompaniment a quarter-note pulsations- in the saxophones, clarinets and French horns,
and sustained triads in the marimba, until it passes the solo to the trombone in measure

152 (see example 9.11).
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Example 9.11. Maslanka, Symphony Number Three, full score, mvt. 5, mm. 135-139
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The double bass joins the texture in measure 149 with the new pulsation motion in the

clarinets. The trombone solo marked gently stays fairly inward until it bursts forward
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dynamically and in tessitura in measure 161 (see example 9.12).

Example 9.12. Maslanka, Symphony Number Three, full score, mvt. 5, mm. 150-155 and

mm. 161-163

Also in measure 161 we see a return of the sixteenth-notes in the clarinets. The French
horns and trumpets step back into the texture in measure 161 with triadic pulsations until
170. In measure 165 when the trombone finally starts to move down in dynamic we see
the percussion join the rhythmic figure of the trumpets and French horns, with a gentle
bell-like melody. This melody as it stretches across the next few measures reminds the
author of the timeless light angelic music of the second movement of the symphony.

Maslanka scored this bell-like music for the crotales, 3 triangles, vibraphone, and four
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gongs (see example 9.13).

Example 9.13. Maslanka, Symphony Number Three, full score, mvt. 5, mm.164-171

As the trombone begins to diminuendo in measure 165, the first bassoon moves forward
to take up the melodic line. The texture from 165 until 179 is dominated by the gentle
descending bassoon line, which is accompanied by the meandering sixteenth notes in the
clarinets, sustained motion in the contrabass clarinet, French horns, tuba, double bass and
timpani. The music slows slightly in measures 178-179 before the start of the soprano
saxophone and tenor saxophone duet in measure 180. From measure 80 -189 the texture
is dominated by an intimate duet between the tenor and soprano saxophone (see example

9.14).
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Example 9.14. Maslanka, Symphony Number Three, full score, mvt. 5, mm. 176-183.
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The two lone characters are supported by the sustained motion in the contrabass clarinet,
double bass, piano, and the gentle chiming of the bells in the percussion. The duet
continues until the tenor saxophone slowly energizes the soprano saxophone into its
highest register and to the choir of woodwinds in measure 189.

This section from 189 to the end of the movement is reminiscent of the music that

began the movement with the , dissonant woodwind choir mixed with the sustained solo

voices (see example 9.15).
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Example 9.15. Maslanka, Symphony Number Three, full score, mvt. 5, mm. 189-212
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The soprano saxophone dominates the texture with the choir until it passes the song to the

euphonium in measure 192. The euphonium solos with the woodwind choir brings the

movement and Symphony to a quiet close.
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CHAPTER 10
CONCLUSIONS AND SUGGESTIONS FOR FURTHER STUDY

As of this writing, the Symphony has been performed only eight times and
recorded once. This author offers a few reasons why this may be the case. The first is the
work’s length. Regrettably, the repertoire of the wind ensemble is not filled with a
number of lengthy works. The few works that are of some significant length; Mozart’s
Grand Partita, Strauss’s Symphony for Wind Instruments, Messiaen’s Et Expecto
Resurrectionem Mortuorum to name a few, do not get performed often. The Symphony is
approximately 50 minutes in length, and requires a large time commitment in rehearsals
towards an effective performance. While many conductors will stop at the works length,
some, after careful study and analysis, will see the next problem: the technical difficulty
and emotional maturity required to perform the work.

The technical difficulty and emotional maturity requirements of the ensemble
comes through in every measure of the Symphony. Each player is required to his technical
abilities to their limits. Each instrumental part is virtuosic, employing extreme ranges,
speedy passage work, sustained melodic contours, and requiring subtle intonation and
color adjustments. Gary Green in an interview with this writer stated that this work “calls
for the finest of musicians in your ensemble.”* The enormity and persistence of these

requirements will deter many conductors. There is a certain physical, and emotional

* Gary Green, Interview by author, mini disc recording, Coral Gables, Florida,14 April, 2004.
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muscle that is required to perform this Symphony and many other works of Maglanka’s.

Once the physical requirements are understood and accepted the ensemble can
deal with the journey cf the Symphony. The Symphonyis comprised of five huge
movements. These five movements form in the opinion of this author a large shaped arch
shaped form with the emotional peak in the fourth movement, coinciding with the
emergence of the “bear’s song.” The Symphonyis bonded together with the various
themes and motives devices used by Maslanka throughout the composition. The form of
the Symphony as a work is much different than the classical sense of the word. The
harmonic and melodic contours of unfold closer to the manner in which a story might
unfold. Also bound to the musical story of the work are the unique meditation images that
served as a spiritual conduit for Maslanka during the composition of the Symphony.
These images, which are a part of all of Maslanka’s compositional processes, bring a
uniqueness to each work of Maslanka’s that is worth taking notice.

The other issue that many have lead to so few performance of the Symphony is
beginning with the C Major scale. As mentioned in the body of this document in chapter
5, the scale implies certain bias that could hinder conductors from considering
performing the work. This author states that this is a bias. The bias comes from the
unfortunate unfocused experiences of many wind conductors in starting rehearsals with a
scale. Maslanka stated that “this is a minor issue. People who are put off by the scale are
merely using that as an excuse for not daring to think or feel.”>°

Another issue that could hinder conductors performing the Symphomare the
issues in realizing the, at times, dense orchestration. Last year the University of Miami

Wind Ensemble was invited to perform at the National College Band Directors

5° David Maslanka, Telephone Interview by author, tape recording, Miami, Florida, 3 March, 2004
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Association Convention in Minneapolis, Minnesota. Maslanka’s 4 Child’s Garden of
Dreams was selected to be performed on the concert. During the preparation, of the
music a young man who played euphonium approached Mr. Green wondering if anything
could be done with the music so that he would be able to play on the concert. The
repertoire included little music, aside from the Fanfare Canzonique that required
euphonium. Mr. Green contacted Maslanka and asked if it he could write euphonium part
for A Child’s Garden of Dreams. Maslanka wrote a part for the student to play on the
concert. He sent the part via fax with a letter included in Appendix B. Within that letter
one can see Maslanka remarking about his own orchestration of the harps in the work.
Would Maslanka consider revisiting the orchestration of the Symphony? This question
was posed to Maslanka whom responded “that with only eight performances that the way
to make the Symphomsound has not been established. ” Maslanka feels that “the piece
needs revisiting a number of times by conductors willing to put in the effort... ways of
making textures and sounds have to be explored over a number of years.””'

There are several instances that this author would feel further study could
illuminate. The first is the experiences of the prior conductors of the Symphony. This
author feels that by asking these conductors about specifics of their rehearsals that many
of the difficulties of performing the Symphonycould be specifi cally illuminated. Tﬁis
author also suggest the possibility of using assistant players for some of the more
physically taxing instrumental parts. Much like in large scale symphonic works the wind
ensemble choosing to perform Symphony Number Three could implore the use of
assistant principal players. These assistants would not play all the time, as to distort the

original instrumentation of the work, but would assist the principal player in there role in

*'David Maslanka, Telephone Interview by author, tape recording, Miami, Florida, 3 March, 2004
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the Symphony.

It is the humble opinion of this writer that Symphony Number Three by David
Maslanka is an incredible composition for the wind ensemble. It is through the future
examination of other conductors, through performances of the Symphony,that the future

of this work in the literature for wind ensemble remains.
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APPENDIX A:

INTERVIEWS WITH DR. DAVID MASLANKA

The following are a series of interviews with Dr. David Maslanka, conducted by the
author. All conversations with the composer occurred via telephone.

Telephone Conversation with David Maslanka 13 January 2004

BRENTON ALSTON: I started to try to do a biographical sketch, because we have to do
that for the paper. Thankfully, thanks to the other guys that have done papers, there is a
good deal of information that I was able to find from Amborse’s paper and from Booth’s

paper.
DAVID MASLANKA: There is also...how detailed a thing are you looking at there?

BRENTON ALSTON: It’s pretty involved. We’re not talking about real detail, but a
good chunk of space. I think it is pretty important. I had a question about the Greater
Boston Youth Symphony Orchestra. You were part of that in high school?

DAVID MASLANKA: Yes, I was, my senior year in high school, 1960-1961. I was a
clarinet player.

BRENTON ALSTON: Do you remember what kind of stuff you played in there?

DAVID MASLANKA: We did some very good music. We did the Prelude to the Third
Act of Meinestersinger . We did Sibelius Violin Concerto the first-chair violinist was the
soloist and he did a really good job. We did the Morton Gould American Sinfonietta. And
we did Verdi, the Stabat Mater for Chorus and Orchestra. We also did a piece that was
commissioned, I am not sure it was commissioned by the Youth Symphony, but it was by
a composer, Paul Steg, and I have never heard of him before or since. It was a passacaglia
kind of piece, it may have even been entitled that, but I was not very fond of it. There
may have been other things, but that’s all I can recall now.

BRENTON ALSTON: So, through that you got exposed to actually playing some of the
other types of stuff you were not getting to play in All-State bands.

DAVID MASLANKA: Yes, that was my first playing exposure to some of the great
forms of music.

BRENTON ALSTON: I played clarinet, or at least tried to, and I just knew that
performance element was not for me. I never got to play in an orchestra. I studied
privately all through when I started fourth grade and on up until I finished my Masters I
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studied privately, but I never got to play in an orchestra. So, I learned that stuff, not from
the inside out, but from the outside in.

DAVID MASLANKA: I was a very good clarinetist as a high school kid. I wasn’t the
greatest player, but I went to Oberlin with the clarinet as my major instrument. [ realized
fairly soon that there were other people who were better than I am who were going to be
the performers, but I did have a lot of performing at Oberlin in the wind ensemble and in
the orchestra and some recital play as well.

BRENTON ALSTON: You were a music ed major at Oberlin, right?
DAVID MASLANKA: Yes, that’s right.
BRENTON ALSTON: Did you study composition at all there?

DAVID MASLANKA: I did, starting in my sophomore year. As a freshman, [ started to
try to write some stuff and then in my sophomore year | was allowed to take a
composition class with Joseph Wood and from there on I thought of myself as a
composer, although I was taking an education curriculum. I studied with Mr. Wood for
the next....well, I went to Europe for the junior year....and came back for the senior year
and [ studied with him, at which time I decided I was going to be a composer and
managed to get myself into graduate school for composition.

BRENTON ALSTON: Right, at Michigan State. There is something I read in Ambose’s
paper where he talked about how you felt an opening during your time at Michigan State
with music. You noticed it was happening a little easier, it was flowing a little better.

DAVID MASLANKA: Yes, very definitely. It was my first real sense that something
powerful could happen. I was at that time learning my craft as a composer. As I entered
the graduate school, I had actually a fairly small collection of finished pieces and I did
not consider myself a finished craftsman at all. So, the five years in graduate school at
Michigan State was a time of evolving the composing craft. As that began to happen, I
began to have this experience of music coming out in kind of a torrent. It wasn’t finished
stuff, but there was this sense of momentum. That was the beginning of my sense that [
could do this.

BRENTON ALSTON: I learned that also the full project you did was Double Image.
DAVID MASLANKA: Yes, it was a piece for orchestra. That was for my Masters
Degree and it’s a piece where one part of it was performed on a student composer concert
at Michigan State, but the piece had never gone any further than that.

BRENTON ALSTON: Ok. Shortly after the Masters, you got married.

DAVID MASLANKA: I did, yes, in 1968.
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BRENTON ALSTON: And a few years after that you got the Doctorate. What was the
doctoral project?

DAVID MASLANKA: The doctoral project was two pieces, a symphony for orchestra
and a string quartet.

BRENTON ALSTON: So, the first symphony was for the Doctorate.
DAVID MASLANKA: Yes, that’s right.
BRENTON ALSTON: What happened to the first symphony?

DAVID MASLANKA: It still sits, waiting for me, probably, to revise it if [ ever get
there. It is not a piece | would have performed in its current condition. What it turned out
to be was more or less a scrap pile for ideas. I have used any number of ideas from it for
other things, but I wouldn’t now seriously see it performed as it is. It just needs work. But
it was the first effort in that direction.

Symphony No. 2 came along quite a long time later. You’re looking at 15 years later. |
was already a developed composer by that point. It’s really kind of curious that they will
give you a Doctorate in Composition and there you are Doctor so and so — with a
Doctorate in Composition, and just at the very, very beginning of knowing how to think
about writing music. [ think it is strange.

BRENTON ALSTON: That’s kind of where I am at with this degree. I just, in
September, turned 27 and they are about to unleash me on the world.

DAVID MASLANKA: I got my Doctorate when I was 27. I guess “unleashed” is
probably not the right word. It just sort of began to happen.

BRENTON ALSTON: Who was your first wife?

DAVID MASLANKA: Her name was Suzanne. We were married in 1968, divorced
about ten years later. Then I married Alison in 1980. Today is our 24™ wedding
anniversary.

BRENTON ALSTON: Well, happy anniversary!

DAVID MASLANKA: Thank you.

BRENTON ALSTON: That’s wonderful. So, after you got married, you were teaching in
New York.

DAVID MASLANKA: Geneseo, New York, which is near Rochester. There is a state
university there.
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BRENTON ALSTON: After that, you went to Kingsborough, no NYU?

DAVID MASLANKA: First, to Sarah Lawrence College. I moved to New York City in
1974. 1 was offered a part-time job at Sarah Lawrence. I was there for six years and that
job disappeared. I have disappearing jobs. My first job was promising enough, it was a
tenure track job that evaporated because they didn’t have any money. This next one, |
was passed over for a full-time position and then not hired back. It was a difficult time.
Then I had a year at NYU, a part-time appointment, and after that I went with a
recommendation to Kingsborough, where I taught for nine years. I was full-time faculty
and got tenured.

BRENTON ALSTON: From Kingsborough, you left.
DAVID MASLANKA: I am a drop out.

BRENTON ALSTON: I read you have talked about how your wife loved horses and that
was a pull, but there was a pull away from that whole academia thing too.

DAVID MASLANKA: Very much so. I guess I’m fated to be associated with the
university somehow, because that’s where my music is played. I like to teach quite a lot,
but I was not a good institutional person. I never fit in well as a faculty member and so it
was a strain for me and after 20 years of it, [ finally came to understand that that wasn’t
the right path.

BRENTON ALSTON: Ever since then you have just been accepting commissions?
DAVID MASLANKA: Yes

BRENTON ALSTON: That will segue into the commission part, which a little more
shaped. You went to Montana right, now I’'m trying to get this straight where you were,
you were in New York whenever you first meet Green.

DAVID MASLANKA: I was living in New York City, yes. He had been involving
himself with the Child’s Garden of Dreams piece. It was a piece that he had become
acquainted with when he was a high school teacher in Spokane. When he got to
Connecticut he worked up his band to where he thought he could do the piece and then he
gave me a phone call.

BRENTON ALSTON: So that phone call was the first....

DAVID MASLANKA: Just out of the blue he called me and said he found what he
wanted to do and we started thinking about getting together. I went up to Connecticut and
worked with him on that first occasion. It was out of that time that we had a conversation
about writing a piece.

BRENTON ALSTON: It was while you were there doing a Child’s Garden of Dreams
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that you guys started talking about that.
DAVID MASLANKA: Right

BRENTON ALSTON: Is thre anything that sticks out in your mind about that visit with
Green and his ensemble working on Child’s Garden of Dreams.

DAVID MASLANKA: Such as?

BRENTON ALSTON: I don’t know. Anything you remember about talking to Green, or
meeting Green, or working with him and any sort of connection that you recall about that
visit.

DAVID MASLANKA: I can recall the visit. It was a getting-acquainted kind of thing.
You know him very well now yourself, he is a very earnest man. He was, | think, scared
because he asking me to come, a person he didn't know, but whose music he respected
greatly. He wanted to do the right thing. We got to working and discovered a very easy
working relationship. We became friends and I remember the work. It wasn’t by any
means a great performance of the piece, in fact I don’t think it was a complete
performance of the piece. I don’t recall how much we did, but we didn’t do the whole
piece. [ may be wrong, you may have to ask him about that.

BRENTON ALSTON: Okay.

DAVID MASLANKA: 1 remember the story he keeps bringing up about the third
movement of the piece. He has a particular slant on that story. Well 1 don’t speak in those
terms and I think he was probably hearing a louder voice than I was using. In any case, |
remember any number of long conversations we had about his desire to have a new piece.
I do remember the time specifically sitting in his car and talking about the new piece and
deciding to try to look for some money to support us. He had no idea how to do that and
at that time [ was able to say — “yes, I’d be real interested in doing such a thing”. So yes, I
made a commitment to writing such a piece and just trust it. So, that was the start.

BRENTON ALSTON: Okay. So, that’s where it started. Did you have any other
commissions around that time? Right before, I believe, was the Marimba Concerto.

DAVID MASLANKA: That one came a little bit later, but just about the same time. The
Concerto was the very first piece I wrote when I was in Montana. The Symphony was the
second piece. 1 did the Concerto first and then the Symphony. I don’t know the timeframe
anymore, whether the commission came before or after. In any case, I knew | had a

deadline on the Concerto to get it done in November of that year, 1990, in Washington
DC at the Airforce Base.

But, [ didn’t have a whole lot of commissioned work. | had, earlier that year, written the

“Golden Light” piece that was commissioned from the University of Massachusetts,
actually not U. Mass., it was Bill Rowell from U Mass, but it was for a summer program
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he was involved in. So, I had that and I had the Concerto for the Airforce Band, when I
went to Montana.

BRENTON ALSTON: There is a difference, at least to me, in some of the music before
you moved to Montana, as opposed to after. Do you think there was a shift within you or
was it a shift in how the music was speaking through you, or....?

DAVID MASLANKA: Well, there was a revolution taking place. City life, as you well
know, is real different than what Montana is. Have you lived in any places — you’ve lived
in big cities?

BRENTON ALSTON: I was born in D.C. Then we moved to Atlanta. The other two
schools that I went to, prior to here, were in very, very small rural towns. One in
Salisbury, North Carolina, which is just tiny. We had maybe two music majors. The other
school was Radford University, in Radford, Virginia, it is a little larger, but still small,
mountain town.

DAVID MASLANKA: So you have some sense of the difference.

BRENTON ALSTON: Absolutely, my parents are from Conway, South Carolina, which
is near Myrtle Beach. That’s how they tell people where it was. They just got a fully
paved road about ten years ago.

DAVID MASLANKA: No kidding! Maybe that’s not a good idea. Well, the difference
between New York City and here is extreme. In New York, there is a necessity to be not
only mentally alert when you are outside, but also mentally defended, because there is
just so much energy, so many people and so much intensity. If you are open to it all, it
just burns you. Here the situation is almost the opposite. There is no real strong
population pressure, although if you live here long enough, you begin to feel what that is
to this place. My gosh, the whole population of Montana can fit in my neighborhood in
New York City.

There are fewer than a million people here in the whole state. Missoula has about 50,000
people and that makes it the second biggest city in the State. It is very easy to leave here
and be out in the middle of nothing. . . quite literally. In five minutes you can get from
my house to a mountain trail with nobody there. That kind of openness to a very big
landscape happened and I began to come out of myself in a particular way.

I'have had this strong sensation of the earth here. I'll speak of it as the “voice of the
earth” and that came through in a big way in the Symphony and also in the Concerto.
When I was in New York, starting in 1975, [ began my association with psychotherapy
and after that I grew really interested in psychology. From that point on until 1990, those
15 years were the time of the evolution of the beginnings of meditation process, so by
1980-81, when I wrote the Child’s Garden, I’d already had the beginning sense of what
all that stuff was. That whole time, that period from 1980-1990 was a very intense
exploration and the first exploration of meditative thinking and a way of finding that
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energy.

It showed up in the music [ wrote in New York at that time, but then it showed up big
time when I came to Montana. The feeling, which had started in New York, was brought
to a very different level here in Montana.

BRENTON ALSTON: Did you see a trend of artists coming into their own through some
sort of happening? Like with Beethoven and his deafness, and there are some numbers of
other artists that have encountered some sort of shift within that then allows a greater
opening. Try leading into a little bit of this compositional stuff, I was not really going to
go there, but it’s happening already. Do you remember any of your inspiration or inklings
about - okay Green said “I want a piece” and now what?

DAVID MASLANKA: Well, by that time I had already adopted the meditative mode to
begin composing. It wasn’t just this awful groping in the dark, although everything is
eventually when you come down to it.

BRENTON ALSTON: Somewhat.

DAVID MASLANKA: But, just to speak for a moment about that shift. I have a little
perception which I always refer back to and that is there is no real change without crisis.
Nothing really happens unless you are going to die and then you make change because
you have to. The change that comes about by being seriously ill, almost to the point of
death, I think is a really fundamental change, and I look back on it now, and I know from
reading and from other people that this coming close to death can have the effect of
opening something particular in a person. I know that I was really quite close to it all in
my early 30’s. Once I got through that and recovered, the opening had taken place.

I think what that does...I’m trying to speculate on it now...I think what serious illness
does is to help to strip away who you think you are. It strips away the ego to the point
where another thing can come forward. Another part of the person or another part of your
soul, if you want to put it that way, can show itself. I think it is hard to talk about fate in
relation to this, but I think that people who become artists and who become good ones
have such experiences. You’ve got to ask a lot of other people and find if that’s true. It
may not be in just these terms, but I do know any number of people who have become
healed and have had very strong brush with death themselves. They discover themselves .

That was for me the turning point. The fact that I had been so emotionally ill and through
alcohol I came very close to killing myself. Coming out of that, | was a different person.
The thing that opened in me is this idea of seeing a larger power than my own mind and
being able to be in contact with it in whatever way through what I call the meditative
process. It was a reaching out from the conscious mind to those places which were not
conscious. It has been a process ever since.

By the time | started the Symphony for Gary, I had already done a fair amount of work in
that process. 1 was able to look to some depth into what Gary was, what the need for the
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piece was and to also to hear in some depth a voice of the land here that wanted to speak.
That’s where I started the piece with Gary by doing the meditative process and asking to
see things. So I did a number of meditations. I came up with a fairly strong sense of the
power that was in Gary and some of the issues that he held in him. Particularly his Native
American heritage, that seemed to want to come forward.

BRENTON ALSTON: Did he ask for any particular type of piece? Did he ask for a
symphony?

DAVID MASLANKA: He was expecting a substantial piece, but he was hoping in
probably the 20 minute area. We did not speak the word “symphony”. The only time I
have been commissioned to write a symphony has been in recent years. The only
symphony that commissioned as a symphony was Number 5. I’ve just finished Number
6, which is for orchestra.

BRENTON ALSTON: For Appalachian State?

DAVID MASLANKA: Right. In fact, tomorrow I will finish the score. That was hoped
to be a symphony. We did not actually speak that | was necessarily going to write a
symphony, but my conductor friend asked me to do whatever I wanted, with the hope that
it would be a major piece. He really did want a symphony and so fine, it turned out to be
that.

When Green was asking me to write, it was to write a substantial piece. So, you know the
story of how it unfolded.

BRENTON ALSTON: I’'m just going to poke a little bit at some of this stuff. We’re
going to probably talk some time later about particulars of . . . . Do you remember where
it first started? Did you sketch?

DAVID MASLANKA: Yes, I think maybe with that piece I can, now that you ask the
questions and I’m thinking about it. With that piece was the beginning of how I have
been writing in recent years. It has been 14 years now. I just started sketching stuff, with
no particular order in mind and no goal other than simply to feel what was in my head
and get scraps down on a piece of paper. I did this for quite a long time. I didn’t know
what I was trying to write. I didn’t know it was a symphony. I didn’t know how many
movements. | just started sketching stuff down.

That really is the hardest part of the whole composing process, it the beginning of not
knowing anything at all about a piece and starting to put things down on paper. After
some length of doing this, I had a large pile of paper and I started sorting it out — what
belongs with what. 1 began to put things together that I had been hearing all along. I said
these things belong together. This belongs here, this belongs with that. As I sorted things
out, I wound up with five piles of paper that were the core of the five movements of the
piece.
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There it was. I knew at that point that I was going to be writing something large. Since

then, the five movement shape, I don’t know why that is important to me, but it is. I've
written quite a lot of music with five movements in it. There is the Child’s Garden, the

Symphony #3, the new Symphony #6, also has five movements. I wrote a string quartet
that also has five movements. There is something important about it for me.

One way to think about the symphony, and this may get you through some of the
structural aspects of it as well, yes, it is a symphony, yet I’ve always thought of myself
not as a novelist, but as a poet. The impulse is toward song-like things and intimate
detail, even though Symphony #3 has got its huge moments, it also has a huge quantity of
very intimate material in it. I think of these as poetic rather than narrative storytelling.

There is not a whole bunch of development, in the traditional sense, in my music. It tends
to move from theme to theme, like to bird .... It is a flow of one thought that leads to the
next thought, which leads to the next.

BRENTON ALSTON: I think someone wrote in one of the papers, — I forgot the word
for moving — just kind of moving naturally as it needs to through some space

DAVID MASLANKA: 1 believe the Third Symphony, third movement becomes closest
to being a traditional symphonic movement. It is definitely a sonata form that does have a
development section and a recapitulation. I can do that, and it happens in pieces. The
Fifth Symphony does that — the first and last movements.

BRENTON ALSTON: I’m just going to scratch on this a little bit. 1 told you how I came
to know this piece. Have I told you? I....

DAVID MASLANKA: No, remind me. I think you did, but....

BRENTON ALSTON: It was in high school, College Park, Woodward Academy. My
band director, Mr. Charlie Brodie, was friends with Mr. Green and Mr. Green was
coming to Savannah to conduct a Georgia, GISA honor band and it just so happened that
he had just finished the recording of the Third Symphony. He sent it to his friend, Mr.
Brodie, and I was always in the band office. I was one of those kids. I knew I had no
choice, but I had to be in music and so he let me borrow the CD. I was pretty floored.

DAVID MASLANKA: You haven’t told me this story.

BRENTON ALSTON: That’s how I came to know your music and how I knew of Green,
that he was the guy that conducted this. This guy is going to do the honor band. I said, oh,
I’ve got to be around him, because he can bring me around some music like this. That’s
how that happened.

I ended up trying to apply to UM out of high school. Of course they said no, because |
just wanted to play bass clarinet at the time and you had to play soprano and I didn’t want
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to audition on that, so I sent them a god awful tape of my playing bass clarinet in my
parents’ basement. Of course, they didn’t let me in. But some way I got to this school and
I got to him and I got to meet you through him and I got to know this piece and now I'm
working on it.

I can’t really articulate why, but there is, I don’t know, a really strong pull.

DAVID MASLANKA: I remember a conversation we had driving to into Miami the last
time I was there that you were speaking about the magnetic draw you had to music. There
is something important there for you. What that is and how it works itself out in your life
will become clear, I believe that.

BRENTON ALSTON: It will. This scale that starts the symphony, why the scale?

DAVID MASLANKA: The impetus to use that came from hearing a rehearsal some time
previously with the University of Massachusetts Wind Ensemble. My friend, Bill Rowell
was the conductor. His warmup would be to do a scale up and down and then do the
chord. I thought it was beautiful. It stuck in my mind and I started hearing that as a real
musical idea. I decided to go ahead with it.

It’s really kind of an odd thing. It’s either a foolish thing to do or an act of daring to start
a piece that way. In my case, more as a foolish thing, I guess. I just liked it and I thought
it would be good. But then, once I had the idea, then it became necessary to feel out the
ramifications of it running through the first movement.

BRENTON ALSTON: I just thought it was particularly interesting in looking at a
number of your other works, how important the scale is and the interval relationships,
how you use those relationships in those types of scales, throughout your pieces as
forming cohesive links between areas. This Symphony started with a C major scale.
Some of your other compositions also tend to gravitate around C.

DAVID MASLANKA: Yes, C is important. [ don’t know what to say about that, except
that it is a fundamental attraction point to me, especially C minor. 1 don’t know, | have no
way to talk about that.

BRENTON ALSTON: Okay.

DAVID MASLANKA: As you go further into the study of things. . . I’ve never done
analysis on my music, as such, and I don’t intend to, but I can be thoughtful about certain
aspects of it. Scale relationships and tone relationships to scales have clearly been a
central issue for me and they still are. The qualities of the scale tones in their position to
the scale and then their relationship to the other parts of the scale are continually
fascinating to me. I seem to keep going back to certain kinds of things. Certain intervals.
Certain ways of using the half step. I keep going back again and again to those things.
They seem to have a particular fascination.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



147

BRENTON ALSTON: In that same area, in terms of composition, you were studying
with H.Owen Reed

DAVID MASLANKA: Yes, in graduate school.

BRENTON ALSTON: Where do you pull from — compositionally? Who would you say
— 1 know before you’ve remarked about the influence of Stravinsky and Berlioz and
Schostakovich — who else?

DAVID MASLANKA: I think that’s not too easy a question. I think that as I’ve gotten
older, my own musical voice has become distinct and it’s harder for me to say in what
way it might be related to some others. But, the composers that I have always liked,
especially in American music, were Aaron Copeland and Leonard Bernstein. I think there
are some elements in my music you can both of those composers.

I’ve always been interested in those composers who are thought of as experimental.
Those include people like Harry Parch and Milton Babbit , although I don’t write in any
way like these composers. Composers, whose music was just an interesting intellectual
exploration for them, composers who did things that other people weren’t doing. I don’t
consider my music to be experimental or innovative in the sense of Harry Partch’s. Do
you know any of his music?

BRENTON ALSTON: Yes, I do know some of it.

DAVID MASLANKA: I did not invent new scales and all the micro-tonal scales. That
way of thinking has always struck me as particularly American. It is a way of thinkin§
which lets go of its past, in a way, not constrained by the rules, let’s say of 1 8™ or 19"
Century European composition, but is about pioneering something new. I’ve appreciated
American composers who have done that. Henry Cowell is another one.

I think now, that what that has done for me is to throw me back on myself, to the idea that
I'have to find something out of myself. Or, assume that there is a common practice, that |
should simply tap into. It has been a very long journey in music, but I have really come to
the point where what 1 do is something which has come through me and out of me and is
uniquely itself. Now, you can see the connections to all the other music and you can
begin to trace connections to other composers. There is no question about that my music
uses major and minor scales. It uses traditional shapes and instruments and forms and all
that, and yet it is something which is mine.

BRENTON ALSTON: I definitely understand what you are saying. There is a point

where you do your own thing.
DAVID MASLANKA: Yes, very much.

BRENTON ALSTON: And it is unique, because it has to be.
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DAVID MASLANKA': Say that again, I’m sorry.
BRENTON ALSTON: It is unique, because it has to be. Because it is of you.

DAVID MASLANKA: It’s a turn of mind. A certain earnestness. An unwillingness to do
less than is required. All those issues go into why a person turns out the way they are. |
could get into the psychology of that, but I think that the bottom line is that there is
something in me which, once it gets started on a musical composition, requires it to be
the thing that it is supposed to be. It’s my work to find out what that is and to not let go
until it is that.

BRENTON ALSTON: Going into uniqueness. The Harner book? We e-mailed a while
ago about those exercises and all that stuff. I remember you were talking about the act of
descent. I’ve been trying those exercises and there was a point where I went and [ bought
this CD that had some drumming that produced through his group. It was okay, but I got
to a point, first of all [ realized that my descent period was just longer, which is why it
had been working out before, I just wasn’t being patient. When the descent finally
stopped, it was just a huge hodge-podge of images, just not really clear. It happened
several times. It’s just a little disheartening.

I haven’t put it away. I let it be what it needs to be right now and whenever that is going
to open up, it’s probably going to open up.

DAVID MASLANKA: Well, not knowing what you got to, it’s hard to say. If you do
arrive at a place where there is, as you put it, a hodge-podge of images, one of the
realities is that you have already tapped into some of that dream area of your mind.
That’s where all that stuff is residing. It can be overwhelming if it is too much.

BRENTON ALSTON: It was pretty overwhelming, because as the descent period was so
long, even during the descent period there were just images and things that were just and
happening and it was pretty wild.

DAVID MASLANKA: Well, you know, for people who have imaginations, and I trust
you do, there is going to be a whole bunch of imagery. The best advice that I could have
for you is not to be discouraged by it, but to take something of an objective attitude
towards it. If you have the time and inclination, go at it with some regularity, and keep
track of it. When you do go and you do get into what you feel is a hodge-podge of
images, as you’re there look at those images really closely. Identify what you are looking
at. See it and remember it. When you come back, write down as full a description as you
can of what you have seen and just let that be.

What you are doing when you do that is a kind of practice. It’s very much like taking up a
new instrument or a new skill Say, for instance, you were to take up painting, and you
said, all right I’m going take a class. They say this is your right hand, this is a paintbrush
—then you start there and there is a huge amount to learn. There is a huge amount of
technique to be done. There is a huge amount of intuition to be tapped into. It is precisely
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the same process.

If you were on your own and tried to learn a few techniques of painting from a book, you
would get a little discouraged because the first painting would look like crap. That’s
about where you are.

BRENTON ALSTON: When I started, I did keep a journal. I used to keep one — not an
everyday one, but usually a couple of times a week I would write in it. It was something
they encouraged whenever I got locked away in the mental health ward when I was an
undergrad, as a way to deal with things that I wasn’t willing to deal with. Write them
down, deal with them that way. See them, then come back and deal with them, but just
get them out of you.

DAVID MASLANKA: If you go similar with this, you begin to realize that you’ll be
seeing patterns. Eventually you’ll be seeing things that show up again and again. You’ll
be able to move a little bit.

BRENTON ALSTON: You talked about doing some sketching for the Symphony. How
did that begin? How did you enter into that space?

DAVID MASLANKA: It’s a fairly off-hand process. | have no way to know what the
thing is supposed to be, so I’ll just hear whatever happens to go through my mind. When
I start sketching on a piece, I realize that everything that shows up has some bearing on
this piece, even if it doesn’t seem to relate right away. I don’t know — what can I say
about this process? Except, I don’t ever seem to have a lack of musical ideas. I sit still
and allow my mind to open, music begins to happen. I begin to catch something. I don’t
always catch everything, by any means, that comes through in such a process. I’ll start to
hear rthythms, hear bits of tunes, and it will start getting my attention. I’li start fooling
around with it, either singing or on keyboard and it begins to shape itself. A simple idea
will begin to unfold a little bit — give me a melody, give me a couple of measures, give
even more than that, and a rhythm will propel some thinking. It’s as uncertain as that, but
it’s just a process of shuffling something out from nothing,

I heard on the radio this morning a part of an interview with John Adams, the composer.
He is writing a new opera. The interviewer was asking about the inspiration of the opera
and Adams said he was using poetry rather than having a libretto written. He said the
opera is about Robert Oppenheimer, who is the main figure in the development of the
atomic bomb. Adams quoted the poem that had to do with the nuclear age. He said the
poem had really startled him and made his flesh crawl as he was reading this poem. He
knew it was important. The interviewer said, could you play some of the music or give
me some of the music that you have so far. Well, it’s just at that point, he said, where I’'m
starting now is to try to understand what that is. He went onto describe, in terms which I
think are familiar to anybody who takes this seriously, he said that even though he is the
composer who has written all of those other pieces and won all those prizes, he doesn’t
know anything about this new piece. He feels stupid and incompetent and he said a nice
phrase - that had to then look at his sagging psychological self and realize that he didn’t
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know anything about this piece and had to come to terms with that. That’s the hard part,
the crunch, for him and it is for anybody who writes. You don’t know anything about the
piece until it’s crunch.

BRENTON ALSTON: It’s frightening, that opening up to...

DAVID MASLANKA: There is nothing to hang onto. You know you are going to write,
but there is no form or no indication of anything. My way around it is to say — I don’t
know anything, therefore I’1] just kind of whistle a tune and see what happens. Out of that
first thinking of small tunes and shapes comes a collection of ideas. From the collection
you use the process, which is another hard part, the process of shaping and joining. I
think of writing music as almost an assembly shop, almost like a machine shop. You are
producing the large whatever and you have to shape all the parts and shape them so they
fit one another. Shape the whole thing to become the big thing.

BRENTON ALSTON: So, from the sketching would you go then to full score?
DAVID MASLANKA: From the initial sketching I would make a short score. You see
on Gary Green’s wall a page of sketch. That is the second stage process in the
composing. The first page is all these things which who knows what they were and how
they go together. The second stage is writing out a complete short form score with
indications for orchestration. From there, you go to the full score.

BRENTON ALSTON: Well, thank you for your time.

DAVID MASLANKA: Sure

BRENTON ALSTON: I would love to talk with you again sometime this week about the
Marimba Concerto.

DAVID MASLANKA: Well, I am at home and this hour of the night is a good one.
BRENTON ALSTON: Okay.

DAVID MASLANKA: Why don’t you do this, when you know what you want to do, just
drop me an e-mail when you want to talk and we’ll work from it.

BRENTON ALSTON: Okay. That would be great. Thank you for your time. Have a
great night.
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Telephone Conversation with Dr. David Maslanka 3 February 2004

BRENTON ALSTON: The main reason | wanted to speak tonight was about just this
whole compositional process thing. I kind of decided and 1 spoke to some of my
colleagues and I think I’m just going to deal specifically with the compositional process
for this piece. )

DAVID MASLANKA: Okay.

BRENTON ALSTON: I think that is probably to the very, very, very select group of
people who are even going to know about this, let alone read it in its entirety,
realistically, that will probably benefit those people the most.

DAVID MASLANKA: Yeah. I would suggest first of all that whoever is going to read it,
you have no control over and you never know. It ain’t going to be a best seller. So, what
you need to do is what you are most interested in. For me, I would suggest that that's the
bottom line for you, so no matter how this turns out, just go for what you find to be the
most interesting.

Is your committee going to be asking you to do certain kinds of things?

BRENTON ALSTON: No, not really. In the proposal I pretty much said what | was
going to set out to do, but things always change after that.

DAVID MASLANKA: Sure. Sometimes committees can get plain old weird.
BRENTON ALSTON: It’s kind of an esoteric committee. Of course Green is on it, he’s
the chair and I have the orchestra conductor, Tom Sleeper, you’ve probably heard some
of his music before.

DAVID MASLANKA: Yes, 1 have, a good composer.

BRENTON ALSTON: I’ve got the clarinet professor on there and the horn professor and
also a music history professor.

DAVID MASLANKA: Well, it sounds like with all four of those people, you’re in pretty
good shape there.

BRENTON ALSTON: Yes, we should be fine.
DAVID MASLANKA: Okay, so what do you want to know?

BRENTON ALSTON: We talked before...you kind of spoke when we were talking
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about that biographical stuff, about the period of time around when you were writing
“Child’s Garden of Dreams” you started turning towards meditation. integration,
discovery of yourself. Do you remember a particular person or a book or how that sort of
linked up around that same time?

DAVID MASLANKA: Well, the background to the meditation came first from hypnosis.
I’d been in psychotherapy for some time and my therapist recommended, in fact he had a
place set up in his office, a place to simply sit an do work with the self-hypnosis tape. I'd
go in for a session an hour early and do the self-hypnosis thing which amounted to sitting
in a very quite room with a tape recorder and the tape is a prepared commercial tape on
self hypnosis and I’d go through the process of doing that, and learning how to do it. The
primary reason for doing it was for relaxation. So, you could go into a mildly-hypnotic
condition and give yourself a suggestion to relax, whatever else you wanted to suggest
for your own improvement.

What that turned out to be was similar to the way that meditation is done. I went into it
very quickly and easily. In fact I would suggest if you’re still trying to find what that is
for yourself, you might look up this self-hypnosis stuff and see what there is
commercially available and see if it might be a useful parallel.

So, I discovered that [ could go into my imagination space in the self-hypnosis process.
With self-hypnosis it was never a matter of losing consciousness; there was always a part
of my mind which would observe what was happening. But I could go into this space and
I do remember that the self-hypnosis suggestions for the process would be to go down
and inward. | would visualize riding along a road; | would visualize traveling very
quickly as if I were the car traveling along the yellow broken line, or a white broken line
and I’d feel myself going down that road, very quickly. Then there would be the arrival
point suggested by the tape. An arrival point might be a very quiet and beautiful lake on a
sunny day. I found if I could do that and I could feel it clearly in my imagination.

My curiosity began to open up through the process. I was also working on dreams in
therapy at that time. I’d bring a dream in and we’d go through it and talk about its
relationship in my personal life. These came together and I became very curious about it.
1 began to ask the questions “well, if I go into a hypnosis state and I get to the lake, what
happens if I go to the other side of the lake, or what happens if I go over there by the
mountain”. I began to see a whole bunch of stuff in there that I could just go to. So, 1
began to understand that there was an access to my inner life, my dream life, my
imaginative life and that was a starting point.

Then I came across the Harner book, I think my wife probably got it first, We were living
in New York City at the time. She went to a class with Harner himself and did the basic
workshop. She was one of 30 people in this workshop. He paid no particular attention to
her above anybody else but she learned the basic things. 1 read the book and I began to
see all the parallels and I started to say what if I tried some of this stuff.

In the same timeframe 1 began to look into tarot cards. My wife brought home tarot cards
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for me. I would do beginning meditation on the tarot cards, I would sit at my desk and lay
out the taro cards and stare at them. It began to prompt a huge amount of stuft to come
out of my unconscious, a huge amount of imagery. The stuff came pouring out of my
unconscious, some of it was life-stuff, some of it was ancient stuff I tried to keep track of
it in my notebooks. It was...startling. Understanding that there was a bunch of stuff going
on I didn’t know about.

So, those were the things I began to get into. [ was a walker and did walking for my
exercise. I lived close to a park in New York City where I could do uninterrupted
walking. So, when I began to do meditation I thought “ what if [ try to do it while I was
walking”? I discovered I could do that. So, that was the starting point for the process that
I have used ever since.

BRENTON ALSTON: As you’ve discovered that internal landscape, would you say that
the landscape is the same or that it changes or you’re always discovering new things in
that same landscape?

DAVID MASLANKA: What I began to discover over time was that there were areas |
could identify in that landscape, places I could go back to. When I did my descent in the
Harner fashion I would often arrive at a specific place. The quality of the path, the quality
of the descent may change but my arrival would be to certain areas, | could identify them.
If you want to know all that I could describe it to you. There are certain specific places
that I can get to from those specific places, launching points if you will, from those
specific places I can travel to other places all together. There’s a whole bunch of places
I’ve been.

BRENTON ALSTON: So, contact points where you can, springboard into other areas?
DAVID MASLANKA: That’s right, yeah.

BRENTON ALSTON: That’s very interesting. So then, there would be a real strong
connection with the descent journey along with also probably, the images you were also
dealing with in dreams as well?

DAVID MASLANKA: Yes.

BRENTON ALSTON: So, finding those two similarities could only strengthen that
discovery?

DAVID MASLANKA: Yes. And [ found over time that with dreams I could go into the
descent area and work with the dream. The dream could be re-made there and | could
enter into it consciously. I’ve done a lot of work with dreams by going into meditation
space and reentering the dream and working with it and watching how it comes out and
seeing things through it. It’s a very open place...how big it is and filled with possibilities.

BRENTON ALSTON: It’s pretty intense.
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DAVID MASLANKA: There are so many possibilities that the mind just kind of shuts
down...

BRENTON ALSTON: It’s easier...
DAVID MASLANKA: Yes, it is.

BRENTON ALSTON: So, that started back then, bringing that into part of your routine..
How did you then begin to use it with composition as well then?

DAVID MASLANKA: The first piece that was fully formed that way was “The Child’s
Garden of Dreams”. I had the experience previously in composing to have a vision form
in my head, it surprised me because of its intensity. It was like the front of my head just
opened up and I could see something which was very real.

That was just an accident but | realized that it could happen. It had to do with poetry. |
was composing a song and [ was concentrating on the poem to such an extent that I had a
sudden opening in my mind of a very living image from the poem. “The Child’s Garden
of Dreams” began when my therapist suggested that | start reading Jung, and he
specifically recommended “Man and His Symbols.” So | remember [ started reading the
book and very early on came across the dreams that struck me as having a real possibility
for music. | took the images that attracted me the most at that moment and stare at it and
open my mind in that meditative way and tried to follow the force of that poetic material
as far and as carefully and as closely as I could.

[ am still trying to figure out how the dream images turn into music. I still don’t know..
The best I can tell you is that there is an energy which comes in, which is not music, but
when it hits the brain, it hits the organization of the music in the brain, it translates into
music, the same way the energy could become a book or a painting or could become a
movie or scientific idea.

BRENTON ALSTON: So, you began to use meditation with all your pieces, kind of a
jumping off point from there?

DAVID MASLANKA: Yes. From that point on, that’s how I began to work.
BRENTON ALSTON: So, when you moved to Montana, of course leaving New York
and all of that stuff, we had talked before and you talked a little bit about voice of the
earth that you heard to a greater extent in Montana than you did in New York.

DAVID MASLANKA: Yes.

BRENTON ALSTON: That voice as it came through the landscape, of course influenced
the music.
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DAVID MASLANKA: Yes.

BRENTON ALSTON: That had been there before, in New York but began to be more
prevalent in Montana.

DAVID MASLANKA: Let me say that coming out to the West, the Marimba Concerto
was the first piece that I wrote here. The first big ensemble piece in the first year | was

here, the first Fall. It already began to show a certain kind of expansiveness because of
the difference in the place.

Being out here has allowed much deeper breathing, a bigger sense of open landscape with
no humans in it and a direct connection with things that are truly wild. On a clear day, |
just step out of my house, look off 15 miles to the south and see a snow-covered
mountain, a big one, nearly 10,000 ft. high. And, we live surrounded by them. Three
miles east is the University of Montana and then you run up against another mountain.

So, the whole landscape here, the whole visual landscape is ringed by mountains. In the
summertime, they are still snow-covered, generally to the beginning of August, and then
at the end of August they’re snow-covered again.

So, there’s that. Just the simple fact, of the mountains. I’ve been up the tall mountain
twice. You don’t go up there everyday, and you may not even touch it in any real way but
it’s there. It’s like living next to the ocean, the ocean is there. You’re relationship is real.
It provides a quality of reality and that’s one of your basic landscape themes, earth
features that speak to you. The mountains speak to you in the same way, in their own
voice. They make for bigger thoughts, they allow for a more expansive mental process
which is not neurotic.

BRENTON ALSTON: An older, deeper connection.

DAVID MASLANKA: Yeah. City life has a fevered kind of intellectual , quality to it,
maybe because you’re packed in with all these people. You get to places where you’re
not packed in with people, where in fact you can be away from people entirely for a great
length of time, and after a while, if you work at, it opens your mind and soul to the
natural world.

So, in the process of discovering that, then the music begins. That is what I describe as a
voice, It’s not a voice putting words in my head, but a vibrant sense of something
powerful.

BRENTON ALSTON: So, after you left, you and Green had met and talked about the
piece and he said ...you guys were going to find the money and you guys were going to
start, How did that begin? How did the composing begin?

DAVID MASLANKA: I started by meditation on Gary Green. That’s what I always do
when I start. You know, you’re going to be asking all these questions about this process
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and you may be closer to it than [ am at this point because your research of Green has
given you all this information I presume.

BRENTON ALSTON: Yes.

DAVID MASLANKA': One of the things I need to tell you about composing is that it is
not an official process and frankly I don’t know what the hell I am doing when [ enter a
piece of music, I just don’t know. I have my way of trying to think about it but the real
nature of it is becoming aware of how to be open to receive what one wants to have
happen. That sounds strange because composing, when you look at a manuscript it’s
written down. But the process...

I’m writing a piece now, I’'m under pressure to get it done because a performance is
scheduled for the 18" of March. It’s supposed to be the star piece, and it will be, but the
process is like every other process — it speaks, it tells me what it wants to do only if ’'m
open to it. If T get crazy about it...gotta write, gotta write... | went in there this morning
with the intent to work on a certain part of it. [ sat down and wrote something entirely
different, something I wasn’t intending to work on today. A while back 1 had begun
sketching an idea. It stopped and I couldn’t go any further. Then all of a sudden, my
hands are touching it this morning and it shows up in an extremely powerful way, in such
a powerful way...

Two weeks ago it was teasing me, saying, “well, here’s an idea”, but you don’t know
what to do with it. I wasn’t ready for some reason to receive it, but now today I was. So,
all composing is like that. It is like the process I was talking about concerning dreams.
The process of receiving was not planned. I did not have a plan, I just started working
and began to feel and respond

When you feel you have to do your best at something, you’re right there smack in the
middle of and it’s speaking to you, right?

BRENTON ALSTON: Yes.
DAVID MASLANKA: You’re the guy who’s supposed to be in charge, right?

BRENTON ALSTON: Not really. You just kind of give up, you just kind of...it’s
something else.

DAVID MASLANKA: But you’ve been trained to be the one standing in front.
BRENTON ALSTON: Right.

DAVID MASLANKA: And you know how to “beat 4 and 3...” and you’re listening
intently and carefully and you’ve studied the score and you know all this stuff and the

people that are in front of you lean to you for that quality of presence or center But, when
you’re doing it, you’re not in charge.
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BRENTON ALSTON: No.

DAVID MASLANKA: And it happens. In truly beautiful and powerful moments, you
merge if you’re ready to allow it to happen.

BRENTON ALSTON: Right.

DAVID MASLANKA: Composing is like that. Now with a conducting situation, you’ve
got the book in front of you and that’s what you’re doing, you’re doing those sounds with
those people. When I’m composing, I don’t have the book in front of me.

BRENTON ALSTON: You get to knock on your own silence.

DAVID MASLANKA: In those words, yeah. So, the book has to emerge and I have to
try to let it. The difficulty is that it can be overwhelming and sometimes even devastating
because it’s so overwhelming. That’s part of the learning experience you have to be able
to allow your mind to receive it and to process it and put it on a piece of paper and make
some sense of it.

BRENTON ALSTON: So, when you started thinking about Green, did it work itself in
images that then turned themselves into music or did music come with the images that
then came....

DAVID MASLANKA: No. Music never comes with images.
BRENTON ALSTON: It doesn’t.

DAVID MASLANKA: No, it does not. What the images do is to give me a matrix, a
focal point of imagery.

It’s a mystery. I don’t pretend to be able to explain it. But the images will be visual,
emotional ... I will do a set of meditations on a given situation, in this case on Gary, and
come up with a number of images. It is like having three or four dreams in a night. Very
different dreams but because you’ve had them all in the same night they all are about the
same issue.

I can, in a single meditation session, receive three, four or five images on the same issue
and they’ll all be different. That collection of images to a power point in my mind, if you
want to put it that way.

BRENTON ALSTON: Connecting the dreams and that symbolism with plain old
spirituality, just not connected with any particular doctrine or anything.

DAVID MASLANKA: Yes. The problem that you’ve entered here is that it touches
everything and the becomes too much. You said not connected to any doctrine or
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anything.

All these things come through whatever training you have in your mind . People who are
of instance, fundamental Christians may not think these thoughts because they’re not
allowed to. Catholics can’t think these thoughts because they are told not to. So, if you
can get past that you can get down to things that are fundamentally human. The energy
below the doctrinal divisions. Different kinds of music come from different cultures as
you know perfectly well, and yet the fundamental impulse musical expression is not a
culture issue. It becomes a cultural issue as soon as a human opens his mouth.

BRENTON ALSTON: Right. Once it comes through the vessel.

DAVID MASLANKA: Right. But that thing that is coming through is not initially the
cultural expression. It becomes such because of the person making the music. It is so
interesting, what revelation is, where people are deeply rooted in a given culture tradition,
the tradition gives them big dreams. Does that make sense?

BRENTON ALSTON: It does.

DAVID MASLANKA: The deeper you get into whatever tradition you’re a part of, the
more powerful those revelations can become.

BRENTON ALSTON: Absolutely, because it means more to you. It’s gone past just 1
believe this, I’ve been taught to believe this, it’s become “this is part of me”.

DAVID MASLANKA: So, | want to get back to the idea of “some sort of spirituality”. |
have my background, everything that was given to me and which I inherited culturally.
And then I have all the work that I’ve done to discover something fundamental in my
humanness, some fundamental connection which is not a cultural expression, but which
when it touches me, becomes whoever I am.

What I’m trying to say is that a big thing and a powerful thing can come through this
single person, with all its limitations, and it can be a thing which transcends culture.
Which is why all the music we call great transmits a ting which is bigger than its cultural
roots.

Those things become gifts to the whole world. Any musically tradition you can think of
offers its bigger self to the whole human race.

BRENTON ALSTON: Right. I understand that. So, whenever you thought on Green, he
told me you asked him for something.

DAVID MASLANKA: I’m trying to remember now. I think he said a baton.

BRENTON ALSTON: Yes. How did that come into the meditative process? How would
you bring a....
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DAVID MASLANKA: By meditation, on the object. The first time I did this I was living
in New York City and wrote the In Memoriam piece when Ray Lichtenwalter go in touch
with me and asked me if I would do this. I asked him if he would send me some things of
his wife so I could get some familiarity with who she was. He sent some pictures; a Bach
organ book that she used in church and he also sent her hymnbook (she was the church
choir director). He sent me a book she had used for 20 years. The hymnbook had the print
of her palm on the spine. I’ll tell you the story about that. When that package arrived I
was in New York City in my apartment, my wife was there, Alison, I had received the
package and [ was in my bedroom (which also doubled as the music room there) opening
the package and taking the book out, was holding it, when she came to the door of the
room and was about to walk into the room, she took one step toward the book and then

she took one step back away , and stood in the door. She won’t come any closer to that
book.

She’s extremely sensitive to stuff like that. The first thing she said was “he loved her very
much”. She would never touch that book. So what I did was to take that book and to
‘plunk if firmly in my hand by the binder in the same way she would have held it, and
start meditation. Through that book I received a huge amount of energy for her.

Another tiny story here. My wife has a particular capacity for feeling the energy of
thing’s. It just happens to her. We were in the local mall in the jewelry store which had an
exhibition of jewelry that had been recovered from a sunken ship.

She came across an old cross and she just looked at it and saw exactly where the cross
came from. It opened right up into her mind, and image from 300 years ago, and she was
right there.

Another tiny story about her. We had an exchange student from Russia who lived with us
last year. This girl lived in a city 600 miles from Moscow, a city of 200,000 people which
you never heard of. Like everybody else, she lived in an apartment building. She had a
dog. She got a phone message that the dog was not well so Alison made contact with the
dog,. She saw the whole of the inside of the apartment through the eyes of the dog and
described it to our student who said “yup, that’s what it looks like”.

I offer those stories because these things exist.

BRENTON ALSTON: Absolutely.

DAVID MASLANKA: My direct sense of connection to people can come through
touching something they have touched or used with intent. So, everything that’s about
you, everything that you touch that is about you personally will contain a print of your

energy and will continue to do so long after you’re not there anymore.

What tends to happen in my meditative images is that something critical about the
person, a critical issue about the person’s life shows up, the focal issue that they might
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not even know about.

In Gary’s case it had to do with his deeper background, his great grandmother being
Indian, and it was something that he was embarrassed about and tried to get past and tried
to leave behind. This whole process was something that I saw and felt; it was about that
conflict of energy. Subsequent to that, he got into it and realized what was going on and
began to open up again in a way that he had denied before.

BRENTON ALSTON: So, in getting that kind of vibration and energy, you would then
use that as a springboard to go in an do another set of meditations. If this is going wrong
then what else is deeper, what else is there?

DAVID MASLANKA: Yes. We only go so far. It’s not fundamentally my business to go
into people’s lives. But, if they ask and it’s my job to go to the point of something then
I’ go until I feel the sense of “ah ha, this is how this is working.”

BRENTON ALSTON: How do you write, when do you write, where do you write? How
did that stuff happen?

DAVID MASLANKA: The actual process of composing?
BRENTON ALSTON: Right.

DAVID MASLANKA: The important thing for me is consistency. Yes, there is all the
meditative stuff but then there’s the requirement to show up. I have a very consistent
work process. Generally morning times, that’s when 1 write but it depends on what I’'m
doing. I need, and have a private work space where I can go and not be interrupted-no
phone. When I moved to Montana I began to be aware that composing made me
fundamentally nervous.

I think any creative act makes people “upset” because it’s something you don’t know
anything about. There are no rules and you don’t know what’s going to happen.

BRENTON ALSTON: Intense vulnerability.

DAVID MASLANKA: Just think of yourself at the beginning of this process and trying
to decide what to do with this dissertation. The first thing is “Oh, man”, and it took quite
a while I’m sure for it to shape itself out in your head and the process begins to arrive. If
you can think through your own creative process for making this dissertation paper,
you’ll begin to understand the creative process.

The beginning of the process is you know you’re going to write a paper on all you can
see is this huge piece of music . So the definition happens a bit at a time and along the
way revelations set in and all of a sudden an idea and you say “Oh, I’'m going to do it this
way”, “Oh, this is what that means.”
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So, I began starting off my daily routine by playing some music, Bach, keyboard pieces. |
found that that calmed me down, straightened me out and helped me make a transition
from being upset to thinking musically.

Then after that, starting on a piece like this symphony that I don’t know anything about,
so I just start writing and will allow myself to write whatever comes to mind whether it
goes a measure, two measures or whatever it may be, a whole tune turns into something. I
just keep writing until...it will be a tangled mass of stuff...no one can decipher my
notes... and 1 will begin to understand and try to form structures.

BRENTON ALSTON: Whenever you started, you said when it comes, it just kind of
comes and then it kind of shapes itself. Do you start at the beginning or do you organize
that kind of stuff later?

DAVID MASLANKA: I never start at the beginning; I don’t know what the beginning is.
I always wished I had a musical mind like Mozart or Bach. They think about it for awhile
and then sit down and start writing. Mozart apparently complained that people thought it
just came too easy for him and dismissed him because of . So, he really had to work at it
too. He has all my sympathy.

Not knowing where the beginning is you just start with stuff and then an understanding
will start to emerge, | literally had this pile of paper and I said “Well, this belongs with
this and that belongs to that” and I finally got down to five piles of paper. These were the
affinities; these were things related to each other. From that point, once I got those piles
of paper, I began to see the relationship among the piles, began to see the shape and
began to work on shaping the whole piece.

Once I’m at that point and I’ve had enough time unconsciously to work on the problem of
shape, then what might be the beginning, emerges. Over time, it simply arrives and says,
“Yes, this is how the thing starts”. Then I’ll take the idea and leap with it and just start
working. It’s real possible to think yourself to death on these issues. It is possible to do
too much pre-planning to get it just right. Most often I have this feeling of receiving and
saying “Alright, ideas coming. Fine, I’ll take it. Thank you very much”.

BRENTON ALSTON: I thought I had read somewhere that with “The Child’s Garden of
Dreams” it was actually the second movement that came first?

DAVID MASLANKA: I'm not sure anymore. | know it wasn’t in order. I can no longer
tell you.

BRENTON ALSTON: Do you remember what happened with the symphony...it just
kind of amassed itself in what kind of order?

DAVID MASLANKA: You know, that’s not immediately coming forward anymore. | do
know that the third movement was one of the hardest things to write. It was just hard to
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work it.

In the Forth Symphony, for instance, what is now termed “The Jazz Music piece”, was an
idea that came one morning and all I got out of it was the first phrase, but it was a really
neat little thing. I wrote out maybe eight bars of that and it wouldn’t go any further, it just
stayed there. I knew it was going to be piece but I didn’t know what I was going to do
with it. It finally came down to “Well, the rest of the piece is done, at least up to that
point, you must now do something with that”. So, when it comes down to hard places
where it really resists me, I have to go into a special work on those things. I’ll come in
feeling quite defeated by what I’ve just tried to do...nothing has happened. I might
complain to my wife, it’s like digging at a rock with a spoon and that’s what it feels like,
that you have an inadequate tool to dig at something very hard.

There are several kinds of work. One is to try to go straight-line that is at a certain point
you must now write the next measure. Sometimes, even in desperation Il say to myself,
“I’m not leaving this chair until something happens here”. I don’t do that too often, but
every piece has its crisis moment where you have to get through something that’s hard to
do. Once you do, you have a sense of accomplishment and liberation.

There is that sense of threat that when finally you say, “I will not leave until something
happens”. And then I’ll hold to it and don’t leave until something happens.

The other way, the parallel way, is “Alright, this isn’t working, let me just goof around
with it”. So, I’ll turn it upside down, I’ll play it loud, I’ll play it fast, I’ll play it slow, I’ll
play it backwards and I'll just start fooling around with ways of looking at it.

I'll give you an idea. The Fourth Symphony, all those variations on the “Old Hundred”
tune came out of just that process. Just goofing with the tune. When I do that, a whole
array of possibilities begins to open up.

BRENTON ALSTON: The world opens up, it’s bigger, not so narrow.
DAVID MASLANKA: Yup.

BRENTON ALSTON: So now that you’ve started working on the music I also heard you
talk about how you also try and get with the person that’s commissioning...visualize that
person... and also with the ensemble. How would that come into this cause you had an
experience with them with “A Child’s Garden of Dreams” so you had already...

DAVID MASLANKA: Well, the ensemble visualization is a more general thing. | have a
person that I’m concentrating on, like Gary, What [ do when 1 visualize an ensemble is to
have an imaginary auditorium space in which this ensemble is playing. Now, if I’ve been
to the auditorium, yeah [ can remember that. But, I come back to it as if it were a dream
space and go and watch them playing the music that I’'m making. Watch the music; hear
the music happening in the space. Also, I can sense the power, glow from the space .
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There’s also meditation, images of seeing a performance happening. This is specifically
working with the performance of a piece that is already written. I want to have a sense of
the performance space and see the thing happening and see how it’s going to be. That
sounds a little strange but, what it does do is give me a sense of the energy flow that’s
going on and a sense of confidence that, yes, it’s working.

But in composing I almost always have a sense of working in the space that is going to be
filled musically. My sense of drama in music is very much related to what it feels like to
hear this music.

BRENTON ALSTON: So, from there you would go into the condensed kind of sketch
score and then from there to the full score.

DAVID MASLANKA: That’s right.
BRENTON ALSTON: Do you save the condensed scores?
DAVID MASLANKA: Oh, yeah. I have a large pile of those things.

BRENTON ALSTON: Now, from that I remember we had talked a little bit before when
[ was talking to you about the first symphony, about how you had that had fostered a
whole array of other ideas. Were there things that were just left out?

DAVID MASLANKA: Yeah. I’d probably have to go back...do the same kind of
research you would do and say “Gosh, what did I do here?”. But every piece always
generates considerably more material than is actually in the piece.

I told you I was writing a specific sonata. I literally have the beginnings of 15
movements.

BRENTON ALSTON: Wow!

DAVID MASLANKA: A certain number of these will go into the piece and the rest will
go back into the pile. I may look at them again. They may show up in another piece. But,
the thing that is happening is that I do have all this material which is either useful in itself
or is going to find its way into another piece in a year, in two years, in 15 years. It’s part
of an ongoing idea process. So, no piece ever starts cold. There’s always stuff...

BRENTON ALSTON: So, then, getting back to channeling this energy that is kind of
speaking through you and the form of music that needs to be spoken to these people that
are commissioning. How do you differentiate the need from your want or their want?
How does the need prevail itself?

DAVID MASLANKA: Differentiating what is your ego stuff from what is not, is just a

matter of practice. There’s no proof to be offered here the way there is in a scientific
experiment to say what is happening. But, | know when I’m doing an meditation [ know
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the difference between my own ego and the image material that comes through.

If, for instance, you have a relationship with a person, a partner, a marriage partner,
someone you’re close with; you have to know who you are and who the other person is,
and to know the difference. You can then perceive what is yours, and what is the other
person’s.

Do you understand that? Does that make sense?
BRENTON ALSTON: Yes.

DAVID MASLANKA: You realize that that person is different than you and that they
have needs and wants. There are people who are ego-bound and they can’t do that. That’s
what growing up is about being able to differentiate yourself from other folks.

Now the same thing happens in this realm of perception: I perceive who I am, what my
ego boundaries are. | perceive the releasing of those ego boundaries to go to this other
space, and I perceive that there is energy coming that is not me.

It’s so interesting. The quality of that perception and the realization that it is not me is
true and I can trust it. That is the best | can say about it. Someone else can say “You’re
crazy” or “You’re having a psychotic split of some kind”.

But, that is a problem with creative life. People, who write words, people who write
novels talk about their novels, say that their characters speak through them. To what
extent is the author responsible for the opinions of his characters?

BRENTON ALSTON: Kind of, once it’s in motion, it just kind of goes.
DAVID MASLANKA: Yes. So to say.

I do not make the presumption of knowing everything about a person or situation through
my meditation. I never make that presumption. 1 did find out something important about
Gary’s internal energy and the need that this piece of music had to address. Not a single
issue, a bunch of stuff. I have no thought that this piece solves stuff. It doesn’t...it
addresses a certain quality of energy that he needed, that he needed to find in himself.

It is so interesting because the energy that he asked for that came through the symphony
was something, which he could not have thought himself into or thought himself through.
He’d be the first to admit it and tell you how burned he got by the whole experience. It
required, forced him sooner than he was ready, to come to terms with some things and
he’s still fighting the issues.

But, he’s close.

BRENTON ALSTON: He is.
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DAVID MASLANKA: And here’s a bigger issue and it’s a kind of despairing thought.
What good finally is any piece of music? For centuries now, humans have been
producing some powerful musical statements and as far as I can tell, the human race is in
a huge mess right now.

BRENTON ALSTON: Absolutely.

DAVID MASLANKA: And what good has it done? Can you say altogether what good
Beethoven did? I don’t mean to be cynical. In a general sense you can say that there is a
conditioning of the minds and hearts that come in contact with this music. But the
specifics of each life are such that the process of true change is very long and very hard to
accomplish. Gary told me that the Symphony arrived at his doorstep as a huge and
powerful dream, and he entered into a wrestling match with it. As the music unfolded in
his life it compelled him to move from being a high school band teacher to dealing deeply
with large musical issues through the wind medium. Music did not instantly change him
or make him a perfect person, but it prompted him to move into the struggle of his own
life.

BRENTON ALSTON: Right. You know that’s interesting also because if you look at the
Symphony in the hands of somebody else I am thinking working back to my most recent
experience with it with Professor Hanson in Arizona. It just had a profound affect on his
life and the time that he came to know this music, he came to know your music and then
through his efforts in the performance it was just absolutely amazing, so it works again
through somebody else. So the message must be true.

DAVID MASLANKA: It has a quality to it that other people can come to it and find
elements of themselves through it. Yes, it does have that. If a thing is vital in its original
situation, its original context, then that vitality can be transferred and the people who
need to attach to that particular experience will go and do that.

So, one of the realities is that the Symphony, is not a product of my ego...it can’t be
because that of itself cannot be the touchstone for other people.

BRENTON ALSTON: Then it wouldn’t work for other people.

DAVID MASLANKA: That’s right. My ego is one part of the partnership in allowing
this kind of potent mystery to appear. So I’m also part of the mystery. I don’t know if I’ll
be able to do it again...that’s the curiosity about it. People come and ask me about all this
and T do know a lot of things but I can’t know all or no more explain the mystery of
music than anyone else can.

The nature of dreams is that, especially the powerful ones, is that they seem to come
unbidden and they don’t come with roles.
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BRENTON ALSTON: Right.

DAVID MASLANKA: So the person who engages himself in a powerful dream will
open themselves in a way that goes beyond trying to contain it in words. In Jung’s terms,
these are archetype images. The word archetype has to do with a point of power, if you
want to take it that way. Because it isn’t definable it remains powerful.

In terms that we all understand: the Christians have the cross. It is one of those images of
power totally beyond the ego, and it retains its power because it makes a direct contact
with that space beyond ego. And that’s what good music does too.

BRENTON ALSTON: Absolutely. That was interesting what you said about the dream
not having any roles. It doesn’t. It just comes, and there it is. Do with it as you will.

DAVID MASLANKA: Or as you can. That’s the important part about creative life is the
willingness to engage , even though it’s painful.

BRENTON ALSTON: It is painful. On a daily basis I say, “Who do you think you are?”

DAVID MASLANKA: Once you get to stop asking that question then you say “Okay,
I’m fine” and the power that goes through you will kick you around in some ways.

BRENTON ALSTON: It just takes time. That’s the thing I hear myself hearing and
saying most often is that it is just going to take time. Even though I may be a big dreamer
in some ways, I can’t quite do the dream just yet.

DAVID MASLANKA: You start at your age and you realize there is a dream, which is,
God bless you, a good thing. Then all that goes into it to figure out what your ego is and
what the problems are, how to release...and I’'m still working on it. If it’s any consolation
to you, it just gets more interesting.

BRENTON ALSTON: That’s great. Hopeful at least. Well, [ don’t want to take any more
of your time. Thank you, thank you very much.

DAVID MASLANKA: Okay. Let me know what else you’ll need.

BRENTON ALSTON: Okay, I’ll let you know.
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Telephone Conversation with David Maslanka 3 March 2004

BRENTON ALSTON: In the throngs of the Symphony, I’ve made my way through the
first two movements and I’m getting ready to start working on the third and trying to get
into the fourth and fifth next week. I had a few questions specifically about some stuff in
those two movements. But, I also had a couple of little detail questions that I had for you
about some of this biographical stuff. I found a couple of things that I missed.

First thing, your daughter, her name is...?
DAVID MASLANKA: Kathryn.

BRENTON ALSTON: I had left that for some reason. Had another question. You talked
about, on a couple of different interviews, how you felt that a lot of the musical impulses
came from the maternal side of your family — from your mom. Where do you see yourself
in what you got from your father’s side of the family?

DAVID MASLANKA: Well, he was an inventive kind of mind. He didn’t have very
much education. He was a son of Polish immigrants and he didn’t speak English before
he went to school. He was in first grade speaking Polish, along with other kids who were
speaking Russian and French. Interestingly, he never was a verbal man, at all. He was not
much of a reader. He was a functional reader and he could read what he had to read, but
he was not quick or given to it. He was not an intellectual in any sense of the word. Yet
he had an inventive mind. He had a good visual sense. He was trained to do drafting work
s0, he had a concept of visual relationships.

I think he had the capacity to look at a problem and to see an unusual solution to it...
BRENTON ALSTON: That’s what he did at his work?

DAVID MASLANKA: He worked for Revere Cooper and Bass, which was in
manufacturing industrial metals. Often it was his job to come up with solutions for

problems with the manufacturing process.

So, that’s what he did. For his hobbies he was a woodworker and hobby farmer and a
beekeeper. He built all his own bee keeping equipment.

The sense of spatial relationships, the visual, artistic quality probably came through his
side.

BRENTON ALSTON: Okay.
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DAVID MASLANKA: But he didn’t have a shred of music in him.

BRENTON ALSTON: I was just curious about it. | had never read anything where you
really talked about him.

DAVID MASLANKA: That’s correct.

BRENTON ALSTON: If you don’t mind we can talk about stuff in the first and second
movement if that’s cool.

DAVID MASLANKA: That’s okay.

BRENTON ALSTON: First of all how I’ve kind of framed how I’m approaching each
movement is of course in the compositional process kind of bit I talked about how it was
through the meditation and it kind of formed a conduit that you would kind of fall back to
for inspiration to kind of fuel the composition.

So, I’ve kind of tried to talk about the music and how it kind of fit through the influence
of the meditation notes. I start each chapter about the first and the second movement with
those notes that you kind of marked that influenced the first movement energy or the
second movement energy, so on and so forth.

DAVID MASLANKA: I did today put in the mail sketches so you’ll get all that stuff.
BRENTON ALSTON: That’s great! Thank you so much.

So, that’s kind of how I started. With that I tried in some sort of way to relate the images
to the music that happened, in the first and in the second movement. Maybe not so much
programmatically but definitely in terms of influence. Mr. Green even said, “You know, 1
never even thought about it like that”. I saw the images as breaking down into three areas,
particularly the three that I was looking at. The first was discussing the horses and the
stagecoach, the Indian battle, the conflict, the White-Indian conflict. The next being the
contact with the golden light towards the end, the buffalo and the river of life and that
energy. Then, kind of stemming from the very first meditation that you had typed out
which was basically, how I understood it, involving that initial descent into that world
where you were talking about the curtains opening and the descent, the narrow tunnel
going out to the field.

I took those three areas and linked them up with the three areas of this movement. How I
saw it was, the first area being influenced by the descent and the field and looking for the
teacher and all that kind of energy coming up from the earth. I linked that into the first
section going from the scale up to where the march starts.

Of course, with energy shifts in there but that is where I kind of felt that first chunk of

things happening. Then [ saw the intense conflict, the battle with the Indian and the
cowboy or the white, I saw that happening right where B section starts with that march.
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DAVID MASLANKA: And you’re saying specifically at...
BRENTON ALSTON: 73.

DAVID MASLANKA: Okay, now I hear what you are saying and I am hesitant because |
don’t necessarily want to apply a specific picture to a specific element in the music and I
think that it might be...you’re going to have to make your choices here and I’m not going
to.tell you what to do. My feeling for it is that it might be just as useful to simply report
that these were the meditation influences that underline this movement in the music.

BRENTON ALSTON: And just leave it at that.
DAVID MASLANKA: And then to discuss the piece of music as a piece of music.
BRENTON ALSTON: Okay.

DAVID MASLANKA: Because when you try to become more specific than that you can
make statements that are not necessarily true. It’s a guess and you can make a guess if
you wish but it would have to be put in those terms. You cannot say it is a fact. You can
say “in my opinion this music evokes this character, this quality.” Now I can say, if you
went in that direction, yes you can do that but you would have to say specifically “In my
opinion, this character of music evokes the quality which is found in this meditative
image” as opposed to implying these measures of music mean that image.

BRENTON ALSTON: Okay.
DAVID MASLANKA: Do you understand the difference.

BRENTON ALSTON: I do. There is a ascribing...well, just like when you analyze
music, you can ascribe a whole lot of things to it or you can do what it is.

DAVID MASLANKA: Yes. But I don’t mind you at all making certain connections and
making an evocative kind of statement about the music so long as it is understood that it
is a matter of opinion.

BRENTON ALSTON: Okay.

DAVID MASLANKA: For instance, one of my favorite pieces of music of all time is
Debussy’s “Afternoon of a Faun.” That piece is tremendously evocative of the poem that
underlines it but there is no way to apply this measure to that line in the poem. would not
want that. What he had done in this music was to create a musical parallel universe and |
think that is an impulse I have followed through my whole writing career. The qualities
of image and power that emerge in meditation allow the creation of a parallel musical
statement which is itself, but it is not linked measure by measure to a description of the
image.
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So, this is not music about images, it is a musical version of those images if that makes
any sense.

BRENTON ALSTON: Yes. So then it would just be enough to just mention the images
and allow for the space of whoever or anyone, to see into that what they want to.

DAVID MASLANKA: See as they wish yes, as opposed to telling them what they are
supposed to see. You can say, you can go along that line for yourself that in your opinion
certain passages evoke characters, qualities. [ wouldn’t get too detailed or too far into it. 1
would rely mainly on a musical description or an analytical description to whatever
extent you are required.

BRENTON ALSTON: Yeah. I had sort of done a lot of that. More so, it was just in my
opinion how it kind of speak to me and I understand what you are saying. It’s locking it
down.

DAVID MASLANKA: You really can use these imagery kind of things but it really does
depend on how you write it.

BRENTON ALSTON: Okay. So let me just kind of discard that stuff and we can talk a
little bit about just the music then. Second section. | do see clearly starting right there at
73 with ...that’s another question that I’ve been wanting to ask you ever since that
rehearsal at when we were working on “A Child’s Garden of Dreams” that first
movement. You were talking to the trumpets about that fanfare that they have. That
fanfare that starts at 73 and then of course when the recapitulation happens later over
around 129, the trumpet fanfares again. I find the fanfares speaking a lot through all your
music.

DAVID MASLANKA: Yes, very definitely.

BRENTON ALSTON: I was just wondering if there was...I remember you talking about
that particular one in “A Child’s Garden of Dreams” was, I remember you talking about
the conflict of the devil...the fallen angel, the one that loved so much that they were not
just screams of angst but of love lost.

DAVID MASLANKA: Yes.

BRENTON ALSTON: So, I was wondering what was going on with these fanfares in the
first movement. Are they all stemming from the same energy or is each one different?

DAVID MASLANKA: 1 think it’s a quite a strong parallel that you’ve thought about
there. I had not considered it myself in fact I had not thought much about that
relationship. But, I think that the answer is yes. There is a quality here I would describe
as urgent, stern, forceful, imperative... Its tempo and rhythm are very steady, not
flustered but boldly aggressive. It’s a statement that announces an impending battle, an
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impending struggle. So, I think that the quality of going deeper into...I’m trying to
choose my words as carefully as I can here because the images are almost unspeakable at
times...there is a quality of power being announced here that can’t be spoken in words.
The conflict which ensues, the music which comes out of this is really a very intense
struggle, a wrestling match with a lot of cosmic forces. The trumpets make that kind of
announcement that a battle is about to be engaged.

You’ve already mentioned your reference to the mediation image of the conflict of Indian
and White. It’s in there; there’s no question about it. I’ve already spoken my caution
about using those images. You have to be thoughtful about how you might want to do
that. I’'m wrestling for language here too.

To get back to your question about the nature of the fanfares. There is a kind of music in
my writing which evokes a deeper power, that opens a deeper door which is visualized in
these meditation images. Now, when we say that the curtain is withdrawn then you go
into the tunnel and you go down then the place where you reach is someplace that begins
to touch the archetypal where bigger powers emerge that do not have words on them.
But, here you have a terrific sense of energy, of conflict. In “A Child’s Garden” the
trumpet material in the first movement is after the fact of the explosion. It is an echo; a
crying echo of something lost. At the same time it opens the door for other things in the
rest of the piece.

I think you know a certain trombone solo . The opening of forth movement of “Song
Book™, that huge trombone solo which does very much the same thing. It opens an area
of terrific conflict.

BRENTON ALSTON: Also that second part of the Marimba Concerto.

DAVID MASLANKA: Exactly right. And once you start that... and that was so well
done, the way in which you did that long sustained build up was as well as I’ve ever had
it done...it created the moment with all that big energy People get impatient with that,
they just want to get done with that stuff,

And [ can think of any other number of places in pieces. “A Tuning Piece” for instance
has another announcing music in which the saxophone crew does a similar thing and that
leads to intense openings of power.

Yes, it is an announcement of impending power, impending struggle, yes. It comes back
in at what you call the recapitulation but is of a different character. The energy has a
much more triumphant kind of character, and is more unified.

BRENTON ALSTON: That can take us into the end where all this relaxes into... I kind
of talked about this being the first of these songs here at 150. It kind of feels related to
me, especially to what happens in the fifth movement and somewhat to the Bear Song
that happens in the fourth movement. It is the first glimmer out of this music.
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DAVID MASLANKA: I think you’re quite right.

BRENTON ALSTON: Which also coincidentally I’ve noticed kind of appears in the
Fourth Symphony that kind of golden light theme. Even hints of it in the last movement
of “A Child’s Garden of Dreams”.

DAVID MASLANKA: Yes. What I’ve noted about my own composing is that characters
and qualities will show up from piece to piece, sometimes even I always allow such
things as best I can because they are a statement of an energy and a character, which is
related in all these instances.

BRENTON ALSTON: So, this song at the end is coming at the end of all this intense
energy. Is it a song of acceptance, is it lamenting something lost? It doesn’t sound
sorrowful or mournful in any way; maybe it’s a reflective quality.

DAVID MASLANKA: Certainly reflective but it’s so completely major. So the major
key is But, it is reflective and in a way a unifying field of the energies, all the conflicting
energies so the C scale arrives one more time. It is resigned in a way, but I think after all
the conflict the combatants are sitting, I guess propped back to back, having spent
themselves.

I’ve always wondered about conflict, especially human conflicts. How they take the
forms that they do. Have you been watching the news about the supermarket strike in
California?

BRENTON ALSTON: Very rarely, the news becomes so upsetting, I can only do it in
small doses.

DAVID MASLANKA: You and my wife. She watches three seconds of the news. In any
case, there’s been a supermarket strike in California. It started in December. It has cost
them something like $40-50 million in profits. It was settled last week. It took them three
months, of people being on strike and the company refused to talk to them. There was
bargaining and then failure in bargaining, and so on. So why didn’t they come to an
agreement on day one? Why does it take a war — all the wars that we’ve had — I’ve done a
lot of study of the Civil War which is probably the central fact of American life, in all the
issues that went into conflict and why wasn’t it possible for people at that point to say —
Oh, these are the issues — here are the viable solutions, let’s just do them instead of
killing 600,000 people.

BRENTON ALSTON: Maybe it’s because somebody has to take blame. It’s a weakness
in that it is easier to wait it out until you can assign blame.

DAVID MASLANKA: Yes, you think? I’m not a sociologist and I’m not even a good
historian, so I’m probably very naive about all this. I think things are obviously more
complex than that. Any discussion with anybody and you realize the differences we’re
talking about. In our public schools up here, the questions of evolution has come up
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again. The school board just passed they can talk about it the parallel theory of evolution,
a parallel presentation on creation. And everybody gets heated about it. Why? It’s only
the facts. And the thing about gay marriage. What’s all the heat about? Who cares.

BRENTON ALSTON: It’s pretty awful.
DAVID MASLANKA: Everybody just take a deep breath, get a life and stop worrying.

But, the whole question of conflict. I think that all the external conflicts in the world are a .
projection of personal conflict and I think the music of mine that you’re looking at
represents a lot of that emotion of personal conflict, internal stuff and that it does come

out through a revolution. But there was a need to go through all that. We’ve asked all
these questions. Well why can’t we just be reasonable about it? But the answer is not
reasonable. Does any of that make sense?

BRENTON ALSTON: Yes. It does make sense it’s just...so, do you think then that this
piece is not only just influenced from the images you got from what you did on Green on
trying to contact what, where he was, but you as well?

DAVID MASLANKA: Well, let’s put it this way. Music making doesn’t have divisions
and boundaries. There are the issues of my personal psychology, my experience with
nature, the relationship of those two elements, the fact that 1 have been in the process at
that point of, and still am, working through personal issues in order to touch something
that was beyond my personal issues. I've discovered through the meditative process that
it was possible to touch beyond myself to another person, that is Gary in this case, to a set
of forces and needs that were in his spirit, his psychology and so this combination
produced this music. It is not intellectual music in any sense though it is supported by
intellectually discernable musical values.

You can look at the form, you can look at the key structure and you can look at all those
things that are abstract musical support system that is used to embody this non-rational
set of forces. You can do your best within the confines of your writing here to pick apart
certain elements of it but you’ll never define in words what this music is.

BRENTON ALSTON: I do. I understand that.

DAVID MASLANKA: Here’s the curious thing. The Marimba Concerto and the Third
Symphony are back-to-back.

BRENTON ALSTON: And very related. During the rehearsal there were some pretty
intense moments. Green recognizing similar textures and motives in things and it was
pretty amazing. Now, going to the Third Symphony I can see some of those characters
more developed.

DAVID MASLANKA: I think that one of the things you recognize is that I hit Mr. Green
right smack in the eyes with his piece.
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BRENTON ALSTON: Absolutely.

DAVID MASLANKA: I did, I mean the piece did. What came out did that to him. Of
course, it did that to me too. So, I was channeled here for that thing that he needed to
evoke and couldn’t do it any other way. So, all this stuff flashed up and banged him right
smack in the head. He’s still working on it. It stirred up and smashed into areas. That’s
what troubles me about it. That’s what’s so hard about this music.

This idea of archetypes. Does that word have a resonance for you?
BRENTON ALSTON: Yes.

DAVID MASLANKA: An archetype is a point of reference that of itself is not a theme
but, when it flashes into human consciousness raises a certain number of issues of a
certain quality of character of ... and well okay...this music touches that, it touches those
things that are unspeakable of themselves in their root and you can only describe the
result as best you can.

BRENTON ALSTON: I think that that’s, that the archetypes, of course you look at the
images from the meditation cannot present themselves. You’ve got the image of the
buffalo, the river and water and what all that’s about and bear. Certain colors, when you
get into the second movement, the chameleon, things just kind of come up that I’ve seen
not only in Native American types of symbolism when they are talking about power
animals but also in writings I’ve seen on dreams as well, the two kind of link up.

DAVID MASLANKA: Yes they do.
BRENTON ALSTON: It takes it to a pretty powerful level.

DAVID MASLANKA: Yes. So the best you can do is to try to describe some aspects of
it as opposed to having the presumption that it can be explained.

BRENTON ALSTON: Right. Let’s talk a little about the second movement. Mr. Green
told me the other day that he got the second movement first. Do you remember anything
about how that happened?

DAVID MASLANKA: No.

BRENTON ALSTON: He showed me this letter that you sent with the second movement.
He circled the date and said “This is the first letter I’ve got” and then the other stuff
arrived.

DAVID MASLANKA: Do you have that letter handy?

BRENTON ALSTON: I do.
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DAVID MASLANKA: What does it say?

BRENTON ALSTON: “Dear Gary: Here’s the second movement. The third will
probably come in about two weeks. I still have to finish composing it and it’s a hefty
movement in terms of number of score pages. The forth and fifth movements are
composed and slow in tempo so not so much pages of score. I can begin to see glimmers
of daylight ahead.”

DAVID MASLANKA: But it doesn’t refer to the first one.
BRENTON ALSTON: No. I don’t know why he said that he got this music first.

DAVID MASLANKA: It doesn’t seem likely to me that I would have done that. My
tendency once [ started to score the piece would not be to score the second movement
first. Once I have my sketches done I will do the first movement so I’m presuming that he
got that.

BRENTON ALSTON: So, again as [ started the first one, [ presented this imagery you
said the second movement came from. First is the one about the shark. Being killed by
the shark and becoming the shark and that image of transformation. Of death giving way
to a new more creative life then you talked about the shape of the shark and the spiritual
arch. The Gothic arch all relating to going deeper into the spirit and then related to the
shark is the image of a bear, with snow, attacking you and allowing the attack to happen
with the bear, trusting that. Again, the image of the chameleon of course and the change
in beauty that that image brought.

I presented all those at the beginning then started talking about the music. ...let’s
see...the first music is kind of shimmering, rhapsodic, unfolding here until we get to 37.
All of that matertal is being related. Then at 37 this seemed..] called it...I described it...it
was a pretty angelic light music that I saw stemming from the imagery from the
chameleon, spatial imagery, bringing us into the death and the rebirth that happens later
on.

I saw that as the music of the spiritual transformation.

DAVID MASLANKA: Unfortunately for me, the music doesn’t come with explanations.
It just comes as music. Fairly early on, from the very beginning of my meditative work, I
recognized that I was not trained to write a description and that I was working musically
in this parallel space that would evoke, the qualities that a visual image would give.
Again, not something I would do, to try to specifically associate one image with one
particular theme.

Now, having said that, there is a quiet, ethereal, angelic character to this music at 37 and |
think that it might best be described in those terms.
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BRENTON ALSTON: Okay.

DAVID MASLANKA: There is a certain loss of gravity in the music and it really is
floating above the earth somewhere.

BRENTON ALSTON: That’s what it felt like; that’s what it seems like. It’s kind of
suspended.

DAVID MASLANKA: And that suspension in technical terms.

BRENTON ALSTON: Right. Then I saw over at 82. It seemed like we had that light
angelic quality mixing a little with the shimmering of the beginning along with this
almost folk song that happens in the bassoon and euphonium.

DAVID MASLANKA: Yes.

BRENTON ALSTON: I saw, especially the piano linking up orchestration-wise with the
same forces that were playing that light music. They are it to dissipate itself rhythmically
still suspending itself with those triplets that are tied over and such, all the way over to
this baritone sax at 92.

The songs here seem to me to be foreshadowing what’s going on at 103.
DAVID MASLANKA: The bassoon thing?

BRENTON ALSTON: Yes. It quite honestly sounds like some Native American folk
song, some singing maybe you would hear outside, older people singing. And then
changing over at 92 to a solo voice. Which brings us to 103. A huge shift. This felt to me
that this was the death and the rebirth metaphysically of Green.

DAVID MASLANKA: My sense of it in composing, | remember the moment extremely
well, my hand starting doing this music at the keyboard and I was overtaken and there
was nothing I could do to stop it, I could feel it about to happen, I could feel it start to
happen and I said “Oh, it’s going to do this” It is such an intensity that you tend to shy
away from it. I feel that the really powerful emotions... you shield yourself from these
things. This was the point of it all, it seemed to me. Everything else was that happened
prepared the possibility .

BRENTON ALSTON: And that gets from being as light and ethereal as it was... now it’s
huge. How did that happen to that theme?

DAVID MASLANKA: Well, you can’t think yourself into that. If I was to do that 1’d
say what is the logical evolution of this music? And it would make a nice little piece. |
can’t explain to you in words how it gets from one to the other except that there was in
that meditative sense which you understand the personal beginning of the journey to
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realize that you can suddenly be in the presence of something very large and powerful in
a revelatory way, it just opens up and you are there.

I think that the word “inspiration” is used to cover these things because it’s not possible
to say in any logical, reasonable, sensible way what it is. The best you can do is not ask
the question “why”.

BRENTON ALSTON: Then again there after this happens over at 109, we get again in
the trumpets this fanfare like, repeated notes, and again here is a pretty significant
moment.

DAVID MASLANKA: Yes. If there is in my music, any vision at all, the heavenly force,
something of a God-nature. Beautiful, powerful and yet scary.

BRENTON ALSTON: How it unfolds itself is like the end of the first movement, back
into quietness.

DAVID MASLANKA: It releases itself; there’s nothing left to say.

BRENTON ALSTON: We can go a little bit into the third movement.
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APPENDIX B

Letter to Gary Green from David Maslanka 26 October 2003

Copy of Page 1 of Euphonium Part for A Child’s Garden of Dreams
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APPENDIX C

Facsimile of original program notes sent to Gary Green from David Maslanka

SYMPHONY NC.3 {19913 - David Maslanka
SYMPHONY NO.3 was commissioned by the University of Connecticut

Wind Ensenble, Gary Creen conductor. Iwas asked to write a "major”
piece vet not necessarily one as blg as this. It is hard to say
why a given music emerges at-a given time. In my composing life
here have been “sign-post” pileces - large works that have
erupted at fairly regular, though unpredictable, intervals.
The impetus for this plece was in part my leaving university
life a year ago, and moving from New York City to the Rocky
Mountains of western Montana. The mountdins and the sky are a
living presence. Animal and Indian spirits still echo strongly
in this land, and these elements have found thelr way into my
wusic.
I am very grateful to Gary Green and the University of Connecti-
cut for sponsoring the composition of SYMPHONY NO.3. I am
especially thankful to Gary for his ardent championing of my
work in recent years, and for his avid interest in the develop-
ment of this new plece. His wonderful enthusiasm has sparked
the c¢reative process 1in a special way.

SYMPHONY NC.3 is in five movements and rung approximately

45 minutes. The first movement is in a moderate tempo and follows
one of my favorite schemes. It starts with the simplest of scale
materials and evelves a steady unbroken line from start to
finish. It is in sonata form, tightly woven in character, giving
it something of a Baroque feel. The movement is forceful and
unrelenting for most of its duration, but ends quietly.

The second movement is a serene and beautiful “nature” music,
mostly for small combimations of instruments. I am intrigued
with the magical quality of sustained pure colors. Musical

sound is colorful and structural at the same time. I love a music
that allows the listener to develop an intense reverie through
sustained sounds, while at the same time being carried through
the structure of the piece, Time and timelessness join in a
powerful way, each informing and illuminating the other..

The third is a fierce and bristling fast movement that maintains
its high energy from start to finish, It is also in sonata form.
The development section is a fugue which rises in power to a
huge climax area. The misic is fixed largely in the tonality of
a-minor;- first and sscond themes are in a-minor, a, third theme
iz in D, but the exposition ends in a-minor. The development
begine and ends in the home key, ag does the recapitulation.
This unmoving tonal scheme =smerged and would not be derailed

so I had to let it happen. The tonal fixation seems to underline
the character of filerce power.
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SYMPHONY NO.3 - page 2

The fourth and fifth movements are both lamentations though

not particulxly slow or "down” in spirit. It is hard to describe
opposites existing in the same space and time. The music is
joyous yet sorrowful, recognizing the complementary nature of
1ife and death. These.movements - indeed the entire Symphony -
have grown out of my perceptions of natural forces, especially
the strong currepnts of old life that exist here in Montana.

The music is a lamentation for the loss of the old direct con-
tact with the life of the earth, yet a recognition that these
values still exist and can be brought back into meaningful focus.

The fourth movement does not have an easily-labelled traditicnal
form. The music moves through a series of song-like episodes,
much as one might move through mountain meadows and across hills,
natural vistas of great beauty appearing and dissolving as one
goes. About two-thirds the way through 1s the song of the "Golden
Light",

The fifth movement might be called "Song for a Summer Day"”. The
character of lament is there, but the creative winds rise and
bring an ecstatic vision of natural beauty and life force. The
movement end with the lament transformed into a song of quiet joy.

- notes by the composer
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APPENDIX D

LETTER OF CONSENT FROM DAVID MASLANKA
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Facsimile of article about premier performance of Symphony Number Three
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Symphony

(Continued from Page 1)

perform such a complicated
work. As the years passed, the
sound of the piece haunted
him, and then, almost out of
nowhere, he received an offer
to direct the bands at UConn.
At the same time, he also re-

ceived an offer to direct bands

at-a college a half hour away
from Spokane, but for some in-

explicable reason, felt com-
" pelled to move cross-country to
Connecticut. ’

After four years in Storrs, he
decided to undertake a perfor-
mance of "Child’s Garden" and,
last year, his concert band
played Maslanka’s 2nd Sym-
phony. Both times, the stu-
dents’ initial response was dis-
like. But after weeks of work,
they, like the conductor, ulti-
mately felt "mesmerized and
elevated to a new level.”

Meanwhile, Green convinced
others in the music depart-
ment to support him in his ef-
fort to commission Maslanka
to write a symphony for the
university’s Symphonie Wind
Ensemble. Funds were pro-
vided by the UConn Research
Foundation.

ters the process and the actual
transcription from internal
realms to the paper begins.

It then expands and starts to
take shape. What follows is a
period of furious drawing as
the composer spews forth
pages and pages of random
notes which make no sense to
anyone but himself.

With the "Symphony No. 3,"
Maslanka, who has written
more than 50 major works in
30 years, then divided his
notes into five piles of paper or-
ganized by what he felt were
the natural affinities the notes
had for each other. The work,
like pizza dough, was begin-
ning to take shape.

He said the process of actu-
ally constructing the work is
the most difficult for him. The
227-page score took him five
months to complete as he wres-
tled with his own creative
ideas and the difficulty he said
he had with "getting the damn
thing down on paper.”

But now it is complete, and
since school started in the fall,
has been in the hands of Green
and his students to learn, mas-
ter, feel and recreate in the im-
age of the composer’s soul.
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Green is convinced that the =
resulting work will stand: -

alongside the ‘great pieces of
classical musie. "We'll all be
gone, but it will live on," he
said,

"This is the culmination of
my lifetime," the conductor
added. "He changed my life.
He’s why 1 am here: to do this
piece.” i

Maslanka describes the 50-
minute piece as a melodic song
in five movements for wind,
brass and percussion. Though
contemporary, it lacks the dis-
sonance of so much modern
music. The label "song"'is ap-
propriate, he said, because his
method of composing requires
he sing the components out
loud to himself. "All of it is
shaped by my voicé and what I
want it to do," he said.

He begins the composing pro-
cess, not by worrying which
note will follow which, but by
thinking deeply — from the
heart — about the people and
situation for which he has been
asked to write, the personal
energy of the performer (in this
case, Gary Green) and the
needs of this particular piece of
music. ‘

But there’s more. .

"As a composer, the first
thing I have to do is discover
my soul,” he said. "As preten-
tious as it sounds, that’s what
this is all about.”

Once, symbolically, the piece
has left the province of the
heart and soul, the brain en-

. When-he heard it j’or@hé first

time during a rehearsal last

week, Maslanka said the expe-
rience was like turning on the
lights. "What existed in my
imagination was now a torrent
of sound, -all corresponding to
what was in my mind, and my
muscle, and my heart.”

Weeks ago, the students
overcame the difficulty of the
score and began to explore
Maslanka’s ‘soul. "We stopped
worrying about what we' were
doing wrong, and began to

wotry about whether we were’

getting what he had in mind,"
said Eric Bell, a senior French
horn player from South Wind-
sor. :

What remains these last few
hours before'Thursday’s 8 p.m.

performance are the nuts and °

bolts, the fine-tuning. On Sun-
day, the ensemble will record
the work for a compact disc.

Now, as Maslanka puts it,

his "Symphony No. 3" is ready"

"to be put on the edge."

Green approaches the mo-
ment with mixed emotions.

"It’s a little like caring for a
child," the conductor said of his
intimacy with the symphony.

- "Up until now, it has belonged

to me and my students. Thurs-
day night, we will open the
door and it will belong to the
world."
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VITA

Brenton Franklin Alston was born in Washington, D.C., on September 6, 1976. His
parents are Benjamin Franklin Alston and Kelley Blain Alston. He received his
elementary education at Shepard Elementary School in Washington, D.C., and
Woodward Academy, in College Park, Georgia. He also received his secondary education
at Woodward Academy. In August 1994, he entered the Schuford School of Performing
Arts of Catawba College from which he graduated with the BA degree with
concentrations in Music Performance and Education in May 1998. While at Catawba, he
was awarded the Huck Finn Musical Award for his original score to Christopher
Marlow’s Doctor Faustus. In August 1999, he was admitted to the Graduate School of
Radford University in Radford, Virginia where he was granted the degree of Master of
Arts, with a concentration in Music: Instrumental Conducting, in May 2001. During the
summer of 2000 and Spring of 2001 respectively, he was awarded the First College Band
Director’s National Association Gender/Ethnic Conducting Fellowship and Radford
University’s College of Graduate and Extended Education Award for Exemplary
Performance . In August 2001, he was admitted to the Graduate School of the University
of Miami, in Coral Gables, Florida where he was granted the degree of Doctor of Musical
Arts in Instrumental Conducting in May 2004. His professional memberships include
College Band Directors National Association, Conductors’ Guild, and the College Music

Society.
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