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Wendy Reid Tree Pieces
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William Winant, Percussion

WENDY REID (b. Los Angeles, 1952) received degrees
from Mills College (M.A.), the University of Southern Cali-
fornia, School of Performing Arts (B.M.), and attended
Stanford University, Center for Computer Research in
Music and Acoustics. Between 1975-77, she was a private
pupil of Nadia Boulanger in Paris and at Les Ecoles D'Art
Americaines at Fontainbleau. Composers she has studied
under include Terry Riley, Robert Ashley, Halsey Stevens,
James Hopkins and film composer David Raksin. She is the
recipient of numerous awards and grants including Meet
The Composer/California, an ASMC grant and the Paul
Merritt Henry Prize. Since 1981, she has taught at Holy
Names College and is currently producer of the new music
series NEW MUSIC WITH BIRDS, FROGS AND OTHER
CREATURES sponsored by the Natural Sciences Depart-
ment of the Oakland Museum and the San Francisco Art
Institute. She writes: “TREE PIECES is an on-going set of
musical processes which attempt to reflect nature’s man-
ner of operations. Because the pattern or order of nature
functions as a single process without division, contrary to
the state of control in which there exists a duality (—one
element commanding and the other obeying), control in
the compositional process is removed to varying degrees
from piece to piece. The processes are contextual in nature
thus allowing the performers to act according to the
unpredictable conditions and variables which arise from
within the musical continuity. In this way, the compositions
attempt to reflect the inter-connection of all things (includ-
ing ourselves) in nature. In performance, an attempt is
made at a spontaneous unforced and unblocked growing
of sound and silence in which emphasis is placed on for-
mation rather than pre-established form, asin the building
and shaping of cell-like units in living processes. This
approach ‘formation as process’ parallels that of the artist
Paul Klee whose writings have influenced my work. Klee
believed that “communication with nature remains the
most essential condition” for the artist by the simple fact
that he himself is part of nature.




TREE PIECE #34 creates a landscape in which live per-
formers play with and against a background of two taped
ostinati of croaking frogs. The oboe assumes the role of an
‘abstract frog’' playfully interacting with the taped ‘real
frogs’, while the percussion is transformed throughout the
work from reflector of the ‘abstract frog' (—sounds seem-
ingly ‘bouncing off' the frog croakings) to imitator of the
‘abstract frog' by use of various timbral techniques to
finally breaking away and becoming an independent voice,
—another frog which interacts with the others. As in other
Tree Pieces, the Fibonacci series” is used as a structural
device creating an over-all effect of cell-like units of sound
growing into seemingly endless phrases of frog-like
communications.

TREE PIECE #10 is based on a poem by Jeff Reid: but/con-
tradiction is/affirmation/of/ The composition might be de-
scribed as a ritual with no beginning and no end in which
words and music play reversed roles—that is, words
‘sound’ and notes ‘speak’: the words of the poem are used
(much like a text-sound composition) for their rythmic and
sonic qualities, while the musical materials, motivic and
timbral in nature, act as symbols for the words and are
frequently interchangeable with them. This inter-relation-
ship of words and music (sound) attempts to achieve a
coherent totality strangely expressing the connotative
meaning of the poem through a peculiarly autonomous
“syntax”.The work is comprised of various movements in
which text and note symbols undergo contrasting pro-
cesses working within the context of the larger process.
Each word in the poem except for the last word ‘of has a
corresponding ‘note symbol’ which is distinguishable by its
own unique timbre as well as pitch. The composition hasa
microtonal dimension to it by the fact that the musical
motivic material is echoed throughout the performance but
never in perfectly pitched unisons. It parallels the textual
motivic material in that the syllables are never repeated
with the same exact intonation. TREE PIECE #10 is dedi-
cated to the memory of my mother Charlotte B. Reid.

TREE PIECE #8 is an intimate dialogue of sparse and
delicate timbres selected by the solo percussionist within
the restrictions given by the composer. Of all the Tree
works, this composition probably encompasses the idea of
growth or growing in the purest sense: sounds and silence
are constantly growing from a source (the ‘root note’),
changing and expanding, in subtle ways, sometimes barely
perceptible. It might be compared to watching a tree grow
from day to day. The score is a visual as well as aural
representation of the Fibonacci series, and most aptly so
considering the nature of the work.

TREE PIECE #21 isanenvironmentin which taped sounds
of a 19-minute improvisation by a bird (Pacific Parrotlet)
interact with live performers playing a written score of
bird-like motives to be sounded freely with great variety of
expression and timing. The piece goes through various
stages of notational transformation in which the per-
formers acquire more freedom of improvisation along the
way. In the beginning, all aspects of the music are strictly
notated; then, the performers move into a section of spa-
tially notated motives and pitches. Finally, a level of improv-
isation is arrived at in which the order, relationship and
microtonal pitch alteration of motivic material can be
manipulated by the performers so as to create music like
birds.”

WILLIAM WINANT is a graduate of York University and
Mills College. He studied with Robert Ashley and Lou Har-
rison, Western percussion with Bob Becker, John Bergamo
and Karin Ervin, South Indian drumming with Trichy San-
karan, Balinese music with |. Wayan Suweca and |.
Nyomann Sumandi, and Javanese music with K.R.J. Wasi-
todipuro. Winant is on the faculties of Mills College, U.C.
Berkeley and U.C. Santa Cruz. He is known throughout the
United States and Canada for his virtuosic and energetic
performances.

*The Fibonacci series is a summation sequence derived
from plant and animal reproduction.




