


isn’t this a time? ian mitchell

1 Reflection (William O. Smith) 5:02
Ian Mitchell (clarinet); Trinity Laban Clarinet Class of 2013 (drone)

2 Sleep (Peter Warlock) / Sleep, and then going on (Barney Childs) 13:04
Lynton Atkinson (tenor), Aleksander Szram (piano)/Ian Mitchell (clarinet/cymbals)

3 Etude for Barney (Eric P. Mandat) 2:56
Ian Mitchell (clarinet)

Epitaphs (William O. Smith) 10:56
Ian Mitchell (clarinet/narrator)
4 Antibia 1:14
5 The He-Goat 0:56
6 A Soldier 1:31
7 A Bird 1:49
8 Erato 1:50
9 Pan of the Fields 0:57
10 A Dolphin 2:38

11 For One, Two or Three People (Christian Wolff) 5:27
Ian Mitchell (clarinet/percussion/piano)

Sonata for Clarinet (John Cage) 4:19
Ian Mitchell (clarinet)
12 I. Vivace 1:20
13 II. Lento 2:00
14 III. Vivace 0:58

15 Dark as a Dungeon (Merle Travis) 1:25
Trinity Laban Clarinet Class of 2013 (voices)

16 Dark as a Dungeon (Christian Wolff) 5:13
Ian Mitchell (clarinet)

17 Isn’t This a Time? (Christian Wolff) 4:40
Ian Mitchell (clarinet)

18 Bedtime Stories – No. XII (Tom Johnson) 2:18
Ian Mitchell (clarinet/narrator)

total duration 55:23



foreword

What I enjoy about the collection of composers I have chosen to record for this CD is their
individuality of outlook and the challenges they throw up for one to deal with, both musical
and practical. I also enjoy the links between them, some of which are very close, some
tenuous, but nonetheless of note. Wolff and Cage are an obvious pairing; Johnson studied
with Feldman, who was close to Cage and Wolff (and Earle Brown, the other composer in
the close Cage circle of the 1950s). Mandat is a friend of Smith and, inspired by his
discovery of new techniques for clarinet, has gone on to explore his own fascinating sound
world. Barney Childs was a wonderful maverick, much respected for that by many.

It took me some time to arrive at the pieces to record. I didn’t want to record a series of
unaccompanied works for clarinet. That doesn’t interest me. Indeed not all the pieces were
originally written for the instrument. The disc is not about the clarinet per se, but about music
that asks the performer some different musical and practical, as opposed to purely
instrumental, questions.

I wished to include music by some composers with whom I have, or had, personal contact.
Bill Smith I have known since the early 1970s, and has been an inspiration to me; Christian
Wolff and I have met up and worked together a number of times since the 1980s. I find the,
often huge, interpretative challenges he throws up in his works highly stimulating; Barney
Childs and I performed together once, had a splendid al fresco Sunday lunch in my garden in
East Dulwich, and met a couple of other times. He was a crusty delight. Knowing composers
personally is important to me in thinking about the music and preparing performances. I feel a
much closer involvement with them and their music.

The focus on American composers was not planned. It simply came out that way, and I find
that interesting. They all have not only a strongly personal creative spirit, but a continual
wish to explore all sorts of different things that interest them. I admire that and enjoy working
with the fruits of their explorations. I hope you too enjoy this small sample of their work.

Ian Mitchell



the music

William O. Smith: Reflection
… for clarinet and voices was written in 1984 and dedicated to Ian Mitchell. The
drone is sung by the Clarinet Class of 2013 from Trinity Laban Conservatoire of
Music and Dance, London. This is a premiere recording.

Peter Warlock: Sleep
Peter Warlock (1894-1930) composed primarily for voice, with over 150 solo songs,
and many part songs, plus some well-known instrumental music such as the Capriol
Suite (1926). As well as being fully aware of contemporary music (he was a friend
of Bartók, for instance), he was a Renaissance enthusiast and, under his original
name of Philip Heseltine, writing on and editing particularly Elizabethan and
Jacobean composers and making around 600 transcriptions mainly of their music.
He also wrote on Gesualdo.

The years between 1921 and 1924 proved to be his most productive period. He
wrote a highly respected book on Delius; prepared performing editions of 21 English
ayres; composed The Curlew, arguably his masterpiece (scored for tenor voice with
flute, cor anglais and string quartet, setting texts after W. B. Yeats) and a number
of fine songs, including Sleep in 1922, which uses a text by John Fletcher
(1579‒1625). Brian Collins wrote in his essay Peter Warlock’s Music (2001) for the
Warlock Society (www.peterwarlock.org): ‘Sleep provides the best example of
stylistic misattribution in the whole of the Warlockian canon: its metrical freedom
certainly parallels Renaissance practice but the counterpoint, chromatic word-
painting and, especially, the dissonant coda proclaim the sublimated influence of
Delius and, particularly, van Dieren.’

It is no surprise that Barney Childs was attracted to this particular song as a
starting point for his composition for clarinet. He was himself a poet, composer,
and writer on music and poetry. He studied English literature and poetry as a
Rhodes Scholar at Oriel College, Oxford and wrote a PhD dissertation on the poetry
of Tudor madrigals.



Childs wrote what he termed ‘talking music, not dancing music’ (as described
below by Virginia Anderson). It is interesting, therefore, to see that at the head of
the score to Sleep Warlock states:

‘To be sung as though unbarred, i.e. phrased according to the
natural accentuation of the words, especially avoiding an accent
on the first beat of the bar when no accent is demanded by the
sense.’

Barney Childs: Sleep, and then going on
… for A clarinet and cymbals (1980) is a musical monologue on the song Sleep, by
Peter Warlock. Although the song melody begins the work, Sleep, and then going
on is not variations on a theme. Instead, Childs uses two features of his working
style: first, his ‘talking music’ — simple melodic statements, silences, punctuated
by virtuosic flurries of notes and instrumental special effects. Childs asks the
performer to communicate without ostentation; in fact, in one passage he directs
the player to be intentionally dull. The second feature is a practical approach to
instrumentation. Childs wrote this piece for Virginia Anderson, who wished to play
the A clarinet more and who was also a second-study percussionist. This, the first
recording to present Warlock’s Sleep with Sleep, and then going on, provides a
clear demonstration of Childs’ use of musical thinking from a single source.

Virginia Anderson
Eric P. Mandat: Etude for Barney
… was written in 1990 to be included in A Festschrift for Barney Childs on the
occasion of his 64th birthday from his colleagues and former students, compiled by
clarinettist Phillip Rehfeldt, a friend and colleague of Childs at the University of
Redlands.

According to Rebecca Tout d’Alessio in her 2012 doctoral dissertation Eric Mandat
(b. 1957): A Multiphonic Meditation on a Composer, Clarinetist and Teacher
(http://repository.asu.edu)

‘Mandat relished the opportunity to "dream up" a solo clarinet
piece based on the character traits of Barney Childs. In his music,
Mandat attempted to reflect the oppositional personality traits of
raw and politically incorrect versus the sensitive and caring
persona that lie beneath the surface of Childs.’



Perhaps Mandat also had in mind Childs’ perversely witty musical approach by
throughout constantly colouring (distorting?) often fairly conventional gestures with
microtones and in the coda baldly presenting a standard nineteenth-century
C major arpeggio ‘étude’ figure as the penultimate gesture leading to the final
cadential quarter (of course) tone.

William O. Smith: Epitaphs
Epitaphs (1993) for double-clarinet, consists of seven movements, each preceded
by an epitaph written by the ancient Greek poet Anyte of Tegea. She was
considered by many of her contemporaries to be worthy of comparison with Homer.

I thought her epitaphs would be
appropriate for this work since the
pieces are inspired by the Ancient
Greek aulos, a double-pipe instrument,
which according to legend was
invented by the goddess Athena. It can
be considered an ancestor of the
modern clarinet. In performance the
upper holes of the right-hand clarinet
are closed so that the right hand can
use normal fingerings.

William O. Smith

1. Antibia 2. The He-Goat
3. A Soldier 4. A Bird

5. Erato 6. Pan of the Fields
7. A Dolphin

Aulos



Anyte (c.299–c.250) was much admired by
her contemporaries and later generations
for her epigrams and epitaphs. She is
believed to have been from Tegea, in
Arcadia. Much of the poetry surviving from
the Alexandrian period, including Anyte’s,
is found in what is called The Greek
Anthology. At least eighteen of her
epigrams survive; several others are
doubtfully attributed to her. However,
there are more complete poems by Anyte
than by any other Greek woman: Sappho’s
nine books, for instance, only survive in
fragments. Epigrams appeared first as
actual epitaphs for the dead, carved on stone stele, and as dedications inscribed on
objects offered to the gods. Anyte’s epigrams are of four kinds: dedications of
objects; epitaphs for humans; epitaphs for animals; pure landscape. She appears to
have been the first to write epitaphs for animals.



Christian Wolff: For 1, 2, or 3 People
… was written in 1964. Instructions in the score include:
‘There are ten parts, one to a page. A performance can be made of any number of
them … Each part, or page, is a score … Play all that is notated on a page, in any
convenient sequence, not repeating anything … Players can use any way of making
sounds, allowing for the following specifications: some notes are on staves: play
the indicated pitch (reading either bass or treble clef; sound at pitch) … Where no
pitches specified, they are free (recognizable or not). If two or three play, the
material on a page should be distributed between them, in any way; but no
material marked off for one player should be played by another.’
The first performance was probably given by John Cage and David Tudor in 1964.

Page 6 of ‘For One, Two or Three People’



I chose to perform page 6, dividing it into three areas of material, and to use
besides the clarinet, a variety of hand-held percussion instruments, drums, piano
and voice. I recorded a single performance, then performed along with that with
no prior preparation (i.e. not listening back to the initial track before the
‘performance’), and similarly performed a third time, always using the previous
performances as ‘live’ real-time sound. After the initial balancing of instruments by
the engineer, no editing or manipulation was used, except that I re-recorded the
final note on the third performance. I can’t remember why, and I feel guilty about
having done so!

One of the stimulating challenges in performing Christian’s indeterminate scores is,
for me, to try to ‘get inside’ the very individual notation and work towards an
honest presentation of them (or at least my part in them), trying my best to avoid
improvisational and musical clichés; rather to attempt to take what is offered on
the page as a starting point for a journey, to be true to the composer and to travel
‒ where to, I hope, being different each time.

Ian Mitchell
and the
double clarinet



John Cage: Sonata for Clarinet
1. Vivace 2. Lento 3. Vivace

Cage returned to the USA in 1931 after eighteen months in Europe soaking up
contemporary art, architecture and music. After scraping a living in California for a
couple of years, primarily through involvement with contemporary art, he decided
that people seemed to think more of his music than his art and the pianist Richard
Buhlig put him in touch with Henry Cowell, who suggested that he might consider
studying composition with Arnold Schoenberg. However, Cowell proposed studying
initially with Adolph Weiss, who had studied with Schoenberg in Vienna, which he
duly did. Before doing so he took lessons with Cowell. It was possibly just before
the beginning of his time with him that Cage wrote the Sonata for Clarinet.
Apparently he wrote it in 3 days: 3‒5 September 1933 (see ‘A John Cage
Compendium’ edited by Cage scholar Paul van Emmerik ‒ http://cagecomp.home).
It is not clear why he wrote the Sonata, and initially he had difficulty getting it
performed.

The outer movements are full of rhythmic vitality and attractive angular lines, with
the third movement being a pitch retrograde of the first, and the quite intense
Lento perhaps hinting at some kind of 12-tone thinking, with the initial statement
of three 12-tone rows. Could he have been experimenting with some
Schoenbergian techniques before spending time with Weiss and then the man
himself?

There are no expression, phrasing or articulation marks in the score.

Merle Travis: Dark as a Dungeon
‘The saddest songs are written when a person is happy. I was driving home after a
date with a beautiful girl in Redondo Beach, California. I had a recording session to
do the next morning and needed some material. I parked my car under a street
light and wrote the verses to "Dark as a Dungeon." I got the idea from growing up
around the coal mines in Kentucky. My father and brothers were coal miners.’

Merle Travis (Telephone interview, Sept. 7, 1973, reprinted in Dorothy Horstman,
‘Sing Your Heart Out, Country Boy’, New York, NY, 1976, p. 246)



Chorus:
It’s dark as a dungeon, and damp as the dew;
The dangers are many, and the pleasures are few,
Where the rain never falls, and the sun never shines ‒
It’s dark as a dungeon way down in the mines.
(as published in Songs of Work and Protest, ed. Edith Fowke and Joe Glazer, Dover
Publications, Inc., New York, 1973)
A film of Travis performing his song solo in 1953 can be found on YouTube.

Christian Wolff: Dark as a Dungeon
… was written in 1977.
As in Isn’t this a Time (track 17) Wolff uses what he calls notation ‘Familiar (to
those who “read” music) on staves et cetera.’ (In Cues: Writings and
Conversations, Köln, 1998, p.154). However there is much left for the performer to
share in, and only general guidance from the composer in the introduction such as
‘… with some measure of decisiveness for the sixteenth note phrases … whole notes
throughout are free of duration (don’t count) … Wedges (^) between phrases or
notes = a break, of freely variable duration (including hardly any) …’. There are no
metre indications, no bar lines or articulation markings. The work was written for
saxophonist Jon Gibson.

Apparently I gave the first performance at Goldsmiths College, London on 7 March
1978.

Christian Wolff: Isn’t This a Time
Isn’t This a Time was written [in 1982] because I liked the saxophone (though it can
be played by other reed instruments) and is a kind of etude based on a song by Lee
Hays, member of the political folk song group The Weavers (with Pete Seeger and
Ronnie Gilbert). It can also be played heterophonically by more than one
performer.

Christian Wolff

The song referred to by Christian is ‘Wasn’t That a Time’, words and music written
by Lee Hays (1914‒1981), possibly with the poet Walter Lowenfels, that became an
anthem for The Weavers, whose members were Lee Hays, Pete Seeger,



Fred Hellerman and Ronnie Gilbert. The quartet officially formed in 1949, after
being active together for some years particularly in the American labor (sic)
movement, taking the name from an 1892 play about European striking weavers.
They achieved extraordinary nationwide success until being denounced during
testimony to the House Committee on Un-American Activities and eventually broke
up in 1952. A reunion concert at Carnegie Hall in 1955 sold out, and their Decca
album became one of the three top-selling albums of the year. There were
occasional other reunions and the documentary ‘Wasn’t That a Time!’, with script
by Hays, was released in 1982.

Verses refer to Valley Forge, Gettysburg, World War II, the McCarthy days … with
the chorus:

Wasn’t that a time, wasn’t that a time,
A time to try the soul of man,
Wasn’t that a terrible time?

I decided to play the piece as a duet, adding the additional version to my original
interpretation, taking guidance from comments that Wolff wrote in the score:

‘If more than one instrument plays, the coordination should not be
rigid, or too precisely pre-programmed. While unison or doubling is
the point of reference for coordinating, the players can get
slightly out of phase with one another, i.e. play in an heterophonic
spirit, improvising so to speak movements in and out
of, but in the long run aiming at, unison.’

(from the introduction to the score Isn’t This a Time, composer’s manuscript.
Copyright 1982 by C. F. Peters, New York, N. Y.)

This is a premiere recording.

Tom Johnson: Bedtime Stories – no. XII
This collection of twelve short pieces for clarinettist/narrator was written in 1985
and has been performed in many different versions and formats, both theatrical
and in concert. In one, the pieces were separated ‘by the recorded snoring of the
composer’. Johnson’s introduction in the score ends: ‘… and I always hope that at
least a few people will also do some very private versions, at home, at night, to
help their lovers fall asleep. That would be very nice.’



the composers

William O. Smith (b.1926)
William O. Smith, born in California, is not only a clarinettist of distinction in both
the jazz and ‘straight’ fields, but is also a composer of a great deal of remarkable
music, much of it for his own instrument. Since his teens his musical life has
proceeded in three directions simultaneously and with equal success.

He studied composition with Darius Milhaud at Mills College, Oakland, California,
and then with Roger Sessions at The University of California, Berkeley. He has
received numerous awards, including a Prix de Paris, a Prix de Rome, two
Guggenheims, and a BMI Jazz Pioneer Award. He has written around two hundred
works for a wide variety of instrumental and vocal combinations, including
Concerto for Jazz Soloist and Orchestra (1962), which uses a twelve-note row as
the basis for both the orchestra’s and the soloist’s material; and Space in the Heart
‒ A Jazz Opera in 7 Scenes (2008).

He studied ‘straight’ clarinet at the
Juilliard School in New York with
Arthur Christman, then went to the
Paris Conservatoire to work with
Ulysse Delecluse. As a jazz player
(familiarly known as Bill Smith), he
was a co-founder, with fellow
Milhaud student Brubeck, of the Dave
Brubeck Octet in 1946/47 (which also
included saxophonist Paul Desmond
and drummer Cal Tjader), and was
responsible for many of the group’s
arrangements. His Schizophrenic
Scherzo, written for the Octet in
1947, was one of the first successful
integrations of modern jazz and
classical procedures ‒ a style later
dubbed ‘Third Stream’.



Until recently he was frequently the front man of the Dave Brubeck Quartet, giving
around fifty concerts a year throughout the world.

Not surprisingly, Bill Smith has written numerous works for his own instrument,
many of them for himself to play. These show a remarkable inventiveness and
freshness of approach. He was inspired to experiment initially by hearing a
performance in Los Angeles in 1959 of Luciano Berio’s Sequenza 1 for solo flute
(1958) played by its dedicatee, Severino Gazzeloni. This work contains a two-note
‘double stop’ for the instrument, and hearing this overwhelmed Smith ‘ ... and I
wondered if it would be possible on the clarinet ... At that time I had received a
Guggenheim Fellowship which enabled me to go to Europe for a year and, with the
luxury of free time, I set about exploring multiphonics systematically ‒ and began
making a card index. By the time I’d finished I’d explored every fingering
combination I could think of ... then list[ed] all these fingerings and sounds ...
graded according to difficulty, and secondly according to quality (timbre). I would
write down what colours it brought to mind ... “flute-like”, “like a fog-horn”,
“velvety”, and so on ... became more interested in the various colours that were
produced rather than in the idea of playing two or more notes simultaneously.’

Smith also worked at the Columbia Princeton electronic music lab in the early
1960s, where he made a tape of electronically-transformed clarinet sounds for Duo
for Clarinet and Recorded Clarinet – the earliest example of a work for clarinet
and tape. The experience opened his mind and ears to many new possibilities and
since those early days he has gone on to an ever wider exploration of colour
resources for the clarinet.

These have been developed in two ways. First, through modification of standard
playing techniques: extending the range upwards; discovering novel ways of
blowing, and fingering; vocalizing whilst playing; playing two instruments at once.
Second, through modification of the instrument itself: by muting with a large cork
placed in the bell; electrification of the clarinet (a microphone plugged into the
instrument barrel, for synthesizer or, more recently, computer-transformed
sounds); electronic devices such as delay unit and pitch divider; mouthpiece placed
on the lower joint; the two halves of the instrument played simultaneously with a
mouthpiece on each; removal of the mouthpiece to play the instrument as a flute
(he has coined the name ‘clarflute’ for this); mouthpiece played alone...



After teaching at the University of Southern California, Smith taught music
composition and performance from 1966 to 1997 at the University of Washington
School of Music in Seattle, where he is now professor emeritus.

(This is an extract from the essay ‘William O. Smith – Musical Pioneer: A Look at
the Work of One of the Twentieth Century’s Most Inventive Musicians’, by Ian
Mitchell, published initially in Musical Performance, 2001, Vol. 3, Part 1, and
subsequently as a chapter in The Versatile Clarinet, ed. Heaton, New York, 2006)

Christian Wolff (b.1934)
Christian Wolff was born in Nice, France,
but has lived mostly in the USA since
1941, taking citizenship in 1946. He
studied piano with Grete Sultan who
introduced him, when he was 16, to John
Cage. Not wishing to study music
academically he studied classics at
Harvard University, becoming an expert
on Euripides. He went on to teach
Classics at Harvard until 1970; thereafter
he taught Classics, Comparative
Literature, and Music at Dartmouth
College. After nine years, he became
Strauss Professor of Music there. He
stopped teaching at Dartmouth in 1999.

In 2004 he received an honorary degree
from the California Institute of the Arts.Though mostly self-taught as a composer,
association with John Cage, Morton Feldman, David Tudor, Earle Brown, Frederic
Rzewski and Cornelius Cardew has been important for him. A particular feature of
his music is the various freedoms it allows performers at the time of performance
as well as the variable results possible for any one particular piece, for which
various new notations have been invented. Underlying notions in the work are
shared freedom, self-determination and democratically-spirited collaboration,
reflecting his life-long commitment to socialism.



Wolff has also been active as a performer and as an improviser ‒ with, among
others, Takehisa Kosugi, Steve Lacey, Keith Rowe, William Winant, Kui Dong, Larry
Polansky and the group AMM. His writings on music, up to 1998, are collected in the
book Cues: Writings and Conversations, published by MusikTexte, Cologne. He has
received awards and grants from the American Academy and National Institute of
Arts and Letters, DAAD Berlin, the Asian Cultural Council, the Fromm Foundation,
the Foundation for Contemporary Performance Arts (the John Cage award for
music) and the Mellon Foundation. He is a member of the Akademie der Kuenste in
Berlin and has received an honorary Doctor of Arts degree from the California
Institute of the Arts.

Barney Childs (1926‒2000)
Barney Childs was a poet, composer, and writer.
He studied English literature and poetry as a
Rhodes Scholar at Oriel College, Oxford and
wrote a PhD dissertation on the poetry of Tudor
madrigals at Stanford University. Originally self-
taught as a composer, Childs studied at
Tanglewood with Aaron Copland and Carlos
Chavez, and in New York with Elliott Carter.

Childs was poetry editor of Genesis West (he
later wrote a college poetry textbook); editor of
Perspectives of New Music; and co-editor, with
Elliott Schwartz, of the book Contemporary
Composers on Contemporary Music. Childs served
as president of the American Society of
University Composers. He was Dean of Deep Springs College, composer-in-residence
at Wisconsin College Conservatory, and professor of composition and poetry at the
University of Redlands. As a writer, Childs is perhaps best known for his articles on
the aesthetics of indeterminacy, notation, and musical time. His compositional
style includes Native American song, mobile form, minimalist systems, unusual
instrumentation and extended instrumental techniques. Childs’ approach to
composition can be summed up in his statement that he wrote ‘talking music, not
dancing music’: a musical analogue to verbal discourse, including silences, pauses
and anticipations, and rhetorical devices.



Eric Mandat (b.1957)
Eric Mandat is internationally recognized for his groundbreaking contributions to
contemporary clarinet music. As stated in the Chicago Reader, “Mandat is exploring
new worlds, with a unique combination of virtuosity and a creative use of
multiphonics ... he uses them to create highly personal and expressive
compositions that ... are loaded with musical meaning.” As a composer, Mandat
focuses primarily on solo and chamber works for clarinet. His compositions utilize
extended techniques within a framework largely influenced by jazz and traditional
music of non-Western cultures.

He tours worldwide as a soloist and chamber
musician, presenting lectures and recitals
featuring new American clarinet music as well as
traditional repertoire. He has premiered his works
at conferences worldwide and has appeared as
soloist with the Latvian National and Chicago
Chamber orchestras and the Cleveland Chamber
Symphony. His group, The Transatlantic Trio, has
given concerts in the United States, Asia and
Europe and recorded trios by Brahms and d'Indy
that ‘easily rank with the best’ (Fanfare). He is a
member of the Chicago Symphony's MusicNOW
ensemble and of Tone Road Ramblers, an eclectic
sextet specializing in improvisation and
experimental music.

Mandat received his education at the University of
North Texas, the Yale School of Music, and the
Eastman School of Music. His principal teachers included Richard Joiner, Lee
Gibson, Keith Wilson, Stanley Hasty, and Charles Neidich. He is
Professor of Music and Distinguished Scholar at Southern Illinois University at
Carbondale, where he teaches clarinet and graduate courses in musical analysis.



Merle Travis (1917‒1983)
Merle Travis was born into a poor mining family in the major coal mining area of
Rosewood, Kentucky. His father and brother worked down the mines, although he
never did. He was a country and western singer and highly influential and virtuosic
guitarist with a style of playing ‒ Travis Picking ‒ named after him. Many of his
songs describe the mining life and the exploitation of the workers, a number being
recorded in the 1963 album Songs of the Coal Mines. His song ‘Sixteen Tons’
became one of the biggest sellers ever, with over 20 million sales in the version
recorded by Tennessee Ernie Ford. Travis originally recorded it and ‘Dark as a
Dungeon’ on the 1947 album Folk Songs of the Hills. He received massive public
exposure when he was featured singing in the 1953 film From Here to Eternity with
a stellar cast including Burt Lancaster, Frank Sinatra, Montgomery Clift and
Deborah Kerr, which went on to win 8 Oscars. Travis was inducted into the Country
Music Hall of Fame in 1977.

John Cage (1912‒1992)
John Cage was born in Los Angeles, California and died in New York City. He
studied Liberal Arts at Pomona College. Among his composition teachers were
Henry Cowell and Arnold Schoenberg. Cage was elected to the American National

Academy and Institute of Arts and Letters and
received innumerable awards and honours both
in the United States and in Europe.

He was commissioned by a great many of the
most important performing organizations
throughout the world, and maintained a very
active schedule. It would be extremely
difficult to calculate, let alone critically
evaluate, the stimulating effect and
ramifications that Cage's work has had on
twentieth-century music and art, for it is clear
that the musical developments of our time
cannot be understood without taking into
account his music and ideas. His invention of
the prepared piano and his work with
percussion instruments led him to imagine and



explore many unique and fascinating ways of structuring the temporal dimension of
music.

He is universally recognized as the initiator and leading figure in the field of
indeterminate composition by means of chance operations. Arnold Schoenberg said
of Cage that he was an ‘inventor ‒ of genius’.

Tom Johnson (b. 1939)
Born in Colorado Johnson studied at Yale
University and then went on to study with
Morton Feldman. He lived in New York for 10
years from 1972, writing on contemporary
music for The Village Voice. He moved to Paris
in 1983, and has since pursued a successful
career writing both large-scale and miniature
works, receiving the ‘Victoires de la musique’
prize for contemporary composition in 2000
for Kientzy Loops for saxophone and looped
saxophones. His frequent use of words in his
works is less about narrative than about
illuminating the musical processes.

The composer has written in the essay ‘Explaining my Music’ (Paris, 1999):

‘I have often tried to explain that my music is a reaction against
the romantic and expressionistic musical past, and that I am
seeking something more objective, something that doesn't express
my emotions, something that doesn't try to manipulate the
emotions of the listener either, something outside myself.

Sometimes I explain that my reasons for being a minimalist, for
wanting to work with a minimum of musical materials, is because
it also helps me to minimize arbitrary self-expression. Sometimes I
say “I want to find the music, not to compose it.”



Sometimes I talk about mathematics and formulas, and how these
things provide a means of avoiding subjective decisions and
permitting objective logical deductions.

Sometimes I quote my teacher Morton Feldman who said so often
“Let the music do what it wants to do.”

Sometimes I draw a parallel with the way John Cage used chance,
which was also an attempt to base his music on something outside
of himself.’

Ian Mitchell and Bill Smith



the performers

Ian Mitchell
Ian Mitchell studied clarinet at the Royal
Academy of Music with Alan Hacker, and
subsequently read Music at Goldsmiths
College, University of London.

As a clarinettist and bass clarinettist he has
appeared as a soloist and chamber musician
in Europe, the Middle East, Australia, the
USA, Taiwan, and North Korea (probably the
only British clarinettist ever to appear
there!). He has recorded for radio and/or
television in most of these countries, and
has recorded more than fifty programmes
for BBC Radio 3 in repertoire ranging from
Rameau to new commissions. He has also
recorded a number of solo, chamber and
orchestral programmes for television in the
UK.

His CD The Edge of the World on Black Box was the first
recording by a British artist of music for solo bass clarinet. It
was awarded a top double five star and special silver star (for
outstanding performance) by BBC Music Magazine. A previous
solo CD (of music by John White on the Austrian label
LondonHalle) was a Critic’s CD Choice of the Year, also in BBC
Music Magazine. He has recorded over thirty discs as soloist or
with ensembles including Gemini (four have been Critic’s
Choice of the Year in Gramophone or BBC Music Magazine),
London Sinfonietta, The Michael Nyman Band, Critical Band,
Lindsay Cooper, Dagmar Krause, plus recordings with ad hoc
orchestras and ensembles for disc, cassette, video and film.



He is a founder member and presently Director of the chamber ensemble Gemini; was
a member of Liria, an ensemble specialising in Albanian folk music; has performed
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with Douglas Finch and composition with John Ashton Thomas at the then Trinity College of
Music, he completed his DMA in piano and composition at the University of British Columbia
in Vancouver, studying with Jane Coop, Keith Hamel and William Benjamin. His thesis dealt
with performance practice issues in the piano music of Cardew.

Aleksander now teaches a variety of classes at Trinity Laban Conservatoire of Music and
Dance and enjoys a varied schedule of solo piano, concerto and chamber-music
performances across the world. He is one of few pianists who regularly play chamber music
from memory, and has guest-lectured at the Juilliard, Manhattan School of Music, Royal
Academy of Music and York University. In 2014 Aleks embarked on a new project,
commissioning repertoire for the new Seaboard instrument.





Acknowledgements

Publishers for reproduction of score extracts
Christian Wolff: extract from page 6 of For 1, 2 or 3 People
Reproduced by kind permission of Edition Peters
William O. Smith: Epitaphs: extract from Pan of the Fields
Reproduced by kind permission of Ravenna Editions

Music Publishers:
W O Smith: Ravenna Editions
Peter Warlock: Oxford University Press
Barney Childs: Forward Music
Eric Mandat: Cirrus Music
Merle Travis: Dover Publications, Inc.
Christian Wolff: C. F. Peters
John Cage: C. F. Peters
Tom Johnson: Two-Eighteen Press and Editions 75

Photo Credits
John Cage: Susan Schwartzenberg The Exporatorium 1987
Barney Childs: courtesy of Virginia Anderson
Tom Johnson: courtesy of Editions 75
Eric Mandat: courtesy of Southern Illinois University
Ian Mitchell: Francesca Zabrini
Ian Mitchell (drawing): Elizabeth Haines
Ian Mitchell (double clarinet): Lucy Mitchell
Wm O Smith: Ian Mitchell
Smith and Mitchell: Virgina Paquette-Smith
Christian Wolff: courtesy of C. F. Peters
Anyte of Tegea: www.ebooks-library.com
Aulos: www.ancestral.co.uk

Programme Notes © 2015 Ian Mitchell with thanks to the composers for contributions
Cover art: Dave Ryan
Booklet and packaging design: Stephen Sutton
All texts and images are copyright and used with kind permission – all rights reserved



Thanks to:
Dave Ryan (for endless related conversations, opening my eyes and ears, listening,
commenting and for the original art work)
Catriona Scott (for listening and commenting)
Virginia Anderson for all things Barney Childs
The Clarinet Class of 2013, which was clarinet students from across all years (Year 1
undergraduates to final year postgraduates) at Trinity Laban Conservatoire of Music
and Dance. They kindly gave of their time to sing for me and were:
Kirstin Bulger, Liam Forster, Helen Jorgensen, Henry Melbourne (clarinet in Travis),
Jasmine Andrews Tipper, Jessica Tomlinson, Daniel Vallejo, Katie Walters, Eve
Wieltschnig, Dean Wood.
Alex Mitchell (for bringing me a drum all the way from Ghana)
Lucy Mitchell for being a photographer as well as actually being a geographer
Trinity Laban Conservatoire of Music and Dance (for use of its recording studio and of
Kit Venables)
Very special thanks to Kit Venables (for immense knowledge about all things to do with
recording, care taken over everything, patience and good humour)

All recordings were made at the studio of The Faculty of Music,
Trinity Laban Conservatoire of Music and Dance, London, UK as follows:
23 September 2013: Epitaphs
7 October 2013: Dark as a Dungeon
4 November2013: Reflection; Sonata
2 December 2013: For 1, 2 or 3 People
4 December 2013: Sleep; Sleep, and going on; Etude for Barney
9 April 2014: Isn’t This a Time; Bedtime Stories no. XII

The recording was produced by Ian Mitchell and Kit Venables;
engineered and edited by Kit Venables

℗ 2015 Ian Mitchell © 2015 Divine Art Ltd (Diversions LLC in USA/Canada)




