
Foreword to the teacher
 
Dear flute teacher,
 
You have decided to play Kinderlebenslieder with your class. 
Thank you. You will soon have all the reasons in the world to hate 
my guts. You are going to have a lot of work. Pupils are too 
young and/or too bored to read all the instructions in this score. 
This means you will have to read the texts in blue and explain 
them what they need to do, orally and patiently.
 
According to the number of students and their level, you will have 
to orchestrate and arrange some of the pieces (following 
guidelines). I leave it open for you to perform or not with the 
pupils. Eventually, you will have to put all the pieces together to 
build Kinderlebenslieder by organising the art installation, the 
photographs, the texts, and the order of the sonic pieces. The 
pupils should have their word and participate in the making of 
these things, yet you remain the person in charge.
 
Except in Torsion for Kids (specifically for the advanced pupils), 
the idea is to bring together pupils from different levels (beginners 
to advanced), distributing the parts according to their level. I 
believe it is very motivating for young children to play with the 
older students; and for the older pupils, it is motivating to be 
responsible for the younger ones. Further instructions are given 
before each piece about the way to distribute the parts to the 
pupils.

Some of the pieces explore extended techniques. But more 
importantly, these pieces are focusing on general musicianship. 
With simple patterns and melodies, the pupils will have to 
develop the following qualities: phrasing skills, listening skills, 
chamber music skills, quality of each single sound, taking 
initiatives, self-confidence, some basic conducting skills, and, 
again, I repeat: listening and playing/breathing/being together. I 
believe all these qualities will later help the pupils in any 
repertoire they choose to perform.[2]

Now, this can stay between us, but I wanted to say a word about 
kids’ art. Kids’ art is often looked upon with some kind of tolerant 
disdain because we assume it is going to be “bad but cute”. Yet, 
many artists acknowledged the indisputable quality of kids’ art. 
Remember Pablo Picasso’s famous claim: ‘it took me four years 
to paint like Raphael, but a lifetime to paint like a child’. Similarly, 
I often enjoy it when very young kids bang their fists on a piano. 
It’s often playful, untamed and beautifully obsessive. The main 
issue is that it’s loud, and in some acoustic contexts it can be 
physically unbearable, which makes us unable to actually listen 
to the music being produced.

These last two paragraphs 
are copied/pasted (with 
some editing) from my 
piece for piano pupils η 
Τέταρτη Κυπριακή 
Διάσταση (The Cypriot 
Fourth Dimension, 2015). 
It’s not as much 
self-plagiarism as it is the 
symptom of my 
obsessions.

The others are les 
Extra-Violoncellistes (the 
Extra-Cellists, 2004) for 
cello pupils and η 
Τέταρτη Κυπριακή 
Διάσταση (the Cypriot 
Fourth Dimension, 2015) 
for piano pupils. I also 
had kids performing 
together with professional 
musicians in my Play 
Station 1 (2003) and in 
various 
improvisation-based 
projects.

The benevolent commissioner of this piece.

Osman Hamdi, The Tortoise Trainer (1906)

What happens with most kids’ concerts is something else. In most cases, they are 
forced into situations that they just cannot handle. Playing the vast majority of our 
Western repertoire correctly is simply impossible, because it takes years of practice to 
be in tune, to raise only one issue. So, there we are, asking pupils to play things that are 
just impossible to master convincingly. In this case, yes, of course, kids’ art is “bad but 
cute”.

The point with all my kids’ projects including this one,[3]  is to design music that will fit the 
children’s skills. The pieces might look difficult at first sight, and they are! But they are 
also possible to master, which, I think, is not the case with certain types of music that 
rely too much on hyper-specialised skills such as precise intonation. In other words, I 
hope that Kinderlebenslieder will not be “bad but cute”, but rather “uncanny but perfect”. 
It’s all in your hands now.
 
Lastly, I need to mention two practical and important issues you will have to deal with.
 
1) You will need photographs and texts from the previous versions of the show for 
Kinderlebensbilder and Kinderlebensworte. I will provide them to you with this score if 
I’m still alive. Or, if I’m dead, and you are not sure where the last production took place, 
Google probably knows. Or ask Eva Stavrou.[4] (Except if you are Eva Stavrou, then you 
probably know already.)
 
2)  You will need to get consent from the parents/guardians of the pupils – or the pupils’ 
consent if they are over 18 – for the use of their photographs and texts. Information 
sheets and consent forms are provided with this score. You will also need their consent 
from all the people appearing on the photographs (or their parents/guardians’), as well 
as from the photographers, models and authors of the photographs and texts from the 
previous shows you will reuse. The information sheets and consent forms provided 
also cover those.
 
Thank you again for doing it!

Possibly
Torsion 
for kids

if not perfor-
med in the 

actual venue.
For the advanced pupils.

Position: Around and within 
the audience.

Brice Catherin

Mélissa Garcia Carro

With the participation of
Eva Stavrou

Torsion for kids
For the advanced pupils

(at least three flautists)

Form: music piece for

dancing flautists.

Duration: 3 to 5 minutes.

Position: Around and within the audience if not 

performed in the entry hall.

Melody 
and 

Extended Humours
For all the pupils

(at least five flautists)
 

Form: music piece.
Duration: free but longer than one 
minute per participant
(5 participants = at least 5 minutes;

8 participants = at least 8 minutes)
and possibly a lot longer.

Position: On stage.

Maria Sappho
In discussion with Brice Catherin

Kinderlebenskunstwerke
(Artworks on the life of Children) Visual arts 

instructions for all the pupils
 Form: art installation

on display.

Kinderlebenswerke
Some or all of the installation may 
be displayed in the actual venue.

Instructions to the pupils
Instructions to the teacher
Performers and reading

Instructions to the pupils
 
For Kinderlebensworte, I would like all of you, the pupils, to write your thoughts about a few 
topics I’ll share a bit later. It does not have to be long. You could reflect on each topic with one 
single word or a text of any length. I think it is important that you write your thoughts before you 
talk about these topics with other people, so that you make sure they are your thoughts, and not 
someone else’s that you repeat. Nonetheless, it can be interesting to talk about these topics with 
other people after you have written your thoughts. See if you change your mind, if your thoughts 
evolve. If they do, do not erase and modify your first text. Just complete it with your new 
thoughts.
 
When you are done, give your text to your teacher. You may or may not sign your text. It 
depends if you want people to know you wrote it or if you prefer it to be anonymous. This is 
entirely your choice. If you also do not want your teacher to know what you wrote, you can ask 
to install a box where all the pupils can leave their text. This way, you will be able to remain 
totally anonymous.

The topics I would like you to reflect on are:
 

-       pain;
-       death;
-       love;
-       freedom.

 
What do they mean to you? Are you familiar with them? Are they important? Do you ever talk 

about them? Please let us know your thoughts related to these topics.

Entry hall

Actual venue

Here

 
I should mention that you might write in 

the language you want. Take into considera-
tion that it’d be preferable, I think, that most 

people in the audience speak and understand this 
language too.
 
When all of you will have handled your thoughts, the 
teacher will gather them. Depending how long they 
are, they will be read entirely or in part during the 
performance of Kinderlebenslieder.

Instructions to the teacher
 
As you probably read above, you will have to gather all 
the texts from the pupils. Ideally, you should keep them all 
for the performance, except if they are unbearably long or 
ridiculously offensive. If they are odd, provocative, 
meaningless, off-topic, reasonably offensive, or anything 
along these lines, aim to keep them in. Make very sure 
each pupil has made a conscious choice on whether to 
sign their text or not. Allow them to change their mind, 
too, both on the anonymity and on the content of their 
text. If you see they are erasing interesting material worth 
sharing, discuss it with them, but don’t force them to keep 
anything they don’t want to.
 
Then, mix them freely with some or all of the texts from 
the previous production of Kinderlebenslieder. If the texts 
of the previous production are in a language you do not 
know, try to translate a few of them.

You can now proceed in different ways with the texts from 
your production and the previous one.

 
-   You can either use them all as reading material 
during the performance. In this case, define their 
order, as well as the moments when you want them 
to be read. (Just keep in mind that there should not 
be text between each music piece. Two music pieces 
at least should be consecutive together.) See below 
for the details of the reading itself.
 
-   You can choose the most relevant, or catchy, or 
profound ones to be read on stage. The others can 
be available in written form in the art installation. 
(About the installation, see Kinderlebenskunstwerke.)
 

If I am alive—which seems highly unlikely since my 
studentship will finish in a year and that after that I’ll be 
too stubborn to look for a real job and consequently die of 
cold and starvation on some filthy sidewalk on the 
outskirts of Berlin—we can look through the texts and 
organise them together.

 
Performers and reading
 
You, the pupils should discuss together and with your 
teacher who wants to read their own text, who wants to 
read other texts, and who doesn’t want to read at all. 
Read the texts to each other for practice. Be confident, 
but you do not need to “act”. Read in a very simple 
manner, like you would read a text you do not know for 
the first time to your best friend in the room. (Keep in 
mind during the performance that all these people in 
the venue are your friends. And if some are not, 
perform for the others!) Don’t forget: you are not 
professional actors and we are not expecting you to 
be! You are yourselves. You do not need to speak 
well, loudly, clearly, nor without mistakes. Mistakes 
are beautiful! Take your time. Be yourselves.
 
As for the performance, the teacher will decide who 

reads when and where: either in the entry hall or 
in the venue. Of course, you, the pupils, may 

discuss these decisions with the teacher.

group of pitches you hear within one multiphonic) 
qualities that allow you to trill between the two 
spectrums and not only between the two funda-
mentals (this is the lowest note of the multiphonic). 
Of course, your teacher will help you find such 
multiphonics. But you are welcome to find your 
own.

2) Trill the multiphonics between each other, by 
two, three or four. Take a lot of time on each trill, 
leaving enough time for yourself and for the 
audience to enjoy each combination lengthily. 
During each long trill, vary the spectrums by 
deploying all of their pitches or only part of them 
(high part, medium part, with or without the 
fundamental, etc.), or only their fundamental. Your 
teacher will show you how to do it. Always take a 
lot of time to change from one sonic state to the 
other, just like a plant that grows slowly and 
organically.
 
3)  In addition to the multiphonics trills, you may 
add the two following effects (but never at the 
same time): singing a long note in the flute, which 
creates beatings with the multiphonics; flatterzun-
ge or throat tremolo (according to your prefer-
ence). Ask your teacher to show you!
 
4)  Vary constantly the dynamics between pp and 
ff. You must always switch from one to the other 
very slowly, very organically and almost impercep-
tibly. (Meaning that the audience should eventually 
realise after a while that you changed dynamics.)
 
5)  Vary the speed of the trills between the 
multiphonics, by switching subtly from a very fast, 
tight and lively trill to a quasi-slow trill that sounds 
almost like quavers.
 
6)  The inhalations do not stop the trill. When you 
inhale, your fingers keep on trilling, and when you 
exhale, you must play the multiphonics in the 
exact state you left them. For example, if you were 
playing only the high part of the spectrums just 
before you inhaled, you must play this same high 
part of the spectrum; if you were playing the full 
spectrums, you must play again these same full 
spectrums; etc. (Well… It’s difficult… Try your 
best! It doesn’t have to be perfect. It has to be 
what you are aiming for.)
 
7) The torsions of your body due to your move-
ments will have an impact on your sound. 
Embrace this impact as another layer of sound 
filtering. You will find a balance between keeping 
control of your sound and letting the “torsion 
filtering” happen.
 

Below you will find six multiphonics used by Eva[7] when 
she premièred the original (solo) version of Torsion. The 
image also shows their possible combinations. In 3 to 5 
minutes, one must use only a few of the possible 
combinations. Also, I must remind you that I prefer each 
one of you to find and choose your own multiphonics, of 
course with the help of your teacher.

Instructions for the movements
 
Torsion for Kids is a free movement improvisation 
following guidelines. You, the performers, must all be 
around or behind the audience members to perform. 
(This can take place in the main venue or in the entry 
hall, depending on what your teacher decided.) These 
guidelines are individual. You do not need to synchro-
nise movements between all of you.
 

1)  Choose freely a body part (your navel, your 
lips, etc.) and follow it. It leads your body into 
pliés, torsions, steps, etc.
 
2) When a movement reaches the maximum of its 
amplitude, another body part becomes the new 
leader without interruption or glitch in the flow. 
Don’t forget that the actual limit of a movement is 
always far beyond anything one feels! Uncomfort-
able positions such as certain torsions that have 
an impact on the colour of your sound are 
welcome!
 
3) A movement is never interrupted before its limit 
has been reached. You may possibly perform the 
entire piece Torsion for Kids with one continuous 
movement led by one body part only.

4)  Your body is continuously in motion and 
without any interruption from the beginning to the 
end of Torsion for Kids.
 
5)  I know we said it already, but the duration of 
Torsion for Kids is included between 3 and 5 
minutes. Tend preferably towards 5 minutes!
 
6)  The starting and the finishing positions in the 
venue are free. You just have to start, move and 
finish near and/or between the audience 
members.
 
7)  You all start together. But you stop individually, 
when you feel you have played everything you felt 
like playing. Do not leave your finishing position 
before everyone is done playing, though. When 
the last one of you is done playing, Torsion for 
Kids is over. You may leave your finishing position 
and go back to the stage.

Links to video examples of the movements
 
Example 1:
https://youtu.be/iPM-opqLYLk
 
Example 2:
https://youtu.be/kwi-hRVDtWE
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Instruments
 
You, the teacher, will decide if all your pupils can play the piccolo. If you think some of them cannot, or if the instruments are not available, make them play the piece on the 
soprano flute.

One of the pupils will play the wooden box. As the rest of this piece, the wooden box is a tribute to Ustvolskaya. In her Composition no. 2, she asks the performer to build 
and play “a cube (43 cm x 43 cm) [sic] made of the 2 cm thick chipboards which is struck with two mallets. The cube is completely closed.” (See photo.) For my piece, 
even though my preference does go to Ustvolskaya’s wooden box, another box, a bass drum, or even a wooden table or a wall or a wooden floor would do, as long as 
you get a resonant, loud, somehow threatening sound. As for the mallets, my piece requires only one. A big tam-tam mallet is probably the most suitable.

You will also need to find someone (a friend, an advanced pupil) to play the tuba part. The tuba can be replaced by any low wind instrument: a sousaphone, a bass 
trombone, a contrabassoon, a bass saxophone, etc. Just do not use an instrument that would be on the quiet side, such as a double-bass recorder, nor—no offence—a 

double-bass flute.

Arranging and reading the pitch-classes for the flutes
 
As you will see, the score is written in traditional, precise pitches. But this is only for the convenience of reading the intervals. In fact, most of the notes of the flute part have to be 
played on five different pitch-classes following these rules:
 

-  In parts A and C, they should be as high as possible for the pupils, depend-
ing on their skills. (This is why you have to know them really well, and why 
you, as their teacher, are the most qualified person to take care of this 
transcription. Be careful to not make it too difficult either!) Use the same 
transposition for both A and C.
 
-  For parts A and C, there should be at least a minor second or a 
major seventh in the cluster you come up with. For example:

-  Avoid having a clearly identifiable chord (such as a dominant seventh chord for example) plus an extra pitch. 
They are too connoted. Find threatening clusters.

 
-  Once you have got the five pitch-classes of your clusters in A and C, distribute them between all the pupils.

 
-  For parts B and E, use the same transposition/cluster, but in the lowest octave of the instruments.

 
-  Part D is in real pitch-classes. Distribute the pitches accordingly to the piccolos and flutes, without modifying the written 

octaves. If you have only piccolos, transpose the whole clusters one octave higher. The ossia is for piccolo solo. I have no 
preference between the quintet and the solo ossia.

The empty staves on top of the flute part are here for you, the teacher, to write:
 

-  The five pitch-classes you choose for your pupils for parts A, B, C and E;
 

-  The distribution of the five pitches between the different pupils for part D;
 

If you choose the solo ossia rather than the quintet, indicate it in the according staves.

Guest tubist
 

You, the tubist, will play the lowest tuba you have got. As I explained above to the teacher (see Instruments) it can be replaced by any low wind instrument. 
You will have a bit of transcription to do. See below Arranging and reading the pitch-classes for the tuba.

 
 

Arranging and reading the pitch-classes for the tuba
 

The tuba parts A and C are also to be transcribed as low as possible for a given instrument, as long as it is still possible to play ff. For example, on the tuba in F, it is theoreti-
cally possible to play one octave lower than in the example below. But this F is probably preferable for ff. You are the judge.

The empty short staves below the tuba part are here for you, the tubist, to write the exact pitch-classes you are going to play.

Flautists
 

You, the pupils except one, will all play the piccolo. If you do not have access to one, or your teacher thinks it’s too early for you to play it, you will perform the piece on the soprano flute.
 

One of you, the pupils, will play the wooden box. You can either volunteer to play it, or your teacher can choose one of you.

Reading the repeats and the fermatas
 

I have been a bit lazy on this one. Look at the score: I did not want to make a decision regarding the number of repeats. (Two parts, A and C, are to be repeated.) Instead, I suggest that you, the pupils, choose the number of repeats 
during your rehearsals. After how many repeats do we lose the tension? (We don’t want to lose it!) Do you all agree on this number? If you don’t, then what is the best choice? The smaller number of repeats? The higher one? The average 

one? The extravagant one? The teacher’s?
 

When the second repeated part happens (C), is it better to have more repeats than for the first one? Or less? Or exactly the same number?
 

Regarding the fermatas, well, I’ve been lazy too. Rectangular fermatas are supposed to be “long”. But how long? One full breath? Whose breath? More than one full breath? Should all the fermatas be the same length or all different? Is it too 
predictable if they’re the same? Does it lack consistency if they’re all different? Who decides? Who conducts?

About tributes, plagiarism and Ustvolskaya (click!)

The score (click!)
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Instructions to the pupils
 

Take selfies with one or two 
people you really love except 
your parents. Add no filter, no 
effect, no name, no comment, 
nothing. We just want the photos. 
Choose these people yourself. 
They do not have to be the most 
beloved people in your life, but you 
should at least love them very 

much.
 
Then select one or two of the selfies 
you took. Give them to your teacher.

Instructions to the teacher
 
Collect all the photographs from 
your students. Combine them freely 
with the photographs from the previ-
ous production of Kinderlebenslie-
der.
 
After you have combined them, 

make a video file, or a slide 
show, on any convenient 

software. If some of 

For the visual arts part of Kinder-
lebenslieder, I asked Maria Sappho 

to help me, and she came up with 
enough ideas for me to not have to do 

more than transcribe her suggestions. 
(Yes, it’s still me, Brice, talking here. I know 

it’s confusing because I wrote “Maria Sappho” 
on top of this section.) Later on, we started 

exchanging emails on this topic again. So, some 
of the words below are my transcriptions of Maria’s 

oral instructions from the first discussion, and some 
are her words directly. Thrilling, isn’t it?

Maria’s instructions to the pupils
Brice’s instructions to the teacher

Maria’s instructions to the pupils
 

Maria would like you to make visual artworks of three different types:
 

1)   Something 2D
 
(A drawing? With paint? Anything flat.)
 
2)   Something 3D
 
(A sculpture in stone? In clay? In bread crumbs or pasta? Anything 
not flat.)
 
3)   Something impermanent (ephemerous)

 
(These you can either make for real, or just imagine. The 

point of this piece is that it cannot last forever in our world. 
Maybe a sand castle? Or a pile of rocks? Or maybe it is just 

a day dream, only existing in your mind? In both cases, you 
can document them: take a picture, write a description, 

record an audio representation—anything that keeps a 
trace of the ephemerous work, or your idea of an 
ephemerous work, but is in absentia of the real 
thing.)

Every single day (no cheating),[8] make or start a 
piece of visual art. How much time do you enjoy 
spending on the task? Do you gain happiness from 
accomplishing something creative every day?
 

At any point, you may decide which pieces you want to 
keep, which ones you want to throw away, which ones 

you want to exhibit. You may discuss it with your 
teacher, but in the end it’s always your decision.

 

Think of non-traditional materials you can use. Traditional ones 
such as paint, pencils, clay, are not forbidden. But what about 
materials from nature? (Leaves, earth, rocks…) Materials from 
the bin? Look around!
 
Leave as many as you want of your works in the classroom. 
This way, you will all see each other’s works. Look at them. 
What do you think about them? Do you want to discuss 
them with the teacher and with their makers?
 
Below are three possible schedules you 
may adopt. Choose the one which 
makes you feel you are enjoy-
ing and getting the most out of 
the practice.

Brice’s instructions to the teacher
 

All the artefacts that the pupils will be willing to share publicly will constitute the art 
installation Kinderlebenskunstwerke. The installation should preferably be in the 
entry hall. It serves as some kind of overture to Kinderlebenslieder: an airlock 
between the busy, loud outside world, and the intimate, friendly world of the concert 
venue.
 
If, for some reason, the installation has to take place inside the venue itself, then 
be it. In this case, give enough time for the audience to look at the artefacts in 
details before the sonic pieces begin. You may even say a word of introduction 
and make it clear that Kinderlebenskunstwerke is part of Kinderlebenslieder.
 
The way you arrange the artefacts to make the exhibition is left entirely up to 
you and to the pupils. Are they spread all around the hall? Are they piled up 

together like in the form of a pagan altar? Are they arranged by 
theme? My only advice, I think, is to not organise them 

by pupil. We don’t want any ‘Here is Elektra’s art, 
and here is Bob’s, and here is Mukuka’s.’

If I am alive—which seems 
highly unlikely since I ride 
my road bicycle like a 
maniac and already 
nearly died earlier this 

year but am not slowing down 
at all on the broken, slippery ring road 

of Huddersfield where I’m surrounded by blind 
taxi drivers and exhausted truck drivers on a daily 

basis—we can look through the artworks and organise them 
together. Better, you can ask Maria Sappho, except that by the time you 
read this she probably became the first world famous free improv pop star ever and 

lives in a condo in Manhattan, and probably rules the NYC underworld too. (But give it a try.)
 

Wait, Maria just sent me an email saying: ‘I will most likely be found driving a tuk-tuk in Thailand and thor-
oughly done with society. I will send my immortal soul to judge works, as I have always been known to do.’

Performers and 
instruments
Crafting the score
Writing Melody
Practicing Melody
Writing Extended Humours
Practicing Extended Humours
Performing Melody and Extended Humours

Performers and instruments
 
You, the pupils, will all play the flute. But 
you may play any flute: your usual 
soprano one, the piccolo, any other size 
of flute, as well as any traditional flute, 
the recorder, really anything that bears 
the name “flute”.
 
 
Crafting the score
 
You, the teacher, will write the score 
following my instructions. Melody and 
Extended Humours is divided into two 
parts: Melody and Extended Humours. 
They will be performed simultaneously. 
(You will understand how very soon.) You 
need to write Melody for all the pupils, 
because it’s quite complex. As for Extended 
Humours, you should prepare the score 
with the students, during the lesson. You will 
understand how to perform what you wrote 
all together in the section Performing 
Melody and Extended Humours. But first, 
let’s proceed with the writing.

Writing Melody
 
This is a bit complex. You, the teacher, 
should take care of it for all the students.
 

1)  Choose a traditional tune from 
your culture. (In the example below, 
I chose το γιασεμί, a Cypriot song.) 
The choice should be made in 
discussion with the pupils.
 
2)  Transpose every second note 
one octave higher, except if the 
original interval is already larger 
than a tritone (then, leave it as 
it is), or when the same pitch 
is repeated twice in a row or 
more. In this latter case, do 
not change the octave, but 
write each iteration of the 
pitch one quarter tone 
lower than the previous 
one. You have now got 
Voice A. (See example 
below.)
 
3)  Now do the exact same 
thing, but transpose every 
second note one octave lower, 
except if the original interval is 
already larger than a tritone (then, 
leave it as it is), or when the same 
pitch is repeated twice in a row or more. 
In this latter case, do not change the 
octave, but write each iteration of the pitch 
one quarter tone lower than the previous one. 
You now have got Voice B. (See example 
below.) You can also see in the example 
that every second note is on the same 
octave in voices A and B.

4)  Then, transpose the new double 
melody in order to make sure that 

its lowest note corresponds to 

the lowest note of the available range of the instruments in use. 
(In the example below, I assumed everyone was playing the soprano flute.) By the way, 
if a group includes a piccolo, a soprano and a bass flute, they all read the score transposed in 
the most convenient octave, that is to say in their low register. It does not matter if the lowest G of 
the alto flute is two octaves lower than the lowest G of the piccolo.In the score, they are still considered 
and written as the same G.
 
5)  Lastly, decide which pupils will play voice A, and which ones will play Voice B. The groups should be quite equal 

in number and level.

Practicing Melody
 

Your teacher gave you the score of Melody. Now, 
how to read and practise it?

 
1)  The teacher will tell you if you should read 
voice A or voice B. You might play it on the 
soprano flute, or any other flute. The teacher 
will tell you. If there is a flute you would really 
like to try, tell your teacher!
 
2)  Forget about the rhythm of the original 

tune. Break it down to a series of really, really 
long notes. Practise with one full breath for each 

note.

 3)   The intonation does not have to be precise. It’s more 
important that you take great care of the quality of your sound rather 

than focusing on the intonation. Is your sound relaxed? Wide? Focused? 
Airy? Soft?

4)  You will see quartertones. Maybe you are not familiar with them. Theoretically, they are right 
in the middle of a minor second (a semitone), the smallest interval we traditionally use. (Pianists cannot 
play quartertones because they have keys only for the semitones. You have more pitches than 

pianists!) Here, we don’t want super-precise quartertones. We just want notes that are a 
bit higher or a bit lower than usual. They often have weird fingerings. 

Your teacher will show you.
 

5)  Now, this one is really important: 
for each note, explore and 

Brice Catherin 
Maria Sappho
 
das Kinderlebensunheimliche
 (The Uncanniness of the Life of Children)
 
For all the parents/guardians of the pupils
 
Form: a post-Fluxus performance of non-performing.
Duration: a few weeks to a few months.

Dear parents or guardians,
 
Your child plays the flute. Therefore, your child has a flute teacher. The 
flute teacher asked your child to participate in our piece 
Kinderlebenslieder (Songs on the Life of Children). This is awesome. 
You child is awesome.
 
During the process, which may last from a few weeks to a few months, 
your child will be making a lot of unusual stuff. (Or, at least, we 
assume it will look unusual.) Your child is going to be making a lot of 
funny noises, a lot of visual art, a lot of photos, and your child will 
probably be writing stuff too. Don’t be alarmed. Don’t interfere. They 
are learning to be creative every day. This is a hard practice to build 
up. Trying to be too involved won’t help the process. Don’t check what 
they have done unless they show it to you. If they do, don’t judge what 
they show but acknowledge their dedication. We trust them to be 
following our instructions in their own way, at their own pace.
 

Hans Holbein the Younger, The Artist's Family (1528)

Children can act in ways that seem uncanny. (You know this better 
than we do!) Art is fed by the uncanny. We want to try and distort this 
genuine uncanniness as little as possible. All the funny things that your 
child will make, as well as the trust we must express, will help them 
blossom. Blossom as flautists, blossom as young, awesome human 
beings.

Our task, as composers (with the vital help and energy of the teacher, 
of course) is to plant, collect and organise the fruit of their creativity. 
Your task, as parents and guardians, is to contemplate and not 
interfere.
 
But wait! We do need your help for one thing! The consent forms! Your 
child will take selfies with other people. For legal and ethical reasons, 
we need the authorisation of all the people appearing on the 
photographs, or their parents/guardians’ if the people on the 
photographs are under 18. Please make sure you have a look at the 
information sheet provided by the teacher. Then, if you agree, sign the 
consent form and make sure everyone on the photographs do the 
same. The consent form also covers the texts that your child will 
(hopefully) write for the show.
 
We are very grateful for your participation, support, and awesome 
child.
 
The composers,
 
Brice Catherin and Maria Sappho.

About tributes, plagiarism and Ustvolskaya
 
There’s a thin line between tributes and plagiarism. This thin line 
can cost a lot. A French composer had to give all her money, and 
all the money she made later on for a number of years, to 
Prokofiev’s heirs. The latter had accused her of having 
plagiarised their ancestor’s Romeo and Juliet. She was claiming 
that she had written a tribute. In my opinion, it was a tribute 
indeed. But not in the opinion of the judges, who, by the way, 
were not musicians. Note that Prokofiev had already been dead 
for more than sixty years when the story happened. The heirs 
pay the gas of their Ferraris on this kind of trials. Don’t get me 
started on this topic.
 
I think this is my fourth or fifth tribute to Usvolskaya, my favourite 
composer of all times. Her heir, who happens to be her widower, 
knows of at least one of those, my piece Галина Ивановна 
Уствольская (Galina Ivanovna Usvolskaya, 2014). He never 
commented on it but had access to the recording. So, I assume 
he is alright with it.

The problem is it’s virtually impossible to objectively differentiate 
some tributes from plagiarism. We need to trust the composer’s 
good faith. Somehow surprisingly, good faith is a legal concept in 
France (where the Prokofiev trial took place). But eventually, the 
judges decide if the defendant is genuine or not. (It seems that 
the richer the plaintiffs are, the less genuine the defendant is. 
Weird, isn’t it?) I joked in other parts of this score that I might be 
prematurely dead when you read this. As a matter of fact, I might 
just be in prison. Experimental composition is a risky business, 
kids.
 
By the way, listen to Ustvolskaya’s Composition No. 1, Dona 
Nobis Pacem. It’s awesome. Ustvolskaya’s favourite version was 
the one with Reinbert de Leeuw and his Schönberg ensemble. 
You’ll find the best piccolo part ever in a written work. As for this 
tribute, I’ve quoted her piano concerto, her piano sonata no. 6, 
and her symphony no. 5.
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Black Rain Frog (Breviceps fuscus), Avantgardens Facebook

your pupils are 
good with technology and willing to 

take care of this task, go for it, let them. 
When the video or the slide show is 
ready, screen it without any additional 
comment. The screening can:
 

-    Be continuous, in a loop, during 
the whole duration of the perfor-
mance.
-    Happen at one point, either 
during a sonic piece and/or between 
two of them.

-  Happen freely at different 

moments during the performance. In 
this case, you may need to ask some-
one to specifically take care of the 
screening.

 
In any of these cases, any photograph can 
be screened more than once.
 
If I am alive—which seems highly unlikely 
since German cockroaches are taking over 
the world as I write this score, and also, I live 
in the most dangerous region of England 
(woohoo!)—we can look through the pho-
tographs and organise them together.

Πίστευε στην Γκαλίνα 

Ουστβόλσκαγια και μη 

ερεύνα

(Believe in Galina Ustvolskaya

and doubt not)
 

For all the pupils and a tubist

(or any other low

wind instrumentalist)

Form: music piece.

Duration: free.

Position: On stage.

the note after you have 
listened to it in details, after you have 

“cared” enough for it. Imagine each note is like a 
landscape. “Play” this landscape long enough to leave some time for 

the light of the sun to change, the trees to move a tiny bit in the wind… All the 
things that happen “naturally”, without any effort, just because time passes.

 
3)  Each flautist conducts one note, and you go in circles. (There is an example below.) You all decide 

freely and individually the duration of your note. (It can be as long as a few breaths long.) Now, let’s take an 
example. Let’s say the ten pupils are Malala, Louise, Mehmet, Mila, Mélissa, Galina, Fernanda, Hannah, Dror and Gaia. 

They stand and conduct the notes like this:

4)  You remember I told you we don’t care about intonation? Actually, we love the small differences of tuning! They make the sound 
vibrate. Can you hear these vibrations when they happen? Intonation is important in most pieces you play. Not this one!

 

5) You remember when I asked you to explore and experiment subtly, 
softly and constantly with the quality of your sound and the dynamic? Keep on 

doing that, but all together!
 

6)  Now, this one is a bit complex. Hang on. The last three conductors of 
Melody may (or may not) perform Extended Humours. They can start performing it 

as soon as they are done conducting their note, or whenever the next two conductors are 
done conducting theirs. They must stop whenever the third conductor after them starts 

conducting. There is no obligation to perform Extended Humours on each round of conduct-
ing, nor at all, as a matter of fact. When you do not play Extended Humours, then you must 

play Melody.
 

Example 1: While Mila conducts, Malala, Louise and Mehmet may or may not play Extended 
Humours. As soon as Mélissa conducts, Malala has to stop playing Extended Humours and go 

back to Melody, while Mila may or may not perform Extended Humours. And so on. 
 

Example 2: When the piece starts, it will logically be conducted by Malala. Hannah, Dror and 
Gaia may or may not perform Extended Humours while Malala conducts.[6]

7)  Whenever you are “allowed” to play Extended Humours, just do it exactly the way you 
practised: explore freely any extended technique with the humours, moods and qualities you 

want. Just keep in mind that you are doing so while other people are either performing Melody 
or their own Extended Humours. Always keep an ear on them, so that your sound does not cover 

them. Try to do your own thing with Extended Humours while blending your sound with the rest of the group at the same time. It 
means you have to listen to yourself and to the group at the same time. It’s difficult! You can do it!
 
8)  How to finish Melody? This is left quite open. After you are done with a first round of conductors conducting, 
you may already stop. Or you may start a second, a third, a fourth, a thousandth round. You may carry on 
until anyone of you feel that it is enough. Has all been explored? Is there a lack of surprises and 
tension? Then, it is time to stop. Step forward and make an end sign for the group.

Kinderlebensbilder
(Images on the life of children)

Photography and video
instructions for all the pupils

 
Form: screening.

Duration: free.
Position: Screen on top or 

behind the performers.
Kinderlebensworte

(Words on the life of children)
For speaking voices

Form: spoken texts.
Duration: free.

 
Performed by some or all of the 

pupils.
May be performed entirely or in parts 
at these moments, but not systema-

tically between each music piece.

3)  Now try again your favour-
ite extended techniques, and try to give to 

your sound a humour, a mood or a quality you pick from 
your list. (Please just don’t play the mood “angry” fortissimo 
because it’s not very subtle and we are trying to be subtle!) Then, 

keep on playing the extended technique you chose and transform 
your sound to another humour, mood or quality. Try to keep on 

switching from one humour, mood or quality to another, on and 
on without changing the extended technique you are using.

Performing Melody and Extended Humours
 

1)  The score of Melody serves as the main 
guide. Half of the pupils play Voice A. The 

other half plays Voice B. You know 
that.

 
2)  You practised long 

notes. You will perform 
long notes. We still 

don’t care (and will 
never care) about 

the original 
rhythm. Just 

change 

experiment subtly, softly and 
constantly with the quality of your sound: 

change the amount of air, the position of your mouth… 
How is your sound now? Is it more or less relax? Wider or less 

wide? More or less focused? Your teacher will show you ways of 
changing the “colour” of the sound on each pitch. Also, explore the dynamic, 

vary it between ppp (the softest you can) and mp (pretty soft).[5]

Writing Extended Humours
 

1)  Each one of you, with the assistance of your teacher, will complete the following list of extended 
techniques with things you want to explore or things that your teacher would like you to explore: 

 
multiphonics, quartertone fingerings, slaps, breathing noises, mouth glissandi, natural 

harmonics, singing inside the flute…
 

2)  Each one of you, with or without your teacher, will complete the following list of 
humours, moods and qualities:
 
angry, beautiful, soft, ugly, sad, melancholic, talkative, extrovert, worried…
 
You will understand what to do with these humours, moods and qualities in a bit!

Practicing Extended Humours
 

1)  Try any of the extended techniques. Apply it to two or three pitches 
and alternate between these pitches quickly. I know this sentence is 
barely possible to understand. Here are two examples:
 
Example 1. Let’s say you have three multiphonics, a, b and c, each on a 
different pitch, for example. You can trill them in these different ways:

Example 2. If you decide to try the mouth glissandi extended technique, apply it to three pitches and alternate 
them quickly (like a trill), while performing a continuous mouth glissando like this:

2)   The way you alternate/trill the pitches can be fast, 
slow, and you may change the speed while 

performing.
 

Day
Schedule A.

Produce, create,
don’t hesitate

Schedule B.
Mixing, changing,

adapting

Schedule C.
Returning to ideas

1
2

2D 2D 2D
3D

impermanent
2D
3D

2D
3D

impermanent

Keep the same 
pattern, do not 

worry about perfec-
tion. Create and 

move on, generate 
ideas and then let 
them go from one 
day to the next.

Keep alternating 
randomly, no need for 

even numbers. How do 
the relationships 

change? Do they begin 
to influence each other 

from day to day? Do you 
go back to the same 

one, wanting to develop 
it further?

Continue to recre-
ate your ideas in 
new mediums. 

Order is not impor-
tant, when an idea 
is exhausted, feel 
free to move on to 

a new one. 

impermanent

impermanent

impermanent
Remake 3D idea in 2D

A new idea in 3D
Remake one 3D impermanent

Remake 2D idea impermanent
Remake theimpermanent idea 3D

3D

2D

2D

3D

3D

3D
3
4
5

6

7
8

9 and 
further
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Performers and instruments
 
You, the pupils, will all play the flute. But you may play 
any flute: your usual soprano one, the piccolo, any other 
size of flute, as well as any traditional flute, the recorder, 
really anything that bears the name “flute”. It is a rather 
difficult piece, so you need to be rather advanced pupils. 
You need to be at least three performers. I would say 
that six performers are the maximum.
 
 
Self-plagiarism
 
Torsion for Kids is a transcription of Torsion, the fourth 
movement of the piece Ο δεύτερος ευνουχισμός του 
Ουρανού (Uranus’s second castration) that Mélissa 
Garcia Carro and I composed a few years ago (2016 - 
2017). Except this is an ensemble piece, and we also 
changed a number of other parameters.

Musical instructions
 
Torsion for Kids is an improvisation using only free 
multiphonics your will choose with your teacher. These 
multiphonics will be trilled (alternating quickly) together, 
following guidelines I will share in a minute. Each of you 
have to start and finish the musical score together with 
the movements score that you will find below.
 
Always keep in mind that you are a group. Listen to all of 
your partners. Create a sound group. Some of you can 
be louder, some can be softer. This can change while 
you perform. Always be aware of the combination of all 
your sounds. Make your individual multiphonics feel like 
they are one shimmering super-multiphonic. You are the 
dancing logs of a big magnificent blaze.
 
Torsion for Kids must last between 3 minutes and 5 
minutes, with a preference towards 5 minutes.

So, the guidelines for the improvisation:
 

1) Choose two to four multiphonics (a, b, c, and d) 
that you like, that are “sonorous” and complex (at 
least three audible pitches) and that are “trillable” 
between each other, at least two by two. This 
means that you must be able to trill (alternate 
quickly) multiphonic a with multiphonic b, b with 
c, c with d, etc. The multiphonics do not have to 
be trillable all together, but you should have a 
fair number of available combinations. (Don’t 

panic! There is an example below!) As I see 
it, the two conditions for two multiphon-

ics to be trillable between each 
other are: similar fingerings 

allowing a fast trill; harmonic 
spectrum (this is a 

Description and duration
Foreword to the teacher (click)
Performers and tasks
Positions in the venue
Pieces and organisation

Description and duration
 
Kinderlebenslieder (Songs on the Life of Chil-
dren) is a work with music, dance, text, a visual 
art installation, and screened photographs. Its 
duration is unknown because all the musical 
parts and the texts can last for as long as you, 
the performers, wish them to last. I would say 
that the minimum duration of this piece is around 
thirty minutes. It can last a lot longer.
 
All the texts in blue are addressed to the pupils 
specifically.
 
All the texts in burgundy are addressed to the 
teacher specifically.
 
The text in dark green is addressed to the pupils’ 
parents or guardians.
 
All the texts in black are for everyone, including 
the guest tubist.

Foreword to the teacher (click)

Performers and tasks
 
Flautists!
 

-    You will all play the flute;
-    Some of you will also play the piccolo;
-    Some of you will possibly play other 
kinds of flutes, including traditional flutes 
(see Melody and Extended Humours);
-   One of you will play the wooden box 

(see Πίστευε στην Γκαλίνα 
Ουστβόλσκαγια και μη ερεύνα – Believe 

in Galina Ustvolskaya and Doubt Not);
-    You will write texts;
-    Some of you will read texts, or maybe 
only one of you;
-    The most advanced of you will dance;
-    You will take photographs;
-    You will make visual arts.

 
Tubist![1] You will play a rather simple yet 

very important part in the piece Πίστευε 
στην Γκαλίνα Ουστβόλσκαγια και μη 

ερεύνα (Believe in Galina Ustvol-
skaya and doubt not). The tuba may 

be replaced by a contrabassoon, 
a bass trombone, or any other 
very low wind instrument with 
reasonable power. (That is to 

say: not a double bass record-
er.)
 

Parents and guardians! You 
will follow the 
instructions in 

Kinder-
lebensworte

Written texts.

The texts that are not being perfor-
med by the pupils might be dis-

played as texts as part of the 
Kinderlebenswerke 

installation.

Brice Catherin
with
Mélissa Garcia Carro, Maria Sappho & Eva Stavrou

KINDERLEBENSLIEDER
music, dance, an art installation,
projected photographs & spoken texts.
Designed ideally for the pupils of a flute class, their 
teacher and one tubist (or any other low wind instru-
mentalist).  

Duration: minimum 30 minutes, possibly a lot more
Kinderlebensunheimliche (the 
Uncanniness of the Life of Chil-
dren).

Positions in the venue
 
Ideally, your pupils should perform in a 
venue that has some kind of large entry 
hall. In the hall, where the audience 
should stand and move around freely, you 
should install the visual artworks created by 
the pupils. (See Kinderlebenskunstwerke.) 
You might also read some of the texts 
written by them (see Kinderlebensworte), 
and possibly perform Torsion for Kids if it 
proves more convenient or meaningful than in 
the actual venue. In the actual venue, you should 
perform on stage Melody and Extended Humours, 
Πίστευε στην Γκαλίνα Ουστβόλσκαγια και μη 
Ερεύνα as well as most or all of the texts from Kin-
derlebensworte. Torsion for Kids can be performed in 
the venue if there is enough room for the flautists to 
dance around and between the members of the audi-
ence. The photographs should also be screened in the 
venue, ideally on top of, behind or next to the perform-
ers. Some of the visual artworks can also be present on 
stage.

Pieces and organisation
 
There are 4 sonic pieces which consist of:
 

-    1 spoken text piece: Kinderlebensworte 
(Words on the Life of Children), performed by 
some or all of the flautists.
-    3 musical pieces:

o   Melody and Extended Humours, performed 
by all the flautists.
o   Πίστευε στην Γκαλίνα 
Ουστβόλσκαγια και μη ερεύνα (Believe in 
Galina Ustvolskaya and Doubt Not), per-
formed by all the flautists and the tubist. 
Some of the flautists play the piccolo. One of 
them plays the wooden box.
o   Torsion for Kids, performed by the advanced 
flautists.

 
These 4 sonic pieces should be played one after the other in 
any order. Bear in mind the following:
 

-  The spoken text piece Kinderlebensworte can be split into two 
or three parts. The first part, or all of it, can be performed in the 
entry hall before the audience enters the venue. There should 
not be a part of Kinderlebensworte between each of the three 
musical pieces though. At least two musi-
cal pieces should be joined togeth-
er.
-   Torsion for Kids can be 
performed in the entry 
hall. In this case it 
necessarily happens 
before the other 
two musical 
pieces.

There is a video 
(or a simple slide show) 

made of photographs taken by the 
pupils, as well as photographs provided 

with this score. It is called Kinderlebensbilder (Imag-
es on the Life of Children). It must be shown on the big-

gest possible screen, in the best-quality possible format, 
behind and/or on top of the stage. Kinderlebensbilder can be 

screened during the pieces and/or between the pieces. My personal 
preference is to play the videos during the pieces. From a practical point of 

view, however, it might be helpful to screen some photos while the musicians 
change position, for example going from the stage to the audience area to 

perform Torsion for kids, and back. Kinderlebensbilder can also be cut into a 
series of shorter videos. It may be screened only once, or a number of times, or in a loop during the whole performance. Read Kinderlebensbilder for 
details.
 
There is an art installation called Kinderlebenskunstwerke (Artworks on the life of Children) consisting entirely of artefacts made by the pupils. The 
exhibition of Kinderlebenskunstwerke should preferably be in the entry hall. You will read more about it in the section Kinderlebenskunstwerke.
 

There is a post-Fluxus performance of non-performing for the parents and guardians of the pupils called Kinderlebensunheimliche (the Uncanny 
of the Life of Children). It is simply a letter from the composers addressed to the parents and guardians, asking them to not 

interfere in the work of their children, at least in the process of making Kinder-
lebenslieder. It also explains to them briefly some of the aims of this project.

During the last rehearsal, before printing/sharing the programme notes, 
together with the pupils, you will define the order and possible superpo-

sitions of the sonic pieces and the video. This choice will depend 
on your taste, your sensitivity and your intuition. In case of disa-
greement, you will have the final word as the teacher. Tell the 
pupils to be kind to one another! We all have different opin-

ions and it’s fine.

https://youtu.be/qFQn11Zf-zA

https://youtu.be/npZ22MhhjeA

https://youtu.be/22RjbL-JPYE
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OSSIA for part D

tuba

(with cluster and transp.)1
(with cluster and transp.)1

(the number 

of repeats is 

up to you)1

1 Read explanations.

2 The piccolo quintet can be replaced freely by the ossia solo next page.

3 These staves are left blank for the performer’s transposition.

(with transposition)1

3

3

(with cluster and transp.)1
(five performers only, re

al pitches)1, 2

(the number 

of repeats is 

up to you)1

(with transposition)1

(real pitches)

B

C

D

(with cluster and transp.)1

E

A

B

C

D
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may become

on the tuba in F

http://akouphene.org/bricecatherin/kinderlebenslieder/foreword_to_the_teacher.pdf
http://akouphene.org/bricecatherin/kinderlebenslieder/foreword_to_the_teacher.pdf
http://akouphene.org/bricecatherin/kinderlebenslieder/footnote1_frog.jpg
http://akouphene.org/bricecatherin/kinderlebenslieder/Kinderlebensunheimliche.pdf
http://akouphene.org/bricecatherin/kinderlebenslieder/Kinderlebensunheimliche.pdf
http://akouphene.org/bricecatherin/kinderlebenslieder/footnote8_coconutslice.jpg
https://youtu.be/o0ClGQ5PPb0
http://akouphene.org/bricecatherin/kinderlebenslieder/consent_forms.zip
http://akouphene.org/bricecatherin/kinderlebenslieder/footnote5_tammy.jpg
https://youtu.be/qFQn11Zf-zA
https://youtu.be/npZ22MhhjeA
http://akouphene.org/bricecatherin/kinderlebenslieder/footnote6_Henrysjellyfish.jpg
https://youtu.be/nEF1h7otdIo
http://akouphene.org/bricecatherin/kinderlebenslieder/Ustvolskaya_plagiarism.pdf
http://akouphene.org/bricecatherin/kinderlebenslieder/Ustvolskaya_plagiarism.pdf
http://akouphene.org/bricecatherin/kinderlebenslieder/believe_partition.pdf
http://akouphene.org/bricecatherin/kinderlebenslieder/believe_partition.pdf
https://youtu.be/22RjbL-JPYE
http://akouphene.org/bricecatherin/kinderlebenslieder/footnote7_Brutus.jpg
https://youtu.be/iPM-opqLYLk
https://youtu.be/kwi-hRVDtWE
http://akouphene.org/bricecatherin/kinderlebenslieder/TORSION-carte_multiphoniques_FR_corrigeeEN_web.jpg



