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Instrumentation
Camera

4 Flutes

4 Oboes

4 Clarinets in Bb

2 Bassoons
Contrabassoon

6 Horns

2 Trumpets

6 Trombones
Tuba

Piano (two players)

Chimes
Glockenspiel (microtonal, 1/4 tone,
G5-c8)

Percussion 1 (left)
Bass drum 1 (low tune)
Snare drum
Big Tam-tam

Percussion 2 (right)
Bass drum 2 (low tune)
Big Thundersheet

Harp

14 Violins I (1-7, 8-14)

12 Violins II (1-6, 7-12)

10 Violas (1-5,6-10)

8 Violincelli (1-4, 5-8)

6 Contrabassi (1-3,4-6 // 4th, 5th, 6th
with fifth string)

Notes

The Clarinets and Horns are notated as
they sound. Piccoli, Contrabassoon,
Celesta and Contrabassi are notated in
the usual octave transpositions.

The top of the piano is removed. Before
the beggining of the piece the sustain
pedal is to be supressed and secured
using a heavy, yet easily removable
object. The object is to be removed by
the end of the bar 179 and to be
replaced after the bar 194. The piano
part is to be performed by two players
standing as follows:

The 2nd player uses a large and quite
sharp plastic plectrum on the strings
indicated. The plectrum on the string

Accidentals:

# quarter-tone sharp

1# 2 quarter-tones sharp
quarter-tone flat

2 quarter-tones flat

Scordaturas:

The harp scordatura corresponds to the partials of the
harmonic series used in the piece, starting from the first
harmonic (no fundamental). Thus, the C1 is the 2nd partial,

the G1 the 3rd and so forth:

indicated should produce non-measurable
values of approximatelly of 64ths. The
performer is encouraged to create a
gentle, unsignificant fluctuation of the
speed. The sounding result must be
clearly distinct throughout the orchestra.

The harp is to be tuned as indicated in
the scordatura icon above. Each string
has a distinct tuning, corresponding to its
designation:

Remarks regarding rehearsal
Accents are double dynamic.

Accelerando or ralletando fanned beams
are to be measured approximatelly. Each
one of them, when they appear
instrumentated into a group, should not
be temporarily accurate with one another:
Each one is counted improvisation-wise.
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Crescendo dal niente and Diminuendo al
niente should be taken literally when
possible, especially in the Clarinets and
Bass Clarinet. In all the other
instruments, where it isn't physically
possible, dal niente & al niente indicates
to start or to end as silent as it can be.

Between the bars 200 - 206 the barlines
serve solely as a tool for coordinating the
individual parts and helping with
temporal structuring. There is no concept
of a beat in terms of metrical pulsation.
Consequently, the start of a measure does
not imply any form of emphasis. The same
applies for every section with graphical
notation (e.g. arrows).

*A dynamic camera it is to be focused on
the audience, connected to a display
placed behind and above the orchestra.
The camera’s device location should be
visible to the audience and it needs to be
positioned high enough to capture a
panoramic view of the crowd on the
screen. This serves as a reminder of the
concert's social function: a cultural rite of
the West.

** The camera is to be activated just a few
seconds before the instruments start
playing and to be deactivated a few
seconds after the instruments stop.

***The orchestra's instruments are
divided into subgroups to create a vibrant,
almost ‘"electric' sound color. These

divided sections should always be played
tutti, unless otherwise specified.
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Finitude, or the infinite lack of infinite identity, if we can risk such a formulation, is
what makes community. That is, community is made or is formed by the retreat or by
the subtraction of something: this something, which would be the fulfilled infinite
identity of community, is what I call its “work”. All our political programs imply this
work: either as the product of the working community, or else the community itself as
work. But in fact, it is the work that the community does not do and that is not that
forms community. In the work, the properly “common” character of community
disappears, giving way to a unicity and a substantiality (the work itself, in fact, should
not be understood primarily as the exteriority of a product, but as the interiority of the
subject’s operation). The community that becomes a single thing (body, mind, fatherland,
Leader...) necessarily loses the in of being -in- common. Or, it loses the with or the
together that defines it. It yields its being-together to a being of togetherness. The truth
of community, on the contrary, resides in a retreat of such a being. Community is made
of what retreats from it: the hypostasis of the “common”, and its work. The retreat opens,
and continues to keep open, this strange being-the-one-with-the-other to which we are
exposed (nothing indicates more clearly what the logic of this being of togetherness can
imply than the role of Gemeinschaft, of community, in Nazi ideology).

Jean-Luc Nancy, The inoperative community
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