PREFACE
P

LE MARTEAU SANS MAITRE was written between 1953 and 1955. The work consists of nine pieces associated with three poems by René
Char. The titles of these three poems are as follows: 1. L'Artisanat furieux, 2. Bourreaux de solitude, 3. Bel édilice et les pressentiments.
However, the voice is not an obligatory part of each piece; I make a distinction between the pieces where the poem is directly incorporated
and expressed by the voice, and the development-pieces where the voice has, in principle, no role to play. Thus the cycle based on
I'Artisanat furieux comprises: AVANT ['Artisanat furieux (instrumental), I'Artisanat furieux proper (vocal), and APRES I'Artisanat furieux
(instrumental). The cycle constructed on the basis of Bourreaux de solitude consists of: Bourreaux de solitude (vocal), and Commentaires
I, II and III on Bourreaux de solitude (instrumental). The cycle based on Bel édifice et les pressentiments is made up to the first version
and its 'double’. However, the cycles don't follow one after another: they interpenetrate in such a way that the overall form is itself a
combination of three simpler structures. It should be enough for me to give the order of the pieces; one will see the desired hierarchy
without further comments being necessary:
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1. avant l'Artisanat furieux
2. Commentaire I de Bourreaux de Solitude
3. I'Artisanat furieux
4. Commentaire II de Bourreaux de Solitude
5. Bel édifice et les pressentiments - first version
6. Bourreaux de solitude
7. apreés |'Artisanat furieux
8. Commentaire III de Bourreaux de solitude
9. Bel édifice et les pressentiments - double

In choosing this order I have tried to interlock the three cycles in such a way that the passage through the work becomes increasingly
complex, making use of memory and virtual relationships; it's only the last piece that, to some extent, offers the solution, the key to this
labyrinth. This concept of the form actually led me much further, and completely freed the form from all predetermination; here the first
step was effected by breaking away from 'one-way' form. As for the use of the voice in what one might call the "kernel" of each cycle,
I'Artisanat furieux is a completely linear piece, in the sense that in it the text is handled, "set to music", in the most direct manner. The
poem is sung in an ornate style, accompanied by a solo flute which counterpoints the vocal line (a direct and intentional reference to the
7th piece in Schonberg's Pierrot lunaire). Here the poem is very much to the fore. The first version of Bel édifice et les pressentiments
yields another sort of relationship: the poem serves to articulate the major subdivisions of the overall form. The voice is still of great
importance; all the same, singing doesn't have the preeminence it enjoyed before, this preeminence being contested by the instrumental
context. Bourreaux de solitude resolves this conflict by means of total unity in the composition of the vocal and instrumental parts, which
are linked to the same musical structure: the voice emerges periodically from the ensemble in order to enunciate the text. Lastly, the
'double’ of Bel édifice et les pressentiments shows a final metamorphosis of the role of the voice: once the last words of the poem have
been pronounced, the voice - now humming merges into the instrumental ensemble, giving up its own particular endowment: the
capacity to articulate words; it withdraws into anonymity, whilst the flute, on the other hand, having accompanied the voice in I'Artisanat
furieux comes to the fore and takes on the vocal role, so to speak. One can see how the relationships of voice and instrument are gradually
reversed by the disappearance of words. The idea is one to which I attach a certain importance, and I would describe it in the following
way: the poem is the center of the music, but it is absent from the music, just as volcanic lava can retain the shape of an object even
though the object itself has disappeared or again, just as the petrification of an object makes it recognisable and unrecognisable at the
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same time.
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Turning to the instrumentation: what is the link between the various instruments, which seem outwardly to be so disparate? I think it
should be enough for me to explain certain linking devices which reveal a continuous passage from voice to xylophone, absurd as this
may see at first sight. The connection between voice and flute is obvious: human breath, and a purely monodic power of elocution. Flute
and viola are linked by monody, if the viola is bowed. On the viola, the notes can be 'rubbed' or plucked: in the latter case, it connects
with the guitar, also a plucked string instrument, but one with a longer resonance time. Considered as a resonating instrument, the guitar
connects with the vibraphone, which is based on the prolonged vibrations of struck metal keys. The keys of the vibraphone can also be
struck without resonance, in which case they relate directly to the keys of the xylophone. A chain is established from one instrument to
another; with one common characteristic being conserved each time. I deliberately haven't mentioned the percussion proper, since it
plays a 'marginal’ role in relation to the other instruments. The choice of instruments varies from piece to piece - this is another direct
and intentional reference to Pierrot lunaire. The entire ensemble is only once used continuously, in Bourreaux de solitude.
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For many listeners, the first impression of the piece gives rise to 'exotic' associations; in fact xylophone, vibraphone, guitar and percussion
are clearly far removed from the models for chamber music offered by the Westermn tradition, but come much closer to the sound of Far-
Eastern music, in particular, though without having any relation to the musical vocabulary of the latter. I must admit that I chose this
instrumental "corpus" under the influence of non-European civilisations: the xylophone is a transposition of the African balaphone, the
vibraphone refers to the Balinese gendér, the guitar reminds one of the Japanese koto... In actual fact neither stylistic factors nor the
actual use of these instruments are in any way related to the traditions of these various musical civilisations. It's more a matter of
European musical vocabulary being enriched by non-European hearing.

The arrangement of the instruments on the stage helps to dlarify the acoustic relationships between the various instruments. As for the
voice, it is enclosed in the group: it can emerge as a soloist, but can equally well integrate completely and see itself supplanted by the
flute.
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Should I briefly say something about the form? The length of the pieces varies considerably: the cycles themselves are by no means
equal in length and importance, and each has its own constitution. I don't want to go into detail about the way they proceed; I shall point
out, however, that the three 'commentaries' on Bourreaux de solitude form a single large piece, directly linked from a formal point of view
to Bourreaux de solitude itself. AVANT and APRES |'Artisanat furieux, two brief developments, enclose the central piece. In Bel edifice et
les pressentiments, the first version consists of a completely isolated unit; the 'double’ mingles elements drawn from all three cycles, both
literally, as quotations, and in a virtual manner, if I may call it that, namely as an exploitation of their potential for development. So this
last piece interlocks the three cycles of the work both literally and virtually, providing a meeting point which at the same time winds up
the whole.
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Pierre Boulez
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