
 1

Jean Louis Di Santo 
33 rue Borda 
33000 Bordeaux 
Jean-Louis.Di-Santo@wanadoo.fr 
Composer 
Teacher of composition at SCRIME (Studio de Création et de Recherche en Informatique et 
Musique Electroacoustique) 
 
To teach the music, and particularly the new forms of the music, we have to ask again some 
questions the answers of which seem evident: what is teaching? what is music? What are the 
differences between the musics of past and the contemporary musics? 
By hoping that the answers will give us an idea more clear of the way of teaching today. 
 
What is teaching ? 
Formerly, to teach often consisted in transmitting the past to preserve and reproduce it. Today 
our conceptions changed, and a part of the music of past (the music of XX ° century) 
mistreated all the pre-existent rules. It can generate a loss of marks: how to teach the past 
when a part of past denied the past ? 
What to pass on for future? However, we can notice that some composers, among the most 
innovative, looked in concepts of the past to support their approach: Pierre Schaeffer looked 
for a new music theory capable of organising sounds like the ancient did, and called some of 
his works "Symphony" or "Study"; Arnold Schöenberg claimed to have found what all the 
composers had looked before him... 
But is the contradiction between past and present relevant here? As Martin Heidegger 
underlined it, we are born in a world which pre-exists before us and we inherit from its 
values, while past and future of every individual meet in his present in a singular way. 
Besides, Michel Foucault taught that in every period a " dumb order " underlay the scientific 
approach of the life, the language and the money; it is easy to notice that in the field of the 
music there is also a "dumb order" which determines the style of a period. 
In this way, the antagonism between past, future and present disappears, or more exactly 
appears in another way: the present of an individual depends on its own past and future, but 
also on past and present of the others. So the block - That it is naturally possible to dislocate - 
formed by the own past and the past and the present common to all the members of a 
community exists in the present of everyone. These considerations obliges to rethink the act 
to teach, under the angle of the relationship between past and present, to allow the student to 
reach a certain freedom and to find his personality by being situated in the world in which he 
lives. And if to want to make, artificially, the past continue so that the present is identical to it 
is not any more acceptable today, to want totally to exclude the past would have no sense. 
So we propose the following definition: to teach is to transmit the experience of past so that 
student become autonomous enough to invent his future. In this way, by having growing with 
his period, he will be able to adapt it his music and allow it to play its role. 
Now the experience of past, I mean the conception of the music, profoundly changed for a 
century. What brings us to the second question: 
 
What is music ? 
This question calls another question : what are musics ? And this one calls another one : what 
are musics for ? 
It is not the place here to definite different kinds of music (formal, religious, politic, 
entertainment...). We just want to show that music obeys to different rules according to its 
tools, of course, but also to what it wants to express, and we want to search what is common 
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between all kinds of music : that some Amerindians of Amazon do without calling it music, 
European music of the XIXth century and digital music. In other words, what are the 
universal bases of the music? The answer is a definition as large as possible of music: we 
shall include under this word all the sound productions organized in a purpose other one than 
the semantic of the words in a relation morpheme/signified. 
We pull of this that all the musics define themselves by the use of sounds whatever they are 
and their organization whatever it is, and the new musics can result or of the use of new 
materials (for example the music électroacoustique), or of a new organization of the material 
(for example the serial music), or of both new materials and new organization. 
By restricting us to the western music, we have to wonder what stays of past and what 
changed today. Without entering an exhaustive inventory, we can extract some fundamental 
observations: 
The score 
Pierre Schaeffer and Nelson Goodman insisted in this point: the score is not the music, even if 
it allowed " to elaborate musical constructions of an inaccessible complexity in the oral 
composition " (Jean Molino), and even if it can represent the music. Formerly it was the 
media between the composer, the interpreter and the analyst. With the new technologies, 
composer and interpreter become confused at the level of the realisation of the sound support, 
if it is not also in the public execution. The analyst remains apparently the poor relation of 
this alteration. However it is advisable here to find that in that case composer and analyst use 
the same tool: the ear (even if the composer can also see the forms of waves in the screen of 
its computer). We moreover have to notice that there are musicologists who think that an 
analysis only based on the partition without taking into account the sensitive result remains 
ineffective and passes next to its subject. Here also, the sound result dominates on its graphic 
track. 
But it is necessary to note a fundamental difference with past: today the composer hears real 
time the result of his operations and can modify at once what does not please him. The 
absence of score forces to a phenomenologic approach of the sound, but do not abolish other 
approach. This approach itself, as the score, obliges to seize the necessity of a structure and a 
coherent musical speech constituent of any music: as Levi-Strauss noted it, the art - and so the 
music - is situated between the intelligible and the sensitive. Every composer, whatever is his 
style or his tools, yesterday as today, must choose his material and a coherent way to organise 
it, with or without score. 
 
Sounds and tools 
Formerly the composers drew from a finished reservoir sound possibilities: the instrumental 
sounds executed by musicians. The new technologies allow two revolutions: on one hand, as 
Hugues Dufourt pointed it, they substitute " a neuro-dynamic relation for the mechanical 
relation gesture-instrument between the tiny expressive impulse and its electric way." 
From there can be the new necessity of working from the material. But more: they offer the 
possibility of treating the real-time sound. This profusion favours the raid of new parameters - 
and the necessity of new modes of management-, but do not abolish the former: height, 
intensity, dynamics, rhythm, stamp, balance of time... 
In other words, the new technologies abolish the limits of the body between a musical idea 
and its execution, and on the other hand the necessity of the scalar management of the heights 
in intervals, due to the use of instruments, becomes blurred for the benefit of the other 
parameters and of the continuous. 
In this way the use of new tools and new materials creates new modes of management which 
add to the former without destroying them automatically. It is up to every composer, 
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according to its aim, to choose what is convenient for him: the knowledge of these new tools 
and these new modes of management becomes part of composition act. 
Recording 
The possibility of fixing sounds has not only for consequence the possibility of being able to 
observe them at leisure and using them directly for the composition instead of passing by the 
notation. It also allows to seize sounds of the world around and to use them in narrative or 
symbolist purposes as made it Luc Ferrari, Francis Dhomont, Denis Dufour, F. B. Mâche.... 
These "phonographies" change radically the way of thinking music and open perspectives 
which belonged formerly exclusively to the arts of the image and which allow to express 
directly a vision of the world. The recording opens on concepts which extend beyond the 
musical field. The composers who want to venture on this road are confronted with problems 
which are not only musical any more - even if they still exist - but result in the thought of the 
world: it is then possible to deepen knowledge in the disciplines that they wish to approach. 
 
How to teach music? 
What can we pull from the reflections which precede? From any times, the education of the 
music passes by the education of tools (whether it is the music theory or the manipulation of a 
software), and the education of the composition passes by the analysis and the listening of 
works emanating from the others or from ourselves, to perceive what we make with a critical 
ear and ameliorate our work. But to want to limit the music to a game of rules, a purely 
formal exercise, is a phenomenon limited historically and geographically, and today this 
conception becomes voider than ever, even if as usually the music needs rules which are 
appropriate for it. As François Delalande noticed it, music is also a sensory-motor and a 
symbolic activity. The ideological and technological alterations of the last century have made 
the musical field considerably larger. As the review "Analyse musicale n°15" shows it, the 
angles of approach of a musical work are multiple and the teacher has to follow this 
evolution. Nevertheless, big constants live, as we saw it higher. 
The act to teach is based on two big principles: to guide the student and to give him what he 
ignores; to accompany him and to help him to develop his own capacities. The teacher has to 
be afraid neither of giving marks belonging to the past nor to enrich the culture of his 
students, on the condition of remaining opened to the other rules. The teacher can transmit the 
marks that he knows and give grids of analysis, but opened grids which can be exceeded, by 
leaving the possibility of conceiving others. It implies the teacher to know tools and musical 
theories of the present and of past, to have the will to transmit them without imposing them, 
but also maybe, to be able to understand and follow any sorts of approaches from the students, 
to be open, besides the musicology, in the philosophy, the semiotic, the anthropology... just 
like Pierre Schaeffer did. 
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