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ABSTRACT 
In the last decades, the vast development of emerging 
technologies has transformed the ways people engage 
with music, expanding the affordances of music 
expression, creation, learning, and education. Music 
production software allows artists to create songs 
collaboratively in digital contexts, not necessarily being 
in physical contact. Likewise, many young people 
produce songs alone or with peers, constructing musical 
experiences through informal kinds of learning. Although 
several studies have focused on integrating 
technological-based activities in school music education, 
the research interest in conservatoire education is 
limited. The COVID-19 pandemic crisis and the need for 
an urgent shift to online educational environments 
revealed numerous problems concerning the use of 
technology. Both teachers and students faced difficulties 
to operate and effectively continue the studio lessons 
online. Some recognized the situation as a dead-end for
conservatoire education, while others perceived it as a
prompt for innovative and creative solutions. The present 
article discusses the findings of a pilot distance music-
technological project with adolescents in conservatoire 
education during the COVID-19 pandemic. The primary 
aim was to investigate students’ musical-technological
experiences, the knowledge and skills they acquired, as 
well as the development of their musical creativity 
through collaborative DIY music production practices. In 
particular, our purpose was to develop a more nuanced 
understanding of how the students experienced their 
work and their learning using DAWs (Bandlab). The 
results support the view that merging traditional and 
online teaching-learning procedures in a hybrid 
approach can open new pathways in music education. 
Keywords: collaborative music production practices, 
distance music teaching-learning, conservatoire 
education. 

INTRODUCTION 
In today’s life, more and more ways of existence and 
interaction with others are digital: self-display,
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construction of identities, communication, search for 
information, and fun activities (Kokkidou, 2016). 
Undoubtedly, the new web-based environments and 
digital media have transformed the ways people engage 
with music, expanding the affordances of music 
expression, creation, learning, and education (Tobias, 
2016; Brown, 2015). 
In the contemporary arena of popular music, many artists 
make music with production software using samples, 
loops and other pre-existing material in a collaborative 
context without necessarily being together as physical
space (Brown, 2015; Savage, 2014). Similarly, many 
young people engage with music in amateur ways and 
construct experiences, learning alone or with friends. 
Although there is now ample data on the integration and 
impact of emerging digital technologies in school music
education (Tobias, 2016; Nickerson, and Zodhiates,
2013; Wise et al., 2011), little research has been 
conducted on instrumental teaching in the conventional 
conservatoire settings (Bauer, and Dammers, 2015). 
There is even less research on distance instrument
learning outside the formal context of conservatory 
education (Biasutti et al., 2021), although more and more 
young people are learning through informal types, such 
as YouTube video tutorials (Kruse, and Veblen, 2012). 
Research has shown that distance music education
focuses mainly on acquiring theoretical knowledge rather 
than performing or composing music (Brown, 2015). 
The COVID-19 pandemic crisis and the forced and 
abrupt transition in online teaching-learning
environments invoked insecurity in teachers as they were 
not prepared for the required adjustments of their 
practices (Daubney, and Fautley, 2020). The existing 
problems in music teachers’ lack of music-technological
training (Schiavio et al., 2021) and their hesitation to 
apply such practices in their instruction (Chrysostomou, 
2017; Bauer, 2013) had been brought to the fore in a 
pressing way. Combined with the absence of institutional 
support, teachers had to deal with the situation of 
continuing their lessons through synchronous and
asynchronous online platforms, looking for new 
strategies (Schiavio et al., 2021). Some educators saw 
this situation as a dead-end, while for others, it was a 
motivation for seeking creative solutions. With respect to 
students, one can add that while they are “digital natives”
(Prensky, 2001), this does not necessarily imply that they 
can use technology critically and creatively 
(Chrysostomou, 2017). 
This article presents a pilot distance technological-
musical project with adolescent students in conservatoire
settings, between March and June 2020, during the 
COVID-19 pandemic. The aim of the project was to 
familiarize students with collaborative DIY music 
production practices using DAWs (production and 
assessment). 

COVID-19 & MUSIC CONSERVATORY 
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countries (NASEM, 2020). Both general and music 
teachers of all levels struggled to continue their courses 
in distance synchronous and asynchronous forms of
instruction. They soon realized that it was not feasible to 
convey the practices they used in classrooms to the 
digital environment (Ververis, and Apostolis, 2020). 
Similar difficulties – perhaps even more considerable –
arose in conservatoire settings and instrumental teaching-
learning. 
The forced lack of physical coexistence prompted 
teachers to reconsider their strategies and find 
alternatives (Biasutti et al., 2021). Several technical 
issues, including sound delays and connection problems, 
among others (Ververis, and Apostolis, 2020), made 
them soon realize that distance instrumental lessons could 
not lean on the face-to-face model (Schiavio et al., 2021).
In individual and group lessons in the new digital 
contexts, the most significant challenges seem to be 
associated with student-centeredness, quality in 
interaction, development of improvisation skills, and 
creative use of technological tools (Biasutti et al., 2021;
Tobias, 2016). 

MUSIC PRODUCTION & DIY 
PRACTICES 
Production involves various processes ranging from 
creation to recording and editing to music distribution 
(Brown, 2015). Many musicians are involved in the 
above procedures, without the contribution of experts, 
through do-it-yourself (DIY) practices (Bell, 2018). They 
are at the same time “singers-songwriters-producers-
performers-sound designers” (Brovig-Hanssen, and
Danielsen, 2016, 1). 
Today, DIY culture is closely related to the use of music 
production software. Although associated with popular 
music and the development of recording techniques, its
origins were located in the 18th century (Bell, 2018), 
when composers such as Beethoven, Haydn and Mozart 
experimented with automatic mechanical musical 
instruments (Bowers, 1972) and composed pieces as an 
attempt to bypass the performer (Bell, 2018). In the 20th 
century, the evolution of technology led to the 
proliferation of DIY practices. In particular, before the 
1950s, the overdubbing and multitracking methods, in the 
recordings of jazz guitarist Les Paul with his wife’s voice 
(Mary Ford), determined the succeeding ways of
producing music. Nowadays, there is no specific DIY 
techniques categorization as they are affected by 
numerous contextual and stylistic factors and are 
expanded with new systems that obtain different 
meanings for each artist (Bell, 2018). 
Although DIY refers to individual activities, most DIYers 
collaborate, interact and exchange views (Richards, 
2013) while having the necessary individual time in their 
home studio to discover more about their musical ideas 
(Quinn, 2007). Thus, DIY processes are simultaneously
solitary-autonomous and collaborative (Lebler, and
Hodges, 2017). 
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Figure 1. Garage Band 

DIGITAL AUDIO WORKSTATIONS 
(DAW) 
In contemporary music production, DIY processes are 
associated with Digital Audio Workstations (DAWs). 
This software provides a visual representation of the
diverse layers of sound that shape the acoustic material 
through their mixing (see Figure 1) (Bell, 2015). Since 
the late 1990s, DAWs design has been linked to 
technological developments in recording and sequencing
(Bell, 2018), with the concurrent processing of audio 
signals and MIDI data (Brown, 2015).  
In recent years, music technology development has made 
it possible for everyone to have a complete music 
production studio on their computer or mobile devices. 
Although the functions of DAWs expand as the
technology evolves (Bell, 2015), their design remains 
stable, to a large extent, converging on recording, editing 
and mixing (Bell, 2018; Brown, 2015). Today, each 
DAW handles simultaneously MIDI data, pre-recorded
material (loops) and users’ recordings (Dammers, and
LoPresti, 2020). 
Well-known DAWs are Cubase, Cakewalk Sonar, Logic 
Pro X, Ableton Live, Pro Tools, Fl Studio, and 
GarageBand. Cloud technology has given new 
perspectives to design, with the appearance of
applications such as Bandlab, Soundtrap or Soundation, 
which do not require installation to a local device and are 
available online for all operating systems (Dammers, and
LoPresti, 2020). 

MUSIC PRODUCTION, DAWs, DIY 
PRACTICES AND MUSIC EDUCATION 
21st-century music students, at least those of Western
societies, are different from those of the previous 
generation as they have at their disposal various tools for 
listening, producing and exchanging music through their 
computers and/or mobile phones. Many know specific
production procedures (e.g., remix, sampling, post-
production), and their digital literacy is high and 
multimodal (Kokkidou, 2016). The integration of music 
technology into music teaching-learning formulates new 
learning environments, creative practices, and types of 
interaction (Quinn, 2007). DAWs can perform a decisive 
role in this direction (Brown, 2015). 

Figura 1. Garage Band 

AUDIO DIGITALE 
(DAW) 

, procesele DIY
 digitale

(DAW-uri). Aceste programe 

acustic prin mixarea lor (Figura 1) (Bell, 2015). De la
1990, designul DAW-urilor e legat de 

e din domeniul înregi
 a

 a datelor MIDI (Brown, 2015). 
În ultimii ani, dezvoltarea tehnologiei muzicale a oferit 
tuturor posibilitatea de a avea un studio complet de 

 computer sau pe dispozitive
-urilor se extind pe 

(Bell, 2015), design-ul
, axat pe înregistrare,

 (Bell, 2018; Brown, 2015). În prezent,
fiecare DAW proceseaz  MIDI, material
pre-înregistrat (bucle) 
(Dammers  LoPresti, 2020). 
Exemple bine-cunoscute de DAW-uri sunt Cubase,
Cakewalk Sonar, Logic Pro X, Ableton Live, Pro Tools, 
Fl Studio  GarageBand. Tehnologia Cloud a oferit
perspective noi de design, a
sunt Bandlab, Soundtrap sau Soundation, 

online
pentru toate sistemele de operare (Dammers  LoPresti,
2020). 

 , DAW-uri, 
METODE DIY  

ente de
ascultare, pr transmitere a muzicii prin

.
 (de

exemplu remix, sampling, post-produc
 multi-modale (Kokkidou,

2016). Integrarea tehnologiei muzicale în predarea-
,

practici creative  de 
DAW-
(Brown, 2015). 



11

Incorporating DAWs in music teaching-learning
contributes to creativity development and understanding 
abstract concepts through performance, production and 
listening (Brown, 2015). Students can explore and 
perceive musical information in a multimodal way. Most 
programs empower the teacher to adapt the content to the 
specific classroom conditions so that each student can 
progress at his/her own pace (Dammers, and LoPresti,
2020). Children can create a piece with pre-recorded
material without prior theoretical knowledge (Väkevä, 
2010). In addition, they can be familiarized with elements 
such as the musical structure, timbre, and the mixing 
process, without requiring composition studies (Brown,
2015), music reading and writing skills or technical 
competence in an instrument (Dammers, and LoPresti,
2020). Finally, the integration of DIY practices is 
consistent with the informal kinds popular musicians
learn (Green, 2008) through peer-learning, self-directed
and problem-solving learning strategies: students listen, 
play, perform, compose and improvise simultaneously, at 
all stages of the educational process, in a holistic 
approach (Bell, 2018). 

RATIONALE, AIM OF RESEARCH AND 
RESEARCH QUESTIONS 
The rationale of the present project was formed within 
the conditions of the forced transition to online learning 
environments due to the pandemic of COVID-19.
However, our interest in integrating digital media in
music education is not recent (Mygdanis, and Kokkidou,
2020; 2018; 2017). In our previous studies, we identified 
a literature gap regarding the use of music technology in 
conservatoire settings, as well as the design and 
implementation of instrumental distance learning, both 
individually and in groups. 
The purpose of this pilot study is to investigate the 
musical-technological experiences gained by 
conservatory adolescent students through a distance 
teaching-learning project focused on the development of
music production skills. Particular emphasis was placed
on the meaning of new experiences, collaborative 
processes and musical creativity in DIY practice 
environments with DAWs software. The research 
questions are as follows: 

What knowledge, experiences and
music production skills did the participants 
acquire upon the completion of the project? 

How do students perceive collaborative 
DIY practices and the concept of making music 
through music production methods in an online
DAW? 

How do students assess and value
distance learning lessons as compared to in-class
music teaching-learning processes? 

SAMPLE 
The research sample consists of four students, three boys 
and one girl, aged 14-15 years, in a Greek conservatory 
in Athens. Their musical studies include modern piano,
keyboards, electric bass, drums, and vocals. Until March

Incorporarea DAW-urilor în predarea-
contribu
concepte abstracte prin interpretare, produc   
(Brown, 2015). 

- multi-modal . Majoritatea
programelor dau profesorilor posibilitatea de a adapta 

specific
progresa în ritmul propriu 

(Dammers  LoPresti, 2020). Copiii pot c
material pre-înregistrat av etice
anterioare (Väkevä, 2010). 

de mixare, 
(Brown, 2015), 

 sau ehnice de interpretare 
 (Dammers  LoPresti, 2020). În cele din

DIY  cu

pop (Green, 2008) de la colegi, strategii de
autod   pe rezolvarea de probleme:

ed -  (Bell, 2018). 

, COPUL 
CERCET RII 

 proiec -a format în contextul 

pandemiei de COVID-19. interesul nostru de a
integra mediile digital
recent (Mygdanis  Kokkidou, 2020; 2018; 2017). În
studiile noastre anteri  în

tehnologiei 
implementa e

instrument la dista  . 
Scopul acestui studiu-pilot 

muzical-tehnologice 
adoles -un proiect de
predare- ezvoltarea
aptitudini
s-a pus pe  

cu DIY .  de cercetare
e: 

xp e

la încheierea proiectului? 
Cum percep elevii metodele 

colaborative DIY 

program DAW online? 
Cum ia

de predare- ? 

 
 , 
-15 ani, dintr-

Atena, Grecia. Studiile lor muzicale includ pian modern,
keyboard, bas electric, tobe  voce.  2020,



12

2020, they participated in the popular music ensembles of 
the conservatoire. None of the participants was involved 
in music production classes. Their personal and music 
traits are presented in the table on the next page.  
The two students (S2, S4) knew each other well because 
they attended related courses at the conservatory for three 
years. They attended the popular music theory course 
with S3. The three boys had not developed friendly 
relationships outside of the institution. S1 did not know
any of the other participants. 

Student Gender Ages Area of 
music 
learning 

Music studies Music 
preferences

S1 Female 14 Popular 
piano 

6 years piano 
& 1 year 
popular piano / 
completion of 
mandatory 
conservatory 
musical-
theoretical 
courses (music 
theory & 
harmony) 

Pop, rock, 
rap, Greek 
popular 

S2 Male 14 Popular 
piano, 
electric 
bass, 
drums, 
vocals 

2 years 
popular piano, 
5 years electric 
bass, drums & 
vocals / Grade 
5 in popular 
music theory 

Pop, rock, 
city pop, lo-fi 

S3 Male 15 Electronic 
keyboard 

7 years 
electronic 
keyboard / 
Grade 6 in 
popular music 
theory 

All genres 
apart from 
rap, trap & 
opera 

S4 Male 14 Drums 5 years drums 
/ Grade 5 in 
popular music 
theory 

All genres, 
mainly lo-fi, 
hip-hop, 
apart from 
Greek folk  

RESEARCH METHODOLOGY 
In educational research, applying various tools for data 
collection allows the researcher to investigate specific 
areas and better understand the qualitative characteristics 
of an intervention (Denzin, and Lincoln, 1994; Miles, and
Huberman, 1994). In the present pilot study, four 
methodological tools of data collection were used: 
(a) semi-structured interviews with the students, 
(b) observations and keeping diary by the teacher-
researcher, (c) group discussions and students’ opinions 
expressed during and beyond online sessions, (d) musical
material (individual and group work) created during 
distance meetings. 
The semi-structured interviews were organized after 
completing the project and were recorded with students’
and their parents’ consent. The purpose of the interviews 
was to assess the project by the students and their 
viewpoints on the procedures and outcomes of the project 
(e.g., musical-technological challenges, thoughts for 
future use of new experiences etc.). Issues about the
meaning of students’ experiences were set indirectly. 
The teacher-researcher’s observational remarks were 
organized in a diary form on a weekly basis and after 
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each meeting to avoid losing crucial data (Denzin, and
Lincoln, 1994). In a few cases, the information was 
written down in a coded way not to interrupt the flow of 
the process. 
The discussions and student reflections during and about
the meetings were recorded, always with their consent. 
All their musical productions (individual or in a group,
incomplete or complete) were organized in portfolios and
constituted the core subject of group discussions, self-
assessment and peer review. 
The whole of the recorded material (interviews, 
observations, discussions) was transcribed in text format.
All data were analyzed in combination (Miles, and
Huberman, 1994). For data analysis, the content analysis 
method was used (Finfgeld-Connett, 2014), facilitating 
the identification, coding, counting (frequency of words 
and/or phrases), and data re-examination (Brinkmann,
and Kvale, 2015; Miles, and Huberman, 1994). The 
process followed a primary and a secondary coding 
technique. The primary procedure was based on in vivo 
terminology (the language of the participants). Then, the 
material was thoroughly reviewed in the secondary 
phase, and the primary codes were grouped into specific
categories using focused coding (Tracy, 2013). In the 
case of coded notes, the keywords-in-context analysis
method was used to link and conglomerate words and/or 
phrases (Onwuegbuzie, and Leech, 2007). The diary 
entries are coded as FN (field notes). 

BANDLAB PROJECT: PLAN, CONTENT, 
METHODOLOGIES, ASSESSMENT 
The total duration of the project was fifteen weeks 
(March-June 2020) and took place entirely online. The 
Moodle platform was used for the implementation of the 
weekly courses and the asynchronous communication.
The teaching material designed for each lesson included 
PowerPoint presentations, pdf files (song lyrics, scores, 
drum machine patterns, etc.), and mp3 files. The 
GoogleMeet platform was used for synchronous 
communication. All participants had a personal computer
and internet connection. 

Figure 2. Bandlab 

The free Bandlab web application was chosen as the 
music production software (see Figure 2). Bandlab is an 
introductory cloud DAW application supporting 
fundamental functions (recording, MIDI, automation, 
multitracking). It is equipped with a built-in drum
machine, sampler, looper, a variety of effects, and a 
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popular music (EDM, hip-hop, IDM, minimal techno, 
trap, downtempo, lo-fi, etc.) and world music genres. 
None of the students knew anything about the Bandlab 
application before the beginning of the project. 
Therefore, the meetings started presenting to students the
essential functions of DAWs software and DIY practices. 
The first four sessions focused on recording and basic
audio signal processing (volume, panning, fade) and pre-
recorded samples. The following meetings were about 
recording (microphone, audio input) and editing audio 
material (trimming, reversing, playing, transposing). The 
fifth and sixth meetings concentrated on the MIDI 
protocol, while the drum-machine and looper functions 
were presented in the seventh and eighth. The following 
two sessions focused on the use of effects and 
automation. Finally, the last five weeks have been 
dedicated to revising and completing students’ individual 
and collaborative creations. 
Each lesson plan had a basic structure, starting with 
listening to and assessing previous creations, without 
specifying the name of the student-producer (10 to 15 
minutes). Then, new content was presented, followed by 
a discussion regarding integrating new elements in the 
previous productions. In the end, students were called to 
create a new short piece (30 seconds or 16 musical bars) 
to present it in the following meeting. However, they 
were free to deviate from time limitations. Ten minutes 
before each meeting, they had to upload their pieces to 
the Moodle portfolio plugin. Their creations cannot be
classified in a particular musical genre as they draw on 
practices of EDM and trap combined with pop and rock 
instrumentation. 
Students had time to think, experiment, and exchange 
ideas to achieve a satisfactory result for them. Gradually, 
they proceeded to more complex and creative negotiation 
of their musical ideas. Lecture methodology was limited
to providing the necessary information and instructional 
guidelines. The teacher-researcher acted as a facilitator, 
with discreet interventions and feedback, especially when
students asked for his help. 
The main methodological strategies were: experiential
and problem-solving learning, peer teaching-learning,
and brainstorming. The educational content used to 
change according to the students’ needs and interests, and
there was a great deal of flexibility to ensure the target of 
student-centeredness. Progressively, the presentation time 
of the new material was decreased and gave space to peer 
learning processes. The actions were, by default, 
multimodal (image, sound, speech) and hybrid (mixture 
of formal and informal forms) (Tobias, 2016). The 
students used the knowledge acquired from their 
experiences in their leisure time; they acted 
autonomously and asynchronously, depending on their 
daily schedule, and expressed the problems they faced 
during the online meetings. The assessment methods 
were formative, without a hierarchical-grading rating, 
through weekly group discussions, feedback from the 
teacher-researcher, blind peer-review, and self-
assessment. 

RESULTS AND DISCUSSION 
According to the results of the pilot research, distance 
music teaching-learning opens new horizons in 
understanding the music worlds and their practices. 
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Students were introduced to the recent terminology of 
music production processes and new techniques for
organizing and revising their creations. In many cases, 
flow experiences and “aha!” moments (Csikszentmihalyi, 
2009) were observed, especially in discovering and 
successfully applying a new technique. From the 
analysis, common perceptions were detected, as well as 
discrepancies in the students’ expectations and ways of 
engaging. 
The thematic categories that emerged from the data 
analysis are: acquisition of new knowledge, skills and 
experiences; collaboration, levels of interaction and self-
evaluation; development of students’ creativity and 
perceptions of collaborative-creative processes;
qualitative characteristics of students’ experiences 
(meaning). 

ACQUISITION OF NEW KNOWLEDGE, 
SKILLS AND EXPERIENCES 
The acquisition of new knowledge, skills and experiences 
is the goal of every educational intervention. In group 
discussions and interviews, the students described their 
experiences in specific ways and seemed to relate them 
both to what they already knew and to their future 
expectations. They referred to the software they had 
learned on their own (GarageBand, Cubase, Ableton), 
sources they explored (Google, blogs, iBooks, YouTube 
tutorials), and the practices they adopted. For what they 
learned through the online courses and what they 
continued to further search on their own, the students 
stated: 

I learned that music production is not as difficult as it
sounds! […] Every new song I listen to now, I try to think 
about its elements that make it sound like that! […] Now
I mainly use Logic. […] I discovered that there are 
options not provided by Bandlab. (S3) 

I think I understood how a piece is made. […] I believe it 
opened new horizons for me, and so it inspired me more! 
(S1) 

I learned better the composition of a piece [...]. I also 
learned what I like. […] At Bandlab, I rethought things I 
already knew. (S2) 

[Bandlab] will undoubtedly be useful in the future [...] 
Well, it helps you to learn different DAWs and how 
others produce music, and by what means. (S4) 

From examining the students’ portfolios, we observed
constant progress in their ability to edit the pieces and the 
successful integration of DIY practices (e.g., 
manipulation of loops, MIDI and sound effects), which 
was at first fragmentary. The expansion of their thinking 
was also evident from the comments of blind peer-
assessment. At first, their comments were limited to 
expressions such as “I like it, I would listen to it again”
(FN9) or “it reminds me of another cool piece I heard”
(FN12). Gradually, they became more targeted and 
confident in using terms with precision: “This distortion
in the bassline, along with the triplets in the hi-hats, is
awesome!” (FN42). The increase in comprehension was 
also apparent in their suggestions for improvements: 
“The melodic idea in the synth is OK, but I would

izuire a
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suggest cutting some high frequencies and adding delay 
to make it darker” (FN61). Characteristically, S1 stated: 

I have noticed that I am more observant. Before all this, I 
used to analyze the pieces only to find some instruments. 
Now I understand them! I think of them in a Bandlab 
way, figuring out that a drum-machine or a loop have 
been used or something that is MIDI made. Waiting for 
our meeting, I was listening to a song, and I quickly 
realized that it had only four layers: drum-machine,
MIDI, melody and vocals. It was basically I-IV-V, just
putting layers on and off. Now I do not merely listen to
the piece; I cut it up! 

In conclusion, through a holistic perspective on 
production processes – listening, performing, creating, 
improvising – students were accustomed to new musical 
concepts and acquired skills and experiences without 
having the same theoretical background or prior skills of 
composition (Brown, 2015; Väkevä, 2010). Each student 
proceeded at his/her own learning pace (Dammers, and
LoPresti, 2020; Mygdanis, and Kokkidou, 2020). 
Comprehension was based on prior knowledge 
(scaffolding), leading to the enhancement of autonomy, 
self-regulation, self-confidence. 

COLLABORATION AND LEVELS OF 
INTERACTION AND MUTUAL 
EVALUATION 
In the distance meetings, all students assessed the group 
activities as positive. They talked about the value of 
cooperation and collaborative creation, peer teaching-
learning, peer review, and the fruitful nature of the lack 
of agreement. They became aware of their peers’ musical
abilities discussing their creative choices and aspects of 
the process together. Everyone displayed respect for the
others’ efforts and emphasized that exchanging ideas 
leads to more interesting results. Regarding collaborative 
production, they characteristically said: 

I think it will lead to more interesting ideas […] because 
everyone learns to draw back and help the other. [...] I 
believe that in the end, a very good result comes. (S1) 

I could say that I like Bandlab’s live collaboration 
function, where people who are not in the same place can 
see the same piece on the same screen [...]. It is generally 
important to learn working with others, especially in 
music, because everyone can bring an idea, [...] and 
something better can come out. (S3) 

[Collaboration] is not always easy. You can disagree on 
various things, but it also helps you see how someone 
thinks and wants to express. So we help each other and 
get a result that is satisfactory for all. [...] I surely 
learned to work with someone else to make a song. (S4) 

Actually, we did not tend to change what the other was 
doing but to make suggestions for improvement. […] You
have to communicate continually, and there are always 
disagreements on how the piece should be... haha! This is
obvious! But I think it’s also good […], it works just fine!
(S2) 

At the same time, the students noticed the value of 
individual and autonomous actions within the field of 
creativity. When they compared individual and 
collaborative productions, they appeared to discover new 
balances: 
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I believe that I have a more ‘individual’ mindset because 
when I have something in my mind, it has to be done in 
my way... but I believe that in a team, things can be done 
a little better. (S1) 

[Working individually] you have much more creative 
freedom, you can do much more, while in the group 
production you will sometimes have to compromise. (S2) 

If there are more people, you may have disagreements 
and not reach a solution. But OK, that doesn’t mean that 
we should always be together or alone. (S4) 

The impact of the peer-to-peer review was evident in the 
re-editing procedures and the improvement of students’
final creations (portfolios). In the weekly group 
discussions, students received feedback and decided for 
changes: “I shifted this bassline pattern, following others’ 
suggestions, because the groove was not nice” (FN56).
Even when they disagreed with their classmates’ 
proposals, they used to test them before rejection: “Yes, I
know you said to add a piano [layer]; I did it, but I 
immediately deleted it ... it was awful!” (FN63). The
students seemed to adopt the trial-and-error strategy to 
achieve the desired result for them (Bell, 2018). 
In general, we deduced that a collaborative environment 
was shaped, similar to that of contemporary popular 
musicians who interact with digital media (Bell, 2018). 
Students understood the value of cooperation in creation
without denying the importance of individual actions 
(Lebler, and Hodges, 2017). In many cases, they 
considered their peers’ ideas, while the synchronously or
asynchronously feedback (online meetings and chat, 
respectively) contributed to the construction of
knowledge and the exploration for fulfilling solutions. 
This type of feedback is a breakthrough in music-
technology teaching-learning and can enhance
collaborative practices in distance education (Brown, 
2015). All in all, peer-to-peer interactions were found to
be a crucial element of every music process. 

CREATIVITY DEVELOPMENT AND 
STUDENTS’ PERCEPTIONS OF 
COLLABORATIVE-CREATIVE 
PROCESSES 
The project was, by default, creative. Students had many 
opportunities to develop their own criteria for completing
their work and reflect on the differences between the 
practices of composition, improvisation, experimentation, 
and music production. They identified composition to 
formal education (e.g., reading and writing notation), and 
they associated improvisation with making musical
decisions and the production with digital environments. 
To that, they stated: 

Composition, for me, means writing notes in a stave and
such. […] Improvisation is the moment when you are on 
stage... when you have not prepared it. (S1) 

When I hear this word [production], I just think of this 
huge music studio, the mixing console, the room in front 
of the glass […] and someone playing there with his 
instrument, having a laptop with GarageBand, Bandlab 
[…]. Now I think of something complex when I listen to
experimentation. Someone with no instrument in front of 
him, only his computer and adding things to make 
something very original. (S2) 
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You improvise continually […]. You experiment with 
different things; you see that something fits, you play
other melodies in general. We have to experiment. (S4) 

From the first meetings, the students expressed their 
desire to engage in creative DIY practices while they
gradually gained the confidence to undertake their 
musical ideas and create: “it is not so difficult to write a 
piece!” (FN8). It is worth noting that they conceived 
improvisation as being at the ‘heart’ of musical creativity, 
either intuitively or through targeted experimentation 
(Bailey, 1993). 
In the canon of Western art music, creativity is a
privilege of well-trained and talented composers. This 
idea is considered troublesome in popular culture as it 
reflects the Western elite’s musical values and supports 
the well-established forms of cultural hegemony (Hess, 
2019). Thus, forms of creativity must be expanded 
beyond the predetermined boundaries of the 
conservatoire composition (Bennett, 2017) to include 
sampling DIY practices for making mashups and remixes 
(Brown, 2015). S4’s objection is representative when he 
asked about his creation’s authenticity, which was based 
on a sample from a commercial: 

Oh yes, it is obviously mine. What do you mean? I just 
got it [an audio sample] because I liked it and put it on 
my own. It’s something else now. And it’s mine! (S4) 

DISTANCE MUSIC TEACHING-
LEARNING EFFECTIVENESS 
The students considered distance learning to be 
functional. However, they mentioned some technical 
problems (poor audio signal, internet connection),
stressing their significance for online courses. In general, 
they agreed that the problems were manageable and that 
the learning objectives were achieved: “Okay, there were 
some problems with the sound” (S1), “[…] could be
better sometimes because the connection and the sound 
were not so good [...] but it didn’t bother me so much”
(S2). While in the interviews and discussions, all students 
described their project’s experiences in positive terms, at 
the same time, they also referred to the benefits of face-
to-face teaching-learning. 

I rather prefer face-to-face lessons in the conservatoire 
[…] because the teacher is near you, can correct your 
mistakes, and tells you how to play. In distance learning, 
he can not see what is happening from the camera. (S3) 

I prefer face-to-face, although the distance [learning] 
was not a tremendous change. In order to work well,
everyone should know how to use a computer. […] It 
worked well, I think. But getting out, going somewhere 
else and being at a class is much better than sitting in 
front of the computer. (S2) 

OK, both have pros and cons. It is better to be with 
others together, while from a distance, it is somehow less 
energetic […]. For music, as everything is becoming 
more and more technological, it is rather good. (S4) 

In group discussions, students suggested a combination 
of distance and face-to-face instruction. 

It worked well for these weeks, but I am not sure for the 
future […]. There are some advantages, but it is tiresome 
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to be in front of the screen all the time. [...] It may be 
better if we do some lessons online and some in the 
conservatoire. (S2) 

[The project was] awesome! But playing together and 
[playing] on screen are two different things. When the 
lockdown is over, we can continue Bandlab [meetings] at 
the conservatoire. (S1) 

In conclusion, students welcomed distance music 
learning but emphasized that it does not replace face-to-
face interaction. All agreed that the two modes could 
function at a reciprocal status. One can find similar 
paradigms in flipped teaching-learning forms, where 
students learn at home through videos, PowerPoint, 
recordings, etc., while in class, they discuss seeking 
answers through problem-solving procedures. 

QUALITATIVE CHARACTERISTICS OF 
THE STUDENTS’ EXPERIENCE 
Throughout the whole project’s timespan, it was apparent 
that the students found the procedures to be meaningful 
on a personal-musical and social-musical level. They
gained pleasure and fun from experimentation and 
creation processes, as well as from working with others
(cross-correlated data from discussions, FN, and 
interviews). S1 described the project as ‘inspiring’ and
‘unique’, adding that ‘it opened new horizons’ for her. S2 
said that the project was ‘interesting’ and ‘it worked just 
fine!’. Likewise, S3 and S4 portrayed it as something 
‘worth doing’ and a ‘source of satisfaction’. 
Students underwent flow experiences (Csikszentmihalyi, 
2009), overcoming getting bored of repetitive efforts and 
fear of failure. Everything operated as intrinsic 
motivation and as an opportunity for deeper learning. 
They asked for guidance only when necessary, 
developing decision-making and communication skills. 
These experiences can encourage self-regulation and
interest for inquiry, contributing to musical thought and 
musicality development (Tobias, 2016). 
Notably, each student proceeded according to their 
background, needs, and expectations. The golden rate can 
be attributed, at least partially, to Bandlab’s affordances 
for collaborative practices that allow differentiation in
learning. The students tended to substantiate their views 
and suggestions. Their comments were to the point, and
they were active listeners of both others’ and their own 
creations. All the above resulted in metacognitive skills 
and critical thinking development (Kokkidou, 2013). 
Expectably, the students compared what they had learned 
from the project with the content they were delivered in 
the school music classroom. The comparison revealed the 
lack of musical-technological activities: “All the years,
we learnt nothing [...] the teacher was playing something 
at the piano, and we were asked to answer if the chord 
was major or minor, [...] this is not music at all” (S3) and
“At school [we emphasized] more musical scores and 
exercises from a music textbook” (S4). It is important to 
note that students continue to communicate via a Viber 
group chat and explore production processes at individual 
or/and team levels. Bandlab motivated them and became 
part of their musical world. 

EPILOGUE 
Undoubtedly, we are on the threshold of a new 
framework of collaborative musical creation actions 
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mediated by constantly changing technological
developments. For Savage, “Technologies may advance 
alienation and separation, but they may also combine 
with the human need to support participation and
creation. Together they generate new forms of and new 
opportunities for compositional musicking.” (Savage,
2014, 172). From the project implementation, it can be 
concluded that technology is a means of transforming 
educational processes. However, it seems that it can not 
replace face-to-face music-making. Therefore, it does not 
abolish the traditional teaching-learning strategies but 
may expand them creatively (Mygdanis, and Kokkidou,
2020; Kokkidou, 2016). Apart from the above, it is 
imperative to consider the inequalities regarding 
technological equipment and accessibility. In fact, active 
participants are those who have the knowledge, time and 
financial resources (Buckingham, 2013). 
Overall, the project had a positive impact on students. It
seems that distance music teaching-learning is here, and 
it will stay. We hope that it will enhance our students’ 
musical lives as well as our instructional strategies under 
the condition that we, as music educators, encounter the 
new challenges with openness, flexibility, and willfulness
for finding alternatives. 

RESEARCH LIMITATIONS AND 
SUGGESTIONS FOR FUTURE 
RESEARCH 
The present pilot study can provide insights into music 
students’ experiences and behaviours in distance 
collaborative production activities. However, the small 
sample does not allow generalizations. It should also be 
considered that all participants were familiar with online 
learning. Thus, their experiences would be different 
without such a background. Future research may explore 
further the differences between traditional and distance 
music teaching-learning, focusing on students’ 
motivation, curricula planning, limitations of resources, 
class size, and teacher practices.  

i tehnologice aflate într- .
Pentru Savage, „Tehnologi
separa

jini par crea . 
noi forme oi oportun   de

compo .“ (Savage, 2014, 172). Din implementarea
proiectului putem trage concluzia tehnologia este un

. Cu
toate a

. De a
tradi -
din punct de vedere creativ (Mygdanis Kokkidou,
2020; Kokkidou, 2016). Pe lâng e de mai sus, este
imperativ   privitoare la
echipame . De fapt,

resursele financiare (Buckingham, 2013). 
În ansamblu, proiectul a avut un impact pozitiv asupra 

-
 printre noi. Sper  vi

muzical  trategiile noastre de
, ca profesori de muzi  

flexibilit
disponibilitate  alternative. 

 
Prezentul studiu-pilot poate oferi o imagine despre

evilor d
 colaborative 

toate acestea, 
. Trebuie luat în considerare 

part Deci,
în lipsa acestor , .

ora mai în detaliu 
-

tradi ional , cu con
le legate de

profesorilor. 
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