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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,

REZUMAT

In ultimele decenii, vasta dezvoltare a tehnologiilor
emergente a transformat modul in care oamenii
expresie, creatie, Invdtare §i educatie muzicale.
Programele computerizate de productie muzicalda permit
artistilor sa creeze cdntece in colaborare in contexte
digitale, farad a se afla neaparat in acelasi spatiu fizic. De
asemenea, mulfi tineri produc muzica singuri sau
impreund cu prietenii, traind experiente muzicale prin
intermediul unor moduri de invatare informale. Cu toate
ca mai multe studii s-au axat pe integrarea activitatilor
bazate pe tehnologie in educatia muzicala din scoald,
interesul pentru cercetare in educatia din gscolile de
muzica este limitat. Criza provocata de pandemia de
COVID-19 si necesitatea unei tranzitii urgente in medii
de educatie online a relevat numeroase probleme legate
de utilizarea tehnologiei. Atat profesorii, cat si elevii s-au
confruntat cu dificultati de operare si continuare
eficienta online a lectiilor de la clasa. Unii au considerat
situatia drept un capat de drum pentru educatia in scolile
de muzicd, in timp ce altii au perceput-o ca un indemn in
directia unor solutii inovatoare §i creative. Articolul de
fata pune in discutie constatarile unui proiect-pilot
muzical-tehnologic la distantd, cu adolescenti care
studiaza intr-o scoalda de muzica in timpul pandemiei de
COVID-19. Scopul principal a fost investigarea
experientelor — muzical-tehnologice  ale  elevilor,
cunostintele si aptitudinile pe care le-au dobandit,
precum §i dezvoltarea creativitatii lor muzicale prin
intermediul unor practici de productie muzicala in
colaborare in sistem DIY [autodidact (n. tr)]. In
particular, scopul nostru a fost sa dezvoltam o intelegere
mai nuantata a modului in care elevii au experimentat
activitatea si invatarea folosind DAW-uri (Bandlab).
Rezultatele sustin opinia ca fuzionarea procedurilor de
predare-invatare traditionale cu cele online intr-o
abordare hibrida poate deschide drumuri noi in educatia
muzicalda.

Cuvinte cheie: metode de productie muzicalda 1In
colaborare, predare-invatare a muzicii la distantd,
educatie muzicala vocationala.

INTRODUCERE
In zilele noastre, tot mai multe moduri de existenta si
interactiune cu ceilalti sunt digitale: auto-afisarea,
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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 DAWSs (production and
assessment).

COVID-19 & MUSIC CONSERVATORY

EDUCATION
In March 2020, the COVID-19 pandemic crisis caused
unpredictable changes in the education systems of all
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construirea de identititi, comunicarea, cautarea de
informatii si activitdtile recreative (Kokkidou, 2016).
Fara indoiala, noile medii si media digitale bazate pe
internet au transformat modul in care oamenii se implica
invatare si educatie muzicale (Tobias, 2016; Brown,
2015).

In arena contemporani a muzicii pop, multi artisti fac
muzica folosind programe computerizate de productie
muzicald, utilizind sample-uri, bucle si alte materiale
pre-existente, in colaborare, fara a fi neaparat impreuna
in acelasi spatiu fizic (Brown, 2015; Savage, 2014). in
acelasi mod, multi tineri se implicd in muzica doar ca
amatori si acumuleaza experientd, invatand impreuna sau
cu prietenii.

Cu toate cd acum existd numeroase informatii referitoare
la integrarea si impactul tehnologiilor digitale emergente
in educatia muzicala scolara (Tobias, 2016; Nickerson,
Zodhiates, 2013; Wise et al., 2011), s-au facut putine
cercetari in domeniul predarii instrumentului in cadrul
conventional al scolii de muzicd (Bauer si Dammers,
2015). Exista si mai putine cercetari legate de invatarea
instrumentului in afara contextului formal al educatiei
vocationale (Biasutti et al., 2021), desi tot mai multi
tineri invata prin metode informale, cum sunt tutorialele
video de pe YouTube (Kruse si Veblen, 2012).
Cercetarile au demonstrat cd educatia muzicala la distanta
se concentreaza in principal pe achizitia de cunostinte
teoretice, mai degraba decat pe interpretare sau
compozitie muzicald (Brown, 2015).

Criza provocata de pandemia de COVID-19 si tranzitia
fortata si abrupta in mediile de predare-invatare online au
provocat nesiguranta profesorilor, care nu erau pregatiti
pentru a-si ajusta metodele in consecintd (Daubney si
Fautley, 2020). Problemele existente, si anume lipsa
formarii muzical-tehnologice a profesorilor de muzica
(Schiavio et al., 2021) si ezitarea lor de a aplica aceste
metode in predare (Chrysostomou, 2017; Bauer, 2013) au
fost scoase in evidentd intr-un mod presant. In combinatie
cu absenta sprijinului institutional, profesorii au fost pusi
in situatia de a-si continua lectiile pe platforme online
sincrone si asincrone, cautand strategii noi (Schiavio
et al., 2021). Unele cadre didactice au considerat aceasta
situatie fard iesire, in timp ce pentru altele a fost o
motivatie de a cauta solutii creative. In ceea ce ii priveste
pe elevi, putem adauga ca desi sunt ,nativi digitali”
(Prensky, 2001), acest lucru nu garanteazd ca pot folosi
tehnologia Tn mod critic si creativ (Chrysostomou, 2017).
Acest articol prezintd un proiect-pilot tehnologic-muzical
la distanta cu elevi adolescenti din sistemul de educatie
muzicald vocational, in perioada martie-iunie 2020, in
timpul pandemiei de COVID-19. Scopul proiectului a
fost familiarizarea elevilor cu practici colaborative de
productie muzicala de tip DIY (DO-IT-YOURSELF)
folosind DAW-uri (productie si evaluare).

COVID-19 SI EDUCATIA MUZICALA
VOCATIONALA

In martie 2020, criza provocati de pandemia de
COVID-19 a cauzat schimbari imprevizibile in sistemele



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 ef 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 ef 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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educationale ale multor tari (NASEM, 2020). Profesorii
de muzica si colegii lor de la toate nivelurile au facut
eforturi pentru a continua cursurile prin modalitati de
educatie la distanta sincrone si asincrone. In scurt timp au
realizat cd nu era posibil sa transfere metodele pe care le
foloseau in clasa in mediul digital (Ververis si Apostolis,
2020). Dificultati similare — poate chiar mai serioase — au
aparut in cadrul scolilor de muzicd si mai ales in
predarea-invatarea interpretarii instrumentale.

Lipsa fortatda de coexistentd fizicd i-a determinat pe
profesori sd isi reconsidere strategiile si sd gaseasca
alternative (Biasutti et al., 2021). Cateva aspecte tehnice,
printre care intarzieri de sunet si probleme de conexiune,
dar nu numai (Ververis si Apostolis, 2020), i-au facut in
scurt timp sa realizeze cd lectiile de instrument la distanta
nu se puteau baza pe modelul fata-in-fata (Schiavio et al.,
2021). In lectiile individuale si de grup in noile contexte
digitale cele mai semnificative provocdri par sa fie
asociate cu centrarea pe elev, calitatea interactiunii,
dezvoltarea aptitudinilor de improvizatie si utilizarea
creativa a instrumentelor tehnologice (Biasutti et al.,
2021; Tobias, 2016).

PRODUCTIE MUZICALA SI METODE
DIY

Productia implica diverse procese, de la creatie la
inregistrare, editare si distributie muzicald (Brown,
2015). Multi muzicieni sunt implicati in procedurile de
mai sus, fara contributia expertilor, prin metode DIY
(Bell, 2018), fiind in acelasi timp ,,cantdreti-compozitori-
producatori-interpreti-designeri  de  sunet® (Brovig-
Hanssen si Danielsen, 2016, 1).

in prezent, cultura DIY este strans legata de utilizarea
programelor computerizate de productie muzicala. Desi e
asociatd cu muzica pop si dezvoltarea tehnicilor de
inregistrare, originile sale se gdsesc in secolul XVIII
(Bell, 2018), cand compozitori precum Beethoven,
Haydn si Mozart au experimentat cu instrumente
muzicale mecanice automate (Bowers, 1972) si au
compus piese ca o tentativa de a elimina interpretul (Bell,
2018). In secolul XX, evolutia tehnologiei a dus la
proliferarea metodelor DIY. In particular, inainte de anii
1950, metodele de overdubbing si multitracking, in
inregistrarile chitaristului de jazz Les Paul cu vocea sotiei
lui (Mary Ford), au determinat modalitatile ulterioare de
productiec muzicali. In zilele noastre, nu existi o
clasificare exacta a tehnicilor DIY, intrucat sunt afectate
de numerosi factori contextuali si stilistici si sunt extinse
prin noi sisteme care aduc Iintelesuri diferite pentru
fiecare artist (Bell, 2018).

Desi DIY se referd al activitati individuale, cei mai multi
adepti DIY colaboreaza, interactioneaza si schimba opinii
(Richards, 2013), avand ragazul individual necesar in
studiourile de acasd pentru a descoperi mai multe despre
ideile lor muzicale (Quinn, 2007). Astfel, procesele DIY
sunt concomitent solitar-autonome si colaborative (Lebler
si 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 DAWSs 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).
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Figura 1. Garage Band

STATII DE LUCRU AUDIO DIGITALE
(DAW)

In productia contemporani de muzici, procesele DIY
sunt asociate cu statiile de lucru audio digitale
(DAW-uri). Aceste programe oferd o reprezentare vizuala
a diverselor niveluri de sunet care modeleazad materialul
acustic prin mixarea lor (Figura 1) (Bell, 2015). De la
sfarsitul anilor 1990, designul DAW-urilor e legat de
dezvoltarile tehnologice din domeniul inregistrarii si
secventierii (Bell, 2018), cu procesarea concomitentd a
semnalelor audio si a datelor MIDI (Brown, 2015).

In ultimii ani, dezvoltarea tehnologiei muzicale a oferit
tuturor posibilitatea de a avea un studio complet de
productie muzicala pe computer sau pe dispozitive
mobile. Cu toate ca functiile DAW-urilor se extind pe
masura ce tehnologia evolueaza (Bell, 2015), design-ul
lor ramane stabil, in mare parte, axat pe inregistrare,
editare si mixare (Bell, 2018; Brown, 2015). In prezent,
fiecare DAW proceseazd simultan date MIDI, material
pre-inregistrat (bucle) si inregistrarile utilizatorilor
(Dammers si LoPresti, 2020).

Exemple bine-cunoscute de DAW-uri sunt Cubase,
Cakewalk Sonar, Logic Pro X, Ableton Live, Pro Tools,
Fl Studio si GarageBand. Tehnologia Cloud a oferit
perspective noi de design, cu aparitia unor aplicatii cum
sunt Bandlab, Soundtrap sau Soundation, care nu necesita
instalare pe un dispozitiv local si sunt disponibile online
pentru toate sistemele de operare (Dammers si LoPresti,
2020).

PRODUCTIE MUZICALA, DAW-uri,
METODE DIY SI EDUCATIE MUZICALA
Elevii care studiaza muzica in secolul XXI, cel putin cei
din societatile occidentale, difera de cei din generatiile
anterioare, Intrucat au la dispozitie diverse instrumente de
ascultare, producere si transmitere a muzicii prin
intermediul computerelor si/sau telefoanelor mobile.
Multi cunosc proceduri specifice de productie (de
exemplu remix, sampling, post-productie), avand un grad
inalt de cunostinte digitale multi-modale (Kokkidou,
2016). Integrarea tehnologiei muzicale in predarea-
invatarea muzicald da nastere unor noi medii de invatare,
practici creative si tipuri de interactiune (Quinn, 2007).
DAW-urile pot juca un rol decisiv in aceasta directie
(Brown, 2015).



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 (Vikevé,
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 DAWSs 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

Tehnologii informatice si de comunicatie in domeniul muzical

Incorporarea DAW-urilor in predarea-invatarea muzicala
contribuie la dezvoltarea creativitatii si intelegerea unor
concepte abstracte prin interpretare, productie si auditie
(Brown, 2015). Elevii pot explora si recepta informatia
muzicald dintr-o perspectiva multi-modala. Majoritatea
programelor dau profesorilor posibilitatea de a adapta
continutul conditiilor specifice din clasa, astfel incat
fiecare elev sa poatd progresa 1n ritmul propriu
(Dammers si LoPresti, 2020). Copiii pot crea o piesa din
material pre-inregistrat fira a avea cunostinte teoretice
anterioare (Vikevi, 2010). in plus, pot fi familiarizati cu
elemente cum sunt structura muzicala, timbrul si procesul
de mixare, fard a avea nevoie de studii de compozitie
(Brown, 2015), de competente de citire si scriere
muzicala sau de competente tehnice de interpretare
instrumentald (Dammers si LoPresti, 2020). in cele din
urma, integrarea metodelor DIY e compatibild cu
modurile informale de invatare ale muzicienilor/artistilor
pop (Green, 2008) prin invatare de la colegi, strategii de
invatare autodirijata si axate pe rezolvarea de probleme:
elevii ascultd, cantd, interpreteazd, compun si
improvizeaza simultan, in toate stadiile procesului
educational, intr-o abordare holistica (Bell, 2018).

MOTIVATIE, INTREBARI SI SCOPUL
CERCETARII
Motivatia proiectului de fatd s-a format in contextul
tranzitiei fortate in mediile de invatare online datorita
pandemiei de COVID-19. Totusi, interesul nostru de a
integra mediile digitale in educatia muzicald nu este
recent (Mygdanis si Kokkidou, 2020; 2018; 2017). in
studiile noastre anterioare, am identificat o lacuna in
literatura de specialitate in ceea ce priveste utilizarea
tehnologiei muzicale in scolile de muzica, precum si in
planificarea si implementarea preddrii orelor de
instrument la distanta, atat individual, cat si in grupuri.
Scopul acestui studiu-pilot este sda investigheze
experientele muzical-tehnologice obtinute de elevii
adolescenti ai scolilor de muzica printr-un proiect de
predare-invatare la distantd axat pe dezvoltarea
aptitudinilor de productie muzicald. Un accent deosebit
s-a pus pe semnificatia noilor experiente, pe procesele de
colaborare si pe creativitatea muzicala, in medii de lucru
cu DIY si software de tip DAW. Intrebarile de cercetare
sunt urmatoarele:
° Ce cunostinte, experientd si competente
de productie muzicalda au acumulat participantii
la Incheierea proiectului?
® Cum percep elevii metodele
colaborative DIY si conceptul de productie
muzicald cu ajutorul metodelor oferite de un
program DAW online?
L] Cum evalueaza si apreciaza elevii
lectiile la distanta prin comparatie cu procesele
de predare-invatare in clasa?

ESANTION

Esantionul cercetarii consta din patru elevi, trei baieti si o
fatd, cu varste de 14-15 ani, dintr-o scoala de muzica din
Atena, Grecia. Studiile lor muzicale includ pian modern,
keyboard, bas electric, tobe si voce. Pana in martie 2020,
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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 studies | Music
music preferences
learning

S1 Female | 14 Popular 6 years piano Pop, rock,
piano & 1 year rap, Greek

popular piano/ | popular
completion of

mandatory

conservatory

musical-

theoretical

courses (music

theory &

harmony)

S2 Male 14 Popular 2 years Pop, rock,
piano, popular piano, city pop, lo-fi
electric 5 years electric
bass, bass, drums &
drums, vocals / Grade
vocals 5in popular

music theory
S3 Male 15 Electronic | 7 years All genres
keyboard electronic apart from
keyboard / rap, trap &
Grade 6 in opera
popular music
theory
S4 Male 14 Drums 5yearsdrums | All genres,
/ Grade 5in mainly lo-fi,
popular music hip-hop,
theory 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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au facut parte din grupuri de muzica pop din scoald. Nici
unul din participanti nu era implicat in ore de productie
muzicala. Trasaturile lor personale si muzicale sunt
prezentate in tabelul de pe pagina urmatoare.

Elevii E2 si E4 se cunosteau bine pentru ca urmasera
cursuri asemandtoare la gcoald timp de trei ani.
Frecventasera impreunda cu E3 cursul de teoria muzicii
pop. Cei trei baieti nu aveau legaturi de prietenie in afara
institutiei. E1 nu i cunostea pe nici unul din ceilalti
participanti.

Elev | Gen | Vérsta | Domeniul Studii muzicale | Preferinte

de invatare muzicale
muzicala
E1 Fata | 14 Pian pop 6 anipiansi1an | Pop, rock, rap,

pian pop / muzica pop
finalizare cursuri | greaca
muzical-teoretice
obligatorii in
cadrul scolii de
muzicé (teorie
muzicala si
armonie )

E2 Baiat | 14 Pian pop, 2 ani pian pop,5 | Pop, rock, city
bas electric, | ani bas electric, pop, lo-fi

tobe, voce tobe si voce /
clasaaV-ala
disciplina teoria
muzicii pop
E3 Baiat | 15 Claviatura 7 ani claviatura Toate genurile
electronica electronica / in afara de
clasaaVl-ala rap, trap si
disciplina teoria opera
muzicii pop
E4 Baiat | 14 Tobe 5anitobe/clasa | Toate
aV-ala genurile, in
disciplina teoria principal lo-fi,
muzicii pop hip-hop, in
afara de
muzica
traditionala
greaca

METODOLOGIA CERCETARII

In cercetarea educationald, aplicarea unor instrumente
variate de colectare a datelor permite cercetatorului sa
investigheze arii specifice si sd inteleagd mai bine
caracteristicile calitative ale unei interventii (Denzin si
Lincoln, 1994; Miles si Huberman, 1994). in studiul pilot
de fata, s-au utilizat patru instrumente metodologice de
colectare a datelor: (a) interviuri semistructurate cu
elevii, (b) observatii si tinerea unui jurnal de catre
profesorul-cercetator, (c) discutii de grup si opiniile
elevilor exprimate in timpul si in afara sesiunilor online,
(d) material muzical (activitate individuald si de grup)
creat In timpul Intalnirilor la distanta.

Interviurile semistructurate au fost organizate dupa
finalizarea proiectului si au fost inregistrate cu acordul
elevilor si al parintilor acestora. Scopul interviurilor a
fost evaluarea proiectului de catre elevi si a punctelor lor
de vedere referitor la procedurile si rezultatele proiectului
(de exemplu, provocari muzical-tehnologice, ganduri
pentru utilizarea viitoare a noilor experiente etc.).
Aspectele legate de semnificatia experientelor elevilor au
fost solutionate indirect.

Observatiile profesorului-cercetator au fost organizate
sub forma de jurnal sdptdmanal si dupa fiecare intalnire,
pentru a evita pierderea unor date cruciale (Denzin si



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
repository with almost 15,000 samples of different
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Lincoln, 1994). In putine cazuri, informatia a fost scrisa
codat ca sa nu se Intrerupa desfasurarea procesului.
Discutiile si reflectiile elevilor in timpul intalnirilor si
legat de ele au fost inregistrate, intotdeauna cu acordul
lor. Toate productiile lor muzicale (individuale sau
intr-un grup, incomplete sau complete) au fost organizate
in portofolii i au constituit subiectul de baza pentru
discutiile grupului, autoevaluare si peer review.

intregul material 1inregistrat (interviuri, observatii,
discutii) a fost transcris sub forma de text. Toate datele au
fost analizate in combinatii (Miles si Huberman, 1994).
Pentru analizarea datelor, s-a folosit metoda analizei de
continut (Finfgeld-Connett, 2014), facilitand
identificarea, codarea, numararea (frecventa cuvintelor
si/sau frazelor) si re-examinarea datelor (Brinkmann si
Kvale, 2015; Miles si Huberman, 1994). Procesul a urmat
o tehnicd de codare primara si secundara. Procedura
primara s-a bazat pe terminologia in vivo (limba
participantilor). Apoi, materialul a fost revizuit temeinic
in faza secundard, iar codurile primare au fost grupate in
categorii specifice folosind codarea focusatd (Tracy,
2013). in cazul notelor codate, am utilizat metoda de
analiza a cuvintelor cheie in context pentru a relationa si
conglomera cuvinte si/sau fraze (Onwuegbuzie si Leech,
2007). Insemndrile din jurnal sunt codate ca FN (note de
teren).

PROIECTUL BANDLAB: PLAN,
CONTINUT, METODE, EVALUARE

Durata totald a proiectului a fost de cincisprezece
saptamani (martie-iunie 2020) si a avut loc integral
online. Platforma Moodle a fost utilizata pentru
implementarea  cursurilor sdptdmanale si  pentru
comunicarea asincrond. Materialul didactic pregatit
pentru fiecare lectie a inclus prezentari in PowerPoint,
fisiere pdf (versuri de cantece, partituri, modele pentru
masini de ritm etc.) si fisiere mp3. Platforma GoogleMeet
a fost utilizatd pentru comunicarea sincrond. Toti
participantii au avut un computer personal si conexiune la
internet.

Figura 2. Bandlab

Aplicatia web gratuita Bandlab a fost aleasa ca software
de productie muzicala (Figura 2). Bandlab este o aplicatie
DAW introductivd in cloud care include functii
fundamentale  (inregistrare, ~ MIDI,  automatizare,
multitracking). Este dotatd cu masind de ritm, sampler,
looper incorporate, o mare varietate de efecte si un stoc
de aproape 15.000 de esantioane de muzica pop de
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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 DAWSs 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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diverse genuri (EDM, hip-hop, IDM, minimal techno,
trap, downtempo, lo-fi etc.) si de genuri de muzica etnica.
Nici unul dintre elevi nu stia nimic despre aplicatia
Bandlab inainte de inceperea proiectului. De aceea,
intdlnirile au debutat prin prezentarea pentru elevi a
functiilor esentiale ale DAW-urilor si metodelor DIY.
Primele patru sesiuni s-au axat pe Inregistrare si
procesare primard a semnalului audio (volum,
panoramare, efect de stingere a sunetului) si a mostrelor
pre-inregistrate. Intlnirile care au urmat au fost dedicate
inregistrarii  (microfon, input audio) si editarii
materialului audio (decupare, recurentd sonora, redare,
transpozitie). Intlnirile 5 si 6 s-au concentrat pe
protocolul MIDI, in tip ce functiile de masind de ritm si
looper au fost prezentate in a saptea si a opta intélnire.
Urmatoarele doud sesiuni s-au axat pe utilizarea efectelor
si automatizarii. in cele din urma, ultimele cinci
saptamani au fost dedicate revizuirii si finalizarii
creatiilor individuale si comune ale elevilor.

Fiecare plan de lectie a avut o structura de baza, incepand
cu audierea si evaluarea creatiilor precedente, fara a
specifica numele elevului-producator (10-15 minute).
Apoi, se prezenta continut nou, urmat de o discutie
despre integrarea de elemente noi in productiile
anterioare. La final, elevii erau rugati s creeze o noua
piesa scurtd (30 de secunde sau 16 masuri) pentru a fi
prezentatd la urmatoarea intdlnire. Cu toate acestea, au
avut libertatea de a nu respecta limitele de timp. Cu zece
minute inainte de fiecare intdlnire, si-au Incarcat piesele
in portofoliul cursului pe Moodle. Creatiile lor nu pot fi
incadrate intr-un anume gen muzical, pentru cé se inspira
din practici care tin de muzica dance electronica si trap
combinate cu instrumentatie pop si rock.

Elevii au avut timp sd gandeasca, sa experimenteze si sa
schimbe idei pentru a obtine un rezultat satisfacator
pentru ei. Treptat, au inaintat spre negocieri mai
complexe si mai creative pentru ideile lor muzicale.
Metodologia de predare s-a limitat la furnizarea
informatiilor si instructiunilor necesare. Profesorul-
cercetator s-a comportat ca un facilitator, cu interventii si
feedback discrete, mai ales atunci cand elevii i-au cerut
ajutorul.

Principalele strategii metodologice au fost: invatarea
experientiald prin experimentare si rezolvare de
probleme, predare-invatare inter pares si brainstorming.
Continutul educational s-a modificat conform cu nevoile
si interesele elevilor si am manifestat multa flexibilitate
pentru a atinge scopul invatarii centrate pe elev. In mod
progresiv, intervalul rezervat pentru prezentarea
materialelor noi a fost diminuat si s-a acordat mai mult
spatiu proceselor de invatare inter pares. Actiunile au
fost, in mod implicit, multimodale (imagine, sunet,
vorbire) si hibride (amestec de variante formale si
informale) (Tobias, 2016). Elevii au folosit cunostintele
acumulate din experientele din timpul lor liber; au lucrat
autonom si asincron, in functie de programul lor zilnic si
au prezentat problemele cu care s-au confruntat in timpul
intalnirilor online. Metodele de evaluare au fost
formative, fara notare-evaluare ierarhica, prin discutii de
grup saptamanale, feedback din partea profesorului-
cercetator, evaluare inter pares ,,oarba“ si auto-evaluare.

REZULTATE SI DEZBATERI

Conform rezultatelor cercetarii-pilot, predarea-invatarea
muzicii la distantd deschide noi orizonturi in intelegerea
universurilor muzicale si practicilor lor. Elevilor li s-a



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)

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

(SD)

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
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prezentat terminologia recenta din procesele de productie
muzicald si noi tehnici de organizare §i revizuire a
creatiilor lor. In multe cazuri, am observat experiente de
tip flux si momente de ,,aha!* (Csikszentmihalyi, 2009),
mai ales cand descopereau si aplicau cu succes o tehnica
noud. Din analizdA am detectat perceptii comune si
discrepante in asteptarile si modurile de implicare ale
elevilor.

Categoriile tematice care au rezultat din analiza datelor
au fost: achizitia de noi cunostinte, competente si
experiente; colaborare, niveluri de interactiune si auto-
evaluare; dezvoltarea creativitatii si perceptiei elevilor
asupra proceselor creative in colaborare; caracteristici
calitative ale experientelor elevilor (semnificatie).

ACHIZITIA DE NOI CUNOSTINTE,
COMPETENTE SI EXPERIENTE

Achizitia de noi cunostinte, competente si experiente este
scopul oricarei interventii educationale. In discutiile de
grup si interviuri elevii si-au descris experientele in
moduri specifice si au parut sa le lege atdt de ceea ce
stiau deja, cat si de asteptdrile lor de viitor. Au facut
referiri la programele pe care le-au invétat singuri
(GarageBand, Cubase, Ableton), la surse pe care le-au
explorat (Google, bloguri, iBooks, tutoriale YouTube) si
la metodele pe care le-au adoptat. Legat de ceea ce au
invatat prin cursurile online si ce au continuat sa
investigheze pe cont propriu, elevii au declarat:

Am invadtat ca productia muzicald nu e chiar asa de grea
cum pare! [...] La fiecare cantec nou pe care il ascult
acum Incerc sa ma gandesc la elementele care il fac sa
sune asa! [...] Acum folosesc mai mult Logic. [...] Am
descoperit ca are optiuni care nu se gasesc in Bandlab.
(E3)

Cred ca am inteles cum se face o piesa. [...] Cred ca a
deschis orizonturi noi pentru mine si asa m-a inspirat
mai mult! (E1)

Am invatat mai bine compozitia unei piese [...]. Am
invdtat si ceva ce imi place. [...] La Bandlab, am
regandit lucruri pe care deja le stiam. (E2)

[Bandlab] va fi sigur folositor pe viitor [...]. Ei bine, te
ajuta sa inveti tot felul de DAW-uri si cum produc altii
muzicd §i cu ce mijloace. (E4)

Examinand portofoliile elevilor, am observat un progres,
initial fragmentar, dar care a evoluat constant, al abilitatii
lor de a edita piese si de a integra bine metodele DIY (de
exemplu, lucrul cu bucle, MIDI si efecte sonore).
Expansiunea modului lor de gandire a fost evidentd din
comentariile evaludrii colegiale ,,0arbe”. La inceput,
comentariile lor se rezumau la expresii ca ,imi place, as
mai asculta-o o data* (FN9) sau ,,imi aminteste de o alta
piesd cool pe care am auzit-o“ (FNI12). Treptat, au
devenit mai focalizati si increzatori in folosirea precisa a
termenilor: ,,Distorsiunea asta in linia de bas, cu tripletele
de la hi-hat, e grozava!“ (FN42). Cresterea gradului de
intelegere a devenit evidentd si in sugestiile lor de
imbunatatiri: ,,Jdeea melodica de la sintetizator e OK, dar
ag sugera sa scoatem niste frecvente inalte si sd adaugam
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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, 1
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; Vikevi, 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:

1 think it will lead to more interesting ideas [ ...] because
everyone learns to draw back and help the other. [...] 1
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!
(52)

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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un delay ca s-o facem mai intunecatd“ (FN61). in mod
elocvent, E1 a afirmat

Am remarcat ca am un spirit de observatie mai bun.
Inainte de toate astea, obisnuiam sd analizez piesele doar
ca sa gasesc instrumente. Acum le inteleg! Ma gandesc la
ele intr-un fel gen Bandlab, si imi dau seama ca au
folosit o masina de ritm sau o bucld sau ceva facut in
MIDI. Pe cand asteptam sa inceapad intdlnirea, ascultam
un cantec si am realizat imediat ca avea doar 4 niveluri:
masina de ritm, MIDI, melodie si voce. Era practic I-1V-
V, pur si simplu pui si scoti straturile. Acum nu mai
ascult pur si simplu o piesd, acum o despart in bucati!

in concluzie, printr-o perspectivi holistici asupra
proceselor de productie — auditie, interpretare, creatie,
improvizatie — elevii s-au obisnuit cu noi concepte
muzicale si au dobandit competente si experiente fara a
avea aceeasi formare teoretica sau aptitudini anterioare de
compozitie (Brown, 2015; Vikevéd, 2010). Fiecare elev a
evoluat In ritmul propriu de invatare (Dammers si
LoPresti, 2020; Mygdanis si Kokkidou, 2020).
Intelegerea s-a bazat pe cunostinte anterioare (esafodare),
ducénd la o crestere a autonomiei, auto-reglarii, increderii
in sine.

COLABORARE, NIVELURI DE
INTERACTIUNE SI EVALUARE
RECIPROCA

in intalnirile la distanta, toti elevii au evaluat activititile
de grup ca pozitive. Au vorbit despre valoarea cooperarii
si creatiei colaborative, predare-invatare inter pares, peer
review si natura productiva a lipsei de acord. Au devenit
constienti de abilitatile muzicale ale colegilor lor
discutand despre alegerile lor creative si despre aspecte
ale procesului. Toatd lumea a ardtat respect pentru
eforturile celorlalti si a subliniat ca schimbul de idei duce
la rezultate mai interesante. In privinta productiei
realizate 1n colaborare, au declarat in mod graitor:

Cred ca va duce la idei mai interesante [...] pentru cd
toata lumea invata sa se dea cu un pas in spate si sa il
ajute pe celalalt. [...] Cred ca la final apare un rezultat
foarte bun. (E1)

As putea spune ca imi place functia de colaborare live
din Bandlab, unde oameni care nu sunt in acelasi loc pot
vedea aceeasi piesa pe acelasi ecran [...]. Este important
in general sa invatam sa lucram cu altii, mai ales in
muzicd, pentru ca toatd lumea poate veni cu idei [...] si
poate iesi ceva mai bun. (E3)

[Colaborarea] nu e intotdeauna usoard. Poti sd nu fii de
acord cu unele lucruri, dar te ajutd si sa vezi cum
gandeste cineva si cum vrea sd se exprime. Asa ne ajutam
unii pe altii si obtinem un rezultat satisfacdator pentru
toti. [...] In mod clar am invdtat cum si lucrez cu
altcineva ca sa fac un cantec. (E4)

De fapt, nu am incercat sa schimbam ce facea celalalt, ci
sa facem sugestii de imbunatdtire. [...] Trebuie sa
comunici incontinuu si exista mereu dezacorduri despre
cum ar trebui sd fie piesa... haha! Asta e clar! Dar cred
cda este si bine [ ...], merge chiar OK! (S2)

Totodatd, elevii au observat valoarea actiunilor
individuale si autonome in cadrul sferei creativitatii.
Cand au comparat productiile individuale si cele realizate
in colaborare, au parut sa descopere noi echilibre:



1 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, |
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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Cred ca am o mentalitate mai ‘individuald’, pentru cd
atunci cand am ceva in minte, trebuie sd fie facut in felul
meu... dar cred ca intr-o echipa lucrurile pot fi facute un
pic mai bine. (S1)

[Lucrdnd individual] ai mai multa libertate creatoare,
poti face mult mai mult, in timp ce in productia de grup
uneori va trebui sa faci compromisuri. (E2)

Daca sunt mai multi oameni, poti avea neintelegeri si sa
nu ajungi la o solutie. Dar OK, asta nu inseamnd ca ar
trebui sa fim mereu impreund sau singuri. (E4)

Impactul evaluarilor inter pares a fost evident in
procedurile de re-editare si in Imbunatatirea creatiilor
finale ale elevilor (portfolii). In discutiile siptimanale ale
grupului, elevii au primit feedback si au decis unde sa
faca schimbari: ,,Am mutat acest model de linie de bas, in
urma sugestiilor celorlalti, pentru ca groove-ul nu suna
bine* (FN56). Chiar si atunci cand nu au fost de acord cu
propunerile colegilor lor, le-au testat fnainte de a le
respinge: ,,Da, stiu cd mi-ati spus sa adaug un [strat
sonor| de pian; am facut-o, dar am sters imediat... era
oribil!“ (FN63). Elevii au parut sa adopte o strategic de
tipul incercare-si-eroare pentru a obtine rezultatul dorit
(Bell, 2018).

in general, am dedus ci s-a format un mediu propice
colaborarii, asemanator cu cel al muzicienilor pop
contemporani care interactioneaza cu mediile digitale
(Bell, 2018). Elevii au inteles valoarea cooperarii in
creatie, fard a nega importanta actiunilor individuale
(Lebler si Hodges, 2017). In multe cazuri, au luat in
considerare ideile colegilor lor, in timp ce feedback-ul
sincron sau asincron (intalniri online, respectiv pe chat) a
contribuit la formarea de cunostinte si la explorare pentru
punerea in practica a solutiilor. Acest tip de feedback este
deschizator de drumuri in predarea si Invatarea muzical-
tehnologica si poate potenta practicile colaborative in
educatia la distanta (Brown, 2015). Per ansamblu, s-a
constatat ca interactiunile de tip inter pares sunt un
element crucial al fiecarui proces muzical.

DEZVOLTAREA CREATIVITATII SI
PERCEPTIILE ELEVILOR DESPRE
PROCESELE DE CREATIE iN
COLABORARE

Proiectul a fost, prin natura sa, creativ. Elevii au avut
multe ocazii de a-si dezvolta propriile criterii de realizare
a pieselor si de a reflecta asupra diferentelor dintre
metodele de compozitie, improvizatie, experimentare si
productie muzicald. Au identificat compozitia ca tinand
de educatia formald (de exemplu, citirea si scrierea
notatiei) si au asociat improvizatia cu luarea de decizii
muzicale si productia sustinutd de mediile digitale. Legat
de acest aspect, au declarat:

Comporzitia, pentru mine, inseamnd sd Scriu note pe un
portativ si genul dsta de lucruri. [...] Improvizatia este
momentul cand esti pe scend... fara sd te fi pregatit. (E1)

Cand aud acest cuvant [productie], ma gandesc la un
studio de muzica imens, la consola de mixaj, la camera
din fata geamului [...] si la cineva care cdnta acolo la
instrument, cu un laptop cu GarageBand, Bandlab [...].
Acum ma gdndesc la ceva complex cdnd ascult
experimente. Cineva fara nici un instrument in fata lui,
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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!” (FNS). 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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doar cu computerul, care combind lucruri ca sa faca
ceva foarte original. (E2)

Improvizezi incontinuu [...]. Experimentezi cu diferite
lucruri; vezi ca ceva se potriveste, canti alte melodii in
general. Trebuie sa experimentam. (E4)

De la primele intalniri, elevii si-au exprimat dorinta de a
se implica In practici creative DIY in timp ce castigau
treptat incredere de a-si pune in practica ideile muzicale
si a crea: ,,nu e chiar asa de greu sa scrii o piesa!* (FNS).
Este demn de mentionat ca ei au perceput improvizatia ca
aflandu-se in ‘inima’ creativitatii muzicale, fie intuitiv,
fie prin experimentare tintita (Bailey, 1993).

in canonul muzicii occidentale, creativitatea este un
privilegiu al compozitorilor bine instruiti si talentati.
Acecasta idee este consideratd problematica in cultura
pop, deoarece reflectd valorile muzicale ale elitei
occidentale si sprijind formele bine Inradacinate ale
hegemoniei culturale (Hess, 2019). Astfel, formele de
creativitate trebuie sa fie extinse dincolo de granitele
prestabilite ale compozitiei din conservatoare (Bennett,
2017) pentru a include practici de esantionare de tip DIY
pentru realizarea de mashup-uri si remixuri (Brown,
2015). Obiectia elevului E4 este reprezentativa, el
intreband despre autenticitatea creatiei sale, care s-a bazat
pe un esantion dintr-o reclama:

O da, este clar a mea. Ce vrefi sa spuneti? Am luat-o [0
mostra audio] doar pentru ca mi-a placut si am lucrat-o
singur. E altceva acum. Si e a mea! (E4)

EFICIENTA PREDARII-INVATARII
MUZICII LA DISTANTA

Elevii au considerat ca invatarea la distanta e functionala.
Totusi, au mentionat unele probleme tehnice (semnal
audio si conexiune la internet slabe), subliniind
importanta lor pentru cursurile online. in general, au fost
de acord ca problemele au fost rezonabile si cd
obiectivele invatarii au fost atinse: ,,OK, au fost niste
probleme cu sunetul” (E1), ,[...] ar putea fi mai bine
cateodatd pentru ca sunetul si conexiunea nu erau asa de
bune [...], dar nu m-a deranjat asa de mult* (E2). in timp
ce In interviuri si discutii toti elevii si-au descris
experientele din proiect in termeni pozitivi, au facut
referiri si la beneficiile predarii-invatarii fata in fata.

Prefer mai degraba lectiile online la scoald [...] pentru
ca profesorul e ldnga tine, iti poate corecta greselile si iti
spune cum sd canti. In invitarea la distantd, nu poate
vedea pe camera ce se intampla. (E3)

Prefer fata in fata, desi la distanta [invatarea] nu a fost o
schimbare uriasd. Ca sa lucreze bine, toatd lumea ar
trebui sa stie cum sa foloseasca un computer. [...] A
functionat bine, cred. Dar sa iesi, sa mergi in alta parte
si sa fii in clasa e mult mai bine decat sa stai in fata
computerului. (E2)

OK, ambele au plusuri si minusuri. E mai bine sa fii
impreund cu altii, in timp ce de la distanta e cumva mai
putind energie [...]. Pentru muzicd, pentru cd totul
devine tot mai tehnologic, este destul de bine. (E4)

in discutiile de grup, elevii au sugerat o combinatie de
predare fata in fata si online.

A fost OK pentru cdteva saptamani, dar nu sunt sigur
pentru viitor [...]. Exista niste avantaje, dar e obositor sa



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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fii tot timpul in fata ecranului. [...] Ar putea fi mai bine
daca facem unele lectii online si unele la scoala. (E2)

[Proiectul a fost] super! Dar sa canti impreund si [sd
canti] pe ecran sunt doua lucruri diferite. Cdand se
termind  lockdown-ul putem continua  [intdlnirile]
Bandlab la scoala. (E1)

In concluzie, elevii au primit bine educatia muzicald la
distantd, dar au subliniat ca nu inlocuieste interactiunea
fata-in-fata. Toti au fost de acord ca cele doud modalitati
ar putea functiona intr-un raport de reciprocitate. Se pot
gasi paradigme similare in forme de predare-invatare
combinate, unde elevii Invatd acasd prin inregistrari
video, PowerPoint, inregistrari audio etc., in timp ce in
clasa discutd si cautd raspunsuri prin proceduri de
rezolvare de probleme.

CARACTERISTICI CALITATIVE ALE
EXPERIENTELOR ELEVILOR

Pe parcursul intregului proiect, a fost evident ca elevii au
considerat procedurile ca fiind semnificative pe un nivel
personal-muzical si social-muzical. Le-au facut placere
experimentele si procesele creative, precum si lucrul cu
ceilalti (informatii obtinute din discutii prin corelatie
incrucisatd, note din teren si interviuri). E1 a descris
proiectul ca ‘inspirational’ si ‘unic’, addugand cd ‘a
deschis orizonturi noi’ pentru ea. E2 a spus cé proiectul a
fost ‘interesant’ si cd ‘a mers super bine!’. La fel, E3 si
E4 l-au descris ca pe ceva ‘care meritd facut’ si ca o
‘sursa de satisfactie’.

Elevii au trecut prin experiente de flux
(Csikszentmihalyi,  2009), invingand  plictiseala
eforturilor repetitive si teama de esec. Totul a functionat
ca motivatie intrinsecd si ca oportunitate de invatare
aprofundata. Au cerut Indrumare doar cand a fost
necesar, dezvoltandu-si aptitudini de luare de decizii si de
comunicare. Aceste experiente pot incuraja auto-reglarea
si interesul pentru investigare, contribuind la dezvoltarea
gandirii muzicale si a muzicalitatii (Tobias, 2016).

Merita mentionat faptul cd fiecare elev a procedat
conform cu formarea, nevoile si asteptdrile sale. Cele mai
bune rezultate pot fi atribuite, cel putin partial,
colaborative care permit diferentierea in invatare. Elevii
au avut tendinta de a-si fundamenta opiniile si sugestiile.
Observatiile lor au fost la subiect si au ascultat activ atat
creatiile celorlalti, cat si pe cele proprii. Toate cele de
mai sus au avut drept rezultat dezvoltarea aptitudinilor
meta-cognitive si a gandirii critice (Kokkidou, 2013).
Dupéd cum era de asteptat, elevii au comparat ceea ce
invatasera din proiect cu continuturile predate la orele de
muzica din scoald. Comparatia a relevat lipsa activitatilor
muzical-tehnologice: ,,in toti anii astia, nu am invatat
nimic [...] profesorul canta ceva la pian si ne cerea sa
spunem dacd acordul e minor sau major, [...] asta nu e
deloc muzica“ (E3) si ,,La scoald [am pus accentul pe]
mai multe partituri muzicale si exercitii dintr-un manual
de muzica “ (E4). Este important sa notam ca elevii
continud sa comunice printr-un grup de discutii pe Viber
si exploreaza procese de productie la nivel individual
sau/si de echipa. Bandlab i-a motivat si a devenit o parte
din universul lor muzical.

EPILOG

Fara indoiala, suntem in pragul unui nou context de

procese colaborative de creatie muzicala mediate de
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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.
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