PLAYING INSTRUMENTS ONLINE - WHAT AN E-MOTION!
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ABSTRACT
The expression through singing or playing instruments generates various
emotions for both the performer and among the audience. The pandemic of 2020
carries the communication, with which humanity has learned over the centuries, in a
new network, the virtual one. This creates an e-motion (here with a double, oscillating
meaning, between the movement - in the obsolete version - invested with the given
meaning of using network technology to design, deliver, select, manage and extend
learning, respectively the emotion) that requires a pertinent analysis to propose future
directions.
This study starts from the experience of conducting seminars within the course
Study of musical instruments in the primary and preschool cycle in two situations: face
to face and online. The sudden and radical change of the educational context brought
about essential transformations regarding how the laboratory activity was conducted
for the study of eminently practical disciplines. This allows an instrumental case study
based on the comparative analysis between the results obtained by students through
face-to-face study and those obtained through an online study. The parallel between
the two circumstances in which the study activities of the instruments occur is made
from the perspective of the acquired instrumental technique - conceived in the context
of this work as a form of movement, respectively, from the perspective of lived and
transmitted emotions.
Keywords
online activity vs. face-to-face activity, instrumental technique, emotion, e-motion,
education, music
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1. INTRODUCTION
Conceptual delimitation:
Emotion it is a human characteristic, a feeling that accompanies vocal singing
and instrumental playing from all times. People have learned to appreciate artistic
beauty because of the state of joy that listening or performing music brings him.
According Cambridge Dictionary, emotion is ”a strong feeling such as love or anger, or
strong feelings in general” (Cambridge dictionary online).
The same source defines motion as ”a change of position, what someone else
is doing during a particular period” (Cambridge dictionary online). If we analyze these
concepts can say that the instrumental interpretation harmoniously combines both
because during the action with the instrument, which involves a change of position
over time, the performer generates strong feelings for both him (focusing attention to
play without mistakes but also pleasure to sing) as well as for those who listen to music
(and who perceive artistic beauty). Psychologists say that emotions are part of primary
feelings, along with hunger and thirst (we can’t live without it) and that they are caused
by external events, and emotional reactions are directly related to them (Atkinson,
2002). In the case of instrumental interpretation, the external factor is the skillful
handling of the musical instrument and the emotion of playing
The movement required for instrumental singing is closely related to a
particular form of emotion. In the case of students, future teachers in preschool and
primary education, who now are learning to play an instrument, the movement can
even generate a state of tension, due to the fear of not making mistakes, and
sometimes this is accentuated in face-to-face activities. If we refer to children, they are
less influenced by the artistic products, being much more fascinated by the process of
creating music from their hands, by exploring music through the instrument, which
offers immense satisfaction and joy.
The emotion generated by instrumental singing
When we think of music, we imagine various timbres belonging to the major
categories of sound sources: the vocal timbre and the instrumental timbre. Unusual,
timbre associations awake special emotions, whether we are talking about vocal
soloists or choral ensembles, or various instrumental combinations from orchestra or
chamber music. Alternatively, each instrument has an individual, unique sound, even if
it belongs to the same family of instruments. The timbre of the instrument ensures the
transmission of a special emotion, received by the listener, an emotion created by
associating the timbre with elements from nature or with certain events from the
listener’s life.
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Instrumental playing produces emotion both for those who listen to music, but
especially for those who perform it. In human communication in general, the path that
communication, the processes of encoding and decoding the message, the message
travers from sender to a receiver, influences the receiver. Unlike this system, in the arts
there is a special, broader framework of communication, different from other fields.
Here several factors influence the perception of the audience, there is a double coding
of the artistic idea. In music, the artistic significance is influenced by the composer
(score) and the performer, in theater, the author of the play but also the actor acts on
the perception of the message, in poetry, the author and the professional reader
contribute to decoding the artistic message.
Musically, the composer is the hidden transmitter, the one who has a clear
vision of the work, and who himself experiences an emotion when he creates the work.
The visible sender is the performer, who has certain technical and interpretive skills
and is the one who ensures the transfer of the message sent by the composer. Between
the two, there is a new element, the score, which also influences the interpretation and
is necessary a coding by the composer and decoding by the performer. The last one
who decodes the initial message is the one who listens to the music. The individual
musical experience and perceptions strongly influence all these components, which
create a double encoding and decoding and contribute to the realization of musical
communication.

Fig. 1. Music communication

Therefore, throughout the initial message to the receiver, emotion is present
in every human component. The composer feels the emotion while composing music
and it depends on the dose of talent, innovation and originality, novelty. The performer
experiences and transmits a strong emotion when performing the score, his
performance depends on the instrumental technique and the interpretive skills, related
to phrasing, tempo, musical dynamics. The one who listens to the music perceives the
emotions generated by this whole process, his perception being in direct relation with
the previous musical experience and with the predisposition for the artistic act.
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Fig. 2. Emotion and specific elements of communication

The performer experiences a double emotion, the first one through which he
feels the music and feels a concrete part of the artistic phenomenon, the secund the
emotion given by the ability to empathize with the audience, awareness of the
important role he has, to transmit the artistic message in the most faithful and
authentic way.
Movement, mastery of instrumental technique
Instrumental playing involves coordinating movements and relating them to
the score and characteristics of each instrument. Rhythm and tempo are the
determining elements that impose the character of the movements necessary for
instrumental singing.
Rhythm, an essential dimension in music, which ensures uniqueness in diversity, is
innate and generates the dynamics of the activities in which it is involved. Regarding
the musical education of children, starting with preschoolers and up to high school,
their training in learning contexts based on musical rhythm contributes to the efficiency
of learning the specific language elements, which leads to the formation of solid
musical skills. The rhythm can be proved by body percussion (different activities based
on eurythmy) or by handling the instruments, each direction leads to the efficient
formation of skills and abilities.
Some music education systems known worldwide, connected with important
names in music education’s specialists, such as Dalcroze or Carl Orff, are based on
rhythm, as a key element in achieving good musical training. The authors were closely
concerned with the musical formation of children in a way as natural as possible, close
to their interests, using a set of activities based on rhythmic games and improvisation.
Thus, Dalcroze introduces the concept of eurythmy, which involves a synergy
between body movements and music, the expression of musical elements through
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movement. According to Dalcroze, physical movement is the foundation of musical
consciousness in terms of creating tonal and rhythmic images, and the interaction of
body movements and the sensations given by them with the aesthetic side produce
emotion (Seitz, 2005). Jay Seitz reformulated this idea, with accent on this synergy by
expressing the following question: How does the body contribute to thought and
musical understanding, in particular? The essence consists of the process of
understanding movement, as a complex phenomenon that includes training, practicing
and development in time, and the relationship with music involves action and reaction,
dualism in which the first phase it is a preparation for the second and the second is the
inevitable result of the first (Seitz, 2005).
As a particular expression of instrumental playing, the rhythm and movement
are in a permanent relation of coordination, the rhythm being primordial one, which
imposes the movement. Thus, we are talking about a controlled and conscious
movement. The rhythm takes time, the idea of time involves framing in certain
temporal units that must be precise and thought before. The movement necessary for
instrumental playing requests excellent synchronization with the score and anticipation
of the movement that should correctly reflect the rhythm.
Designed in this way, as a controlled movement related to the score, it ensures
fluidity and fluency in interpretation, main elements that generate an expressed
emotion, concretely, which can create tension and performance anxiety. The controlled
and rigorous movement involves concern for cognitive development and requires the
performer more attention at an intellectual level. Besides the expressed emotion we
can add the artistic emotion, which is experienced by the performer, with positive
valences and with a high emotional level.
The third emotional level is reached when the performer improvises. Then, he
manifests a freedom of expression, the joy of artistic experience, that brings
satisfaction due to the feeling of success and superior performance. In this level, the
attention is directed to the exploration of the instrument and its technical possibilities,
to its timbre valences, the emotion is first and not the cognition. Thus, the importance
of the process in learning and exploring the instrument is highlighted, not only the
finished product, which is the interpretive performance in an exam, concert, or special
artistic moment which are created. Through improvisation, the student can be at the
same time a performer, but also a creator of his own music. In modern theories of
learning, the emphasis shifts from product to process, emphasizing its formative side,
thus ensuring a balance in the global approach to educational content (Sârb, 2016).
Musical improvisation involves the spontaneous, original expression of a
musical idea. Kratus (apud Bauer, 2014, p. 51) states that improvisations are “the result
of movements aimed, not at random, to create musical sounds over time. He also
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establishes an important difference between improvisation and composition,
considering that in improvisation there is no intention to return and revise the sounds
that are produced. From a neurological perspective, in one of his studies, Ch. Limb
(2010) showed that, during the improvisational process, the performer is not inhibited,
not feeling constrained by the idea of making mistakes and let go of his creative
impulses. It was also concluded that musical improvisation activates motivation,
language, great mood, relaxes executive functions: unfocused attention and
uncensored thoughts.
The interaction with other performers, with the audience and with the
circumstances activates creativity in improvisation, insofar as it determines adaptive
reactions to the existing sonorities. An attribute of skilled improviser is the willingness
to take risks. Through its specificity, but especially through the effects it produces,
musical improvisation proves to be a technique for developing lateral thinking based
on the universe of sounds (Muntean, 2021, p. 28).
For students who are preparing to become teachers in preschool and primary
education, it is important to get started in the study of musical instruments, this special
instrument’s area expands the possibilities of exploring the musical universe. The
activities with the children will be more interesting and more enjoyable if, along with
learning sequences based on rhythmic and improvisational exercises, we also introduce
musical instruments. Those in the category of small percussion instruments are suitable
for all age groups, as they do not require solid prior training. The teacher will have to
explain and exemplify how to handle each instrument, then the children will practice
to form a correct instrumental technique.
Among the instruments that can be used successfully in musical activities are
small drum, tambourine, maracas, claves, triangle, bells, wooden block, xylophone,
guiro, boom whackers, etc. To these, in this study, were added block-flötes and
keyboard instruments (real one or virtual keyboard), which are used by students who
will become teachers (or music teachers). First, they must be well trained in the correct
handling of these instruments, so than they can use them in class activities.

Fig. 3. Percussion instruments suitable for the study of music in primary school and
preschool
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To achieve a unitary music education, which reflects a real progress from one
stage of training to another, it is important to create levers between the levels of
training. Thus, starting from preschool education, simple elements of musical language
will be introduced, such as up/down melodic gait, high/low sounds, strong/low
intensity, accompanied by concrete examples of learning activities, then primary and
secondary school will add concepts and elements of musical notation related to these
practical activities.
Initial preparation in the study of percussion instruments (both for students
and for those who are preparing to become music teachers) is important because
instrumental playing participates in the development of the whole personality of the
individual, influencing several important levels. Due to studying a musical instrument,
among benefits it is the consolidation of self-confidence, through the interpretation of
musical pieces in some recitals and appreciation from others. Simultaneously, selfmotivation and self-discipline of working are highlighted and developed out of the
desire to perform and possible and to achieve the highest possible skills, which implies
a constant and systematic study program. The study of an instrument takes time and
requires sustained effort for consistent practice, especially when disruptive factors
occur. This discipline of work can later be translated into other levels of personality,
improving the quality of everyone's life (Sârb, 2019, p.98).
Research questions
Is it possible to learn the technique of playing appropriate instruments for the
primary and preschool cycle through activities conducted online as well as in direct
activities? What changes occur in the study of musical instruments through online
activities compared to those conducted face-to-face? What specific elements of the
online study can be successfully capitalized on in the face-to-face activities of the postpandemic period?
What is the emotional impact of music practice on the performer and listener
when playing instruments are online? The level of negative emotions (stress, anxiety,
embarrassment, shame, fear of failure, etc.) experienced by students while playing
instruments can be diminished more than in face-to-face playing situations, while
emotions expressed through instrumental practice to become more obvious and more
nuanced?
2. RESEARCH METHODOLOGY
2.1. Research objectives
This research aims at a cross-case analysis of the following three directions:
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-

Identifying the level and way of mastering the elementary technique of playing
musical instruments in face-to-face and online environment;
- Analysis of feelings and how to express emotions associated with playing the
instrument in the real and virtual environment;
- Highlighting the relationship between the student’s performances of musical
instruments appropriate for the preschool and primary school and the
emotions experienced and expressed by them in the two environments
mentioned.
2.2. The sample of subjects
The research is conducted with the students of the specialization Pedagogy of
primary and preschool education, within the optional subject Study of musical
instruments for primary school and preschool, proposed in the third year of studies, in
1 hour/week.
The profile of each group of students was outlined by the teacher at the first
activity, based on the discussions and results are highlighted here.
Group I (with face-to-face study) consists of 29 students, aged between 20 and 25
years, of which 15 come from rural areas and 14 from urban areas.
- They all say that they like music, although they do not have a remarkable talent
or knowledge to practice it.
- The level of self-confidence in the ability to learn to play various musical
instruments in adulthood is medium.
- The students also mention that the idea of singing individually in front of others
creates anxiety, fear and inhibits them.
- The curiosity about the universe of musical instruments for preschool and primary school
children is one of the reasons the students chose this discipline.

The second group (with online study) consists of 28 students, of which 21 aged
between 20 - 25 years, and 7 aged between 25 - 30 years. Seventeen students come
from rural areas and 11 from urban areas.
- At the beginning of the study for the optional course, the students, after a selfassess find their musical skills as underdeveloped.
- In some preliminary discussions regarding the reasons, they chose this
discipline, they stated that they feel insecure about their musical knowledge.
For this reason, they are nervous about the Music and movement discipline,
which, on their own initiative, they do not choose as teaching activity in the
internship pedagogical practice. They fail to control their emotions when they
must teach musical activities with children.
- As a result, they believe that involvement in various musical activities can be
an effective way to solve this problem.
2.3. Research stages
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The research develops in three stages: the stage of face-to-face activities in the prepandemic period (semester 1 of the academic year 2019–2020), stage of online
activities in the lock-down period (semester 1 of the 2020–2021 academic year) and the
stage of data analysis and interpretation.
Table nr. 1, Illustration of the stage of activities
Face-to-face activities

Online activities

- presentation of the position of the hand on
the instrument and of the elementary
playing technique through demonstrations
and explanations and return as many times
as necessary, offering immediate feedback
and support;
- the children's songs are studied frontally,
under the guidance of the teacher;

- they play instrumental arrangements of
songs and musical pieces from the children's
repertoire, designed by students working in
small groups;
- they create group improvisations where
the students express themselves under the
guidance of the teacher.

- presentation of the position of the hand on
the instrument and of the elementary
technique of online playing, within the
synchronous activity, after that students
access online tutorials that can be consulted
during the individual study whenever
necessary;
- the deciphering of the songs is solved
individually, in own rhythm, without an
immediate feedback from the teacher; the
musical pieces played on the instrument are
recorded, and will be analyzed by the
teacher between the laboratory activities;
- singing activities in various instrumental
ensembles cannot be performed; it can be
replaced with music editing activities, if
students are familiar with them from other
learning situations;
- musical improvisations occur in
synchronous online activities;
- learning experiences are discussed in a
written form on the e-learning platform
from the perspective of mastering the
technique of playing musical instruments
and the emotional state associated with
playing on instruments.

2.4. Research methods and tools
The case study uses the following research methods and tools:
- Direct observation through which the events from the face-to-face study
period and from the online period are described. It refers to the performance
standards that guide the student’s evaluation in the discipline Study of musical
instruments in primary and preschool education and regards the level and
manner of mastering the instrumental technique.
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-

The analysis of some video recordings with the interpretation by the students
of some songs from the children's repertoire for the musical instrument chosen
during the online study period aims at their emotional disposition associated
with the song.
- Analysis of the opinions expressed by students who studied online, on how
they have mastered the basic technique of singing musical instruments and
associated emotional experiences.
2.5. Working procedure
The direct observations refer to the performance standards on which the
students are evaluated in the discipline Study of musical instruments in primary and
preschool education. These capture the following aspects: the correct position of the
hand on the instrument; correct playback of sounds by small movements, keeping the
fingers close to the instrument; the accuracy of the sounds played on the instrument;
the cursive chaining of sounds, without interruptions, respecting the durations; correct
decipherment of children's songs with the instrument; playing songs at an appropriate
tempo; appropriate intervention in various forms of improvisation.
During the face-to-face study period the students had the opportunity to play
non-tunable percussion instruments (drum, claves, tambourine, triangle) and tunable
(xylophone, boom whackers), on blockflöte, keyboard instruments (synthesizer),
during online study students played pseudo-instruments made of various materials
themselves (to replace non-tunable percussion instruments), xylophone in water
glasses, blockflöte and virtual piano.
Student recordings are analyzed on the one hand in terms of performance
standards on which students are evaluated in the Study of musical instruments in
primary and preschool education, and on the other hand, from the perspective of
emotions they express by singing the instrument.
The testimonies of students in the form of messages on the e-learning platform are
considered the expression of how they experience the emotion of studying and playing
the instrument in the online environment.
3. DATA ANALYSIS AND INTERPRETATION
3.1 Direct observation and highlighting of students' instrumental technique
based on performance criteria
Direct observations show that, in case of face-to-face activities, students need
more explanations and demonstrations provided by the teacher that in online study
situations, where they use recorded materials or tutorials that they can review
whenever it is necessary. Exercise has a higher degree of autonomy when associated
with online activities.
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During face-to-face activities, the correct position of the hand on the
instruments and the playing technique can be corrected in real time, but during the
online study, the teacher's feedback is offset by the moment of playing. This way of
learning is advantageous for the self-taught student, who prefers to present
assimilated materials to the teacher, instead it is disadvantageous for less talented or
dropout students, who need constant support and motivation from the teacher. The
singing performances on the instrument show that, regardless of the way the activities
are conducted, the students can largely adopt a correct singing position and to
reproduce the sounds clearly, through appropriate successive movements. Those who
study online improve themselves more based on their own recordings, where they see
themselves (through) an objective, that based on resuming the explanations in the
face-to-face activities.
The accuracy of the sounds played on the instrument, the fluency of the
playing, fidelity to the score can be observed, evaluated and corrected both in the faceto-face activities and in the synchronous online activities. The gaps caused by the
quality of the Internet or the technology-used influence only a little the teacher's
perception of the quality of the song from these points of view.
Active participation of students in various forms of musical improvisation is possible
and is a way to study in groups both in the face-to-face classes and online, without
diminishing the beneficial effects of such an approach. The precise formulation of work
tasks can ensure the success of musical improvisation. The sound gaps in the online
environment do not affect the improvisation interventions and do not diminish the
emotional experience associated with the song.
3.2 Analysis of video recordings and description of the affective dispositions
associated with singing on musical instruments suitable for the primary and
preschool cycle
The musical behavior of the students in the two observed situations shows that
the online study complements the face-to-face study through specific elements that
encourage independence and autonomy in the study.
The recordings made by students are an objective evaluator, which, by
reference to the teacher's explanations and demonstrations in synchronous activities
and tutorials, shows a clear picture of the level of performance. The implications of a
neutral evaluation can be considered not only from the perspective of the playing
technique, but also in terms of feelings during the playing, during the recordings. The
repetition of recording, for a large part of the songs made during the individual,
accustoms of the students to the fact of being observed. This is reflected in the
reduction of stress and the transformation of negative emotions (anxiety, fear,
embarrassment) into positive emotions, translated into musical expressiveness.
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3.3 Analysis of opinions expressed by students
The testimonies of the students who worked online show that most of them
would have preferred to play real instruments and that they also wanted to play some
guitar chords to accompany the children's vocal singing. However, they appreciate that
they are more likely to have mastered the technique of block-flute and virtual piano
playing than if they had studied several musical instruments face to face. The students
state that by studying online, they could study at their own pace and that they did not
experience such intense negative emotions when they recorded as if they had played
individually in front of their colleagues. They noticed that, being in direct contact only
with the video camera, they could focus better on the music than on themselves, so
they managed to better express the content of the songs performed.
DISCUSSION
The study shows that the acquisition of the elementary technique of singing
musical instruments suitable for primary and preschool is no longer conditioned by
direct contact between teacher and students. The online environment offers the
possibility to complete or compensate the direct, immediate intervention of the
teacher with recordings, explanatory tutorials, which the student can access whenever
he needs. This proves beneficial not only for mastering the singing technique, but also
for avoiding abandonment.
The instruments used in online study situations cannot be identical to those
used in face-to-face working conditions, because students cannot purchase such
several musical instruments. Thus, the spectrum of musical instruments that students
can try and study decreases. A solution to this problem is to make pseudo-instruments,
a creative approach for future teachers for primary and preschool, but the sound of
these tools does not bring the desired satisfaction. We consider that a positive aspect
regarding this issue is the possibility to deepen the knowledge and study of the tools
that students have or can acquire.
Recording songs performed by students on various musical instruments can be
a successful practice not only in the case of online study, but also in face-to-face
working conditions. Thus, the assessment becomes objective, self-assessment is
encouraged and the negative emotions correlated with the exposure conditions at the
moment of the individual singing diminish, which allows the students to focus more on
the musical expressiveness.
The fact that online learning in the discipline The study of musical instruments
in primary and preschool not only achieves the objectives of the discipline but also
broadens the range of teaching methods and strategies and contributes significantly to
improving the ability to manage negative emotions related to singing, was the start of

47

the research approach. The comparative analysis of the face-to-face and online study
situations was therefore performed post factum, based on the observations, recordings
and testimonies of students, but without the possibility of proving the issues discussed
through analysis tools developed by researchers or taken from the literature. The
performance standards, which are the fundament of evaluation of students in the
discipline The study of musical instruments in primary and preschool education, has
become a basic landmark of research. In future research, we will consider the use of an
observation grid, which contains the observations during the activities and for the
qualitative analysis of the data, will use the application of the focus group method,
using Nvivo as a research tool.
Returning to face-to-face activities certainly involves conducting the study of
the analyzed discipline by combining traditional methods with specific methods to
online work. The appropriate dosage of the types of activities can be the subject of
further research, starting from this case study.
FINAL DISCUSSIONS
At a psychological level, the artistic emotion generated by instrumental singing
exists regardless of the environment of the study, the online environment or face to
face. While playing music, people experience many emotions. The tools that spread the
emotion (the way we conduct activities) does not decisively affect the creation and
transmission of it.
Finding that online study in the discipline The study of musical instruments in
primary and preschool not only achieves the objectives of the discipline, but broadens
the range of teaching methods and strategies and significantly contributes to improving
the ability to manage negative emotions related to singing, was the starting moment
of the research approach.
Returning to face-to-face activities involves the study of the analyzed discipline
by combining traditional methods with specific methods of online work. The
appropriate dosage of the types of activities can be the subject for further research,
having as starting point the case study described in this paper.
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