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Introduction
To become a professional musician requires years of determined work in order to reach 
sufficient skills and knowledge. The student faces many challenges on the way to profes-
sionalism (MacIntyre et al. 2018; Evans and Bonneville-Roussy 2016; Gaunt 2011). For 
this reason, it is important for a music teacher to consider what kind of learning envi-
ronments support student motivation and contribute to the development of competence 
(Barrett and Bond 2014; Cogdill 2014).

In several of the recent music education research reports (e.g. Countryman 2014; 
Evans and Bonneville-Roussy 2016, Evans et  al. 2013; Gonzalez-Moreno 2012; Küpers 
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et al. 2014; Leung and McPherson 2011; MacIntyre et al. 2018), the authors have exam-
ined the factors which make students motivated in their music studies. What factors 
make studying meaningful and interesting and which kinds of action can trigger the 
development of motivation (e.g. Pintrich 2003)? These questions have been covered well 
in literature, with motivation proving to be a significant factor in attaining outcomes in 
learning (Wigfield and Cambria 2010). Being motivated has been defined as the energy 
of learning that manifests itself as goal-oriented action and good achievements (Deci and 
Ryan 2000; Pintrich and Schunk 2002). Although the importance of motivation in learn-
ing has long been studied, it is still an interesting theme of research in music education.

During recent years self-determination theory (SDT) has proved to be one of the most 
significant motivation theories. It deals with areas of human well-being and has been 
used, for example, for the research of domains such as education, working life and sports 
(Deci and Ryan 1985, 2000, 2014, 2017).

Self‑determination theory

The present study will clarify the learning motivation factors of popular and jazz music 
students in conservatories according to the self-determination theory (SDT) (Deci and 
Ryan 1985, 2000, 2014, 2017). It relates to motivational theory, as illustrated in several 
research reports (e.g. Lam and Gurland 2008; Reeve 2004; Roca and Gagné 2008). SDT 
introduces satisfied universal psychological needs as the prerequisite of people’s well-
being and, on the other hand, highlights the importance of optimal action in learning 
environments. Deci and Ryan (2000, 68, also 2014, 14–16) focuses on the fact that an 
individual has a psychological need to be allowed to determine autonomously the deci-
sions and choices concerning him/herself, the need to be competent in acting in his/her 
habitat and, on the other hand, the need to feel relatedness to his/her community.

Interaction between an individual and the environment, according to Deci and Ryan 
(2014, p. 16), holds an important position in satisfying psychological needs. An individ-
ual will either be satisfied or not in the social context: the more satisfied an individual 
is, the more contented the individual is. If satisfying the needs is thwarted, the more 
discontented the individual is. From the perspective of learning, it is significant that the 
learner feels autonomous, as he/she can then experience the ownership of his/her learn-
ing process. Motivation is maintained and deepened if the learning environment makes 
it possible to work towards autonomy (Reeve et al. 2012).

In SDT, the factors illustrating learning motivation can be observed from the perspec-
tive of both the individual and the environment (Renwick and Reeve 2012). Seen from 
the individual’s point of view, learning motivation is typically approached by dealing 
with the relationship between autonomous and externally controlled learning. Deci and 
Ryan (2014, p. 28) sum this up: “the theory postulates that when people’s basic psycho-
logical needs are satisfied they are more autonomously motivated to work, and when 
their basic needs are thwarted they are controlled or amotivated”.

In educational research Reeve (2004, p. 186–188, also Reeve et al. 2012) examined the 
differences between guidance supporting autonomy and guidance controlling learning 
from an individual point of view. Autonomy-supporting guidance was based on listen-
ing to student, involving him/her in planning the learning processes, and encouraging 
to work autonomously and to take responsibility. The teacher guided the student with 
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questions and encouraging feedback, while in the guidance to control learning, the 
teacher gave directives, expressing “you should, must and have to” statements and ready 
solutions without the student gaining the opportunity to find solutions for him/herself. 
Moreover research (Reeve 2004, p. 188) showed that the student understood the items 
that needed to be learnt more meaningfully if the teacher did not act in a controlling 
way. A student’s strong involvement in the learning process had a positive connection to 
learning motivation.

Respectively in music education research setting Küpers et  al. (2014) employed the 
SDT in a study concerning instrumental learning. Musical development was observed 
to be a dynamic process in which the scaffolding in learning and SDT were deeply inter-
twined. In the model developed by the researchers, the teacher reduced the use of direct 
guidance with increasing student skill, through which the responsibility moved gradu-
ally to the student. Learning changed stepwise from teacher-regulated to self-regulated 
action (cf. Grow 1991). From the perspective of SDT, the focus is on supporting learning 
autonomy according to the growth in competence.

The aforementioned studies showed the importance of the music student’s own sense 
of autonomy to his/her motivation (cf. Deci and Ryan 2017, 2014). SDT does not, how-
ever, merely illustrate motivation from the perspective of differences in the characteris-
tics of individual students but stresses the influence of the learning environment. We can 
speak of environment-centred observation. The development (or, indeed, the underde-
velopment) of learning motivation is connected to the quality of the interaction between 
the individual and the environment that promotes learning. The tutor–learner relation-
ship can thus both promote the learner’s motivation and act as an obstacle to motiva-
tional development, in which case the student becomes frustrated and even quit his/her 
studying (Renwick and Reeve 2012).

Evans et al. (2013) examined high-school students’ decisions to quit studying from the 
perspective of psychological needs. The music students who had studied for at least ten 
years expressed how their decision to quit was connected to the feelings of decrease in 
autonomy, competence and relatedness—their psychological needs were not satisfied. 
The researchers (Evans et al. 2013, p. 613–614) recommended that teachers should plan 
their lessons to be optimally challenging by giving the students the chance to acquire 
new skills that generate the experience of competence. Social interaction appeared to be 
an important part of music studies. Students’ active participation in communal action, 
as a peer among peers, strengthened their feelings of relatedness. In addition, from the 
perspective of motivational development, it appeared important for the students to be 
allowed to influence the content and implementation of studies to support autonomy.

As a summary we can state that the satisfaction of a music student’s needs, viz. the 
sense of autonomy, the feel of relatedness and the enjoyment produced by music,  is a 
significant contributor to motivation (Hallam 2011, p. 278). Hallam (2011, p. 286) con-
tinues, “research needs to focus more closely on what it is about music, which provides 
enjoyment and satisfaction”. Additionally, there also seems to be “a need for research 
exploring issues of motivation in different learning contexts” (Hallam 2009, p. 291).

This study is connected to the research field described above by evaluating the moti-
vational characteristics of popular and jazz music students in the conservatory. In 
music education studies, less attention has sometimes been given to evaluating the 
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motivational characteristics of music students who aim at becoming professional musi-
cians. The students are readily interested in music and are relatively skilful. On the other 
hand, attaining and maintaining professional competence requires continuous commit-
ment in terms of developing one’s competence (Hallam 2011, Renwick and Reeve 2012). 
The study was conducted as a qualitative case study to enable music students to describe 
their feelings about the satisfaction of universal psychological needs in their studies.

The researcher first built a learning environment—a workshop in which the students’ 
universal psychological needs were first paid attention to according to the principles of 
the SDT. Next, a research question was set to focus on how the cooperation of a profes-
sional musician and conservatory students is in connection to the students’ learning moti-
vation evaluated in the perspective of self-determination theory?

Research context

Conservatories in Finland belong to publicly funded educational organizations that 
offer three-year full-time studies for the upper secondary vocational qualification in 
music (180 credits). In vocational education, attention has been paid especially to the 
development of cooperation between work life and educational units in “learning at 
work“(Jokinen et al. 2009).

Learning at work is a significant part of vocational education and training. It means 
that the student learns qualification objectives in authentic working situations through-
out his/her studies. Learning at work is individually planned, must be sufficiently broad 
and versatile from the point of view of mastering the profession. In the field of music, 
learning at work means the student’s action in terms of a musician’s tasks: preparing the 
pieces of music for performances, practising music individually, ensemble work, arrang-
ing and implementing performances (FNAE [Finnish National Agency for Education] 
2014). Carrying them out requires strong motivation: commitment, and responsible and 
initiative action in an ensemble.

In this research project, the musicians’ vocational learning at work was arranged in a 
new type of workshop in which the students planned and implemented a performance in 
cooperation with professional musicians1 according to popular and jazz music tradition 
(see Berliner 1994, p. 44–45, also Gatien 2009; Gridley 2003). The study consisted of 11 
workshops as part of the vocational education of 62 students aged from 17 to 24 years in 
the Conservatory of Oulu, Finland, in 2003–2011.

Fig. 1  The steps of progress in the workshops

1  One professional musician per workshop, a total of eleven musicians was involved.
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At the beginning of the workshop (see Fig. 1), the participants cooperatively planned 
the theme of music and chose the pieces to be played. In the planning phase, the stu-
dents’ musical competences were observed and, on the other hand, their needs in terms 
of learning new things were to be met through workshop action. After cooperative plan-
ning, the students wrote their personal workshop plans and learning goals on the form. 
Next, they started preparing the music to be played: composing/arranging music, instru-
mental and ensemble practising and making contracts for the performances with a con-
cert house or a music club. The students worked autonomously, but were given guidance 
from their instrumental teacher, and in their ensemble work from the teacher who was 
responsible for that matter.

The final intensive period of one week was started on a Monday with a joint practice 
between the professional musician and the students. During the intensive period, they 
worked typically 6–7 h a day. The workshop culminated in a performance followed by a 
cooperative evaluation discussion among the participants. Finally, the students reflected 
on their workshop experiences on a structured form.

This research is a continuation of an earlier workshop project from the perspective 
of sociocultural learning in communities of practice (Virkkula 2016a). The previous 
research results showed that the workshop corresponds to the features of community of 
practice. Workshops offer many levels of learning to develop musicianship, which then 
gives rise to recognizing the potential of sociocultural learning in music schools and 
developing learning environments according to the model of communities of practice.

The second part of the research studied informal learning in workshops, which is 
typical of those who perform popular and jazz music. The research demonstrated that 
conservatory education would benefit when allowing students to cooperate in authentic 
working life projects. It is advisable to take into consideration the ways in which music is 
learnt outside of formal education (Virkkula 2016b).

Problem solving skills are a keystone in professional competence. The mission of musi-
cians’ education is to prepare the student to meet the challenges of the future profession 
and find appropriate solutions to them (FNAE 2014). In the third part of the present 
research project, the problem solving processes of music students and engineers were 
examined from the perspective of problem-based learning, PBL (Nissilä and Virkkula 
2015). Both groups benefited from solving problems connected to their work tasks by 
using systematic methods. The key to successful implementation of PBL lies in designing 
a learning environment that stimulates students towards self-directed, collaborative, and 
contextual learning as well as consistency in or alignment between all aspects of the cur-
riculum, such as the problems used, the tutors’ guidance, and the assessment employed.

One of the spearhead projects in the Finnish education today is learning to learn. On 
the fourth part of the research project the researchers focused on learning strategies 
which have been examined from a variety of perspectives (Virkkula and Nissilä 2017). 
Direct and indirect learning strategies formed the model of defining music students’ 
self-assessed learning habits in this research. The strategies dealt with were memory, 
cognitive, compensation, metacognitive, affective and social strategies. Critical thinking 
strategies as well as deep and surface learning strategies were also observed.

To widen understanding of learning in workshops, one researcher participated in 
a workshop as a musician in the fifth part of the research and played in an ensemble 
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with his teacher colleagues and professional musicians (Virkkula and Nissilä 2014). In 
the research results of this participant observation, the significance of musicians’ shared 
interactions with learning was perceived. On the other hand, the researcher’s personal 
experience of the workshop offered a wider perspective than merely analysing the writ-
ten research data produced by the students.

Research method, data and analysis
This qualitative case study describes and evaluates the effectiveness of a case—the work-
shop method—on student learning. More specifically, the aim of the study is to increase 
understanding of the connections between the workshop work and students’ learning 
motivation. The researcher ended up with the qualitative research strategy and open 
questions in order to be able to examine the students’ individual senses emphasized by 
self-determination theory during the cooperation with a professional musician (Deci 
and Ryan 2014).

The research follows the method typical of case studies: it looks for an in-depth expla-
nation of the social phenomenon existing in a real-world context (Yin 2013, p. 16, also 
Stake 1995). The context in this connection refers to the environment where the events 
of the case are realized, not referring to an artificial experimental setting.

Swanborn (2010, p. 1–5) presents a case framework that makes it possible for the 
researcher to deal with the theoretical conceptions and results of empirical findings, as 
connected to the case. A unique study target is observed in a versatile way, often from 
the perspective of the participants (e.g. students). The research process often focuses on 
the experiences of the participants and their descriptions.

In a case study, the data is collected in different ways, e.g. through written question-
naires, participating observations, through interviews and collecting from archive mate-
rial and documents (Stake 1995; Yin 2013).

Data

In this research, the data was collected and analysed in three phases. At the beginning 
of workshop work (phase 1), students (N = 62) wrote their structured workshop plans 
in which they outlined their learning goals. Writing the plan proceeded under the guid-
ance of the following questions: “How did you participate in preparing the workshop?”, 
“Describe the theme of the workshop, for instance its music genre”, “How do you intend 
to prepare for the workshop?”, “What would you like to learn in workshop work?” and 
“What other expectations do you have concerning workshop work, the professional 
musician and the workshop concert?”

After the workshop (phase 2), the students (N = 62) wrote about their experiences of 
the workshops guided by the following questions: “Describe your cooperation with the 
professional musician”, “What did you learn in the workshop?” and “What could you 
have done in another way?” Additionally, the students responded to multiple-choice 
questions by choosing one of the given options (five-point Likert scale). The questions 
were “How did the workshop correspond to your idea of the musician’s work?” and “Are 
the skills gained from workshops adaptable in the work life of a musician?”
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Analysis

The researcher analysed the study data produced by the students (phase 3) using a 
theory-oriented content analysis method, which is widely used for systematic analy-
ses of diverse data in qualitative research (Schreier 2012, p. 2–5). Its basic principle is 
to arrange the data so that it can be used for clear descriptions of the data according 
to the theory. The research question defines the actual analysis that is typically under-
taken on the text that the respondents have written or on their interviews that were 
transcribed (Schreier 2012, p. 4).

The content analysis proceeds from becoming familiar with the texts written by 
the respondents to the reduction of the expressions, after which the data is grouped 
according to similarities and differences. In the grouping of theory-oriented content 
analysis, some theoretical or conceptual system will be employed and used for tabu-
lating the data. The basis of the analysis is thus formed by some theoretical aspect 
that is justified from the perspective of the research and directs the examination of 
the data (Marshall and Rossman 2011).

In this research, the data was transcribed, after which the grouped textual expres-
sions were tabulated into the categories describing SDT. For tabulation, the stu-
dents’ written expressions were divided into categories according to the supported 
or unsupported autonomy, competence and relatedness (Deci and Ryan 1985, 2000, 
2014). For example, the following text contains two expressions, and it represents 
the SDT-category ´supported autonomy´ (no. 1): “I reflected and chose the pieces to 
sing myself. I practised the pieces on my own and with the band.” One expression 
could represent only one category. The six categories used in the tabulation were: (1) 
supported autonomy, (2) supported competence, (3) supported relatedness, and (4) 
non-supported autonomy, (5) non-supported competence and (6) non-supported 
relatedness.

Aided by tabulation, the researcher could survey the data in student-specific, work-
shop-specific and SDT-specific ways and also collect quantitative data out of the data. 
The answers to the multiple-choice questions complemented the result. However, the 
study cannot be described as a mixed-method type, since quantitative data has only a 
supporting role (Creswell and Plano Clark 2011, p. 4–5, Teddlie and Tashakkori 2011, 
p. 285–286).

In the earlier parts of this research project, the data was also obtained by partici-
pant observation. The researcher’s personal experiences and their analysesconcerning 
the work of a musician widened the understanding of learning in workshops (Virk-
kula and Nissilä 2014). In addition, various other researchers were involved in the 
earlier mentioned parts of the research project, and they offer a wider approach to the 
theme in question (e.g. Cohen et al. 2007).

Results: Self‑determination theory in workshops
The students described the workshop work as action resembling the contents of SDT. 
The majority of written expressions referred to autonomous learning, professional com-
petence and supported relatedness (88.6%). Only slightly more often than in one tenth 
of the answers did the students describe workshop work as non-supported (see Table 1).
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Autonomy in workshop learning

In their written expressions, the students referred to three key areas of supported 
autonomy in learning according to SDT (f = 133, f   % = 39%): (1) the students par-
ticipated in the planning of the learning process, (2) they worked autonomously and 
responsibly, and (3) guidance in the workshop was based on encouraging feedback 
(see Deci and Ryan 1985, 2000, 2014, Reeve 2004, p. 186–188, also Reeve et al. 2012).

The students had a remarkable role in planning and preparing the repertoire for 
the concert. They reflected on the musical theme of the workshop, chose pieces and 
undertook all the necessary composing and arrangement tasks. The inclusion of the 
students from the outset also made them set concrete learning goals.

I reflected and chose the pieces to sing myself. I practised the pieces on my own and 
with the band. (I want to learn) the phrasing and improvisation typical of jazz sing-
ing (…) interesting new views on jazz and jazz singing and communicative ensemble 
playing under the guidance of a good mentor (professional musician). (A47)

We thought over the arrangements of the pieces together (with the band) and prac-
tised playing them. (…) I want to learn to play modern jazz as much according to 
the style as possible. I expect an easy-going time and the joy of experiments. (A36)

During the summer, I made myself familiar with a part of the practised material 
and prepared a composition of my own. (…) (I want to learn) different expressions 
of modern jazz, learn about the pieces from the theoretical point of view and the 
composing techniques used in them. To develop mastery and expression of my 
own instrument. To acquire deeper knowledge of modern jazz music (…). (A19)

The students’ written expressions show how the workshop guided autonomous 
working, which required taking responsibility for the preparations for performances. 
Committed working was part of the acting method of the workshop.

(I prepared myself ) by listening to and practising the pieces to be played in the gig 
with the ensemble and in my own time. I want to learn to play Hendrix and rock 
in general, “right” according to the style. (A40)

(I prepared) by composing and arranging a piece of my own. By training with the 
repertoire and improvisation. (A16)

Table 1  Research data classification

Self-determination theory category (Deci 
and Ryan 1985, 2000, 2014).

Expressions in total (Frequency 
F = 341)

Per cent of total 
expressions 
(F  % = 100)

Supported autonomy 133 39.0

Supported competence 110 32.3

Supported relatedness 59 17.3

Non-supported autonomy 23 6.7

Non-supported competence 15 4.4

Non-supported relatedness 1 0.3
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(The musical) material was really challenging and you had to work hard on it to 
survive (…). (A19)

The professional musicians who played with the students in the workshops appeared 
to be inspiring co-partners in ensembles. The guidance from the experienced musi-
cian was seen as encouraging and evidently included only a few directives. The students 
expressed how working with professional musicians was meaningful.

(The professional musician) was able (in the workshop) to break free from playing 
schematic approaches and made my motivation towards music greater than ever. 
(A9)

It was really great to work with visiting musicians. They were able to give both posi-
tive and constructive feedback of the things that could be improved (…) they treated 
us students as “colleagues”. (A35)

The mentor (professional musician) didn’t give as much feedback as I had wished 
for, but on the other hand, in that way he confirmed that students became active in 
listening to themselves. (A47)

Some of the written expressions (f = 23, f  % = 6.7%) revealed that workshop work did 
not always support the autonomy of the learners. In some workshops, student participa-
tion in the planning of the workshop had been scarce.

I didn’t participate in the choice of the pieces. Chick Corea’s music was not familiar 
beforehand (…) I was not informed enough (of the repertoire). (A1)

I didn’t influence (the repertoire). I would have liked to participate in planning the 
theme of the workshop. (A2)

Everything was brought to me without asking my opinion, e.g. the pieces to be sung 
had already been chosen. It would have been nice to be able to participate in choos-
ing the pieces. (A5)

Competence in workshop learning

In the written expressions that refer to supporting the competence of acting as a musi-
cian (f = 110, f  % = 32.3%), the students described the connections of the workshop in 
terms of learning to play, clarifying the structures of music, the development of self-con-
fidence and the mutual communication of the players.

When “new” things are dealt with in practice (in the workshop) immediately, they 
will be learnt much faster. And at once in music. The level of playing skill is raised 
remarkably in a workshop of even a few days. (A2)

In the beginning, I was dubious of my ability to perform the large vocal ranges and 
also the stylistically different songs. Still I went through the challenges to victory, and 
it felt really fine. I learnt again to believe in my abilities throughout the workshop 
and, in fact, concentration and practise ensured the successful result. (A23)
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I learnt more and more to listen to the others and appreciate the others’ input in the 
band. The workshop started many ideas which I can develop in my playing. I think 
that the workshop was very essential from the viewpoint of my professional career. It 
was just what musicians’ work life is like: planning, training and getting along with 
each other. (A15)

The last mentioned viewpoint appears also in the answers to the multiple-choice 
question, “How did the workshop correspond to your idea of the musician’s work?” 
The students explained that the workshop work did correspond significantly to the 
musician’swork (see Fig. 2). In 38.2% of the answers the correspondence was “extremely 
well,” in 57.4% “well,” and in 4.4% “satisfactory.” None of the respondents answered that 
the correspondence was “poor”, or “I can’t answer”.

According to the answers to the multiple-choice question, “Are the skills gained from 
workshops adaptable to the work life of a musician?” the competence gained in work-
shops was adaptable to the musician’s work life “certainly” in 76.1%, “probably” in 21.3%, 
and “maybe” in 2,6% of the answers. There were no answers telling “No” and “I can’t 
answer”. The finding is noteworthy (see Fig. 3), since, from the view of learning moti-
vation development, the learner must appreciate and believe in the importance of the 
activities (e.g. Lehmann et al. 2007).

The work of a competent musician was not supported (f = 15, f  % = 4.4%) if the timeta-
ble was too tight or the student was uninformed about the repertoire to be played. Too 
demanding a repertoire caused feelings of uncertainty.

(Preliminary information about the repertoire) was scanty, but perhaps not enough. 
E.g. the choices of pieces could have been different if there had been more informa-

Fig. 2  The correspondence between workshops and a musician’s work

Fig. 3  The adaptability of the competence gained in workshops to a musician’s work
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tion on them. A lot of knowledge was shared, however, during the workshop itself. 
(A11)

I could have been more courageous and thrown myself into interpretation better. 
The lack of techniques, however, took over my thoughts and I was sometimes very 
uncertain. (A19)

We could perhaps have thought more about playing the solo choruses together. Or 
perhaps I could have done so myself. On the other hand, it might have been a limit-
ing factor (…). (A36)

Relatedness in workshop learning

In the written expressions of the development of relatedness to the music community 
(f = 59, f  % = 17.3%), the students referred to the positive influence of the professional 
musician when working and expressed the joy of successful action during a demanding 
work task.

(Working was) very rewarding. In the presence of a skilled professional, you feel how 
your own relation to jazz and other music like that gets deepened. Working is moti-
vating. (A3)

In the beginning, the project felt insurmountable due to the challenging pieces that 
happened to fall on me. (…) Now, afterwards, it is easy to smile at all that wailing 
and teeth clamping. I did it! (A22)

The gig was successful to my mind and the audience sounded pleased, too. The joy of 
playing and singing shone from all members of the band. And the atmosphere was 
really good.  (A32)

The expression of non-supported relatedness to the music community (f = 1, 0.3%) 
was connected to the view that giving only one performance was inadequate in terms of 
describing the reality of work life. He/she wanted to have more gigs.

When the workshops are arranged, more performances should be organized one 
after another => A TOUR: it would resemble “real life”. (A8)

Discussion
The task of this case study was to explore how the cooperation between popular and jazz 
music students and professional musicians in the music workshops in the Conservatory 
of Oulu in Finland was connected to the students’ learning motivation from the perspec-
tive of SDT.

According to the answers to multiple-choice questions, workshop work corre-
sponds to musician’s work and the skills gained from it are adaptable to the work 
life of a musician. The students’ (N = 62) written expressions (F = 341) revealed that 
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working with a professional musician supported autonomy, competence and related-
ness according to SDT in 88.6% (f = 302) of responses. Non-supported autonomy, com-
petence and relatedness were represented in 11.4% (f = 39) of the answers.

The key SDT theme of learner autonomy was confirmed by the students’ strong 
attachment to the workshop work early in the planning phase. The students took on 
a critical role by creating and implementing the artistic content for the performances 
(see Evans et al. 2013, p. 614). In the workshops, learning autonomy was realized as 
a chance to decide about things autonomously and, on the other hand, cooperatively 
with the others in the group (see Evans 2015), which is a typical feature of learning 
popular and jazz music (e.g. Green 2006; Lebler 2007). Making music according to the 
style in question is a social process in which the mutual interaction of musicians has 
the utmost importance in terms of achieving an artistic result (Berliner 1994; Gatien 
2009; Gridley 2003).

Increasing autonomy was connected to the development of students’ competence. Stu-
dents were committed to acting according to the demands of the performance project 
and strived for the best in their own playing. One student (A23) stated: “I went through 
the challenges to victory, and it felt really fine. I learnt again to believe in my abilities 
throughout the workshop.” Competence was viewed as a feeling of being capable of 
attaining things that one wants to attain and knows how to attain (e.g. Deci et al. 1991).

The professional musician’s encouraging scaffolding in the workshop had a sig-
nificant role for students’ development (e.g. Küpers et  al. 2014). The communica-
tion between the students and the professional musician was not only verbal, the 
students could also adopt action models that were starting points for imitating and 
making personal decisions. The professional musician guided the students by his/her 
doing towards artistically competent playing and acting as musicians. The students 
were given responsibility as soloists and accompanists when the process of grow-
ing to become members of the music community proceeded and the relatedness was 
strengthened. When a student feels competent to cooperate with a professional musi-
cian, his/her experience of belonging to musicians’ community reinforces (see Coker 
1989; Deci and Ryan 1985, 2000, 2014; Reeve 2004; Reeve et al. 2012). The finding is 
significant because, based on the previous research, the meaningfulness and useful-
ness of the activity has a positive effect on the student’s motivation to learn (e.g. Cog-
dill 2014; Countryman 2014; Lehmann et al. 2007; Pajares 2012; Wigfield et al. 2012).

A central feature of SDT is its focus on the amount and form of external control 
(see e.g. Küpers et  al. 2014; Reeve et  al. 2012). Can we conclude  –  based on this 
research – that in the workshop there was only minimal external control? Don’t the 
defined task (the performance) and the deadlines connected to it involve many nec-
essary operations, and the evaluation of the outcomes attained (cf. Schaffner and 
Schiefele 2007)? Deci and Ryan (1985) emphasize that controlling learning does not 
necessarily mean non-supported autonomy. Although controlling learning has been 
found to be connected to a decrease in student motivation, it does not necessarily 
come about if the external control does not thwart learner autonomy (Radel et  al. 
2013, p. 101). According to Soenens et al. (2007), action that prevents autonomy gives 
students very few opportunities to make choices, does not support student initiative 
and does not justify external control.
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Conclusion—implications for music education
Learning a musician’s skills by working together with a professional musician is not a 
new concept, as it is a centuries-long tradition (see Burwell 2012; Callaghan et al. 2012). 
In music institutions, many kinds of master classes and instrumental clinics are organ-
ized. In them, a visiting professional musician shows his/her skills and gives certain cho-
sen students feedback on their music-making (Long et al. 2014). The difference between 
a traditional master class and the workshop method employed in this research is in the 
activation of students, their interaction and their reflection, as well as in the role of the 
professional musician (Green 2001, 2008).

The professional musician does not act distinctly as a teacher during the workshop, but 
as a peer musician. This way of acting had a noticeable influence on collaboration. In the 
beginning, the musician was perhaps expected to give detailed advice and to control the 
students’ learning. When it did not happen, the students became activated, they started 
to ask questions themselves and to reflect on the issues. The musician’s role in relation 
to the students seemed to be (judging by the results) one of an encouraging supervisor, a 
facilitator of learning and a partner.

In some workshops, student motivation did not develop into the best possible. The 
most emerged reason was that the students did not participate in planning. The conse-
quence was uncertainty surrounding the theme of the workshop, the necessary prepara-
tions, timetables, repertoire to be played, tasks and the goals. According to the student 
responses, they regarded it as very meaningful to be allowed to participate in the work-
shop planning, to contribute to its implementation and apply to their own learning. The 
teacher who is responsible for the workshop has an important task when coordinating 
the action. Not all the teachers participating in this research had fully internalized the 
functional aspect of the workshops. In these cases, the students’ tasks only involved 
being present at given times and being prepared to play, which did not align with the 
original concept of the workshop method.

The author acknowledges the limitations of a small sample case study. Then again, 
the value of such studies is their closeness to real-life situations and, in this particular 
case, to a musician’s work (see Flyvbjerg 2006, p. 223). The purpose of learning at work 
is to provide with students learning experiences in authentic work situations (e.g. FNAE 
[Finnish National Agency for Education] 2014). The typical work of a popular and jazz 
musician involves versatile tasks, more than just playing the instrument, and this aspect 
is significant to be incorporated into the educational setting (Berliner 1994; Coker 1989; 
Green 2001).

The present research (also Burwell 2012, p. 284; Evans 2015, p. 77–79; Gatien 2009, 96; 
Lebler 2007, p. 207–208) suggests that, in music education institutes, learning environ-
ments should be developed in which the musician’s work can be confronted and experi-
enced: the students should (1) plan and implement performances, (2) critically evaluate 
the learning process and the results attained from it, and (3) work in cooperation with 
professional musicians. In all phases, the student has a key role to play such that his/her 
experiences of autonomy, competence and relatedness are satisfied.
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