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ABSTRACT 
Busking, conventionally recognized as a form of street 
performance, serves as an experiential learning approach 
that enhances performance skills in higher education in 
Malaysia. Unlike conventional staged performances, 
busking immerses musicians in unpredictable 
environments, fostering adaptability, audience engagement, 
and entrepreneurial skills. Despite these benefits, its role in 
structured academic programs remains underexplored, as 
Malaysian music curricula predominantly emphasize 
technical proficiency within controlled settings. This study 
employs McArdle’s (1998) Needs Analysis Model to assess 
the necessity of a busking-based teaching model by 
identifying gaps in conventional performance education. 
Using semi-structured interviews, document analysis, and 
observations, data were collected from lecturers and 
students in Malaysian higher education music programs. 
Findings highlight critical shortcomings in real-world 
adaptability, performance confidence, and self-promotion 
skills. Both lecturers and students recognize the need for an 
integrated teaching model that balances technical 
proficiency with practical, audience-centered experience. 
The study underscores the necessity of a structured 
busking-based teaching model to bridge these gaps, enhance 
both musical and non-musical competencies, and better 
prepare students for sustainable careers in the music 
industry. The findings contribute to the advancement of 
performance education by integrating real-world 
applications with formal music training, ensuring students 
develop both artistic and professional competencies. 

 
Contribution/Originality: This study contributes to the existing literature by 
proposing a structured busking-based teaching approach that enhances music 
performance skills in higher education. Building on prior research highlighting 
busking’s pedagogical potential, it demonstrates contributions to musical and non-
musical competencies, including technical expression, audience engagement, 
confidence, and real-world professional readiness. 
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1. Introduction  
 

Music education in the 21st century plays a crucial role in equipping individuals with the 
necessary skills to navigate the evolving demands of the industry (Hallam & Creech, 
2010). Higher education programs in music provide students with a comprehensive 
curriculum encompassing music theory, history, pedagogy, and performance, ensuring 
that they acquire both technical proficiency and professional competencies (Ballantyne & 
Packer, 2004). However, contemporary approaches to music education emphasize not 
only technical mastery but also the holistic development of students, fostering critical 
thinking, creativity, and interpersonal abilities, which are increasingly valued in today’s 
dynamic professional landscape (Hallam & Creech, 2010). In alignment with Sustainable 
Development Goal 4 (SDG-04), which advocates for quality education and lifelong 
learning opportunities, modern music education must integrate real-world experiences 
to better prepare students for sustainable careers (Ashida, 2022). 
 
Despite the significance of technical proficiency in music education, achieving excellence 
in musical performance extends beyond instrumental mastery. Performance success 
hinges on elements such as stage presence, musical expression, and audience 
engagement, all of which contribute to a musician’s professional preparedness (López-
Íñiguez & Bennett, 2019). Traditional higher education music programs, however, often 
emphasize controlled, staged performances, which may not adequately prepare students 
for the unpredictability and adaptability required in real-world performance settings 
(Rickels et al., 2009). Studies have highlighted that students with early exposure to 
practical music-making and teaching experiences develop stronger career motivations, 
particularly in music education (Jones & Parkes, 2009). Yet, there remains a gap in 
performance-based learning models that incorporate real-world application within 
structured academic settings (Lilian, 2017; Parncutt & McPherson, 2002). 
 
One effective yet underutilized approach in music education is busking, a form of street 
performance that fosters adaptability, spontaneity, and entrepreneurial skills (Saidon & 
Zakaria, 2021; Wepriadi, 2022). Unlike conventional performance environments, busking 
immerses musicians in unpredictable settings, compelling them to engage dynamically 
with audiences and refine their improvisational abilities. Studies on popular music 
pedagogy suggest that integrating contemporary performance practices, such as busking, 
into formal music education enhances students’ creativity, collaboration, and problem-
solving skills (Green, 2017; Ho & Law, 2012; Dunbar-Hall & Wemyss, 2000). Additionally, 
incorporating busking into academic programs aligns with the growing emphasis on 
diverse learning experiences that resonate with students’ personal interests and musical 
identities, thereby fostering intrinsic motivation and a deeper connection to their craft 
(Westerlund, 2006; Chen, 2023). 
 
Despite its benefits, busking has not been systematically integrated into higher education 
music curricula in Malaysia, where technical assessment methods continue to dominate 
(Saidon & Zakaria, 2021). While some music programs incorporate collaborative 
ensemble learning to develop interpretive skills and teamwork (Fredrickson, 2007), 
structured teaching methodologies for street performance remain largely absent. This 
research, therefore, employs McArdle’s (1998) Needs Analysis Model to assess the 
necessity of a busking-based teaching framework in Malaysian higher education. By 
identifying gaps in conventional performance education and exploring how busking can 
serve as a pedagogical tool, this study seeks to bridge the divide between academic 
training and professional music practice. Findings from semi-structured interviews, 



3 
Malaysian Journal of Social Sciences and Humanities (MJSSH) (e-ISSN : 2504-8562) 

© 2026 by the authors. Published by Secholian Publication. This article is licensed under a Creative 
Commons Attribution 4.0 International License (CC BY). 

document analysis, and observations highlight deficiencies in real-world adaptability, 
confidence-building, and self-promotion skills among music students and educators. 
 
Given these challenges, the study underscores the importance of a structured busking-
based teaching model to integrate both musical and non-musical competencies into 
performance education. By embedding experiential learning opportunities within formal 
curricula, this model aims to enhance students’ readiness for professional music careers 
while addressing existing pedagogical gaps (Jaaskelainen, 2022; Rickels et al., 2009). 
Ultimately, this research contributes to the advancement of performance education by 
advocating for a balanced approach that harmonizes technical training with real-world 
application, ensuring that graduates are not only proficient musicians but also adaptable 
and industry-ready professionals. 
 
2. Literature Review 
 
2.1. Needs Analysis and the Evolution of Music Performance Education 
 
Music education in the 21st century continues to evolve, requiring innovative pedagogical 
approaches that better prepare students for the realities of the music industry (Hallam & 
Creech, 2010). While higher education programs in music provide structured training in 
music theory, history, and technical performance skills, they often fall short in developing 
competencies related to real-world adaptability, audience engagement, and 
entrepreneurial skills (Ballantyne & Packer, 2004; Rickels et al., 2009). The emphasis on 
technical mastery within controlled settings has led to a gap in students' preparedness for 
the unpredictable nature of professional performance environments, where factors such 
as audience interaction, external disruptions, and financial sustainability are integral to 
success (López-Íñiguez & Bennett, 2019). 
 
In response to these limitations, scholars have increasingly explored alternative, 
experiential learning models that expose students to real-world performance challenges 
(Green, 2017; Ho & Law, 2012). Among these models, busking—a form of informal, public 
performance—has gained attention as a potential pedagogical tool for bridging the gap 
between academic training and professional performance experience (Saidon & Zakaria, 
2021; Wepriadi, 2022). The unpredictability of busking environments fosters 
spontaneity, adaptability, and creative problem-solving, all of which are essential 
attributes for contemporary musicians navigating diverse career pathways (Reitsamer & 
Prokop, 2017). However, despite its potential, busking remains underutilized and 
unstructured within formal music education in Malaysia, necessitating a thorough needs 
analysis to explore its viability as a structured teaching model. 
 
2.2. Experiential Learning and Performance-Based Education 
 
Experiential learning theories emphasize the importance of learning through direct 
experience, reflection, and application, providing a compelling framework for 
performance-based music education (Kolb, 1984). Kolb’s (1984) Experiential Learning 
Theory (ELT) outlines a cyclical process of concrete experience, reflective observation, 
abstract conceptualization, and active experimentation, all of which align closely with the 
iterative nature of live performance learning (Toulson & Hepworth-Sawyer, 2018). 
 
In conventional music education settings, students primarily develop their skills through 
rehearsed, structured performances, often within academic recitals, juried evaluations, or 
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ensemble settings (Carey et al., 2013). While these environments help refine technical 
precision and musicianship, they do not adequately replicate the demanding and 
unpredictable nature of professional performance careers (López-Íñiguez & Bennett, 
2019). Scholars argue that integrating performance-based learning through informal 
settings such as busking can help students build essential skills such as improvisation, 
resilience, and audience engagement (Green, 2017; Ho & Law, 2012). 
 
Busking, as an applied experiential learning tool, encourages musicians to step outside 
controlled settings and engage with unpredictable variables such as diverse audience 
reactions, environmental distractions, and spontaneous musical decision-making (Saidon 
& Zakaria, 2021). The immediate feedback loop from audiences allows students to refine 
their stage presence, confidence, and ability to adapt to real-time challenges—a stark 
contrast to conventional settings where feedback is typically provided post-performance 
by instructors or peers (Osborne et al., 2014). 
 
2.3. Gaps in Conventional Music Performance Education 
 
While conservatoire-style instruction and ensemble-based learning have long been the 
foundation of higher education music programs (Carey et al., 2013), emerging research 
suggests that these conventional approaches are insufficient in preparing students for 
professional, freelance, and entrepreneurial music careers (Rickels et al., 2009). 
Several critical gaps in conventional music performance education have been identified: 

i. Lack of real-world application: Many programs focus on controlled recital 
settings, limiting students’ exposure to public performances that require 
adaptability and resilience (López-Íñiguez & Bennett, 2019). 

ii. Underdeveloped entrepreneurial skills: Research highlights that music students 
often graduate without financial literacy, marketing, or branding knowledge, 
which are essential for sustaining a career in music (Reitsamer & Prokop, 2017). 

iii. Limited emphasis on audience engagement and self-promotion: Unlike 
professional musicians who rely on crowd interaction and self-marketing, 
students in academic settings perform primarily for instructors and peers, 
missing out on the crucial skill of engaging diverse audiences (Ho & Law, 2012). 

 
Studies by Thibeault and Evoy (2011) argue that integrating alternative performance 
experiences, such as busking, into academic curricula can enhance students’ adaptability, 
improvisation, and real-world problem-solving abilities. This aligns with contemporary 
shifts toward project-based learning and real-world application models, which have been 
successfully implemented in other creative fields (Papageorgi et al., 2010). 
 
2.4. Assessing Music Performance in Dynamic Environments 
 
Conventional assessment methods in music education have typically prioritized technical 
proficiency, interpretative accuracy, and adherence to standardized evaluation criteria 
(McPherson, 1995; Reynolds & Hayes, 2021). However, these methods fail to capture the 
dynamic, real-time skills required in professional performance settings, such as audience 
engagement, adaptability, and stage presence (Woody, 2012). 
 
In contrast, busking introduces an alternative performance assessment model, where 
students receive instant, organic feedback from diverse audiences (Blair & Sluis, 2022). 
Unlike controlled academic assessments, live street performances require musicians to 
adjust in real-time to maintain audience interest, manage performance anxiety, and 
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handle unpredictable disruptions (Osborne et al., 2014). Scholars advocate for 
incorporating audience-driven feedback, real-world performance conditions, and 
adaptive skill assessments into higher education curricula to create a more 
comprehensive evaluation framework (Reitsamer & Prokop, 2017). 
 
2.5. The Need for a Structured Busking-Based Teaching Model 
 
Despite the documented benefits of busking as an experiential learning tool, its 
implementation in Malaysian higher education remains unstructured and largely 
informal (Saidon & Zakaria, 2021). To maximize its educational impact, research suggests 
that busking should be systematically integrated into performance curricula through 
structured frameworks that include: 

i. Pre-performance training in audience engagement, improvisation, and 
adaptability 

ii. Guided mentorship from experienced musicians and educators 
iii. Reflective learning through post-performance discussions and feedback 

analysis 
iv. Assessment models that incorporate audience response and self-evaluation 

techniques 
 
By embedding these structured components into formal education, institutions can 
provide students with holistic training that balances technical proficiency with real-world 
performance competencies (Meissner, 2021). This structured approach would align 
music education with the growing industry emphasis on entrepreneurship, digital 
engagement, and experiential performance practices (Papageorgi et al., 2010). 
 
3. Method 
 
This study employed a qualitative research approach, utilizing McArdle’s (1998) Needs 
Analysis Model as the guiding framework. The model, which systematically identifies gaps 
and solutions in educational settings, was applied to assess the need for a busking-based 
teaching model for performance skills in higher education. 
The study followed four key stages of McArdle’s (1998) model: 

i. Surveillance – Examining current music performance education practices, 
including challenges and limitations. 

ii. Investigation – Collecting qualitative data through semi-structured interviews 
and document analysis. 

iii. Analysis – Identifying gaps in teaching, assessment, and 21st-century learning 
approaches. 

iv. Reporting – Synthesizing findings to inform the development of a structured 
busking-based teaching model. 

 
This structured approach ensured that the research effectively assessed the real-world 
applicability of busking in music education while addressing existing challenges in 
performance-based learning. 
 
3.1. Participants and Sampling 
 
A purposive sampling technique was used to select six participants, ensuring diverse 
perspectives from both educators and students: 
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i. Three lecturers (10–20 years of experience, specializing in different 
instruments). 

ii. Three students (from different academic levels, representing various 
performance backgrounds). 

 
This selection provided valuable insights into the feasibility of integrating busking into 
formal education. 
 
3.2. Demographics of Research Participants 
 
The study involved six participants: three lecturers and three students specializing in 
different instruments. The lecturers had extensive teaching experience ranging from 10 
to 20 years, while the students represented different academic levels. The demographic 
characteristics of the lecturer and student participants are presented in Table 1 and Table 
2, respectively. 
 

Table 1: Lecturers' Demographics Information 
 

Participants (Lecturers) Gender Instrument Taught Teaching Experience 

P1 Male Guitar 20 years 

P2 Female Vocal 10 years 

P3 Male Drum 15 years 

 
 

Table 2: Students' Demographics Information 
 

Participants (Students) Gender Instrument Played Year of Study 

P4 Male Guitar Year 2 

P5 Female Vocal Year 3 

P6 Male Drum Year 1 

 
3.3. Justification of Sample Size 
 
Although the sample is small, it aligns with qualitative research standards, which 
prioritize in-depth exploration over large-scale generalization (Creswell, 2012). Data 
saturation was reached, meaning no new themes emerged beyond these six participants. 
 
3.4. Data Collection Methods 
 
To gain comprehensive insights, semi-structured interviews and document analysis were 
conducted. 

 
The interview protocol was designed based on McArdle’s (1998) needs analysis model, 
covering five core themes: 

a) Teaching and Learning Methods 
b) Assessment Methods 
c) Challenges in Teaching and Learning 
d) 21st-Century Teaching Approaches 
e) Busking as a Teaching Method 
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Each participant responded to five open-ended questions, enabling them to share 
experiences and perspectives freely. Interviews were audio-recorded, transcribed, and 
verified by participants to ensure accuracy. 
 
To supplement the interviews, course syllabi, lesson plans, and instructional materials 
were analyzed. This helped validate interview findings by examining whether busking-
related teaching elements were already present in formal curricula. 
 
3.5. Data Analysis 
 
A thematic analysis approach was employed, consisting of the following steps: 

i. Transcription & Organization – Interview recordings were transcribed and 
categorized based on research themes. 

ii. Familiarization – The researcher reviewed transcripts, notes, and documents to 
identify recurring patterns. 

iii. Coding & Categorization – Responses were systematically coded and grouped 
into key themes aligned with the study’s objectives. 

iv. Triangulation – Findings from interviews and document analysis were cross-
referenced to ensure reliability and credibility. 

 
3.6. Trustworthiness and Validity 
 
To enhance the study’s credibility, multiple validation strategies were employed: 

i. Triangulation – Cross-referencing interviews with document analysis for 
consistency. 

ii. Participant Verification – Participants reviewed and confirmed transcribed 
interviews to ensure accuracy. 

iii. Preliminary Study – A test interview was conducted to refine the interview 
protocol before the full study. 

 
4. Findings from Needs Analysis 
 
The findings from this study reveal significant gaps in current music performance 
education and highlight the potential benefits of integrating busking into higher education 
curricula. The discussion is organized into five key themes, reflecting both lecturer and 
student perspectives.  
 
4.1. Teaching and Learning Methods 
 
Lecturers and students agreed that traditional performance training in controlled 
environments does not fully prepare students for real-world challenges. While lecturers 
emphasized technical proficiency, students highlighted the need for practical, audience-
centered experiences. The comparative perspectives of lecturers and students on 
teaching and learning methods are presented in Table 3. 
 
Supporting this theme, one lecturer explained: 
 

“Students are technically trained for recitals and examinations, but many 
struggle to adapt when performing in real public environments.” (P1) 
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A student similarly shared: 
 

“Busking would allow us to understand real audience reactions, which we 
rarely experience in formal classroom performances.” (P4) 

 
These findings suggest that performance-based learning should extend beyond the 
classroom, incorporating spontaneous and interactive elements to enhance student 
engagement and adaptability. 

 
Table 3: Perspectives on Teaching and Learning Methods 

 
Theme Lecturers' Perspectives Students' Perspectives 

Teaching & Learning 
Methods 

- Focus on structured, staged 
performances.  
- Some integration of live 
performance projects. 

- Desire for more real-world 
exposure.  
- Recognize busking as a valuable 
learning tool. 

 
4.2. Assessment Methods 
 
Assessment in current music programs prioritizes technical skill evaluation, often 
neglecting non-musical competencies such as confidence-building, audience interaction, 
and self-promotion. The comparative perspectives of lecturers and students regarding 
assessment methods are presented in Table 4. 
 

Table 4: Perspectives on Assessment Methods 
 
Theme Lecturers' Perspectives Students' Perspectives 

Assessment 
Methods 

- Primarily technical 
evaluations.  
- Lack of real-world 
assessment frameworks. 

- Assessments do not reflect real-world 
challenges.  
- Need for alternative evaluation methods 
(e.g., audience feedback). 

 
Supporting this theme, one lecturer explained: 
 

“Students are technically trained for recitals and examinations, but many 
struggle to adapt when performing in real public environments.” (P1) 

 
A student similarly shared: 
 

“Busking would allow us to understand real audience reactions, which we 
rarely experience in formal classroom performances.” (P4) 

 
These findings highlight the need for alternative assessment approaches, such as 
incorporating audience engagement, improvisational skills, and real-time adaptability 
into grading criteria. 
 
4.3. Challenges in Teaching and Learning 
 
Both lecturers and students acknowledged time constraints and institutional limitations 
in integrating non-traditional teaching methods.The comparative perspectives of 



9 
Malaysian Journal of Social Sciences and Humanities (MJSSH) (e-ISSN : 2504-8562) 

© 2026 by the authors. Published by Secholian Publication. This article is licensed under a Creative 
Commons Attribution 4.0 International License (CC BY). 

lecturers and students regarding challenges in teaching and learning are presented in 
Table 5. 
 

Table 5: Challenges in Teaching and Learning 
 
Theme Lecturers' Perspectives Students' Perspectives 

Challenges in Teaching 
& Learning 

- Limited time to incorporate 
non-musical skills.  
- Institutional resistance to non-
traditional assessment. 

- Balancing coursework and 
performance training is difficult.  
- Lack of support for real-world 
learning experiences. 

 
Supporting this theme, one lecturer explained: 
 

“The curriculum structure is already very tight, so introducing activities 
such as busking requires strong institutional support and careful 
planning.” (P3) 

 
A student added: 
 

“We are interested in real-world performance opportunities, but academic 
workload often limits our ability to participate actively.” (P6) 

 
To address these challenges, institutions should explore flexible curriculum designs that 
integrate experiential learning opportunities within existing coursework. 
 
4.4. 21st-Century Teaching Approaches 
 
While digital tools and flipped classrooms are increasingly used, students struggle with 
self-directed learning and motivation.The comparative perspectives of lecturers and 
students regarding 21st-century teaching approaches are presented in Table 6. 
 

Table 6: Perspectives on 21st-Century Teaching Approaches in Music Education 
 
Theme Lecturers' Perspectives Students' Perspectives 

21st-Century Teaching 
Approaches 

- Incorporating digital tools and 
project-based learning. 

- Need for structured experiential 
learning opportunities. 

 
Supporting this theme, one lecturer commented: 
 

“Technology allows students to access learning materials more flexibly, but 
authentic musical development still depends on real performance 
experiences.” (P1) 

 
A student similarly stated: 
 

“Online learning is useful for theory and preparation, but performing in 
front of real audiences builds confidence in ways that digital learning 
cannot replace.” (P4) 

 
This reinforces the need for a structured, experiential model that balances technical 
training with hands-on application. 
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4.5. Busking as a Teaching Method 
 
Both lecturers and students recognized the value of busking, but concerns about 
structured assessment and student preparedness were raised.The comparative 
perspectives of lecturers and students on busking as a teaching method are presented in 
Table 7. 
 

Table 7: Perspectives on Busking as a Teaching Method in Higher Education 
 
Theme Lecturers' Perspectives Students' Perspectives 

Busking as a 
Teaching Method 

- Acknowledges benefits but lacks 
structured assessment. 

- Busking builds confidence but 
requires more institutional support. 

  
Supporting this theme, one lecturer stated: 
 

“Busking provides immediate audience feedback that is highly valuable for 
student learning, but it must be implemented within clear academic 
guidelines.” (P2) 

 
A student shared: 
 

“Busking makes us feel like real musicians because we perform for genuine 
listeners rather than only for grades.” (P5) 

 
Key Takeaways: 

i. Real-world adaptability is underdeveloped in current music programs. 
ii. Assessment frameworks must evolve to include non-musical skills such as 

audience engagement and entrepreneurial abilities. 
iii. Busking offers an effective experiential learning tool, but structured guidelines 

are needed for successful implementation. 
 
By integrating a structured busking-based teaching model, music education in higher 
education can better prepare students for sustainable careers in the music industry. 
 
5. Conclusion 
 
The findings of this study highlight a strong need for an innovative teaching model that 
integrates busking into higher education to enhance performance skills. Both lecturers 
and students expressed a preference for active, experiential learning methods over 
traditional lecture-based approaches. Busking, with its emphasis on live performance, 
creativity, and real-world application, provides an effective avenue to address these 
needs. 
 
Current assessment methods in performance-based courses were found to be inadequate 
in capturing creativity, spontaneity, and real-world readiness. Integrating busking into 
assessments offers a more authentic and engaging evaluation method, aligning with 
professional performance environments. However, challenges such as the lack of 
structured guidelines and rigid classroom settings underscore the need for a well-defined 
framework to implement busking-based teaching effectively. 
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Additionally, busking naturally fosters 21st-century skills such as creativity, 
communication, and adaptability—competencies essential for success in today's dynamic 
landscape. Previous studies (e.g., Saidon & Zakaria, 2021; Ho et al., 2021; Pachet et al., 
2013) further support its value in music education, emphasizing its role in enhancing both 
musical and non-musical skills. 
 
Overall, the development of a structured busking-based teaching model is not only 
necessary but also timely. By integrating busking into the curriculum, higher education 
institutions can provide a more engaging, practice-driven approach to teaching 
performance skills, better preparing students for future professional challenges. 
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