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An Evaluation of Music Courses in Undergraduate Audio
Engineering Program in Shanxi, China Using the CIPP Model

Meng Yue
Faculty of Creative ArtdJniversiti Malaya

Wong Kwan Yie
Faculty of Creative Arts, Universiti Malaya

Poon Chiew Hwa
Faculty of Creative Arts, Universiti Malaya

Abstract

Music courses are essential in undergraduate audio engineering
programs to cul ti vatadingandyprovwlat s 0
necessary knowledge for professional audio engineers. This study
applied the Context, Input, Process, and Product (CIPP) model to
evaluate the music courses of audio engineering programs in
Shanxi Province, China. An exploratory sequamixed-methods
approach was utilized in this study with a questionnaire as the
dominant method (n = 300), leaving the qualitative data set to
provide a supportive role. The findings revealed that most
participants tend to be satisfied with the contert @rocess

evaluati on, while the teachersbo
enhanced in the input aspect. The study suggested the modification
of the syllabi to correspond to

requirements. Overall, the music coursesansomewhat lacking

in meeting the studentsd needs
recording technology. Universities could promote comprehensive
and intelligent teaching infrastructure to support these elements as
well. The findings also revealed strategie improve the status
and quality of music education in the audio field.

Keywords: Evaluation, Music Courses, Audio Engineering
Program, CIPP Model
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Introduction

Audio engineering has become an essential component of
modern music due to the development adfvanced audio
techniques (Horning, 2004). After the explosion of audio education
in the 1980s, undergraduate audio engineering education became
cruci al for music promotion (To!
professional abilities to produce balanceldarmonious, and
creative music. Graduates can be engaged in sound design, music
recording, sound reinforcement, and audio production (Terrell,

2001).
Generally, the music courses in audio engineering programs
aim to improve st ud,enoludismgcritieap pl i ¢

listening, score reading, music creativity, comprehension, and
music literacy (Sanders, 1993). A qualified audio engineer should
be able to read scores quickly, analyze a composition, and set the
correct microphone position simultanesty. He can distinguish
even the slightest difference in any part during the recording
process and make adjustments immediately in-pastuction.
The same is true in |live perfor
response guarantees harmonious sounddeption, partly based
on his reliable musical foundation (Perlman, 2004). Students in
audio engineering programs do not require high creative or
performance ability. Rather, these programs emphasize fast
response speed and wide application ranges, distiom the
general music courses serving music performance and composition
(Sanders, 1993). Although general music curricula prescribe the
requirements of music history, theory, performing, and creative
skills, a comprehensive set of standardized musicsesuneed to
be established. These courses need to focus on preparing students
for the realities of working in the audio engineering fields.
Subsequently, the accomplishment and efficiency of current music
courses in audio engineering program need to bédied and
evaluated.

Undergraduate audio engineering education is developing
rapidly in China. According to the latest official data from the
Ministry of Education of the Peoc
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nearly 40 universities and colleges offered audngineering
programs in 2020, with an average annual enroliment of 1,200,
tripled from 2000 (MEPRC, 2000 & 2020). After sorting out the
admissions regulations over the past three years, most applicants
are now required to master numerous music theondplay one
or two instruments proficiently. In fact, the researcher observed
that the learning content is partially repeated when studying in
universities, and personal music abilities did not seem to provide
sufficient advantages in the professional gtpbcess. The Audio
Professional Committee of China holds meetings annually to carry
out academic and technical discussions to promote professional
knowledge exchange and improve education. Despite the emphasis
on audio technology, there is a lack of rieire and empirical
studies about music education in the sound production field in
China. The researcher realized that at the Communication
University of Shanxi (CUSX), China, for instance, the music
curriculum for the audio engineering program is coribtameing
revised and reformed, meaning it is still in the exploratory stage.
This study assesses the music courses in audio engineering
programs in Shanxi, China. It aims to evaluate how the courses
meet training needs and fulfill audio engineer qualiitces. The
findings are expected to provide references and suggestions for
music education that may better serve the changing nature of the
audio industry.

Literature Review

Audio engineering is a conventional method to preserve
music as auditory art, otributing more options to audiences
(Moylan, 2012). Walzer (2017) showed that audio engineering is
experiencing significant changes due to audio technological
advances, which i ncreases pract
further explained that moderndia needs skill diversification if an
individual is to survive in the current audio environment. It is
possible to train fully qualified engineers in an academic setting
with musically and technically rigorous programs to achieve
objectives. From as earBsthe 1990s, scholars have pointed out
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the significance of formal audio education for the development of
audio industry and the training of emigvel employees (Lighter,
1993). The courses in this program will emphasize a more
comprehensive understandindd music, acoustics, physics,
mechanics, and related fields to change the dichotomy state (Walsh,
1996; Terrell, 2001).

Many researchers see a strong correlation between music
education and the development of the audio industry. For example,
Sanders (19) found that, although studio managers cited a wide
variety of criteria used in selecting and hiring a recording engineer,
among the most prominent was a ¢
Sandersd6 study also revealed th;:
aloo ranked musical knowledge as one of their most critical
occupational skills. Alan Kefauver, the Peabody Conservatory of
Music director at Johns Hopkins University, stated that the best
audio engineers he came across were musicians (Walsh, 1996). Ear
training courses alone could provide crucial foundational
information about melodic, harmonic, and rhythmic dictation
(Walzer, 2015). Rege (2008) explained that reading a score to
scrutinize the performance of a piece of music is of primary
importance in therecording process. Lankford (2020) further
indicated that the musical literacy of an audio engineer affects the
guality of audio engineering. However, the existing research only
proposes the needs of the industry. There is no unified standard or
scientific evaluation of existing music courses for audio
engineering programs.

Upon analyzing the syllabi of various audio engineering
programs in China, music courses commonly include music theory,
music history, keyboard, sigltnging, ear training, harmony,
musical forms and structure, and score reading. These courses aim
to develop and i mprove student s¢
industry better (MEPRC, 2020). The main teaching objectives are
to learn about music history, to master necessary keyb&absl, s
to build the correct harmony conception, to improve the accuracy
of pitch and rhythm, to learn about the structure of notes, to learn
about the formulation of music, and to master the ability to read
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the spectrum. These objectives are consistett wgearch on the
professional preparation of sound engineers proposed by Sanders
(1993). Sitill, these objectives are general. As Slaten (2018)
indicated, the purposes of audio education often occurred
significant discrepancies between what studios weokirg for

and what the schools were delivering. The music courses of the
audio engineering program lacked the cultivation of audio
application in the field, as emphasized by He et al. (2018), which
makes music education in audio engineering indistinguishab
from general music education. Furthermore, these goals are
insufficient t o devel op studen
technologies, which Lankford (2020) suggested as a-hays for

audio engineers in the latest technology era.

An evaluation study ofhe music courses is needed to
provide essential information for audio engineering programs.
Scholars such as Hunkins & Ornstein (2016) have defined course
evaluation as a process of gathering data to decide whether to
accept, change, or eliminate aspedteducation. It is also used to
examine the success or failure of the educational program,
compare objectives and products, and assess outcomes and values
(Stufflebeam & Shinkfield, 1985). The Context, Input, Process,
and Product (CIPP) model is one of tmeost widely used
evaluation models and is especially appropriate in the educational
field for its efficiency, comprehensibility, practicality, and
reliability (Stufflebeam & Coryn, 2014). The context evaluation
aims to provide a rational reason for a eld#® program or
curriculum to be implemented. The input evaluation includes
information about strategy, planning, and design programs. The
process evaluation serves to monitor and explain the entire
education process that occurs. Lastly, the product ei@ua
measures program achievements and provides information on
expected and unexpected impacts (Stufflebeam & Coryn, 2014).
Wright (2013) indicated that the CIPP model is an effective model
used to enhance and assess the quality from each angle. However,
Halimah and Hadjar (2018) pointed out one weakness of the CIPP
model: it is too concerned with the ideal learning process rather
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than regular practice. This model also requires the consideration of
more time and resources (Worthern, Sanders, & Fitzpafr,).

In this research, the CIPP evaluation model was feasible for
the course evaluation and involved four evaluation steps: context,
input, process, and product. Within this framework, the study
attempted to answer the following research questions (RQs):

RQ1: What are the current levels of music courses that
achieve the expected objectives in the audio engineering programs
in Shanxi, China using the CIPP model?

RQ2: To what extent does the input of the music courses in
the audio engineering programs helpchieve educational
requirements using the CIPP model?

RQ3: To what extent does the process of the music courses
in the audi o engineering progra
of knowledge using the CIPP model?

RQ4: To what extent do the music coursesehboth the
educational needs of audio engineering students and the
developmental requirements of the music industry in Shanxi,
China using the CIPP model?

Method

This section explains the research design, subjects,
instruments, and data analysis praged used in this evaluation
study and the measures to ensure their reliability and validity.

Research Design

This study selected an exploratory sequential mmethods
approach to deeply evaluate and analyze the music courses in
audio engineering programn Shanxi, China. This research was
based on Daniel Stufflebeamds CI

According to Cresswell et al. (2003), the explanatory design
as a sequential descriptive design consists of two steps, first the
guantitative research and then theditative phase, which aims to
explain or enhance the quantitative results. While this study used a
student questionnaire as the primary quantitative method for data
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collection, interviews were also used to obtairdepth feedback
and further exploratio.

The four dimensions of the CIPP model correspond to the
four research questions in this study: in the context evaluation, the
aim was to analyze the achi eve
objectives in the audio engineering program. These results
provided réecrences to evaluate the col
improvement strategies. The input evaluation next assessed the
preparedness factors of the music courses and explained the
relevance of the studentsd char
quality. These ihdings helped improve vocational training and
modify enrollment requirements. Then, the process evaluation
examined the whole teaching process in the music courses. It
provided an overview of the cou
helped teachers find guiries in the teaching process through their
intuition. Finally, the product evaluation described the acquisition
of music knowledge of students. These results provided the
outcomes evaluation and practical suggestions for the music
courses to better sarthe audio industry.

Subjects

In an explanatory design, the qualitative phase has priority in
the participant selection model, and the purpose of the quantitative
phase is to identify and purposefully select participants (Creswell
& Garrett, 2008). In tld research, the target population in the
guantitative phase consisted of all the undergraduate audio
engineering students in Shanxi. After the data collection and
preliminary analysis, twelve music educators related to the audio
engineering field were inted for interviews to provide more
information.

According to the latest official statistics from MEPRC, there
are currently about 4,000 undergraduates majoring in audio
engineering (MEPRC, 2020). Public data from the Shanxi
Provincial Education Departmei(®2021) shows that, until 2021,
there were 327 audio engineering undergraduates in Shanxi
Province, ranking second only to Beijing (MEPRC, 2020). The
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latest National College Undergraduate Education and Teaching
Quality Report (MEPRC, 2020) showed that Shasdaudio
engineering educational level is higher than average, which has
certain representativeness as a research object.

After obtaining permission from the two recording
departments, questionnaires were distributed to all audio
engineering undergrad@st in Shanxi. Three hundred students
effectively responded in a simple random manner (i.e., 92% of the
population). The sample size was more than necessary (Yamane,
1973). As a member of the Audio Professional Committee of
China, the researcher met the ditions to invite twelve music
lecturers and audio professors to participate in the interviews. They
all have extensive teaching experiences in audio engineering
departments and were eager to share their perspectives.

Research Instruments

A student questiindre and interviews were used to answer
the RQs.

Student Questionnaire.One researchetesigned questionnaire
was used as this studyo6s pri mar)
an extensive review of the CIPP model by analyzing related
research studies, bks journals, and articles. The questionnaire
was further developed after reviewing official MEPRC evaluation
documents and the syllabus content of audio engineering programs
at various universities and colleges. Additional items were created
based on théterviews to obtain extensive opinions. A figeint
Likert scale ranging from 1 bei
Astrongly agreeo was utilized t
perspectives.

Three music lecturers and two audio professors frben t
Communication University of China (CUC) and the Beijing Film
Academy (BFA) assessed the ques
their rich teaching experience. Interviews were used to
complement the questionnaire and obtain more opinions. The
raters also gavtheir observations for amendments and proposals.
Based on their views, the questionnaire was revised in detail, and
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the number of items increased to 66. Items with irrelevant content,
unclear wording, ambiguous meaning, poor phrasing of statements,
and tre overall preliminary design were revised. The reliability of

t he guestionnaireods i nternal c
Cronbachodés alpha for the four f
and product . Tabl e 1 shows t he
coefficient.

Tablel.Cr o n b aphdredability coefficientsof the
guestionnaire

Factors Cronbach’s Alpha
Context Evaluation 317
Input Evaluation .74
Process Evaluation 93
Product Evaluation 91

The reliability coefficients of the four contents ranged
from .74 to .93, and that of the instrument was .91, indicating that
the questionnaire showed homogeneity and a higbred of
reliability.

Interviews. Stufflebeam and Coryn (2014) specified that
using mixedmethods in data collection can enhance result validity
by allowing researchers to obtain more valid information. The five
reviewers in this study assessed the silitgkand relevance of the
items to the investigated subject to achieve the required validity
and reliability. Combined with the preliminary findings from the
guestionnaire, the researchers revised several questions and
improved clarity based ontheprafess 6 r ecommendat i o

To obtain more information, fade-face and telephone
interviews were conducted with twelve music teachers and audio
professors from CUSX, Shanxi University (SXU), CUC, BFA, and
the Communication University of Zhejiang (CUZ). Eanleiview
lasted 4045 minutes. The interviews involved a concise summary
of the research and several sestnuctured questions about the
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context, input, process, and product evaluations. The questions also
asked for their views about the primary data dret fperspectives

on career development. These questions enabled the participants to
verbally express and elaborate on their views and experiences with

implementing music education in the audio engineering field.

Data Analysis Procedures

Descriptive statiics are the fundamental method by which
music education researchers can analyze their data to report
participants®d characteristics ar
sample to the overall population or their particular context (Joshua,
2018). In thisresearch, descriptive statistics were thus used as the
primary procedure. The multiple regression analysis to answer RQ
2 determined whether a significant relationship exists between the
education level and input variables. The seven independent
variablesconsi st ed of the studentsoé n
course structur e, teaching faci
learning methods, learning attitudes, and credit requirements,
which were derived from Shanxi 0
and the 206 Evaluation of Undergraduate Education Handbook
issued by MEPRC. The dependent variables were the achievement
aspects of music education in the audio engineering program. The
information from the interviews supplemented and improved RQ 4.

Results

The regacher analyzed the questionnaire data to answer the
four questions about the context, input, process, and product
evaluation. The qualitative data obtained from the interviews were
included to support the conclusion.

RQ1: What are the current levels ofusic courses that achieve the
expected objectives in the audio engineering programs in Shanxi,
China using the CIPP model?

The purpose of RQ1 is to evaluate the rationality and
achievement of the objectives in music courses in undergraduate
audio engineeng programs in Shanxi.

10
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The data were collected and evaluated based on three aspects,
Overall Goals Evaluation (item 1), Teaching Goals Evaluation
(item 2 9), and Ability Goals Evaluation (item 106), according
to the Handbook of Undergraduate Educatimalé&ation Standard
(2021) issued by MEPRC and the
engineering program in Shanxi. In addition, 13 items relating to
barriers were also presented to determine the main factors
restricting development.

The descriptive statiss using means and standard
deviations are summarized in Table 2. The mean score of agreeing
on all the objectives was 4.27 (SD=.98). The means ranged
between 3.95 and 4.37, and standard deviations were .93 and 1.13.
The data implies that the aims andeatiyes stated in the syllabus
of music courses were positively evaluated. Only one ability goal,
Instrument playing ability, achieved the mean rating below 4
(3.94). Based on their lower means, objectives of 5, 11 & 14 in
terms of musical performance aoohposition deserve attention.

Table2. Contextevaluation

Scale Item Statement Mean Std. Deviation

Overall Goals 1. To what degree have the music courses in the audio 425 74

Evaluation engineering programs achieved the overall objectives?

Teaching Goals 2. To acquire knowledge of music concepts 433 1.03

Evaluation 3. To understand the notation system and writing skills 4.33 .94
4. To read and notate music 433 99
5. To obtain skills of singing or playing instruments 4.20 1.03
6. To evaluate music performances and compositions 432 .96
7. To explore sound effects of various instruments 432 99
8. To understand audiences’ feelings 4.33 .99
9. To improve recording ability 437 .95

11
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Ability Goals 10. Music reading ability 4.25 1.03
Evaluation 11. Instrument playing ability 3.94 1.13
12. Symphony understanding ability 4.25 1.03
13. Music analysis ability 4.35 93
14. Composition ability 4.06 1.10
15. Music evaluation ability 434 97
16. Recording application ability 4.29 .96
Total (N=300) 4.27 .98

The 13 items shown in Table 3 were derived from the
Handbook of Undergraduate Education Evaluation Standard issued
by MEPRC (2021). Means and standard deviations were utilized in

this part.

The results in Table 3 show that item (13), the lack of
support from schools, was an essential factor that ranked first
among the 13 items relating to barriers to achieving the objectives
with a weighted mean score of 3.22 (SD=1.41). The following item
(12) noted the lack of facilities (mean=2.94, SD=1.48). ltems 8, 2,

and 7 had the three lowest mean scores, showing that the music

education objectives were slightly affected by personal learning
attitudes and abilities. The lack of dependable support from the
ingtitutions and the lack of opportunities for experimentation and
application in the music curriculum have significantly impacted the
cour ses?o

achi

evement

of

mu s i

c

12

ob
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Table3. Contextevaluationmeansandstandardieviationsof

barriers

Barrier Statements Mean Std. Deviation
1. The music curriculum is not useful to me 221 139
2. T have already learned the content 2.02 1.30
3.1 don't like the teacher 2.18 1.41
4. Music courses are boring 2.20 1.36
5. I can't follow fully without fundamental music skills 2.14 1.31
6. The class is too large 227 1.37
7. The music courses lack coherence and cohesion between them 2.04 1.27
8. The music courses lack coherence and cohesion with my ideal job 1.95 1.24
9. The length of music curriculum are insufficient 2.67 1.40
10. It is not viewed as a serious core academic curriculum 222 1.25
11. The examination is too difficult to get the credits 234 1.30
12. The music classes lack recording facilities 2.94 1.48
13. The music classes lack support from the schools 3.22 1.41

RQ2: To what extent does the input of the music courses in the
audio engineering programs help achieve educational
requirements using the CIPP model?

RQ2 relates to the relationship between the music teaching
achievement level and the input factorstle music courses in
audio engineering programs. Descriptive statistics used means and
standard deviations to describe
coursesodo readiness | evel. Foll o
and multiple regression analysisas employed to determine
whether a significant relationship exists between the education
level and the input variables.

Table 4 shows seven input items derived from the enroliment
requirements (2018) of the participating universities and colleges
and theevduation system of undergraduate education issued by
MEPRC (2021). Means score and standard deviations were used to

13
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describe t he student séb evaluat.i
factors.

Table4. Input evaluationmeansandstandardieviations

Item Statement Mean Std. Deviation
1. Music learning background 4.05 1.09
2. Structures of music courses 4.19 98
3. Teaching facilities 392 1.06
4. Professional teachers 4.15 96
5. Teaching and learning methods 4.11 99
6. Learning attitudes 3.98 1.04
7. Credit requirement 2.75 151
Total (N=300) 3.88 1.02

As shavn in the table above, the impact of inputs on the
music courses was positive. Students have very positive attitudes
concerning the structure of music courses, with a mean value of
4. 19 (SD=.98). The gener al me an
contribution inputs was 3.88, with a standard deviation of 1.02.
The data indicated that the students believed the inputs contribute
to achieving the educational requirements. However, some
students had negative emotions. They had only passing the exam
as their primaryearning aim (M=2.75, SD= 1.51).

As can be seen in Table 5, Pearson correlations were
computed to determine the relationships between the 7 Input
factors and the output level of the music courses. The results
indicated that there are positive and sigaifitcorrelation between
the variables.

14
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Table5. Input evaluation:Pearsorcorrelations

1.Music 2.Structures 3.Teaching 4.Professional 5.Teaching 6.Learning  7.Credit
learning of music facilities teachers and learning  attitudes requirement
background courses methods

Product

Evaluation

Pearson 313" 453" 445" 480" 521 -.147° 518%

Correlation

Sig. .000 .000 .000 .000 .000 011 .000

N 300 300 300 300 300 300 300

**_Correlation is significant at the 0.01 level (2-tailed).

*. Correlation is significant at the 0.05 level (2-tailed).

The regression analysis was essential to examine the
correlation and impact of input components on the overall
evaluation of courses. In this section, the adhmesnt evaluation
of the music courses (one subscale of the product evaluation
survey) was used as the dependent variable. Meanwhile, the seven
input factors were used as the independent variables.

Table6. Input evaluationmodelsummaryof regression

. Std. Error of the
Model R R Square Adjusted R Square .
Estimate
1 297" 357 341 .786

a. Dependent Variable: The achievement of the music curriculum in the audio engineering program

Tale 7. InputevaluationANOVA of regression

Model Sum of Squares df Mean Square F Sig.
1 Regression 99.999 7 14.286 23.125 .000"
Residual 180.387 292 618
Total 280.387 299

a. Dependent Variable: The achievement of the music courses in audio engineering programs
b. Predictors: (Constant), leaming background, courses structure, facilities, professional teacher, learning methods, personal attitudes, and credit

requirement

15
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As indicated in Table 6 the Model R Square value is 0.357,
which means that the independent variable can explain 35.7% of
the variance in the composite score of the dependent variable.
ANOVA data (Table 7) lsowed that the model was significant in
explaining the variance in the composite score of the effectiveness
evaluation (F=23.125, P=0.000<0.05).

Table8. Input evaluationregressiorcoefficients

Model Unstandardized Standardized t Sig.
B Std. Error Beta

(Constant) 1.422 264 5.380 .000
1. Students’ music learning background -.021 055 -.023 -.375 708
2. Structures of music courses 081 074 082 1.089 277
3. Teaching facilities 100 058 110 1.730 085
4. Professional teachers .046 077 046 .600 549
5. Teaching and learning methods 220 072 224 3.056 .002%
6. Students’ learning attitudes 241 061 260 3.976 .000*
7. Credit requirement -.020 031 -.031 -.638 524

Table 8 shows the results of the multiple regressiorysisal
and indicates that two variables were statistically significant in
explaining the input evaluation of the music courses in audio

engineering progr ams. The stu
unstandardized beta=0.241 (t=3.976, p=0.000 <0.01) means that
the sutdent s6 initiative and enthusi

learning. The regression data for the teaching and learning methods

is 0.220 (t=3.056, p=0.002 <0.01), meaning that full understanding

of the music teaching and learning strategies has a significant
positive impact relationship with the achievement of the music
courses. The other independent variables have no impact
relationship with achievement-{@lue is not significant). The item

of studentsdé music | earning bac
factor.

16
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RQ 3: To what extent does the process of the music courses in the

audi o

engineering
knowledge using the CIPP model?

pr

ogr ams

i nfl

RQ3 relates to the teaching approaches and strategies used in
the music courses in audio eng&ing programs, measured using
descriptive statistics. The five process evaluation aspects

t eachi

ng

met hods
materials (6 items), course coherence, and feedbaeke derived

(7

it ems) ,

t eac

from the Evaluation System &fndergraduate Education issued by
MEPRC (2021).

Table9. Processvaluation

Scale Item Statement Mean Std. Deviation
Teaching Methods 1. Demonstration 4.13 97
Evaluation 2. Recording practice 431 90
3. Group practice 4.07 95
4. Discussion 4.11 98
5. Performance 4.15 1.01
6. DAW* utilization 421 97
7. Homework 397 97
Total (N=300) 4.14 96
Teachers” Characters 1.Education background 3.86 1.19
Evaluation 2. Gender 2.61 1.41
3. Age 273 1.41
4. Personality 3.30 1.38
5. Recording skills 4.03 1.06
6. Strict attitude 4.30 .96
Total (N=300) 347 1.24
Teaching Materials 1. Instruments 4.16 .96
Evaluation 2. Music notes 422 94
3. Textbook 4.06 98
4. Albums 4.16 96
5. Recording devices 4.10 99
6. Multimedia 4.06 1.04
Total (N=300) 413 98
Courses Coherence Rational and close coherence between 403 o5
Evaluation music courses
Feedback Evaluation Appropriate feedback and response 4.02 99

*DAW: Digital audio workstation

17
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An analysis of items relating to the music teaching process in
undergraduate audio engineering programs is shown in Table 9.
Means and standard deviations were used to degbebe st udent
evaluation of the whole learning process.

The items relating to the teaching process in music courses
were evaluated highly. As can be seen from the table above, the
teaching methods were successful in achieving the goal of
education (M=4.4). Based on t he student s
recording practice best affects the learning process (mean=4.31,
SD=.89). Using the digital audio workstation in class seems like a
better strategy, with mean=4.21, SD=.97. Other items, such as
music performancegdemonstration, discussion, and group work
with mean=4.11. This showed that some generally used teaching
strategies have no association with exceptional performance in
music courses in undergraduate audio engineering programs.
Homework, a conventional tdaiag strategy, has a low evaluation
in this part (mean=3.97, SD=.97). This does not mean that after
school jobs are useless but music teachers should consider their
content and quality.

The students believed that t |
attitude wa the most significant factor affecting the learning effect
of the music courses (mean=4.30, SD=.96). In addition, if the
teacher has guaranteed professional knowledge of recording

(mean=4.03, Sb=1.06) , it woul d
learning. Tkcat a al so showed that the
and gender (mean=2.61) have | it
effectiveness.

The teaching materials evaluation showed that the mean of
studentsd answers regarding t he
meding the teaching requirements were high (M=4.13, SD=.98),
indicating that achieving the objectives of audio engineering
programs was successful.

The data showed that the music courses were well connected
(mean=4.02). It also showed that the teachers geo\vstudents
with  smoother communication and feedback conditions
(mean=4.02) , whi ch hel ped teacl
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learning situation and to make timely adjustments and
improvements.

RQ 4: To what extent do the music courses meet both the
educatonal needs of audio engineering students and the
developmental requirements of the music industry in Shanxi, China
using the CIPP model?

The purpose of RQ4 is to assess the general and professional
outcomes of the music courses in audio engineering pregra
Table 10 shows the descriptive statistics of means and standard
deviations.

Table10. Productevaluation

Scale Item Statement Mean Std. Deviation

General To what extent do you agree that the music courses can

outcomes improve the musical recording level and music industry 4.22 94
development

Professional To what extent do you agree that the professional skills

outcomes below have been improved after learning music courses
1. Imagination and creativity 4.18 95
2. Spirit of teamwork 4.05 99
3. Improve the level to perceive, perform, and respond to A% 90
music
4. Understanding of music 439 .83
5. Ability to make the aesthetic judgment in music 432 .90

Table 10 shows that the mean score was 4.22 with a SD
of .94 for general outcomes evaluation. The data indicates that
most students indicated gbve attitudes regarding the
professional results of music learning with no abnormal value in
the data and with means ranging from 44039. Overall, the data
shows that the music courses have had a significant and profound
i nfl uence o0 naulotwork with a sxé@an Valuethighere
than 4.

Twelve music teachers and audio professors participated in
the interview. The qualitative results related to the following areas.
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Music educational needs:

Most participants believed that students do modégratell
in acquiring knowledge and skills in the music courses. Five
agreed that students understand music theory better than music
practice due to the lack of time to practice and lack of exposure, as
discussed in the context and process evaluation.nSesleeved
that the music learning time was insufficient and the teaching
objectives were more uncertain. They suggested building a music
curriculum system that emphasizes music application ability in the
music recording field, distinct from the general situeducation.
Three emphasized that music courses should be combined with
proficient knowledge of audi o en
professional level. Five of them mentioned that students with
music learning backgrounds regularly scored better.

Audio engineering professional requirements:

All the lecturers agreed that after taking the music courses,
the students demonstrated some change in their recording ability
and efficiency. Ten emphasized that the students had a deeper
understanding and ket communication with the music
composers and performers after taking the courses. At the same
time, learning the concepts, structure, composition, and analysis
methods of musical works were also of great significance in
i mproving studentsod creativity.
Career and social needs:

Music education for audio engineering students is essential
and effective (Sanders,1993). The participants admitted that the
music courses are beneficial for enhancing the competitiveness of
students in the music industry. Howevéwo explained that
promoting the music industry development in China was not
apparent. The more significant purpose of the music courses is still
to enhance studentsé professiona

Discussion

RQL:The students agreed tivesat t
can all be reasonably achieved per the context evaluation. The
learning purpose is precise, with the courses required to be
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accurate and practical. In this study, the purpose of the context
evaluation was to correctly evaluate the degree of complefion

the music courses in formulating teaching goals, clarifying
teaching plans, and ensuring teaching order rather than
summari zing t he student so per s|
teaching arrangements should be based on the characteristics of the
recordingprofession and be more specific for students. Combining

t he musi c coursesb6 teaching go
appropriately adjusting the teaching content, emphasizing the
practical applications, and simplifying the course content to
achieve the tchng tasks better will make the courses more
practical. The training of critical listening and reading skills should

be emphasized among the goals of music lessons as well.

RQ 2: Regarding the findings relating to RQ2, the overall
analysis revealed thathe preparation provided by the music
courses is helpful. However, not all factors had an impact on
rationality and necessity.

Based on the analysis of input elements, understanding the
structure of music courses is of great help in learning. This finding
is consistent with Rage (2008), who conveyed that clearly
understanding teaching objectives can help students better
understand what they have learned. Music teachers should have
specific audio knowledge to better grasp teaching and combine
music knowledg with recording practice. However, the finding
indicates that the excellent music learning backgrounds and music
literacy are undue for the fresh, contrasting with the enrollment
requirements. Equipment as an appropriate teaching component in
the recordig profession is not a major influencing factor either,
indicating that utilizing various facilities in class is only an
additional and not fundamental factor.

Based on the studentsd perspe
positive attitude toward music leang, but some also show
negative and passive emotions. The linear regression data showed
that a music learning background is not as important as other
factors. Simultaneously, the element that most influences the
courses6 rat i on argiedrnyng desireto leaen. st u d
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RQ 3: The results of the data analysis related to process
evaluation provided information about the teaching process. The
significant findings mainly concerned the combination of
traditional teaching methods, professional rdew techniques,
and studentsdé6 attention to achi
teaching process are not much different from other related research.
Based on the mean scores, the students seemed to indicate that they
prefer practical lessons over gealestrategies. At the same time,
they have a higher acceptance of teaching methods combined with
recording technology, which also fully reflects the uniqueness of
audio engineering programs.

In terms of teacher characteristics, students attach
importanceto t eacher so teaching attit
knowledge rather than general factors such as gender and age. This
result provides reference for cultivating music instructors or
lecturers in recording departments. Teachers should consider
integrating and comecting music courses and professional
knowledge, such as whether and how they should be linked. The
data also showed that good information feedback and interaction
could promote the effect of course learning. Specifically, the
course results should imdt e studentsd musica
abilities more objectively in place of written tests, which can be
rigid and limited.

RQ 4: Product evaluation is an excellent way to provide
i nformati on on a programos sus
(Stufflebeam,2003). Based on the analysis of the survey results,
the achievement of the music courses is obvious. The music
courses have a decisive guiding role in training students to improve
their music ability, enhancing the efficiency and quality of

recordingworkenr i chi ng studentsdé i magir
promoting awareness of teamwork. However, the objective in the
syl |l abi t o i mprove student séb m

abilities through music courses were not relevant to the actual
needs of theundergraduate audio engineering students. Some
statements from the interviews received a medium or low
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evaluati on, such as those about
ability and improving the music industry.

Conclusion

According to the results, mostusimts tend to support all
four CIPP evaluation components to a high degree. In particular,
the following can be said: (1) The teaching objectives of the music
courses in audio engineering programs should be more precise.
This aligns with Walzer (2015), whdated that critical listening
and fast reading abilities should be emphasized as the
fundamentals of sound properties. (2) It is necessary to adjust
admission standards and consider whether music performance is an
essential admission requirement. Thedings emphasize the
examinati on of applicantsod mu s i
Teachers should design a more effective course system for music
education. The researcher suggests setting up open and elective
music theory courses that invite students ifffeslent music levels
to enroll. More experimental music courses in the professional
program can also replace scattered and -ttoresuming music
courses. (4) It is necessary to strengthen the construction of the
music teaching team. Music lecturers witlgthmusic literacy and
professional recording abilities should be cultivated to join the
audio engineering teaching group. (5) Consistent with Rege (2008),
who argued for accentuating technology integration in music
classes, the music courses in the audgireeering program should
include integrated strategies, such as combining music ability
training with recording practice or holding classes in studios and
music halls. (6) Due to the dramatic developments of audio
technology, it is recommended that codlegand universities
provide more support in terms of funds, teaching equipment,
training venues and teaching strategies.

Recommendations for Future Research

Based on the research results revealing the extent of music
education development, the researchuggssts that future studies
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can compare music courses and similar curricula in the audio
engineering programs of other countries. Furthermore, the
researcher recommends conducting a study to design a music
curriculum for audio engineers that meets the oei
developmental needs of the music industry. Future research should
also include comparative studies between music and other
professional courses in audio engineering programs to improve the
rationality and efficiency of this education field.
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Abstract

This article examines the realization of Zapin Sebatby the
Sarawak Arts Council (Majlis Seni Sarawak, MSS), a cultural
agency under the Minigtrof Tourism, Creative Industryand
Performing Arts (MTCP) Zapin Sebat,a Malay folk dance in
Sarawak, derived its name from the placeoofyin, Kampung
Sebat Melayu, Sematan. Since the early 1980s, the villagers
gradually ceased to practice tlapin due tothe aging factor of

the practitioners and/or beholders, as well as urbanization and
migration. Upon realizing the critical situatiar this dance form

in the early 1990¢he Sarawak government decided to protect and
revitalize the dance. This study utilizes a qualitative approach that
focused on dance ethnography. This study also utilidtes
participationobservation method and ingarates aute
ethnography. The main objectives of this article are to study the
historical background and to investigate the initiativeZafpin
Sebad s revital i.zZllag article alsb yxanih8sSthe
changes that have taken place wHeapin Sebattransitioned from

the village to the proscenium stage during the revitalization
process. The revitalization medle state goverme nt 6 s d e ma
and preferencesegarding the style and form while retaining as
much of the former structure g@hpin Sebat Thisartcle posits that
ZapinSebats alive as a revitalized form as a result of the itue

that was undertaken by MSfidfirmly stands as a marker tte
Melayu Sarawaldentity.
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Introduction

Zapin Sebat originated from Kampung Sebat Melayu in
Sematan, Sarawak. It is believed that Baiee Drahman was the
creator of this danc&apin Sebathas lost its popularity and is no
longer being practiced by the Kampung Sebat Melayu community
sinae thelate 1980s. This is due to the urbanization and settlement
of the inhabitants in the town in search of better living, indirectly
has embarked the slow disappearancgagiin Sebatn the village.
Kampung Sebat Melayu is located in the rural areaigtfat from
Kuching, where most of the villagers settled in. The aging factor of
the beholder also led to this predicament. The behold&apin
Sebat, Baiee Drahman and most of the villagers who have
practiced this dance form were unable to teach thango
generations as they were all above sixty years old. According to
Jimah Drahman, the younger sister of Baiee Drahman, she said,

Dah dalam ujong tahun 1980an kedakya, Zapin tok dah sik
di main agik oleh dak abang kamek dengan cdak lain, apa
cdak nya udh sk kongang gik nak betandak ngan ngajar
cdak mudakmudak. Nak mudakudak semua dh kerja, dah
nikah kakya alu pindah, pulang kampung pun kadang
kadang jak. Mun sik raya sik balit. Tambah gik juak xda
nembiak mudak nok maok betandak. Nasib bait ada cdak
MSSatang kampong mok belajar Zapin Sebat, bruk ya lah
abang kmk ngingat balit tarian dan ngajar cdak riyanah
Drahman, personal communicatiod8 February2019.
[Trans.Zapinwas no longer practised by my late brothers in
the late 1980s since most dfetnwere too old to teach the
younger ones. Younger generations have grown up and
established their own careers. They only return to the village
on a few occasions. Meanwhile, since the practise has been
discontinued, the younger children have not beersxipto

29



Mohd. Hafzal Aziz and Premalatha Thiagarajan

this tradition. MSS came to our village to leatapin from
the beholder, which was fortunate.]

Jimah Drahman shared the statusZapin Sebatin the late 1980s

that has shown that the aging factor of the beholder has contributed
to the decline ofZapin Sebatin Kampung Sebat Melayu in
Sematan. Another informant, Kamaruddin Mohe, also shared
about the situation dapinSebain the village. He said,

ADal am tahun 1980an gi a, ran
berpindah dri kampong pegi ke Kuching atas $ekerja.

Ada juak yang pindah kerna bernikah ngan org kampung
lain alu pindah juak. Dahya tinggal org lamd&mak jak.
Selain ya, suro lamak kampong tok tempat cdak beZapin
dol ok pun dah di ruboh kakya
(Kamaruddin Mohe, persah communication,18 February
2019 [Trans. In the 1980s, most of the villagers move out to
Kuching for work, while some of them also left to the other
village as they were married with someone from other
villages, they must follow their spouses. Othernthhat,
suray the place where they used to pracd@pin now has
been demolished in a way for them to build a bigger and
much more comfortable mosque.]

Based on the conversation abo¥apin Sebatwas discontinued in
Kampung Sebat Melayu in the 1980and those situations
mentioned above have led to the declineZapin Sebatdance
tradition in the village. It declined as there were no successors
from the younger generation. The youths in the village were
reluctant to carry on the tradition. Furthermogpace posed as
another problenfor the continuation othe tradition. Thesurau

was being upgraded to a new mosque, hence, dance was not
permitted in the space. It was kept solely as a site of prayer.
Another factor that was also cited as a challengeddradition is

that experienced village folks began to take on-tfale jobs,
hence, had very little time to practice the form. Consequently, this
dance tradition was discontinued.
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While the dance lost its rural patronage and signalled a dying
tradition, the Sarawak state, in the form of Majlis Seni Sarawak
(MSS), a cultural agency under the Ministry of Tourism, Creative
Industry and Performing Arts (MTCP), made efforts to preserve
Zapin Sebatby restoring the village version in the early 1990s.
MSS ogarized aZapin Sebatworkshop with Baiee Drahman in
Kampung Sebat Melayu, and here, we address it as a revitalization
program since the workshop is the initial step towards revitalizing
the dance tradition.

This revitalization program was one of the efdo meet the
requirements for touristic purposes and axiomatically reflecting it
in the culture of theMelayu Sarawak community. It assigned the
responsibility to MSS in exerting centralized control over the arts
and cul ture withi nThSuhthisvrtiatdes c or
the government has sought to revitalize and centralize the
performing art traditions in Sarawak.

Every ethnic group in Sarawak has its own distinctive stories,
cultural values, rituals, traditions, and cultures. Such ethnic group
are popular with different kinds of dance traditions. Almost all
dance traditions are still actively being practiced in the villages at
longhouses or houseéccording to King (1990)Sarawakis a
multicultural socety consistingof more than thirty ethio groups
that hold their own dance traditions suchAgat Indu of the Iban,
Datun Juludof the KenyahMengarangof the MelanauNopeng
of theMelayu Sarawaland many more. Nevertheless, some of the
dances mentioned above and a few others are no lorgag b
practiced by the community in its place of origin, rather, it is
performed actively outside the place of origin, includibgpin
Sebat These dance traditions are neglected by the beholders of
tradition, masteteachers, practitioners, and villagersice the
practice ofZapin Sebathas been discontinued.

To prevent old traditions from dying, the state, through
government agencies such as MSS, is keen to restore and preserve
the traditions for touristic purposes, and also represent the state for
natioral dance competition. The main objective of establishing the
cultural agency under the Ministry of Tourism, Creative Industry,
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and Performing Arts (henceforth, MTCP) is to revive these dances
and present these in different settings/spaces, such as puosceni
stages and other stages for tourists and state functions. While the
beholders were incapable to continue the art forms, the state
continued to believe that there is hope for these dances if they are
refashioned and promoted according to current needsthi®
continuation of the tradition for future generations. Therefore, this
article investigates the histor
initiatives to protet Zapin Sebatfrom being lost. Besides, this
article also examines changes in the transitiofapin Sebatfrom

the village to the proscenium stage during the revitalization
process by MSS.

Research Methodology

This study utilizes a qualitative approach that focuses on
dance ethnography. Research data were collected through
fieldwork as primary reouces and also the secondary resources
were also referred to support the study Zapin Sebat Before
conducting fieldwork, the library's secondary resources were
always referred to and accessed all materials abouM#iayu
Sarawakcommunity's historysccio-cultural, and performing arts
in online sources. This study utilizes emic agttt approaches,
where we positioned ourselves as practitionsrsearchers
scholars who examine and analyse the findings of this study. This
study uses the combination afthropological and choreological
approaches to study the dance configuration as a culture. The
observation of the performances @&apin Sebat is crucial,
therefore, this study also applies the participabbservation
approach to embody the dance movetgeand to learn the
compositions, as well as the structure in the movement and in the
performance oZapin Sebat The first author has incorporated his
autoethnography in this writing since he has embodied the
experience oZapinSebat

This study aimgo be a critical discourse about the historical
background and the revitalization D&pin Sebat Thus, secondary
resources are fundamental for framing the history of the
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performing arts of Melayu Sarawak specifically Zapin, in
understanding the previousdolars' perspectives. Most of

S ar a wzZapindtradition is believed to come from the former
kingdom or Sultanates of Sambas in the Southwest corner of
Kalimantan and Sultanate of Brunei all along the coastal region of
Sarawak to the Westcoast of Sabaltkin the 19" century. Both

are Malay kingdoms that are also interconnected to each other in
the lineage oMelayu Sarawak. In addition, the first emergence of
Zapinin the court was in Sumatra and Kalimantan (Mohd Anis Md
Nor, 1993). Even though some thie views are not clearly stated
about the exact period of emergenceZaipin in Sarawak, this
study managed to trace the temporality, genealogy, and theories to
supportZapin Sebat.

The fieldworkwas conducted from 2018019 at two main
locationsthatinclude Kampung Sebat Melayu in Sematan and the
office Majlis Seni Sarawak in Kuching. The behold&aiee
Drahma, passed away, howevethe first author has met and
interviewed arother key family member, Jimah Drahmarhe
younger sister of the beholdérhe first author also interviewed
Kamaruddin Mohe and few villagers who live in the village.
Meanwhile, during the fieldwork at MSS, the first author attended
additional rehearsals that needeldtla dancers including himself
to practiceZapin Sebat The first author observed and participated
in dance rehearsals. Throughout the dance rehearsals, the first
author witnessed and participated to learn and to master the dance
form before going into analysis and to write aboutBesides
attending the danceshearsals, the first author attended a meeting
with the organization committee. This meeting gave a fresh insight
to know the people including the administrative staff,
choreographers, trainers, musicians, and singers.

Sharkawi Amit, the current Chief Extive Officer of MS$S
was also interviewed for this proje¢te was one of the important
persons iZapinSebab s r evi tali zation prog
initiated in the early 1990s witht her MSS&é dancer s
dancers and trainers who were itweal during the revival program
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are Rahamah Mohamad Ekbar, Jamilah Razali, and Mastuyah
Bakery. They weralsointerviewed for this research.

Apart from interviewing the current dancers and
choreographers of MSS, Rezzuandy Penyarang, Helmi, Sharifah
Sapua Wan Hamid, and Adzhar Julaihi, the former dancers and
choreographers from MSS were also interviewed to get further
information on howZapin Sebatcontinued to be practiced in
present day. During the fieldwork in Kuching, the first author
watched a perfonac e by MSS, and | earned
of Zapin Sebatfrom Rezzuandy. This study also used the approach
of participationobservation by participating inZapin Sebat
workshop by MSS in Bintulu conducted by Shark#miit and his
trainers, Jamilah an#laguyah. He stated thafapin Sebatby
MSS i s not the same as the vi
standardized and must follow the sequence arranged by MSS. The
Zapin Sebatworkshop was conducted in Dewan Sri Kenyalang at
Universiti Putra Malaysia KampuBintulu. It targeted local and
international students from Indonesia in October 2018.

The Historical Background of Zapin Sebatin Sarawak

According to Mohd Anis Md Ndr(1993), Zapin derives
from the zafanadance tradition of the Arabs from Hadhramaut,
Souhern Arabia, in which groups of men danced at weddings.
Migration from Hadhramaut to Malaysia resulted inMalay
adaptationZapin Melayu which refined the movements @apin
Arab in accordance with SouRast Asian aesthetics. Some of the
examples ar&apn Sebat Zapin Sindang and Zapin Kuching of
the Melayu Sarawak, and&apin Suara Sianof Tidung people in
Tawau, East Coast of Sabahapin Pekanand Zapin Raub of
PahangZapin Melayu Johor.andZapin Pekajangof Johor.Zapin
was first performed in Jwr, the earliest state to carry out research
and effort in conserving and revitalizing tBepin

Zapinfunctioned mainly as an entertainment during its early
emergence in Sarawakith other arts forms such &grgendant,
bermukufi, andnopend. These ee usually performed and danced
in wedding celebrations, wedding engagements, and thanksgiving
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ceremonies. Based on the interview with a key informant,
Sharkawi Amit, theZapin tradition in Sarawak was generalized
under the umbrella oZapin Asli Sarawak $hakawi Amit,
personal communication, 25 M&019). There are five forms of
Zapin that have been named based on their place of origins, such
asZapin Sebat founded by Baiee Drahman from Kampung Sebat
Melayu in SematanZapin Simanggangounded by Basri Ayut
from Kampung Hilir in SimanggangZapin Saratokfounded by
Daud Ule from Kampung Melango Lamak in Sarat@apin
Sindang founded by Nawi from Kampung Sindang in Kota
Samarahan andapin Kuching founded by Kushairi@ Kombok
from Kampung Badarsah in Khing (Mohd. Hafzal Aziz, 2016).

Zapinin Sarawak emphasizésotwork as they are dominant
compared to arm movements (Sharkawi Amit, 2000). The
technique focuses on the feet movement, the contaabd
placement of body weight, and also the body posture. Arm
movements are also importaahd complementhe movement of
the feet and bodyZapin Sebatsymbolizes movements being hit by
the sea waves whilst on a schooner. The uniquenesspai Sebat
is that the movements are not grounded. The dance movements
requre dancers to control their body weight, and téabae their
bodieswhile executing the dance motifs. The arm movements have
specific meanings in the dance. For example, the arm movements
in Zapin Sebatdepict the movements of pedalling the schooner
horizortally to the sides in circular pathways. This movement is
derived from the everyday life of the people in the village. They
used to travel on a schooner in the sea. The traveling or maritime
migration of the Malay people also contributed to the ememgenc
and spread of th&apintradition.

Most of Zapimtaditiankcansbe traced back to the
former kingdom or Sultanates of Sambas in the Southwest corner
of Kalimantan and Sultanate of Brunei along thastal region of
Sarawak to the astcoast of @ba back in the 18 century. The
first emergence ofZapin in the court was in Sumatra and
Kalimantan (Mohd Anis Md Nor, 1993). Malays in Sambas
proud of the refining movements ofapin that are very much
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associated with the rtephors of the sea, metaws of the river,
and matters connecting them witie nature. file movements in
Zapinimitate the flora and fauna. For example, it features, among
others,s e mb aa kind of insect found in the sand near the
coastal areayyiur melambaiwaving of the oconut leaves), and
susun sirih(arranging of the betel leaves). Sambas tradition has
contributed significantly to the invention @apin Sebatby Baiee
Drahman. He learnedapin from Wan Ismail, aZapin master
teacher who hailed from Sambas and settledsamatan. Wan
Ismail is believed to have learned one of jig@n forms of West
Kalimantan that existed after the spread of Islam to the Sultanate
of Sambas, during the reign of Raja Tengah in the& dgéhtury
(Sharkawi Amit, 2000). Abdul Muin Ikram (1998)so mentioned
that the traders and settlers from Arab introdugan in West
Kalimantan as they spread Islam in thd téntury. Therefore, the
connection of the historical background Zdpin tradition by the
Sultanate of Sambas and the emergencgapin in Sarawakis
depicted in the narrative d@apinSebat

In the early yearsZapinplayed a central role as an important
social entertainment in Malay weddin@apinwas also formerly a
part of religious celebrations associated waulud Naby, ard
also part of the entertainment afters y grayeyr. In the village,
Zapin Sebatwas performed by invited performers and wedding
guests on the main veranda of the house or in a big tent in the
courtyard of the house. The performers were exclusively male
becaise women were not allowed to perform the dance. This was a
customary practice to preserve social courtesy and female modesty.
Women were not allowed to dance in public. However, they were
allowed to play musical instruments as accompaniments such as
gendang (Malay drums). Based on the personal communication
with Hajah Jimah, she said,

Dolok abang kamek, abang Baiee dengan aksivang
kamek nok lain jak yang betandak Zapin. Daknya betandak
atas kapet, ditengah suro, kmk dengan beberapa orang agik
perempan lain bemain gendang jak sik betandak, cdak nya
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laki jak betandakJimah Drahman, personal communication,
18 February2019. [Trans. In the olden days, my brother,
Baiee together with the other brothers performed Zaigin
They were dancing in the milidof a rug in thesurau Few
women played instrument such ggndang(Malay drums),
including myself].

Based on the st detandak 2apin iacluding e , m
BaieeDrahmanand hi s Bbtandakh erasn. bfée al s o
as 0 p Zapinp iomagtandard size rug in the middle stirau
with the accompaniment of the music ensemble. The music
ensemble in the performance Zdipin Sebatconsisted ofyendang
andtar or hadrahplayed by the women. Howeverambus a pear
shaped instrument derived fronhetMi d d | e Eastern
played only by men. This demonstrates the patriarchal power in the
performance oZapin Zapin Sebatwas presented in the form of
mainor éppelrafyor mance 6, a tradition
1940s to the late 1970s. Mohd AnMd Nor (2001) theorized
Aplpaeyr f or manced as a specific st
which everyone participates within the performative space. He
explained thatZapin structured movement system is fiplay-
performance in which all could participatehtitis a recreational
product, rather than a process. It involves the sharing of space and
the interaction of community members who are both performers
and spectators.Main could also mean performing musical
instruments (musicking and performing structude movement
systems likened to playing a game of dance (Mohd Anis Md Nor,
2001, pp. 238)The practitioners oZapin Sebatpractice in the
village before the revitalization by MSS conskelgperforming
Zapin Sebatas a game or playain

Zapin Sebatperfamance wasalso commonlyheld during
wedding celebrations. It served not only as an occasion for
socializing and public viewing but also as an opportunity for any
male memberg the community to participate amdrmainZapin
The participatory dance requed the ability to engage and
remember the sequences of dance motifs performed. The dancers
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had the freedom to join, remain, or leave the dance space at any
time during the repetitive cycles of dance motifs. Dancers would
dance together in pairs of matede, displaying dance motifs and
juxtapositions of dance sequences while females remain as musical
accompanists.

The Revitalization of Zapin Sebat by Majlis Seni Sarawak
(MSS)

This section details the revitalization &&pin Sebatoy MSS
in the early 199QsThis study acknowledges the role of MSS in the
state of Sarawak as a cultural agency that control the arts, culture,
and heritage of Sarawak. Revitalization is defined as a process that
happens when any dance traditions are orally transmitted through
teaching or rote learning. Revitalization of a dance tradition by a
person or a group of performers would also entail personal or
group biases, preferences, and tolerances towards certain styles or
forms (Mohd Anis Md Nor, 2001). While revitalizing any dance
forms, personal bises happen while considerifey preferences
in qualifying the dance movements taken from the beholder that
will undergo a few processes during the revitalization. The
preferences may come from the organization that initiates the
revitalization and it must follow their demands, for examgdie
fulfil their visions or missions in preserving traditional dances to
represent the community or its own organization. This can be
observed irZapinSebabs revitalization by N
tolerances in the styles or forrZapin Sebatmay be communal or
personal, but the traditions are flexible towards any adaptation and
change as time passes. Revitalizing a dance form also includes the
re-staging variant versions of the dance forms that were
appropriated for the staged performances in the last few decades.
When Zapin Sebatis performed by different generations, it
preserg a new cultural meaning while it retaitise past in the
present.

Upon the revitalization oZapin Sebat MSS restructurethe
dance into a new revitalized dance form for stage performance.
The revitalization serves aseandor fundamental development of
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the performing arts in Sarawak as well as in planninghfefuture

of the performing arts and teafeguardhe dance tration. The
revitalized version ofZapin Sebathas developed anbas been
performed actively within Sarawak during state occasions, tourism
platforms, and dance competitiorishas alsspread to Peninsula
Malaysia after it was firgperformed in 1998 ate FestivalZapin
Nusantaraorganized by the government of Johor Darul Takzim
through Yayasan Warisan Johor (YWJ).

Sharkawi Amitalso mentioned that MSS went to Kampung
Sebat Melayu in Sematan to do fieldwork and revitalizgin
Sebatin the early 19906Sharkawi Amit, personal communication,
25 May 2019).After the decline ofZapin Sebatin the village
Sharkawi had seen the potential in this dance tradition ta be
marker ofthe state identity. HenceyISS exercisedcontrol over
Zapin Sebat

i Ma s a ebya kagh&k orang belajar gerak Zapin Sebat
dengan Haji Baiee. Masa ya nya agik sihat alhamdulillah
dapat ngajar macam ney gerak Zapin tok. Masa ya Zapin tok
lom ada nama, hanya ditunggah Zapin ajak. Udah lekak
bengkel ya baruk MSS netap nama Zapin Sebatpna
nama kampung Haj i Bai ee, Kal
(Rahamah Akbar, personal communicati@d, May 2019).
[Trans. During the workshop, we learned the movements or
dance motifs ofZapin Sebatwith the beholder, Baiee
Drahman He was still able to teachis dance tradition to all

of us.Zapin Sebatloes not have any specific name as it was
given a name after the village of BaiBeahman Kampung
Sebat Melayu, by MSS.]

Based on the statement above by one of the dancers, MSS had a
fruitful workshop sessiowith the late Baiee Drahman. During that
time, he was able to teach and transmit the movements to the
dancers as well as the historyZdpin Sebat Sharkawi Amit also

said,

39



Mohd. Hafzal Aziz and Premalatha Thiagarajan

AKamek yang telah menyusun c
Zapin Sebat berdasarkan apgang telah dicerita dan
dipadah oleh Haji Baiee. Nya nyerita ngan kamek lekakya
kamek nyusun agik supaya cerita nya tek agik kacak susunan
nya dan sesuali d engahakawr u k t
Amit, personal communicatio@5 May2019). [Trans. | am

the one who rearranged the plot or narrativeZaipin Sebat

based on whawastold and narrated by the beholder, the late
BaieeDrahmarto suit the structure of 2apinperformance.]

Based on the above information, MSS gained trust from the
beholder to presee the Zapin Sebatdance tradition. MS&ttained
the powerand acces giving a name to thiZapin after its origin
sinceit was not known aZapin Sebatpreviously It was a name
invented by MSSMSS has also formed a structure Z@pin Sebat

A Z a [Belat dolok sekda gerak perempuan, jadi disebabkan
dim KPS ada penari perempuan serta bila mana
persembahan maok dudkiak gender ada atas pentas, jadi
gerak perempuan diolah semula ngekot gegakak dak laki
tetapi lebih sesuai dengan perempuan pun gayalo
(Mastuyah Bakery, personal communicati@f, May 2019).
[Trans. Originally, there were no specific dance motifs of
Zapin Sebafor women as they were not allowed to dance.
To fulfil the demand of KPS to include women Zapin
Sebat performance,dance movements for femaledancers
were createdollowing the dance movements of the male,
but in a way morgracefulstyle]

AKamek orang, i aitu KPS dol o
ditambah dengan penari perempuan. Muoala dolok
tarian tok sekda perempuan, ditakdal e h dak | aki

(Adzhar Julaihi, personal communicatip22 May 2019).

[Trans. We, represented KPS, perforni&apin Sebatwith

the addition of female dancers. Itiddnot include female
dancersf the olden days.]
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Other than that, the inclusion of fafe dancers is also one of the
changes that MSS has made in the revitalizatioZagfin Sebat
Traditionally, the performers afapin Sebatwere exclusively male
but contemporary Zapin practices or performances allow
participation of women.

A Zapi nokdaok @gunya makey dak gendang dengan
hadrah jak. Dalam masa sama, lagu Ros Kalas tengah nait
juak, jadi lagu tok digubah ngekot rentak Zapin pakey
ngiring per semb a MastuyahZ Bajdryn Se
personal communicatio20 May2019). [TransZapin ®ba

was performed with the music ensemble that only incude
gendangandhadrah At the same timeRos Kalaswas a hit

and MSS recomposed this song following the rhythms of
Zapinto accompany the performancez#pin Sebat

MSS also invented the movemsnrgecifically for females
based on the dance motifs of the msale fulfil the demands to
have both genders performi@gpin Sebaton stage. In addition to
this, MSS also created a special song to accompany the
performance ofZapin Sebatentitled Roskals, sung by Safar
Gafar, a singer, and a former dancer of KPS. By analyzing the
statements from the informants and practitionerZa&bin Sebat
from MSS, this study observed that the revitalized version is now
under the guardianship of MSS. MSS reconstadictand
restructured Zapin Sebat to meet the requirements ofstage
performanceThestate isthe new gatekeeper of this traditisimce
the community of Kampung Sebat Melayu has not predetapin
Sebatin the village.
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Figurel: A lectureanddemonstrabn of Zapin Sebatconductedy
MSSduringthe FestivalTari Borneoin UPM KampusBintulu in
October2018.

(SourceAuthor1)

Referring to Figure 1, MSS has conducted a lecture and
demonstration (ledem) onZapin Sebatduring the Festival Tari
Borneo (Brneo Dance Festival) in UPM Kampus Bintulu in
October 2018. Sharkawi Amwvho conducted the lecture with two
demonstrators, Jamilah and Mastuyah. said,

ASetiap persembahan Zapin Seb
susunan ragam dengan struktur persembahan yiatah
ditetapkan sepertimana yang kita akan pelajari dalam
bengkel kit a(Shatkaavr iAmit, i persanal
communication, 18 October 2018). [Trans.Zapin Sebat
performance must follow the correct sequence of dance
motifs and structure of the performancattyou will learn in
todaydés workshop. ]
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The situation above showthe power of MSS as the new
gatekeeper oZapin Seba. It wasobserved thaZapin Sebathas a

0 s y s dodifieddy MSSfollowing the specific sequence. Table 1

below showsthe sequence andade motifs of Zapin Sebatby

MSS based on the narratitieat depict a series of chronological

actions ofa honey traderthrough his journey that begat the

coastal areaf Sambas, West Kalimantan to Sematan, Sarawak.

The narrativecontinues witha serig d actions that happens the
schooner and ends with the arriaalthe destinatio(Mohd. Hafzal

Aziz, 2016). Each dance motif has its own meaning that is related

to the narrative oZapin Sebat

Dance Motifs (Ragam) of Zapin Sebat
1. | Sembalhomagedaltation)
2. | Sembah munduhomage while stepping backward)
3. | Singgah mansan@rop by while stepping forward)
4. | Singgah undufdrop by while stepping backward)
5. | Meniti (walking cautiously)
6. | Singgah pusingdrop by while turning)
7. | Silang masang (crossing legs while stepping forward)
8. | MenjengkeKlifting one foot off the floor, slightly higher than
the medial malleolus of the tibia)
9. | Lembadakbeach bugs)
10. | Bermain gigi air(playing at the seafront)
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11.

Titi papan(walking cautiouly on a wooden plank)

12.

Bermain gelomban(playing with the sea waves)

13.

Tumpah madgspill the honey)

14.

Mendayungdan silang berpakgrowing and crosfianding)

15.

Kaut/nait layarhulur labuhisebaya dansen@cooping/pulling
the mainsail/rele@sg the anchor)

16.

Waina tahtim(the coda or final section iapinperformance)

Tablel: Thesequencanddancemotifsin the narrativeof Zapin

Sebat
(SourceAuthor1l)

Zapin Sebat tok seberbenarnya mesti ngekot susunan nok
telah disusun oleh MSkerdasarka apa yang telah disusun
oleh Sharkawi ngekot cerita oleh nya daripada pengasas,
Haji Baiee. Mun mananana persembahan sik ngekot
susunan tok, sik boleh gik dah tarian ya diberik nama Zapin
Sebat. Kerna Zapin Sebat adalah tarian nya udah kgdak
mun diulah or sik ngekot susunan ya, dah sik sama gik dah
jalan ceritanya(JamilahRazali, personal communicatio?0
May 2019). [Trans. Any performances @apin Sebamust
follow its sequence that has been rearranged by Sharkawi
Amit based on what Isabeen arraged by the beholder,
Baiee Drahman. If the performance does not follow the
correctorderor changedthen the dance cannot be identified
asZapin Sebaas the narrative is not the same anymore.]

Based on the statement above, M&8ctureda ®qience of dnce
motifs for Zapin Sebatthat should beollowed by practitioners
who wisled to perform Zapin Sebat.This subverts the original
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aesthetics of the villag8apin Sebat Since it was conceived as
maino r  éppelraf yo r thia mw mavepy MSS deviatesrom
the original form The notion ofmain or playing theZapin as a
structured movement -pgsfemmarsc ea
recreational product rather than a process Nevertheless, the
revitalized version is a recreational product or
choreographeditructured form ofZapin As main or play, it is a
performance where everyone can participate. In this s&agpen
Melayuinvolves sharing space brought to life by the interaction of
community members who are both performers and spectators
(Mohd Anis Md Nor, 2001, p. 238)Departing from this format,
MSS revitalizedZapin Sebatto be performed on proscenium
stages and to fulfil theequirements of publiperformance and
competitiors. It alsofulfil sthe demands of the state government.
Today, Zapn Sebat has become a popular fetiance
tradition in Malaysia, representing the community MElayu
Sarawak. The dance tradition hasftedfrom the Kampung Sebat
Melayu in Sematan, Sarawak into mainstream Malaysian folk
culture. The contemporary perfmances ofZapin Sebat,owed
much to the social and cultural events before and after its gradual
decline in the villageZapin Sebathas emerge@dsa dance to be
viewedperformed rather than participated. Changes and
adaptations in dance style and thduafce of tle other forms of
Zapin have altered the dance tradition into a new dance form
associated with urban popular culture.

APersembahan Zapin Sebat kine
kebanyakan ngambik ragam Zapin Sebat MSS, tapi susunan
dengan gaya ya masih sikngekot susunan dan gaya Zapin
Sebat. Tarian nya dah sik tentu arah ngekot ceritanya nok
betol. Contoh nya tek, gerak kita mendayung dipolah awal2,
nak kah sik ngenak ngan ceritanya, mendayung dipolah
sel epas nya n @Mastuyah Blay, pessand ony e
communication20 May 2019). [Trans. The performance of
Zapin Sebats more of a choreographed performance. They
performed the same movements
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structure and style are not the same and the sequence is a
mess comparkto the narative. For example, rowing dance
motifs are danced at the beginning which is not the same
with the narrative, and it does not make sense as the rowing
motifs are danced right after getting into the schooner.]

The revitalized version oZapin Selat, to acertain extent, is a
choreographed folk dance. It requires a certaimnberof pre
arranged sets of dance motifs and movement phrases, which are
performed repeatedly in a sequenceaaycle, or a symmetrical
interchange. The dance motdanbethe samdut may change the
cultural context behind the creation 2dpin Sebatand thishas to

do with the issue of structure in a dance form. Kaeppler (1998)
defineda structure is shaped by its form and style, is a slippery
term. As such Zapin Sebad sdance mats are deconstructed
through the identification dfinemeswhich are theminimal units

of movementghat recognized as basic units of the dance by the
beholders of traditionFor example, the minor motives #apin
Sebasuch asnansangforward), undur(backward)pusing(turn),
andsilang mansangmoving forward with a crossing of the legs),
are the recognizekinemey in Zapin Sebat

Figure2: Musiciansareseatedt the backof thedancespaceA
performancdy MSSin 1998during FestivalTari Kebangsaan
(FTK)
(SourceAuthor1l)
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Figure3: Musiciansareseatedt the backof the dancespaceA
performancéy MSSin RumahSarawakn 2015
(SourceAuthor1)

AKPS dol ok betandak di pering
pemuzik juak atas pentas, sak persembahan lebih menarik
dan juak maok mengangkat tarian tok ke atas pentas
sepertimana sebuahpersembahanZapin dipersembahkan.

Ada orang bel agu (Shdrilah BuradMag b e
Hamid, personal communicatior22 May 2019) [Trans.

KPS performed at the national level together vatmusic
ensemble.The performance was performeddihow it is

being performed in the village. Thesieemusiciars, thereare
dancergbetandaly

The revitalized version ofZapin Sebatis performed for the
audienceand is presentational. It is devoid of spontaneity, not
participatory.Figure 2 shows theevitalizedversion ofZapin Sebat
for a national competitiomepresented by Sarawak 1998 and
Figure 3showsthe performance atapin Sebatin Rumah Sarawak
Both were performed by MSS dancers.

The constant demand for something new or exciting in the
performance®f Zapin Sebathasled tosome distinctive changes in
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