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ABSTRACT 

In general terms, the aim of the thesis is to examine the extent to which theatre (studies) 
features as a progressive discipline within the context of the Malaysian education 
system, in particular at university level. The impulse for such a study is given on the 
one hand by a perceived lack of developmental provision but, on the other, by a sense 
of potential within certain existing initiatives and structures such as the so-called 
MAKUM Theatre Festival (MAKUM stands for Majlis Kebudayaan Universiti-
Universiti Malaysia and is the cultural council of public universities in Malaysia). This 
is an inter-university level theatre competition in which public university students in 
Malaysia participate. The event is organised by the MAKUM Secretariat or university 
cultural officers with support from several bodies such as the National Culture and Arts 
Agency. Supposedly a yearly event, the past years have however seen several 
controversial shifts in the nature and handling of the programme. This study, at its core, 
examines the MAKUM Theatre Festival 2014-2015, a lengthier and more large-scale 
project compared to those of previous cycles. It identifies issues attached to the event, 
both external and internal, among which are policy-based, economic, cultural and racial 
sensitivities. An enquiry into the foundations of MAKUM and its Theatre Festival 
reveals several inconsistencies that seemingly contradict the goals and objectives of the 
programme. The matter is made more complex by virtue of the dynamic relationship of 
the programme with surrounding cultural, racial, religious, and societal influences. As 
a means of gauging the potential and efficacy of the MAKUM Theatre Festival at public 
universities in Malaysia, the study draws comparatively on practices implemented by 
the extra-curricular Creative Campus movement in the US and aspects of Beyond the 
Campus in the UK. As an extra-curricular phenomenon, the MAKUM Theatre Festival 
offers students the chance of informal creative multi- and interdisciplinary exchange, 
thus contributing to a richer learning experience in their time at university. In the end, 
the study gives insights into the inner workings of a theatre project at university level 
and expects to contribute towards policy and practical changes to ensure its effective 
continuation, while also making proposals for the future of theatre education in 
Malaysia as a whole.  
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INTRODUCTION 

This thesis is geared towards an examination of theatre in Malaysia’s higher education 

system. Largely missing at the pre-tertiary level, and limited within tertiary education 

as an academic discipline, theatre as part of the offered co-curricular activity has the 

potential to serve as a positive impetus towards a more serious engagement with the 

arts in general. The Cultural Council of Universities Malaysia (MAKUM) is an 

organisation which oversees the MAKUM Theatre Festival, an inter-university theatre 

competition epitomising the potential in question. Membership of the Council is filled 

by university cultural officers in Malaysia’s public universities who act as secretariat. 

They are largely responsible for students’ cultural and arts-based projects and activities 

at the university. The large-scale Theatre Festival has been threatened by the lack of 

effective management and pedagogical outcomes which compromise its sustainability 

and its valuable contribution to academia. The matter is further investigated on the basis 

of the dynamic relationship between theatre and notable cultural, racial, religious, and 

societal influences in Malaysia.  

The thesis is divided into three main chapters which are preceded by an 

introductory chapter. Chapter One provides an overview of theatre and education in 

general and in Malaysia in particular through a historical account of the past and 

present. This chapter contributes towards a deeper understanding and knowledge of 

Malaysia as the context of the research through an elaboration of its demographic 

elements and prominent features, specifically education, involving the people and the 

country. Several policies and historic occurrences concerning the arts can be observed, 

justifying the argument of the thesis that there is a problem with the current practice 

and implementation of theatre in pre-tertiary and tertiary education in Malaysia. The 
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thesis then moves on to Chapter Two which addresses the main body of the study’s 

field data in an examination of theatre at the tertiary level. MAKUM and the MAKUM 

Theatre Festival are therefore major sources of concentration, with the research 

focusing on the 2014-2015 cycle of the competition. Further elaboration on the data 

collection procedure is given along with the major findings. These are categorised into 

several emerging themes which are perceptual and behavioural in nature. An account 

of the effectiveness and arising issues in relation to the Festival is presented in the 

chapter, which in the end identifies notable drawbacks of the MAKUM programme. 

Chapter Three, meanwhile, is a further examination of other arts-based (i.e. theatre) 

programmes located in and outside Malaysia, serving as selected models for 

comparison and potential learning. This study deems it necessary to look at the 

available examples in which theatre is applied and practiced in other contexts for its 

development and continued existence. Of further importance is the inclusion of both 

qualitative and quantitative data to examine the elements of creativity, 

multidisciplinary, and interdisciplinary within public universities and the MAKUM 

Theatre Festival.  

The introduction itself is divided into Part A: Malaysia as the Research Context 

and Part B: The Research and Its Methodology. Part A, as the title suggests, covers 

several aspects of Malaysia as the setting of the research. Included are the geographical 

landscape and demographic features of Malaysia and its population. Here, a historical 

account of Malaysia’s past and current status as a developing country is given. The 

introduction will further include a review of Malaysia’s Constitution. Among others, 

the matters of race and ethnicity as well as religiosity and belief will be of significance. 

A point of consideration is the matter of Malaysia’s so-called social contract, a politics-

based theory concerning race in the country. Another main highlight of this section is 
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the element of culture and the arts, and, in particular, the Malaysian-vs.-Malay 

performing arts as well as the National Culture Policy (NCP). Of further interest is the 

National Education System (NES) of Malaysia and the general philosophy and policies 

on education in the country, as well as the National Creative Industry Policy (NCIP).  

 Part B, on the other hand, elaborates on the research method applied in 

achieving the aims of the study. Apart from the objectives, the significance of empirical 

work in this area is also presented along with the research design and details of the 

study’s sample population. This part of the introduction will also offer information on 

the technique for data collection and the procedure for data analysis. The delimitations 

of the study and its ethics are also considered. This section ends with a provision of the 

thesis’s organisation. This introductory section hopes to provide a better view and 

understanding of the context of the study in relation to the subject matter being 

investigated, which is theatre in higher public education in Malaysia, as well as the 

methodology involved in achieving this aim. Apart from that, a glossary of 

abbreviations is also available to ease the readers’ understanding of the (admittedly) 

many acronyms used in the thesis.     
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PART A 

MALAYSIA AS THE RESEARCH CONTEXT 

Geography, Demography, Policies and Legislation 

Malaysia is geographically located in Southeast Asia consisting of two regions which 

are separated by the South China Sea. Peninsular or West Malaysia has a land border 

with Thailand and is linked to Singapore by a narrow causeway and bridge, whereas 

East Malaysia or Malaysian Borneo borders Brunei and Indonesia. As a federal 

constitutional monarchy, the country is comprised of 13 states and three federal 

territories (i.e. Kuala Lumpur, Labuan, and Putrajaya).1 Malaysia originates from the 

Malay kingdoms which became subject to several foreign occupations.2 It was known 

as Malayan Union in 1946 following unification, and as the Federation of Malaya when 

it was restructured in 1948. Tunku Abdul Rahman, the first Chief Minister then, signed 

the Independence agreement with the Secretary of State for the Colonies, Alan Lennox-

Boyd, on 8th February 1956. Achieving independence on 31st August 1957 from the 

British Empire, Malaya united with Singapore, Sarawak, and North Borneo to become 

Malaysia on 16th September 1963. However, Singapore exited the federation in 1965 

(Shanahan, 2016). 

Historically, the location of Malacca as a strategic trade and business centre 

known as the Silk Road saw the entry of people from China, India, Java, Persia and 

others, with some settling into the country and calling it home. The present Malaysia 

                                                           
1 11 states and two federal territories are located on the Malay Peninsula, two states are on the island of 
Borneo, and the remaining one federal territory consists of offshore islands of Borneo. Out of the 13 
states, nine are hereditary monarchies (i.e. Johor, Kedah, Pahang, Perak, Kelantan, Negeri Sembilan, 
Perlis, Selangor, and Terengganu,). States without it include Malacca, Penang, Sabah, and Sarawak. 
2 Colonial/foreign influences include the Portuguese (1511), Dutch (1641), British (1824), Japanese 
(1941, or World War II), British re-entry in 1945 until 1957 (Chin & Hack, 2004; Lim & Chua, 2018). 
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has a newly industrialised market economy which is expanding to the sectors of science, 

tourism, and commerce, among others, from its traditional dependence on natural 

resources. The Malaysian economy is ranked third largest in Southeast Asia (Deloitte, 

2013; International Monetary Fund, 2019). 

In Malaysia, ethnicity and religious belief are highly correlated. The early 

regional history was dominated by Buddhism from China and Hinduism from India. 

Even though Muslims had passed through the Malay Peninsula as early as the 10th 

century, Islam was only established and adopted in the 14th century by the Malay 

sultanates who were influenced by Arab-Muslim missionaries (Chin & Hack, 2004). 

Whereas Islam is acknowledged as the established religion, the country’s constitution 

also recognises other religions and beliefs and grants the freedom of religion to non-

Muslims.3 The last index recorded reveals Muslims at 61.3 per cent, while 19.8 per cent 

of the population are Buddhists, 9.2 per cent Christians, 6.3 per cent Hindus, and 3.4 

per cent traditional Chinese religions (Department of Statistics Malaysia, 2011). 

The citizens of Malaysia are typically divided along local ethnic lines, 

meanwhile, with 69.1 per cent considered bumiputera (Department of Statistics 

Malaysia, 2018).4 About half of the population in Malaysia is ethnically Malay, with 

large groups of Malaysian Chinese and Malaysian Indians, and minorities of other 

races, ethnicities, and indigenous peoples. Malays are also the largest group of 

bumiputera who are further defined as Muslims who practice Malay customs and 

culture. According to the Department of Statistics Malaysia (2019), 69.3 per cent of the 

                                                           
3 Sunni Islam of Shafi’i school of thought is the dominant branch of Islam in Malaysia. Other religions 
and beliefs include Buddhism, Christianity, Hinduism, Confucianism, Taoism, and other traditional 
Chinese religions. Some either practiced other religions, declared no religion, or did not provide any 
information (Department of Statistics Malaysia, 2010).  
4 In Malaysia, the term bumiputera or bumiputra is used to describe the Malays and other indigenous 
peoples in the country. It was coined by Abdul Razak Hussein, the second Prime Minister of Malaysia, 
to recognise the special position of the Malays provided in the Constitution of Malaysia, Article 153.  
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population are Malays or bumiputera, 22.8 per cent are Chinese, 6.9 per cent Indians, 

while another one per cent of the people are of other races. 

Malaysia’s multi-ethnic and multicultural population markedly influences its 

political landscape. A coalition of racially-based political parties have ruled the country 

ever since its independence (Ambikaipaker, 2013). The governing system closely 

resembles the Westminster parliamentary system in the United Kingdom (UK), a 

consequence of British colonial rule. The present Government is constituted of a federal 

parliamentary elective constitutional monarchy headed by the Yang di-Pertuan Agong 

with the Prime Minister exercising executive power. The legal system is divided into 

common law and shariah-based law.5 Although both common law and shariah-based 

law are applicable, Muslims are obliged to follow the shariah court’s decisions over 

common law (Peletz, 2002). This has caused complexities in cases involving religious 

conversion, apostasy, interreligious marriage, and the status of children born out-of-

wedlock. The implementation of hudud which is the Islamic penal code, has received 

opposition from both Muslims and non-Muslims and has yet to take effect (Ting, 2016).  

The country’s official language is Bahasa Melayu, a standard form of the Malay 

language, and English serves as the official second language (Malaysian Attorney 

General Chambers, 2006).6 Malaysian English, also known as Malaysian Standard 

English, is obviously a form of English derived from British English. A colloquial form 

of English is Manglish, which is highly influenced by Malay, Chinese, and Tamil. 

Various other languages are used in the country, containing speakers of 137 living 

languages (Eberhard, Simons & Fennig, 2019). Acceptance of the Bahasa Melayu by 

                                                           
5 Shariah refers to Islamic religious law and exclusively deals with Islamic laws which have jurisdiction 
upon every Muslim in Malaysia. Among others, the jurisdiction is limited to marriage, inheritance, 
divorce, apostacy, religious conversion, and custody.  
6 Bahasa Melayu is also termed Bahasa Malaysia to de-racialise the language (Hamid & Jaharuddin, 
2018).  
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non-Malays has been and continues to be a recurring issue in Malaysia. The promotion 

of Bahasa as the national language has been challenging even with the many efforts to 

popularise the language among the non-Malays (Mamat & Wahid, 2008). 

A main agenda in the arena of politics in Malaysia post-1970s is the concern 

over ethnic relations. In 1991, the then Prime Minister Mahathir Mohamad introduced 

the Vision 2020 project which enshrined the construction of Bangsa Malaysia or ‘a 

united Malaysian nation’ (Ishak, 1991; Saad, 2012; Mandal, 2008; Suid & Mustapha, 

2014). However, this delicate task has proved to be a daunting challenge. According to 

Ishak (1999), the interplay between nationalism and ethnicity serves as a major obstacle 

in realising the country’s aspiration for nation-building. Saad (2012) voiced similar 

sentiments in which the complexity in the Malaysian case stems from its ethnic 

population when then Prime Minister Najib Razak introduced the One Malaysia or 

1Malaysia slogan which sought to improve the relationship among Malaysians and to 

form a Malaysian identity based on the country’s multicultural features. 

Conducting research into the perception of ethnic relations and understanding 

of other cultures following the 1Malaysia campaign, Suid and Mustapha (2014) found 

that their group of respondents who were 1,700 secondary school students felt that 

ethnic relations in Malaysia was highly significant, but perceived the current 

relationship as moderate and that they were neutral in terms of their satisfaction towards 

the relationship. The respondents evidently understood and empathised with Malay 

culture first and foremost, followed by the Chinese and Indian cultures. In addition, 

there was a significant relationship between students’ ethnicity and their level of trust 

of other ethnic groups. Whereas the majority Malay respondents believed that ethnic 

relations in Malaysia will improve in the next ten years, the Chinese felt otherwise while 

Indians felt it will remain the same.   
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 A prominent historical account highlighting the issue of racial disintegration is 

the 13th May 1969 Sino-Malay sectarian violence or racial riot (Ishak, 1999; 

Khairuddin, 2017).7 In Malaysia’s contemporary ethno-racial politics, the discourse on 

colonial legacies and modern forms of racial ideology take precedence. One of these is 

the supposed racial supremacy of Ketuanan Melayu (Malay supremacy), an echo of the 

colonial theory of master or ruling races which characterises Malay dominance 

(Ambikaipaker, 2013).  

A prevailing point in this debate is the infamous social contract. The social 

contract is basically an agreement between the founding fathers of contemporary 

Malaysia as to the status of the Malays and other races in the country. According to this 

contract, the Malays are regarded as the dominant race and should occupy the highest 

official positions. Faruqi (2008) terms this as a political bargain between the state and 

the people, witnessing the compromises made between the Malays, Chinese and 

Indians. The Malay culture is elevated as the culture of the nation and Bahasa Melayu 

as the national language (Mohamad, 2008). The social contract has resulted in 

confusions and abuse towards the original conception of the contract (Zainal & Chung, 

2019). In the construction of a unified national identity and social relationship between 

the country’s multi-racial peoples, the notion of Malaysian versus Malay identity is 

prominent. 

  It was within this context that several leaders of civil societies proposed the 

Rukunegara as a preamble to the Federal Constitution which has been met with both 

support and opposition.8 The Rukunegara or Rukun Negara is the Malaysian 

                                                           
7 The 13th May incident was an aftermath of the 1969 Malaysian general election which took place in 
Kuala Lumpur and led to the declaration of a state of national emergency and suspension of Parliament. 
Chinese-led opposition parties (i.e. Democratic Action Party and Parti Gerakan) made gains at the 
expense of the Alliance Party, the Malay-led ruling coalition which lost its seats in the GE. The number 
of deaths reached 196 based on official reports, but other sources claimed this to be higher (Time, 1969).  
8 See Appendix A: Rukun Negara / Rukunegara (National Pillars). 
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declaration of national philosophy instituted by royal proclamation on 

Merdeka/National Day, 1970, in reaction to the 1969 racial riot which showed the 

fragile state of racial/ethnic relationship in Malaysia. Interestingly, both supporters and 

opposers base their arguments on the first principle (i.e. belief in God). Whereas the 

conservative Islamic group rejected the notion due to the general mention and inclusion 

of all faiths aside from Islam, the other group opposed it due to their anxiety over the 

exclusion of atheists (Khairuddin, 2017).  

 With a multitude of variables to consider, the country’s ruling party has 

throughout the years propagated unity and tolerance among its various peoples. On one 

hand, racial and ethnic identity is still a defining factor, and on the other, there have 

been attempts to unify the people of Malaysia according to, supposedly, shared 

similarities and values. The latter has seen cultural and religious identification 

undermined. Nevertheless, emphasis on the former appears to be stronger as discourse 

on race takes much of the focus of the people’s everyday narrative. This has resulted in 

the suppression of any discourse or actions which may cause tension and strife. 

Nonetheless, this has not stopped racial debates from taking place. As a result, this 

blending has been rather contentious as despite the ever-popularised call for national 

oneness and unity, segregation is still a reality due to the direct opposition from certain 

parties and the ineffective method for absolute racial integration, be it in the school 

system or other aspects of daily life in the country. Thus, acceptance of diversity as part 

of a common, unifying purpose may appear only relevant at the surface level while 

stagnating at the inner core of the people due to the lack of understanding and respect 

towards each other’s cultures and norms. The issue of racial sensitivity and intolerance 

is difficult to discuss without offending some quarter of the people whether intended or 

otherwise, a matter which may have been produced by the lack of cultural appreciation 
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among the masses in Malaysia who have long neglected to learn and understand about 

the many other cultures that exist in the country. As such, as a people Malaysians are 

unable to appreciate and respect each other’s beliefs and customs. Learning about the 

many cultures in Malaysia has never been part of a formal syllabus in schools and 

knowledge about the races is simply gained by means of informal searches for 

information or non-deliberate interactions and exposure, or a specialised area of study 

for those who seek it. 

Religion continues to be one of the more sensitive issues in Malaysia in which 

narratives concerning religion are often monitored and subject to surveillance. Muslims 

in the country, who are the dominant Malays, are expected to strictly observe the 

Islamic principles and teachings in which conversion to another religion is prohibited 

and punishable by Islamic law in the country. The case of Lina Joy in 1998 illustrates 

this point (Dawson & Thiru, 2007; The Malaysian Bar, 2005). Azlina Jailani, later Lina 

Joy following her conversion to Christianity, created much debate on apostacy due to 

her court challenge on religious conversion. Lina self-declared herself a Christian when 

all formal procedures to convert were met with failure even though there were those 

supportive of her intention. This became a landmark case in which the media and 

Malaysian public began to follow and scrutinise cases involving apostacy in Islam since 

it was highly controversial and sensational. Notably, the same is not observed for the 

other beliefs or religions, as non-Muslims can easily convert to Islam. Therefore, there 

is a dominant ethno-religious constituency which succeeds in marginalising smaller 

minorities via state mechanisms of governance and law, which are basically made in its 

image. To relate this briefly to the performing arts in Malaysia, traditional Malay arts 

especially are frequently subjected to religious opposition and hostility in that they have 

been the butt of ridicule and have even at times been banned altogether. 
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Culture and Arts 

According to the National Advisory Committee on Creative and Cultural Education or 

NACCCE (1999), culture generally refers to the way of life of a community, therefore 

dividing people into various cultural groups based on nationality, ethnicity, religion, 

ideology, and profession. It is “the shared values and patterns of behaviour that 

characterise different social groups and communities” (NACCCE, 1999: 47). A group’s 

culture involves a sense of shared identity and the concept of values is at the core of 

culture. Nevertheless, people may express and maintain their cultural identity 

differently. 

The link between race, culture, and the arts is a feature in Malaysia in which 

each race has its own form of the arts and cultural norms. What is known as Malaysian 

arts and culture has been the outcome of many outside influences and origins. The 

discourses of race, culture and the arts have been a prevailing feature in Malaysian 

politics as it is through the arts that issues can be addressed and sensitive sentiments 

can be expressed (Mandal, 2008). According to Sidford (2011), individuals are able to 

shape their identity and explain their experiences through arts and culture, which can 

either lead to justice and equality or regression and repression.    

The original culture of Malaysia’s multi-ethnic, multi-cultural and multi-

religious society stemmed from indigenous tribes that inhabited it along with the 

Malays who later moved there. At a societal level, the local people were exposed to the 

many languages and customs of outside merchants and traders passing through the Silk 

Road. When foreign trade began, there was substantial influence from Chinese and 

Indian cultures. Other cultural influences include the Persian, Arabic, and British 

cultures. According to Raghavan (1977), there has been minimal cultural assimilation 

of ethnic minorities due to the structure of the Government and the social contract 
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theory. The social contract in Malaysia refers to the understanding made by Malaya’s 

founding fathers in the Constitution nearing its independence. Another description of 

the social contract declares it as an agreement that “Malay entitlement to political and 

administrative authority should be accepted unchallenged…” (Abdullah & Pendersen, 

2003: 59). As far as the Malays are concerned, several aspects of Malay cultural 

patterns have changed due to the meeting of Malay and other cultures (Yusof, 1986). 

 The post-independence era saw the emergence of discourses of national unity 

which brought about the subsequent concern over a national identity due to fear of racial 

disintegration. In 1971, the National Culture Policy (NCP) was formulated by the 

Government, defining Malaysian culture.9 In the NCP, culture plays a role in the 

conception of the Malaysian identity and the Malaysian race. Noting its multiracial 

society, the cultural planning focuses on positive and virtuous values. The culture we 

have now is a result of various internal and external influences which have been 

introduced, accepted, and assimilated into the society. According to the policy, several 

indigenous cultures of this region serve as the basis of Malaysia’s national culture. They 

include Malaysia, Indonesia, Philippines, Singapore, Brunei, Thailand, Cambodia, 

South Pacific islands, and Malagasy. The use of Malay language is emphasised. 

Furthermore, suitable elements from other cultures such as Chinese, Indians, Arabs and 

Western may be accepted as part of the national culture but must adhere to the 

Constitution, National Pillars, national interest, and moral values. Moreover, the 

position of Islam plays an important role in the formation of the national culture. The 

aims of the NCP are to strengthen national unity though culture, foster and preserve 

national identity through a national culture, and enrich the quality of life through several 

strategies. Among those strategies is the enhancement of artistic quality and standard. 

                                                           
9 See Appendix Bi: National Culture Policy.  
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The policy also wishes to differentiate between the national and ethnic culture in which 

the former surpasses racial and religious boundaries towards the establishment of a 

Malaysian race that is united and dignified (National Department of Arts, Culture and 

Heritage, 2019). 

The policy promotes the Malay language above others. Furthermore, the 

Malaysian culture must be based on the culture of the indigenous peoples of Malaysia, 

may incorporate suitable elements from other cultures, and Islam must play a part in it 

(Lim & Chua, 2018; Mamat & Wahid, 2008; Mandal, 2008; Van der Heide, 2002). This 

Government intervention into culture has caused resentment among non-Malays who 

feel their cultural freedom has been lessened. Chinese and Indian associations have 

accused the Government of formulating an undemocratic cultural policy through the 

memorandums they have submitted, claiming that the policy equated the national 

culture with Malay culture, hence a counter-productive effort towards national unity 

and even a divergence to the Rukunegara which was more liberal and inclusive in its 

consideration of other cultures (Mamat & Wahid, 2008; Mandal, 2008; Mohamed, 

2010).  

Mandal (2008) claims that the NCP is little known and remembered for those 

not in the business of cultural production today. Interestingly, legislations in education 

and language would typically relate to cultural discussions in Malaysia, but the NCP 

remains separated from that. The NCP has been relatively absent and neglected as it 

does not carry the weight of law by virtue of not being enacted as such. It merely enjoys 

‘some influence’ as a result of a certain Malay cultural leadership. Additionally, the 

policy was overshadowed by strong social protest lasting beyond the 1980s (Mamat & 

Wahid, 2008; Mandal, 2008). Increased attention towards globalising policies and the 

New Economic Policy further undermined the NCP. Although the 1970s and 1980s saw 
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the NCP as a site for debates contesting vital concerns such as the country’s identity 

and culture, and the Government’s initiative to foster national unity, the NCP no longer 

serves to influence its aim. While the framework exists, it does not influence the 

economic and social reorientation of Malaysians (Mandal, 2008).  

Whereas the Rukunegara was the product of a consultation between the 

Department of National Unity and various Malaysians serving as advisors, and was 

widely disseminated via the school system, by contrast the NCP is the result of the 1971 

National Culture Congress. Held at the University of Malaya for over five days and 

attended by mostly Malay academics, professionals, arts practitioners, and others, this 

was the first cultural congress organised by the Government. An outcome of the 

congress was the submission of 52 working papers on the culture and arts. What came 

to be known as the NCP today was a synthesis produced by Mohd. Affandi Hassan 

from the Research Division, Ministry of Culture, Youth and Sports. His version of the 

NCP was published as a Foreword in the Proceeding of The Foundation of National 

Culture which was published in 1973 (Mandal, 2008).10  

Culture in Malaysia has evolved not simply due to trade, technological 

advancement and industrialisation, interrelated shifts in economics and societal 

wellbeing, for instance, and the introduction to a modern Malaysia, but also due to the 

race-culture-religious discourse. The 1950s’ resurgence of cultural leaders and 

leadership was detrimental in the push for a national identity based on Malay culture 

and language. Even with the recognition of the Malay language, the English language 

nevertheless was also regarded significant. Malay cultural leadership was, however, 

removed from the picture by the 1990s due to globalisation. The new concern was to 

                                                           
10 Proceeding of the 52 papers volumes at around 500 pages and covers various aspects of the arts such 
as craftwork, architecture, music, and literature (Mandal, 2008). 
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produce professionals and entrepreneurs to advance the country in the area of 

industrialisation rather than centring on Malay culture (Mandal, 2008).  

A review of the NCP was made in 1981 by then Prime Minister Dr Mahathir 

Mohamad. The Malay World Meeting held in Malacca the following year focused on a 

reassessment of the policy. The congregation called for a broader outlook on the matter 

of a national culture and identity and continued to blame colonial influence and impact 

as a main hindrance towards the Malaysian national culture and identity. Cultural 

recovery in 2003 came with Abdullah Badawi’s appointment as prime minister and the 

proposal for new initiatives which included Islam Hadhari (Civilisational Islam) and 

the National Integrity Plan, of which outcomes remain inconclusive (Mandal, 2008). 

Nevertheless, the NCP’s promotion of Malay culture has been a major influence 

in Malay-based cultural and arts activities, especially those that are Government-

funded. This has caused Malay theatre, for example, to enjoy greater popularity 

(Mandal, 2008). Since the centrality of the Malay culture has been rejected in the 

creation of national unity, the Malay culture has been reconceptualised to simply 

occupy a larger chunk of the national culture justified by the fact that Malays are the 

majority population (Yatim, as cited in Azizan, 2016). Historically, central areas of 

traditional Malaysian art include carving, weaving, and silversmithing (Williams & 

Dunford, 2006). The performing arts exist between each ethnic group with little overlap 

between them. Traditional Malay music and performing arts appear to have originated 

in the Kelantan-Pattani region with influences from India, China, Thailand, and 

Indonesia (Mamat & Wahid, 2008; Miller & Williams, 2008). 

 Malaysia has a strong oral tradition that existed before the arrival of writing. 

Literary tradition was influenced by pre-existing oral stories and by the stories that 

came with Islam. Chinese and Indian literature became common as the numbers of 
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speakers increased in Malaysia, and locally-produced works based in languages from 

those areas began to be produced in the 19th century (Osman, 2005). English also 

became a common literary language (World and Its Peoples, 2008). In 1971, the 

Government took the step of defining the literature of different languages. Literature 

written in Malay was called the national literature of Malaysia, while literature in other 

bumiputera languages was called regional literature, and literature in other languages 

was called sectional literature (Van der Heide, 2002). According to Tan Sri Dr Rais 

Yatim, special Government advisor on socio-cultural matters, at the heart of the 

Malaysian culture is budi or virtue (as cited in Azizan, 2016). Regarded a universal 

value, the term also connotes dignity and modesty for the Malays. It further is the 

abashment of undesirable characteristics such as thievery and dishonesty. The literary 

principles of the Malay traditional poetry, for instance, embody the civilising pillars of 

advice-giving, politeness, unity, cultures, and knowledge (Jabar, 2015).11  

 

Malaysia’s Creative Industry 

The National Advisory Committee on Creative and Cultural Education or NACCCE 

(1999) asserts that culture, like creativity, associates strongly with the arts. The 

professional arts and associated fields (music, drama, art, dance, literature, etc.) are part 

of the creative industries. Measures in five areas, namely, rationale, structure, hierarchy, 

development, and prescription, must be taken to allow the conditions necessary to 

develop young people’s creative abilities. As science, technology and the arts share a 

dynamic and powerful relationship, there needs to be balance and proper connections 

                                                           
11 The scope of culture and arts education will be further discussed in Chapter One, concentrating on the 
significance of the art as a symbol of identity and economic tool, aside from its claimed benefits as well 
as challenges of implementation in and outside the realm of education. The policy on art and literature 
(drama) education in Malaysia is also featured in this chapter.  
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within each curriculum. Malaysia’s creative industry trade ranked eighth in a more 

recent assessment, consisting of $102.78 million imports and $2,666 million exports 

with a trade balance of $2,763 million (AuYong, 2019). The National Creative Industry 

Policy (NCIP) was formulated and launched in 2009 by former Minister Rais Yatim 

(Barker & Lee, 2017). Its purpose to help those working in the creative industry in terms 

of job security and higher relegation of the arts (Saidon, 2013). Among the objectives 

is to support talent and develop creativity and skills within the industry. Again, the 

locus of the cultural symbolism is a national identity.12 The NCIP classifies the creative 

industries into three, which are multimedia creative industries, cultural heritage creative 

industries, and cultural arts creative industries in which the performing arts are 

categorised (Barker & Lee, 2017; Saidon, 2014).  

Nevertheless, Rosli (2018) contends that the NCIP has failed to really help 

Malaysia’s creative industries due to corporate governance issue. Other issues in the 

creative arts industry involve relevance, effective management, needs analysis of the 

audience, cooperation effort, and art education curriculum that is parallel with the 

change (Zulkifli, 2019). Moreover, Malaysians are only beginning to know this concept 

as the term creative industries is relatively new. The protection of intellectual rights is 

a fundamental element in the growth of the creative industry (Saidon, 2014). The 

university as part of the creative economy is responsible to innovate, and this can be 

achieved through research (Florida et al., 2006). 

In this day and age, critics argue that education is business and syllabuses are 

marked by their marketability. The marketability of theatre as an academic subject has 

yet to be proven and clearly seen with far fewer academic references and resources in 

the field. This is precisely the problem, in which the arts are seen merely as a career 

                                                           
12 See Appendix Bii: National Creative Industry Policy.  
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and not an education in its own right, hence less popular due to limited career 

opportunities. Curtiss (2013) similarly opines the non-security offered by theatre as 

business. The issue of unemployment among university arts and theatre graduates is a 

matter of continued concern. As work opportunity in the field is limited, these graduates 

often resort to finding and securing work in other fields such as business and education. 

As a result, the arts are left behind and no longer practiced. Hence, better integration 

between the arts and other disciplines is necessary. With the emphasis on innovation, 

critical thinking, and creative problem solvers, educational philosophy with regard to 

theatre should also be reviewed. One of the issues may be preservation and progress. 

One of the efforts to reduce the unemployment rate is by including an entrepreneurship 

course into the arts programme. Encouraging graduates to become self-employed and 

self-reliant, the government offers many types of assistance, both financial and 

otherwise, to those who wish to begin a start-up.  

In his paper, Lim (2014) examines the Malaysian Qualifications Agency’s 

(MQA) accreditation of performing arts programmes in institutes of higher learning in 

Malaysia which was launched in late 2013. The MQA sets a standard for such 

programmes but arguably limits the freedom for institutions in programme designing. 

His findings reveal that there was a disconnection with Malaysia’s drama and theatre 

development. Lim argues that in order to be a relevant aspect of the creative industries, 

hence, the creative economy, and education in the performing arts should respond 

accordingly to industry practices and development. The accreditation also revealed that 

the aim for performing arts education was to encourage students to experience and 

develop curiosity, interest, and enjoyment in their own creativity and that of others, but 

this aim was totally disconnected from the concept of creative industries and viability, 
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and related performing arts to mere hobbies instead. This is a worrying finding for 

theatre if it is to move further in its significance in the community and academia.  

 Another of Lim’s findings concerns the ambiguities in the inclusion of 

employability. Although the aim for performing arts seems to gear it towards leisure 

and hobby, there is mention of ‘industry practices’, ‘career management’, and 

‘internships’ as required knowledge to be included in the drama, theatre and film 

curriculum in the ‘Body of Knowledge’ section within the accreditation. Key skills and 

attributes such as leadership, teamwork, interpersonal, social, management and 

entrepreneurial skills, are also listed in the prescribed learning outcomes stated. Lim 

argues that perhaps this suggests the flexibility of the accreditation to allow the 

institutes of higher learning concerned to decide how they want to incorporate 

employability in their curriculum design and this is not without further challenges.  

 A third finding in Lim’s study is the inconsistencies in quality assurance. The 

learning outcomes for drama, theatre and film in the accreditation fit the qualities of 

good learning outcomes. According to Lim, they are clear, concise and free of jargon. 

Furthermore, these outcomes are achievable and assessable within the learning 

duration. While this is highly commended, Lim has noticed some inconsistencies, 

which may cause misinterpretations or confusions that will undermine the intended 

students’ learning process and the need for consistency from a quality assurance 

perspective. The importance of generic skills and attributes to enhance employability 

are stressed, yet there is no mention of the importance of employability in the 

programme’s aims and intentions. Lim argues that a programme should have clear and 

concise aims and objectives, before the learning outcomes can be effectively crafted. In 

this case, there is no clear connection between the aims and the learning outcomes. 
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To conclude, Lim recommends that the MQA should consider retracting the 

accreditation for performing arts at this stage, as he argues that it is not the best and 

right time to launch the accreditation for performing arts. Moreover, Lim points out that 

it is difficult to have a one size fits all standard for different fields within the performing 

arts, especially when there is currently no strategic and intended development by the 

government or any other relevant agencies and stakeholders. Lim believes that at this 

stage, it is more appropriate to leave it to the institutions involved to carry out their own 

feasibility studies to decide if they want to launch programmes in the performing arts 

and to have the autonomy to also decide on the mechanisms and content that goes into 

the programmes. This may be the current scenario seen happening in the local scene, as 

a standard policy guideline seems non-existent as far as performing arts programmes 

go, and this is the case where theatre is concerned. Strategic planning to include theatre 

as part of the school curriculum, as noted earlier, has been introduced in the year 2017 

with the inclusion of theatre in school textbooks. However, although this may be the 

case for most schools in general, it is widely suspected that this inclusion is limited 

without proper theories and techniques addressed in the syllabus for some. In most 

cases, the theatre component is merely learnt in theory and missing the practical 

application or is skipped altogether.  

 

The National Education System 

Education in Malaysia has had a complex history mirroring the complexity and 

dynamics of the country’s makeup and population, which explains the ranges in 

national schools. In a country which is made up of various peoples, entities and features, 

the formation of Malaysia’s national educational system has long striven to give 

education a role as one of the uniting factors of the people and nation building, 
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especially post-1957 independence (Jamaluddin, 2011; Ong et al., 2013). It is seen as a 

tool to enhance the people’s ability to advance themselves economically and socially, 

which is highly significant for a developing country. Ideally, education is thought to 

cater for the needs of all the people. 

Formal education in Malaysia was at the time of colonial occupation an 

exclusive experience enjoyed only by a select few. During British colonial rule in the 

late 18th century, the system was marked by stratification according to race and social 

status (Rudner, 1977). Historical accounts provided a picture of a great relationship 

between the British and the Chinese who lived in small towns and cities, enjoying 

economic success and material advantage, whereas Malays and Indians were placed in 

villages and plantations to continue with their modest living. The next phase of post-

1957 colonisation following the country’s independence, saw the country aiming to 

achieve a higher level of literacy for its people by acknowledging the significance of 

knowledge to progress in life. Education was also essentially aimed at promoting unity 

among the different races in the country. 

The same discourse is repeated now albeit with a scepticism in which the degree 

of unification is rendered questionable in relation to the different types of school that 

constitute the present system, which is geared towards catering for the different races 

and their own demands. The decision to implement varieties of national school for the 

purposes of catering to the demands of a developing country as well as the wishes of 

the different groups of people has had a reverse effect to the goal of unification. Since 

the offspring of the different races attend separate schools, they do not develop enough 

knowledge and exposure towards each other. The Malays will remain in the same group 

whereas the non-Malays will continue to participate in their own groups, therefore 

limiting the probability of racial integration and unity (Jamaluddin, 2011). Tyson et al. 
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(2011) claim that this state of affairs in Malaysian education enhances the sensitive 

communal relations experienced in the country. The same sentiment is expressed by 

Hamid and Jaharuddin (2018) who argue that the educational policies have failed to 

bring about the necessary mindset for a re-conceptualisation of the nation and race in 

Malaysia. 

The then-appointed Deputy Prime Minister of Malaysia, Abdul Razak Hussein, 

presented the Razak Report 1956, which led to significant changes in the country’s 

educational aims and philosophy. This policy was articulated in the Education 

Ordinance 1957 in order to change the education system practiced during colonial rule. 

The policy was re-examined in 1960 in the Rahman Talib Report and added into the 

Education Act 1961. Following further review, the Education Act 1996 (Act 550) was 

enacted to reassess the knowledge and skills needed to face globalisation (Ministry of 

Education, 2017). The current national education system in Malaysia is governed by 

the Education Act 1996 which acknowledges the significance of knowledge, skills, and 

values to develop the nation based on the National Philosophy of Education.13 The 

National Education Policy (NEP) formulates education as an ongoing process to 

develop individual potential and balanced individuals in terms of intellect, spirit, 

emotion, physicality, trust and obedience to God. The effort aims to produce 

knowledgeable, responsible, and capable Malaysians who can achieve their own 

wellbeing and contribute to the harmony and prosperity of the people and nation. With 

the vision of quality education, educated people, and a prosperous country, the 

objectives of education according to the NEP include the production of a loyal and 

united Malaysian nation, and the individuals who are pious believers, virtuous, 

knowledgeable, and skilled, among others (Ministry of Education Malaysia, 2003, 

                                                           
13 See Appendix Ci: National Education Philosophy and Policy. 
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2017). In 1979, a Cabinet Committee reviewed the NEP in order to enhance its 

influence towards the objective of a united national society and the need for a skilled 

workforce (Ministry of Education Malaysia, 2017).  

Malaysia has witnessed several important milestones with regard to the 

country’s educational landscape due to the country’s progress from an agricultural 

nation into one which is focused more on technological development and 

advancements. As a consequence, aspirational policy changes have been introduced in 

each of the critical shifts. Among the strategies introduced are the use of the national 

or Malay language as the medium of instruction in schools, a standardised curriculum, 

centralised examinations, Malaysia-oriented ideals for all types of schools, and a more 

effective educational management. The education system is divided into two years of 

pre-school education, six years of primary education, five years of secondary education, 

post-secondary education, and tertiary education. Whereas only primary education was 

compulsory in the past, secondary education was made an obligatory requirement by 

2015.  

The country has decided upon several moves to ensure that education plays a 

vital role in the life of Malaysians, one of which is to make it compulsory for children 

to obtain education. Maintaining and sustaining high literacy among Malaysians is one 

of the country’s main concerns, especially in recognition of intellectualism as a 

commodity for progress and development. Basically, education is a means to fulfil the 

needs of the country and to promote cultural, social, economic, developments, and 

political agendas. Compulsory education is divided into pre-schooling, primary 

education, and secondary education, whereas tertiary education is optional, but school 

leavers are still expected to further their study at the tertiary level.   
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Throughout the years, significantly with the introduction of the Malaysian 

Education Blueprint (MEB) 2013-2025, the national education system has seen several 

shifts and changes which were made in accordance with the perceived needs of the 

country and its people. Whereas the purpose of education was more straightforward at 

the initial stages of the country’s progress and later its independence, there is now a 

more complex and dynamic goal of education which is meant to address the many 

issues and loopholes which had been earlier ignored in the structural makeup of 

education and its contents in Malaysia. 

At present, the Federal Government for each state and federal territory is 

responsible for the people’s education which is overseen by the Ministry of Education, 

which was established in 1956. The Government of Malaysia is responsible for setting 

up Sekolah Kebangsaan (SK) or national schools, with varieties in the form of SK(C), 

SK(T) and SK(A).14 Interestingly, whereas SK(C) and SK(T) are defined by their 

medium of instruction, whether the Chinese or Tamil languages, only SK(A) is a school 

defined by religion, which is Islam. Several Chinese groups have continued to push for 

a distinction between Chinese-medium schools and other secondary schools motivated 

by their fear of cultural erosion, resulting in the retention of SMJKs.15  

From its early formulation, there has been an undeniable emphasis on language 

and other core subjects such as arithmetic to develop the people’s knowledge and skills. 

The prominence of these core syllabuses is still strictly observed even with the 

additional stress on science and technology. Core subjects for SK schools include 

                                                           
14 Sekolah Kebangsaan (Cina) or SK(C) for Chinese-medium school, Sekolah Kebangsaan (Tamil) or 
SK(T) for the Tamil-medium school, and Sekolah Kebangsaan Agama or SK(A) for Islamic religious 
school for Muslims. Only SMK(A) is available at the secondary level. See Appendix Cii: Malaysia’s 
Schooling Systems.  
15 SMJK refers to Sekolah Menengah Jenis Kebangsaan or National-type Secondary Schools, an 
alternative for the SMK or national secondary schools. For more information, see Appendix Bi: 
Malaysia’s Schooling Systems. 
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Malay and English language (comprehension and writing), mathematics and science. 

These subjects have long been the benchmark in distinguishing between academically 

performing and non-performing learners (Lata & Devika, 2013). Those who exhibit 

excellence in other subjects which are not part of the core, such as the arts, are often 

not fully recognised by the system. Failure to excel in core subjects will almost 

definitely result in the students being placed in lower-grade classes. This kind of 

discrimination simply weakens the value of artistic talent among the general population, 

showing that artistically-inclined individuals are not esteemed as much as those in core 

fields. With this continued double standard, it is therefore not surprising to observe the 

lack of talent in the pool of arts in Malaysia. Rarely would students voluntarily opt to 

study the arts in schools as they are most likely those who do not qualify to enter the 

other streams in science and economics. Learner distribution into the science stream 

and arts stream is based on the students’ academic achievement assessed through 

centralised examinations. The matter of imbalance in emphasis between technological 

advancement and the arts is made more striking with the inadequate coverage of artistic 

knowledge and skills offered in national schools. The previous Education Minister 

Maszlee Malik acknowledges the demerit of the streaming system and introduced a new 

ruling in which students can opt for subjects according to their interest and preference 

(FMP Reporters, 2019). Thus, there has been a welcome change from STEM (science, 

technology, engineering and mathematics) components to STEAM which includes Art 

in the mixture of STEM. The latest version, in fact, is STREAM, an additional layer to 

STEM and STEAM with Reading and ‘wRiting.’ 

As a developing country, Malaysia’s stress on technological and scientific fields 

is not uncommon. Traditionally employing rote learning, requiring students to 

memorise facts, changes are taking place in the classroom to move away from this 
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outdated practice. Newer tools such as the use of computers, smartphones, tablets and 

the Internet is shaping the 21st-century classroom environment. Students are expected 

to display and exhibit knowledge and skills for the practical learning component of the 

curriculum, which necessitates innovation and entrepreneurial endeavours. However, 

studies in humanities are also seen as crucial to many in the country, being seen as an 

aspect of education that is value-based and that can develop analytical outlooks, critical 

and constructive opinions, as well as strong character (Lata & Devika, 2013). Shaffer 

(2005) claims that arts education can offer quality education. Among other things, it 

serves as a creative outlet to stimulate cognitive development, promote creativity and 

critical thinking, heighten social tolerance and cultural diversity. 

 Critics have argued that Malaysia’s education system has placed too much 

emphasis on academic pursuit so that it overlooks artistic activity. In a critique of the 

Malaysian education system, newspaper columnist Balasegaram (2015) claims that the 

current local education system “stops us being who we really are. It suffocates our 

creative spirit and kills any latent embryonic talent. It doesn’t help us deal with 

problem-solving or innovation”. She argues that the creative business needs a “curious 

culture”, an environment that allows people to ask questions and challenge norms. She 

quotes the British education advisor Sir Ken Robinson who argues, in her citation, that 

creativity is “as important as literacy”. Robinson maintains that people in general have 

been “educated out” of creativity. He proposes including more creative subjects in 

schools, and this includes music, dance and art in his works Out of Our Minds: Learning 

to be Creative published in 2011 and All Our Futures: Creativity, Culture, and 

Education in 1999. Creativity is needed not least in order to stay competitive in a 

knowledge economy, because “we are going to need all the creative and innovative 
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talents of our young minds to solve the immense global and environmental challenges 

that face us in the future” (Balasegaram, 2015).  

As far as language studies is concerned, proficiency in the Malay language is 

seen as a must whereas English is the official second language. Nevertheless, 

proficiency in English as a second language is a much-debated issue in Malaysia. 

Although highly desirable, educators often lament the worrying level of competency in 

the language. Non-Malays’ competency in the Malay language is also another area of 

contention in which people of other races may find it difficult to master the Malay 

language and instead would push for the study of their own mother tongues in Chinese 

and Tamil-based schools and their use in everyday life. Other languages such as 

varieties of Chinese and Tamil are commonly practiced as well, typically maintained 

as the mother tongue of the specific ethnic language users. As linguistic competency is 

vital, Malaysian learners are subject to the study of the literary component of the 

language in schools. Included within the syllabus are literary genres in prose and poetry. 

People in Malaysia have a constant fear of language extinction, with the Malay 

language users threatened by the (global) use of the English language and the rest, 

especially non-Malays, fearful that the use of the Malay language may place their 

Chinese and Tamil languages at risk (Yatim, as cited in Azizan, 2016). This supposed 

linguistic threat is certainly an issue which needs to be addressed, being indicative of a 

broader tension between Malays and non-Malays.    

There have also been attempts to ensure Islam remains the centre of learning 

and everyday life, as well as a semi-apparent resistance towards English, seen as the 

language of the colonial oppressor by some. Schools in Malaysia offer several 

specialised subjects to address ethics, morality and Islamic virtues all for the purpose 

of building a society that is made up of wholesome individuals (Baba, Salleh, Zayed & 
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Harris, 2018).16 Nevertheless, parents complain that the heavier emphasis on religious 

activities are taking a toll on their children’s academic performance (FMT, 2020). 

The early 21st century saw changes due to globalisation, political and religious 

liberations, and the advancement of science and technology. Apart from the influence 

of these external phenomena, critics have also argued over the inability of the education 

system in Malaysia adequately to move along with these changes. Malaysia’s response 

to these claims and changes was to develop a stable economy based on knowledge, or 

the K-economy as it is termed, in order to compete with other countries. This demands 

a human workforce who are multi-experts, progressive, creative, and innovative 

problem solvers. The country therefore aspires to produce individuals who possess at 

least three quotients identified as the intellectual quotient (IQ), the emotional quotient 

(EQ), and the spiritual quotient (SQ), a concept which has been verbalised through the 

years. The education system therefore aspires to address a minimum of five system 

outcomes of access, quality, equity, unity and efficiency to embed a balanced set of 

knowledge and skills such as creative thinking, innovation, problem-solving and 

leadership (Malaysia Education Blueprint 2013-2025). The objective is to produce 

Malaysians who are knowledgeable, skilled, virtuous and capable of realising personal 

as well as communal wellbeing (Ministry of Education Malaysia, 2003).  

Thus, Malaysia is seeing itself in the process of shifting towards a new paradigm 

in relation to the education system with the introduction of the Malaysia Education 

Blueprint 2013-2025, considered a ground-breaking change due to its use of multiple 

perspectives to evaluate and assess the education system’s performance in Malaysia. 

The 11 shifts identified are expected to address a minimum of five system outcomes of 

                                                           
16 For the component of morality and ethics, there are Islamic Education for Muslim students and Moral 
Education for non-Muslim students.   
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access, quality, equity, unity and efficiency to embed a balanced set of knowledge and 

skills such as creative thinking, innovation, problem-solving and leadership. Among 

the strategies introduced are the Government’s attempt at an upgrade in the quality of 

education and the introduction of a more comprehensive, balanced and integrated 

education. The educational sector also attempts to offer diversity and make available 

many opportunities for education in the fields of applied literature and applied sciences. 

Additionally, spiritual, moral, and civic education are also emphasised.  

Co-curricular activities, on the other hand, are encouraged to nurture discipline 

among students. A more recent concept introduced is entrepreneurship in order to 

promote self-sufficiency among the people. The Government also expressed its wish to 

expand the cooperation between schools and parents, the community, and the private 

sector (Ministry of Education, 2014). While all this may be the aspiration, essentially, 

the national school system is in fact still struggling to get there and is, in fact, 

undergoing further changes, particularly following the change in Government as an 

outcome in the 2018 Malaysian General Election known as Pilihanraya Umum or PRU 

14.17 Razak (2019) contends that bureaucratic over-regulation since the past decades 

has greatly harmed Malaysia’s education system by limiting autonomy and flexibility.    

 

Higher Education 

Public tertiary education in Malaysia is largely subsidised by the Government. The 

classification of tertiary education in the country is based upon the Malaysian 

Qualifications Framework (MQF). Those aiming to enter public universities either have 

to complete an additional 18 months of secondary schooling in Form 6 and sit for the 

                                                           
17 The 2018 Malaysian general election, formally known as the 14th Malaysian general election, was held 
on Wednesday, 9th May 2018 for members of the 14th Parliament of Malaysia. At stake were all 222 seats 
in the Dewan Rakyat and 505 seats in 12 out of the 13 State Legislative Assemblies of Malaysia. 
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Malaysian Higher School Certificate or Sijil Tinggi Persekolahan Malaysia (STPM), 

or complete a 12-month matriculation programme, among other options.18  

Currently, there are twenty public universities in Malaysia which offer a variety 

of higher-level programmes.19 In 1962, University of Malaya (UM) was the established 

as the first public university, followed by University of Science Malaysia (USM) in 

1969 and in 1970, the National University of Malaysia (UKM) (Hamid & Jaharuddin, 

2018). At the present time, at least one public university is located in each of the states 

and federal territories in Malaysia and the universities are often known for their 

specialisms. For example, UM has long been known as a leading research university in 

Malaysia, and USM serves as a science-based university, while the University of 

Education Sultan Idris (UPSI), as the name suggests, offers instruction in education, 

although other courses are also offered at the university. 

Whereas the focus is very much on languages, sciences and arithmetic at the 

school level, there is a wide variety of courses and programmes at the university level, 

in some of which the direct application of previous knowledge is less visible. The 

performing arts is one of those which belong to the latter group, although that is 

changing with the inclusion of arts education in a select number of schools nowadays. 

Moreover, while the Government is very much involved and responsible for pre-

university education, higher education in Malaysia is said to enjoy greater freedom and 

autonomy, although this point has been contended since members of the Government 

figures have openly admonished university academics in the past based on the 

presumption of a political attack. Hence, the academic independence of public 

universities has been questioned (Netto, 2017). 

                                                           
18 The STPM is equivalent to the British Advanced or A Level. 
19 See Appendix Ciii: List of Public Universities in Malaysia. 
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Education at the higher level in Malaysia has been criticised for a number of 

things. Issues plaguing public universities in Malaysia include the universities’ 

performance, gender imbalance, racial polarisation, meritocracy, quality of learning, 

graduate promotability to the workforce, second-language proficiency, and lack of 

required skills and competencies, among others. Public universities in Malaysia have 

been criticised for their absence in international university rankings, and universities 

have been accused of churning out graduates based on statistics rather than quality, who 

are not actually qualified to function in the real world despite that being the stated 

aspiration.20  

Public universities in Malaysia have also been accused of non-transparency and 

favouritism in the selection of eligible entries. Eligibility for public universities was in 

the past moderated through a quota-based system, in which Malays were given 60 per 

cent assurance of a place in the available public universities. Meeting with much 

dissatisfaction from the non-Malays, this rule was changed to a merit system, and this 

system has been in place for the past 10 years. The merit system assures anyone eligible 

for public higher learning to be offered a place of study regardless of race (Malbaru, 

2008). However, dissatisfaction continues as many still find it difficult to enter into a 

public university. This sentiment is shared among all the races. Nevertheless, a steady 

growth of the Chinese student population in public universities is observable. However, 

many of those eligible were still unsuccessful in securing a place to study as commonly 

reported in local newspapers. Indians have reported a decrease in enrolment into public 

universities, especially for high-demand courses in medicine and engineering and 

called for the quota system to be reintroduced (Bernama, 2013). At present however, 

                                                           
20 The University of Malaya (UM) is an exception as it has been listed in the World University Ranking 
since 2012. UM finally broke into the top 100, placing 87th in 2019. Other Malaysian universities have 
been ranked among Asia’s top 250.   
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only 10% of the places are open to non-bumiputra students in the matriculation system 

(Rajaendram, Menon & Lee, 2019). Excellence in matriculation-level examinations 

does not guarantee a place in a public university since the selection criteria are opaque 

as no strictly enforced guidelines exist. 

The most recent Government led by resigned Minister of Education Maszlee 

Malik has criticised public universities’ apparent distance from the masses. Thus, the 

universities have been urged to open their doors and create stronger ties and links to the 

public (Sinar Harian, 2018). Malaysian higher education is also witnessing other 

changes and developments. To tackle youth unemployment, a total of 38 supposedly 

irrelevant courses are no longer part of the university programmes offered. Mainly 

science-based and engineering courses (i.e. electrical communication and 

telecommunication engineering, mathematics and chemistry, etc.) at the undergraduate 

level, those cut courses also include creative technology and animation as well as 

Islamic education for school level. Nevertheless, a review of other courses is continuing 

and those deemed no longer suitable will either be restructured or dropped altogether 

(Kaur, 2019a). Furthermore, university students are required to take two newly-

introduced subjects, namely Philosophy and Current Affairs, and Appreciation of 

Ethics and Civilisation as they are in line with the value-based education stressed in the 

national education system and serve as a continuation of the civics education which was 

introduced to schools in Malaysia recently (Kaur, 2019b). Prior to this, the Malaysian 

Nationhood course was made compulsory for all first-year public university students 

across Malaysia which places emphasis on tolerance and diversity (Tyson et al., 2011). 

Several of Malaysia’s public universities were recently embroiled in an issue of 

racism due to organising the Malay Dignity Congress, which aimed to find solutions to 
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issues worrying to the Malays.21 They were the University of Malaya (UM), University 

Putra Malaysia (UPM), University of Education Sultan Idris (UPSI), and University of 

Technology Mara (UiTM) (Rasdi, 2019a; Salleh, 2019). The resulting outcome was a 

list of resolutions in five areas including culture, religion, education, economy, and 

politics, although the Government declared that it was not compelled to approve all the 

resolutions made (Nazari, 2019).22  

On the basis of inequality and threat, many questioned the congress’s intentions 

and the matter created a furore among both Malays and non-Malays alike. According 

to G25 (2019), an organisation of civil society, the Malay Dignity Congress is in 

opposition to the New Malaysia aspiration as well as the Shared Prosperity Vision. The 

speech given by Datuk Abdul Rahim Hashim, vice-chancellor of UM, was deemed 

particularly racist for some for propagating Malay dominance in politics (Loheswar, 

2019). Wong Yan Ke, a Chinese student activist who was active as president of the 

Universiti Malaya Association of New Youth (UMANY), conducted a controversial 

solo demonstration calling for the UM VC to resign while attending the university’s 

59th graduation ceremony (Salleh, 2019). Wong’s action gained support and opposition 

from various quarters and groups made up of both Malays and non-Malays. There was 

pressure for Wong’s degree to be withheld, and Rasdi (2019b) criticises this decision 

as it was unjust for the university to withheld a student’s degree when he/she has 

fulfilled all the criteria for graduation. Further, this decision would have repercussions 

towards the effort of nation building. 

Similarly, the language policy in Malaysia’s public universities which favours 

Bahasa Melayu has also been criticised for hindering nation building and competency 

                                                           
21 The Malay Dignity Congress was held at Stadium Melawati, Shah Alam on 6th October 2019. It was 
attended by over 5,000 participants made up of students and academics, political leaders, as well as other 
prominent figures. It was opened by Prime Minister Dr Mahathir Mohamad (Nazari, 2019; Salleh, 2019). 
22 See Appendix Civ: Resolutions of the Malay Dignity Congress. 



 

34 
 

in other languages such as the English language, for instance (Hamid & Jaharuddin, 

2018; Saeed, Varghese, Holst & Ghazali, 2018). Sidek (2017) raises the issue of 

university students’ lack of proficiency in the English language as a result of the 

dwindling significance of English at the tertiary level, which has been detrimental to 

their performance in the job market. Students enrolled in English-medium institutions, 

however, find it difficult to cope with the syllabus and to perform academically due to 

the language difficulty.  

The Malaysian public universities therefore need to address these various issues 

which affect the university population as a whole. The aspects considered in the 

discussion above have mainly linked to the issue of racial polarisation and student 

performance, among others. Other factors also contribute to impacting academia in 

Malaysia, such as the economic variable (i.e. fees, scholarships, funding, etc.). 

Religiosity in higher education is another matter to consider. Whereas Muslim students 

are no longer compelled to formally study religion, unlike in schools, certain 

universities do make the usrah a component of the Muslim students’ life such as the 

International Islamic University Malaysia (IIUM) and the University of Islamic Science 

Malaysia (USIM) (Rahim & Muhamat, 2018).23 Others would hold optional religious 

programmes and workshops for their students, or establish Muslim students’ societies. 

An objective of the usrah is that it serves to ensure Muslim students continue their 

religious activities aside from concentrating on the more liberal form of studies. In a 

study conducted by Sallam et al. (2018), the intent to perform volunteer work was found 

to increase with higher levels of religiosity among public university students, although 

                                                           
23 Usrah is a concept made popular by Hassan Al-Banna, the Engyptian founder of Ikhwanul Muslimin. 
The Arabic term refers to family. The usrah session would normally consist of a small group of people 
learning and discussing about   
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the authors contend that individual motivation was also a determinant. Hence, religion 

is part of the university experience for the Muslims, albeit with more flexibility.      

On a different note, MOEM has recently introduced the integrated cumulative 

grade point average (iCGPA) in public higher education institutions (HEIs). This means 

that students are no longer evaluated solely on academic tests. Students are expected to 

be more proactive and to engage more in the university environment and to acquire and 

develop skills outside of the paper-based tests. According to Ong et al. (2015), the 

iCGPA is said to be in line with the first shift of the Malaysia Education Blueprint 2015-

2025 (Higher Education) in producing holistic, entrepreneurial and balanced graduates. 

Under the new system, students would graduate with a complete “report card,” detailing 

not only their subjects and performance but also the skills they picked up along the way. 

These include leadership, communication, entrepreneurial, social and critical thinking 

skills which are much in demand in the real world.  

A more recent development in the Malaysian higher education system is the 

proposal for a gap year programme in tertiary study among public universities, 

announced by Higher Education Minister Datuk Seri Idris Jusoh for the purpose of 

creating more well-rounded and holistic graduates. In response to undergraduates’ 

request to develop better employability skills, Jusoh suggested that students use the year 

off to engage in entrepreneurship, volunteer work, and travels (Rajaendram, 2016). In 

Malaysia, theatre programmes as a full course or a minor elective are currently offered 

by less than half of the existing public universities in the country. 

In general, co-curricular activities are abundant in universities and make up part 

of the student university life, culture, and experience. It is not uncommon to have at 

least one or two active theatre clubs in a university, and the same goes for universities 

in Malaysia. These clubs are often overseen by the Cultural Division of the Student 
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Affairs and Alumni Department of the university and run by the student body. For 

example, the Majlis Kesenian dan Kebudayaan Universiti-Universiti Malaysia 

(MAKUM), an arts and culture council of universities in Malaysia, was established 

with the purpose of organising collaborative co-curricular activities among Malaysian 

universities. MAKUM has organised various projects which are arts-based that involve 

the participation of a majority of the established public universities.  

As such, a project such as the MAKUM Theatre Festival, the focus in this study, 

should serve as a way for students to integrate their formal academic learning with the 

non-formal one for the iCGPA. MAKUM was established with the aim of coordinating 

and encouraging artistic, cultural, and creative activities by students in public higher 

academic institutions throughout Malaysia with the hope of producing more well-

rounded individuals. The MAKUM Theatre Festival is central to this study in that it 

provides a site for creative interdisciplinary exchange and lifelong learning for students 

who engage in theatre. The MAKUM Theatre Festival is one of its kind in which all 

public universities in Malaysia take part in the celebration of theatre in the form of a 

competition.  
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PART B 

THE RESEARCH AND ITS METHODOLOGY 

Based on the background context presented in Part A, this study moves now to elaborate 

upon the substance of the study and methodology employed. Silverman (2006) defines 

methodology as the decisions which researchers make in relation to the intended study 

which include what to study, technique for data collection, procedure for data analysis, 

and the manner of research execution. The following sections further elaborate upon 

the nature of the research as well as the method employed to achieve its objectives. 

 

Problem Statement 

The role and significance of theatre have been subject to debates even though there has 

been empirical evidence over the benefits of the art and performance. In Malaysia, 

theatre has been subject to cultural and societal expectation as barriers to its application. 

The features of race and religion, as well as politics and economy continue to influence 

the development of theatre in the country. In the realm of pedagogy, there is a positive 

outlook on theatre as it is gaining more space in education. Theatre exists as both a form 

of formal academic learning and training, and a more informal form of co-curricular 

activity. This study focuses on the latter form of theatre. It perceives that there is a lack 

of developmental provision within the structure and initiative of the MAKUM Theatre 

Festival organised by the Cultural Council of Universities Malaysia. The programme 

has been marked by controversial shifts as well as various influences (i.e. cultural, 

racial, religious, societal, etc.). Moreover, the quality of productions showcased in the 

Festival has been subject to debate and criticised by the juries. Nevertheless, this study 

is motivated by a sense of potential and efficacy of the MAKUM Theatre Festival and 
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attempts to highlight the elements of creativity, multidisciplinary and interdisciplinary 

within the programme. 

 

Aims and Objectives 

According to Price (2013) and Herek (2012), the identification of a research problem 

is essential to appropriate the research approach and answer questions related to the 

problem. The issue of the role of theatre in Malaysian society and its presence in the 

country’s education system plays a prominent role in the formulation of the study’s 

objectives. This study is therefore geared towards the current application and 

significance of the arts (i.e. theatre and performance) among Malaysian youths at the 

university level. The discussion of theatre education is interlinked with other 

connecting variables such as political and economic policies as well as race, culture, 

gender, and beliefs. It investigates the way theatre is imagined and structured based on 

what is projected in the MAKUM Theatre Festival. The Theatre Festival of MAKUM 

is therefore supposedly a platform for young people to present their views, 

understanding, and application of theatre. This will provide a means to compare the 

reality between theoretical principles as expressed in the related policies (i.e. identity, 

culture, education, etc.) and the reality of theatre application. Within pedagogy, there 

are the element of creativity as well as multidisciplinary and interdisciplinary aspects 

to consider in relation to the Theatre Festival as creative art and the characteristic of the 

participants as arts and non-arts students. In the end, the study will provide a deeper 

understanding on the current scenario and practice of theatre in Malaysian society and 

the national education system, as well as the relationship between theatre, higher 

learning in academia, and wider society in Malaysia.   
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Significance of the Study 
 
This study is significant as serious academic attention and deliberation on arts-based 

co-curricular programmes at the tertiary level have been missing in the scholarly 

literature of theatre as a performing art in the Malaysian context. The MAKUM Theatre 

Festival, which is integrated into higher education, is of central importance to the study 

as it provides a space for further analysis of the socio-cultural dimensions identified in 

Part A (i.e. culture, race, religion, etc.) in relation to the realities of theatre application 

in academia and society. It does so by comparing it to the idealised notions of culture 

and arts studies as envisioned in the policies and philosophies of culture and literary 

education. However, while the Festival is portrayed as a positive force of high potential, 

its current presence and impact are questionable with challenges and difficulties in its 

implementation. The lack of critical evaluation of this theatre project is addressed in 

relation to the correlation between theatre and the mission and aspirations of 

nationhood, cultural philosophy, educational policy, and the moral-religious 

construction of theatre in Malaysia. 

  

Methodological Approach 

The present study largely adheres to the qualitative approach to research as the study is 

an exploration into the current situation of theatre in Malaysian society and Malaysia’s 

education system. Furthermore, understanding is constructed based on the technique of 

observation in which the data analysed and interpretations made are subjective in 

nature. As explained by Easter-Smith, Golden-Biddle and Locke (2008), observation is 

part of the interpretivism method in understanding a phenomenon.  

The underlying theoretical frameworks which serve as the basis for this research 

are subject to the research’s preoccupation with theatre in Malaysia. As the art is 
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intertwined with several influencing variables, the scope of the study is therefore 

separated into several categorical scopes, namely, socio-political, ethno-religious, and 

education (see Figure 1.1).  

 

 

Figure 1.1 Research Scope 

  

The socio-political construct will encompass the factors of race and culture, 

with the notion of national/Malaysian versus Malay identity and culture as the main 

focus. Another construct in the discussion of theatre in Malaysia is ethno-religiosity. 

Here, the dilemma lies in the relationship between Islam and theatre as performing art. 

The education construct, on the other hand, is concerned with theatre in Malaysia’s 

national education system. A further focus is the matter of theatre in higher education. 

As the MAKUM Theatre Festival is ingrained as a co-curricular activity for public 

universities in Malaysia, it is therefore treated as a case study. All of the mentioned 

constructs will be assessed based on related policies (i.e. NCP, NEP, NCIP, Philosophy 
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of Malay Literature Education, and Mission, Vision and Objectives of MAKUM and 

MAKUM Theatre Festival).  

The relationship between theatre and Islam has been complex and sometimes 

contentious. Arts proponents have long attempted to justify the suitability, 

acceptability, and supposed non-conflicting nature of the theatre-Islam relationship by 

focusing on the Islamic elements as well as educational and moral values which theatre 

can afford. Moreover, the arts have long been propagated as laden in values and the tool 

to enhance wholesomeness in the Malaysian context. It should therefore be interesting 

to deliberate upon the ethno-religious construct, which is in this context, an examination 

of the thematic engagement of the plays produced for the MAKUM Theatre Festival 

2014-2015. 

In consideration of the demography of the study’s participants, this study further 

employs the theory of youth theatre which was brought forth by Hughes and Wilson 

(2004). The theory suggests that youth theatre has many benefits for young people, 

building capacities, skills, and resources for these individuals. According to them, 

youth theatre is participatory in nature, is held outside the classroom environment, with 

creating theatre as a major motivator. It further explains the significance of performance 

among youths. More importantly, theatre is an opportunity for young people to be 

assertively independent, to take risks, and to be responsible. This theory will serve well 

in the examination of the student-participants’ experience in the MAKUM Theatre 

Festival based on their personal accounts.  

A further concept is that of creativity. Creativity is defined as an “imaginative 

activity fashioned so as to produce outcomes that are both original and of value” 

(NACCCE, 1999: 30). Kaufman (2017) claims that the field of art is at the core of 

creativity research. The term creativity itself has been broadly defined and theorised. 
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According to Thomas and Jaque (2017), to comprehend creativity in the performing 

arts necessitates numerous theories to merge together with an integrative 

conceptualisation of creativity including authenticity, novelty, intent, and effectiveness. 

In his analysis, Cropley (2015) identifies three dimensions to a social approach to 

creativity. First is to understand creativity as a force which is embedded with 

responsibility, second is to define creativity in social terms rather than the individual, 

and third is to attribute social factors as the motivator of creativity.  

As a complex phenomenon, any investigation of creativity is dependent upon 

the aspect of creativity which is of interest to the research. Traditionally, they involve 

the “Four P’s” of creativity as proposed by Rhodes (1961). These include person, 

process, product, and press (or place, the environment). Ten major categories of 

creativity were distinguished by Kozbelt, Beghetto and Runco (2010). They are the 

creativity theories of development, psychometry, economy or investment, cognition, 

problem-finding, problem-solving (expertise-based), stage and componential process, 

typological, evolution, and systems.  

Creativity research is familiar at all levels of education including higher 

education (Burkšaitienė, 2018). Ken Robinson, education and creativity expert, defines 

creativity is an original idea that has value. It is often displayed by those deemed to 

struggle academically. Creativity is therefore an alternative to literacy. Robinson (2006) 

claims that schools may be detrimental to creative individuals. However, Astle (2018) 

argues otherwise, albeit with two conditions. To foster creativity, the school curriculum 

must include creative subjects such as the visual and performing arts, and to design the 

curriculum based on each discipline’s central point. According to Bailin (2011), 

although creativity theorists agree that creativity necessitates originality, it must further 

embody value in what is produced. Creativity therefore implies handing over the means 
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of production to students/participants working in collaborative teams to a common end. 

Bickerstaff (2008) posits that theatre production is an activity that is collaborative and 

creative, recognising the link between creative contexts and creative groups, and 

suggesting interaction between the work and the collaborators which in the end result 

in the production of a creative entity.  

In this research, I will argue for creativity as a flexible phenomenon in which 

its pedagogical value lies in the opposition to those of rote learning, compliance to strict 

curricula, and control. Instead, it aspires to nurture independent thinking, the 

deployment of imagination, experimentation with radical ideas and critical thinking. 

Tanner and Reisman (2014) summarised the various methods in creativity investigation 

which among others include the psychometric and systems approaches, extrinsic and 

intrinsic motivators, and models of creative problem solving. This study attempts to 

index the creativity of educational institutions as proposed by the proponents of the 

Creative Campus, namely Steven J. Tepper. The Creative Campus initiative places 

emphasis on creative interdisciplinary exchange and problem-solving. The creative 

index is an attempt to measure an institution’s standing in terms of creative freedom, 

flexibility, and critical thinking. Thus, aside from examining the differences and 

similarities between the Creative Campus and MAKUM Theatre Festival, this study 

makes an effort to entertain the idea of creative mapping by conducting a general and 

straightforward quantitative survey of a few public universities in Malaysia and the 

MAKUM Theatre Festival.   

Another scope of the study is the element of multidisciplinary as witnessed in 

the MAKUM Theatre Festival, which is the study of an issue from multiple disciplinary 

perspectives but without integrating or changing the disciplines (Kezar & Elrod, 2012). 

The study will refer to several projects identified in the literature with a similar aim 
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towards multidisciplinarity as well as interdisciplinarity. They include Fleishmann and 

Hutchison’s (2012) Creative Exchange, and Kezar and Elrod’s Project Kaleidoscope. 

Apart from that, Davison et al.’s deliberation of distributed leadership is reference with 

regards to the MAKUM Secretariat and its organisation. 

Kezar and Elrod (2012: 19) provide definitions of multidisciplinarity, 

interdisciplinarity, and transdisciplinarity. In multidisciplinary, an issue is studies from 

multiple disciplinary angles without affecting change and integration in the disciplines. 

Interdisciplinary, on the other hand, is the integration of disciplinary perspectives which 

typically result in changes within the underlying disciplines. Transdisciplinary itself 

involves crossing the boundaries of the disciplines which results in the creation of a 

holistic approach which transcends the disciplines. This study omits the aspect of 

transdisciplinarity and will touch upon the two earlier concepts. In simpler terms, multi-

disciplinarity brings together the contributions of various disciplines to understanding 

a subject matter, and inter-disciplinarity refers to the relations within a discipline 

(Berma & Sulehan, 2004).  

Pavis (2001) provides that interdisciplinarity is characterised within two broad 

areas in theatre studies, which are approaches in human and social sciences, and cultural 

studies. Cultural studies are interartistic, intercultural, and intermedial as it involves 

different media as well as technical developments. Several contexts distinguish the 

kinds of interdisciplinary approach in theatre studies. These include the confrontation 

of humanistic disciplines and experimental sciences such as psychology and linguistics 

(i.e. interdisciplinary), the encounter between several arts within a certain 

representation of theatre or performance (i.e. interartistic), and the contrast between 

theatre and the media (i.e. intermedia). It also includes the application of theatre and 

performance in cultural studies for the purpose of providing addressing histories, 
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gender, nationhood and nationality, (post)colonialism, race and ethnicity, cultural 

institutions, and others (Pavis, 2001: 154). Such is applicable considering the nature of 

the participants in the MAKUM Theatre Festival who are students of various academic 

disciplines and the productions’ use of technology and media. Members in a team may 

exclusively include students of (performing) arts, non-performing arts, or a mixture of 

both arts and non-arts students. 

Plank et al. (2011) contend that although interdisciplinary exchange is promoted 

in the university, it is difficult to put theory into practice. Ma et al. (2014) reviewed 

studies on interdisciplinarity and conclude that while the findings have been mixed, the 

issue can be addressed by what they termed as ‘expertise knowledge disparity’ and 

‘experience knowledge variety.’ Expertise knowledge refers to explicit knowledge 

which can normally be codified and transmitted in formal, systematic language. In 

interdisciplinary teams or groups, there may be overlaps between some disciplines, 

such as economics and management. However, there is significant disparity between 

certain disciplines. Conventionally, the focus of interdisciplinary group research has 

been on linking the balance or variety among team members. A team’s expertise 

disparity provides members access to different explicit knowledge, but knowledge 

creation is more dependent on the combination and sharing of tacit knowledge which 

is rooted in action, commitment and involvement in a specific context, and information 

exchange. According to the researchers, a moderate level of expertise knowledge 

disparity produces novel combinations, and higher-level experience knowledge variety 

facilitates exchange and increases the creation of knowledge.    

According to Fleishmann and Hutchison (2012), it is normal nowadays to have 

multidisciplinary teams in the creative arts, particularly when the practices are 

influenced by technological innovation. Their project, the Creative Exchange, is a direct 
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effort to implement multidisciplinary practice in higher education. The project was 

broadened to include non-creative arts disciplines such as business, information 

technology and journalism based on the results of the study. 

 Kezar and Elrod’s (2012) Project Kleidoscope aims to facilitate 

interdisciplinary learning based on five strategies. First, the initiative should start with 

the articulation of a common understanding of the goals. Second, assessment is required 

to connect the goals with the programme structure while paying attention to students’ 

diverse background, experiences, expectations, goals, and aspirations. Third is to build 

a leadership team which is comprised of critical figures among both faculty and staff to 

help formulate the interdisciplinary curricular and co-curricular approaches. Fourth is 

to integrate the effort into campus governance to secure resources, and five is to align 

the interdisciplinary initiative with institutional vision, mission, identity, and strategic 

planning. 

The matter of distributed leadership was discussed by Davison et al. (2014) in 

their study on interdisciplinary approaches to teaching. It is a form of non-traditional 

collaborative leadership practice. The research proves that distributed leadership is 

successful in enhancing interdisciplinary capacity. According to them, higher education 

institutions have long employed hierarchical leadership models such as “command and 

control” and “top-down” leadership practices. Due to a growing sense of the limitations 

of these models and changing social contexts, alternative models were introduced and 

these newer models emphasise the collaborative forms of leadership. They challenge 

the idea that a leader sets the direction for others to follow, and that leadership is a 

quality of interpersonal relations which empower others to imagine and grasp change 

opportunities. As a model, distributed leadership is one in which activities are done in 
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groups, promotes concentrated effort, and combines the interaction of individual 

interests and capacities to produce outcomes that go beyond individual ability.  

 Within the framework of distributed leadership, four requirements need to be 

fulfilled. First is the presence of an “activator” or someone who initiates and/or 

catalyses peer collaboration, recruits others, and oversees the evaluation process. 

Second is the “integrator” who is appointed by the activator and maintains an adaptive 

role, facilitates cross-disciplinary communication, manages practical needs, supports 

decision-making, and disseminates the activities and outcomes, among others. Third is 

the recruitment of a cross-disciplinary team that is drawn from various disciplines in 

which members are motivated to improve the climate, and fourth is the collaborative 

development and implementation by the community. This framework of distributed 

leadership will be assessed within the organisational structure of the Cultural Council 

of Universities Malaysia, namely the MAKUM Secretariat which handles the MAKUM 

Theatre Festival. 

 

Research Design 

The research design is a blueprint and tool to measure and analyse data in a research 

(Hair et al., 2010; Sekaran & Bougie, 2013). It involves various aspects of the study 

which include the study’s purpose, strategy, type of investigation, unit of analysis, 

setting, and the researcher’s positioning (Sekaran, 2000; Sekaran & Bougie, 2013). 

Bhatacharyya (2006) claims that the research design is crucial in order to derive 

meaningful information which will answer the questions posed in a study. Altogether, 

it explains how the research is conducted, and the data collected, measured, and 

analysed (Boeije, 2009). According to Yin (2009), among the available research 

strategies are surveys, experiments, action research, and case studies. 
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As mentioned, the present study largely adheres to a qualitative method of 

enquiry. Qualitative research is preoccupied with understanding people’s feelings, 

behaviour, perspectives, and experiences (Mohajan, 2018; Strauss & Corbin, 1990). 

The studies in this research are based on theatre experiences within academia, and to 

understand that experience, perspectives and feelings are shared. Creswell (2012) 

contends that to understand a phenomenon, qualitative data is essential. Silverman 

(2006) claims that the main strength of qualitative research is its ability to study a 

phenomenon which may be unavailable elsewhere. A researcher’s intention in 

qualitative research is not to generalise, but rather to interpret, describe, and explain the 

phenomenon in question (Maxwell, 2013). According to Gunaratnam (2003), the 

qualitative mode of enquiry is crucial in the study of race and ethnicity. This is because 

the inductive and comparative nature of the qualitative research ensures that the 

individual’s background, experiences, and perspectives are given their proper lenses 

(Draucker et al., 2014). The present study has therefore adopted this criterion.  

Taking the MAKUM Theatre Festival as a case study, the research focuses its 

attention on the specificities of its operation as a means to draw out potential models 

for the implementation of creativity in higher education in general. Case studies analyse 

individuals, events and also decisions, in which the best way to understand such a social 

context is through the sharing of lived experience of the individuals in terms of their 

senses and their shared norms and practices (Thomas, 2011; Willig & Stainton-Rogers, 

2008). As such, ethnography was considered the most suitable approach to fieldwork. 

As a method of data collection, ethnography entails investigating the participants’ 

behaviour in a certain specific social situation and also understanding their 

interpretation of such behaviour (Dewan, 2018). This was achieved through the detailed 



 

49 
 

and comprehensive observations conducted during the MAKUM Theatre Festival 

2014-2015 cycle. 

Murchison (2010) provides another definition of ethnography. As a strategy for 

research, ethnography enables the researcher to access fundamental parts of the human 

experience, which include societies and cultures. In this study it is Malay-Malaysian 

society and culture that is focused on, as well as, more specifically, the culture of theatre 

studies in academia.  

That said, this study also includes a quantitative approach to some extent in its 

attempt to index the creativity of universities as suggested by Tepper and his colleagues. 

The quantitative approach is a good fit for deductive approaches, in which a theory or 

hypothesis justifies the variables and the purpose of quantitative research in imbuing 

the findings onto the larger population through an objective (Borrego, Douglas & 

Amelink, 2009). 

 

The Setting  

This study is located within the general context of theatre as a performing art in 

Malaysia. Specifically, it involves (Malay) theatre in Malaysia’s public universities as 

a co-curricular activity which is organised in the form of the MAKUM Theatre Festival 

2014-2015. Benchmarks in the analysis of the Malay-Malaysian theatre include the 

National Philosophy with regards to the formation of a national identity, NCP, NEP, 

and the Policy of (Malay) Literature education to address the matters of racial 

dominance and segregation, religious influence, educational goals, arts policy, and 

others. 

In terms of physical setting, public universities in different states across 

Malaysia as well as two National Departments for Culture and Arts (or JKKN) served 
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as sites of the study’s fieldwork for data collection. The latter included JKKN Kuala 

Ibai Terengganu and JKKN Ayer Keroh Malacca. The former, on the other hand, 

included Cultural Hall USM Gelugor Penang, UM Kuala Lumpur, UMK Jeli Kelantan, 

USZA Gong Badak Terengganu, UMP Gambang Pahang, UMS Kota Kinabalu Sabah, 

UTeM Durian Tunggal Malacca, UTHM Parit Raja Johor, and UPSI Tanjung Malim 

Perak.24 

 The first port of call during fieldwork was USM Penang and it was here that 

initial contact took place with students from UiTM, USM, UUM, UMS, and UPSI. In 

the next location, JKKN Terengganu, contact was made with students from UMP, 

UniSZA, UTHM, UTeM, and UMK. UM was visited from time to time and contact 

was made with the student committee, cultural officers, and the student-participants. 

Further visits were organised for the interview sessions. The first was UMK Kelantan, 

followed by UniSZA Terengganu, UMP Pahang, UMS Sabah, UTeM Malacca, UTHM 

Johor, UPSI Perak, and UM Kuala Lumpur. The study has therefore covered an 

extensive amount of territory, with each visit providing new insights and understanding 

towards theatre in Malaysia’s society and higher education. 

 

Population and Sampling 

According to Gravetter and Wallnau (2005), a population is the set of all individuals of 

interest in a particular study. It is the overall assortment of entities used in the research 

and then analysed (Banerjee & Chaudhury, 2010; Kothari, 2004; Lavrakas, 2008; 

Nardi, 2003). Also referred to as target population, the population is a group of 

individuals, bearing some common defining characteristics that the researcher can 

identify and study (Creswell, 2007). A sample population, on the other hand, is the 

                                                           
24 See Appendix D: Venues for MAKUM Theatre Festival 2014-2015. 
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group of participants in a study selected from the target population which the researcher 

generalises as the target population (Cresswell, 2008). Gratton and Jones (2010) posit 

that since it is not possible for researchers to collect data from the entire 

population, data is generally collected from samples which are representative of 

the entire population. Researchers will generalise findings based on data obtained 

from the sample group (Hardon, Hodgkin & Fresle, 2004; Johnson & Christensen, 

2012). In research, it is crucial to decide which sample a researcher wants to study 

(Bryman, 2012; Emmel, 2013; Vogt, 2007). According to Cohen, Manion and Morrison 

(2007), four key factors should be considered in sampling: size of the sample, the 

sample representativeness and parameters, access to the sample, and the sampling 

strategy in use. Additionally, qualitative sampling size can be determined by the role of 

resource limitations (Patton, 2015). 

Vogt (2007) claims that the bigger the sample used in the research, the smaller 

the sampling error will be. Similarly, Johnson and Christensen (2012) agree that the 

larger the sample size, the better. In 2015, the number of students enrolled in public 

higher education institutions by gender was 276.74 males and 414.4 females by 1,000s 

(Hirschmann, 2019). According to the Ministry of Education Malaysia (2015), the total 

enrolment in 2014-2015 was 617,617.25 A total of 56,284 students were enrolled in arts 

and humanities courses. Of that, 20,025 were males and 35,259 were females. These 

are certainly large numbers. Hence, Krejcie and Morgan’s (1970) formula for 

determining the needed sample was consulted along with Roscoe’s (1975) rule of 

thumb.26 As a result, 50 university students were sourced from selected public 

                                                           
25 See Appendix Ei: Statistics of Public University Enrolment 2014-2015. 
26 Krejcie and Morgan’s (1970) formula insists a sample of 381-382 for a population between 50,000 to 
75,000. Roscoe’s (1975) rule of thumb states that a sample bigger than 30 and less than 500 is 
appropriate. 
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universities for the general survey. On the other hand, the numbers vary for the 

participants in the MAKUM Theatre Festival 2014-2015 for both the survey and 

interview, as participation was dependent upon the students’ individual consent to each 

of the methods. Each group totalled around 30 members, and those who consented to 

the research differ in number from one group to another. This is in line with the study’s 

ethical consideration, in which participation is subject to the respondents’ own free will.    

Two types of sampling were used in the conduct of this study. They are the 

probability sampling and purposive or judgemental sampling. According to Etikan, 

Musa and Alkassim (2016), purposive sampling involves the intended choice of 

participants due to the qualities shared and acquired by them. Purposive sampling is 

defined as a non-random sample selected because prior knowledge suggests it is 

representative, or because those selected have the needed information (Fraenkel, 

Wallen & Hyun, 1993). Among the various advantages of this method is the ability 

to collect information from those who have it (Hair et al., 2010). Sekaran (2003) 

points out that this sampling method allows researchers to distribute 

questionnaires to those people who can provide the desired information, either 

because they are the only ones who have it, or that they conform to some criteria 

set by the researcher.  

In this study, the criteria of shared qualities which the participants must have 

for the judgemental sampling include their status as an active public university student 

(preferably an undergraduate), Malaysian, and a participant in the MAKUM Theatre 

Festival (manner of participation is varied, as some are in the position of organiser, 

committee, performer, crew, etc.). The judgment sampling method is most suitable for 

the current study since it involves the choice of subjects who are most advantageously 

placed or in the best position to provide the information required. Judgment sampling 
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enables researchers to obtain information from specific target groups such as specific 

types of people who are able to provide the desired information, either because they are 

the only ones who have it, or they conform to some criteria set by the researcher. 

Whereas judgment sampling may require special efforts to locate and gain access to the 

individuals who have the requisite information, it can be the only useful sampling 

method for answering certain types of research question (Patton, 1990; Sekaran & 

Bougie, 2013). Probability sampling was used for the survey on university students’ 

perception of creativity. Stangor (2015) asserts that probability sampling happens when 

each person within a population has a chance of being selected as a sample. This method 

is favourable because the sample will be representative of the population. 

The participants of this study include public university students, the student-

participants of MAKUM Theatre Festival, MAKUM secretariat and cultural officers, 

and others (i.e. academics, freelancers). For the general university student population 

in which the survey-questionnaire was distributed, a simple random sampling method 

was applied. For each university, 50 students were recruited to answer the survey-

questionnaire. The universities were chosen based on the initial contacts made with 

students participating in the MAKUM Theatre Festival. Some were eliminated due to 

location, distance, and other factors including time and financial constraints. In total, 

the survey-questionnaire for the general student population was distributed to nine 

public universities.27 With 50 respondents per university, the total number of 

respondents was therefore 450 (100 %). 91 per cent of the respondents were students in 

non-performing arts fields. 81 per cent were undergraduates, 64 per cent were female, 

and 67 per cent were Malays.28 The study managed to recruit a total of 182 student-

                                                           
27 The nine public universities include UiTM, UM, UMK, UMP, UMS, UniSZA, UPSI, USM, and 
UTeM.  
28 See Appendix Eii: Demography of University Students (Survey Respondents). 
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participants in the MAKUM Theatre Festival 2014-2015 to answer another version of 

the questionnaire (which broke down in the following way: 81% undergraduates, 68% 

non-performing arts, 52% Malays).29 

During the data gathering process, interview participants were gained through 

purposive/judgemental sampling during the MAKUM Theatre Festival 2014-2015 

Cycles (i.e. North and East Coast zones’ selection stage), and moved on to snowball 

sampling. Each of the theatre troupes was comprised of approximately 30 students, 

hence the same approach was followed. First was to identify the team leader or person 

in charge, followed by seeking consent and access from all probable participants, and 

lastly introduction and briefing to the research. The team leader or person in charge 

would inform others of the research. In most cases, all members of the team were 

gathered for a briefing to the study. All of the target respondents were presented with 

an ‘Information to Participants’ form which provided details of the study. The form 

outlined the nature of the research with the aims and objectives made clear. The form 

also provided the option for participants to choose a particular mode of participation 

(i.e. survey-questionnaire, interview, observation, or audio-visual recording) in which 

they needed to tick the box provided for their selection. In most cases, the participants 

would tick all boxes. Following the members’ verbal consent to participate, written 

signature in the consent form, and the provision of other details (i.e. telephone number, 

email address, etc.) to ease communication is the start of the observation itself. 

A total of 78 individuals from 11 universities (i.e. UM, UMK, UMP, UMS, 

UniSZA, UPSI, USM, UTeM, UTHM, UUM, and UiTM) participated in the interview 

segment of the research. Out of those, two were university cultural officers (UMCO1 

and UMCO2), in which one was also a MAKUM Secretariat, two were academics in 

                                                           
29 See Appendix Eiii: Demography of Theatre Participants (Survey Respondents).  
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the field of theatre who acted as university officials accompanying their representative 

university (UMSAD1 and UMSAD2), and two were outside theatre freelancers 

(UiTMFL1 and UiTMFL2). Three of those interviewed were student committee 

members (UMSC1, USMSC1 and USMSC2), four were representative of their 

respective university theatre club (UMKTP8, UMPTP17, UMS, USZATP5), and 65 

were the student theatre participants (coded ‘university+TP+numeric’). The large 

number of interviewees account for my decision upon meeting with the university 

troupes and students, who had the impression that only actors were sought for in the 

study. I wish to change this view that only the actor line-up is significant in theatre, 

whence it is a team effort. It is my personal opinion that every voice should be respected 

and have an equal chance to be heard, thus there should not be a limit to the number of 

those interviewed. The total number of interviewees was dependent upon those who 

agreed and consented to the interview and wished to willingly participate. Nevertheless, 

the UTHM case recorded only one interviewee as others did not show up on the agreed 

day and time, even after an hour’s delay. A majority of the interviewees were Malay 

(n. 68 or 87%) and the rest were Buginese (n. 4 or 5%), Chinese, Indian, Indian-Muslim, 

Bajau, Iban, and Tidung (n. 1 each or 1.3%). There were more male (n. 53 or 68%) than 

female (n. 25 or 32%) participants. Most were young adults at the age of 20 and above 

(n. 71 or 91%), and one was a teenager (19 years old). Three aged 30 and above and 

the age of another three interviewees was unknown. In addition, the number of non-

performing arts students was higher (n. 41 or 52%) than performing arts students (n. 31 

or 40%). Those in the field of performing arts were students of drama and theatre, and 

non-performing arts students were in various fields of study. They include 

communication, English language, Malay literature, agro-based industry, earth science 

and resource, engineering (chemical, civil, software, electrical, mechanical, 
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technological), computer science, management (industrial, technology, public), 

industrial design, and others.30 Figure 1.2 illustrates the division of interviewees for 

both students and non-students.       

 

 

Figure 1.2 Participants in the Interview 

 

Fieldwork Instruments 

Several tools were brought along during the fieldwork to assist the investigation. They 

included individual files containing the information to participant form, consent form, 

contact detail sheet, survey-questionnaires, interview guides, daily minutes, and blank 

papers. A pen and notebook, a Sony voice recorder and Canon Legria mini-camcorder 

were also prepared for recording purposes. Aside from observation and performance 

                                                           
30 See Appendix Eiv: Demography of Theatre Participants (Interviewees) and Appendix Ev: Details of 
Interviewees. 
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reviews, the main instruments for data collection in the study include two versions of 

the survey-questionnaire and several versions of the interview guide.  

A questionnaire is an instrument used by researchers and it requires the 

respondents or the participants to fill out the form given (Johnson & Christensen, 2012), 

often without supervision (Stangor, 2015). According to Vogt (2007), objective data 

can be obtained by doing surveys. This is because by doing surveys, the data can be 

easily obtained from individuals and can collect various types of information such as 

level of study, age, marital status, and countless more (Stangor, 2015). One of the 

advantages of the questionnaire is that it can assure the respondents’ confidentiality and 

anonymity (Ary, Jacobs & Razavieh, 1985). The questionnaire was opted for not only 

due to its recognition as one of the most widely used data collection techniques, but 

also because it provided an efficient way of data collection from a large sample. The 

survey questionnaire also establishes the degree of confidence which can be placed in 

a set of findings, and allows generalisability or universality within given parameters 

(Saunders et al., 2009).  

There are two versions of the surveys employed in this study. One version of 

the questionnaire was distributed to public university students in Malaysia and the other 

for the student-participants of the MAKUM Theatre Festival 2014-2015. The survey-

questionnaires were prepared in dual languages (i.e. English and Malay) for the ease 

and comfort of the respondents. Details sought in both sets of the questionnaire include 

the respondents’ demography (i.e. university, faculty, programme, age, gender, race). 

The general university student population was asked to rank its general perception of 

creativity in higher education based on a scale from ‘strongly disagree’ to ‘strongly 

agree’ for a total of 20 items. Students were also asked to rate the creativity of another 

10 items based on a five-point Likert scale of ‘1’ (very poor), ‘2’ (poor), ‘3’ (neutral), 
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‘4’ (good), and ‘5’ (very good).31 Student-participants of the MAKUM Theatre Festival 

were asked to rate 15 items concerning creativity and the MAKUM Theatre Festival 

from ‘strongly disagree’ to ‘strongly agree’, and another five items for the measurement 

of creativity for items relating to the Festival based on a five-point Likert scale, which 

is a proven scale for social studies research (Brown, 2011). The scale identifies ‘1’ as 

poor and ‘5’ as very good, hence allowing the comparability of results. An odd-

numbered scale allows the midpoint to indicate a natural response, heightening validity 

as it does not force a response from the respondents.32 The questionnaires were mainly 

self-distributed with a few preferring to respond via email. General student surveys 

were largely distributed during personal visits to the targeted public universities, 

whereas surveys meant for the MAKUM theatre participant were mainly distributed 

on-site as the event took place.  

The questionnaire for the public university students was distributed to 

approximately 50 students per university from the University of Technology MARA 

(UiTM), the University of Malaya (UM), the University of Malaysia Kelantan (UMK), 

the University of Malaysia Pahang (UMP), the University of Malaysia Sabah (UMS), 

the University of Sultan Zainal Abidin (USZA), the University of Education Sultan 

Idris (UPSI), the University of Science Malaysia (USM), and the University of 

Technical Malaysia (UTeM). 

The semi-structured interview method consists of asking key questions to define 

the areas of interest by exploring and probing. Creswell (2014) recommends that 

qualitative questions need to be general and open-ended. Furthermore, the interview 

allows for further elaboration of information given by interviewees that might be 

                                                           
31 See Appendix Fi: Survey-Questionnaire (University Students). 
32 See Appendix Fii: Survey-Questionnaire (Theatre Participants). 
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largely ignored by the researcher during the beginning session (Gill et al., 2008). 

Several versions of the interview guide were prepared for people of different positions 

in the MAKUM Theatre Festival (i.e. Secretariat/cultural officer, organising 

committee, academic, troupe representative, student-participants).33 However, the 

interview guide for the student-participants was the most used. The respondents were 

asked approximately 25 questions relating to their involvement and perception towards 

the art form of theatre in general and the MAKUM Theatre Festival in particular. For 

the interview, details recorded at the start of the session include the date, time, venue, 

and respondents’ details (name, age, race, gender, faculty, programme).  

The interviews were conducted in Malay and recorded with a voice recorder 

with the respondents’ consent. The interviews were either face-to-face individual 

interviews, pair, or group interviews with not more than three people per session. This 

was done at the request of the respondents. Similarly, schedules for the interview were 

dependent upon the respondents as they determined the date, time, and venue for the 

interviews. Again, a few respondents opted to answer the interview questions based on 

the interview guide via email mainly due to time constraint. 

Questions posed for the student-participants in the MAKUM Theatre Festival 

2014-2015 asked about their involvement in theatre and the MAKUM Theatre Festival, 

their opinion of the MAKUM Theatre Festival and their perception of whether the 

Festival promotes creativity, inter-disciplinary exchange, lifelong learning, and 

multiculturalism, their view of the Festival’s participants, organiser and jury panel, their 

take on the selection stages and duration of the 2014-2015 Festival, the impact of the 

Festival, the knowledge and skills they bring to and gain from the Festival, their insight 

of themselves and others as arts and non-arts students in the Festival, further aspects of 

                                                           
33 See Appendix Fiii: Interview Guides. 
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creativity in the Festival, the role and significance of MAKUM Theatre Festival, 

probable future participation in the Festival, applicability of theatre knowledge for 

future work, arising issues, suggestions, and other comments. Some similar questions 

were posed to the MAKUM Secretariat, but the questions also enquired upon the 

MAKUM Theatre Festival in a deeper manner. On the other hand, university officials 

were asked of their respective troupe’s participation in the said Festival. As far as the 

student committee members are involved, they were asked about their view as a host 

university for the MAKUM Theatre Festival 2014-2015. A few student representatives 

provided inputs on their respective university theatre troupe/club, and a theatre 

academician provided information on the programme and project/s which involve 

theatre and creativity in the university. 

The observation, on the other hand, was carried out on-site at the venue of the 

event. The university troupes were observed individually on the day of their 

performance. The observation would commence in the morning during the team’s early 

preparation until early evening as the rehearsal ended, next continuing during the actual 

performance. This means that each team was observed for less than half of a day from 

9 a.m. until 6 p.m., and from 8 p.m. until 10 p.m.  

Nevertheless, a different approach to the observation was necessary for the last 

team competing in the selection stage as less than 10 team members consented to 

participate. Those few were followed at random and observed accordingly. Much of the 

observation details rudimentary things (i.e. member presence, condition of physical 

site) relating to mood, actions and behaviours, as well as the occasional peculiar 

incidents. The observation also includes picture-taking. The evening performance was 

also recorded and a copy of the recording handed over to the performing team. To note, 

all visuals and recordings taken were reviewed by the participants. None were 
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problematic but those which included non-consenting individuals were omitted to 

respect their non-involvement in the research.  

 

Data Collection Techniques 

Data was collected via personal observation of student-theatre performances, semi-

structured interviews of student-participants and survey-questionnaires. The 

performances observed were productions for the Festival at two out of the three regional 

selection stages and the final stage of the competition held at the University of Malaya 

in Kuala Lumpur. Data collection commenced during the North Zone Selection Stage 

which was held from 5th until 12th March 2015 and continued during the East Coast 

Zone Selection Stage held from 4th until 16th April 2015.34 The start of the Festival 

marked by the Middle Zone Selection Stage is not included in this research as the study 

was only beginning at the time and undergoing its proposal stage, awaiting approval. 

Thus, the University of Malaya (UM) only joined in the research during the Final Stage 

of the Festival from 7th until 13th December 2015. The survey-questionnaires were 

distributed during the contacts made at the selection stages with the interviews mostly 

held after the completion of the selection process.  

The interviews were done face-to-face, except for a few cases in which factors 

such as time limitation and location did not allow for a face-to-face meetup. They were 

thus done via email for cases UMK (TP8 only), UMS (AD2 only), USM, and UUM. 

There were single, pair, and group interviews of no more than three people depending 

on the respondents’ preference and other factors such as time and location availability 

for the interview sessions. Dates, time, and venues for the interviews were determined 

by the participants. In most cases, these were prearranged from weeks to months earlier. 

                                                           
34 See Appendix G: Data Collection Schedule. 
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A total of 45 face-to-face interview sessions of which 28 (62%) sessions were single 

interviews, seven (16%) were pair interviews, and 10 (22%) were small group 

interviews were conducted. As six were done via email, this totals 51 interview 

sessions. The interviews lasted for less than 10 minutes to more than one hour at times. 

Locations for the interview include indoor venues such as work office, performance 

hall and lecture room, and outdoor places. In the interview, the respondents were also 

presented with a non-serious conversation before jumping into the main agenda. The 

key property is to build rapport and put the participants at ease (see Bogdan & Biklen, 

2007). These interviews were semi-structured and presented a set of specific, open-

ended questions. Open-ended interviews enable the respondents to respond using their 

own languages (Patton, 2007). 

The data collection phases are generally divided into three, namely, the North 

Zone stage, the East Coast Zone stage, and the Final stage of the MAKUM Theatre 

Festival. Data collection commenced on 5th March 2015 with the North Zone selection 

stage held in USM Penang and wrapped up on 11th March 2015. The data collection 

continued on 10th April until 15th April 2015 with the East Coast Zone selection stage. 

There was a significant gap in which the data collection recommenced only on 7th 

December 2015 with the Final stage of the competition finally held, ending on 9th 

December 2015. In between the stages of the MAKUM Theatre Festival, data for the 

survey-questionnaire and interviews were gathered. In total, the data collection took 

approximately nine months to complete. Figure 1.3 provides the nature of data collected 

for this study.   
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Figure 1.3 Data Collection 

 

Data Analysis Procedures 

Qualitative analysis deals with words and seeks to give meaning to the words collected 

which are qualitative in nature. Qualitative data analysis “requires understanding how 

to make sense of texts and images so that you can form answers to your research 

question” (Creswell, 2012: 236). It consists of information gathered in a nonnumeric 

form. The analysis of qualitative data is often based on an interpretative philosophy and 

involves explanation, understanding or interpretation of the people and situations under 

investigation in order to generate meaningful and symbolic content of the qualitative 

data. The aim behind qualitative work is not to seek generalisation across a population 

but to provide understanding from the perspective of the respondents (Taylor-Powell & 

Renner, 2003). 

 This qualitative study employs a triangulation of data (see Denzin, 1978) from 

two techniques of data collection, namely semi-structured interview, observation, and 

survey-questionnaire. Data triangulation is a powerful technique that expedites 
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validation of data through cross-verification from two or more sources. It is believed to 

be a more profound form of triangulation which is to gather diverse viewpoints or 

standpoints, hence casting light upon a topic (Olsen, 2004).  

Data analysed was mostly qualitative in nature with limited quantitative 

treatment. Participants in the study were mostly undergraduate university students in 

Malaysia who were directly involved in the said Festival. The students were both in arts 

and non-performing arts courses, hence providing a colourful demography in terms of 

academic programme, area of specialisation and university attended, albeit with certain 

similarities in terms of age range and race in general. More importantly, this shows that 

interest in the arts is there even among those outside of the field, suggesting the 

probability of cross/inter-disciplinary exchange, a point which has been discussed by 

Mark Teh in his talk about contemporary theatre in Malaysia (as cited in Maganathan, 

2015). 

As this study is ethnographic and fundamentally qualitative in nature, 

quantitative results of the survey-questionnaire were calculated using simple basic 

formulations (i.e. percentages and totals). None of the surveys were rejected in lieu of 

maintaining a similar number of samples (total n = 50). Moreover, the numbers were 

simply indicative of the general perception of creativity in Malaysia’s public 

universities and the MAKUM Theatre Festival. Results of the surveys are presented in 

Chapter Three in the study’s assessment of creativity within the university and the 

MAKUM Theatre Festival. 

 The larger chunk of the data was analysed via data triangulation involving 

observation notes, the theatre performances, and interviews. A performance analysis of 

the plays staged in the MAKUM Theatre Festival 2014-2015 includes an overall 

impression of the productions according to the zones, the thematic engagement of the 
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plays, the use of media in the productions, observed audiences’ reception, and other 

factors such as gender representation and the setting, among others. However, as the 

account may be one-sided as it depends primarily on my own interpretation, the voices 

of others are included to provide a more balanced review, and this data comes from the 

interviews conducted.  

The interviews were conducted in Malay for the convenience of the participants, 

and voice-recorded. The recordings were then transcribed, and translated from Malay 

to the English language in which excerpts of the interview scripts were generated into 

Word format, and the text thematically analysed. The results were generated into 

emerging themes and subthemes. Themes were also generated based on the 

respondents’ responses of the questions posed in the Interview Guide. As Creswell 

(2012) states, sometimes codes can be themes that are expected based on past literature 

while some can also be surprising and not anticipated at the initial stage of the study. 

Additionally, the critical incident technique to identify factors for performance delight 

and outrage is employed (see Swanson & Davis, 2012). This means that any occurrence 

or peculiarity observed in the hall and in the performance are noted and included in the 

performance analysis. 

 

Consideration for Ethics   

The balance of power between the researcher and the researched is a main focus of 

ethics in research. Central concerns include care, trust, and authority (Nicholson, 2005). 

According to Murchison (2010), the primary ethical responsibility of ethnographers is 

to their potential and actual informants. In terms of the study’s ethical considerations, 

the participants were guaranteed anonymity, assurances that their input would be used 

strictly for academic purposes and that they were free to withdraw from the study at 
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any time. In general, initial consent was obtained for the whole group verbally. This 

was followed by the participants signing the prepared consent form. However, those 

who did not wish to answer the questionnaire or interview allowed the observation and 

recording, and this eased the data collection process. Rapport with the participants was 

maintained via the self-created Whatsapp groups for each participating university 

theatre troupe. This proved to be effective in maintaining contact with the participants 

and obtaining updates on the progress of the theatre project, among other things. All 

information shared was guaranteed confidentiality and would not bring any harm to the 

respondents in the future. All of the participants were aware of the recording and 

consented to it. Verbal and documented consent were obtained before the interview was 

conducted. This is to gain mutual agreement that they are willing to participate in this 

research, to know the purpose and procedures of the research and the risk and benefits 

of the research (Groenewald, 2004).  

 

The Role of the Researcher 

I am a female Muslim of mixed parentage (i.e. Malay and Punjabi) reaching my thirties 

during the conduct of this study. I received education almost exclusively from the 

public education system in Malaysia. As far as I can remember, I have always been 

fascinated by the performing arts, and dance in particular, but this interest was simply 

an on-and-off hobby which I indulged in from time to time and when the chance 

occurred (i.e. school performance, social gathering, etc.). The formal school education 

I received was absent of the skills and knowledge of the performing arts. I was finally 

able to study dance as a formal academic pursuit as an undergraduate at the University 

of Malaya (UM). My family was initially sceptical of my choice, as I assume any 

traditional parents would be, but I was determined to enrol as a dance student 
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nevertheless. My undergraduate years allowed me to learn the art of dance and partake 

in many performing art events and programmes. Here, I prospered in dance. However, 

I found that my passion alone would not sustain my career in the performing arts. 

Pursuing a career in dance was simply out of the question as I got engaged to be married 

and started to wear the hijab.35 Therefore, I decided to expand into other branches of 

the art form, hence a postgraduate study in drama. To me, drama and theatre serve as a 

safer option as they appear to have a more respectable status with their more abstracted 

emphasis on the spoken word as opposed to dance’s focus on the body, while still 

allowing a certain space for movement. However, the realisation I came to as I studied 

drama and theatre is the striking difference in the level of popularity enjoyed by dance 

and theatre within the university and the society at large. Whereas dance programmes 

were aplenty, the number of theatre productions were significantly lower. Inspired by 

the MAKUM and MAKUM Theatre Festival which I was exposed to in UM as a former 

participant in Cycle 2011, I decided that MAKUM would serve as a perfect place to 

start my enquiry relating to the significance and potential of theatre and the performing 

arts within higher education. Intrigued by the lack of serious academic attention towards 

the Festival, I therefore embarked on the study of the MAKUM Theatre Festival. This 

endeavour brought me to a bigger outlook on the scope of theatre in Malaysia, its 

society, its relationship with religion, race, and other related factors.     

My position as researcher in this study is therefore constructed around my own 

personal characteristics and sense of myself, which have been informed by experience 

and exposure in the field. According to Walshaw (2008), this concept of identity is 

significant in the research process. Pitard (2017) also argues that a researcher’s position 

must be disclosed for participants to gain trust. In this research, I am a postgraduate 

                                                           
35 The hijab is a form of headcover worn by female Muslims. 
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student and future member of the workforce in performing arts within higher education 

in Malaysia. To the participants in this research, I was either a stranger who later was 

better known and treated as a familiar face, or a comrade who shares a similar interest 

in performing for those who were willing to lessen the gap in the researcher-researched 

relationship. Aside from the age gap, I was different as a sole individual across the 

groups of students. I was merely an observer and not an active member of the 

production troupes. However, I find a slight similarity with the students as a former 

performer in the MAKUM Theatre Festival. I thus identify with both groups of 

performing arts and non-performing arts students as I was a student in dance and drama, 

but still consider myself a novice in theatre, production and plays as I was largely 

trained in dance. I could therefore relate to those with a restricted amount of exposure, 

knowledge, and skill in theatre, a prevailing feature for many including the student-

participants in the MAKUM Theatre Festival. 

For the most part during the observation, I remained a passive and silent 

observer, typically locating myself at the middle end of the hall’s auditorium to observe 

the goings-on. This was done to minimise observer presence. However, I was always 

visually seen and never in hiding so as to maintain transparency. From time to time, I 

would interact with a few of the students with minor exchanges or further enquiries. On 

a few occasions, a closer rapport was possible, hence allowing longer interactions. A 

few instances caused me to directly include myself into the process (i.e. students asking 

for help with the practical issues they were facing). These included impromptu dance 

lessons, finding solutions to technical issues together, and others. Whereas I was able 

to have a good working relationship with almost all the respondents in this study, I 

faced certain animosity from other quarters which I blame on misunderstanding, 

prejudice, and the lack of proper information delivery. As a result, my access to certain 
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quarters of the research was limited, if any was given. Nevertheless, this is not 

uncommon in research since there are often boundaries, especially for issues that are 

sensitive to the possible respondents whose needs have to be protected and remain 

confidential (Kaiser, 2009; Sanjari et al., 2014).  
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CHAPTER ONE 

THEATRE AND EDUCATION IN MALAYSIA 

INTRODUCTION 
 
Having introduced the context of the study in the introductory chapter, Chapter One 

further elaborates on the cultural and artistic feature of Malaysia, namely the 

performing arts and theatre. This chapter concentrates on theatre as part of the Malay 

performing arts, which moves to a more specific focus on theatre in the Malay-Muslim 

community in Malaysia. Aside from detailing its forms and functions, a historical 

account on the development of theatre in Malaysia is given along with its current status 

and predisposition. Theatre is further discussed in its role within the context of 

education, specifically higher education. The chapter serves to locate the link between 

cultural, literary and arts education, moving to the performing arts in which 

drama/theatre in education is the primary core. The philosophy of Malay literature 

education as well as the School of Art is referenced, together with the theatre 

programmes offered in Malaysia’s public higher institutions. More importantly, the 

issues pertaining to theatre in Malaysia is addressed. This scope of the chapter 

deliberates over the societal, political, economic, educational, and religious challenges 

faced by theatre in Malaysia. Additionally, the relationship between theatre and Islam 

is addressed, which brings forth the matter of Islamic performing art as well theatre and 

gender representation. In sum, aside from addressing the scope of theatre and its link to 

race, ethnicity, religion and gender, this chapter considers the status, role, impact, and 

challenges of theatre within the society, academia and the creative industry in Malaysia.   
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In this study, Malaysian theatre is conceptualised as the Malay-based theatre, 

hence excluding a discussion of Chinese and Indian theatre. Furthermore, the literature 

has yet to produce a robust enquiry into the discussion of Malaysian theatre based on 

racial division or origin. Nevertheless, the issue of race is still treated as a variable in 

this study due to the observation of Malay dominance in the Malaysian theatre. Multi-

ethnicity and cultural policies favouring the Malays and Islam have been argued to be 

among the sources of the theatre crisis in the country. An account of the history of 

theatre in Malaysia therefore requires an examination of this art form pre-Islamic 

advancement. This feature of Malaysian theatre in Malaysia has been proven to be a 

source of contention among the Malay Muslim community in Malaysia.  

 

THE MALAYSIAN-MALAY PERFORMING ARTS 

Performing arts in Malaysia are typically distinguished into the categories of musical 

instruments, music, dance, and theatre (Hissam, Ramli & Jaafar, 2019). Aside from the 

different genres, they are also distinct in terms of race and state. For instance, the state 

of Kelantan is famous for the traditional dance-drama mak yong while Chinese opera is 

obviously a prominent form of theatre among the Chinese population.36 The Malay 

performing arts are further classified into traditional Malay music, palace and folk 

dance, folk songs, folk games, Malay theatre, and Malay martial arts.  

 The distinguishable forms of performance have a variety of functions in the 

Malaysian society. They include medicinal and therapeutic, ceremonial and ritual, 

religious, and cultural arts planning.37 In the age of animism, prior to the interplay with 

the outside world, many Malay performing arts took on the form of spells, chants, and 

                                                           
36 Most stories performed in mak yong are derived from Kelantan-Pattani mythology. Some were 
obtained from outside the Malaysian-Thai region such as Anak Raja Gondang from the Jataka tales, 
literature native to India.  
37 See Appendix Hi: Types and Functions of Traditional Performing Arts in Malaysia. 
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enchantments, used in animistic belief ceremonies for the purpose of worshipping 

ancestral spirits, among others (Rahman, 2013; Saidon, 2014).  

An examination into the evolution of the performing arts and theatre in Malaysia 

suggests various internal and external influences, especially as the country has had a 

long history with the outside world through commerce, migration, and colonisation. 

Among those prominent are Buddhist, Hindu, Islamic, and Western influences. Other 

influences include Indonesian, Thai, and Chinese. Nevertheless, the traditional Malay 

performing arts are reflective of the identity of the Malays in this country (Saidon, 

2014). 

 Malay performing arts continued to develop with the cultural exchanges 

between the various Malay Archipelago islands between mainland Indochina and 

Australia during the imperial times of Hindus, Funan, Sri Vijaya, and Majapahit.38 It 

was further influences by Islam as a result of its interaction with Indian and Arabic 

traders during the Malaccan empire (1411-1511). During this period, the Malay 

performing arts flourished (Saidon, 2014). It evolved from simple storytelling, solo 

theatre, and berbalas pantun or response-rhyming, becoming more elaborate with the 

development of local indigenous stories and the arrival of foreign epics such as the 

Ramayana which were used in wayang kulit or shadow puppet theatre performances in 

Terengganu and Kelantan (Shuaib & Halid, 2011).39  

 The Malay’s structure of social life which divided the nobility and commoners 

among the people produced cultural traditions for both palace life and the common 

                                                           
38 Sri Vijaya was a Buddhist maritime Indonesian empire based on the island of Sumatra, Indonesia. 
Majapahit was a Javanese Hindu-Buddhist maritime empire based on the island in Java in Southeast 
Asia. 
39 Two major Sanskrit epics of ancient India form the Hindu Itihasa or classical history, Ramayana and 
Mahabharata. Authored by a high class ancient Indian sage Valmiki, Ramayana narrates the life of a 
legendary prince named Rama of the Kosala kingdom whose wife Sita was kidnapped by Ravana, king 
of Lanta, resulting in war. The Mahabharata narrates the struggle between two groups of cousins in the 
Kurukshetra War and the Pandava princes and their successors. 
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people. Music and traditional Malay dances were part of the ritual and secular 

entertainment of royal palaces, while village people developed their own form of folk 

music oral tradition passed through generations. The performing arts were a feature 

during festive seasons, marriage ceremonies, and harvesting. It was further regionally 

characterised. Western influence started appearing in picture when the Portuguese 

reigned in Malacca in 1511, and continued to grow during British rule. In the 1950s and 

‘60s, some western instruments were adapted and blended into local forms of 

performing arts such as theatre.  

  

MALAY DRAMA/THEATRE 
 
The art of theatre is a combination of one of more elements of craft beyond other 

branches of performing arts such as sound, music, dance, ritual elements, decorations, 

sets, costume, and others (Hayin, 2018; Hissam, Ramli & Jaafar, 2019). Bert (2002) 

suggests that theatre’s identity crisis may be due to its hybrid nature. He contends that 

theatre as rhetoric, poetry, or entertainment does not adequately explain what theatre is. 

In her article, Zuhra (1996) deliberates upon the term Malaysian drama. She 

contemplates whether drama in Malaysia is transferable as the country’s national 

drama, which is drama originally written in Bahasa Malaysia, or drama written by 

Malaysians in any language. According to her, Malaysian theatre constitutes a broader 

term to include all of what is performed in Malaysia regardless of foreign or local 

productions.     

 Within the history of world theatre, Greece, Egypt, and India were the earliest 

to have influenced the local community. The types of theatre in Malaysia include 

dramatic, musical, poetry, and motion theatre (Hayin, 2018). The genres of Malay 

theatre include traditional such as the operatic theatre Bangsawan, as well as the more 
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contemporary Sandiwara, realism and experimental theatre.40 Other forms of Malay 

traditional theatre include the dance-drama jikey, the medicinal-ritual main puteri or 

main peteri, mek mulung, and menora, and several folk theatres such as nur sakti and 

randai (Asyraff, 2011; Department of National Heritage, 2019; Hays, 2008; 

O’Miettinen, 2018; Rahim, 2012; Rahman, 2007; Sarwar-Yousof, 2004). Soon (2001) 

provides a more comprehensive look at the Malay drama/theatre and its era (see Figure 

2.1).  

 

 
 

Adapted from Soon (2001: 54) 

Figure 2.1 Malay Drama/Theatre 

  

                                                           
40 See Appendix Hii: Traditional Malay Performing Arts in Malaysia. 

MALAY DRAMA/THEATRE 
 
 
 

  Traditional Era     Modern Era 
 
 
 
 Early Age     Sandiwara  Modern Drama Experimental 
 (Contemporary) 
  
 
main peteri puja pantai     realism  symbolic 
 
        purbawara 
   Era of Hakiki Tradition    
 
 
 
Wayang kulit Makyong   Bangsawan 
(13th century)           (18th century)                  (19th century) 
 
 jkey         Local Drama         hamdolok       mek mulung       kemplingan teater nur sakti 
(Kedah & Perlis)          Tradition (Johor)     (Siam-Kedah) (Johor) (Terengganu) 
  

  
 
 
  boria randai ludruk dabus dikir barat     dondang sayang  kuda kepang        tarian pulai 
(Penang)  (Negeri       (Johor)      (Perak) (Kelantan)          (Melaka)      (Johor)       (Terengganu) 
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 At large, theatre festivals function as part of cultural and arts planning in 

Malaysia. More traditional forms play a more specific role and function. Performances 

which are medicinal and therapeutic include kuda kepang and main peteri. Aside from 

their role in healing, mek mulung and menora are also used for religious purposes 

(Bujang, 2007). Theatre has also been a feature of ancestral worship, spiritual 

celebration, harvest and village festivals, and as mere entertainment (MOTAC, 2003). 

 Presenting a historical account of theatre in Malaysia may prove to be especially 

frustrating with the lack of proper record and rigorous documentation. Nevertheless, 

scholars such as Malaysian writer Ghulam-Sarwar Yousof in The Encyclopaedia of 

Malaysia Vol. 8: Performing Arts which was published in 2005, academic Rahmah 

Bujang and Dr Jukka O. Miettinen of the Finnish Theatre Academy in his work, 

Classical Dance and Theatre in South-East Asia published in 1993 have contended that 

what is known as the Malaysian theatre today has emerged from the art form of past 

theatre tradition which has its roots in indigenous animism and mysticism, among 

others. Its exact emergence remains vague due to the absence of record (Yousof, as 

cited in Ramlan & Quayum, 2010). Accounts of theatre in the country often begin with 

the era of traditional Malay theatre, regarded as the first generation of theatre form in 

Malaysia.  

In its earlier formation around the 13th until 18th century, theatre was enjoyed 

by people who were mainly farmers, planters, fishermen, housewives and children. 

Theatre performers were made up of nomadic troupes, performing from village to 

village. At its very basic, nomadic theatre typically identifies travelling theatre troupes. 

As the performances do not involve a fixed location, movement is thus a central feature 

(Nibbelink, 2019). Throughout its history, the Malay theatre has undergone many 

shifts, divided into several periods of development.  
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According to Abdul Rahman Napiah or known by his pen name Mana Sikana 

(1988), wayang kulit or shadow puppet theatre which originated from Java was the first 

form of traditional Malay drama, emerged since the 13th to 14th century.41 Adhering to 

the principle of light and shadow, the stories of wayang kulit are based on the epic 

Ramayana and Mahabharata, suggesting its Hindu influence. In Malay literature, they 

are known as Hikayat Seri Rama [the Epic of Sri Ram]. Stories were also sourced from 

Roman classics (Bujang, 2007). Mak yong was another form of traditional theatre which 

existed in the 18th century. The stories told in mak yong are limited to 12 original 

sources.42 

The 1870s saw the advent of Bangsawan which was enjoyed by both royalties 

and commoners. This form of theatre first emerged when a travelling theatre troupe 

from Bombay, India, called Rombongan Wayang Parsi or Mendu performed their show 

to great success in Pulau Pinang in 1875. The troupe was made of male and female 

performers who performed in Hindi. As mere entertainment full of colour and galore, 

the shows gained popularity and this form of theatre was subsequently assimilated into 

the local scene. In 1884, the troupe’s management was taken over by Mohamed Pusi of 

the local Jawi Pekan ethnicity who thus termed the art Bangsawan, which means 

‘noblemen’ and his troupe travelled throughout the country until the Sumatra. Changing 

the delivery to the Malay language, materials were taken from, for instance, the Arab’s 

The Thousand and One Nights, as well as Indian, Indonesian, and Chinese stories and 

was influenced by the Western form of theatre, adapting Shakespeare’s plays, which 

                                                           
41 Wayang kulit is distinguished into wayang Kelantan, wayang Melayu, wayang purwo, and wayang 
gedek (MOTAC, 2003). Bujang (2007) also identifies wayang kulit Jawa and wayang Siam. 
42 The 12 original sources for mak yong include three from Anak Raja Gondang, six from Dewa Tujuh, 
the and the stories of Anak Raja Tangkai Hati, Raja Muda La Leng, and Raja Muda Lembek (Teoh, 
2016).   
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added further vibrancy into the performance. Unlike wayang kulit and mak yong, 

Bangsawan has an unlimited source for its stories (Teoh, 2016).  

Bangsawan became a traditional Malay opera that involves elements of drama, 

music, singing, and dancing (Supa’at, 2016). It later gave birth to the opera in Malay 

theatre and was particularly widespread during the 1920-1930s era of colonisation. 

Bangsawan managed to gain much popularity due to several factors. According to 

Buang (1990), Bangsawan troupes were popular as the case and line-up were made of 

local people, the actors were visually stunning and engaging, and the troupes received 

funding from mostly Chinse businessmen and merchants as they see Bangsawan as a 

lucrative investment. Nevertheless, by the end of the 1930s, Bangsawan began to lose 

its popularity with the advancement of the film industry and the Japanese occupation.

 The second wave of theatre development took place with the emergence of 

Sandiwara, notably by the infamous theatre troupe Miss Rabut from Indonesia in the 

1930s. This form of theatre was again very much predisposed to Western influence with 

sources from Shakespeare. Sandiwara reached its peak in the 1940-1950s as a form of 

anti-colonial movement. Whereas Bangsawan was mostly based on myths and 

fantasies, Sandiwara was more concerned with the reality of local life. Bangsawan, 

therefore, also lost its appeal due to the rising spirit of nationalism and the call for 

independence among Malay university undergraduates. Maktab Perguruan Sultan Idris, 

now known as the University of Education Sultan Idris, was the only higher education 

institution for the Malays at that time and played a part in invigorating the drama scene 

through its scholars such as Za’ba, pseudonym for Zainal Abidin Ahmad.  

 During British occupation, English theatre began to take its root. The KL 

Theatre Club and Malayan Arts Theatre Group or (MATG) which was established by 

the British Council in 1951 were the famous few amateur troupes to showcase classic 
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plays from Shakespeare to the comedies. The MATG was especially established with 

the aim of promoting English culture and the study of Shakespeare among children in 

schools. The majority members would encompass the English and students from the 

Victoria Institute and the Methodist Boys and Girls School were sometimes invited to 

take part in the plays. In 1961, Krishen Jit became the first non-English director in a 

company of English people when he was invited to helm the production of Anton 

Chekov’s The Proposal. MATG was later known as the Malaysian Arts Theatre Group 

when it was taken over by Syed Alwi in 1967 who reshaped the company’s principle to 

popularise local drama. 

In the third stage of development, theatre in Malaysia was marked by the 

increasing number of writers and theatre activists in realism post-independence or the 

early 1950s. This form of theatre was derived from the European move towards 

scientific, industrial, and societal development in the 19th century. Scientific knowledge 

altered the dramatists’ way of thinking, and stories revolved around societal issues of a 

developing country in terms of economic disparity, social institutions and other factors 

which were the reality then. Prominent figures include Usman Awang, A. Samad Said, 

Syed Alwi Syed, and Kala Dewata. It focuses on decolonising the stage which was 

dominated by British expats prior to the country’s independence (Lim & Chua, 2018). 

The fourth stage of theatre development began in the 1970s with the 

experimental theatre. Young writers were experimenting with imagination, Western 

techniques, innovation, and the search for authenticity. This modern or contemporary 

theatre is therefore a mix of old traditions with newer forms. Malay theatre went 

through changes due to the conditions of the time which affected artists and society. 

This went on to other genres of theatre aside from realism following what is known as 

the 13th May 1969 racial conflict. The 1969 Malaysian general election caused 
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widespread chaos between the Malays and Chinese especially with each side losing 

lives and belongings. Political campaigning brought about discourse on sensitive topics 

such as the Malay language, the special rights of the Malays and the status of the non-

Malays which caused racial sentiments and distrust to build among the masses. The 

effect of British and Japanese occupations certainly made this task easier as both 

Malays and Chinese faced their own hardships during the colonisation period. Whereas 

the Chinese prospered during the British occupation, such was not the case during the 

Japanese occupation when the Malays were given the upper hand, though both sides 

nevertheless suffered at the hands of the colonisers. Notably, Malaysia’s national 

laureate Noordin Hassan’s work entitled Bukan Lalang Ditiup Angin was the first to 

touch upon the effect of the riot. The forms of theatre then include theatre of the absurd, 

the surreal, and teater fitrah which was inclined towards religious values and worship 

by other Malay playwrights such as Dahiri Saini. To promote modern Malay theatre 

and further the Malay agenda, drama competitions were organised by the Ministry in 

the form of a national theatre festival. The said festival was nevertheless cancelled in 

1984 due to high costs and the presumed lack of contribution to the nation’s theatre. 

Theatre performances were highly regulated since then and a performance license or 

permit must be issues by the police before a performance could be staged. Aside from 

denying the license altogether should the work was deemed against the policies; the 

police also had the right to request for more information and make amendments or cuts 

on the work. Censorship is less rigid nowadays as a result of self-censorship and 

licensing is managed by city halls instead (Lim & Chua, 2018). 

As part of the effect of the racial riot, two major events took place in the theatre 

scene in 1971. First was the execution of Genta Rasa on 13th-15th May at Panggung 

Aniversari in Taman Tasik Perdana by drama activists, poets, and artists. Among those 
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prominent was Usman Awang’s Matinya Seorang Pahlawan [Death of a Warrior]. 

More than 8,000 attended the event and the police was dispatched to safeguard the 

public. Secondly, on 20th August 1971, the National Cultural Congress was held at the 

University of Malaya (16th-20th August). The five-day congress benchmarked the 

participation of Malay and non-Malay playwrights, notably Krishen Jit, Syed Alwi and 

Rahim Razali towards the national cultural policy. This resulted in the establishment of 

Istana Budaya which was initially known as Kumpulan Budaya Negara (KBN) 

following the demand for racial equality.43 Non-Malays were opposing the formation 

of a national culture which was based on the Malays and Islam which they felt were 

against their cultural rights. Shifts observed in Malay theatre in Malaysia point to the 

focus on everyday issues which affect the surrounding community to larger scale 

productions of Istana Budaya helmed by local celebrities for the sake of enhancing the 

quality of the performances at present, with theatre entering the commercial and 

survival era. Istana Budaya further functions as a high-end theatre venue to exemplify 

a high-class society.     

To conclude, several forms of wayang kulit were active until the early 1970’s. 

In the 1970s, Bangsawan and jikey may be occasionally seen. The end of the 19th 

century, on the other hand, maps the emergence of popular theatre from Sandiwara in 

the 1950s or during the pre-Independence era, the 1960’s rise of modern drama and 

experimentations of the 1970s. The 90s era has been described as directionless in 

theatre, full of many possibilities and diversities. Among those include a small number 

of newcomers from Akademi Seni Kebangsaan who constantly experimented with 

theatre and were said to had been a conceited and arrogant group (Soon, 2001).  

                                                           
43 Istana Budaya, also known as the Palace of Culture, is Malaysia’s main venue for all types of theatre 
including musical theatre, operetta, classical concerts and opera from local and international 
performances. It is located in heart of Kuala Lumpur city, next to the National Art Gallery. 
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At present, theatre has been reshaped to cater for the high and middle-class 

people in the society as well as the so-called ‘cultured’ persons viewed as chic and 

sophisticated. Also available are designated venues for theatre such as Istana Budaya. 

Contemporary theatre in Malaysia is also identifiable based on regions or states, 

revealing varying cultural climates. For instance, Bangsawan is particularly famous in 

the northern states such as Penang, and Kuala Lumpur enjoys more theatre 

performances with the availability of government and independent theatre companies 

such as the Kuala Lumpur Performing Arts Centre (KLPac), the Damansara Performing 

Arts Centre (DPAC), and Kakiseni. According to Lim and Chua (2014), the theatre 

scene in Kuala Lumpur is further divided along race and language, with Malays taking 

a larger space, followed by Chinese theatre, and the relatively absent record for Indian 

theatre. 

 

ISSUES IN THEATRE IN MALAYSIA 

For all its abundance, the existence of theatre as performing arts has always been, and 

is still, threatened by a variety of factors. The discourse within theatre in Malaysia 

mostly features the notion of threat faced by the dominant Malay performing art. Heng 

(2013) posits that the issues are interconnected and stem from a lack of awareness. 

Additionally, Saleh (2014) contends that the threat of extinction is very much real for 

the Malay performing arts. Although each state in Malaysia is able to promote a unique 

Malay performing art, a more important agenda is to cultivate a heightened sense of 

awareness towards the vitality of performing arts in the Malay civilisation among the 

Malays themselves.  

Saidon (2014) opines that today’s young generation of Malay is no longer 

interested in traditional music, dance and theatre as they are no longer familiar with 
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those arts and not given enough exposure and education about them. Current knowledge 

of the performing arts and theatre especially is ever limited among Malaysians with a 

general lack of exposure, interest, and support. Nowadays, the survival of theatre very 

much depends upon economic and social factors. Change in the manner of learning has 

also contributed to the lack of experts and professionals in the arts. No longer are people 

seeking apprenticeships as practiced before, which has been a prominent way of 

studying arts in the past.  

The popularity enjoyed by this form of art is subject to the condition in which 

attempts at sustenance and reinvigoration take place. Some have lost their allure and 

importance due to the changing demography, political, economic, religious and societal 

concerns. People are more concerned with wealth creation, for instance, and the 

performing arts is not one which is known as a profit-making business in Malaysia. 

Others have seen a decline due to the dwindling number of practitioners such as what 

is happening with KLPac which finds itself financially difficult to sustain and survive 

whereas there are those which have ceased to exist altogether. A report on KLPac’s 

survival was made by Khoo (2017) in which it is revealed that the company may face 

closure due to a dire lack of funding, low audience turnout, limited patronage, and a 

loss of interest in theatre.  

Aside from limited viewer turnout, financial risks, and the idea that theatre is 

only for certain groups of people, further missing is an advocacy movement for 

Malaysia’s performing arts (Heng, 2013). As a result, Malaysian theatre survives on ad 

hoc basis. Of all the various types of performance arts in Malaysia, it can be argued that 

theatre has enjoyed the least amount of popularity and exposure to the public, 

potentially due to the lack of resources and means to stage a theatre performance. 

Theatre in Malaysia is simply alien to most people (Rawna, 2017).  
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However, other issues and preconceived notions related to the performing arts 

and theatre in particular simply cannot be ignored. For one, the problem with the 

performing arts and theatre has been relegated to the form as mere entertainment, 

insomuch as this kind of art has been regarded as an inadequate representation of the 

serious engagement of an advancing society towards science and technology. This may 

explain the reason that efforts to re-energise the arts throughout the years have been 

repeatedly met with non- or merely semi-success.  

As a traditional heritage, the traditional Malay performing arts are at risk and 

compromised due to globalisation which brings forward popular culture that is rooted 

in modern Western culture. A further dilemma of the arts in the context of Malaysia is 

the issue of tradition versus modernisation. Among the arts practitioners are those who 

uphold the sanctity of traditional arts and those who are open to change and innovation. 

For both, the main issue lies in sustainability. The former is concerned with retaining 

so-called purity of the arts whereas the latter with ensuring that the arts live in the face 

of rapid change in the country. Many of the forms of art have been at risk of 

disappearing due to the country’s push for development in the fields of science and 

technology and the absence of formal instruction in the performing arts.  

Ghulam-Sarwar Yousof (2010) argues that there is little respect for tradition in 

Malaysia and this factor has contributed to the slow death of traditional theatre as well. 

The issue of theatre’s relevance is another problem identified by Yousof, who 

highlights the loss link between performance and actual everyday experience. Thus, 

people are unable to relate to and familiarise themselves with the performances being 

offered. Due to the practical absence and inconsistency of a theatrical presence in the 

life and education of the majority of Malaysians, many are left devoid of any knowledge 
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of this art form. Much valuable cultural knowledge has been lost because of this 

ignorance and lack of exposure. 

Ali (2012) shares that survival in the theatre profession is made more difficult 

due to marketing, and the lack of appreciation for the art. The constraints include the 

non-availability of a fixed income, uncertain market value, and quality scripts. 

Practitioners have been making effort to find a solution to their survival and 

sustainability. The result of their deliberation suggests some ways which may help 

alleviate or lessen the burden they are facing. Rawna (2017) believes that attracting new 

audiences should also be a main consideration by producing theatre that can connect to 

the people. 

Ridhwan (2015) expresses a similar sentiment, and adds that serious theatre 

needs the correct presentation. He argues that the quality of script is not an issue in 

Malaysia as there are many good writers. However, serious theatre may find it difficult 

to attract audience as the society prefers light-hearted comedy more. Electronic media 

entertainment proves to be a main competitor for the performing art. He calls for a more 

effective cooperation between institutions which aim to achieve the same objective. In 

his interview with Hassan (2019), Datuk Mohamed Juhari Shaarani, Director-General 

of Istana Budaya, identifies the challenges to successful theatre. The problems of 

budget constraints, lack of support for resources, difficulty in performing a serious 

script and traditional theatre, unknown actors, and public interest in foreign cultures are 

among those mentioned.  

The lack of representation and documentation for non-Malay theatre as part of 

the national culture and art is of further importance. In the West, concern has been 

voiced over the lack of black theatre representation in the white-dominated setting, 

placing marginality at the forefront (Gaffney, 1979). The same has been expressed in 
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Malaysia. In Malaysia, English-medium theatre has served as a space for non-Malay 

writers, playwrights and activists to showcase their works. Works and plays in their 

own mother tongues target audiences of the same race and ethnicity, detached from the 

Malay spectators.    

Nevertheless, this form of art is still alive despite the constant risk of 

disappearing. This matter is nevertheless observing a shift with regards to attempts at 

theatre revival with the concentrated effort of the government and other privatised 

bodies in enhancing the presence of the arts by means of promoting its advantages as a 

distinctive cultural feature, as an artistic entity of its own, or as a tool to achieve a 

certain objective. In its development, the performing arts attempts to maintain its 

relevance and significance through reinvigoration and reinvention. 

 Making it a product of cultural tourism has been an effort to help ensure its 

existence and sustainability (Saleh, 2014). Commercialising the performing art as part 

of the creative industry is another strategy for its continued presence, calling for its 

practitioners to delve into entrepreneurship (Saidon, 2014). Other methods include 

applying for grants, tax redemptions, organising online theatre marketing workshops, 

collaborations, and others (Rawna, 2017). There is a need, moreover, for local 

publishers with the capability to perform large-scale theatre and keep up with the 

audience’s changing tastes and interests (Shaarani, as cited in Hassan, 2019). The use 

of latest technology was discussed as an area of improvement for theatre in Malaysia. 

Shaarani believes that a play is successful if it speaks for Malaysians, can attract a large 

audience, and popular on social sites. He proposes for fresh, non-stereotypical plays 

which can becomes a well-known brand (as cited in Hassan, 2019).  
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Theatre and Gender 

Another issue in Malaysia’s theatre is the representation of gender. Within some scope 

of the society, theatre is assumed to be gay (Blake, as cited in Tan, 2019). Those 

working in theatre wishes to change this perception and seeks acceptance and open-

mindedness from their audience and the public (Tan, 2019). However, there have been 

many instances of oppositions towards the LGBT in the performing arts with the view 

that Malay Muslim’s involvement in LGBT is an unfortunate social issue (Muhammed 

& Amuda, 2018; Mustapha, 2015; Yusof et al., 2015). There is therefore a need to 

protect the public morality from this uncultured pandemic (Muhammed & Amuda, 

2018). 

A government-backed musical titled Asmara Songsang (Abnormal Desire) 

which was directed by 73-year-old screenwriter Rahman Adam, was shown across 

Malaysian schools, teacher colleges, and universities in 2013 to warn young people 

about the negativities of LGBT, sparking controversy of the assumed state-sponsored 

bigotry to incite hate. In the play, those who did not repent were killed in a lightning 

storm (Astro Awani, 2013; Hetrick, 2013; Hodal, 2013; Othman, 2013). 

In another instance, theatre icons have called for a boycott of the George Town 

Festival after portraits of LGBT supporters and activists were taken down and removed 

from the exhibition which again signals hate, fear, and discrimination (The Star, 2018). 

Pang Khee Teik, a professional contemporary performer and activist, has been vocal 

about this issue and known as the founder of Seksualiti Merdeka (Sexual Independence) 

which was banned by the Government as an immoral activity (Bernama, 2011; 

MalaysiaKini, 2011; Palatino, 2011; Shimada, 2018; The Star, 2011; Zurairi, 2013). 

Others have also observed a similar problem. Atakay (2016) made critical 

exploration on the link between Islam, the cinema, and women. In the Middle East, 
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there is conformity to stereotypes, reinforcing negative images of oppression against 

women, for instance. A university lecturer and his students were attacked by members 

of Laskar Pemuda Melayu (Malay Youth Paramilitary) in Indonesia during World 

Dance Day on the basis that they were effeminates who promote LGBT lifestyle 

(Barahamin, 2019).  

 

Theatre and Islam 

Another prevailing issue, though one which has been suspiciously deliberately less 

discussed, is the conflict between the arts and the religion of Islam. Interestingly, of all 

the many beliefs and religions in Malaysia, only Islam has been observed to at times 

being at odds with the arts and performance in Malaysia. In Malaysia, theatre has faced 

scrutiny due to the emergence of Islam and a changing political climate. With the many 

interpretations of Islamic texts and sayings, Muslim scholars have sometimes come up 

with different sets of conclusions as to what is acceptable and what is not in Islam, and 

on which kind of art is permissible or prohibited.  

 As the dynamic and complex relationship between the performing arts and 

religion is more apparent for Muslims, it hence affects Malay culture and its arts. In the 

face of religious re-enlightenment and re-empowerment among Islamic figures and 

bodies which has been gaining momentum in Malaysian society, many have turned 

their backs on traditional artistic engagement. Those who observe this prerogative 

would look for arts which are approved in Islam and they are but a few, such as the 

nasheed.44 Nevertheless, there are still those who argue against this view and simply 

do not follow what has been prescribed, and they are people like me who are driven by 

                                                           
44 A work of vocal music or “chants” either sung acapella or accompanied by percussion instruments 
which does not contain string, lamellaphone, brass or wind instruments that are non-permissible in Islam. 
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passion for the arts and believe that performing is acceptable when boundaries are 

observed. 

 During the arrival of Middle East missionaries and Muslim traders in the 13th 

and 15th century which introduced Islam as a new religion, the customs, culture, and 

arts of the Malays were forever changed. Court customs and ceremonies were infused 

with Islamic elements whence they were largely Hindu-Buddhist in nature (Shuaib & 

Halid, 2011). Medium of performance such as gamelan and wayang kulit were ulitised 

by Muslim missionaries in the process of Islamising the locals. Thus, performing arts 

such as kuda kepang and mak yong function as entertainment, medium of education, 

medication, and worship.  

Islam forms the central part of Muslim identity and certain practices in the past 

were deemed no longer acceptable and representative of the general Muslim citizen on 

the basis of this religion. This includes certain artistic forms like dancing between male 

and female. Motivated by either a steadfast observation of Islam or the fear of religious 

repercussion, many Muslims have abandoned the arts altogether. On the other hand, 

some of the existing forms of theatre were adapted to better present them as religiously-

observant.  

 Among the arts which have been particularly affected by Islamic jurisdiction 

are the traditional shadow play in Kelantan and kuda kepang in Johor.45 This has very 

much affected Muslim performers, myself included, who may feel that they are not free 

to practice their arts. The mak yong was banned by the Pan-Malaysian Islamic Party in 

1991 due to the influence of and its association to animism, Hinduism, and Buddhism 

                                                           
45 Also known as shadow puppetry, this is a form of ancient storytelling using flat articulated cut-out 
figures. The issue with this form of art has been mainly due to the practice of chanting, assumed as a 
corrupted way of recitation in Islam, and the telling of Hindu-based stories such as the Ramayana Epic. 
The kuda kepang is a traditional Javanese dance depicting a group of horsemen. This art is problematic 
in the eyes of Islam due to the performance incorporating trances and magic tricks. 
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particularly in the state of Kelantan (Hays, 2008; Lim & Chua, 2018; Nambiar, 2019). 

Hoffstaedter (2009) posits that the homogenisation of ethnic ideas has greatly affected 

the Malaysian arts community as practitioners and activists collide with the state. 

Mohamed Ghouse Nasuruddin, emeritus professor at USM’s arts faculty, criticises this 

move an anomaly as the origin state bans the art as in the case of mak yong in Kelantan 

(as cited in Shurentheran, 2017). Shuaib and Halid (2011) provided that the banning of 

Malay traditional performing arts in Kelantan also included the menora, creating much 

furore among politicians, academics, and activists. It subsequently led to the banning 

of other forms of the art in other states, such as kuda kepang in Johor. Hence, aside 

from globalisation, the advancement of Islamisation further poses a threat to the 

existence of Malay heritage, specifically the performing arts. 

 The Muslim community would generally view debates and discussions on the 

art as either irrelevant, erroneous or misleading (Gazalba, 1977). According to Mana 

Sikana (1996), Islam allows any art that does not go against ‘good.’ Scholars have 

studied the relationship between the performing arts and Islam in Malaysia and the 

Government’s role in shaping the cultural and religious identity of contemporary 

Malaysians. For instance, Brennan (2001) examined the disassociation between the 

state’s promotion of international Islamic identity and the existing cultural values in 

Kelantan. Three performing arts were subject to this process, and they were the mak 

yong dance drama, wayang kulit or shadow puppet theatre, and dikir barat, a form of 

responsorial chanting. While the first two are becoming scarce, the third still enjoys a 

certain presence and recognition. It was concluded that cultural and religious identity 

in Kelantan was no longer distinguishable. Observably, politics have rendered the 

power and ownership of art forms such a mak yong and wayang kulit in Kelantan on 

what should be Malaysian, Malay and Islamic. In Selangor, a project on Malayness and 
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Islam is seen with the Selangor Islamic Arts Park Complex. Here, Islam provides the 

revival of Malay culture with a mission by creating its own counter-imagery of Islam 

and culture (Hoffstaedter, 2009).  

Arts is thus a space of solidarity and contestation for identity. Malaysia is a 

nation that preaches racial harmony and practices racial inequality (Abad, 2017). The 

1971 National Culture Policy strengthened the symbolic presence of Malay culture and 

Islam, relegating others to the margins. The performing art forms of other languages 

and cultures such as Chinese, Indian, and English were regarded as independent theatre 

(Lim & Chua, 2018). Restrictions were placed on non-Malay cultural performances and 

policies worsened racial relations in Malaysia. Krishen Jit attempted to heal this by 

collaborating with Malaysian artists and direct Malay plays to express the ideals of all 

Malays regardless of race but that did not last as Malay nationalists exerted pressure to 

sever Jit from this work (Rowland, 2005). Forced to leave, Jit collaborated with close 

theatre associates to establish Five Arts Centre as a social movement organisation in 

1983 (Abad, 2017).   

 To address the conflict between Islam and the Malay and offer a solution, those 

in the field of theatre during the early 1980s proposed the so-called Islamic theatre. 

National laureate and playwright Noordin Hassan came up with teater fitrah or “theatre 

of faith” which embodies the message of Islam (Yaapar, 2005). Hassan believes that it 

is his responsibility to propagate Islamic teachings through the medium of theatre. His 

works include Tiang Segi Tegak Berlima (five upright pillars), and 1400 (Gaisun & 

Sujud, 2019; Winet, 2009; Yousoff, 2016). Malaysian author, playwright, and theatre 

director, the late Krishen Jit credited the emergence of this identity-based-theatre as a 

substitute to secular nationalism. The nationalist presumption that Malaysians were 

rakyat (the people) were challenged by Muslim artists who believe that Malaysian 
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Muslim were first and foremost members of the global Islamic community or umat 

(Winet, 2009). 

 Then there are those who uphold the role of arts in the social, cultural, and 

psychological features of the Malay-Muslim community (Hissham, Ramli & Jaafar, 

2019). A well-known principle is ‘adat bersendikan syarak, syarak bersendikan 

Kitabullah’ or ‘custom based on Islamic law, Islamic law based on the Holy Quran,’ 

emphasising spiritual values and aspects of faith as the formative basis of the arts 

community (Rahman et al., 2011, 2012). Hissam, Ramli and Jaafar (2019), for instance, 

provide a framework detailing the elements and values underpinning Malay-Muslim 

performing arts, as follows: 
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Adapted from Hissam et al. (2019: 329)  

Figure 2.2 Elements and Values in Malay-Muslim Performing Arts  
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 According to the model, the requirement of moral values is a prerequisite in the 

Islamic arts (Rahman et al., 2011, 2012). Art that is created from elemental mixtures 

will subsequently shape the communal character, one that is polite, courteous, gentle, 

friendly. These values will be a symbolic identity of the Malay-Muslim community. 

Malay Islamic art is formed by a fusion between sacred and local values which include 

culture and the environment (Hissam et al., 2019). Din (2007) offers among the aspects 

of Islamic art which include intent, method of creation, material, motive, appreciation, 

imagery, message, and goals. Hissam et al. (2019: 344) provide a guideline for the art. 

In its provision, the Islamic art should be devoid of the element of syirik (neglect of 

responsibility), vicious elements and lust, the element of tashabbuh or resemblance 

with other religions, tyranny towards humanity, gambling, and waste. It should also 

observe men and women’s relationship, does not contaminate the image and values of 

Islam, does not downplay human values to maintain social values, and does not mix 

with anything illegal. According to the scholars, should any of these guidelines not 

observed, the event may likely be negatively viewed, leading to its assumed impiety 

and prohibition. Moreover, performing arts in the communities of Malaysia’s Malay-

Muslim have went through a complex pre-establishment process. It interlinks with 

elements of the local community, culture, religion, and the environment. Artistic works 

are expected to reflect positive values which may include refinement, modesty, 

subtlety, and harmony. 

 We can therefore see the duality of this relationship. First, it borders between 

acceptance-rejection by external religious-political bodies, and second, it is applauded 

as an art form of the religious-oriented theatre figure. In the earlier, former educator 

Zainal Abd Latiff proposes that this conflict may be eased if theatre performers take 
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into account the Islamic view of the work and for religionists and theatre practitioners 

to have regular, healthy discussion of the matter (as cited in Ismail, 2018).   

 The concept of theatre and religion is also a familiarity in the West, as in 

Christian theatre. Historical anecdotes suggest that theatre emerged out of religious 

ritual initially from ancient Greece, and then in medieval Europe (Parker, 2007; Soloski, 

2012). Sachs (2016) views religion and theatre as sharing an inherent connectedness. 

In the context of America and its cultural context, theatre and religion are not always 

combined as spiritual engagement and integrity, as religion has the tendency to 

denounce “secular” rituals. Theatre limits its spiritual dimension to plays which carry 

themes of religion explicitly. However, theatre and religion likely had a dynamic and 

reciprocal relationship. Soloski (2012) argues that religion is placed on stage today only 

to be criticised.  

 Within the repertoire of religion, theatre and education, there exists the theory 

of drama/theatre as moral and ethical education. This theory was advanced by a number 

of scholars including Joe Winston, Brian Edmiston, and Jonathan Levy. Winston (1999) 

acknowledges that drama has long been assumed to highly influence education in 

morality and ethics, and proposes that learners’ moral education can be enhanced by 

classroom drama. He believes that as learners are exposed to the elements of virtues as 

they experience drama, they may begin to understand those virtues and will 

subsequently uphold them.  

Levy (1997) discussed the notion of theatre and moral education. According to 

Edmiston (2000), the discussion of drama as ethical education needs serious 

deliberation (Edmiston, 2000). Drama and its moral functions are significant in this 

world where fact and fiction are oftentimes blurry (Winston, 1996, 1999). According 

to Winston (2002), although theories have emerged for drama and moral education, 
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little has been brought forward in drama and spiritual education. The aspect of 

spirituality has been a feature of the global history of drama and acting. He argued over 

the educational and cultural potential of drama towards spiritual experience and 

development by provisioning time and space for children to think, react, express, 

explore, and speculate collectively upon complex understanding of morality, as well as 

teachers who place importance on the link between drama and spirituality. Zuhra (1996) 

opines that the concern for ethical and moral values should not require the play to be 

highly didactic as there can be other forms of the mental benefit of theatre. Moreover, 

providing solutions are not the aim of every single play which may instead aim to 

provoke.  

 

CULTURAL AND ARTS EDUCATION: DRAMA/THEATRE 
  
The National Advisory Committee on Creative and Cultural Education (1999) has long 

asserts the association between culture and the arts. The conception of cultural 

education should primarily teach the young towards the appreciation and understanding 

of popular culture and high art, as well as various cultural practices (NACCCE, 1999). 

Increasingly promoted in education systems is arts education as a creative process 

which allows students to develop various proficiencies, using imagination, critical 

thinking, mental as well as physical skills to create, therefore enhancing educational 

quality (Engelhardt, 2005). Studies have proven the impact of high-quality arts 

education on the life and artistic skills, social commitment, and self-image among 

teenagers (Hirzy, 2011).  

The relationship between education and the arts is strong as both have a social 

objective which is to affect others (Cantor, 2011). Cantor (2005) highlights the 

importance of arts and higher education in nurturing collaborations between 
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communities and learning institutions. On the other hand, Vardell, Hadaway and Young 

(2003) posit that arts have often been subject to enrichment areas per se. Moreover, the 

curriculum of traditional creative arts often does not reflect and respond sufficiently to 

current practices (Fleischmann & Hutchison, 2012). According to Hirzy (2011), the 

providers of arts education rank training and information on arts programmes for 

adolescents as high priority. Arts education which includes the visual arts and music 

are taught as a secondary syllabus in public schools or what are known as state schools 

in the UK. Lessons heavily consist of sketching, drawing, and colouring, among others.  

From a social perspective, drama is the making, not the faking (Geertz, 1980). 

Matarasso (1997) identified the social effects of arts participation, namely, social 

cohesion, personal development, imagination and vision, local image and identity, and 

community empowerment and self-determination. Similarly, Etherton and Prentki 

(2006) suggest that it serves to promote social cohesion. As drama and theatre can be 

used to support personal development in more ways than one, they should therefore be 

part of the school curriculum (Bayliss & Dodwell, 2002).  

There have been claims over the significance of creativity in drama, and that 

drama education fosters creativity and critical thinking (Bailin, 1996, 1998). However, 

as creativity is ambiguous, it is not easy to substantiate this claim (Bailin, 2011). Drama 

assessment is thus a complex process (Silius-Ahonen & Gustavson, 2012). Heathcote 

employs drama as a medium in learning to expand awareness in which the process 

requires equipping learners with substantive knowledge and enabling them to use what 

they readily know (Wagner, 1976). Practitioners of drama employ several terms to 

suggest autonomy, which include freedom within structure, mastery, informed choice 

and independence (Moore, 2004). In measuring the impact of applied drama and 

theatre, Etherton and Prentki (2006) contend that such an effort requires the wider 
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political and economic dimensions. Instead of focusing on the individual, it involves an 

examination of social, cultural, and historical factors and their roles (Bickerstaff, 2008).  

Cowart (2013) investigated the perception of former high school theatre 

students on the impact of theatre education towards their life skills and psychological 

needs. The participants reported gaining hard work, perseverance, social skills, and 

career training as life skills, and sense of belonging, confidence, cognitive abilities and 

accomplishment, benefitting them psychologically. The influence of youth theatre on 

the social and personal development of young people were the topic of Hughes and 

Wilson’s (2004) study. The findings were positive in which the skills, capacities, and 

resources to assist the participants’ transition into adulthood were identified.  

Theatre production itself is an activity based on creative collaboration 

(Bickerstaff, 2008). A norm in creative arts is the collaboration of multidisciplinary 

teams. Within tertiary education, such calls for the implementation of creative exchange 

which has its scope broadened from the disciplines of creative arts to non-creative arts 

(Fleischmann & Hutchison, 2012). Fleischmann and Hutchison (2012) developed the 

POOL Model as an approach. In their article, Beare and Belliveau (2007) investigate a 

collaborative process of play-creating aimed at youth development. In the project, 

theatre facilitators and students work and negotiate to produce an original play. The 

study identified five developmental stages for youth in performing arts, and they 

include inclusion, intimacy, control, vison, and empowerment.  

Mahoney and Brown (2013) experimented on a collaborative interdisciplinary 

project between students in theatre and humanities courses. Students cooperate on 

basically two different skill areas, in which students in the discipline of English 

language serve as informed, critical advisors for students of theatre using a canonical 

text to devise a performance. The result was promising as students gained respect and 
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consideration of others’ discipline, enhanced student enthusiasm, faculty development, 

and the transfer of methods and tools between disciplines. The study further prove that 

such is workable even with limited resources and no curricular restructuring.  

In their study, Wasylko and Stickley (2003) found that drama functions to 

increase the emotional intelligence and empathy of students in mental health nurse 

education. Further, Reams and Bashford (2011) examined the collaborative effort 

between theatre and nursing students. In the activity, theatre students acting as patients 

who were allowed to improvise were interviewed by nursing students. The study 

discovered that such learning activity serves to allow the disciplines to interact and for 

students to learn reflectively. Gaffney (1979) positioned that the national position of 

drama and theatre parallels to theatre in higher education. Meaningful techniques and 

approaches to people of differing ethnicities are needed as they have different desires 

and needs. In the West, drama training to cater for students of black drama has been 

missing and neglected in the predominantly white universities. 

 

Culture, Literature and Arts Education in Malaysia 
 
Yusof (2008), in his article on multicultural education and managing diversity in 

Malaysian schools, posits that student difference is rarely welcomed and offered in 

Malaysian secondary schools. He opines that a multicultural classroom should instead 

make use of these differences as a foundation for growth and development which 

commands work, resolution, openness, and understanding. The opportunity for cross-

racial contact and interaction among students will promote greater social tolerance and 

interaction. In their study on multicultural education practice among Islamic education 

teachers in Malaysia, it was found that the teachers used brief and indirect elements of 

other cultures through methods, techniques, and activities. The researchers opine that 
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teachers must be committed to realise the aim of multicultural education and 

comprehend cultural differences which are distinct through ethnicity, language, and 

cultural practices. Wahab et al.’s (2018) study on teachers’ perspective on cultural 

diversity in schools further signals an encouraging indication as teachers have a positive 

attitude towards cultural diversity. Hence, the possibility for the inclusion of this scope 

in education is high. However, rarely, if ever, would the classroom include discussions 

on the cultures and arts of the many races in Malaysia. Such is not surprising as even 

exposure to the majority Malay’s culture and arts are limited. 

 Developed from an agriculture-based society during its expansion and 

colonisation period, Malaysia now spends many of its resources on training a workforce 

that excels in specialised fields of science and technology as it aspires to be recognised 

as an advanced global nation in the near future. In its move towards reaching this goal, 

several sacrifices have been made, some by design, others not. The arts have been one 

area which has been adversely affected by industrialisation and the development of hi-

tech services in the country. Education, for instance, has focused more on science 

stream majors, regarded as a more desirable field in terms of both personal career and 

the nation’s future, thus rendering the arts unfavourable for those who emphasise upon 

wealth creation. STEM is a good example of the total absence of the humanitarian 

dimension in education (Razak, 2019). 

Whereas the many forms of the arts were very much alive and popular in the 

past, arts practitioners and forms have been gradually dwindling in number. 

Nevertheless, because of efforts by certain individuals and parties, the arts have been 

kept going to some degree by those invested in the arts and are currently presented as a 

positive aspect of the Malaysian life and identity by the government and art 

practitioners. For one, the arts are promoted as a distinguished feature of the country in 
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tourism and marketing. Ironically, however, in spite of the arts being celebrated for 

their supposed uniqueness and connoted positivity, their exclusivity means that an 

experience of art cannot be afforded by ordinary Malaysians. Thus, a large majority of 

Malaysians lack exposure to the arts, especially the performing arts and theatre in 

general.       

The last has been especially applied in education. The arts would appear here 

and there, popping up without proper structure or system in instances in which students 

were expected to perform a certain art form at certain school events. An anomaly here 

is the rather presumptuous stance people have towards the arts, assuming that anyone 

is equipped with the skill required to perform. Of course, arts proponents have argued 

that practice in the arts should be free without restrictive boundary. Nevertheless, 

deliberate instruction with the performing arts especially will likely be advantageous to 

those who wish to excel in the field as proper guidance and training are needed. This is 

also important in order for people and learners to regard the arts as a serious field of 

study and expertise. 

 Arts education largely include activities which revolve around drawing, 

painting, and object-making (Maira, 2005). At the preschool level, the creativity 

component normally requires children to draw and colour. This is also the typical 

scenario in primary schools although the components are more diversified. Arts 

education in secondary schools for more mature learners tend to require a more complex 

set of skills, but nevertheless one which is still concentrated on the visual arts. Music is 

also learnt in schools, especially in primary schools which often involve singing and 

playing certain instruments. Music was formally introduced in primary school 

curriculum since 1982 and in selected secondary schools in Malaysia in 1996 

(Abdullah, 2007). 
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As far as the school level is concerned, the arts are now formalised as part of 

the content of the school’s secondary syllabus, Dunia Kesenian (World of Arts). 

However, students have yet to exhibit what they actually learn from this subject in terms 

of the performing arts. Examinations heavily stress core subjects and disregard artistic 

excellence in performing arts, especially in theatre.46 Furthermore, gaps in the 

continuation of arts education is another problematic feature. Hence, it will be forever 

a reality that the performing arts, theatre included, will never be experienced equally 

by all Malaysians. The performing arts typically encompass informal and co-

curriculum activities organised by school clubs which concentrate on a particular 

artistic form. Performances are typically held during certain festivities, celebrations, or 

competitive events.  

 Since year 2000, Komponen Sastera (KOMSAS) was made a required syllabus 

for all students (Chew, 2009).47 This literary component is included in language 

learning for both Malay and English. It is through KOMSAS that students in Malaysia 

are deemed to have been sufficiently exposed to literature and the basic elements of arts 

and the performing arts (theatre). However, this is a simplistic conclusion and more 

research needs to be carried out in order to determine the extent of artistic exposure, 

especially in terms of performance, that KOMSAS actually embodies as part of the 

syllabus. Dramatic texts are used as tools and learning aids for language skill 

development, with the common assumption that literary text comprehension signals 

high language competency.  

In the context of education, Malay literature is defined as an original work 

written in Malay elements of beauty and refinement, whether in the form of novels, 

                                                           
46 Six core subjects: Malay language (comprehension), Malay language (writing), English language 
(comprehension), English language (writing), Mathematics, and Science. 
47 KOMSAS covers five literary genres which are novels, poems, short stories, prose and dramas (Chew, 
2009). 
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short stories, drama, poetry, prose or traditional poetry to balance intellectual, spiritual, 

emotional, and physical development as well as to highlight humanity and community 

imagery (MOEM, 2003). According to the Ministry of Education Malaysia (2003: 316), 

the philosophy of Malay literature education is to generate the mind, spirit and emotion, 

as well as to strengthen self-esteem and foster culture and attitude towards the 

development of human thinkers. A further objective is to equip learners with the 

knowledge of literature so that they may appreciate, respect, love, and be prideful of 

the Malay language and literature in the field of education and career enhancement 

towards literary engagement among the people. Among others, the Malay literature 

curriculum supposedly enables students to provide insight, critically evaluate literary 

works, and foster humanitarian values while fostering a national spirit.48 Drama lesson 

as part of literature education necessitates students to explain the technicalities of drama 

(i.e. concept, definition, types, features and techniques) and the role of drama in society 

as well as other things (i.e. explain thoughts and enquiries, character and 

characterisation analysis, plot, background, linguistic style, human values and moral 

lessons), to produce script and play performance (MOEM, 2003). 

 However, literature is also at risk of suffering from a deterioration of quantity 

and quality (Lingan, 2014; Nasuruddin, 2018). According to this is due to modern 

prose, seedy novels, and uninspiring plays. In a study of students’ perception towards 

literature, Lee (2004) found that among the problems identified include lack of 

motivation and exposure to literature. Indramalar (2005), seeking to make literature 

appealing to teenage students who find literary curriculum and texts as irrelevant, 

discovered that the problem lies in badly-edited texts. In their study, Isa and Mahmud 

(2012) investigated the selection of English literary texts for Malaysian secondary 

                                                           
48 See Appendix Ii: Philosophy, Aim and Objectives of Malay Literature Education. 
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schools. The findings suggest theme favouritism across genders as females prefer love 

themes more than males, and both enjoys adventure and mystery texts. Furthermore, 

the students’ preference for culturally-bound texts was higher, suggesting that local 

texts should be used.  

In the past, teachers were found to view literature education as lower level 

learning and less racist against Malay literature (see Salleh, 1985). Chew (2009) also 

revealed that teachers seldom inculcate elements of ethnic integration and students were 

uninterested to learn KOMSAS which is Malay-centric. Tehrani (2018) further 

acknowledges the issues underlying literature in Malaysia, and credit them to the notion 

of National Literature and the Malay language which is not the mother tongue of the 

non-Malays. She cites the failure of the National Culture Policy to resolve this issue 

and argues that good literature does not depend on the language used to produce it. In 

a separate study, Ishak (2017) discovered that literature education in Malaysia is 

negatively viewed as of no value. Ali and Mustaffa (2017) as well as Lee (2004) observe 

a similar phenomenon in which Malay literature education is of lesser interest among 

learners. Related to the issue is the matter of elevating Islamic literature to the status of 

National Literature. Non-Malays and non-Muslims may find it uncomfortable to read 

literary works which involve Islamic concepts such as da’wah (propagation of Islam). 

Islamic literature is stuck in the ideas of chaste love relationships embellished with 

religious phrases and cheeky sexual innuendos.  

 Omar (2015) posits that the National Education Policy (NEP) may act as a 

foundation to identity the position and relevance of literature among youths. The 

development of the national education system which emphasises on science and 

technology caused literature and the performing arts relegated to an insignificant 

position. Literature, especially Malay literature, has lost its appeal due to the 
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industrialisation of the world (Nasuruddin, 2018). Then Deputy Prime Minister 

Muhyiddin Yassin posits that scientific literatures in the national language should be 

given equal importance in creative literatures. Thus, science and technology should go 

hand in hand with creative writing (Lingan, 2014). 

 Several researchers from the ASLI-CPPS, PROHAM and KITA-UKM (2012) 

prepared a report on their suggestions to improve the national education system. 

Arguing that the school environment has become devoid of fun learning, with students 

compartmentalised into either science or arts streams in schools, the researchers argue 

that such a move has resulted in the lack of philosophy underpinning students’ learning 

and development. Subjects like arts and music are neglected or are little emphasised in 

schools as teachers and schools are too focused on rote-learning. It is true that 

Malaysia’s education system has been criticised as producing students who excel at 

memorising but lack real-life thinking and problem-solving skills that are critically 

needed in today’s world. The researchers recommend a new paradigm shift in education 

by balancing students’ exposure to and learning in both liberal arts and sciences, as they 

believe that it is important that schools become the platform for students to gain a 

holistic development of the mind. They recommend adopting a 40:60 Liberal Arts and 

Sciences learning ratio in the local education system, and by liberal arts they mean 

literature, languages, and history, as well as music and art. Interestingly, it appears that 

theatre, in particular, has been left out in the researchers’ consideration of what would 

be constituted as beneficial for student learning and development. In addition, the 

researchers also recommend that the school curriculum provides a cross-disciplinary 

integrated approach encompassing holistic learning that would be relevant to the 

learners’ real-world experiences and the development of problem-solving skills.  
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The developmental beginning of arts studies as part of a formal school 

curriculum at school level in Malaysia began in 2007. Prior to this huge, bold step, the 

disciplines of drama, music, dance and visual arts have just been aspects of students’ 

activities or co-curriculum in certain schools (Khir et al., 2014). Attaching importance 

to multi-disciplinarity, various programmes have been implemented in schools in line 

with the growth in diversity-oriented developmental education skills and intellect in 

talking about the inclusion of arts in learning. The programmes and artistic activities 

that MOEM has implemented include art in teaching and learning, art in co-curriculum, 

an art appreciation programme, and an art internationalisation programme. Then 

Education Minister Dr Maszlee Malik further revealed the new government’s plan to 

merge Science and Arts streams, therefore reinventing STEM education as STREAM, 

which will include components in Arts and Reading. Nevertheless, critics argue that 

this is not enough to really ensure the advancement and sustainability of theatre in the 

national education system.  

Apart from that, MOEM believes that these efforts have yet to achieve the niche 

to specialise and help pupils strengthen their cultural identity and strengthen the nation's 

education system in Malaysia due to the fact that the programmes carried out tend to 

centre on purely academic achievement. The lack of a programme which is less 

academic in nature is missing from the scene. It is with this realisation and belief that 

MOEM undertook the task of setting up the country’s very own School of Arts, which 

it hoped would provide the opportunity and space for young Malaysians to work in the 

field of arts in a more comprehensive and wholesome manner.  

A select number of students in secondary school now have the opportunity to 

study the arts and performing arts in greater depth with the establishment of Malaysia’s 

very own Arts School. The Ministry of Education Malaysia (MOEM), in verbalising its 
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support and recognition towards the arts, acknowledges the role of arts in creating a 

high standard society. In line with the National Education Policy and the National 

Culture Policy, as well as Chapter 23 in the Ninth Malaysia plan relating to Enriching 

Culture, Arts, and Heritage towards establishing a complete society that is superior and 

attentive to the arts, MOEM has mobilised a few plans in order to achieve the mentioned 

objective. This pure objective is consistent with the mission and vision of the Ministry 

of Culture, Arts, and Heritage towards producing a nation with a rich cultural heritage 

as well as great artistry and individuality, a highly ambitious goal set for the arts. 

Placing such an idealistic aim that the arts may not be able to achieve is rather an unfair 

move by the government when in reality proponents and activists struggle to showcase 

their arts, let alone having such impact on the society.  

The School of Arts is based on the concept of a single session of a formal 

educational institution that provides, nurtures, and works on the potential and talent of 

students to pursue arts and culture actively and creativity. The underlying philosophy 

is based on the effort to develop individual potential in a balanced and integrated way 

through arts education that is implemented in a planned and systematic way. This 

particular school is also visualised to be a centre of excellence in the arts and cultural 

education in order to create a world-class cultural centre. Included in the mission is the 

aim to polish talent and balance artistic potential among students, encourage active 

participation among pupils in the arts, and create cooperation with various institutions 

and art enthusiasts. The objectives of the School of Arts include “producing balanced 

students in academic and artistic achievements who are knowledgeable and competent 

in the field of art, to become the breeding site for brilliant artistic education at an 

international level, and to produce arts enthusiasts and practitioners who have high 
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cultural attitude as well as individuals with artistic soul who can maintain the culture 

of this nation.”49 

At present, there exist three Schools of Art in Malaysia, located in Kuala 

Lumpur, Johor Bahru, and Kuching, Sarawak. The Arts Schools are the only schools 

that provide formal teaching and training in the arts for students 13 to 18 years of age 

who possess talent and interest in the visual and performing arts. The syllabus drawn 

firmly roots the creative and the performing, namely music, dance, theatre, theatre, and 

the visual arts studies (Khir et al., 2014). A total of 15 modules are included in the 

theatre programme offered in the School of Arts. These modules touch upon basic 

introduction to theatre, body movement, vocalisation, improvisation, movement, basis 

of acting 1-3, theatre, storytelling, costume and makeup, sets and props, lighting and 

sound, individual assessment on the basis of acting, and rehearsal. Among the materials 

used are works by prominent local dramatists and academics in the area such as Mana 

Sikana’s Kritikan Sastera Melayu Moden [A Critique of Malay Modern Literature] and 

Rahmah Bujang who has published many works on drama in Malaysia. Others are 

dependent upon external scholars and their key writings. With a syllabus that is made 

up of both local and international sources, students are therefore in a better position to 

comprehend a wider scope of theatre application. Reports published in local 

newspapers have highlighted the positive progression of the School of Arts from year 

to year. Among others are the success of students trained in the school in local and 

international artistic competitions and festivals. The Arts Education programme, which 

is a part of the Arts School programme, was recently introduced in Sekolah Menengah 

Kebangsaan Muhibbah in Sungai Siput, Perak.50 The programme stresses visual arts 

                                                           
49 This information was obtained from the Arts School official website, 
https://www.moe.gov.my/index.php/my/sekolah/sekolah-seni-malaysia 
50 Muhibbah High School is a national school which integrates arts studies into its curriculum. 
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education, music, theatre, and arts management, involving 50 Form 1 students with the 

aim of determining students’ interest and ability in those fields. For the year 2016, a 

total of 270 students were admitted to study in the four established Arts Schools. From 

2007 until 2015, a number of 1,472 pupils were registered and had completed their 

studies in the Arts Schools (Zulkifli, 2016). The increase in admission is certainly a 

positive new development in the expansion of arts in the Malaysian educational scene.51   

The aspired changes to the arts in education have been a welcome development 

to increase recognition in the arts and to boost the public’s interest in the field. In brief, 

the arts have been a part and parcel of education, although taking on a smaller and 

presumably less prominent role in the upbringing of Malaysian individuals. Only the 

visual arts and fine arts are a component of the school syllabus. By contrast, the 

performing arts are only apparent in schools as a result of the school’s own initiative to 

include the performing arts as a co-curricular component, supported in part by the 

availability of a skilled instructor. In many cases, the performing arts have been very 

much missing in the school experience. Saidon (2014) suggests the further expansion 

of the School of Art by establishing the school in each state to open up more 

opportunities for talent and develop the potential for quality creative human capital. 

Furthermore, the curriculum should emphasise creativity but balance the science and 

technology aspects with literature, art, and culture. 

 

THEATRE AND EDUCATION IN MALAYSIA 
 
The education system in Malaysia has seen the inclusion of theatre education in schools 

in more recent years. More interestingly, theatre education was first introduced in 

tertiary education and only now is incorporated in schools, albeit but a certain few. 

                                                           
51 See Appendix Iii: School of Arts Malaysia. 
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Even though it saw a decline in popularity and practice, this art form has managed to 

reintroduce and revive itself with the effort of several individuals and parties. 

Examining the link between theatre and education in Malaysia is the main purpose of 

this study, one which is underscored by not only the issues in education, but also the 

challenges of theatre within the developing Malaysian society.   

Theatre as performing arts sees itself advancing with changes to the country’s 

aspirations. In academia, attempts at the adoption of theatre have been witnessed as 

theatre is seen as a significant field worthy of inclusion in education. At the school 

level, theatre has been used as a tool to promote language learning and to enhance 

interpersonal skills among pupils. Language teachers, for instance, may use theatre as 

a tool for students to practice the target language. Over the years, the Ministry of 

Education Malaysia has made more than a few attempts to introduce drama pedagogies 

and theatre activities to improve the English language standard in Malaysian schools. 

However, largely missing from the school curriculum is the formal learning of 

theoretical and practical aspects of the performing arts. 

Although the arts are now formalised as part of the content of the school’s 

secondary syllabus, theatre has been largely neglected and students rarely exhibit their 

knowledge and skill in the performing arts and theatre. The availability of theatre 

education is still limited and less emphasised in the national syllabus which still heavily 

concentrates on scientific and technological knowledge. Hence, it will be forever a 

reality that the performing arts, theatre included, will never be experienced equally by 

all Malaysians. Another dilemma is the challenge of the theoretical versus the 

practicality of theatre components in schools. Students would be exposed to some of 

the theories in the arts but would have limited opportunity to apply them in learning 



 

109 
 

and elsewhere. The lack of talent and time have also caused the inability of a total 

implementation of this artistic programme.  

Moreover, the heavier emphasis on religious learning may be detrimental to the 

performing arts which may be less stressed as an academic subject due to the presumed 

unsuitability in the relationship between performing the arts and religious observance.52 

Dancing, in particular, is frowned upon especially when it involves the opposite gender. 

According to Islam, women especially should not show themselves in public and they 

need to observe their aurat.53 Since performing involves showing oneself on stage or a 

platform, that is therefore seen as wrong. Teachers in religious education or those who 

share the same inclination would therefore likely limit students’ involvement in the 

performing arts based on this reason. 

Academics have further argued over the problems facing theatre and education 

in Malaysia. According to Yousof (2004), one of the issues that needs to be addressed 

in terms of theatre and education in Malaysia is to create ample employment 

opportunities in the arts, and problems connected with the assurance of quality, 

particularly in modern productions. The situation, in many cases, is underscored by 

several constraints, mainly a lack of qualified academic staff as well as the small 

number of students who enter the programmes. These problems are related to that of 

limited opportunities for serious work in the performing arts, particularly for university 

graduates.  

Yousof’s sentiment is still relevant in today’s scenario, which sees an 

inadequate number of performing arts educators servicing in public universities. The 

lack of performing arts academics in the field also results in another issue, which is the 

                                                           
52 This only relates to Islamic education. 
53 Parts of the human body. For women in Islam, only the face and hands should be visible. 
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limited number of publications produced by those in the area. Hussin (2014) elaborates 

that the lack of professional expertise in theatre and education can be divided into two 

aspects, which are technical and production. In brief, there are simply not enough 

academics in theatre, hence explaining the lack of theatre courses and the subsequent 

small number of theatre graduates and theatre professionals. Arguably, those with arts-

based degrees do not end up working in the performing arts but they still have good 

careers in a whole range of areas, hence showcasing that their degree has prepared them 

well in terms of its educational and critical aspects and transferable skills. 

According to Latiff (2012), confusion regarding the terminology of theatre and 

drama may be part of the reason why it has received little attention in the Malaysian 

education system. The view that being involved in drama is mere “playing”, which is 

frivolous and a waste of time, is another hindrance towards its application and 

development in the classroom. Hussin (2014) expresses a similar argument, in which 

he believes that theatre finds it difficult to properly develop and assert itself as a 

respectable and serious art as it is considered by many as purely entertainment. He also 

points out that some theatre enthusiasts believe that it is much better to learn theatre 

through experience rather than formal learning. This may be another reason as to why 

theatre in a formal academic setting sometimes appears to have a weak foundation.  

Both formal and informal education are involved in the field of theatre. This 

shows the many possibilities and opportunities for theatre in education in the local 

context. Theatre certainly needs more exposure to make itself known and familiar to 

the public. The current scenario shows that theatre will find it harder to survive should 

it decide to remain on its own. Hence, there is a need for theatre as performing arts to 

integrate with other bodies of knowledge and skills in an interdisciplinary way. A 
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higher amount of support towards the arts is highly desirable and to be aspired to with 

the commitment from several agencies and bodies. 

 Historically, theatre was not seen as being meant for learning in schools. 

Nevertheless, it is clear that theatre serves the purpose of learning, albeit informally. In 

actuality, theatre was more a community-based performance. However, following 

several phases of evolution and much emphasis in education, theatre finds itself present 

now in the academy. As such, theatre has been made available in schools, although not 

all, in the form of being offered as co-curricular activity. Formal theatre teaching and 

learning has been practically non-existent at the pre-university level with the exception 

of these past few years.  

 The artistic discipline of performing arts such as theatre and dance has largely 

been absent in the school curriculum in the past. Special occasions and events such as 

Children’s Day and End of Year Celebration serve as opportunities for this kind of 

artistic project, although dance is a more favoured form of performance. Although 

theatre experience for children and youngsters is particularly limited, if offered at all, 

in Malaysia, attempts at introducing theatre as a tool in learning, especially in the 

English classroom, have been made and is subject to the teacher’s own discretion.  

 Nevertheless, the many shifts in the country’s educational philosophy and 

mission suggest that there is space for the further incorporation of theatre in formal 

learning and assessment. The benefits of applied theatre in education for school learners 

has been widely documented in the literature (see Olivia, 2014; Segarra, 2017). Others 

have also expressed their support and belief in the benefit of theatre in an educational 

setting. According to actor and theatre director, Taiyuddin Bakar, children who are 

involved in arts activities have more confidence in themselves and theatre also helps 

children to focus, discipline, and expand their social skills (as cited in Karim, 2016).  
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Kabilan and Kamaruddin (2010) published a report on a teacher’s experiment 

with Reader’s Theatre (RT), which is an interactive play reading activity with elements 

of reading aloud, drama and theatre for her 20 unmotivated learners of literature in a 

premier school in Malaysia. The study’s aim was to discern whether RT was able to 

enhance the learners’ understanding of the literary text and whether it increased the 

learners’ interest and motivation to learn literature. Findings from the study revealed 

that RT significantly enhanced the learners’ understanding and increased their interest 

and motivation to learn literature, and that learners were able to perceive and examine 

literature and the learning of literature positively and constructively, provided the 

teaching and learning of literature were aligned according to the interests of the learners 

and were based on creative, flexible, and learner-based pedagogical approaches.  

 Positively, the introduction of arts and theatre into schools and the classroom 

has seen several developments in the past few years with independent teachers applying 

theatre in the teaching of certain subjects, a higher number of theatre-based activities 

such as competitions and other cultural events. Schools nowadays are able to 

collaborate with external bodies to organise theatre-based programmes and activities. 

Schools often have yearly theatre competitions to expose students to the arts. 

Interestingly, such theatre competition is usually in English. Hence, it can be seen that 

schools cater for theatre as a tool to promote confidence in the use of the English 

language. However, the general school-goers in primary and secondary schools are still 

disadvantaged when it comes to this issue. With limited activity in performing arts in 

the school curriculum, pupils only get to sample this artistic and cultural form in certain 

exceptional instances, often efforts by individual teachers. The same can be said of the 

general public in Malaysia. It is not uncommon to find individuals who have yet to 

experience a single theatrical show in their lifetime. Thus, the depth of popularity, 
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acceptance, and exposure towards theatre as performing art is still lacking and measures 

can be taken to improve this scenario.  

 

Theatre in Malaysia’s Public Universities 

A more serious form of theatre education in Malaysia can be located within the 

performing arts programmes offered by public universities in the country. According 

to Yousof (2004), formal education in the field of performing arts in Malaysia is a 

relatively new development. Theatre in Malaysia’s public universities exists as either a 

full-fledged course on its own, as a minor course in a related programme – often arts or 

language - or as an extra-curricular activity organised by the university cultural bodies. 

In 1976, the National Advisory Council on Culture was formed to discuss matters on 

cultural policies and their implementation (Aris, 1983). Public universities, such as the 

National University of Malaysia (UKM) and the University of Malaya (UM), were the 

first few educational institutions to respond to the cultural policy and introduced Malay 

performing arts educational programmes, which included the traditional Malay folk arts 

(Tan, 1990). Lim and Chua (2018) stated that drama and theatre education was the 

outcome of an effort to preserve traditional art forms. Up till 2014, there are less than 

ten IHLs offering academic qualifications of higher education in the performing arts 

(Lim, 2014).  

For the majority of beginners at this level, knowledge in the performing arts can 

be particularly limited with the previous lack of opportunity in artistic engagement and 

academic endeavour (Gonzales, 2008). Drama and theatre, which has often been left 

out in the education curriculum, is still minimally provided for in some classrooms at 

the school level, with theatre degree programmes offered at only a few public 

universities. The connection between pre-tertiary education and tertiary education in 
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the performing arts is missing for the ordinary learner, although theatre clubs may exist 

in certain schools as part of the curricular activity. This view is shared by Emeritus 

Professor Mohamed Ghouse Nasuruddin at the Centre for Policy Research and 

International Studies, University of Science Malaysia. According to him, creative arts 

pedagogy, especially visual and performing arts, have been unjustly neglected and 

prejudiced as a lower form of learning and schools are not preparing students to 

undertake these disciplines.  

Sultan Idris Training College (SITC), which is now known as University of 

Education Sultan Idris (UPSI), was the site of the earlier effort in modern Malay drama. 

Translations and performances of Shakespearean plays were part of the dramatic 

activities which were carried out then, signalling the start of theatre in an educational 

institution (Zuhra, 1996). Nevertheless, the formalised presence of theatre in 

Malaysia’s higher education was recorded with the establishment of the first full-

fledged degree programme in performing arts at University of Science Malaysia (USM) 

in 1970. The focus of the programme was on theatre and drama. Theatre initially being 

offered by a science-based university speaks volumes about its value in a non-art setting 

but is also deeply ironic and indicative in general of an inconsistency of approach to 

introducing the discipline. At present, the School of the Arts, USM offers undergraduate 

programmes in acting and directing, and mixed method postgraduate. The acting and 

directing programme is “designed to focus on trained senses, giving avenue to 

innovative acting and directing as well as meeting and overcoming performance 

challenges.”54 Boasting the most comprehensive practical degree offered in a 

Malaysian university, courses offered include contemporary acting, directing and 

                                                           
54 http://www.admissions.usm.my/index.php/undergraduate-international-
student/programmes/arts/434-sa06-bachelor-of-fine-arts-honours-acting-and-directing-2#overview; 
https://art.usm.my/programme/undergraduate/bfa-hons-acting-directing  
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scenography supported by performing skills courses in traditional theatre such as the 

mak yong and shadow puppet or wayang kulit, and Bangsawan, which is expected to 

“prepare graduates for a flexible stage career.” Claiming to foster curiosity, invention, 

bravery, and humour, promoting practical innovation and personal revelation as 

lifelong habits of the performing artist, this degree is intended to reflect the diversity 

and excitement of the subject in the new millennium and give students the opportunity 

to look at the theory and practice of performance in a range of media. Aside from 

creativity, the arts programme that USM offer also aims for lifelong learning.  

In 1990, the government of Malaysia approved the establishment of the 

Akademi Seni Kebangsaan (ASK) under the auspices of the Ministry of Culture, Arts, 

and Tourism (MOTAC). ASK or the National Arts Academy is now known as Akademi 

Seni Budaya dan Warisan Kebangsaan (ASWARA). This was to be the nation’s first 

institution of higher learning, providing full-time training focused solely on the arts and 

one that would reflect Malaysia’s cultural heritage and identity. Although several 

universities in Malaysia now offer undergraduate and graduate arts degrees in theatre 

and music, few if any, place an emphasis on Malaysian traditional performing arts. The 

mission of ASK is to produce skilled practitioners in the performing arts and to develop 

creative and knowledgeable artists. The academy awards a Diploma in Performing Arts 

(dance, theatre, music, writing and, since 2002, cinematography) upon the completion 

of four years of study.55 Obtaining approval to establish the ASK as an institution of 

higher learning under the Ministry of Culture, Arts, and Tourism and not the Ministry 

of Education has been a source of innumerable problems and obstacles. One of the 

biggest challenges to the ASK has been to obtain accreditation for the diploma courses 

offered (Gonzales, 2008). There is a vast array of career prospects advertised by 

                                                           
55 http://www.aswara.edu.my/webportal/ms/ 
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universities offering theatre programmes, which among them include academicians or 

professional artists; actors, directors, scriptwriters, and performers. University students 

are compelled to take courses outside of their own programme discipline, which 

enhances interdisciplinary exchange.      

Realising its significance and potential, several other universities followed suit 

with this progress. The next institution to develop a performing arts program was the 

Cultural Centre, University of Malaya (UM) which was established in 1997. Prior to 

that, courses in theatre production were available to students in the English Department 

in the university. In addition to that, non-academic activities in the performing arts 

involving the university’s various residential colleges are noteworthy. UM’s Cultural 

Centre offers both undergraduate and postgraduate studies in drama with the Bachelor 

of Performing Arts (Drama) and the Master of Performing Arts (Drama) programmes. 

Its bachelor programme “provides a comprehensive grounding in the theories, 

techniques, aesthetics, management and technologies of drama and theatre.”56 This 

programme further offers flexibility for students to choose between two trajectories, 

that is towards either professional or academic-based careers. The programme’s value-

added opportunity is “for students to register for inter-departmental electives and inter-

faculty minor studies,” as well as having “rigorous hands-on experience through regular 

group and independent performances, capped with a compulsory industrial training in 

performing arts.” UM’s postgraduate study in drama offers specialisation in acting and 

directing, aesthetics of drama and theatre, Asian drama and theatre, children’s theatre, 

drama and theatre criticism, drama and theatre in/for education, drama and theatre 

productions, traditional and modern Malaysian drama and theatre.  

                                                           
56 https://cultural.um.edu.my/undergraduate/offered-programmes; 
https://www.um.edu.my/academics/bachelor/cultural/bachelor-of-performing-arts-(drama) 
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University of Malaysia Sarawak (UniMAS) developed the country’s third 

performing arts programme, offering theatre and cinematography courses. University 

of Putra Malaysia (UPM) has developed a reasonably strong programme in music, 

although its offerings in other areas of the performing arts are less than substantial. 

Music has also received some emphasis in the University of Education Sultan Idris 

(UPSI), while University of Technology MARA (UiTM) is in the process of stabilising 

a very basic programme in theatre studies. The existence of such programmes at local 

universities has meant a larger pool of talent being made available, resulting in the 

upgrading of productions, particularly those of the many amateur and professional 

performing arts companies. Yousof (2004) has stated that as academic programmes in 

the performing arts are now available in several universities, serious attention is thus 

being devoted to both teaching and research, resulting in an increasing consciousness 

for better and more professional productions, and more systematic documentation and 

research.57  

Several of the public universities in Malaysia explicitly place creativity as one 

of the core values in the mission and vision of the arts programmes that they offer. The 

Faculty of Humanity, Art and Heritage University of Malaysia Sabah (UMS) offers 

several undergraduate creative arts programmes related to studies in creative writing, 

dance, music, theatre, visual arts and arts management. The courses aim to enhance and 

develop individual skills both in the proficiency level of arts performance and arts 

management as well as communication. Research and analytic skills are emphasised in 

order to develop student’s critical thinking.58 Diploma and bachelor’s in creative 

technology (theatre) programmes are offered in the University of Technology MARA’s 

                                                           
57 See Appendix Iiii: Performing Arts (Theatre) Programmes in Malaysia’s Public Universities. 
58 https://www.ums.edu.my/fksw/index.php/en/programme/undergraduate/creative-arts-programme 
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(UiTM) Faculty of Film, Theatre and Animation. The diploma in theatre programme 

“cover traditional and new technology for stage performance” while students at the 

bachelor level are subject to the view that “traditional and modern theatre production 

as a form of conservation” and “Western and Asian theatre as a means of expanding 

their horizons.” With this belief, it is deemed important for students to learn traditional 

performance traditions and understand the context from which they have developed 

“while at the same time moving into the present with new forms and new technologies.” 

The programme provides “the aspiring student with the skills and knowledge necessary 

to start the journey towards success in the world of theatre and dramatic arts.”59 

The Centre for Culture and Arts of Universiti Putra Malaysia (UPM) offers 

cultural courses in theatre and stage drama. The course covers background to theatre 

and stage drama, the basics of acting and movement, performance techniques as well 

as planning and managing production. University of Education Sultan Idris’s (UPSI) 

Faculty of Music and Performing Arts, on the other hand, offers programmes with 

minor in theatre in education.60 Meanwhile, the University of Malaysia Kelantan 

(UMK) is expanding its programme in creative technology and heritage studies.61 

Therefore, we can see that there is an emphasis and interest in generating a qualified 

pool of talents in the field of arts.  

According to Hussin (2014), more theatre education programmes are offered 

nowadays than in the 1980s. He contends that although the theatre programmes offered 

in most of the public universities are basic in nature, this step is adequate enough to 

serve as a basic preparation for theatre enthusiasts to further their knowledge in the field 

and to practice theatre in a systematic manner. He further argues that there is no reason 

                                                           
59 https://www.uitm.edu.my/index.php/en/2-uncategorised/502-faculty-of-film-theatre-animation  
60 http://fmsp.upsi.edu.my/index.php/school-of-music 
61 https://cps.umk.edu.my/index.php/en/academic-programme/research-mode/faculty-of-technology-
creative-and-heritage.html 
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for anyone to lament the difficulty in gaining knowledge in theatre as there are readily-

available infrastructures for such undertaking.  

 In another of his work, Hussin (2011) raises some other issues with regard to 

theatre and education in Malaysia’s public universities. These include the matter of 

materialism, theatre production cost and spending, and the issue of fewer job 

opportunities for theatre graduates. According to him, people are too immersed in the 

pursuit of wealth and materialism that they sacrifice the cultural and artistic aspects of 

their lives, which is largely viewed as of no economic value. The education system has 

been largely influenced by this notion as well, as the value of attaining a professional 

or academic certificate should equate to guaranteeing employment. Since the arts are a 

costly business, the merit of investing in them is thus questionable. As for the matter of 

job opportunities, the vast array of advertised careers for theatre graduates should be a 

motivational factor in undertaking the career. While there may be many job offerings 

in the field of theatre, what is still bemusing is theatre graduates’ inability to secure jobs 

in their own field, thus resorting to another employment opportunity. The market is 

highly competitive and offers minimal pay. It is not a rarity for performers to lament 

the low pay and delayed payment, factors which make it difficult for them to survive 

as performers. Whereas the national school system has received a fair amount of 

criticism over the school syllabus, focusing on language and more modern subjects such 

as ICT, higher education has been criticised over the quality of graduates and their 

supposed lack of skill in the employment sector.  

Additionally, Hussin (2014) argues against some people’s belief that the 

advancement of electronic media such as television and modern cinemas tend to 

dampen the development of the theatre scene. To him, this is unwarranted, as theatre 

also develops and expands with time and technology. His stance serves as a point of 
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agreement to this thesis, in which innovation is taking place in theatre with the 

advancement of technology. Therefore, even though the national education syllabus 

focuses much on this mainstream, it does not necessarily deviate from the arts since 

theatre is also changing with technological advancement. Instead of viewing the science 

and arts stream as two distinctive fields, they should instead be seen as complementary 

elements or components in developing human capital. Thus, treatment for the arts 

should include the possibilities for arts to emerge with technology. Common nowadays 

is the use of sets and props in theatre which utilises some manner of technology. 

According to Datuk Seri Idris Jusoh, then Minister in the Higher Education 

Ministry, universities should have a ‘commonality and collegiality’ approach to higher 

education and should make the effort to intensify this effort. This is significant in order 

to promote flexible education and learning among students, therefore making education 

more accessible (as cited in Koi, 2016). It is therefore my suggestion that performing 

arts faculties, schools and centres should attempt to make the practice of trans-, multi-, 

or inter-disciplinary exchange a common feature. University art centres and faculties 

should work together in projects with other faculties, such as humanities, management, 

medicine and ICT which have been shown in the literature to be beneficial and effective 

when applied correctly (for instance, see Fleischmann & Hutchison, 2012; Kezar & 

Elrod, 2012; Larson et al., 2012; Lepp, 2011; Mahoney & Brown, 2013; Mattson, 2008; 

Ma et al., 2014; Pavis, 2001; Pheobe Chan, 2009; Piazolli, 2014; Plank et al., 2011; 

Reams & Bashford, 2011; Williams, 2012). Instead of standing on its own, it is perhaps 

time to expand and make the arts sustainable by being relevant to others. ASWARA, 

for instance, embarks in cross-disciplinary performance as dance and theatre students 

engage in multidisciplinary training (Gonzales, 2008). 
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Theatre in general is currently seen by the Education Ministry and the Ministry 

of Culture as a means of creating a highly-cultured society in Malaysia apart from 

contributing to the country’s push for economic progress. Programmes held are 

underlain with the purpose of cultivating high-minded and civilised individuals. This 

activity in itself certainly offers many other advantages and benefits. Theatre in an 

academic setting certainly has the potential to offer so much more to its practitioners 

and learners. This fusion of theatre and academia should be seen as an opportunity to 

examine its potential development and growth. Evolution is possible with theatre 

coming into contact with other academic disciplines and engaging in collaborative 

work. Nevertheless, studying the theatre programme itself is core to the matter. The 

purpose of the programme and the expectation of the university graduates first need to 

be clearly identified. A more specific matter are the goals of Malaysia’s educational 

system and the future workforce for performing arts graduates in the country.  

Though theatre has received little attention in Malaysia’s formal academia in 

the past, it is now witnessing increasing attention and support. Fear over the demise of 

theatre and a lack of talents in the field has caused several public higher education 

institutions in Malaysia to make efforts in offering fully-fledged theatre programmes 

with the aim of producing graduates who will be able to fill this void. Subsequently, 

the responsibility of monitoring theatre programmes also falls upon the Ministry of 

Education Malaysia (MOEM). The Ministry of Tourism, Arts and Culture’s (MOTAC) 

policy in relation to theatre as performing arts serves as a point of reference for the 

MOEM in coming up with policies that learning institutions and public universities in 

Malaysia have to adhere to in operating their theatre programmes. MOTAC’s attempt 

at ensuring the continued existence of theatre and increasing the public’s awareness and 

appreciation of this art form is supplemented by MOEM’s goal of producing theatre 
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graduates, who are expected to actively engage in this art form following their 

completion of study.  

Complexity lies in the differing goal of theatre for the purpose of cultural 

awareness and appreciation rather than as an objective for economic development and 

social status. Those who are highly invested in the arts may wish to pursue the discipline 

to ensure its continued existence and sustainability. However, a concern is for arts 

graduates to survive financially as they need to be assured that performing would pay 

well as a career. Not all university graduates in the performing arts will continue to 

practice the arts following the end of their study. A healthy majority would likely find 

a career outside the field of performing arts, hence affecting the number of art 

professionals. However, Juhari contends that as public universities offer courses in 

performing arts, this allows a new generation to advance theatre in Malaysia, further 

creating job opportunities (as cited in Hassan, 2019). Zuhra (1996) earlier expressed 

the sentiment in which education institutions is a centre for student innovation which 

enables developments in playwriting and production. 

 

CHAPTER SUMMARY 
 
In the past, education concentrated on teaching the values and customs of the people, 

being passed down from generation to generation. The colonial era caused major 

changes in the educational system with the heavier focus on language, arithmetic and 

other practical skills according to race. The post-colonial era sought unification through 

several means in which some proved to be controversial and contended among the many 

races in Malaysia. Nowadays, there are a variety of options and streams for education. 

However, they are highly concentrated on languages, sciences and technology. There 

are recurring problems arising in all levels of education. Even though many changes 
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have been observed taking place in the educational landscape, what remains constant is 

a general level of dissatisfaction concerning the system of education in the country. It 

appears that stratification in schools is still practiced. The government’s answer to meet 

the Malaysian people’s expectations was to establish different types of schools. This 

being the case, thus variability is a key element which the government acknowledges 

and embrace.  

The issue is more complex for arts and theatre in the education system in 

Malaysia. The consideration for artistic survival and cultural sustainability further 

motivates certain agencies and individuals in the country, the government included, to 

come up with a better arts management system. Theatre needs to be integrated with the 

ideals for science, technology and innovation to ensure its contribution and 

preservation. Missing in the rhetoric is where theatre stands as part of the country’s 

shift towards a scientific and technological society. At present, theatre largely exists on 

its own, divided from the discourses of the new economic policy. Even though 

advocates may argue that the arts do not belong in the classroom, openly seeking 

instruction in the arts in which people require formal learning from trained teachers or 

instructors can nevertheless be beneficial to individuals. Formal arts education is 

needed for a developing country such as Malaysia which is observing the dynamics 

between technological advancement and the cultural aspects of its people, arts included. 

In the case of Malaysia, it is through formal arts education that the arts are gaining 

further recognition and re-exposure among the masses. Parents in Malaysia had been 

known to push for their children’s academic excellence which largely focused on the 

so-termed core syllabus i.e. languages, mathematics, science and technology. The 

inclusion of arts in the academic sphere may perhaps change this perception. To re-

emphasise my earlier point, perhaps what is needed in schools in Malaysia are cultural 
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appreciation classes in which learners can learn of the different arts together in a single 

classroom to develop mutual respect and understanding.  

To achieve this objective, teachers need to require young people to think 

creatively by setting appropriate assignments, and offer practical support and guidance 

in the process of creativity. They must also promote the four roles of cultural education, 

namely, to enable young people to recognise, explore and understand their own cultural 

assumptions and values; to enable young people to embrace and understand cultural 

diversity by bringing them into contact with the attitudes, values and traditions of other 

cultures; to encourage a historical perspective by relating contemporary values to the 

process and events that have shaped them; and to enable young people to understand 

the evolutionary nature of culture and the process and potential for change (NACCCE, 

1999: 54). 

Nevertheless, a positive observation is that theatre is gaining momentum and 

status in Malaysia’s academia. Whereas theatre programmes were made popular in the 

university setting before, school-level learning institutions have also begun to include 

theatre studies in their curriculum. This shows that the educational policy is ready to 

cater for building talents in the young. Furthermore, academic university theatre 

programmes and those organised by university cultural bodies such as MAKUM signify 

an interest and demand towards the arts. What is more interesting is to examine the 

possibilities of theatre in the educational context. Malaysia has yet to come to a point 

where it can declare complete success at shutting down numerous criticisms concerning 

education and the people. It is my belief that the make-up and foundation of this country 

will forever be the subject of criticism, and this is healthy for a developing society and 

mind. There is just no helping the way various groups may perceive things and there 

will always be those who question certain matters even though they may be there with 



 

125 
 

the best of intentions. This is especially true with regard to education in Malaysia. As 

the newer added academic component in schools, arts education, has yet to be assessed 

in terms of its effectiveness and influence in shaping the intellectual outcome as well 

as practicality in Malaysia’s job market.  

This study deems it important to further examine the relationship between the 

arts and education in the Malaysian context, of which the scope extends only to public 

tertiary education. For this purpose, the MAKUM Theatre Festival has been selected as 

the research’s specific object of study. Instead of focusing on a specific public 

university, the analysis should be more encompassing to include other universities in 

Malaysia, thus producing a more thorough account. The MAKUM Theatre Festival 

provides such opportunity for the examination of theatre engaged in by those in the 

field and various other disciplines. Furthermore, the inclusion of several participants as 

informants balances my own account of the festival, especially in consideration of the 

years which have passed since my own participation in the MAKUM Theatre Festival, 

not to mention one which was limited to my one-time involvement as a participant 

rather than an organiser or secretariat, and with regard to the newly restructured format 

of the Festival. It is interesting to contemplate the similarities and differences of the 

Festival throughout these years and more importantly, the newer university theatre 

troupes participating in the programme. A festival such as this is important as it is only 

one of the few available to university students in Malaysia. However, this festival is at 

risk of disappearing altogether based on the inconsistency of its presence, with reasons 

in need of scrutiny.   
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CHAPTER TWO 

MAKUM THEATRE FESTIVAL 2014-2015 

INTRODUCTION 

This chapter focuses on theatre as part of extra-curricular activity at the tertiary level. 

As discussed in Chapter One, only a select few public universities in Malaysia offer 

formal theatre programmes and courses at the undergraduate and postgraduate level.62 

However, other forms of theatre activities may be observed in Malaysia’s higher 

education institutions. In most cases, they exist as part of the initiatives of a university’s 

cultural body or students themselves. A university cultural is typically a unit within the 

student affairs and development division. Both cultural officers and students work 

together in a collaborative effort to realise the aims of a certain programme. An event 

is often accompanied by a proposal which needs to be approved by the cultural body or 

student activity centre.  

Chapter Two serves as an account of the MAKUM Theatre Festival and the 

2014-2015 cycle. It provides a background of the organisation along with its 

philosophies and visions. Of further importance is a critical review of MAKUM, the 

peoples (both students and non-student participants), and their perception regarding 

MAKUM and the Theatre Festival. This chapter therefore presents data obtained from 

the observations conducted, performance analysis of the student plays, and results of 

the interview with a select few interview respondents as representatives based on their 

role in MAKUM Theatre (i.e. MAKUM secretariat, cultural officer, student organiser, 

                                                           
62 Refer to Chapter One: Theatre in Malaysia’s public universities. 
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student participants, academic, etc.). The findings and subsequent analysis are 

presented thematically according to major revelations in the study. 

  

THE CULTURAL COUNCIL OF UNIVERSITIES MALAYSIA (MAKUM)  

MAKUM, or the Cultural Council of Universities Malaysia, is a unique formal 

organisation in which membership encompasses the cultural bodies of public 

universities in Malaysia.63 University cultural programmes are typically handled by the 

specific university’s cultural unit and officers, and are separate from the formal 

academic component of the university. MAKUM, a rarity, is collectively run by the 

joint university cultural officers designated as members and positioned as main or head 

secretariat.64 A council of the arts and culture for universities in Malaysia, MAKUM 

was established in 1993 as an outcome of the institutionalisation of the ASIAN 

Universities Arts Council (AUAC), as it was then known, in Bali-Indonesia in 1992.65 

MAKUM possesses more than twenty years’ worth of presence and influence into the 

handling and promotion of the arts and culture across the community and population of 

public universities in Malaysia (Rahman, 2013). Evidence of this longevity justifies the 

relevance, need and demand for an artistic and cultural body like the MAKUM to 

effectively organise arts and cultural programmes across public universities in 

Malaysia. 

In brief, the Council is responsible for organising arts and cultural programmes 

that are carried out in Malaysia’s public universities. Ever since 1994, a year after its 

establishment in 1993, a local public university is selected and appointed as the host 

university. The position has so far been handed down from one university to the other 

                                                           
63 Further information can be obtained from the MAKUM booklet or the official Facebook page for 
MAKUM, https://www.facebook.com/sekretariatmakum/ 
64 See Appendix Ji: MAKUM Secretariat. 
65 Information on the AUAC is solely retrieved from Rahman (2013). 
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every two years. According to Rahman (2013), the appointed host university will 

typically select one cultural or artistic genre as the main designated feature of the 

particular festival season, accompanied by other arts-based performances. This ranges 

from singing, dance, theatre, and many more. The University of Malaya (UM), for 

instance, is well-known as a prominent host in theatre and dance programmes. Some 

universities have yet to discover their niche artistic area and still lack the ability to 

handle an arts and cultural events. 

MAKUM conceptualises culture as the Malaysian way of life which is in accord 

with the national cultural policy.66 With the motto “Knowledge (is the) Image (of) 

Culture,” it is the policy of MAKUM to advise, guide, coordinate, and supervise in 

matters of culture among the public universities in Malaysia. This is done in accordance 

with the targeted “basic development of the national culture” as well as to work, help, 

and assist the Government through the Ministry of Tourism, Arts and Culture 

(MOTAC) and the Ministry of Education Malaysia (MOEM), the Ministry of 

Communication and Multimedia and agencies related to achieve the goal of “creating 

a society that is civilised and cultured” (MAKUM Secretariat, 2011/2012). Expected of 

the people are their eloquence in language and morally upright characters. This involves 

the society embodying certain values, such as upholding courtesy and morality.67 The 

mission, objectives and rules of the MAKUM and its theatre festival could therefore be 

paralleled to Malaysia’s Rukunegara or national pillars.  

Linked to governmental bodies, the Council has the ability for cooperative 

collaboration on a larger scale and the capability to secure resources and entities 

                                                           
66 The three principle guidelines of a national culture in the 1971 National Culture: (i) must be based on 
the indigenous culture of this region; (ii) acceptance of suitable elements from the other cultures; and 
(iii) Islam is an important component in the moulding of the national culture (National Department for 
Culture & Arts, 2015). 
67 To recap, the fifth Rukunegara or National Principle in Malaysia asserts courtesy and morality. 
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through these agencies. However, MAKUM cannot escape from the Ministries’ direct 

influence. This signals the Council’s adherence towards the policies of the agencies, 

evident in the formulation of the mission and vision of MAKUM.68 The basis of the 

MAKUM foundation is thus guided by the Government’s general policy towards 

culture and arts in Malaysia. 

The MAKUM Council was established with the purpose of implementing 

several aims. Prof. Mohd Fadzil Abdul Rahman, then Chairman of MAKUM 

2011/2012, proclaimed,  

 
My mission as Chairman is to put MAKUM on the same level as other 
Festivals organised by the Deputy Vice-Chancellors/Rector, Secretariat of 
Student Affairs & Alumni, in line with the call of the Minister of Higher 
Education, so that each public higher education institutions (IPTAs) add value 
towards the country’s higher educational outcome in an effort of giving birth 
to holistic human capital.  

Source: MAKUM Secretariat (2011/2012: 3) 
 

It is the goal of the MAKUM establishment to coordinate and encourage artistic, 

cultural, and creative activities among students in public higher academic institutions 

throughout Malaysia. The Council thus plays a very important role in ensuring that 

public university students are provided with the opportunity to engage in such activities. 

This is certainly necessary in view that university programmes and courses offer limited 

artistic and cultural scope in formal studies at this level, except for those which are 

focused on the arts and culture itself. Furthermore, most of the programmes are 

orchestrated as intra-university activities or events. In its description, the Council 

expands and promotes the arts and culture by way of research, training, festivals, 

competitions, seminars, cultural tours, and support in the provision of inclusive 

                                                           
68 See Appendix Jii: Missions and Visions of MAKUM. 
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facilities in the interest of arts and cultural activities among students in local public 

universities.  

MAKUM has proven to live up to this expectation by continuously organising 

various arts and cultural programmes for students. As one of the efforts, local and 

international public university students are offered numerous cultural and artistic 

activities for their own consumption. In most cases, these cultural activities are 

designed to encourage a better appreciation of one’s own culture as well as others. 

Likely held as a university’s own version of a cultural or international week, a range of 

performances are typically made available at their disposal for the students’ holistic 

experience. This cultural experience will largely showcase performances such as 

dancing, singing, and performances in traditional musical instruments. Nevertheless, 

theatre as a showcased performance is somewhat rare. The lack of theatre’s popularity 

in contemporary times as compared to the other forms of performing art has been noted 

in the literature (see Hayin, 2018; Rawna, 2017). 

The MAKUM Council takes on the responsibility of advising and providing 

opinions to the parties involved in matters pertaining to culture and the arts. Cultural 

officers are those equipped with knowledge and skill in the arts, tasked to help students 

in this matter. The Council further aims to be accepting towards the recommendations 

and proposals made by the association, clubs, or other cultural bodies of the Council 

and public universities in Malaysia. This is evident in the many arts programmes 

conducted in public universities across Malaysia. Members of the MAKUM regularly 

conduct meetings to discuss all sorts of details concerning the Council and its 

programmes. A further objective of the MAKUM is to promote the participation and 

involvement of all communities in public universities in Malaysia and the promotion 

of cross-cultural activities locally and abroad. Establishing a network of cooperation in 
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the field of arts and culture with relevant arts and cultural agencies is another of the 

Council’s objective. This is evidenced by the involvement of other artistic and cultural 

bodies in the execution of the programmes.  

Another objective of the MAKUM is to review matters relating to the arts and 

culture, bringing welfare and benefits to members and students of public universities in 

Malaysia. MAKUM also aims to encourage the participation and involvement of 

university students from various races in cultural and arts activities, which is assumed 

to create national integration. Indeed, projects that involve people of diverse 

background are much needed and vital to promote unity. In addition, a worthy 

endeavour of the Council is to acknowledge students who are consistent and committed 

in involving themselves in arts and culture activities. Interestingly, at the time of this 

write up, omitted from the Council’s original listed mission are the earlier-mentioned 

goals in relation to boosting the morale and competitive spirit of the students and 

fostering racial unity with reasons unknown. The study is unable to determine whether 

the information was purposefully omitted or accidentally left out in the description of 

MAKUM in its official Facebook page, as a change in university secretariat may have 

affected its formulation. 

 Every member of a university’s cultural body is required to pay an annual fee 

of RM1,000.00 every year for the purpose of maintaining membership within the 

organisation. The fees collected are for the purpose of maintaining the Council itself 

and for the use of the numerous programmes. The University of Malaya was the first 

public university in Malaysia to hold the position as Head Secretariat for MAKUM, 

holding the post from 1993-1994. Many other universities have held this post ever 

since. The latest to hold this position is the University of Education Sultan Idris (UPSI), 

assuming the post from 2016 to 2017.  
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MAKUM THEATRE FESTIVAL 

The MAKUM Theatre Festival is one of the programmes organised by the MAKUM 

Council. As an intra-university event, theatre takes on the form of a competition in 

which participation is exclusive to public university students regardless of academic 

discipline. Initially handled by the University of Northern Malaysia (UUM) in 2000, 

the event was formerly known as Pertandingan Teater IPTA, or, Theatre Competition 

for Public HEIs. The event was taken over by the National University of Malaysia 

(UKM) in 2002. In 2004, the event was handed over to the University of Malaya 

(UM).69 Reintroduced as the MAKUM Theatre Festival, the event has been known as 

such ever since.  

Unlike the changes in MAKUM Secretariat, the University of Malaya (UM) has 

been solely in charge of this particular festival and acted as the event’s main host from 

2004 up until 2012. In 2012, members of the secretariat felt that a change in main 

secretariat was needed as other universities should be given the opportunity to host the 

event. Nevertheless, due to other universities’ inability to provide the necessary 

facilities and resources such as a suitable venue and other necessities for a theatre 

programme, UM was reverted as the main secretariat, although taking on a more 

advisory role and was assisted by other universities. Whereas the host university was 

in charge of everything for the programme, the current practice sees the designation of 

specific tasks among the participating universities. The tasks include the booking of a 

suitable venue, accommodation, food and catering, security, and others. This move is 

considered effective in ensuring the active contribution of the university members.  

The goal of the MAKUM Theatre Festival is to ensure that the community of 

all public universities, particularly students, have an understanding, appreciation, and 

                                                           
69 See Appendix Jiii: Secretariat for MAKUM Theatre Festival. 
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respond favourably to theatre and drama activities as an intellectual and leisure activity 

born of a civilised, knowledgeable, and “sovereign culture and civilisation”.70 One of 

the objectives of the MAKUM Theatre Festival is to bring together theatre and drama 

activities as campus community activities in order to produce graduates who are literate 

in the arts, as it is the belief of the Council that the interest and inclination towards the 

arts is something instinctive and intrinsic. Critics have often voiced their concern and 

displeasure over the lack of a qualified pool of talent in the field. This initiative by the 

Council should thus be especially applauded. 

A second objective is to foster integration, tolerance, and cooperation among 

students of various ethnic groups through group work, thus contributing to a 

harmonious, secure, peaceful, and cheerful university life. A third objective of the 

MAKUM Theatre Festival is to assist public universities in offering alternative 

activities through theatre activities to prevent students from engaging in activities that 

are not useful and which could ruin their future. The fourth objective of the Festival is 

to provide a vehicle for students who are serious in the field of acting, staging, public 

articulation, sound art and music to better their talent and knowledge in this field. This 

is certainly applauded, with many public university students lamenting the lack of 

opportunity to dabble with theatre. The fifth objective of the programme is to enliven 

campuses with art activities in accordance with one of the roles of higher education 

institutions as ‘custodians of high culture’ (MAKUM Secretariat, 2011/2012).  

Prof. Datuk Dr. Rohana Yusof, then Deputy Vice-Chancellor of Student Affairs 

in the University of Malaya, sent out a positively-charged statement on theatre 

engagement as quoted in the MAKUM booklet.  

 

                                                           
70 See Appendix Jiv: Mission and Objectives of MAKUM Theatre Festival. 
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Theatrical arts offer a good chance to strengthen the bond and understanding 
among students in producing a team workforce which can contribute towards 
the development of the nation and country. Theatre is born out of integrative 
efforts which combine various artistic branches especially the performing arts, 
literary arts, and the visual arts. Driven by critical thinking, creativity, and 
commitment, it triggers a basis and performance which digest the intellectual 
force.  

Source: MAKUM Secretariat (2011/2012: 44) 
 

The MAKUM Theatre Festival is not without its own contest rules and 

regulations. In definition, eligibility of entry is offered only to government-funded 

public universities in Malaysia. Participation is open to all public universities which are 

members of MAKUM following the payment of an entry fee. The university secretariat, 

on the other hand, must be a university officer in the Arts and Creative Division of the 

Student Affairs and Alumni Department, and the competing theatre teams must be 

certified as the official representative of their respective universities. Furthermore, the 

actors and production team must be made up of students with an active status in the 

universities. However, an exception is awarded to the theatre director, who can be a 

full-time student or a university staff member. This rule has often caused confusion and 

controversy as certain universities practice full student ownership of the production 

which is by no means influenced by the involvement of a staff member. In addition, 

each university can only be represented by a single theatre group for the competition. 

Only the directors, actors, and production teams are allowed to be involved in the 

programme. The maximum number of members per group must not exceed thirty and 

this amount does not include the accompanying officer for the group. Each troupe is 

also required to submit a list of members to be confirmed and verified by the Deputy 

Vice-Chancellor or Vice-Chancellor of Student Affairs.  
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 In terms of the plotline, drama script and materials, all performances must be 

presented only in Bahasa Malaysia or Malay language.71 Participants are required to 

hand in a copy of their script prior to the event for censorship and approval purposes. 

However, the use of non-excessive local dialect is nevertheless allowed. Groups which 

plan to stage modern Malaysian drama or musical theatre are encouraged to base their 

play on the drama manuscripts by Malaysian authors writing in Malay and published in 

book form or magazines. Nevertheless, they can also opt to stage their own original 

work. However, they are also advised to pay attention to quality that reflects the 

intellectual tradition of higher education. Groups intending to perform translated work 

or non-Malaysian musical drama are free to choose any literary work of their own 

preference. For groups intending to perform traditional theatre, such as Bangsawan, 

mak yong, jikey and so on, their scripts or story-plot must first be reviewed by the 

organiser. The director or group leader is required to seek prior permission from the 

publisher before the script is performed and the secretariat trusts that every group has 

obtained an authorisation or clearance from relevant authorities before the start of the 

staging. Groups are warned that any legal complications arising in connection with the 

select drama is the absolute liability of the group. The secretariat shall advise the 

participants to choose another script or story if the initial choice of the group is liable 

to cause problems to any party. Participating troupes in the Festival have been observed 

to either select a play from a published work or opt for a lesser known original work. 

The forms of theatre considered for the competition include modern Malaysian drama, 

adaptations, musicals, and traditional theatre. However, the rule also allows mixed 

forms of theatre. This aspect of the rule takes into consideration the many existing forms 

of theatre available in Malaysia.  

                                                           
71 Refer to the MAKUM Theatre Festival: Rules and Regulations. 
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         Stage discipline in the Festival is also a matter to note. All performances are 

required to be free of negative elements which contain elements of provocation, abuse 

and insults or the use of abusive language and obscenity which can affect the image of 

the students, the good name of any of the public universities, or could threaten public 

order, state security, and the religious, moral, ethical and cultural values. Each group is 

further prohibited from doing dangerous stunts in the staging. These include the use of 

weapons or sharp tools, firearms, fires, flammable liquids, wild and venomous animals 

and so on. Each group is also prohibited from exhibiting elements of sexuality, 

excessive violence, supernatural elements, or excessive horror. This also includes 

elements of behaviour in terms of eating and drinking that are contrary to religious 

values, morals and ethics of the society. All participants, observers and supporters of 

each group are considered responsible to keep the discipline and security during the 

Theatre Festival to maintain the good name of individuals, groups and the organisers.  

 To assist in the staging, the Festival organisers provide several infrastructures, 

namely the stage, lights, and curtain that are readily available in the selected venue. 

However, other use of equipment is the responsibility of the individual group. One of 

the most commonly used venues for the event is the Experimental Theatre in the 

University of Malaya (UM), as regular host of the event. The Experimental Theatre 

provides a proscenium stage with lighting and sound basis suitable for a theatre 

performance. The secretariat also assists in locating and securing other venues that are 

more suited to theatre and the event. Groups that would like to present more 

sophisticated special effects are asked to prepare their own equipment and to state their 

intention to the secretariat to make necessary arrangements. In order to provide more 

flexibility to the groups, the maximum timeframe for the performance has been 

increased to 120 minutes. However, each presentation should not be less than 60 
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minutes. All of the theatre performances are evaluated by an Evaluation Panel 

appointed by the Secretariat.72 The evaluation panel will consist of professionals and/or 

prominent figures in the field of theatre and/or theatre studies. The Evaluation Panel is 

responsible for evaluating the performance only and not allowed to be involved in any 

competing theatre troupe. The decision of the Review Panel of the competition is 

considered final and the organisers will not entertain any appeal as it does not constitute 

an Appeal Tribunal.  

To enliven the festival, all performances are contested and group as well as 

individual awards are prepared in the category of best performance, special jury award, 

best direction and adaptation, best technical effect, best sound and lighting, best 

costume and makeup, best set and props, best male and female lead actor, best male 

and female supporting actor, and best promising actors. According to the Secretariat, 

category prizes have been added to encourage a more cohesive planning and to 

stimulate the creativity of the participants. This category may also increase the 

awareness of the work of a real theatre. Nevertheless, not all categories of prizes may 

be won in a particular season or cycle. Should the juries, in their opinion, feel that no 

competing group is eligible to receive any of the prizes, then no prize shall be awarded. 

Finally, the Secretariat is also entitled to cancel or restrict the participation of any group 

which intentionally violates any of the Festival’s conditions of participation.  

 

The People 

A review of the people involved in the MAKUM Theatre Festival will begin at the top. 

In the highest position are the MAKUM Secretariat and university cultural officers as 

hosts and organisers. They are in charge of the programme and major decisions makers 

                                                           
72 See Appendix Jvi: Panel Assessment Form. 
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for all aspects of the event. Each university is accompanied by one or two officials, 

either a cultural officer, an academic, or an accompanying officer who are tasked to 

monitor and assist the team. As mentioned, the MAKUM secretariat is made up of 

university cultural officers in charge of students’ cultural and arts-based activities. 

University academicians, rare in their participation, may take on a different role as team 

advisor or simply an accompanying officer. In most cases, people at the top are familiar 

with one another as colleagues and due to this relationship, they may at times find it 

difficult to accept a sole leadership amongst them and hence, leadership and dominance 

have been contested. 

The hierarchy is then followed by the jury panel which is often made up of 

renowned theatre figures or theatre activists in Malaysia. The Festival has witnessed a 

panel line-up of Malay and a few Indonesian theatre practitioners. Largely missing are 

Chinese and Indians working in the theatre scene in Malaysia. Other features of the 

Festival remain the same and this goes for the number of students in a troupe which 

was retained at 30. Admittedly, some teams are made up of more than the allowed 

number of participants in lieu of undeclared participation or a matter of technicality. 

Even though student participation is critical to the programme’s success, they are at the 

bottom of the chain, especially when it comes to decision-making. Interestingly, among 

the students themselves, there is a different hierarchy which defines   

The various positions and posts required to make this programme a success 

show the link and relationship between each individual involved. Nevertheless, the 

level or depth of work performed varies from one to another but significant all the same. 

Again, there is a great level of Malay dominance with the lack of non-Malay influence 

and presence in the programme. Also notable was the lack of direct academic 

involvement with the particularly limited presence of academician working in the field 
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of theatre. Regardless, people in the MAKUM Theatre Festival come with various 

intents and expectations which will be further elaborated in the analysis of participants 

in the 2014-2015 cycle.  

 

THE 2014-2015 CYCLE 
 
The MAKUM Theatre Festival 2014-2015 was the most recent cycle of the Festival 

prior to vanishing from the scene altogether. It was marked by change, innovation and 

sensationalism in more than one aspect from the structure, management and 

productions, down to the people. The 2014-2015 Cycle saw the biggest change in terms 

of format and participation. Unlike the previous cycles which were mainly held once a 

year, the 2014-2015 Theatre Festival took almost two years to complete, reportedly in 

order to garner more university participation. This was done by allocating different slots 

and venues, apart from time and dates, for competing university teams.  

In the past, all entries would compete in the same event and at the same venue, 

winning awards when deemed worthy. Typically taking place at the Experimental Hall, 

University of Malaya Kuala Lumpur, one to two weeks’ duration was afforded for the 

completion of each cycle of the event. The slots for the programme were dependent 

upon the number of entries in the Festival. At times, two performance sessions were 

held per day, one during the day and another during the night. At other times, all 

performances were held at night with one performance per night.  

The Secretariat of MAKUM was successful in generating the highest number 

of public university participation for the Theatre Festival of 2014-2015, breaking the 

records of previous cycles, thus the largest ever MAKUM Theatre Festival by far. Due 

to the higher number of universities participating from various states in Malaysia in the 

2014-2015 cycle, a selection stage referred to as the zoning system was introduced as a 
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screening process for eligible entries into the Finals. Such was deemed necessary due 

to the impracticality of assembling all university teams in a single location and the 

expected lengthier time for the jury panel to assess all performances. This was achieved 

through a division of the selection stage into three zones, namely the Middle Zone for 

universities near to the area of Kuala Lumpur, the North Zone which was centralised in 

George Town, Penang, and the East Coast Zone at the heart of Kuala Ibai, Terengganu. 

The final stage, on the other hand, was held in Ayer Keroh, Malacca (see Figure 3.1).  

 

 

Starred places: 
A. Middle Zone: 

University of 
Malaya (UM), 
Kuala Lumpur 

B. North Zone: 
University of 
Science Malaysia 
(USM), Penang 

C. East-Coast Zone: 
JKKN 
Terengganu, 
Kuala Ibai 

D. Finals: JKKN 
Malacca, Ayer 
Keroh 

 
Figure 3.1 Locations for MAKUM Theatre Festival 2014-2015 

 

Different zones mean different physical and geographical locations as well as 

conditions. In the MAKUM Theatre Festival 2014-2015, the first two zones were held 

within a university compound whereas the last selection stage and the finals were held 

elsewhere outside the university venue. The Cultural Hall of USM served as the venue 

for the North Zone. The Auditorium of the Department of Arts, Culture and Heritage 

Terengganu was the venue for the East Coast Zone and Anjung Seri of the Department 

A 

B C 
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of Arts, Culture and Heritage Malacca was the venue for the Finals. The coming 

subsection further discusses the zones up until the finals of the competition.  

 

The Zones and Final Stage 
 
The MAKUM Theatre Festival 2014-2015 commenced with the Middle Zone selection 

stage which was hosted by the University of Malaya (UM). Together with a workshop 

meant for the students, the event was held from November 11th-16th 2014 at the 

university’s Experimental Hall. Aside from UM itself, the Middle Zone selection stage 

was participated by the National Defence University of Malaysia (UPNM), the 

International Islamic University Malaysia (IIUM), the University of Islamic Science 

Malaysia (USIM), University Putra Malaysia (UPM), and the National University of 

Malaysia (UKM). Discussion on the Middle Zone is limited to this information as the 

current study was only taking shape and awaiting approval at this time. Moreover, I 

was in the UK and was not informed of the event early on. Thus, this section 

concentrates on the proceeding zones (i.e. North Zone and East Coast Zone) and the 

Final stage of the competition which I was able to attend.      

The North Zone selection stage of the MAKUM Theatre Festival 2014-2015 

began where the Middle Zone left off after several rescheduling. Although initially 

planned to take place on 17th until 22nd March 2015 at the University of Science 

Malaysia (USM) Penang, the North Zone selection stage was rescheduled to 5th until 

12th March 2015 instead. After another rescheduling, supposedly due to a participating 

university’s (i.e. UniMAP) last-minute withdrawal, the event finally took place from 

the 7th until 11th March with USM as a first-time host and assisted by Adikarma which 

is a cultural unit in dance in the university. 
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To attend the event, I travelled from the UK to reach Malaysia. Fearing that I 

would miss out on important events as I did for the Middle Zone, I decided to come a 

day early but found myself on-site two days prior to the start of the North Zone selection 

stage as I was not informed of the last-minute change in dates. On the day of my arrival, 

I quickly headed to the venue which was USM’s Cultural Hall which was located next 

to the Office of Arts and Culture Development and was surprised to see the venue 

empty. After several unsuccessful calls to the main secretariat and main informant, I 

was able to find out from another source (i.e. academician) that the event has been 

delayed. As my initial contact to the event, this did not bode well for the nature of the 

programme. This assertion was made stronger when a supposed theatre workshop 

intended for the participants of this event was cancelled altogether from the programme 

tentative at the very last minute. I nevertheless took the opportunity to survey the 

location and upon a second look, noticed a banner advertising the event which was held 

in conjunction with a charity sale carnival that went on earlier and longer than the 

theatre programme itself. This was the only visible advertisement promoting the event. 

A peculiarity was the non-identification of the host university. Whereas other 

participating teams were made identifiable, the host university was simply described as 

Persatuan Penggerak Warisan Budaya (literal translation, the association of cultural 

heritage movers). A total of five public universities took part in the North Zone 

selection stage, and they were the University of Technology MARA (UiTM) Pulau 

Pinang, the University of North Malaysia (UUM), the University of Malaysia Sabah 

(UMS), the University of Education Sultan Idris (UPSI), and the University of Science 

Malaysia (USM). With nothing else to do, I left and returned the next day for the official 

start of the data collection process. 
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On 7th March 2015, the actual data collection finally commenced. It was 

promising to see live activities upon reaching the venue this time around. Not wanting 

to waste time but still taking precaution, I simply observed the people going in and out 

of the hall just to ensure that I would be approaching the right target for the study. It 

was apparent that they were in the midst of preparation. To maintain ethics and 

decorum, I approached one of the individuals and enquired over their identity. The team 

was Karya Production representing UiTM Penang with Titik Belum Selesai. After the 

confirmation of their status as participants in the MAKUM Theatre Festival, I requested 

to meet the team leader or person in charge and was pointed to a female accompanying 

officer. 

I thus introduced myself and informed the officer of my intention. We agreed 

that it was best to seek the students’ approval since they would largely be the focus of 

the study. Hence, necessary introductions were made. Following consent, the 

observation took place. Since I did not want to intrude on anything and was not familiar 

with the do’s and don’ts’s of the team, I located myself at the back of the hall which 

was less crowded than the other spaces in the hall. There, I commenced my observation. 

As I was in the position of an observer instead of a participant in the programme as I 

was used to, it took me a while to get used to the manner of observing. Among the first 

things I noticed were the students’ activities which included banner preparation and 

stage training. There were many movements indicative of how preoccupied they were. 

I also noticed a few individuals who did not appear to be students and upon query, were 

told that they were theatre freelancers acting as training for the students. 

Aside from a female cultural officer as advisor, this team was also assisted by 

two self-proclaimed theatre freelancer and activist who had connections with 
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ASWARA.73 To me, this was a healthy indication of collaborative work in theatre since 

the participants were learning and being guided by those with the knowledge and skills. 

However, I also wondered if I had misunderstood one of the rules of the MAKUM 

Theatre Festival in which a team may be only comprised of students. The trainers were 

rather dominant than the student-director and those holding other leadership positions 

in the team. 

When the students were having their break, I took the opportunity to ask those 

who have agreed to participate to fill in the survey-questionnaire and to further enquire 

over the troupe. According to the students, Produksi Karya UiTM was given the honour 

of representing UiTM following their earlier win in an earlier intra-campus theatre 

competition.74 At their disposal was two-weeks’ worth of time allocation to prepare for 

the MAKUM Festival. This troupe was also accompanied by a live band comprised of 

its student members, creatively used to signal the change of scenes in the play. Aside 

from that, the troupe made use of heavy stage sets and props, with costumes that were 

reflective of the time period. As a university dominated by the Malays in terms of 

student population, the team was also therefore, unsurprisingly, all Malays. This aspect 

of Malay domination was made more prominent with the troupe’s selection of a theme 

championing the rights of the Malays. Generally made up of members based on campus 

location, Produksi Karya UiTM consisted of students in various non-theatre related 

fields including electrical and mechanical engineering, hotel and tourism, culinary art, 

pharmaceutical, and health sciences.  

The morning preparation was followed by a noon intermission and continued 

until six in the evening. The hall was made empty by then and was only accessible when 

                                                           
73 A theatre activist is someone skilled in the arts but is not officially attached to any theatre organisation 
in particular, hence a freelancer. He/she can offer services in theatre due to recognised expertise.  
74 UiTM is known to have the largest number of campuses throughout Malaysia. 



 

145 
 

the door to the venue was opened to the audience at night. That night, the atmosphere 

was different as many people have gathered to wait for the door to open. The attendees 

proved to be many as I was even declined access to the venue as the door opened with 

the reason being that the programme was meant for students only. I was taken aback as 

I was not informed of this nature of the programme. It was a different experience as I 

was familiar with the University of Malaya’s approach in arts festivals in which all are 

welcome. Having observed the team during the day, I refused to back down at this point 

and proceeded to explain my situation. The event was apparently handled by an 

organising committee made up of USM students who were unaware of my presence 

even after the many confirmations with the UM Secretariat and cultural officer. 

Whereas UM claimed to have informed USM, this information was not relayed to the 

student-committees, resulting in the confusion. After a brief discussion, I was allowed 

to stand at the back of the hall for the recording of the play, and there I proceeded to 

watch the show. As the curtain closed, the UiTM team breathed a sigh of relief and 

were observably happy following the completion of the production. As I exited the hall 

that night, I saw a particularly attention-grabbing individual who was dancing in the 

middle of a lawn outside the hall. I was intrigue to know whether this was some sort of 

further promotion for the Festival. Upon enquiry, I was told that the individual was a 

member of the UUM team which will be performing tomorrow. My interest was piqued 

and I looked forward to approaching them next.  

On the second day though, my positivity and optimism were again compromised 

when Warna Theatre Club UUM almost declined participation in the research. After a 

few deliberations among the troupe members, consent was gained from a few and the 

data collection resumed and the same protocol was followed. As the team was led by a 

student in the post of director and actor, getting a hold of this individual proved to be 
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difficult. Hence, there was not as much interaction with the members as the day before. 

I was also actively searching for the dancer who I witnessed seeing the night before. It 

turned out that she was part of the chorus in the play and not part of the main line-up. 

Also comprising of non-performing arts (theatre) students, the troupe was assisted by a 

UiTM Penang academician who wished to have his presence unknown and identity 

anonymous. This was a peculiarity as the previous team was working with outsiders in 

the open as opposed to this group, likely due to his connection with UiTM which was 

also competing. 

I am inclined to limit my review of this team at this stage due to its low level of 

participation in the research. As the team was more distant, the input obtained from this 

group was limited. However, I will provide further performance analysis of the team’s 

production of Tukang Tilik later on. Nevertheless, a positive outcome was that I was 

able to build rapport with the USM student-organisers who were more visible and 

present at the venue than on the first day. As night approached, I was designated a place, 

again at the back of the hall, to observe and record the play.       

Out of all the performances staged, this production received the least amount of 

audience attention, with many exiting the hall before the play ended. I could see that 

this badly affected the performers’ morale that they even refused to entertain the 

research altogether. I therefore wrapped things up but as I was preparing to leave, I 

witnessed team UMS coming in and introduced themselves to the UUM team. Team 

UMS was asking team UUM whether they needed help in managing their props. I felt 

that that was the first time I witnessed a spark of the values the MAKUM Theatre 

Festival wishes to exemplify (i.e., comradery, mutual assistance, friendliness, etc.).  

As I deemed team UMS to be approachable, I made the decision to introduce 

myself early on to the team and sought their initial consent to participate in the research 
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to avoid a more or less similar thing which happened with the UUM team. Apparently, 

the team was aware of my presence as they had also been observing the people at the 

venue when they visited the hall nightly to see the plays. I was made aware that some 

of the people who exited the hall as team UUM was performing were members of team 

UMS who were directed to leave the hall in preparation for their own show. When team 

UMS was told of the effect that had on team UUM’s performance, they were genuinely 

sorry if their action had been detrimental to UUM in any way.  

However, other who exited the hall midway through the play were USM 

students as audience members. I came to conclude that they were simply there to gain 

points for their iCGPA and co-curricular activity and left after spending just some time 

to fulfil that criteria. I began to question the effectiveness of this kind of merit system 

which apparently was not effective in getting the right kind of audience for the play. 

Another incidence involved a child whining to her parent that they play was overly 

boring and this can be heard by audience members seated at the back, myself included. 

The child apparently belonged to a USM cultural officer. It therefore raises the question 

of whether such activity is suitable for younger audience and this incident has been 

unfair to all. Nevertheless, as the initial response from team UMS was positive, I 

prepared myself for day three of the event.   

On day there, the hall was buzzing and had a different kind of vibe which was 

more upbeat and welcoming. I met with all of the team members who were briefed on 

the research. This team was different from the last two in that they were comprised of 

students in the field of creative arts (theatre). Other than the Malays, the team also 

consisted of native Sabahans.75 Clearly comprised of more than 30 members, the team 

self-described their play, Dewan Persidangan, as realism theatre based on the 

                                                           
75 Kadazan-Dusun is the largest indigenous group in Sabah. 
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translation work of Lenny Erwan.76 In explaining the meaning to their group’s name, I 

was told that in the local context of Sabah, ‘syn’ refers to unity, hence the name of SYN 

Teatra Production.77 Student-leadership, control, and discipline were apparent and the 

team was accompanied by two academicians in the field of theatre. In their student-

teacher interaction, I would notice students making the final decisions following 

discussion and enquiries with the academics.    

Easily the team with the most travel mileage, the members were faced with a 

major problem of incurring higher costs in travelling and accommodation. Most of the 

members opted to leave their personal belongings behind to allow for higher luggage 

allocation for their props and costumes. The team’s problem with transportation did not 

end there, as they also had to deal with the lack of transportation in the host university 

setting, often having to walk on foot from their designated accommodation to the venue 

of the performance. They were also reportedly not allowed to ride the university host’s 

shuttle service as it is only available for USM students.    

The team made full use of the venue, preparing skits which went beyond the 

stage (i.e. backstage entry for the actors in the mob protest scene, and the use of social 

media to livestream the show), and employed techniques which enhanced the 

audience’s involvement (i.e. by having some of the actors to sit amongst the audience 

members, and asking the audience to stand up and salute the judges’ entry/exit). The 

costumes and props were well-done with vibrant attention-grabbing colours and hues. 

A special Facebook page and Instagram account had been earlier set up and created, 

with all the ongoing of the production uploaded and streamed live for all to view. This 

                                                           
76 Currently an academic staff member in the Drama Department, Cultural Centre, University of Malaya 
(UM). 
77 The team was initially known as Grup Syn Teatra (GST) but decided to change this as GST may be 
confused with the Government’s goods and services tax. 
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was a showcase of high innovation and creativity which further allowed access to the 

production.  

To further promote their play, the troupe performed an impromptu dance skit or 

flash mob at a cafe located next to the hall during lunch hour to attract more audience 

for their night’s performance, an effort which did not go to waste as a generous number 

of audience members showed up that night. As the hall was in full capacity during the 

actual performance, many were left unable to gain entry into the hall and had to be 

turned down by the organising committee. The night was therefore a success for the 

team as audience engagement was high and the play received a well-rounded response 

from the audience. I am refraining from providing a further review of Dewan 

Persidangan by UMS in order to provide a fuller account of this particular troupe and 

the production in the final stage of the competition.    

On the fourth day of the data collection process, the next team performing, 

which was team UPSI, was recruited for the research in a similar manner as team UMS. 

UPSI’s Last Minute Production consisted of Malay majority and Indian minority 

members who were students in performing arts studies, which included theatre and 

music.78 The team performed a musical entitled Garis-Garis Pelangi which was an 

original work of the accompanying officer who also lectured in the university. 

MAKUM marked the second time the play was ever presented in front of a live 

audience. 

The team was also accompanied by a live band made up of the university staff 

members. Hence, the number of membership was particularly large. The students were 

also assisted by a technical and lighting crew who were also UPSI staff members and I 

                                                           
78 Not a formal university theatre club. The team was formed simply for the purpose of participating in 
the MAKUM Theatre Festival 2014-2015. 
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could see their display of higher-level skill in handling this part of the production as 

compared to the earlier productions which were student-managed. As the team was 

accompanied by the original author of the play along with a live band and technicians 

consisting of the university’s staff members, this team had at its disposal a greater 

network of support with the involvement of several faculty staff and members of the 

cultural unit. 

The students were mostly invested in training their vocal projection and stage 

position. While the full run through went on smoothly, the musical faced many 

technical glitches during the actual performance, especially in the microphones used 

which greatly affected the quality of this theatre form as a musical, a glitch which was 

just too jarring to ignore.79 From my observation during the day’s end of rehearsal, I 

witnessed several children playing with the equipment. They had access to the hall 

when the team was taking a break and the venue made empty prior to the actual show. 

This resulted in team UPSI claiming that they were sabotaged, a very unfortunate event 

in actuality. Even though Last Minute Production voiced their suspicion that their 

team’s equipment might have been meddled with. In an interview with the students at 

a later phase of the research, the students again expressed their suspicion of this element 

of sabotage but the matter remained unresolved as I also did not reveal what I saw on 

the day. I made this decision based on the fact that I cannot prove my own suspicion of 

what actually happened and not to further worsen the matter. This incident nevertheless 

left a bad taste especially in the relationship between the university and the host which 

was now marked by distrust and animosity.   

A further note, at this point during team UPSI’ preparation, I began to realise 

and take note of the presence of a figure who freely accessed the hall and technical site 

                                                           
79 These children also belonged to USM cultural officers. 
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daily even though access was supposedly granted only to designated team for the day. 

This figure turned out to be a member of the host team. It cannot be said for sure how 

this external presence affected the flow and progress of the previous plays performed 

as team USM, the last to perform, did not partake in the study.  

Although selected for the finals, team UPSI finally decided to withdraw from 

the event following a lengthy deliberation. Further enquiry over the reason revealed 

conflicting accounts. Reasons cited from university officers pointed to the students’ 

own inability due to their busy schedule, whereas the students themselves claimed they 

were blindsided by their own university’s own refusal for their continued entry into the 

programme. I suspect that aside from financial and travelling concerns, the rampant re-

shifts in dates and venues might have played a role in explaining the university’s 

withdrawal. Although UPSI was interested in taking part in the finals based on accounts 

in the interviews, apparently the cons overshadowed the pros for the event. 

As I was unable to gain access to team USM whose members I failed to locate 

as they deliberately went incognito and preferred non-transparency, I decided to take a 

different route and pursued the student organising body, Adikarma, deeming their input 

vital to provide a different perspective on the subject matter.80 However, due to the lack 

of time as it was a last-minute decision, those who agree to the research requested to 

provide their input via email, and such was therefore duly done. My interactions with 

several of the members throughout the programme did not reveal too much aside from 

the general comments and inputs on the students’ experiences as committee members 

for the event and other similar-like programmes. Even though it was their first time 

managing the MAKUM Theatre Festival, one of the respondents claimed that the task 

                                                           
80 The USM team were especially particular in maintaining their identities unknown and went incognito 
throughout the event. Only the team’s Director was visible, appearing in the hall from time to time.   
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was not as difficult as having to organise the university’s own theatre competition, 

which was deemed bigger and better. The students performed their task well and were 

cooperative with others in the event. However, I was left with the impression that there 

was a discord between the student-organisers and the university’s cultural officers as a 

management team, likely due to the apparent favouritism towards the host university’s 

troupe. Nevertheless, they were not willing to discuss this matter directly, most 

probably due to their sense of loyalty to the university, the fear of repercussion, or the 

belief that their opinion does not matter and would have no impact on the outcome.   

However, in my own assessment of the university host as a competitor, I wish 

to highlight the outright biased treatment of the host towards the other participating 

universities. Many participants were shocked to see how the venue was prepared for 

the last day of the performance. Extra banners were put up on this final day that 

functioned to promote the event at different locations in the university. Extra chairs 

were brought up and a screen projector was set up outside the hall in order to 

accommodate the anticipated high number of audience members. The actions of the 

host university (i.e. maintaining distance and secrecy of identity from other visiting 

troupes, the lack of transparency, and special treatment) simply did not promote healthy 

competition, let alone mutual collaboration. To me, ending the event on such a note was 

simply discouraging to the objective conclusion of the event as a whole.  

Overall, the entirety of the event went smoothly, except for the few hiccups 

mentioned. The festival-competition was attended by a few MAKUM Secretariat and a 

panel of professional theatre activists in the role of jury. As the event came to a close, 

the judging panel provided their overall and brief comment on the performances. 

Among those touched, given the limited time for commentary, were team UiTM’s use 

of heavy props and team UMS’s non-adherence to the duration of the play which was 
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considered a few minutes shorter than the required time limit. The head jury also 

commended upon the acting ability of team USM’s lead female protagonist which 

would later turn out to be another controversy as they were revealed to share a familial 

bond. This matter was largely debated in the subsequent meetings between the 

secretariat and cultural officers due to the presumed biasness, impartiality and 

favouritism. Most of the student-participants who were aware of the matter highly 

objected to the particular jury’s assessment, rendering the evaluation void and 

necessitating a different approach to the valuation of the plays. Results of the teams’ 

eligibility to the finals were not provided, a major disappointment to the participating 

teams who wished to know and decide upon their next course of action. As the event 

came to an end, so did the data collection for this phase. Nevertheless, to maintain 

rapport and contact with the students, individual Whatsapp groups consisting of those 

consenting to the research were created from the earlier-obtained contact details of the 

participants.  

The next phase of the data collection continued with the East Coast Zone 

selection stage which was held from 10th until 15th April 2015. The East Coast Zone as 

the last stage in the selection process was strikingly dissimilar in some of its 

arrangements to that of the previous zone observed. The event was held at the 

Auditorium of the National Arts and Culture Department Terengganu (JKKN) which 

was an off-campus location due to the host university’s lack of facility. The off-campus 

location was reportedly attractive to generate the public’s interest in the MAKUM 

Theatre Festival. Whereas the North Zone practiced exclusive spectatorship in the form 

of university students, the East Coast Zone Selection Stage was open to the public for 

free. 
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Although also a first-time host, University of Malaysia Terengganu (UMT) 

collaborated with JKKN Terengganu, a government body under the Ministry of 

Tourism and Culture Malaysia as event organisers. However, there were no student-

committees to assist the teams this time around which was a disadvantage for the 

troupes competing in this stage. Also different was the jury panel for the East Coast 

Zone which consisted of professional juries, JKKN officers, and the MAKUM 

Secretariat themselves. This change was probably a result of the outcome of the judging 

controversy in the North Zone selection stage. 

Aside from the host university, the event was participated by University of 

Malaysia Pahang (UMP), University of Sultan Zainal Abidin (USZA), University of 

Tun Hussein Onn Malaysia (UTHM), University of Technical Malaysia Malacca 

(UTeM), and University of Malaysia Kelantan (UMK). Similar to what I did during the 

North Zone selection stage, I would initially make contact with the officer in charge or 

team leader in order to gain access to the respective troupe. The same was done in this 

stage and all the troupes involved. While some granted initial access, others were less 

cooperative and reluctant. 

Data collection at this stage commenced on 11th April 2015 with the second 

performing troupe as the first team declined participation. The first university 

approached, UMT, declined participation in the research, hence explaining the absence 

of the team’s performance review. As the second team to perform in the East Coast 

selection stage, University of Malaysia Pahang’s (UMP) Waris Theatre Club produced 

a theatre of realism entitled Asam.81 Fully consisting of less than 30 non-theatre 

students, membership in the team was dominated by the Malays with a few Chinese 

                                                           
81 Waris Theatre Club is an official UMP university theatre club that was separated into two distinctive 
clubs based on campus location due to differing organisational objective and management. 
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members in the subfields of engineering. They were students of chemical, civil or 

software engineering, earth resources, computer graphics, networking and others. 

This team somehow carried an old-school vibe which was reflective of the play 

they were showcasing. Members of the team were left to their own devices which they 

handled gracefully. Members of the production appeared to be in control, at ease, and 

independent of any external influences in the form of an officer or other authoritative 

figures. As I interacted with the team, I was informed that Waris Theatre actively 

participate in theatre competitions, often representing the university in other festivals 

and events. This serves to explain the troupe’s maturity and ability to manage 

themselves well, showing that exposure and the continuous involvement in theatre are 

significant in heightening the confidence and familiarity of students in the art.  

Observation was done throughout the day with no apparent critical incidence, 

and as the rehearsal hour ended, it was time for the team to present their play. The 

production was attended by members of the public which were smaller in number 

compared to those before. Although the audience turnout was lesser, audience members 

were observed to be more dignified, mature and serious. The audience were respectful 

of the performers, and those who came with children would immediately exit the hall 

should the child disturb the performance by making noise. This was certainly different 

from that observed from the audience members in the North Zone Hall (i.e. making 

unnecessary noises and retorts to the performers, engaging with their cell-phones and 

not viewing the live performance, exiting the hall mid-performance and in large 

numbers at times, etc.). Another difference between the North Zone and the East Coast 

Zone is that the performances for the latter were recorded and uploaded on a UMT 

official Youtube channel. Whereas the performances’ viewing was made accessible to 

all, recordings for the North Zone stage were kept confidential and non-accessible. 
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Further account of Waris Theatre UMP’s production of Asam will be provided in the 

performance analysis.  

The second team observed was team USZA which was comprised of students 

in industrial design, dietetics, and English and communication, with minority Chinese 

and majority Malays. Performing on the third day at the East Coast selection stage, 

USZA’s Anjung Creative staged a self-claimed genre-less play entitled Gadis dan 

Serigala-Serigala, which was perhaps inspired by The Little Red Riding Hood.82 On 

this day of the observation, an incident left a bad taste to my overall experience when a 

JKKN officer harshly directed the students and myself out of the auditorium following 

the end of the day’s rehearsal hour. The students were further told to clean up their mess 

just like one would do to a child. Personally, I found such treatment unnecessary and 

discourteous and voiced my dissatisfaction to the organising committee. I assume the 

matter was later rectified as the person involved no longer interfered with the team and 

others for that matter. Nevertheless, my analysis of the team’s performance for the night 

will be provided in the performance analysis section.  

The day after, I looked forward to meeting the UTHM team which would be 

showcasing the dance theatre Ustaz Zapin based on the work of HS Haron. UTHM’s 

Aktivis Puisi & Dramatis (AKSI) was comprised of all Malay students from non-theatre 

studies including civil engineering, information and mechanical technology, 

information security and estate management, among others.83 The team presented a 

piece of realist theatre, but there was an imbalance between their focus on acting and 

on the stage setup and props. The team was also guided by a cultural officer who was 

also a MAKUM Secretariat. This officer was apparently in charge of the acting and 

                                                           
82 Anjung Creative is the official university theatre club in USZA. 
83 AKSI is the official university theatre club for UTHM. 
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dance aspect of the performance, whereas the students were responsible for the props 

and setup. The crew came through with their task and really paid attention to detail with 

regards to the props on stage, enhancing the realistic aspect of their production.  

Whereas I was welcomed by the students, I sensed some kind of resentment 

from the cultural officer as he refused to meet me in person when I wished to introduce 

myself and his apparent disregard to the research. I also noticed that some of the troupe 

members were extra cautious in their conversation with me. I felt that the grip of power 

this officer had on the students affected the students’ freedom of expression throughout 

the process. Personally though, I was particularly excited to see this play as it 

showcased a traditional dance.  

Notably, another interesting incident took place on the day of team UTHM’s 

performance day with the arrival of another competing team at the same venue. I saw 

the student-director especially frustrated and the crew confused by this intrusion. The 

‘guest’ was rather intrusive and disrespectful by not seeking prior permission from 

UTHM to enter the venue and backstage area. The uninvited team simply arrived at the 

hall, which was supposedly restricted to those aside from UTHM, and proceeded to 

carry in their sets and props to much noise and space disturbance. Adding salt to injury, 

they proceeded to work on their props then and there by hammering away their 

woodwork. This greatly disrupted AKSI UTHM’s training and stage setting, and they 

were certainly caught by surprise and stressed out by the whole incident. I was also 

confounded by what I witnessed. As the UTHM student leader appeared lost and 

confused, I volunteered to ask the other team to leave the hall. This incident 

nevertheless caused a friction and animosity between the teams concerned which was 

also extended to myself. Upon further enquiry, it was revealed that the offending team 

was unaware of the rule restricting their presence at the venue and that they were simply 
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following the orders received from the team’s cultural officer cum advisor. The team 

was also apologetic of their action and UTHM gracefully accepted their apology. The 

matter would not have occurred in the first place if students were made aware of the 

rules and correct protocols as well as procedures to observe in the event. 

New to the scene, the team could not be held totally accountable for their action 

since they lack knowledge and experience on the workings of theatre and MAKUM. 

However, the same cannot be said for the cultural officer who is supposed to be familiar 

with the MAKUM rules and regulations. As such, it is the responsibility of the cultural 

officers to make the participants aware of the do’s and don’ts of the competition through 

adequate briefing and other information disseminations. 

The pressure simply kept building as the event moved to the fifth day and the 

fourth team observed. UTeM’s TopArt Production was the fifth team to perform at the 

East Coast Zone selection stage with their play Say...Well. This all-Malay troupe 

consisted of students from the faculty of electrical engineering, engineering technology, 

mechanical engineering, and other technical-based programmes. Although the troupe 

declared this play as genre-less, I would personally consider it as modern-experimental. 

Similar to team UTHM, team UTeM was also accompanied by a cultural officer 

and a MAKUM Secretariat. This officer also shared the same disposition as the one 

before with regards to the research. Nevertheless, as the students consented, the 

observation was therefore carried out. Members in team UTeM were mostly students 

in the field of engineering and technology. Whereas the acting line-up was treated with 

respect, the same cannot be said to the technical team which had to bear most of the 

brunt of the cultural officer. This officer exhibited some unsavoury behaviours and 

conduct by name-calling some of the target victims with demeaning slurs (i.e. filthy 

flies, an embarrassment), warning the students with “Jangan memalukan saya” [Do 
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not embarrass me].84 The energy and mood were certainly negative and depressing. A 

tiny mistake was not tolerated and perfection was expected, especially for the targeted 

male crew members. I believe that the officer only attempted to mask his actions of 

publicly humiliating and reprimanding some of the students after realising my presence 

and observation of him. At one point, he instructed the students he was addressing to 

go backstage to talk to them. Personally, the entirety of the preparatory stage for this 

troupe was which I found most stressful and tense. It was altogether a draining 

experience, mentally, emotionally, and psychologically. I could only imagine the effort 

it took for team UTeM to wonderfully execute their performance for the night with their 

blood, sweat, and tears. The show went on without a glitch and the powerful acting by 

the main lead brought to life the entire play which would otherwise be a particularly 

depressive experience. 

At this point of the programme, I was certainly left a bit jaded and exhausted by 

some of the things that I have witnessed and experienced to the extent that I almost 

decided to exclude the already hostile UMK team into the research. Nonetheless, I 

second-guessed my decision and went ahead to secure UMK’s participation. It turned 

out to be the right decision as it added a richer account of the MAKUM Theatre Festival, 

the people, and the events altogether.  

 Day six and the last participating team, UMK’s Anak Teater Rajawali (ATERA) 

created history by joining the MAKUM Theatre Festival during the East Coast 

Selection Stage, marking the first time ever that the university has participated in the 

event.85 With the most racially-diverse members of all competing troupes that were 

observed, the troupe consisted of students in earth sciences and agriculture. Coming 

                                                           
84 In a chance interaction with the same cultural officer, I had the impression that the officer was 
demeaning towards another cultural officer/colleague by implying his target as useless and lazy. 
85 ATERA is a newly-established official university theatre club for UMK. 
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from a state known for its Malay majority and Muslim dominance, the troupe’s makeup 

of multiracial members is applauded and much admired.  

The troupe was accompanied by the university’s cultural officers and assisted 

by an external figure, reportedly a theatre freelancer from ASWARA to work on the 

lighting. Again disappointing but not surprising, the university’s cultural officer was 

less cooperative and somewhat disparaging to myself and the research.86 I felt her 

attempt at humiliation by making my presence insignificant as I was attempting to 

introduce the study and smirking when only a few students consented to the study, 

indirectly discouraging the students to partake in the research. Moreover, a more or less 

similar thing happened to this team as to that of team UTeM as members were 

humiliated by an authoritative figure. In this case, the freelancer shouted at the students 

to express his dissatisfaction with the progress of the team and embarrassed them in 

public with the already heard, “You are an embarrassment and will only embarrass 

your officer”. As he did this, the students were placed in a line-up on stage, and they 

silently listened to his rants. Again, people in charge and of higher authority publicly 

were demeaning, expressed their lack of confidence in the students, and were more 

concerned over their own honour which ignored the students’ pride and face value. 

However, the audience’s reception towards this team as a first-time entrant was 

positive. Although some were earlier antagonistic, members of other teams were 

supportive of the team’s performance. 

At the conclusion of the team’s performance marking the end of the event, the 

jury again provided commentaries on the plays and delivered their verdict in general 

without the outcome revealed. There was a change of tone in the judging panel’s 

                                                           
86 I conclude that this was the case as she kept on calling me by the wrong name even though I have 
corrected her numerous times, and (some of) the students themselves were aware of this interaction and 
puzzled by it from their account. 
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comments, perhaps the indirect influence of this research itself. A judge who was aware 

of the nature of this research voiced his recognition of the students as non-theatre 

students, which was never before a factor considered in the students’ assessment. in 

most cases, the comments would revolve around the lack of quality of the productions 

and performances regarded dull and mediocre. The judge also further touched upon the 

aspect of creativity which this study is reflecting upon. In conclusion, the overall 

selection stages saw a total of seventeen university theatre troupes competing. 87 Results 

of the selection stage and eligibility for the finals were released on 29th June 2015.  

The last phase of the data collection for the MAKUM Theatre Festival 2014-

2015 live performances was the Final stage of the competition. Again, following several 

rescheduling, the Finals was finally held from 7th until 13th December 2015 at Anjung 

Seri, JKKN Malacca Complex. Believing on the benefit of free public access to the 

theatre event, the final stage of the 2014-2015 Theatre Festival was again held at a non-

university setting and open to the public for free. Out of the seventeen universities 

which participated in the 2014-2015 Cycle, only seven went through to the Finals. From 

that seven, only six attended. Throughout the week, six out of the top seven eligible 

university theatre troupes competed at the same venue, which saw repeated 

performances by UTeM, UMS, UM, UiTM, UPM, and USM. Notably, teams eligible 

for the finals were mostly those which participated in the North Zone selection stage. 

Ironically, four of those selected to the finals were teams from the controversial North 

Zone selection stage (i.e. UiTM, UMS, UPSI and USM), one from the East Coast Zone 

(i.e. UTeM), and two from the earlier Middle Zone (i.e. UM and UPM). I assume that 

it was another blow for UUM to be the only non-eligible entry to the Finals from the 

                                                           
87 Only nine out of the total performances were observed in the selection stages following consent in 
participation (i.e. UiTM, UUM, UMS, UPSI, UMP, USZA, UTHM, UTeM, and UMK). See Appendix 
Ki: Production in MAKUM Theatre Festival 2014-2015, and Appendix Kii: Visuals from MAKUM 
Theatre Festival 2014-2015. 
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North Zone stage, aside from the most affected by the audience’s lacklustre response 

to their play. As time was a concern, only three teams were observed and they include 

UTeM and UMS for the second time, and UM which was observed for the first time 

since the inception of this study.88 Hence, all of the respondents were familiar with the 

research and expected my arrival and presence.  

The event was concluded with an award presentation ceremony at the very last 

day that was broadcasted live on infomedia.tv. Following a similar model as in the East 

Coast Zone, assessment for the finals was based on a professional jury panel and the 

MAKUM Secretariat’s combined evaluation. Just like in the selection stages, all of the 

troupes were allocated a whole-day access to the venue for preparation purposes on the 

day of their performance, and the final show done at night. Here, I will give a brief 

description of the teams as they appeared at the Finals and will proceed with further 

examination on the productions in the performance analysis. 

The first team to take the stage on 7th December 2015 was UTeM with 

Say…Well. This team can be regarded as the ‘freshest’ of the lot to perform in the Finals, 

having earlier participated in the last zone selection stage, and not having to wait too 

long to reach the Finals. The team was observed to be in a calmer mood and apparently 

decided to take things easier. They enjoyed greater autonomy and were more in control 

of their management and production. This team managed to retain almost all of its 

original performers and crew as the duration between the selection stage and finals was 

the shortest for them. The show was executed with slight changes in the storyline and 

plot, but again showcased outstanding acting by the main character.  

                                                           
88 To note, introductions with team UM were done earlier in the study when I visited the university for 
survey-questionnaire distribution and interview. 
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The second night of the Finals on 8th December 2015 saw UMS taking the stage. 

The team, renamed STAGE from SYN Teatra due to a change in the line-up for the 

Finals, again performed Dewan Persidangan with a few marked changes. For the 

Finals, the team had to resort to securing its own sponsorships in order to cater for 

travelling and accommodation expenses, among others. Faced with lengthier travelling, 

the team expressed their dissatisfaction over their slot in the finals. Having been 

required to perform on the second day of the event, this was seen as a disadvantage and 

an inconsideration as they would have preferred a later time slot to better prepare for 

their play. The team spent their pre-performance days at a designated indoor space 

within the compound of Anjung Seri to rehearse and get their sets and props ready. 

They again made the effort to promote their play to the public by performing an 

impromptu dance skit or flash mob at a nearby supermarket.  

Similar to their manner of participation in the North Zone, UMS was the only 

team aside from UiTM to fully commit to the seven-day event period by their daily 

presence at the scene. This team would arrive a day prior to the start of the competition, 

and only leave following the closing ceremony on the last day of the event. This was 

not what the majority troupes did. Their constant presence allowed the team members 

to offer their assistance in numerous matters of the programme, such as assisting in 

hanging up banners in the location and others. The only other team to watch all shows 

signals the members’ level of commitment to the programme and their mutual respect 

and support for the other performers. This feature of the troupe was perhaps what won 

them the Special Jury Award in the MAKUM Theatre Festival 2014-2015 Finals.   

The final day of the planned observation for the Finals was especially significant 

as it presented the only opportunity for me to observe one of the representative troupes 

from the Middle Zone, which was UM’s Titian 9th with their experimental theatre 
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Kawad, an original work of the university’s alumni.89 Performed on the third day of the 

event, the experience of watching the play for the very first time was certainly different 

from the previous two performances by UTeM and UMS. Consisting of drama and non-

theatre students including business and accounting, Islamic studies and literary and 

social sciences, membership of the team was mostly Malays. Like team UMS, the 

troupe had to reassemble to include an almost totally new line-up after having to wait 

for almost a year since their participation in the Middle Zone selection stage.  

The team’s work progress was most laidback, in which even the run-through 

was done at the very last minute. Their approach can mean two things. First, their 

familiarity with theatre productions signals their confidence and hence this manner of 

approach and, second, they may have had little interest in and motivation to fully 

commit to the Festival with this lack of seriousness. Nevertheless, members of the team 

exhibited knowledge and skills that allowed them to handle and manage themselves 

independently. According to a representative of the troupe, the team had not come there 

to compete per se, nor was it aiming for perfection, but was simply there to be part of 

the programme and for the sake of participation. This minimal interest in the spirit of 

competition was further showcased in the team’s conduct and action during the 

programme. For instance, whereas doors were fully closed for other teams during their 

time slot in the venue, the UM team allotted little importance to this practice, leaving 

the main door open wide which was suggestive of the team’s openness and disregard 

for secrecy. 

Certainly, the dynamics and diversity of the teams discussed were highly 

interesting to observe. External and internal influences had both affected the troupes’ 

                                                           
89 Discussion of this group is limited to the team’s participation in the Finals only since observation 
during the Middle Zone selection stage was not carried out in the study. 
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conduct and approach to the programme. For example, membership for team UTeM 

was more university-wide in nature with the involvement of students from several 

faculties, but the UMS team was largely based on a single faculty which was the arts. 

On the other hand, the membership for team UM was oriented towards residential 

college which saw the involvement of both arts and non-arts students.  

Observed troupes were seen enjoying more freedom in the management of their 

production with minimal involvement of the university cultural officers, which was 

perhaps intentionally done to avoid a similar issue in team direction as witnessed 

before. Revealed in the observation and further enquiry was the lack of a similar amount 

of motivation and discipline in the members’ conduct. UM older troupe members, for 

example, had accounted for this fact via their own disillusionment over the length of 

time it took for them to reach the Finals. They were simply unable to maintain the same 

level of motivation as they had at the initial stage. This sentiment was also shared in 

the interview conducted, as the members have lost momentum to compete and were 

more or less demotivated to compete. They were there with the mentality of enjoying 

the experience and having fun. I believe that this approach, while beneficial to their 

wellbeing, was detrimental to their performance in the Finals. Due to their lack of 

seriousness, the team made several technical errors on stage with the execution of the 

marching steps a bit chaotic, for instance. 

The matter was not helped with the restructuring of the original team to include 

newer and lesser experienced members who still lacked awareness and seriousness for 

the event. Members of team UMS also faced a similar issue in having to regroup the 

original team. Observed in this team was a less controlled show of a united front as had 

been displayed in the selection stage. Missing was the level of discipline and teamwork 

witnessed during the selection stage, probably due to the lack of time for the 
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establishment of a strong team in which members could fully work together to achieve 

a similar goal.   

The data collection and observation for the live performances therefore ended 

here. Again, the conclusion of the event included the judges’ commentary. I have found 

that this particular aspect of the programme was most appealing to the student 

participants. Representatives of team UMP, for instance, attended the Final day event 

even though the team did not partake in the Finals, simply for the purpose of hearing 

the judges’ comments. I can see that those serious about theatre wish to know their 

strengths and weaknesses, how they can improve themselves and their productions, and 

simply to learn whatever they can. The result of the finals, as I was informed, saw 

Universiti Putra Malaysia (UPM) taking the top spot.90 Due to time constraint and the 

lack of opportunity, I did not personally observe this particular troupe. Nevertheless, I 

could deduce that this team was an earlier favourite based on the judges’ comments 

during the selection stage. I suspect that UPM was most appealing as a form of fast-

paced theatre, a rarity in the many plays produced. This implies that the judges are 

looking for something other than innovation. A team comprising of non-arts students 

claiming victory also shows the probability of excelling in theatre and performance 

regardless of field of expertise. 

  

SELECT PRODUCTIONS AND PERFORMANCE ANALYSIS 
 
A performance analysis of the plays includes an overall impression of the productions 

staged in the MAKUM Theatre Festival 2014-2015 according to the zones, the plays’ 

thematic engagement, the productions’ use of media, observed audiences’ reception, 

highlights and critical incidences, as well as other factors such as gender representation 

                                                           
90 See Appendix Kiii: The Results of MAKUM Theatre Festival 2014-2015. 
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and the setting, among others. Productions for the North Zone include Titik Belum 

Selesai by Karya Production UiTM, Tukang Tilik by Warna Theatre UUM, Dewan 

Persidangan by Syn Teatra @ STAGE UMS, and Garis-Garis Pelangi by Last Minute 

Production UPSI. Productions in the East Coast Zone include Asam by Waris Theatre 

Production UMP, Gadis dan Serigala-Serigala by Anjung Creative USZA, Ustaz Zapin 

by AKSI UTHM, Say-Well by TopArt Production UTeM, and Lif-E by ATERA UMK. 

This list of participating troupes was impressive because it welcomes almost all 

newcomers to the scene. Whereas the North Zone participants can be categorised into 

theatre and non-theatre majors, participants in this zone were all non-theatre 

undergraduate students. I shall first provide an overall assessment of the plays in terms 

of genre prior to providing a detailed account of each individual performances. 

 In terms of genre, the productions concentrate on modern theatre, both realism 

and anti-realism, as well as experimental and musical theatre. Some were regarded 

genre-less and the writer was not identified (i.e. Say-Well, and Gadis dan Serigala-

Serigala) and others were original works (i.e. Asam by Izzatul Farahanim, Nyanyian 

Maut by Tewfik Al-Hakim, Badut by Khairul Amin, Kawad by Hafizee Hatta and 

Durra, and Realiti Alam Fantasi by Asyraf Syahir). Selected writers for the productions 

include MS Haron (i.e. Ustaz Zapin), theatre activist Wan Ahmad Ismail (i.e. Tukang 

Tilik), activist and academician Seni Bayan (i.e. Nisha Khalid), and Zack Zaideen (i.e. 

Titik Belum Selesai). Others include the works of theatre academicians including 

Dewan Persidangan by Lenny Erwan, Lif-E by Mohd Andika Zainal, and Alahai 

Menantu by Razali Taib. Only one was a musical (i.e. Garis-Garis Pelangi) and the 

work of theatre academician Faisal Ahmad, and Kampung Semarah Padi which was 

the original work of Malaysian actress-director Melissa Saila. 
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 Many of the plays at the middle zone were original works of then students and 

alumni except for one (i.e. Razali Taib), whereas production at the north zone 

showcased many works by theatre academicians and activists. On the other hand, there 

were works by celebrity, academic, and prominent Malay authors at the east coast zone, 

and half in which the writers were ambiguous or unidentifiable. This shows that the 

students are keener in producing an original work, showcasing a high inclination 

towards innovation and creativity. In addition to that, strikingly missing from the 

Festival are representations of traditional drama. This may be due to their inclination 

for relevance, in which students opt to do something that they are familiar with and 

would appeal to the target audience or the fact that they are not familiar with traditional 

drama. Moreover, the difficulty to engage with older literature is common among 

learners and non-learners alike. I shall now move on with a more detailed investigation 

of the individual plays.91  

Delivering a patriotic theme with the play Titik Belum Selesai, UiTM performed 

an anti-realistic play about Japanese occupation in Malaysia. Titik Belum Selesai 

centres around the Japanese occupation during WWII in then-Tanah Melayu or Malaya 

prior to the formation of Malaysia, touching upon the sensitivity between the races in 

Malaysia, in particular the Malays and the Chinese. The story very much focused upon 

the Malay’s struggle for independence, which is a common narrative in the history of 

Malaysia. Added within the narrative was the perspective of the Chinese. Historically, 

the Chinese had a particularly bad experience during the Japanese occupation, perhaps 

even more so than the Malays and Indians for the Chinese supported mainland China 

against the Japanese (Akashi & Yoshimura, 2008). They were harshly treated and 

                                                           
91 UMS’s Dewan Persidangan and UTeM’s Say-Well are added later in the review due to their entry and 
participation in the Finals. 
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suffered considerably at the hands of the colonisers, often subject to violent persecution 

and torture. The inclusion of non-Malay characters reflected the diversity which was 

already present in the country during the Japanese invasion.  

With most of its narrative based in history, the play carries a nationalistic theme 

which suggests that total independence is an ongoing battle. The plot was told in 

flashbacks through the main protagonist’s narration, portrayed in the present as an 

elderly man. The themes of loyalty towards one’s country in the face of extreme 

difficulty and racial tolerance among the Malays and Chinese were prominent in the 

play. The majority Malay characters were positioned as victims but those who willingly 

shared and sacrificed what little they had (i.e. land) with others (i.e. the Chinese), 

casting the Malays as selfless saviours, ever willing to help others in need. As 

something that was symbolically unresolved, the same issue is suggested as still 

apparent in the Malaysia of today. By having the debate presented as part of an 

imagined historical event, the sensitivity of the issue was somewhat minimised and 

controlled. Nevertheless, a few Chinese audiences were seen leaving the hall during 

certain scenes depicting racially-motivated conflicts in the play. As I was unsure of the 

regularity of audience members exiting a play in mid performance in this setting, I can 

only speculate on the trigger for this action. 

The play also included a gender debate and the matter of religious sensitivity. 

This was particularly apparent in the character of the female protagonist. Observed as 

a headscarf-wearing individual during rehearsals by myself and the student-organisers, 

this particular female performer sensationally took off her headcover to reveal her real 

hair in what can only be assumed as an attempt to showcase the required 

characterisation of the character she was portraying. Her action can be considered 

blasphemous in the context of Malay-Muslim Malaysian society as she performed the 



 

170 
 

character of a Chinese girl which caused many murmurs among the committee 

members. This is a common dilemma in the arts and one which has received much 

scrutiny for those sacrificing religion in favour of the arts. However, the team justified 

the character as wearing a wig, thus silencing the commentators and critics. In another 

instance, a male Chinese character had his gender questioned from his feminine-like 

appearance and mannerism. On another note, this serious performance was undermined 

when tyres used for the heavy sets made loud noises which caused much laughter 

among the audience members, affecting the play’s message delivery. 

Warna Theatre UUM staged a play concerning the conflict between religion and 

condemned practices in the mystical art or black magic as well as hypocrisy. The play 

conveys the issue of non-religious practices, sensitivity, and sexual exploits. Tukang 

Tilik tells about the double-life of a female seer, who in reality worked as a prostitute. 

The dilemma lies in the supposed seer’s intent on having her now-adult daughter lead 

a righteous life. However, the climax was left highly wanting when revelation of the 

spouse’s infidelity was made mundane and flat. The end was rather abrupt when the 

young female protagonist (i.e. daughter) became a morally-loose character just like her 

mother. Aside from that, the use of stage right and stage left to represent the internal 

and external side of a house was certainly unique and interesting.  

UPSI’s Garis-Garis Pelangi carries the theme of friendship and deals with a 

band of youth’s coming-of-age experience. Nevertheless, musical theatre is not easy to 

pull off, especially among amateur performers, and this was observable in UPSI’s 

attempt to produce their musical. Of further concern was the play’s limited character 

development. It was simply hard to believe that a young adult professional serving 

within the judiciary system was still talking like a pubescent after all the growing up he 

had to do. This lack of character development was rather uncharacteristic and 
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unbelievable that it was difficult to empathise with the dilemma of a professional who 

still acts and talks like a child. Just like UiTM, a gender-debatable character was also 

present in this play, although taking on a more minor role and perhaps serving as a 

comic relief. On another note, the head judge questioned the consistency of the 

production as a musical.   

UMP’s Asam tells the story of its protagonist, Hassan, an honest but poor man 

who faced marital woes due to his wife’s dissatisfaction over their life led by poverty 

and her subsequent infidelity. His problem as a single father was made worse due to his 

son’s decision to follow in his mother’s footstep by leaving Hassan as well, again due 

to discontent. Hassan was portrayed as patient and morally upright, values which are 

commended especially in the traditional Malay community. However, his wife and 

son’s inability to seek his forgiveness after realising their errors haunted them as he 

died before they were able to repent. The simplicity of this play has managed to deliver 

the simplicity of rural life. However, it does not provide more depth in the play’s 

treatment of the spousal relationship and the father-child relationship. It portrays a 

typical scenario in which a wife is dissatisfied over the economic and social status of 

her life, explaining her succumbing to the temptation of someone of a higher economic 

stability, only to regret this when the new husband turned out to be abusive.  

UMP exhibited their strength in a few outstanding performers and technical 

ability. A subtle yet impressive technique showcased was the timing of the scarf thrown 

by the wife at her husband. In another, the team creatively made use of a large white 

screen projector in depicting the scene of marital abuse in consideration of the 

audience’s sensitivity. Upon seeing this clever use of white screen, another team was 

inspired to do the same for their own production. However, as they were not familiar 

with its use, the team had trouble employing the screen to shadow the performers, 
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inciting much anger from the team’s officer who demanded the use of the screen. The 

matter was successfully resolved following numerous attempts, trials and errors. 

Comprised of mainly English language majors, I could see the influence of 

Shakespeare in the way the USZA’s production was executed. In Gadis dan Serigala-

Serigala, the ironic treatment and reimagination of The Red Riding Hood was 

interesting to me as the female protagonist was suggested as perpetrator rather than the 

wolves who were in this play, lecherous old men enticed by the young woman. The 

play touches upon men’s sexual desires in their imagery as wolves. It concerns itself 

with a group of village men who desire a young and not so innocent female protagonist 

in that they undermined their own credibility as respected individuals in the community 

and compromised their relationship with others including their spouse. The play 

highlights the very patriarchal problem of blaming men’s animalistic behaviour on 

women, much discussed by Zipes (1983, 1993) in his analysis of publications on The 

Little Red Riding Hood. He argues that gender roles and manners in the fairy tale are 

reflective of the current social norms and tend to influence the common perception of 

society. Often, women are blamed for men’s inappropriate actions, suggesting men’s 

innocence and non-accountability.  

Nevertheless, I did not feel that the main female lead’s portrayal as a femme 

fatale was convincing enough and was at best, mediocre. This play was to me one of 

the less impactful productions performance-wise. At times, I felt that the scenes 

portrayed decisions made mostly based on attempts at sensationalism. This was for 

example the scene of the main female protagonist being burned at the stake. I would 

say in general that this play was marred by weaker actors playing the part of main and 

significant actors, and stronger actors playing mere small parts. Furthermore, the plot 

and progress of the play was a bit confusing and appeared lacking direction. Perhaps 
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this was caused by the production’s attempt at irony. Though it was the men who took 

on the metaphor as wolves, it was the girl who was the implied seducer, taking the 

blame for their beastly behaviour and who suffered at the end.  

In UTHM’s Ustaz Zapin, the main protagonist is a male religious figure, locally 

referred to as ustaz or religious teacher. Sensationally, he propagates religion through 

the arts and openly exhibits his passion for the traditional dance of zapin.92 However, 

unknown to him, the antagonist, who is a vengeful figure in hiding, secretly incites 

people in the village to protest against his teachings. The play relayed its theme of arts 

versus the religion of Islam through the main protagonist’s portrayal of a religious 

persona who was invested in the dance of zapin and the dissent of certain members of 

the community towards his stance. This play captures one of the realities of the 

performing art and its complex relationship with the community of Muslim Malays in 

Malaysia.    

Unfortunately, the cast’s execution of the zapin dance proved to be a drawback. 

Bearing in mind that the members only began the dance practice for the sake of this 

production alone, I understand that the showmanship and skill may be lacking in terms 

of that aspect even though zapin is a well-known art form practiced and learned in the 

state of Johor. In my opinion, the students were emphasising too much the realness of 

their props so that they compromised their attention to developing the skill, in particular 

the dance itself, needed to convince the audience of the play’s characterisation, 

especially the main lead. With the heavy focus on the set and props, the aspects of acting 

and dance were not given enough effort and emphasis. What was observed was the 

cultural officer’s dominance over this aspect of the production. It appeared that the 

                                                           
92 Zapin is a Malay dance form which used to be performed for religious ceremonies but had become a 
form of traditional entertainment popular in the states of Johor, Pahang and Selangor in Malaysia. 
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student-director was merely tasked with preparing the stage, and this was beautifully 

done. The same cannot be said for the performers who probably lacked the time to train 

for the dance, which is a prominent feature of Ustaz Zapin. Observed to receive dancing 

instructions from the accompanying officer, the students alone could not be held 

accountable for this concern. Also, as a MAKUM Secretariat, controversy again lies 

with supposed non-involvement of any officer in the team’s organisation, even though 

nothing was said of the matter this time around. I suspect that team UTeM and UTHM 

got away with this since a majority of the participants in this particular zone were first 

timers who lacked knowledge on matters pertaining to the competition, hence excusing 

this extra assistance, or it was just that control and censorship were lacking at the East 

Coast Zone. What I can say about team UTHM, nevertheless, is that the selection of a 

play that may be better suited to their skill would probably be better for a start. 

Presenting Lif-E based on the work of Mohd Andika Zainal as the theatre of 

realism, the academic background of UMK team members was evident in the play’s 

thematic preoccupation and the creative eco-friendly use of recyclable materials as sets 

and props.93 Lif-E deals with the reality and harshness of life, societal judgement, 

economic disparity, unemployment, and politics through commentaries provided by the 

main male protagonist, a university graduate working as a cleaner due to the unsteady 

job market. Again, with a slight play of words, Lif-E which can be metaphorically 

interpreted as ‘life,’ narrates the lives of residents living in a run-down apartment block 

who make daily use of Elevator E and the main character’s own outlook on life through 

his interactions with others. It touches upon the obstacle of economic pursuit and social 

elevation, and the non-security of a workplace career based on educational attainment.  

                                                           
93 The materials used as props were a result of the team’s creative solution to their lack of funding and 
resources to produce the play. 
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A unique feature of this team is the presence of non-Malay members. However, 

their visibility in the performance was minimised. In a dialogue shared between a 

Chinese and an Indian, only the actors’ voices were heard from their shouts. 

Furthermore, these characters were put in a bad light. This is not to say that the Malay 

characters enjoyed the contrary, as some were also negatively portrayed. Whether this 

was intentionally done or otherwise, it simply showed the stereotypical bias of the local 

community and the kind of mentality guiding the play.  

As mentioned, UMS, UTeM, and UM were successful in their eligibility into 

the Finals. The following will review the productions of the respective teams. 

A play akin to the theatre of the absurd, though placed within the genre of 

realism, UMS’s Dewan Persidangan was an attack on those abusing power through its 

satirical and comical portrayal of those in the judiciary system. The troupe touched 

upon the issue of political sensitivity and corruption, portraying the injustices 

committed by people of power in an ironic tone. The choice of comedic expression 

lessened the seriousness of the issue, perhaps in consideration of the rule of MAKUM 

prohibiting political engagement. It is understood that UMS has an active political scene 

where students select their governing bodies annually. The same form of sentiment may 

extend to the general population of Sabahans. A reading of J. Fernandez’s (2011) article 

on Sabahans’ unhappiness with Peninsula Malaysia may be helpful to better understand 

the scenario. Although part of Malaysia, Sarawakians and Sabahans often feel they have 

been left out in Malaysia’s development plans which also undermine their equal rights 

as citizens of the country. The Malaysian politics often favour Peninsular Malaysia over 

Sarawak and Sabah, causing much dissatisfaction among the people there. 

To address the issue they had in the North Zone selection stage (i.e. not adhering 

to time limit) and to better their production, initiatives were taken to tweak the play as 
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the troupe saw fit and necessary. Team UMS resorted to lengthen the duration of their 

play by extending the scene of the martial artist, which was really overdoing it and 

unnecessary. The team certainly brought in new skills with crew members capable of 

working on more complex electrical and electronic machineries. Nevertheless, this time 

around, I felt that the staging was devoid of its earlier allure which captivated the 

audience during the North Zone stage, even with the costume, sets and props 

enhancement. The change in the main line-up was another drawback as the actors did 

not deliver the same dynamic and skill ability observed in the earlier selection stage. 

 Playing with words, UTeM’s Say-Well deals with the psychological nature of 

man. Say...Well is a clever play with words which may be interpreted as sewel (crazy, 

madness) in Malay. The main protagonist is ironically presented as a madman, who in 

the end was revealed to be actually sane just to win the heart of a girl he was in love 

with, although his questionable decision and action are also subject to debate. Taking 

on the theme of pretentiousness and unbridled obsession, the play centres on the story 

of this pretend madman in order to retain the attention of his object of interest, who was 

in the end revealed to be a conniving figure.  

Taking the opportunity to improve their play based on the jury panel’s criticism 

in the East Coast selection stage, the plot of the story was changed shift from a lover’s 

obsession to the troubled relationship between a mother and son in the Finals. I can 

only assume that this was done to make the play morally appealing as a mother-son 

relationship would carry more weight in terms of values than that between lovers. 

Culturally, this may be considered a worthier moral cause, thus an attempt to make the 

play more appealing in terms of its thematic ‘nobleness’. It may have tried to inform 

the audience that this play is preoccupied with a more serious concern. However, I did 

not favour this change in the story’s preoccupation. Obsessing over someone is already 
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a believable and realistic thematic engagement, and one which is already appealing to 

the young viewers. Nevertheless, the brilliant acting of the main protagonist was 

consistent and certainly commendable. I can only imagine how exhausting it must have 

been to maintain constant commitment towards a character who is insane but makes 

sense at the same time.    

To conclude, the two teams (i.e. UMS and UTeM) observed in both the selection 

stage and the finals did not perform up to par as showcased earlier in the selection 

stages. Even with their attempts at improvisations, something was missing, and this 

may be the loss of the initial spark and appeal at performing and seeing the play for the 

first time. Another reason could be due to their contentment at having reached the finals, 

which was rewarding enough in a way, or due to the more serious state of the students’ 

lessened motivation and interest. Nevertheless, a more positive view may mean that the 

process has enabled them to have better control of, and confidence in, themselves. As 

their knowledge and skill improve with exposure and experience, this process has 

allowed them to reach a certain level of maturity that allows a heightened level of 

comfort and familiarity with theatre and performing.  

Last to be reviewed, UM’s Kawad relates closer to familial relationships and 

dilemmas. Kawad is set in a military family and tells of the children’s predicament of 

not being able to live up to their father’s expectation and to secure his love. The play 

concentrates on the members’ hunger for love and recognition from a highly respected 

figure. A scene depicting the father reading a letter left by his son who was later killed 

in combat was particularly emotionally engaging as we hear the voiceover of the son 

expressing himself to his father. Portrayed as cold and emotionally-detached, we learn 

of the father’s complexity at having lost another son earlier which explains his current 

predicament.  
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From this review and analysis, we can see the various thematic engagements of 

the student productions and the manner in which they have been delivered. Table 3.1 

provides a summary of the analysis on the select productions in the MAKUM Theatre 

Festival 2014-2015. 

 

Table 3.1 Analysis of Select Productions 

NORTH ZONE 

U
ni

 Production Theme  Setting  *Highlight *Critical 
incidence  

*Others  

U
iT

M
 Titik Belum 

Selesai 
Nationhood, 
colonialism 

Colonial 
rule 

Gender anomaly, 
representation; 

the female 
Muslim as a 

Chinese 

Chinese 
student/s 

exiting the hall 
mid-

performance  

Live band 

U
U

M
 Tukang Tilik Mystical/ 

Spiritual 
deviation 

Single 
parent life 

Gender 
representation; 
Most affected 

morale based on 
audience’s 
response 

Audience 
members 

leaving the hall 
during the play 

Dancing 
(chorus) 

U
M

S Dewan 
Persidangan 

Power abuse, 
corruption  

Judiciary 
system 

Received most 
reception, but 

underscored by 
play’s time limit 

Audience 
members not 
allowed into 

the hall due to 
full capacity 

Social 
media: 

Facebook, 
Instagram 

U
PS

I Garis-Garis 
Pelangi 

Coming of 
age 

Adolescent 
to career 

world 
transition 

Character 
development; 

gender 
representation 

Sabotaging 
accusation 

Dancing, 
singing, 
technical 

& musical 
staff 

EAST COAST ZONE 

U
ni

 Production Theme  Setting  *Highlight *Critical 
incidence  

*Others  

U
M

P Asam Marital 
discontent, 
economic 

status 

Village-
like 

(smaller-
scale) 

Simplicity and 
subtlety of 

technical ability 

Technique 
copied by 

another team 

- 

U
SZ

A
 Gadis dan 

Serigala-
Serigala 

Man falling 
into 

temptation 

(A whole) 
village 

Gender 
representation; 
adaptation of 

English literature 

Harshly 
commanded to 
exit the hall & 

to clean up 
their mess 

- 

U
Te

M
 Say-Well Unhealthy 

psychological 
obsession 

Mental 
health 
facility 

Display of great 
acting, technical 
ability, plot twist 

High tension 
(humiliation) 

during 
preparation  

- 
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U
TH

M
 Ustaz Zapin Arts 

(dancing) 
versus Islam 

(A whole) 
village 

Imbalance 
between 

acting/dancing 
and technical 

ability  

Disturbance 
during 

preparation  

- 

U
M

K
 Lif-E Economic 

status (lower-
middle class), 

economic 
disparity 

Low-cost 
housing 

flat 

Use of 
recyclable 

materials for set 
and props 

Hostility with 
other teams; 

undermined by 
authoritative 

figure   

- 

MIDDLE ZONE 

U
ni

 Production Theme  Setting  *Highlight *Critical 
incidence  

*Others  

U
M

 Kawad  Familial 
relations 

Military 
family 

Emotionally-
engaging scene 

- - 

  

INTERVIEW RESPONSES 

Provided are further feedbacks and information obtained from the select interview 

respondents based on the identified variables in the study. 

According to UMCO1, MAKUM Theatre was the combined idea of several 

university cultural officers who adapted the already-established concept of theatre 

village by the Ministry of Tourism, Arts and Culture (MOTAC) to form a university-

level festival-competition. In 2000, UUM became the first to host and UM took over 

the task in 2004 with a policy review to elevate the status of theatre as high culture.  

 

MTF began in year 2000… (and) UUM was the first to organise this event. The idea 
was brought up by (several) university officers (i.e. UM, UUM, UKM, USM, and 
UiTM) with a background in theatre. We took upon the concept of ‘theatre village’ 
which was already a feature in MOTAC. We adapted the concept into a theatre festival 
at the public university level... When UM took over as MTF organiser, we changed a 
few of the criteria/conditions and policies for theatre in higher education. First of all, 
we wanted to rouse (the presence of) theatre within HEIs…one of our aims was to 
position theatre as high culture… [UMC01]  
 

UM was considered a suitable replacement as it had the necessary rudiments to 

organise such event as the university was offering theatre courses, had academic staff 
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and cultural officers in theatre, theatre students, and the venue as well as related 

facilities. 

 

We took over because the UM Cultural Centre was offering theatre courses... we had 
the expertise, the venue, and…students who’d be doing practical work in theatre… We 
had the school, the subject, trainers and lecturers, officers and students… We didn’t 
take over to act smart, but because we had the facilities…We’re telling others that in 
order to execute something like this, you need the capabilities to do so… Being a 
secretariat and host is a major responsibility… We can’t keep apologising (for our 
incapacities) … [UMCO1] 
 

The interview respondents provided further input on a number of things which 

relate to MAKUM Theatre. The Festival, in general, was perceived as a tool. Aside 

from being an instrument to enhance the standard of culture, it was deemed as a good 

promoter for theatre and a space for students’ practical application of the art and was 

therefore well-received. 

 

(It is) a good promoter. [UMCO2] 
…there is now a more positive theatre development in Malaysia and we see the effort 
with MTF. It provides the space for non-literary and non-performing arts students to 
participate and appreciate theatre. [UMCO2] 
 
It’s a very good programme for students and youths as we introduce them to theatre. 
[UTHMTP1] 
 
…MAKUM involves students who are going to apply what they have learned… I like 
that it is carried out… Maybe those without arts programme would begin to see the 
benefit of having an arts programme in their own universities and colleges [UMSAD1] 
 
The aim and objective of the MAKUM Theatre Festival is to create the feeling of love 
towards theatre and cooperative spirit in the production while at the same time allows 
the students to learn and gain knowledge and not to be too focused on learning and 
instead learn to work together in a team with your friends. [UMSC1]  
 
(It is) a platform which provides the opportunity for theatre and non-theatre students 
to perform. [USMSC1] 
 
The Festival is a great platform to revive the dying art of theatre in Malaysia 
[USMSC2] 
 
(It is) a huge platform which can help university students to polish their skills/talent 
and confidence. MTF is also a festival which can enhance cultural awareness and 
Malaysian arts. [UUMTP1] 
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MTF provides an opportunity for theatre lovers especially the young and new to gain 
knowledge and learn more about theatre art. [UUMTP2] 
 

The zoning system was introduced in 2012 for the purpose of encouraging other 

public universities to collaborate in organising the event as well as to expose the 

universities to the management of MAKUM Theatre. This shift was apparently made 

in order to minimise the sole control of the event by the UM Secretariat. 

 

From 2004-2011, we held the Festival at a single location… every December each 
year, we’ll hold the event at UM…participating universities would gather in a village-
like atmosphere for seven and up to ten days. But in 2012, we began to implement the 
zone level… We wanted to encourage others to host the event… [UMCO1] 
In the past, it was more akin to a village-like gathering… Now, we have the zones, 
three to be exact (UM as host for middle zone, USM as host for north zone, and UMT 
as host for east coast zone). [UMCO1] 
…we decided it’s best to allow others to collaborate in organising MTF. That is our 
purpose for the zones. We want to give them the exposure... The event is known as 
MAKUM Theatre Festival, so it wouldn’t be right if only UM was in charge… 
[UMCO1] 
 

According to UMCO1, the zoning system had been advantageous in enhancing 

the plays’ assessment as the juries were less burdened to assess smaller groups. They 

therefore witnessed a sharp increase in the evaluation. 

 

…the zoning stage allows us to be more organised in the assessment. In the past…the 
juries had no focus. They get fatigued from watching a show each night and exhausted 
by unimpactful performances… the smaller groups in the zones are more effectively 
assessed… the scoring estimates are much different…there’s a rise… In the past, the 
marks were very low. We also get to compare and contrast. Teams are awarded with 
marks that are only of one to two-points’ difference…the zoning assessment is 
therefore better… [UMCO1] 
 

UMCO2 believes that the screening allows those which are at par with one 

another to compete, therefore enhancing the quality of the productions. In the past, it 

was difficult to determine the level between stronger and weaker teams.  

 



 

182 
 

…there’s pros and cons. When we had the all-in-one-go format for the competition, 
we weren’t able to assess/determine the level of the performance and production…not 
to say it’s good or bad but there’s a gap between those that we consider good and those 
which we find somewhat lacking. With this new format, we try to apply the method of 
zoning…the best performances are selected to the finals…we aim for quality. The 
previous format was geared towards promotion and encouragement… [UMCO2] 

 

Nevertheless, some disagree with the zoning system altogether, feeling that it is 

better to experience many performances than the limited number of plays available to 

view in the zoning stages. This is an issue as the availability of a live theatre experience 

is limited, especially among students. Moreover, the festival loses its appeal as a theatre 

village when teams no longer gather and spend time together. 

 

Personally, I don’t agree with the selection stages. I’d prefer all in one go without 
having these stages because I love watching many performances. I don’t want them to 
compete and be in the dark of their qualification…There is an advantage of the 
division, considering time and space…to make it easy…but when we have the 
MAKUM, the need to set the dates and time early on for we’d have time to prepare… 
don’t let people question our eligibility, are we that bad? Let them watch it and assess 
it personally and individually… you no longer feel the festivity of the event when 
there’s too many divisions…we don’t have as many shows as they do in other 
countries… [UMSAD1] 
 

Some student-participants feel that the zoning system is unjust as it is devoid of 

a zone-based quota for the finals. 

 

To me, it’s rather unfair, because we have three different zones & they’re all combined 
later on. Since we have the zones, maybe we can select the best two or three from each 
zone for the finals… If it’s like this, then better to not have the zones at all. 
[UTHMTP1] 
 

Providing his thoughts on the restructuring, UMSC1 shared that cultural officers 

had difficulties to reach a unanimous agreement in decision-making and lacked 

professionalism, especially when they were over-emotional in the process. 
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The MTF was restructured… probably because the university cultural officers…are 
unable to reach a consensus and do not share the same view... I saw that it was not easy 
to get everyone’s approval and…(they) were dissatisfied…with some of the decisions 
made. The MAKUM Officers were not open-minded and non-receptive, (they) tend to 
rebuke logical decisions… (This caused the) event unable to go on smoothly. 
[UMSC1] 
 

The participants’ input on the timeframe of the programme was also sought 

which revealed its problematic nature. The duration was made longer due to preparatory 

needs and the differing academic calendars of the public universities. 

 

We actually have plans on the duration/length of the programme… (It was decided) 
that a one-month gap to prepare for the finals is adequate... but certain parties felt that 
it was too short. There is that rationality as it’s hard to re-group students from many 
faculties, mailings, etc. [UMCO1] 
 
This is a constraint we face when we have this zoning format. A barrier is the academic 
schedule of each public universities as they are generally not the same…diploma and 
bachelor studies have different scheduling…this has been the reason why the dates 
keep changing. [UMCO2] 
 

UMSAD1 expressed her dislike over the zoning format, citing the lengthy 

timeframe as tiring, unfair, and complicated. She calls for a shorter time allocation and 

the consideration of graduating students. 

 

It’s too long, I don’t like it. Its tiring… (They) need to set the date and reveal the result 
early on so we can prepare…that is more professional, fair and doesn’t complicate 
people…the time duration should be made shorter…even with the zones, we should 
all compete simultaneously, or at least allow only a week’s gap... we’d then be able to 
get the result earlier and everyone will have the same amount of time to train and 
prepare…the problem I see here is that we’re subject to other people’s time 
allocation…if we’re able to overcome this issue, I believe the outcome would be 
better…until now, we still don’t know the result and the students are graduating… 
[UMSAD1] 
 

Student-respondents expressed a similar sentiment on the problematic nature of 

the Festival’s duration, calling it unsystematic, disruptive, confusing, and demotivating. 

For graduating students who were involved in the zoning stage, the MAKUM Theatre 
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Festival had been a cliff-hanger and they were disappointed that they were not able to 

come to a full circle in terms of their participation in the event. 

 

It’s highly unsystematic and interrupts the students… This is disruptive to the students’ 
scheduling… We shouldn’t abandon our studies just for theatre. Do consider that the 
students will be exhausted following a production. They’ll likely be exhausted to study 
too. [UMSC1] 
 
…It takes too long and this will [demotivate] (the students). [USMSC2] 
 
It’s too long (and) should be shortened. [UTHMTP1] 
 
It is too long and (it takes) too long (for the result) to be announced. This may cause 
some confusion. [UUMTP2] 
 

On their view of the secretariat, student committee members of their respective 

universities held a favourable view of their universities as MAKUM secretariat. The 

university secretariats are recognised for their experience and ability in organising a 

theatre event.   

 

The UM Secretariat is highly effective, helpful and active in contributing towards the 
programme and will carry out whatever task given. [UMSC1] 
 
My team and I are doing a good job as we have experience in handling an event such 
as this in USM. The university recognises our potential in managing such events and 
thus appoints our crew to make this year’s Festival a success. [USMSC2] 

 

 The secretariats as hosts are also viewed positively by the student committees 

due to their background in theatre and effectiveness as hosts. 

 

UM is highly eligible as the host university for the Middle Zone as it is highly 
organised by having a record of past events containing all the necessary information… 
UM makes a good host as it knows how to handle such event from the jury (selection), 
venue, and UM has all the necessary utilities and facilities. For example, the 
Experimental Theatre is equipped with a stage, seating, parking space, and the loading 
space. [UMSC1] 
 
The appointment of USM as host has been right as students respond well towards the 
activity organised by the university. The promotion has been good based on the number 
of student attendees. The secretariat has been helpful. [USMSC1] 
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It is of course the right choice for theatre in USM is a at a professional level and the 
courses are recognised throughout Malaysia. [USMSC2] 
It is definitely the right choice for theatre in USM is known for its professionalism and 
recognition in Malaysia. The university is a suitable choice as it is known for the art of 
theatre. [USMSC2] 
 

 However, criticism arose as to how a particular university secretariat handled 

the event which attracted much controversy and dissatisfaction among the universities. 

 

When we assigned them the hosting task, a lot of things happened… In terms of 
management, there was nothing wrong with it, from its foundation, objectives and 
conditions, but they changed the marking rules. In my opinion, the three hosting 
universities should adhere to the ways of the main secretariat (i.e. UM) … When 
something like this happens, there’s therefore a deviation from that foundation… As a 
secretariat…I don’t want that to happen but it’s up to others to evaluate/assess (what 
took place) themselves… You were there, you saw the thing… but I cannot take any 
action while the event was ongoing. This is not my thought alone but others as well. 
When we held our post-mortem, we were accused of sabotaging them when they were 
the ones who sabotaged us. [UMCO1] 

 

The respondents also commented on the university secretariats as organiser for 

MAKUM Theatre. One of the responses elicited was particularly short and non-

commentary. 

 

(They’re) okay. [UMCO2]  
 

Although positive, it appears to be a safe response towards the criticism of one’s 

colleagues. Nevertheless, others had more to say. 

 

The organisers are doing their job well. All facilities and services provided are good. 
[UUMTP2] 
 

Whereas UUMTP2 had positive things to say, UMSAD1 questioned their 

seriousness towards the programme as well as transparency. UMSC1 believes that they 
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have been slow in doing their work for the programme as they have other commitments 

and workload. 

 

I’d touch upon their seriousness and transparency towards the programme… How 
serious are they towards MAKUM? What is their actual mission?... They should be 
open to…(the) opinions of (others). They need to explain in details all the conditions 
and make sure the conditions are relevant… It undermines its transparency due to 
politics. We need to change that and fix it... We don’t want it to be a personal mission 
but (it) must be beneficial for everyone. [UMSAD1] 
 
I…could see that they are too slow to act. The organiser is made up of cultural officers 
in different public universities. They have their own careers and it’s up to them on 
whether they want their university to compete. We can see clashes there. They have 
their own work to do and have to manage [this thing] ... [UMSC1] 
 

The respondents further share their points on the jury panel and judging 

scheme. The juries were selected based on their expertise and experience in theatre. 

Apparently, having no professional relation to any public university is also a 

prerequisite to the eligibility as a jury panel. 

 

…they were selected based on their expertise/qualification…they’ve been in the 
theatre field…for many years. They are art activists, not just in theatre but also poetry, 
writing etc. They are also among prominent figures, recognised, and awarded… 
Secondly, they are not involved with any public universities. They’re professionals, 
not part of the teaching staff… The judges’ selection was agreed upon by all 
secretariat… [UMCO1] 
  
…We select those with solid knowledge and experience in theatre. [UMCO2] 
 

The juries were generally regarded positively by the respondents. 

 

We were introduced to the jury panel during the workshop. I have the impression that 
they are really knowledgeable in theatre and all the details. The selection of the jury 
panel has been right. We need more juries made up of such people. [UTHMTP1] 
 
…the panel of judges are (those who are) experienced and this will not raise any doubts 
about the decision. [UUMTP2] 
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However, some criticised the jury line-up, questioning their credibility in terms 

of qualification and fairness which is undermined by personal interest. UMSAD1 

positions that the jury panel should include those in the academic field of theatre and 

theatre activists who work outside the field of theatre in academia for the judging to be 

balanced. A jury from theatre education may provide new knowledge and a different 

perspective on the students’ performances which the students would highly welcome. 

She furthers this point by suggesting the judges’ unfair evaluation which undermines 

others’ assessment of the teams.  

 

I don’t really agree with the jury selection for the North Zone Selection stage. They 
need to be more transparent and the selection needs to be more relevant. It needs to be 
balanced. We need to have an academic, one who has the academic knowledge, we 
need to have an activist with vast experience, and we need somebody who is an overall 
representative. The most important thing is that they know arts and artistry. I think that 
is what is needed for the jury selection. And the jury selection shouldn’t be based on a 
single person’s decision. The jury selection must be approved by others. When you 
pick a person who’s your friend as the jury, you’re already being dishonest. It’ll lead 
to a negative perception towards the mission of the MTF…can’t avoid biasness…when 
we have the feedback session after the end of the performances, the judges did not 
explain in detail our weaknesses and what/how we can improve ourselves. That’s why 
we need academicians in the jury panel. They’ll act as mirror to reflect what we can’t 
or don’t see...its learning for us…in all scopes…for each group…so that they can go 
back and feel they’ve gained something instead of feeling empty-handed…that’s more 
important for students…and do consider their effort, they’ve practiced day and night, 
bringing in their ideas…hopefully the jury selection will be more serious next time 
around… Let us know the result earlier... Some of the students have graduated and 
now we need to train a new line-up. [UMSAD1] 
…we can differentiate those with potential and those with a lack of it. So, evaluation 
and transparency are very important. It serves to elicit future response (to the Festival) 
…to avoid a negative perception among participants, to determine whether they want 
or join again or not because they are afraid (of the judges). It’s natural to want to win 
when you join a competition, but when we have certain reservations towards the 
judges…when we know we have the potential but our effort is blindsided by irrelevant 
reasons, then that is a defect in the programme. That needs to be changed, maybe in 
terms of judges’ selection, the structure of the performance, provide the specific 
guideline for those joining MAKUM, the do’s and the don’ts, we can adhere to it. 
Universities without arts programme can therefore have guide for them to not deviate 
from the programme…that would be fair at least. [UMSAD1]     
 

UMSC1 further shares his thoughts over the more proper selection of juries. To 

him, the juries need to be familiar with the theatre scene of the designated zones. While 
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theatre activists make a fine jury line-up, he feels that having the cultural officers’ 

assessment is irrelevant to the judging. 

 

…However, the jury selection should be based on the individual zones as the juries 
should know the strengths of the participants in those zones. For example, juries in the 
middle zone are those who are familiar with the theatre scene in the area. Then we need 
to see activists in the north zone. What I feel unsuitable is the assessment/marking by 
the university cultural officers. To me, it’s irrelevant, but maybe to the organiser is 
allowing an opportunity for the officers to evaluate the productions. [UMSC1] 
 
 

The respondents provided various perspectives on the participation and 

participants of the MAKUM Theatre Festival 2014-2015. The secretariat is concerned 

over the number of participations and the participants’ adherence to the rules and 

regulations. 

 

in our initial setup in 2004-2009, we only had a limited number of participations… 
After 2009 until 2014, we managed to obtain a number of 18 universities to participate. 
There is that encouragement. We allowed only 20 people per group in the past… Now 
it’s increased to 30 people per group… When participation is secured, we next think 
about conservation and quality… [UMCO1] 
 
…to me, the participants must adhere to the conditions set... not everyone will follow 
the rules. Some do not comply with the rules because the participants/participations 
are problematic in terms of communication… (the messengers) fail to explain all rules 
and regulations to all participants…this is why the participants would sometimes face 
problems and they’d blame the organisers... A team which is not well-informed of the 
terms is problematic to us… They have a good intent to participate, but there’d be as 
issue when they don’t obtain the right information or totally left in the dark. [UMCO1] 
 

Other universities also encourage their students to participate in the MAKUM 

Theatre Festival and other arts-based programmes. The participation has therefore been 

encouraging. 

 

We really encourage and welcome (students) to join the MTF and other programmes 
for that matter… It’ll create healthy competition…we also encourage the students to 
launch their own clubs and to be actively involved in various arts programmes…we 
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shouldn’t block their creative engagement…it won’t be healthy for them if they just 
stay here and do nothing…we won’t gain that experience anywhere else… [UMSAD1] 
 
Participation is quite encouraging as we can see that FTM this time also involves not 
only the involvement of theatrical performers but also Sabah and Sarawak who are also 
willing to come to the festival. [UUMTP2] 
 

Providing further comments, students were praised for their hardworking 

attribute, commitment, and ability.  

 

The participants are hardworking… show good commitment and give good 
cooperation… We see that as a positive thing… [UMCO1] 

  
(The students are) not in the performing art but are hardworking and creative in terms 
of musical ability and acting. It made it easier (for us) to guide them. In just 12 days, 
they are ready to perform. [UiTMFL1] 
 
I was surprised myself by the students as they’re not in the performing arts discipline, 
but they’re committed. [UiTMFL2]  
 

However, while some consider the participation level a success, others think 

that this aspect of the programme can be improved. It becomes problematic when 

universities withdraw from the competition and refuse to participate altogether. 

UiTMFL1 credits this issue to the emphasis on formal academic learning in which co-

curriculum activities such as the Festival are secondary and regarded as less important. 

He laments that it is difficult to get students and non-Malays to participate in theatre. 

 

…maybe we can add on more production teams and allow a higher quota. It’s a bit 
limited to me... [UTHMTP1] 

I feel the participants haven’t been whole…there are those who refuse to get involved 
in the MAKUM and withdraw from the programme. We question the reason for the 
withdrawal decision, why the disinterest?... It’s better for all to participate for the 
benefit of the students. [UMSAD1] 

It’s still terrible. University students are just focused on studying… excuse me for 
saying this, (but) the Chinese and Indians (are also reluctant to join). So, something 
needs to be done. Maybe they’re not interested because they want to concentrate on 
their academic field even though research has shown the importance of co-curricular 
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activity. However, they are still reluctant to join a programme like theatre. It’s very 
difficult to get them to participate. [UiTMFL1] 
 

In their comment of the production teams, the respondents highlight aspects 

which they deem important for the productions. These include the students’ effort, 

standard of quality standard, fulfilment of tasks, preparation, and motivation. 

 

The UM approach takes into consideration the students’ effort. They must also possess 
a certain level of quality and were chosen through the right process/channel. They are 
required to perform and showcase their work which should be enjoyed together. That 
would achieve our aim. Winning or losing is not the main issue. The important thing 
is that we come prepared and do the best we can. The students should feel at ease and 
gain something from it. They need to enjoy it…and get the satisfaction out of it…At 
the same time, we want to make them understand what is theatre… [UMCO2] 
 
It’s not just good, but it’s excellent. It’s not easy to get together a team and produce a 
play in just 12 days with two to three hours of daily training. The students have tried 
very hard and I am proud of them. [UiTMFL1] 
 

Nevertheless, they also need to ensure other factors such as having discipline 

and persevering. According to UiTMFL2, the students are in need of more training. 

 

(they need to have) discipline, work hard, cooperate, persevere, and able to bear the 
nags and develop a thick skin. [UiTMFL1] 
 
The students need more training. [UiTMFL2] 
 

The respondents also shared their views on the participation of arts and non-

arts students in the Festival. UMCO1 believes that this has been detrimental towards 

certain teams’ and students’ mentality and receptiveness towards arts-based students. 

Theatre students are regarded as (an unhealthy) competitor to the point that other teams 

may refuse to compete with them. 

 

I see arts as something universal and global but they look at the arts as individual 
authority… What I can roughly see is they’d regard those in the art field as a 
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competition…a contention. It’s alright to compete but to contend is something else... 
Some teams felt that they don’t belong to a certain zoning group, so there’s this 
mentality... I’m actually still thinking about this matter, so that nobody will have this 
kind of reservation… …there’s this symptom… (universities) would opt to join a zone 
(when) with no art students. [UMC01] 
 

Nevertheless, UMCO2 believes that the advantages of having both arts and non-

art students surpasses the disadvantages. Students from differing faculties, programmes 

and courses offer more perspectives and views which go beyond the normal norm of 

thinking. 

 

…we have students in drama and non-drama in UM. The positive impacts surpass the 
negative ones, because we have students from the faculty of technical, medicine, 
science, accounting – these students have different and unique views on the script and 
the play. This is what we call diversity in the staging. If we look at literary figures such 
as Chekov, they’re not necessarily from pure literature but they have a very unique 
view. As I’ve said before, theatre knowledge is knowledge in the studies of humanity 
or human sciences, we need a lot of inputs to produce/make theatre. We need 
knowledge in history, sociology, anthropology, chemistry, physics and mathematics. I 
quote here the words of Zubir Ali, a poet and lyricist/songwriter. “Membikin kerja-
kerja seni itu memerlukan IQ yang tinggi” (creating artwork requires high IQ). This 
means that we don’t deny the involvement of students from the field of technical 
studies as well as those in the science stream because they have their own advantages. 
[UMCO2] 
What makes it fun is that they are able to share their knowledge between theatre and 
non-theatre students. We try to retain our tradition of excellence even though the 
students may not be in the field of art but are still able to do what drama students do… 
[UMCO2] 
 

UMSAD1 would prefer to emphasise the involvement of theatre students 

themselves who can serve as a role model. Nevertheless, the involvement of non-art 

students is still very much welcome and lauded.   

 

I’d put more emphasis for arts students to join the MTF. It’s important for their 
experience and knowledge and also highly significant for their lifelong learning... that 
is what is expected of them as students in this field. It’s compulsory for arts students, 
and we welcome those students in non-arts courses. We appreciate their involvement 
and are grateful for their interest in the art. We gain new ideas and knowledge from 
them. Their involvement is indirectly a positive influence on the students of art…it’s 
a positive exchange. But it’s normal for non-art university students to have limited 
understanding of this field, so their knowledge and involvement may be 
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restricted…They’ve established the view that joining the art is something 
exciting…the task here is to eliminate their inhibition…and their involvement allows 
them to gain some experience in the art...they have their own invested interest…we’d 
have many students from various fields coming in whenever we hold 
auditions…they’d fully commit and sometimes show a greater level of involvement 
than art students themselves…maybe this is the only outlet for them to express what 
they’ve been feeling through their senses…and we hope that art students are not 
arrogant and haughty…they should also learn from those in other fields… [UMSAD1] 
 

The limited number of arts students is an issue highlighted by UMSC1, and 

opines that non-arts students would participate out of their interest in theatre. 

 
 
…arts students in (public) universities are small in number… because pure art students 
are not many, this limits their involvement in a production… those outside the art field, 
for instance architecture and medicine, would participate because of their interest. 
They continue to participate due to their interest... [UMSC1] 
Not everyone who joins theatre are theatre majors/students. Some are training to 
become doctors, engineers. They are in various fields but are still interested in joining 
theatre. [UMSC1] 
 

According to the respondents, it is a challenge for non-arts students to 

participate in theatre. 

 

As the students are in engineering and pharmaceutical fields, I feel that this is already 
very challenging. [UiTMFL2] 
    
As non-performing art students, we lack a deep knowledge on performing…and it 
takes us a while to develop something. It’s been a challenge to us but when we’re able 
to execute it, we can be proud of it. *the workshop has helped me manoeuvre some 
things but those who did not attend find it more difficult. [UTHMTP1] 
 

However, they still hold a neutral position with regard to the matter. 

 

We can’t say it’s unfair because the category is open. It actually motivates people to 
be more competitive. We can do it even though we have never learned it. This can help 
us develop a good characteristic and we can convince ourselves to be a good as them 
(performing arts students). It’s also good that we can learn from them. [UTHMTP1] 
  
Whether a person is a theatre student or not, (it) depends on one’s talent and interest. 
[UUMTP2] 
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Information was further sought on the knowledge and skills that are brought 

into and acquired from the Festival. The students quote leadership as one of the skills 

and knowledge they bring along into the Festival. They also equip themselves with 

critical thinking, problem-solving, and self-confidence. UUMTP1 provides a more 

detailed sets of knowledge and skill, which includes experience, the basics of staging, 

and manner of reproach.   

 

First is leadership and critical mind thinking. I’m in a leadership position and since we 
don’t know what’s going to happen (in a production), we need to think fast to solve an 
issue... [UTHMTP1] 

Leadership knowledge and self-confidence… [UUMTP2] 

I brought along my knowledge on the basics of staging such as blocking, 45 degree 
standing, stage balancing, excellent lighting spot, dan how to improvise props, costume 
and audio. I also delved into my staging experience in terms of the flashback 
technique… and stage movement… We uphold the concept “from theatre for theatre” 
in reproaching and reproving throughout the staging process regardless of rank or post 
because we believe it is for our own ability. [UUMTP1]   
 

On what they have gained from the programme, the students cite the belief in 

one’s ability, the versatility of knowledge, the value of time, and cooperation as among 

those learned. 

 

Everything is possible. Nothing is impossible if we make an effort for it. We can learn 
anything and we can do anything. [UTHMTP1] 
 
The greatest knowledge I obtain from MTF is cooperation. Theatre production is a 
heavy task. Cooperation between the production crew and actors is essential especially 
in terms of conduct and discipline. Time is gold, and every second spent for theatre is 
meaningful. Even a single second can be used to generate an idea which can contribute 
to the show. A strong cooperation is needed so time won’t be wasted. [UUMTP1]   
 

The students further believe that these knowledge and skills are applicable for 

their future work.   
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On talking about the impact of the Festival, UMCO2 suggests that the 

programme goes beyond a co-curricular activity.  

 

MTF is not merely a co-curricular activity for the sake of obtaining merit points, but 
when an individual has the passion and hobby as well as the knowledge in that field, 
we need to take that into account. You don’t lose anything when you join this 
programme [UMCO2] 
 

The programme is also gaining recognition for its potential from various parties. 

 
Not only students, but TNCs (deputy vice-chancellors) are beginning to see that the 
development, ability and quality in MTF. In theatre, we teach students certain skills, 
to (perform) public speaking, give out ideas and views… Nowadays, we are taking 
steps to get the support of outside parties, for example, JKKN…they’ve given their 
confidence and recognition that MTF should receive its due support…for instance by 
offering the venues, facilities and other contributions. To me, that’s enough to show 
that there is the support and strength… [UMCO1] 
 

UMSAD1 feels that the programme has greatly affected the students by 

providing exposure to a live theatre experience. This exposure allows them to broaden 

their view and perception. Similarly, UiTMFL2 believes the programme to impact 

students who lack experience in theatre production. The programme is thus considered 

highly beneficial. 

 

Personally, I feel that my students were largely affected by the programme because 
they had limited exposure to shows and performances in Malaysia…they were able to 
witness other approaches to performance and thus learn from it. They really like that 
and got more excited…Their perception has changed from the observation they 
did…they’d tell me aspects of performances which they feel are particularly 
interesting…we can’t force them to like something, but as long as they are able to like 
something in a performance, they gain something... the students would enquire about 
these things with us… [UMSAD1] 
 
… I think it’ll be impactful. Most of them had never been involved in a theatre 
production as most are first-timers. [UiTMFL2] 
 
…to improve myself, I need to train and watch other performances. The students, even 
those who’ve never acted, they’re very diligent and this is a very worthwhile 
programme. [UiTMFL1] 
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Moreover, the Festival has allowed students to take on many roles and 

responsibilities. 

 

(It) provides an opportunity for students to join as organiser or competitor. [USMSC1] 
 

Some quoted a more personal influence of the Festival. The student-participants 

benefitted from time management and efficiency in carrying out tasks. Furthermore, 

learning societal norms and carrying out roles are also some of the impacts of the 

programme on the students aside from effective communication, teamwork, and ability 

to work under pressure. 

 

Academically… my academic scheduling is better organised because when we are 
involved in something like this, we need good time management. This thing has taught 
me to better manage my time. [UTHMTP1]  
 
The impact…is that I feel that I am better organised in terms of time. [UUMTP2] 
 
MTF was impactful to me academically in helping increase uniformity, neatness and 
efficiency in carrying out the task. Non-academically, I got to learn of societal norms, 
how we all have our own roles and how we perform those roles. MTF also teaches us 
how to communicate with our work partner and others in the production team as we 
all had to work under pressure… [UUMTP1] 
 

Whereas some believed that MAKUM has managed to achieve its aims, albeit 

in terms of student participation per se, others were more cautious. In terms of 

participation, MAKUM was successful in increasing its number, heightening exposure 

and involvement, and the fact that students have created theatre. Moreover, the officers 

were deemed to have been successful in ensuring the continuity of this programme.  

 

I believe we’ve achieved its aim when we look at it from the…students’ participation. 
The students are given exposure, the approach and involvement… That objective has 
been achieved as these students have created (a performance). In terms of the officers’ 
objective…they need to plan, organise and run the programme. Overall…we were able 
to gather a large number of students and held the programme… MTF is not new, we’ve 
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been around since 2000… it’s been non-stop, except for the two-year gap due to power 
transition… [UMCO1]    
 

However, UMSC1 contends that MAKUM is merely a surface-level success 

with limited awareness among students. In general, the aims and objective of the 

MAKUM Theatre Festival have been limited to the respondents’ understanding of the 

students’ participation and the status of the Festival. 

 

More should be done. So far, MAKUM is just in the name. We know it’s called 
MAKUM but it hasn’t been a trend in which every student knows what it is and when 
it’ll take place. Some students would ask what is MAKUM, so its objective to enhance 
awareness among students has not been achieved. The MAKUM may be known among 
certain HEIs but not for others, they may not care for it and may instead concentrate 
on the competitions within their own universities. [UMSC1]    
 
I’m uncertain about how far MTF has achieved its aims and objectives.  [USMSC2]  
 

The respondents further agree for the need of MAKUM Theatre and similar-

like programmes. The need is, however, subject to individual universities and certain 

conditions. The participants wish for the continuation of the programme as it has limited 

offering and access.   

 

There is a need, because this is a space. We see this as a method for human studies not 
offered in the faculties…we gain the exposure when we join such programmes… 
[UMCO2] 
 
Yes, very, for this thing to continue and not just end there. We don’t want this thing to 
stop. We’ve seen how we can develop but when there’s nothing like this anymore, that 
won’t be possible. [UTHMTP1] 
 
Of course, because of the many other platforms that need to be created for theatre in 
order for more talent to be featured. [UUMTP2] 
 

There is nevertheless a positive response towards MAKUM Theatre as students 

look forward to the programme as co-curricular activity to release stress.  
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The students are asking, “Where is the MAKUM Theatre?” …They are waiting for 
theatre because they like theatre. [UMSC1] 
Theatre is the place for them to release stress, and viewing theatre is part of their 
weekend activity. The reception towards theatre in the university is extremely 
encouraging. [UMSC1] 
 

UMCO1 and UMSC1 suggest that students’ anticipation for the programme is 

a positive indication. However, individual universities need to organise similar-like 

programmes and not just depend on the MAKUM alone. 

 

…I find it difficult to comment on this... What I can suggest is that each public 
university has the next line of generation…so that students won’t feel that they’re not 
prepared enough… Students waiting for the MTF is not a problem to me…their 
anticipation for the MTF is a good thing… It’s better if they have a pre-stage selection 
on their own (at their respective universities), their own smaller-scale competition, 
programme or roadshow… maybe it’s possible to have a combined effort from the 
zones to produce a play, not to have it as a competition so the students may involve 
themselves (in theatre) even though they may not participate in MTF… I really like it 
when they look forward to this programme…but we can’t cater for everyone. I’m not 
quite sure how each public university handles this type of programme… There is a 
need for a programme like this but it depends on the individual universities… The 
universities may take MAKUM as a standard… [UMCO1] 
 
It may be done according to individual HEIs… HEIs can organise their own theatre 
competitions or organise an open competition... Programmes like that fill in the void 
of waiting for MAKUM and can also help to sharpen their skills. An open competition 
allows them to see others’ ideas, not to steal, but to see different things, to have 
knowledge and enhance a closer relationship… [UMSC1] 
 
Yes, but needs more similar-like programmes…maybe we should make the 
programme open for all arts (film, dance, etc.) and call it the MAKUM Arts 
Festival…the organiser would likely place emphasis on funding…need to consider its 
relevancy and practicality…not all universities offer the same courses…and there lies 
the problem; the arts field has yet to gain a broader scope within Malaysia’s 
universities… [UMSAD1] 
 

Apart from that, the respondents were also asked to comment about the aspect 

of cultural variation (i.e. multiculturalism) in MAKUM Theatre Festival. According 

to UMCO1, the MAKUM Theatre Festival promotes multiculturalism on the basis of a 

single culture. For instance, a play may portray the culture of the 1950s. In terms of the 
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cultures of the non-Malays, the Festival affords flexibility, freedom and option for the 

participants to decide upon it themselves. 

 

In what context are we looking at culture? In terms of race? If we look at it in terms of 
integration, we can see that there are a variety of cultures and races. But if we look at 
it, everyone learns from a single culture even though they are of different races. 
Though they have their own cultures, the culture that we are promoting (are) the 
cultures of the various races as a single culture. For example, say we want to stage a 
play of the 1950s, so the culture there is the 1950s culture, from way of talking, 
costume, movement, set and props. We can therefore obtain many cultural influences. 
They’d make it a single culture. This means to combine (many cultures) to become a 
single culture. We do encourage this kind of (cultural conception) because each play 
will carry a single culture which it wishes to emphasise… they’ll learn a new culture, 
deepen their knowledge of the new culture, and obtain a new understanding… When 
it comes to the promotion of other cultures and races, then it’s up to them. We can’t 
tell them otherwise. [UMCO1] 
 

According to UMCO2, as a team is comprised of those from a variety of 

cultures, then that in itself appropriates to cultural variation. 

 
 
It highly encourages cultural variation as there is a mixture. Our country is rich in 
various races, religion and ethnicities. A production team would for sure encompass a 
variety of cultures and from there they get to learn from and understand each other. 
[UMCO2] 
 

UTHMTP1 further agrees that there is cultural variety based on her conception 

of multiculturalism as a freedom of expression which allows a broader idea of culture 

in Malaysia. UUMTP2 simply agrees that the MAKUM promotes multiculturalism as 

different cultures of other races and religions are observable in the Festival. 

 

Yes, because MAKUM is open. It accepts whatever ideas and things we want to 
deliver, so there’s no restriction to whatever culture we want to bring forth. This is 
especially good in Malaysia; we have a broad sense of culture… [UTHMTP1] 
 
MTF promotes cultural diversity because through the theatre we can see different 
cultures from other races and religions. [UUMTP2] 
 



 

199 
 

On the other hand, UMSAD1 and UMSC1 believe that the representation of 

non-Malay cultures and the participation of non-Malays in the Festival are limited and 

should be further encouraged. 

 

It depends on our definition of culture, especially in a context like Malaysia… I think 
it does if there is consistency in the engagement of culture. In talking about ethnic 
cultures, we need to encourage students from various ethnicities to participate…we 
can observe that those who join the MAKUM are Malays, even the jury panel, and I 
don’t necessarily feel good about this. Why don’t we ensure that students of other races 
join the programme? We stage a play that is relevant to that culture. Even if we don’t 
show that traditional culture, we may instead show the communication culture between 
students of different races…we may showcase the knowledge of other ethic cultures 
to others…we need to allow various theatre genres to be showcased so that they may 
see the differences of understanding in the genres. The MAKUM is not only 
responsible as a competing stage but also a learning space as this is at the university 
level, and the university is an academic channel. Our mission for knowledge shouldn’t 
be abandoned. That is what’s more important. [UMSAD1] 
 
I can see the cultural varieties but there’s a gap in the racial quantity. For instance, if 
we have a group of 30 people, 24 would be bumiputera and the rest the others from 
Sabah, Sarawak, [or] Indian and Chinese. [UMSC1] 
 

Similarly, USMSC1 and USMSC2 directly state that the Festival does not 

promote multiculturalism.  

   

(It) does not promote multiculturalism. [USMSC1] 
I feel it does not promote multiculturalism because the majority theatre [activity] will 
be accompanied by Malays only. [USMSC2] 
 

 Several issues were highlighted by the respondents in relation to the MAKUM 

Theatre Festival. UMCO1 and UMSAD1 raised the issue of the relatively secondary 

status of theatre and its lack of appreciation. UMCO1 further adds the fear of those who 

work in theatre over non-conformity and acceptance. Moreover, the indifference 

towards and the MAKUM Theatre Festival is another issue highlighted. This kind of 

attitude significantly affect the quality of the programme and its effective execution. 

UMCO1 posits that people stop at appreciating theatre and take limited action to turn it 
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into a real product. There are also those whose arrogance resulted in them going against 

the protocol of the programme by disregarding the role of the MAKUM secretariat and 

making decisions on their own. 

 

We are theatre people. We learn theatre. We do theatre. But we are merely…secondary 
(akin to hitching) …when we were actually given the responsibility…People in theatre 
perform their work carelessly/indifferently…they fear of deviation… We need to 
address these kinds of elements through re-learning, re-concentration, re-
imagination… We’ve lost all these… Theatre people are afraid, and this increases their 
fear. We feel afraid to do something, fearful of whether it’ll work or not…because of 
that, we can’t defeat this fear. They are afraid to challenge their culture and thinking. 
In this context, I’m actually challenging my colleagues and myself. I am afraid myself, 
but we need to try together. We pose this challenge to gain new ideas… What I see 
now is that we stop at appreciating... (We didn’t question) whether it worked or not. 
What’s the outcome? …simply being arrogant…showing off what we have… what 
was the actual outcome?... The officers were happy with the zones as they get to travel, 
make claims on their lodging/accommodation, mileage...this is what I really dislike. 
Some obtained permission letter to attend the programme but never showed up… the 
problem is not with theatre… I’m not sure how the juries evaluate the performances, 
these are some of the issues which arise… some officers didn’t commit to the 
programme…left the students on their own…the students don’t have any other option 
but to look for the secretariat…asking for props… some were stuck-up, making all the 
decisions themselves when they are actually the intermediary between us and the 
students… we need to think about both parties… everyone has their own problems… 
When we have these problems, it’s difficult for me to answer them all… They merely 
appreciate theatre, but do not make it a reality...  [UMCO1] 
 
We’ve seen that the MAKUM has failed to materialise before in previous years, and I 
think this is due to its perceived lack of significance. It is treated indifferently without 
much emphasis... [UMSAD1] 
 

Similar to UUMTP1, UMCO1 also share the issue of miscommunication and 

communication breakdown [UMCO1]. Moreover, there is a need to practice mutual 

respect in communicating with others. 

 

Courtesy in communication is vital…to avoid unnecessary things. [UUMTP1] 
One thing I want to emphasise in MTF is the value of mutual respect… Respect others 
if you want to be respected. If there is a personal problem, sit down and discuss it 
carefully, rather than acting recklessly by betraying a colleague. Also, be respectful of 
others who are doing their job in a no-nonsense manner, not criticising with hurtful 
comments, and to voice opinions on anything that might help to enhance the theatre 
itself. [UUMTP1] 
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UMSC1 raises the issue of discipline between the teams in terms of time 

management and others. 

 

From what I can see up till now is the discipline between HEIs. For example, the time 
they are allowed into the hall which is at 10am and many of them are often late to the 
venue. It’s not a problem for us but for them actually…they don’t realise how precious 
time is…between 10am until noon hour, they have ample time to do and prepare many 
things. When they are late, they lose their own time and opportunity, and we’d 
encounter issues in the registration process and others such as their food and beverages, 
certificates and how we are supposed to help them. [UMSC1] 
 

Also facing the issue of time availability aside from having to train non-arts 

students, UiTMFL1 and UiTMFL2 share the limited time the students had to train. 

 

(They’re) non-art students… (there’s) time constraint… (had to resort to) night-time 
training sessions… [UiTMFL1] 
 
Because they’re students, we need to consider their other commitments such as 
attending classes, having examinations, quizzes, so it’s difficult really. [UiTMFL2] 
 

As a student committee of the MAKUM Theatre Festival, USMSC1 shares the 

problems she faced. These include creating mature theatre, the selection of ‘good’ 

theatre, the lengthy timeframe, and the venue’s capacity. 

 

To select matured theatre which address current issue at the national level. Lengthy 
and difficult to select ‘good’ theatre criteria. Venue unable to accommodate large 
number of students. [USMSC1] 
 

UMCO2, on the contrary, provided a superficial answer by his simple “no” 

when asked of any arising issues. This can be true in the sense that the team he is 

managing is handling the work well, or that he is avoiding the question by giving a safe 

answer, or that he is really unaware of the issues brought up by others. Similarly, 

USMSC2 also did not identify any arising issue. 
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None. It went smoothly with no arising issues. [USMSC2] 
  

Likewise, others like UTHMTP1 refuse to share anything on the problem. 

 

There is something about the production itself, and not MAKUM, but I won’t tell. 
[UTHMTP1] 
 

The respondents provided further comments which they were free to voice. 

UMSC1 notes of the obstacle this study has faced and the lack of support it has received 

from certain quarters of the MAKUM management. 

 

From what I gather, there’s been too many hurdles on your part. For example, the 
MAKUM host and organisers do not feel that this research can provide and be a good 
source of reference for the students, because this research concentrates on the students’ 
involvement in MAKUM and the organisers have never felt that the researcher needs 
to be involved in and aware of the decision-making process (at their level). But I feel 
this research is important as it involves a Malaysian-based theatre programme which 
is addressed by a university abroad…so we need to show that we are giving a good 
response towards the research and the researcher. There are some officers who simply 
do not care for the research and would rather leave the researcher alone, but there are 
those who can serve as a source for information nevertheless. [UMSC1] 
 

On a more personal note, UMSAD1 touched upon the matter of the arts and 

religion by sharing her experience in pursuing theatre as a career which was met with 

family resistance. 

 

I don’t come from an artistic family but we have talents in arts, it’s just that we never 
really approach the arts seriously, like my mom loves to berzanji, tilawah al-Quran, 
my dad who is an ustaz is also similarly inclined. My siblings, especially the girls, they 
can sing but there’s no one to encourage them and to show them the way (towards the 
arts field) … As our father is an ustaz, it’d be weird to have daughters who become 
singers, right? So, our talent went to waste. 
… I also wanted to entertain people… That initial intent was what drove my path until 
now. When I finished Form 5, I wanted to join ASK but my dad did not allow it. So, I 
killed that intent, until my father passed away. I filled in the application form and when 
I was accepted, my family was against it. They didn’t agree to it, didn’t support or 
encouraged me at all. But I was stubborn. I needed to do it because I really wanted it. 
A few years into my studies I never received any family support. I obtained my own 
funding by working part-time… I sold off my gold, applied for JPA funding and that 
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was the only financial support I received throughout the years I was there. They were 
happy when I graduated but they never encouraged me to pursue and continue in the 
field. My uncles would condemn me with their comments, “apa ni belajar seni” (what 
are you doing learning the arts?), “tak ke mana arah” (it won’t lead you anywhere). I 
take that as a challenge for me to change their mindset and to how them the efforts 
I’ve put into this thing. When I pursued my degree, they began to notice that I’m 
actually pretty serious about this. They realised the extent of my seriousness when I 
did my postgraduate study. They started to encourage me when I did my Master’s. 
Now [they’re singing a different tune], I hear, “tak sambung lagi dik?” (you’re not 
continuing?), “sambung la lagi” (do continue your studies). It’s an achievement for 
me to change their mindset that whatever knowledge is in this world is worthwhile for 
mankind, whatever it is. The arts, sciences, ecology – all are important for man. I keep 
to my father’s advice, “whatever it is, wherever you are, you are a human and you 
have the responsibility to preach (as a missionary of God) … For me, preaching is 
delivering and explaining the message of good to others. The arts and theatre may be 
a positive approach to achieve this end. We show the good, and not the bad. That is 
my intent. To give knowledge to people and for people to use that knowledge and 
apply it for good use. Enjoying it is secondary. Enjoyment may be our initial 
motivation but now as I reach this level, I have a different aim. 
 

On the other hand, sharing his view on the connection between the arts and 

Islam, UiTMFL1 accounted this as a more positive experience. Furthermore, he 

recommends the establishment of more Arts School, especially in multi-ethnic areas in 

which non-Malays are located. 

 

I found Islam in the arts. For me, the art is deep within me. [UiTMFL1] 
Many children nowadays have interest in theatre. At the moment, there are two School 
of Arts in Johor and Sarawak. The government must open their eyes wider and 
establish more Art Schools in Malaysia, for instance in Kedah with the many Chinese 
and Indians, and in Penang. This may help non-Malays to become more proactive in 
theatre. [UiTMFL1] 
   

On a different note, UMKTP8 expressed his surprise on the possibility of 

theatre in academia. 

 

I had no idea that theatre study reaches the PhD level [UMKTP8] 
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EMERGING THEMES 

At the start of this study, I had an idealised version of MAKUM in coming into the 

MAKUM Theatre Festival, believing that its lack of recognition had been unjust, and 

that the programme offers many possibilities for universities and participants alike. I 

therefore set out on a mission to prove MAKUM’s worth. The reality, on the other hand, 

is not as simple and straightforward. Whereas there were many positives in my 

investigation, there were also the negatives, and these outcomes affect my end review 

of MAKUM and the Theatre Festival. Themes which emerge from the findings and data 

analysis are further discussed in the following subsections. 

 

Varieties of MAKUM Theatre 

By variety, I refer to the many understandings, perceptions, and manners in which 

MAKUM Theatre has been applied among the participants of the programme. In 

general, there is non-uniformity in terms of the participants’ conception of the Festival. 

In the interview, the respondents were asked to describe the MAKUM and Festival. 

Their responses indicate the various ways in which they comprehend the programme, 

and that the feedback garnered suggests the limited connection between their perception 

and the actual description of MAKUM. They further come in with different aims and 

objectives which are not necessarily go in line with MAKUM’s vision and mission. 

Officials put too much emphasis upon participation and others understand it as simply 

doing theatre. Thus, the actual aims and objectives need to be made clear to all parties 

involved in the MAKUM Theatre Festival if uniformity is essential for the 

programme’s execution. 

 The form of MAKUM Theatre was realised differently by host universities in 

the North and East Coast zones. In USM Penang, the programme was initiated as part 
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of a subprogramme for a charity sale festival while it was a standalone event hosted by 

UMT in Terengganu. The Festival was exclusive for students and held within the 

campus of USM but was made public in JKKN Kuala Ibai. Moreover, the production 

evaluation was 100% the assessment of the jury panel in the North Zone whereas in the 

East Coast Zone, the jury was accountable for 70% of the marking and the 

secretariat/cultural officers were responsible for the rest 30%. The USM organiser was 

assisted by a team of student committees to help manage the competing troupes and 

none was there in the East Coast. Whereas it was strictly a single university’s effort (i.e. 

USM), it was a collaborative effort between UMT and JKKN Terengganu. Apart from 

that, whereas access to the productions was closely-monitored in USM, this access was 

made open by UMT in which recordings of the performances were made available on 

a video-sharing platform. Also, whereas interaction between teams in the North Zone 

was limited, teams in the East Coast had a greater opportunity to communicate as they 

were assigned shared accommodation and encouraged to mingle. Regarded as a 

smaller-scale theatre competition in USM, the MAKUM Theatre was instead a large-

scale theatre production for UMT. Hence, the manner in which the Festival was 

executed differs from one university and location to another depending on the hosts’ 

ideals, conception of the programme, their ability, and the availability of resources and 

facilities. This signals the Council’s flexibility, on one hand, and imbalance, on another.  

Additionally, participating universities in the Theatre Festival have their own 

method in recruiting members and production crew. Some universities organise a 

campus-based inter-university theatre competition, with the winning group or identified 

individuals selected to form a group to represent the university. Others use a different 

path to automatically appoint the task to the active university theatre club and its 

members which would then form a group to enter the competition. Some may hold open 
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auditions for the recruitment of performers and crew or locate those who are already 

familiar to them. The jury panel, on the other hand, expect only the best of the best to 

represent the respective universities, hence requiring a filtering process. Whereas this 

is possible for the few universities in which theatre competition is normalised, normally 

for a university which offers theatre-related study programmes and those with more 

than one university theatre club and able to organise a campus-based preliminary 

competition, the same cannot be applied to others. Some universities simply lack the 

people and opportunity to engage in such procedure, hence deterring them from being 

selective. This is a factor which MAKUM should consider as it is a disadvantage and 

unfair to those who cannot meet this requirement to simply abandon the project 

altogether when MAKUM is one of the few opportunities and space they have for 

theatre engagement.    

 

Competition-Festival Terminology  

What is interesting to note here is that even after its reformation in terminology and 

management, the change in ‘competition’ to ‘festival’ yields little result in terms of 

treatment and form of the event, which continues to focus on the former. According to 

Longman’s Dictionary of Contemporary English (2014), competition means “a 

situation in which people or organisations try to be more successful than other people’s 

organisations” (p. 355), whereas festival is “an occasion when there are performances 

of many films, plays, pieces of music...a special occasion when people celebrate 

something” (p. 666). A ‘festival’ signifies a sense of celebration, whereas a 

‘competition’ proposes challenge, with the former more relaxed whereas the latter 

implies pressure and determination. The terms connote different meanings, and the 

decision to change the programme from a competition to a festival appears only at face 
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value. The terminological inconsistency and fusion influence the participants’ attitude 

towards the programme. Although a majority regard it as serious competition, a few 

take on a more laidback approach. The term festival was preferred as an imagery of a 

village-like atmosphere to promote a more festive spirit and environment to the usually 

intense and stressful theatre production process. However, this conception has been 

substituted with the more recent zoning system. The decision to abandon the festival-

like form of the programme was based on the judges’ preference, overlooking the 

voices of the students. Teams now have the option to stay at the venue throughout the 

duration of the programme or to come and exit anytime they want.  

 

Contested Ideals and Visions 

The unified stature and camaraderie of the organisation and its programme is 

compromised when secretariats and officers come into the programme with their own 

university or personal agendas. Certainly, there is nothing wrong with wanting to win 

and to attain stature or prestige, but it becomes an issue when that ambition leads to 

unhealthy competition and conflict. Furthermore, when universities are subject to a 

ranking system, there is a stature imbalance. Lower-ranking universities may feel 

especially pressured to perform and to prove themselves, and attempt to avoid teams 

which they regard as more superior, at least in the selection stages. More well-known 

universities may take on one approach or another, which is to either lower their 

performance or to go all out. While some are open and approachable, others appear 

hostile, aloof and distant. This subsequently affects the manner of cooperation and 

collaboration between members of different universities. The organising body should 

perhaps be mindful of the distrust, arrogance, and disrespect exhibited by some of its 

council members. When securing cooperation between management members is 
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difficult, it affects the collaborative work of students from differing universities and 

therefore undermines the mission of MAKUM towards collaborative effort and mutual 

learning.  

The implication of cultural sovereignty may be a highly idealistic sentiment 

expressed by the Council with regards to the programme, as Malaysia is made of people 

of different races and cultures that may not share exactly the same ideals and values. 

Moreover, there is the matter of MAKUM’s claim of art as high culture. The 

questionable actions and speech of certain parties were not reflective of people in the 

art or so-called ‘custodians of high culture.’ John Carey (2006: 101), in his review of 

the moral prospect of the arts, cited numerous scholars who have disagreed with this 

injunction which is not based on factual evidence. For instance, Hans and Kreitlers 

claim that art is unable to modify behaviour which is influenced by numerous variables. 

Also, Eisner (2003) contends that the effect of students’ contact with the arts cannot be 

determined. This similarly goes to another objective of MAKUM Theatre Festival 

which is to offer alternative activities to prevent students from engaging in non-useful 

activities that may be detrimental to them. This rather moral and paternal role of the 

Council ignores the idea that participation in theatre offers a space that allows for an 

openness to discuss the reality of (im)morality, for instance.  

In terms of the judges’ expectation of the student performances, judges in the 

Theatre Festival have on numerous occasions expressed their displeasure over the 

quality of the productions. A judge at the East Coast Zone of the recent cycle declared 

that it was tortuous for him to watch the plays. Hence, the expectation is high even 

though the students can be termed as amateurs in theatre. The reality is students come 

from different backgrounds and knowledge in the art. Therefore, the demand for 

excellence may be unreachable at this stage. This is more so when the students treat 



 

209 
 

MAKUM as one of the few chances they have to engage and acquaint themselves with 

theatre, their introduction to the performing art. Students, even in the field of theatre, 

come to learn and gain new ideas by looking at how others perform. Thus, the 

expectations of the juries and the students do not link.    

A prominent figure who has repeatedly served as a judge in the Theatre Festival 

posed this question at the beginning of his commentary during one of the feedback 

sessions, “MAKUM ini untuk apa? Hasrat Festival Teater MAKUM ini untuk apa 

sebenarnya?” [What is MAKUM for? What is the purpose of MAKUM Theatre 

Festival actually?]. He proceeded to answer this with, “untuk buat teater” [to make 

theatre], thus deeming MAKUM Theatre Festival 2014-2015 a success as students have 

made theatre. I find it rather surprising that someone who had been in the scene for 

many years and supposedly well-acquainted with MAKUM and its Theatre Festival to 

enquire over the purpose of the programme only now, more so when the same judge 

had been one of the most vocal to criticise and condemn students’ theatre production in 

previous cycles. His consideration of the students’ background as theatre and non-

theatre students suggests a change in tone and stance. Nonetheless, his answer was 

simplified, as MAKUM aims to achieve a far greater objective than that. There has been 

a disconnect between the judges’ perception and MAKUM’s objectives. Nevertheless, 

the same judge claims MAKUM as an instrument to unify and coordinate the students’ 

intellectual, spiritual, and emotional quotients. He suggested that this has been achieved 

by the students’ theatre engagement in the process of the production.  

 

Art for art or something else? 

According to Rahman (cited in MAKUM Secretariat, 2011/12), MAKUM has yet to 

reach the same level of recognition enjoyed by other festivals available in academia. It 
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was thus his mission as then Chairman to ensure that MAKUM attains greater 

prominence and presence. Rahman’s discourse highlights the economic value of the 

arts in an educational setting due to his emphasis on “human capital,” albeit one that is 

holistic. In one sense, we can see this as ignoring the artistic value of the arts itself. 

Students as would-be art practitioners would work in an environment which attempts 

to cater for the demands of the masses rather than own thoughts and feelings. Placing a 

price on the art is, however, not uncommon in this money-driven world, and artists’ 

survival depend on their ability to market their work and product. The Council believes 

that the MAKUM programme assists in the production of holistic human capital which 

is gaining prominence in the discussion of the economically-laden value of the arts. 

This involves four dimensions, which are ensuring a high level of education and skills, 

growth through skills upgrading, equal opportunities to all Malaysians, and ensuring 

that current students are ready to fill future jobs. Academics in the country have deemed 

that such effort necessitates a world-class workforce that possesses high knowledge and 

skills, enhanced with creativity and flexibility, and instilled with a positive work ethic 

and spiritual values (Zuher & Basir, 2015). 

 However, what outcomes do participants in the Festival wish to attain from this 

experience? The data has revealed numerous findings, from personal to collective, and 

internal and external motivations. Whereas some expressed their passion for the art and 

their desire to further their exposure, experience, and engagement in theatre, others had 

a more practical inclination. To them, the programme proposes a different sort of 

attitude in which they can utilise and expand their knowledge and skill. In most cases, 

students aspire to theatre development. They wish for MAKUM to be recognised as a 

serious artistic space and well-known throughout academic institutions and elsewhere. 

MAKUM is therefore already appealing on its own. 
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The Council has yet to make the effort of recognising individuals apparent, 

especially among students who are highly dedicated in the art and MAKUM 

programme. This is especially true for those working behind the scenes. Dedicated 

individuals are those who maintain their participation and commitment prior to the start 

of the programme through to the finalisation of the event. These individuals are those 

who fight for the programme’s continuation, presence, and sustainability. They also 

embark on other arts and culture-based projects outside of MAKUM. This effort is in 

line with MAKUM’s aim as a stimulant for students to continue their involvement in 

arts and cultural activities following the end of their university life. What the Council 

has done so far is to invite university alumni to partake in the project as programme 

advisors.  

 

Conservation and the conservative 

In MAKUM Theatre Festival, the call for innovation for sustainability exists along old 

thoughts, thinking, patriarchal behaviour and attitude. In Malaysia, universities are 

traditionally spaces in which access for the public is restricted. Even among 

universities, collaborative work is limited. Whereas some universities were more open 

and accessible, others were distant and non-engaging. This has been observed to be the 

case among competing universities in MAKUM Theatre. A more current ruling of the 

Ministry of Education Malaysia (MOEM) is to have universities open their doors to the 

public to promote cooperative work and to lessen the gap and enhance the relationship 

between academia and the community (Choong, 2018). This may promote a change in 

the manner in which teams have been behaving among each other in MAKUM Theatre, 

although that is subject to further research. 
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The Council pays importance to the continued presence and relevance of 

MAKUM and its programmes. MAKUM’s attempt at sticking to tradition with regard 

to the Theatre Festival ever since its commencement in 2002 was only ever 

reconsidered after a ten-year period in 2012 as the Council entertained the idea of a 

zoning system which only took effect in the 2014-2015 cycle. This suggests that making 

changes are a lengthy process and rarely considered as far as the Theatre Festival is 

concerned.  

Genres and forms of theatre competed in MAKUM Theatre 2014-2015 include 

modern, realism, and musical, suggesting that traditional theatre is less favoured. 

Saidon (2014) notes of the challenges of traditional performing arts which include the 

influence of modern culture, the inadequacy of faculty of traditional performing arts at 

all levels, the decreasing number of players, young generation’s disinterest in traditional 

performing arts, and the lack of commercial value and traditional performing arts not 

of valuable commodity. The non-preference for traditional theatre is an irony given the 

effort towards conservation in MAKUM. However, interest on innovation is there, 

exemplified in UMP’s move towards fast-paced theatre.94 

Other elements in which conventionalism has been observed in the said 

programme include preference over the same judges over younger and newer theatre 

practitioners, manner of production assessment, Malay dominance (i.e. the absence of 

non-Malay officials and the limited number of non-Malay students’ participation), rules 

and regulations, and the thematic engagement of the student productions which among 

others involve the representation of gender and gender roles. These factors will be 

discussed later in their own subsections.     

                                                           
94 I did not personally view UPM’s production as the team competed in the Middle Zone which is not 
reviewed in this research, hence not a participant. 
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Need for Change 

The MAKUM Theatre Festival has been criticised as stagnant and lacking in terms of 

its effective contribution. It was marred by its lack of impact upon the theatre scene at 

both the national level and higher institutions. The effect of the programme post-

production has not been documented and this does not help resolve this issue as claims 

made by the Council are merely made based on opinionated points and not concrete 

empirical evidence. One of the most vital issues to be addressed is the negative attitude 

and perception towards MAKUM. Academicians, in particular, are most notorious for 

criticising the Council and its programme based on its supposed lack of effect on 

learning. It is not uncommon to hear them say, “Ada apa dengan MAKUM?” [What is 

there to MAKUM?]. People disregard MAKUM and the programme is seen as being 

beneath other arts councils available in Malaysia.  

 Such is the sentiment towards MAKUM even after its many years of 

establishment, that the Council makes it a mission to change this perception towards 

MAKUM by securing recognition and for others to acknowledge its value. The 

objectives and missions which have been spelled out in its formulation serve to justify 

MAKUM’s presence and necessity. However, since theory and practice do not 

necessarily merge and the benefits of MAKUM lack solid proof, it is difficult to argue 

against the critics.      

  Previous cycles of the Theatre Festival have been made dry and stagnant with 

the lack of innovation and change. Judges who reappear for the programme also 

repeatedly express their exhaustion over the event. MAKUM was simply tired and 

tiring. Noticing that a change was what it probably needed, the MAKUM Secretariat 

attempted to reintroduce the event with a few structural changes (i.e. introducing the 

zoning system and changing the assessment format). The Secretariat’s willingness to 
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experiment with other methods for its execution exemplifies its openness to change and 

innovate, subsequently raising the probability of identifying ways to overcome the 

problems. However, this effort is undermined when certain quarters of the Council 

refuse to cooperate and accommodate to this change by continuing to exhibit 

behaviours that do not go in line with the needed change. They argue against decisions 

made and make other demands and claims. Moreover, as change was only done at the 

structural level, the Council is missing the opportunity to offer possible innovations on 

theatre itself. The body of MAKUM Festival is the productions. If students are afforded 

more freedom to create, we may witness alternatives to the form of theatre as imagined 

and interpreted by these young individuals.   

Changes were introduced in the 2014-2015 cycle of the MAKUM Festival due 

to the assumed fatigue over the same repetitive elements. However, although change 

was needed, the manner of its implementation caused much disturbance to the 

programme. The constant reshuffling in dates and judging, for example, caused many 

complications and controversies. This may be due to changes that were made when the 

programme was in session, and often last-minute. These constant changes cause further 

confusion and may form a lack of trust in the event’s leadership and management’s 

credibility. Throughout the duration of the 2014-2015 Festival, changes and decisions 

were made as the event progressed, and nothing was clear-cut. This affected the 

direction of the programme which often left many confused. The constant changes in 

MAKUM Theatre Festival 2014-2015 further suggests that the Council is undecided on 

how the Festival should be formed. Some universities were simply not ready to handle 

MAKUM as a large-scale theatre production. Perhaps the Council may consider 

changing the (exhausted) jury panel. Another observation is MAKUM Theatre’s 

striking absence from the scene altogether post-2014/15 cycle. The only indication of 
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an alternative for MAKUM Theatre was UTHM’s version of FEStKUM in 2019 which 

included a short theatre competition. 

 

Zones and Locations 

MAKUM Theatre Festival 2014-2015 adheres to a newly-enforced zoning system 

which is divided based on geographical location. They are the Middle, North, and East 

Coast Zone. The zoning system and location affect the number of participation and 

target audience. The zones were created to fulfil several objectives. First is to increase 

the participation of universities in the surrounding area. Second is to make traveling 

and transportation easier to participants. And third as a filtering process to select the 

best candidates for the Finals. However, teams may opt to compete in a particular zone 

based on the competitors in the zone, and not on location. The degree of competition in 

the East Coast Zone is regarded as of lesser-level as it is full of amateur teams as 

opposed to the Middle and North Zone.   

Whereas access and travelling were made easier by the different locations, this 

remained a problem to some. For example, team UMS had to travel by air with their 

costumes, props and equipment, leaving behind other basic and personal necessities, 

and they had to do this not once, but twice. In another, the UTHM team had to travel 

from the southern state of Johor had to the east coast of Terengganu. 

 The shift from a university location to an off-campus venue was made based on 

several factors. One is due to the lack of the facility at the host university, and another 

is to offer the public a taste of MAKUM Theatre Festival. Although the number of 

audience members was smaller compared to a university venue even though the event 

was made free and publicised to the public, it was effective in obtaining serious theatre 

viewers. Supposedly more accessible to the public, the lack of advertising caused a 
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limited turnout in those public spaces. This especially relates to the venue for the Finals 

which was JKKN Ayer Keroh, Malacca. The venue was within the outskirts of the city 

of Malacca and was far from public access, hence was not an effective location to attract 

visitors. The off-campus venues were also much quieter and more secluded than that of 

a campus hall. 

   Arguably, the Cultural Hall offered by USM was more comfortable and easier 

to access for the troupes. The university itself offers a nearer lodging and the assistance 

of a student body in charge of managing the teams. The hall was equipped with the 

necessities for a performance, safe with adequate lighting and space, clean, and well-

ventilated. Access to cafes made it easier for the students to obtain food and 

refreshments. This was not the case with the off-campus venues offered by the 

Department of Arts, Culture and Heritage (JKKN). The Auditorium in JKKN 

Terengganu was mostly dim and dark with the air-condition turned off throughout the 

day and turned on only at night when the performance took place. It was not the safest 

of environments and the students were left to deal with the heat, making their work 

highly uncomfortable.95 It was made more difficult for the teams to travel by bus to 

reach the venue which was away from other facilities.  

 

Duration 

The timeframe for the programme is another contradicting element. For some, it was 

too long and for others, it was too short. The waiting period to reach the finals was 

simply too long and exhaustive for the earlier competing troupes, especially for teams 

in the Middle Zone. This non-standardised period caused many teams to disband from 

its original makeup with change in team members. This shift in membership likely 

                                                           
95 Reportedly, one or two students fainted due to the unbearable heat in the auditorium. 



 

217 
 

affected the production itself as new members means different skills, levels, and ability. 

It simply makes the assessments of the teams during the selection stages void.  

In the case of selected finalists, changes made based on earlier feedbacks from 

the judges and own initiative do not guarantee better productions. UMS’s unnecessarily 

long scene of a solo martial arts performance and UTeM’s plot change failed to achieve 

the same level of performance witnessed earlier in the selection stage. Adding to this 

problem is the participants’ inability to fully commit to the programme due to its 

apparent instability. Time lapses throughout the competition have proven to affect the 

productions and motivation of the students, especially among teams in the first two 

selection stages.  

The MAKUM Theatre Festival 2014-2015 was certainly exceptional in the 

sense of its longevity. Previous festivals normally took around one to two weeks to 

complete per season. By contrast, the 2014-2015 cycle took a duration of one year to 

complete. This lengthy timeframe does not necessarily mean that competing troupes 

were allocated more time to practice and perform. Mostly, at their disposal were mere 

weeks for preparation as dates for the competition were not revealed early on, and this 

may include shifts and changes. Another repetitive and probably unnecessary procedure 

is the review of the recorded plays to select teams for the finals. Waiting for the release 

of the official result and decision of the Secretariat is already a lengthy process, and 

this move certainly prolonged the entirety of the process.  

 

Judging and Assessment 

Student productions for MAKUM Theatre are assessed based on a panel assessment 

form in which the marks are divided as follow: 20 marks for direction and adaptation, 

30 marks for acting, 20 marks for performance technique, and 10 marks each for sound 
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and lighting, costume and design, and props and setting. Prizes were awarded for best 

top three performance and two special jury awards for most promising group. For the 

category of direction and actors, prizes include best direction or adaptation, best 

principal actor (male and female), best supporting actor (male and female), and top four 

promising actors. For the category of creativity, prizes were awarded for best 

performance technique, best sound and lighting, best costume and design, and best 

props and setting.96  

This manner of assessment is implied as a simplified version to a more detailed 

evaluation. A member of the jury panel claims that the criteria assessed are unsuitable 

for MAKUM Theatre, as the same measure of evaluation for Festival Teater Malaysia 

[Malaysia’s Theatre Festival] cannot be used to assess the plays in MAKUM due to the 

fact that the former are professionals whereas the latter are students. Moreover, as much 

of the work for theatre happen during the pre-production stages, he further admits the 

significance of the preparation process and that viewing the final product is only a 

bonus. Even so, none of the juries observed the preparatory stages of the productions. 

The jury panel, referred to as the Review Panel, is made up of those who work 

in theatre or have some sort of background in theatre. A condition they have to meet as 

jury is that they are not actively working in any public higher institutions. Furthermore, 

they must not be involved with any competing teams. Whereas the juries are responsible 

for 70% of the assessment and cultural officers the other 30%, the North Zone affords 

judges full authority over the student productions. Hence, both external (i.e. non-

university theatre individuals) and internal figures (i.e. university cultural officers or 

MAKUM secretariat) are tasked to evaluate the performances. The decision of the 

                                                           
96 See Appendix Jvi: Panel Assessment Form. 
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Review Panel is considered final and the organisers will not entertain any appeal as it 

does not constitute an Appeal Tribunal.  

This non-standardisation of assessment across all zones and the Finals was 

criticised as unjust and caused much dissatisfaction among participating teams. The 

assessment was also compromised due to presumed judging bias, favouritism and 

impartiality. The secretariat’s judging has been argued to be biased as a cultural officer 

may be impartial towards his/her own team. In the case of internal judging, students 

express their discontent in the panel’s failure to acknowledge their effort, especially in 

their position as non-performing arts and non-theatre students. Judges tend to place high 

expectations on the student performances, often lamenting and harshly criticising the 

presumed lack of quality. They have been vocal in expressing their discontent and 

discomfort over watching the student plays, calling them exhaustive and torturous. The 

judges need to acknowledge that it is not easy to secure participation by only those in 

the field of theatre, or those with the expected sets of knowledge and skill considering 

the lack of access to that kind learning and training. Moreover, students have attempted 

their best effort to produce a play that is theatre. Thus, it is unfair for the juries to 

complain over their exhaustion alone when students have also spent time, money, and 

energy into the event.  

Nevertheless, a change in tone was witnessed among a member of the jury panel 

who considered the students’ background as non-professionals and non-theatre 

students. Ismail Kassan, one of the prominent figures in Malaysia’s literary scene and 

a recurring judge in the Festival, talks about one of the aspects of evaluating the 

students’ performance, which is creativity. According to Kassan, creativity in 

performance is based on technical aspects and set, action and mannerism, vocal 

projection, interpretation of dialogue, and in the interpretation of scenic incidents that 
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heighten the dramatic effect. In his talk during the MAKUM Theatre Festival 2014-

2015 Middle Zone Workshop, he brought up the issue of unfair judging due to a 

majority of the student-participants’ non-theatre background.  

A change in the jury panel was done following the conclusion of the North Zone 

selection stage. The North Zone’s incident in relation to jury assessment caused much 

controversy. Cultural officers felt they were blindsided when deprived of their role as 

co-evaluators to the external judges, and students felt that a particular jury was partial 

towards the performance in which a member of his family was in as he reportedly had 

familial ties with the student. This was more so as the jury singled out that student as 

an exemplary performer. As the matter of judging continued to be questioned, the 

Council has no option but to review past decisions made during the selection stages. 

The Council’s solution was to review all recorded performances in selecting eligible 

entries for the Finals.  

 One of the aspects of evaluation which students highly favour and look forward 

to is the judges’ feedback and commentary at the end of each selection stage and the 

Finals. However, these sessions were often cut short and made brief due to time 

constraint. It is difficult to cover all aspects and all student performances; hence the 

judges will merely highlight certain points they feel necessary for the students to note 

and never comprehensive.  

 

Judges’ Sensitivity and Preference 

In relation to the assessment is a consideration over the judge’s sensitivity and 

preference. MAKUM concentrates highly on judges’ preference and sensitivity instead 

of that of the students, as certain judges’ preference over a genre or form of theatre they 

are known to prefer takes precedence over that of the students. This simply ignores the 
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priority of the students in a student-oriented programme. Those who are aware of this 

factor would select a play based on judges’ preferences. 

Haikal Fadzil (2008), an experienced Festival participant, wrote of his ever-

present dilemma in the selection of plays and scripts considered suitable for the 

programme. He questioned whether student-participants should select a work based on 

their ability and skills or based on the expectations of the judges and their preferences. 

Fadzil pointed out the contrasting relationship between ability and demand practised in 

MAKUM Theatre, which causes problems for students who lack education and training 

in theatre. His writing serves as a warning to those in a similar position as himself as a 

non-theatre student. 

In MAKUM Theatre 2014-2015, students’ consideration over their audiences’ 

sensitivity was apparent. Scenes which may be uncomfortable to the viewers were not 

directly shown on stage. For example, in UUM’s Tukang Tilik, the immoral man-

woman relationship was implied by the male performers’ repeated visits to the female 

performer’s house, never their intimate scenes, although this was briefly shown later in 

the climax, and in UMP’s Asam, a scene depicting marital abuse was executed with 

only the perpetrator (i.e. husband) seen visually on stage and the victim (i.e. wife) 

hidden behind white screens with only her shadowy outline visible. In the scene, it was 

implied that the husband used a belt to hit his wife repeatedly (see Figure 3.2).  
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A violent scene depicting spousal abuse.  

Figure 3.2 Produksi Teater Waris UMP in Asam 

 

Past Festivals have seen some troupes being disqualified for not observing the 

judges’ personal preference, thought, and sensitivity. For instance, a similar sort of 

controversy took place during the MAKUM Theatre 2012 cycle in which UM’s 

performance of Irama dan Lagu which was adapted from Lovesong, a book by Abi 

Morgan, was heavily criticised by a female judge who deemed a dance scene between 

the male and female performers as well as bedroom scenes between the couple as highly 

inappropriate for the show (see Figure 3.3). This was because both required physical 

contact and intimacy. Even though intimacy was lessened by the actors maintaining 

distance while sitting on bed and refraining from any physical contact, it was 

nevertheless problematic to the judge. As a result, the team failed to win any award and 

was rumoured to have been disqualified from the competition.  
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The controversial scenes in Irama dan Lagu. Left: a dance choreography between the young 
couple which requires physical contact between a male and a female. Right: bedroom scenes of 
the couple. 

Figure 3.3 PELAKON UM in Irama dan Lagu (Cycle 2012) 

 

Nevertheless, as stated, the 2014-2015 MAKUM Theatre witnessed a member 

of the jury panel expressing sensitivity not on the performances, but towards the 

students’ background as non-professionals and non-theatre students which affected 

their level of expectation of the student productions. 

 

Rules and Regulations, Censorship and Autonomy 

As with any competition-formatted or university-controlled programme, there are rules 

and regulations. Problems arise when rules and regulations are not followed equally by 

all. Such was observed within the secretariat and cultural officers. The North Zone 

management opted for its own assessment scheme, and certain officers either make 

their own rules or undermine and disregard existing rules. For example, they directly 

involve themselves in the student productions by assigning themselves the leadership 
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role. When participants are required to adhere to the juries’ preferences, the rules of the 

Festival, and the officers’ authority, this can affect their creative tendency and 

originality.  

Past cases have seen the disqualification of a team due to the presumed 

unsuitability of the work staged subject to the judges’ approval. This is in actuality, a 

form of double censorship as students need to adhere to both MAKUM rules and 

regulations and the judges. The student productions navigate through these barriers in 

many ways. For team UTHM, the debate on Islam versus the performing art (dance) in 

Ustaz Zapin was controlled by having only male dancers even though there were female 

actors in the assemble (see Figure 3.4).  

 

 

The all-male dance actors in Ustaz Zapin. 

Figure 3.4 AKSI UTHM in Ustaz Zapin 

 

In UMP’s Asam, a female performer wore a double layer headscarf as she took 

off one layer of the headscarf to imply that she was no longer a good and dutiful Muslim 

wife by abandoning the hijab without having to show a single strand of hair which 

would otherwise be considered unlawful and indecent in Islam (see Figure 3.5). 
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A scene depicting Hassan’s failure at winning back his wife as she took off her selendang 
(headcover) and threw it at his feet.  

Figure 3.5 Produksi Teater Waris UMP in Asam 

 

Nevertheless, others were more open. UUM had female dancers as chorus, and 

a female performer in team UiTM either took off her headscarf or wore a wig to portray 

a Chinese character. Also, in UiTM’s Titik Belum Selesai, there was a scene in which 

Japanese colonisers were rounding up villagers and carried with them weapons and 

guns, pushing the women and elderly to the ground (see Figure 3.6). This suggests that 

UiTM was more upfront in its depiction of reality and provocation, and that perhaps 

violence is easier to digest when the victim does not share a close bond with the 

perpetrator, unlike that in UMP’s Asam.  
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A take on the Japanese occupation during Malaysia’s pre-independence period. 

Figure 3.6 Produksi Karya UiTM in Titik Belum Selesai 

 

The Council itself is under the rule of the Government to ensure that the Council 

and its programmes are in line with governmental policies and mirror only the things 

approved by the government, hence the issue of autonomy. Functioning across 

government-funded institutions, the Council is also prohibited from interfering, 

engaging, or involving itself with the activities of any political party. The secretariat is 

nonetheless entitled to cancel or restrict the participation of any group which 

intentionally violates any of the Festival’s conditions of participation.  

Participants, on the other hand, are required to hand in a copy of their script 

prior to the event for censorship and approval purposes. In MAKUM Theatre, 

participants are not encouraged to use their own scripts, limiting the students’ creation 

and to recycle readily-available materials that are considered acceptable. However, the 

performance analysis and production review show that many of the productions favour 

original works. However, there is a lack of representation and varieties of traditional 

theatre. This may signal the irrelevancy of traditional theatre as a less favoured genre, 

and also proves its contesting survivability. A theatre academician criticises the 

programme for disallowing the representation of other theatre genres.  
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Groups which plan to stage modern Malaysian drama or musical theatre are 

encouraged to base their play on the drama manuscript of Malaysian authors writing in 

Malay which has been published in book form or magazines. For groups intending to 

perform traditional theatre, such as Bangsawan, mak yong, jikey and so on, their scripts 

or story-plot must first be reviewed by the organiser. The director or group leader is 

required to seek prior permission from the publisher before the script is performed and 

obtained authorisation or clearance from relevant authorities before the start of the 

staging process. This may serve to explain the lack of traditional theatre as the process 

of authorisation and clearance may be time-consuming and students do not have that 

luxury, especially when they were informed of the event last-minute and required to 

prepare a play within a limited time. 

 

Imbalanced, Non-Standardised Collaborative Effort 

It is certainly not easy for a large-scale production to cater to everyone’s whim. 

Dissatisfaction and discontent over management, judging, selection, timeframe, 

finance, and others are apparent in MAKUM Theatre. This study believes that this has 

been the result of an imbalanced and non-standardised collaborative effort between the 

secretariat, universities and cultural officers, officers and students, and in some cases, 

between the students themselves. In terms of practical action, the balance between the 

officers’ involvement, commitment, and workload is a matter which needs to be 

addressed. A member of the secretariat expresses his displeasure over the nonchalant 

attitude exhibited by some officers in executing their responsibilities, either being 

sloppy or missing from the scene altogether. MAKUM therefore suffers due to certain 

individuals’ carelessness in handling and management.  
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 As noted, UM has been solely in charge of MAKUM Theatre since 2002 and 

only began to distribute leadership roles and tasks to other universities in 2014. 

However, the distribution of the responsibilities is still imbalanced and UM still serves 

as main advisor for other public higher institutions when it comes to MAKUM Theatre. 

UM’s dominance over the programme has resulted in negative sentiments among 

university-members of the MAKUM Theatre Festival. The university has often been 

subject to accusations of favouritism, bias, and questionable credibility. Troupes 

representing the university often have to defend themselves against such charges, 

especially in the event that they may win an award or find themselves the top winner 

or judge’s favourite. UM, in its attempt to resolve this issue, has taken the move to 

secure the confidence of other members and expresses its welcome of others’ help. The 

university abandoned its post as main secretariat for the Theatre Festival and offers the 

role to others. However, this move has left the programme in limbo as other universities 

do not have the full capacity to satisfactorily fulfil this position. Following a brief 

absence in 2013 due to a change in secretariat, this supposedly annual programme was 

only resumed in 2014 following the Council’s decision to assign tasks to different 

universities with UM as advisor. The effectiveness of this move is again questionable 

with the continued absence of the programme ever since the conclusion of the 2014-

2015 cycle.  

In terms of officer-student collaborative effort, it can go either of three ways, in 

which the effort is balanced, the effort weighs more towards the officer in charge, or 

the effort is the students’ alone. Balance is achieved when students largely control the 

production with the assistance of officers as advisors. On the other hand, the students’ 

role is minimised when officers control the production. Even though the director 

position may bear a student’s name, students take their cue from the officers rather than 
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the student-director. At times, the influence of the officers as authoritative figures 

overshadows that of the students. For some, the production is fully controlled by the 

students when an officer is absent. There is a pro and con to this, as students have 

authority over their own work but that they are devoid of further assistance. The 

students have no choice but to ask for help elsewhere, often from the secretariat.    

A further imbalance is the assistance, resource and facilities afforded to the 

participants. Whereas MAKUM’s initiatives are certainly welcomed, there is the matter 

of the amount and types of artistic and cultural activities offered for each individual 

university. As instances of cultural and artistic showcases and events differ among 

universities, this suggests that the effort is not standardised. Some university students 

may have the luxury to enjoy a range of artistic and cultural experiences through a more 

dominant, active, and influential cultural body. A corresponding issue to this matter is 

the Council’s allocation of capital and resources. Some universities have at their 

disposal the facilities and monetary allocation to support cultural and artistic 

endeavours, but the same may not be applicable to others. It is not uncommon for a 

university to abandon an art project due to its inability to provide suitable and adequate 

facilities and resources for the venture. Although this may simply be due to such 

problems, it can also be attributed to a more serious concern, in which theatre has been 

largely ignored in the consideration of significant cultural and artistic experience.  

MAKUM’s offer of assistance and resource are further limited and inconsistent 

across the zones. An example is the availability of workshops for MAKUM Theatre 

which was only made available at the Middle Zone. The number of seats for the 

workshop held is also inadequate as universities may only send a small number of 

representatives to attend the workshop, and these representatives are tasked to further 

the information to others. Moreover, only the North Zone has at their disposal student 
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committees to assist competing troupes in terms of food and lodging and other 

necessities.  

University cultural officers very much practice self-help and focus to serve their 

own respective university. Perhaps MAKUM would consider widening that effort to a 

wider intra-university service which could enhance collaboration among MAKUM 

university members and students. For this purpose, cultural officers offer their 

knowledge, skills and services to students of other universities who may require their 

assistance. For instance, a cultural officer who is particularly skilled in certain aspects 

of theatre and performance may provide advice and training to students wishing to learn 

those skills or aspects. The student population may benefit from this move as access to 

help is made bigger and they would have equal opportunity to seek advice and feedback 

from any university cultural officer. Such practice also enhances knowledge sharing 

among members and is in line with the Government’s initiative to promote 

collaborative work among universities. 

Students, on the other hand, face an imbalance in terms of their background as 

theatre and non-theatre students. This has been a concern and point of contention among 

students and MAKUM judges are finally acknowledging this aspect as well. A majority 

of participants in MAKUM Theatre are non-theatre students and theatre students a 

minority. Whereas some feel that this disparity is unfair, others are not bothered with it 

as non-theatre students have emerged as winners in MAKUM Theatre. Another 

peculiarity is when teams make the conscious choice to not engage and interact with 

other teams and by not attending others’ performances, which certainly go against the 

purpose of collaboration and cooperation among participants. MAKUM itself heavily 

relies on the contribution and role of arts practitioners and activists that it limits that of 
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arts educators. The collaborative effort between cultural officers and arts educators is 

very much separated.   

MAKUM assumes that students coming into the competition would 

automatically engage in cooperative and collaborative effort, but the reality may be 

different as observed in MAKUM Theatre 2014-2015. Sennett (2012) discusses the 

issue of motivation and cooperation in his work, Together: The Rituals, Pleasures and 

Politics of Cooperation. As he dissects contemporary society’s premise of cooperation, 

he finds that society is becoming ever more complicated in terms of materials, 

economy, race, ethnicity, and religion. According to him, individuals tend to avoid 

those similar to them in a social setting. As the students all come as competitors, it is 

therefore unsurprising that they would deliberately avoid each other which contrasts 

with modern politics’ supposed emphasis on unity. According to Sennett, cooperation 

is not a matter of moral attitude towards others and shared ideals, but an embodied craft 

which is conveyed by social rituals. In contemporary society, traditional rituals which 

encourage people to bond with others such as face-to-face interaction are waning. 

MAKUM Theatre faces this threat from its shift as village-like theatre to the zoning 

system. 

Although there have been calls by others for MAKUM to be recognised at a 

higher level and the Council has expressed its intent to reach the Asian level, the 

Council is prohibited from forming mergers outside Malaysia except with the 

permission of certain authorities, explaining the Council’s lack of international 

cooperative efforts. This lack of authority and freedom in international collaboration 

may hinder the Council from accessing a larger space and audience. 

According to Hussein et al. (2018), nine factors affect team effectiveness. They 

are team communication, trust, team cohesion, team leadership, team coordination and 



 

232 
 

cooperation, team commitment, team performance, team satisfaction, and task 

interdependence. The imbalance in MAKUM’s collaborative effort has been discussed 

in this section. The following subsections will discuss some of the aspects highlighted 

by Hussein et al. which have also been discovered in the present study’s findings. 

 

Leadership  

The dominance of male leadership is apparent from the upper to lower level positions 

in MAKUM Theatre, a rather symbolic representation of the sovereign rule in this 

country. The Agong (King) is always a male, leading the other Sultans, who are also 

males. The same goes for Prime Ministers. The queens and spouses take on a more 

supportive role, and they are not expected to surpass their partners’ role.97 In Malaysia, 

especially within the societal makeup and culture of Malay Muslims, leadership is 

typically regarded as the responsibility of male figures. In Islam, important positions 

are held by males in areas such religious authority (i.e. head of congregation, etc.) and 

familial position (i.e. head of household).  

In MAKUM Theatre, the number of male officers eclipses that of female 

officers. Badura et al. (2018) posit that men tend to emerge as leaders more than women 

even though societal role expectations have changed because a contemporary gap 

remains. They found that gender differences in leadership is explained by positive 

agentic traits (men have higher agency) and negative communal traits (women have 

higher communion). In their study of the emergence of male leadership in competitive 

environments, Reuben et al. (2010) discovered that women were selected much less 

                                                           
97 Datin Seri Rosmah Mansor, wife to ex-Prime Minister of Malaysia, Najib Razak, displayed a more 
dominant and influential role during her husband’s tenancy (see Dzulkifly, 2020). She was unpopular as 
First Lady (see Agence France-Presse, 2018; MalaysiaKini, 2014). 
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often as leaders and that men’s confidence was the driving force behind the observed 

prevalence of male representation. 

Student leadership in MAKUM Theatre is confined to their own teams and that 

is even susceptible and compromised when officers take control of the team. This study 

has observed both male and female officers in leadership position in the student 

productions. Whereas some were more nurturing, others were more authoritative in 

nature. In their study of employees’ capacity towards problem-solving to enhance 

creative performance as influenced by leaders’ behaviours, Carmeli et al. (2013) found 

that leaders’ supportive behaviour directly and indirectly affects the employees’ 

creative problem-solving capacity.  

Traditional theory suggests that women are more nurturing than men in their 

biological makeup, but this claim has been refuted in more recent studies which suggest 

that this behaviour is also shaped by cultural and societal influences on expected gender 

roles, and that their relationship is highly complicated and dynamic (Jarrett, 2016). 

Nevertheless, there were instances in which male officers were more controlling than 

their female counterpart. At times, cultural officers or other non-student authoritative 

figures as group leaders compromise students’ honour and face, especially when 

subjecting students to humiliating and harsh reprimands. 

UM’s leadership was sought in MAKUM Theatre, but this leadership was 

undermined by the lack of adherence and respect among certain members of the 

secretariat as a group of colleagues in the same position. Ferguson (2013) examines the 

relationship between artists and curators in an international performance festival by 

employing Bourdieu’s theory of symbolic capital which suggests that individuals vie 

for power, status, and prestige. Abfalter (2013), on the other hand, contends that leading 
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a team of creative experts remain a dilemma, highlighting features of leadership success 

and failure. They are authenticity, respect, autonomy and freedom. 

 

Communication and Transparency 

In terms of communication, two emerging themes presented themselves, and they are 

mutual respect and effectiveness in communication. In the observation and interview, 

respect in communication is a matter which concerns both officers and students. In 

certain instances, witnessed in MAKUM Theatre 2014-2015, there is a sense of 

disrespect in the relationship between fellow officers and between officers and students. 

For example, in a chance encounter with a secretariat member, he made a passing 

remark “Dia tu tau tidur je, tak buat apa” (He only knows how to sleep, doesn’t do 

anything else) when commenting on a fellow officer. The appropriateness of such a 

comment is questionable and does not reflect a healthy and respectful relationship, but 

rather a demeaning one. The lack of respect shown by certain officers towards students 

is another instance which causes concern, especially as these students are young adult 

learners who deserve a respectful and dignified treatment.  

Related to this matter is communication breakdown. There is a disconnect in 

officer-student communication, as officers fail to communicate and orient the 

objectives of MAKUM Theatre to student-participants, as well as in some cases, its 

rules and regulations. Within the order of hierarchy, officials act as intermediary 

between the secretariat and students. When this role is not performed properly, it causes 

communication breakdown which can lead to misunderstanding. Oftentimes, students 

become the victim to this barrier. Students were also left in the dark and offered little 

explanation and information on decisions made by the Council.  
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 Related to this is the matter of transparency, of lack of it, which is a prominent 

feature in decision making and assessment. This can be seen in the Council’s direct and 

indirect refusal towards information sharing, particularly when the Council offers 

vague and sometimes contradictory statements that cause further confusion and 

frustration among students. USM as host in the North Zone is notorious for its disfavour 

towards openness, keeping its team distanced from others, and keeping the performance 

recordings private and inaccessible by others. This contradicts that of UMT as the East 

Coast Zone’s main host, in which the university’s official made the recordings public 

via an official YouTube account, as he believes that such experience should be shared 

and made available for all to enjoy.   

 

The Matter of Finance 

A concern for finance is to be expected of a large-scale programme like MAKUM 

Theatre. Universities and students bear the cost of production and entry into the 

competition. There is also food, lodging, and travelling expenses to consider. Some 

universities have at their disposal funding to cover the costs, and others do not. Students 

in the latter category find themselves having to chip in their own resources for the 

project and having to work on an extremely tight budget. As such, their costumes, sets 

and props may not be up to par to others with secure funding, and they are further 

criticised for this delimitation. It further becomes an issue when they are left in the dark 

about where the money goes. 

MAKUM is costly, and this feature of the programme is a disadvantage for 

participants. UMS, for instance, find itself seeking external funding in order to be 

financially able to participate in MAKUM Theatre. The notion that bigger is better 

therefore needs to be addressed. A smaller-scale production requiring a smaller budget 
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allocation may be more attractive and feasible for some, thus should be a more 

prominent and viable option. Snellman et al.’s (2015) finding serves as warning in 

which students without financial security are increasingly excluded from participating 

in extracurricular activities. 

Audience Members 

Audience members in MAKUM Theatre are comprised of university students and the 

public. As noted, a university venue attracts a higher number of attendees as opposed 

to an off-campus venue. Audience turnout at the North Zone selection stage which was 

within a campus location was encouraging as the hall was practically full each night 

with many students attending the event. On certain days, the number was too large that 

the organiser had no choice but to turn away the viewers as the hall was unable to 

occupy all attendees. By contrast, many seats were available when the event was held 

off-campus, and this was observed at both JKKN Kuala Ibai Terengganu and JKKN 

Ayer Keroh Malacca.   

 As in a live performance, audience members can disturb the flow of the 

performance. This in particular happened during the North Zone selection stage. Some 

of the acts committed by members of the audience include engaging with their phones 

with the screens lit up in the dark hall, not paying attention to the plays, exiting the hall 

mid-performance, and making noise. These examples of the audience’s behaviour 

suggest a disregard over the student performances. In certain cases, it negatively 

affected the psychology and confidence of the performers. This was the case for UUM 

with their production of Tukang Tilik. In this instance, many audience members were 

seen leaving their seats as the show progressed and almost emptying the hall by the end 

of the show. 
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 Part of the problem can be attributed to non-serious audience members who 

were only there to gain points for their iCGPA.98 As they were not truly invested in 

theatre and the performance, this may explain why students began to leave the hall 15 

minutes into the show. Hence, the manner in which the event is promoted should be 

taken into consideration. Furthermore, an audience member made up of the host 

university students may favour and prefer to support their own team, explaining their 

lack of regard, support and interest for other teams. King (2018) explores the matter of 

theatre and hospitality based on Derrida’s concept of conditional and unconditional 

hospitality. In her study, the Belgrade Theatre and the Warwick Arts Centre, both based 

in the city of Coventry, UK, serve as possible sites for hospitality and access among her 

culturally and ethnically diverse subjects. The aim of the study was to view the sites as 

a space of belonging and identification. Hosting universities in the MAKUM Theatre 

may take note of this point in reconsidering the function of theatre venues and the role 

of hosts in the programme, which would hopefully in the future be a more 

accommodating and welcoming space.   

Whereas audience members made up of university students may at times come 

off as non-serious viewers lacking the protocol of theatre as live performance, the 

public was, in general, more respectful and serious. Whereas university students were 

more responsive in action and words, public viewers were more visually-focused on 

the shows. Ranging from children to adults, audience members in the East Coast Zone, 

although smaller in number, were observed as more respectful of the performers and of 

etiquette. Parents were seen removing themselves from the venue if their children were 

                                                           
98 To recap, the iCGPA is a more recent form of assessment which integrates both academic assessment 
and extracurricular participation applied by public universities in Malaysia. 
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deemed too noisy and disrupting the show. Children came on their own and maintained 

silence throughout the duration of the plays.  

MAKUM Theatre welcomes both sorts of audience and more. Making the 

programme available and accessible to the public has been a great move which 

enhances the invigoration of theatre among the masses, but that which needs further 

effort. The Council needs to advertise the programme more effectively and to help 

alleviate a misconception among the public that the event is a paying view. Audience 

members, on the other hand, must bear in mind the correct protocols as viewers of live 

theatre and that their feedback towards the performance may greatly affect the morale 

of the performers who have invested a great amount of work in their viewing pleasure. 

 

Race, Culture and Belief 

Another emerging theme in MAKUM Theatre is race, culture and religion, which is 

further divided into multiculturalism, theatre and Islam, and gender representation. 

Even though MAKUM promotes itself as a custodian of high culture, this claim is 

unsubstantiated, especially in consideration of certain individuals’ questionable 

conduct which goes against the expected culture of dignity and honour. 

According to Ismail (2019), issues highlighted in Malay theatre performances 

are highly relevant for youths of the modern society. The plays performed suggest the 

influence of students’ own background and surrounding environment. An examination 

of the student productions gives a glimpse into their concerns from family issues and 

social issues to the wider political and economic picture. The troupes’ thematic 

engagement serves as a reflection of Malaysia itself with politics, social norms and 

relationships, beliefs, culture and the economy among those prevailing.  
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The Council, participants and audience members are almost exclusively Malay. 

The highly limited presence of non-Malays can be seen among the student-participants, 

but not that of the Council and audience members. Although MAKUM heavily 

emphasises Malay culture, the representation of both Islamic and non-Islamic ideals is 

present. Albeit limited, a further finding is the presence of the queer in MAKUM which 

will be discussed together in this section. 

 

Multiculturalism 

The agenda of multiculturalism is a contested space in MAKUM Theatre although 

MAKUM is supposedly ‘open and welcoming to all.’ The Festival makes less effort, if 

any, to attract the involvement of other races and cultural constituencies in the 

programme. It instead practices Malay-centrism which calls for a major overhaul if the 

Council wishes to adhere to the national interest of racial integration. Plays which 

involve characters aside from the dominant Malays include UiTM’s Titik Belum 

Selesai, UMS’s Dewan Persidangan, UPSI’s Garis-Garis Pelangi, and UMK’s Lif-E. 

Among these, only UPSI and UMK used students of the same race to portray characters 

of that race, and UiTM and UMS had actors of different races as a Chinese and Indian. 

Akin to whitewashing in casting, this point is also debatable. For MAKUM productions, 

this move is justified by the non-availability of non-Malay students, hence to cast 

Malays in non-Malay roles. UMS includes a minor Chinese character who was a 

chicken breeder played by a non-Chinese, and there was an Indian actor in the minor 

role as student in UPSI’s production. In UMK’s team, an Indian female acted as a 

voiceover. None had any non-Malay as a major character.     

In her analysis of staging identities and contesting boundaries in multicultural 

Malaysia, Rajendran (2012) looked into the works of Krishen Jit who found both 



 

240 
 

similarities and differences in Malaysia’s cultural plurality. This was achieved through 

a symbolic representation in terms of racial prejudice, political discrimination, and 

socio-economic disenfranchisement. In UiTM’s Titik Belum Selesai, the inclusion of 

non-Malay characters reflects the diversity which was already present in the country 

during the Japanese invasion. However, the all-Malay assembled cast did not represent 

this feature, as Malay actors portray non-Malay (Chinese) characters. Nevertheless, 

both Malays and Chinese suffer under Japanese occupation in the play, thus a point of 

unity in Titik Belum Selesai. Moreover, a traitor amongst the midst of people was a 

Malay. This lays fault at the hands of the Malays and lessens the contended presence 

and role of the Chinese within this historical event. Again, the experience of other races 

such as the Indians was not addressed at all. In UMK’s Life-E, non-Malay characters 

were given limited voice and appearance as only their voices could be heard in one of 

the scenes. Their characters were also negatively portrayed as lacking manners and 

civic mindedness by throwing rubbish everywhere. However, the play balances this 

aspect by also depicting several Malay characters unfavourably, similar to UiTM. Only 

in UPSI’s play was the Indian student a neutral entity. In UMS’s production, the 

Chinese peddler was a victim of theft.  

The work selections in MAKUM Theatre highly favour Malay writers. Its 

emphasis on Malay literature and Malay language maintains MAKUM Theatre’s 

adherence to the NCP. Resolving Malay and non-Malay’s conflict in literature and 

performing arts within the national culture and art policy can therefore be a further 

objective. In the 2011 Cycle, UM’s adaptation of Irama dan Lagu which was based on 

the work of Abi Morgan, was heavily criticised by a female judge for lacking elements 

of Malay culture and tradition. The same judge also proposed the use of an upturned 



 

241 
 

tepak sireh to symbolise the couple’s relationship becoming distant, therefore 

suggesting the need to easternise a western work in which suitability is questionable.99 

Some respondents were circuitous in addressing the matter of multiculturalism 

in MAKUM Theatre and were not really upfront in acknowledging that there was a lack 

of non-Malay participation in MAKUM and MAKUM Theatre. They go beyond the 

scope to discuss cultural variety based on a different sense of the term. A perspective 

given is the representation of cultures according to different eras, and in another, the 

differing Malay cultures based on regions. Students, on the other hand, were more direct 

in stating this observation which points to the absence of non-Malays and non-Malay 

cultures. MAKUM is therefore another form and continuation of racial disparity in 

Malaysia’s academia. This heavy concentration on Malay culture may attribute to its 

lack of appeal among non-Malays, explaining their minimal participation in MAKUM 

programmes.  

The West has also seen this issue in which researchers have investigated the 

matter of cultural representation among students of colour (see Jenkins, 2007; Pittman, 

1994; Ray, 2013). Pittman (1994) found that students of colour lack the space to express 

their own cultural values and identities. Ray (2013) compared the experiences of white 

and black fraternities in the same university to determine how differing normative 

institutional arrangements affect the students’ interactions with the larger student 

community. It was found that white fraternity male students were held less accountable 

for their interactions with others whereas the lesser black fraternity male students were 

more marked for their racial identity and held more accountable for their interactions 

with others. 

                                                           
99 Tepak sireh is a traditional Malay metal container for storing betel leaves used for chewing used in 
official events such as weddings.   
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Perhaps a deeper problem lies in the attempt for a unified culture among all 

Malaysians. At present, tolerant consideration and flexibility are the majority Malay’s 

way of dealing with the many cultures in the country. Non-Malays are expected to 

observe Malay values and sentiments, and sometimes things can become difficult when 

Malay culture links to religious ideologies that differ from that of the non-Malays. 

Whereas Malays are allowed to showcase their cultural values and religious sensitivities 

on stage, the same does not apply to non-Malays. As far as the norm goes, non-Malay 

students would stick to projects that are specific to their own race and culture. A ground-

breaking move is to increase the participation of Malay students in non-Malay cultural 

and artistic projects.  

MAKUM’s way of fostering racial unity among the campus community is by 

creating a healthy competitive spirit. This view is somewhat ironic and paradoxical, as 

competing does not necessarily unite people, particularly when they compete against 

each other and not against a foreign element. Rather than working via collaboration and 

cooperation, this statement describes the conflicting relationship of the different races 

in Malaysia. It remains to be seen how racial unity can be achieved when there is a 

dominance of one race over the rest, and that Malay assimilation is present as members 

of other races are required to follow the dominant culture instead of showcasing their 

many individual cultures. Even among members of the same race, unity is still 

questionable. For instance, Malay Muslims vary in their understanding and practice of 

Islam, some being more moderate and others strict in their belief.  

 

On language 

A related subtheme is language, as MAKUM Theatre only allows scripts and plays in 

the standard Malay language and participants are advised to avoid the overuse of local 
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dialects and accents. MAKUM therefore does not acknowledge the reality of languages 

and of language users in Malaysia, although Nanney (2012) and Yousof (2004) posit 

that Malaysian theatre is fostered in a variety of languages which include Malay as the 

national language, English, Mandarin, Tamil, and other spoken languages in the 

country.  

Jerome (2013) cited Fishman (1968) in discussing the role of language in nation 

building. The latter recommended the use of colonial languages like English in 

previously colonised countries for the purpose of development, as indigenous 

languages cannot cater for development in technology, science, education, and the 

economy. In their insights regarding Malay language and English among non-Malay 

youths, Amin and Rahman (2018) found that these people suffer from their lack of 

proficiency in the national language.  

 

Islam and Theatre 

The student productions further delved into the discourse between theatre and Islam 

whether intended or otherwise. Plays which directly address the conflict among Muslim 

practitioners include UTHM’s Ustaz Zapin (Islam versus performing art) and UUM’s 

Tukang Tilik (sorcery). Tukang Tilik plays with the idea of religious steadfastness and 

religious contradiction. The main character’s practice of sorcery as a soothsayer is 

against the Islamic principle of avoiding witchcraft. In Ustaz Zapin, the main 

character’s position as a religious leader was questioned when he expressed love for 

dance and performing. Whereas the issue was resolved in Ustaz Zapin as the villagers 

accepted the art of zapin, Tukang Tilik suggests a different outcome as the pious 

daughter chose to become just like her corrupt mother even though her mother tried 
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hard to shield her from a seedy lifestyle. In the end, the wish of a wrongdoer was made 

obsolete as her wish was left unfulfilled.     

Making this aspect of further interest is a Malay Muslim female performer 

portraying a non-Malay and non-Muslim character in UiTM’s Titik Belum Selesai. This 

element was not directly addressed in the play, but religious sensitivity arose when the 

performer concerned was observed as a hijab-wearing individual, but either took off 

her headcover or donned a wig when acting on stage for the actual performance. Earlier 

during the rehearsal, I was also curious to know how she would pull off convincing the 

audience of her portrayal as a non-Muslim Chinese. My curiosity was satisfied later on 

as the actor appeared without any headcover. The effect of this action caused those who 

observed the preparation process, and they include USM student committees apart from 

myself, a bit of a shock upon seeing the actor’s final visual presentation. I overheard 

the gasps and murmurs between the organising committees which expressed their 

confusion and concern over the actor’s exposure of her head and hair. The issue here 

exemplifies the tension between the performing art and Islam in Malaysia. For a female 

Muslim to show her hair in public and in performance is frowned upon by the more 

conservative Muslims, and even the so-called modern Muslim may question this action 

at times.   

In MAKUM Theatre Cycle 2011, I was part of the dance assemble for Opera 

Primadona based on the work of Indonesian N. Riantiarno. I would expect the play to 

raise certain eyebrows but the production was exempted from such scrutiny even 

though the costume donned was in essence, dubious to the eyes of the Malay Muslim 

as none of the female performers donned any headcover and instead wore tight-fitting 

costumes, and some even chest-wrap cloth which exposed the skin (see Figure 3.7).  
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Figure 3.7 PELAKON UM in 
Opera Primadona (Cycle 2011) 

 

Malay Muslims in Malaysia continue to struggle with their sense of identity 

seen in the dichotomy between steadfast practisers of Islam and the more liberal, open, 

and modern Malaysian Muslim. This division has existed in the past and continues 

today, and this matter has not been made easier when the dynamic between religion and 

culture comes into the picture.  

 

Moral theatre 

MAKUM rules out that all performances should be free from negative elements which 

contain provocation, abuse and insults or the use of abusive language and obscenity 

which can affect the image of the students, the good name of any of the public 

universities, or could threaten public order, state security, and the religious, moral, 

ethical and cultural values. Students are further prohibited from exhibiting elements of 

sexuality, excessive violence, supernatural elements, or excessive horror. This also 

includes elements of behaviour in terms of eating and drinking that are contrary to 

religious values, morals and ethics of the society. All these restrictions highlight the 

Council’s attempt at maintaining decorum and moral good.  
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Nevertheless, the student productions circumvent these rules in their thematic 

engagement. The theme of morality is apparent in MAKUM Theatre, with good versus 

evil underscoring many of the plays (i.e. Titik Belum Selesai with oppressor and the 

oppressed, Tukang Tilik with religious nonadherence through sorcery/adultery, Dewan 

Persidangan with political corruption and the victimised, Asam with marital infidelity 

and abuse, Gadis dan Serigala-Serigala with female temptation, Ustaz Zapin with 

slander and false accusation, and Say-Well with the questionable morality of pretence 

and façade).    

In her response to Grossman’s (1969) “Need Theatre Breed the Ridiculous?” 

which underscored the decaying art of theatre from a historical account of the Puritans’ 

attack and prohibition of theatre as vulgar and obscene, Burdick (1970) reviewed the 

moral function of ‘immoral’ theatre, and pointed out that the threat against values 

caused a decadence in theatre. As people only want to see the good, they question 

whether a ‘loose’ theatre should be supported.  

 The plays in MAKUM address both the moral and immoral. Dewan 

Persidangan suggests the ongoing power abuse among those in higher positions 

whereas Tukang Tilik was quick to punish wrongdoers. Asam, on the other hand, 

furthers the notion of repentance and forgiveness. In Asam, the loss of morality was 

further symbolised as Hassan’s wife took off her headcover and threw it at Hassan’s 

feet.  

Sherr-Ziarko (2011) examined the attractiveness of villainous characters and 

concluded that the effectiveness of the villain was dependent upon the artists’ moral 

sensibilities. Playwrights asking to address the question of evil face a dilemma to 

reconcile evil with good, and entertainment with morality. Eden, Gizzard and Lewis 

(2011) studied the role of moral, immoral, and ambiguously moral characters. For 
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narrative appeal, provocative characters who do not embody strong dispositions in 

viewers heightens overall enjoyment but may be less critical in the dispositional 

process.  

 

Gender Representation 

The observation and performance analysis reveal another theme which is the 

representation of gender and its elements, in particular women in Malay-based theatre. 

Both male and female characters were portrayed either positively or negatively. This 

was more apparent in Tukang Tilik (i.e. male and female adulterers) and Asam (i.e. 

unfaithful wife, abusive husband). Plays which showcased male-driven corruption and 

evil include Titik Belum Selesai (i.e. colonisers, traitor), Dewan Persidangan (i.e. juries, 

attorney), and Ustaz Zapin (i.e. the defamer). Women as sinners was apparent in Tukang 

Tilik (i.e. the sorceress, daughter) and Asam (i.e. unfaithful wife), and suggestively 

implied as seductress in Gadis dan Serigala-Serigala (i.e. young lady) and Say-Well 

(i.e. lady as source of obsession). Whereas the main protagonists in Asam, Ustaz Zapin, 

and Lif-E were good and moral male who serve as voice of conscience (i.e. dutiful 

husband and father, religious head, educated university graduate), women were only 

portrayed as a positive influence in Garis-Garis Pelangi (i.e. group of friends). Say-

Well’s main lead offers a more complex and dynamic characterisation as we sympathise 

with him due to his suffering although his actions are doubtful. Similarly, the father 

figure in Kawad was sympathetic although he was cold towards his family because of 

an earlier tragedy.      

Allen (2009) writes about the cultural, traditional and religious limitations faced 

by female artists in theatre in north Nigeria as Muslim custodians postulate that theatre 

and other art forms are frowned upon by Islam. Strong social forces hinder those who 
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wish to perform, and those who do perform have to face many barriers. Female 

performers in MAKUM do not face this issue, but female characters in the student 

productions are represented in a most patriarchal way, whether they are deliberate and 

conscious of it or not. In their study of youth perception on women in Malay romance 

films, Jayasainan et al. (2014) found evidence of stereotypical female roles to satisfy 

social expectations of the “traditional Malay woman” and blamed the need for audience 

pull on the deterioration of Malay films which undermined plot diversity. Guhathakurta 

(1997) examined the representation of women and unaddressed gender relation in 

Bangladesh’s progressive theatre movement and discovered the reproduction of 

traditional images of womanhood (i.e. woman as mother, home maker, shy and 

subservient). In an analysis of women’s representation in drama, Allen (2009) 

highlights the unfair treatment of women by their spouse. A related controversy is the 

female walking away from the marriage.  

In her study, Mokhtar-Ritchie (2011) analyses female representation in 

Malaysian-Malay melodrama between early 1990s and 2009 and found that female 

protagonists were often portrayed as having the capacity of independent-mind, able to 

negotiate patriarchal rules, provide dimension of social change, and define new roles 

for women. Muhammad (2015) also investigated the socio-political and cultural context 

of Malaysia which has affected Malay-Muslim women’s representation. Often typecast 

as mothers, daughters, and housewives, there has been an increasing trend of Malay-

Muslim women as authoritative, mentally strong, independent, highly spirited, and 

intellectual individuals who possess good values. 

In MAKUM Theatre, most of the works selected largely favour male writers. 

Additionally, the director position within the teams was largely held by males, with 

females as co- or assistant for a few of the teams. Practically non-existent was a female 
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helming the director position exclusively. Plays with female leads or part of main cast 

include Titik Belum Selesai (positive portrayal of heroism), Tukang Tilik (negative 

portrayal as seductress), Garis-Garis Pelangi (positive portrayal as motivator), Asam 

(negative portrayal of a discontent wife), and Gadis dan Serigala-Serigala (negative 

portrayal of a young woman as an unintended temptress). Scenes of abuse and violence 

against women include the colonisers’ harsh treatment towards women in Titik Belum 

Selesai, a wife physically abused by her new husband in Asam, and a female burned at 

the stake in Gadis dan Serigala-Serigala.   

Malaysians performers and activists Ian Skatu and Dhinesha Karthigesu 

expressed reservations on the theme of their play which touched upon taboo topics such 

as gender and sex, but felt the need to address this issue to deconstruct stereotypes, 

sharing that the process has led them to be more conscious of the representation of male 

and female (Tan, 2019).    

 

The queer in MAKUM 

Gender anomaly and sexuality are taboo subjects in Malaysia. Malaysians in general 

tend to view individuals who do not conform to the conventional gender identity and 

orientation with either resentment, amusement, or indifference. Although LGBT 

sentiments are not welcomed in MAKUM, gender anomaly, or queerness, was shown 

in Titik Belum Selesai and Garis-Garis Pelangi.100 However, the queer in MAKUM 

Theatre is observable only among male characters. One was made part of the main 

casts, and the other only a minor.  

 The purpose of these characters may perhaps serve as comic relief or to provide 

more colourful characters. However, the gender-anomaly character in UiTM’s 

                                                           
100 The Illinois University Library (2019) provides an introduction to queer theory. 
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production had a bigger purpose. He was made a Chinese, and tasked with helping his 

sister during colonial rule. Whereas the orientation of the queer in Garis-Garis Pelangi 

was never questioned in the play, the queer in Titik Belum Selesai was directly 

addressed. The play manoeuvres through this thorny issue through a direct denial when 

the character in question verbally objected to others’ mockery of his sexuality by 

declaring “Aku jantan” (I’m a man).   

 
 

   

   
Queer-like characters in two plays showcased at the North Zone selection stage. Above: in 
black. Below: in white. Both exhibit feminine-like mannerisms in speech and action.  

Figure 3.8 The Queer in MAKUM Theatre 

 

McGinty (2013) conducted a case study of a collaborative theatre-making 

project termed Gendered Intelligence with young gender-nonconforming individuals 

(i.e. young gay, lesbian, trans-identified, and bisexual), reflecting on its potential to 

allow the participants to disassociate with the gender norm. Her study addresses both 

the mechanics of theatre-making and the value of drama to explore the concerns of 

theatre-makers. It was found that the process transcends artistic creation for the mere 

sake of art. Instead, it was a holistic and developmental journey which culminated in 
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performance-making, and the participants opted to convey their experiences via the 

abstraction of poetry, metaphor, and comedy.  

Muslims are divided on how to deal with this with some arguing for its 

persecution while some calling for tolerance. The LGBT community still faces much 

resistance and is apparently only tolerated on stage as an aspect of sensationalism and 

diversion from the norm. In Theatre for MAKUM, none of the queer-like characters 

were persecuted and would either directly object or leave the matter up to the audience’s 

own interpretation. Nevertheless, these characters received much cheer from the student 

audience at the North Zone and were applauded in the performances. The audience’s 

non-engagement, non-identification, and non-relatedness with the characters may have 

motivated this outcome. In their study, Gallagher and Wessels (2013) found that young 

people only reacted negatively to live theatre when the content of the play offended 

them.  

 

Creative, Multi- and Inter-Disciplinary Exchange  

Whereas creativity is a transparent objective in its educational aim, the features of 

multi- and interdisciplinary exchange have received little attention and mention, if any, 

in MAKUM Theatre. Multidisciplinarity refers to knowledge convergence. In 

Malaysia’s proposition of ‘streamless’ education, this new approach has received both 

support and caution. It claims great benefit to those with the ability to go beyond their 

areas of interest, and that singular, compartmentalised, and rigid disciplines can no 

longer provide solutions to multiple chaotic crises. According to Razak (2019), 

knowledge connection and integration ensures relevancy and a wholesome knowledge 

combination heightens its acceptable application. 
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Students in MAKUM Theatre major in various disciplines aside from theatre, 

thus exhibiting this feature. The respondents unanimously agree with the notion that 

MAKUM Theatre promotes creativity as well as inter- and multi-disciplinary exchange. 

Apart from merely integrating branches of the performing arts, literary arts, and the 

visual arts, theatre engagement in MAKUM goes further in requiring the exchange 

between different fields of studies and expertise. 

In Carmeli et al.’s (2013) study, employees’ creative problem-solving capacity 

was linked to two dimensions of creative performance which were fluency and 

originality. Students in MAKUM Theatre showcase their innovative tendency from 

their preference for original works. According to Marinetti (2013), aside from affording 

freedom for new ventures, interdisciplinarity brings forth innovative thoughts that 

would otherwise remain obscure.  

Reams and Bashford (2011) made evident the pedagogical advantages of 

nursing and theatre students in their collaborative project in which nursing students 

interviewed theatre students acting as patients. Whereas theatre students had the unique 

opportunity to use the dramatic technique of improvisation, nursing students reported 

an increase in their confidence to approach a real patient. Others have also accounted 

for this positive effect of theatre on wellbeing, self-perception, and self-confidence (see 

DeBettignies & Goldstein, 2019; Kokx, 2017, Tepper et al., 2014). 

Mahoney and Brown (2013) experimented on a course collaboration between 

theatre and humanities to study interdisciplinarity. They believed that this form of 

cooperation would allow the generation of a creative project which drew on the two 

areas of expertise. In their study, English students were responsible as critically 

informed advisors to theatre students to devise an original performance using a 

canonical text. The results were encouraging, as participants reported a heightened 
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sense of consideration of others’ field of discipline, the transfer of methods and tools 

between disciplines, faculty development, and heightened student enthusiasm.  

Piazzoli (2014) concentrated on the interdisciplinarity between process drama 

and the teaching and learning of Italian as a second language. The study concluded that 

dialogic interaction in process drama mediated and was mediated by dramatic tension. 

Chan (2009) examined primary students’ perception towards the inclusion of drama as 

medium in the pedagogy of General Studies and Chinese Language. It was found that 

the units of process drama relate to the learning of General Studies closer. Chan argued 

that the students were indirectly able to link cultural, moral, and affective development 

with drama. Lepp (2011) reviewed DRACON, a comparative and interdisciplinary 

action research project which uses the medium of educational drama to manage conflict 

among adolescents. She concluded that bridging the fields of drama and conflict 

management has been significant as theories of conflict were able to be framed and 

supported practical implementation through drama. 

Theatre productions which involve more technical features require skills in 

other fields aside from the performing art (Ismail, 2019). Such was visible in MAKUM 

Theatre 2014-2015. Students in the Festival sought knowledge and skills on many fields 

from numerous sources, one of which was the Council’s offer of workshop which was 

led by theatre practitioners.  

According to Berma and Sulehan (2004), challenges in a multidisciplinary 

effort include rare sustenance, restructuring demands at local universities, limited 

emphasis, lack of understanding and prestige, a structure and reward system which 

favour field and subject specialisation, and others. The same can be observed in 

MAKUM Theatre. When collaboration was non-feasible, the students would take the 
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initiative to learn the finer points of the art on their own. For instance, a performer cited 

that he learned to act through streamed dramas.  

Whereas there is a need for inter- and multi-disciplinary exchange in MAKUM 

Theatre, the effort was restricted between competing teams. Berma and Sulehan (2004) 

further suggest three options to resolve the absence of multidisciplinary effort. First is 

to educate students to understand and appreciate the contribution of several disciplines, 

second is to educate students in several disciplines until they reach a respectable level, 

and third concerns the project approach which is to study a problem using different 

disciplines. The diversity of students’ academic background within a single team in 

MAKUM Theatre enhances this possibility.  

Instances in which creativity and multidisciplinarity were apparent in MAKUM 

Theatre include UTeM’s display of its technical skills (see Figure 3.9), and UMK’s use 

of recyclable materials (see Figure 3.10), which is suggestive of the students’ 

background as technical and earth sciences students. 

 

  
The use of white screens depicting the unseen voices disparaging the main lead in his head, a 
display of UTeM’s expertise in technical studies. 

Figure 3.9 TopArt Production UTeM in Say-Well 
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The stage props in Life-E were entirely made out of recyclable materials. 

Figure 3.10 Anak Teater Rajawali UMK in Life-E 

 

Theatre, Media and Technology 

Larson et al. (2012) wrote an overview on an interdisciplinary working group called 

‘Operatics’ and concluded the influence of new digital media and platforms on opera 

experience. The 2014-2015 Cycle enjoys a greater media presence with the inclusion 

of written media (i.e. newspaper report), social media, and streaming services. In 

MAKUM Theatre, technological use connotes the dual sense of openness and of 

confidentiality. UMT as host provided a line of technical staff to assist in the recordings 

of the performances which were subsequently uploaded on YouTube with pictures 

uploaded on a special Facebook page.101 Aside from enhancing transparency, this move 

further benefits MAKUM in its promotion. It serves as a useful platform to reach a 

larger number of viewership.  

UMS was one of the few teams to have made use of social media to gain farther 

outreach for its production (see Figure 3.11). The team created several social media 

sites and pages for Dewan Persidangan pre- and in-production, and their effort proved 

                                                           
101 Links: https://www.youtube.com/watch?v=nXtAdxDqBfE, and 
https://m.facebook.com/OfficialUMT/photos/ 
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worthwhile with the garnered interest towards the play, effectively engaging the 

audience in Dewan Persidangan. 

 

   
The innovative and clever use of social media in-production during the staging of Dewan 
Persidangan. Left: actors (left, sitting) as spectators live-feed the proceeding real-time. Centre: 
screen left and right broadcasting the live-feeds and uploads. Right: snapping a picture and 
uploading it on Dewan Persidangan’s Facebook page. 

Figure 3.11 SYN Teatra UMS in Dewan Persidangan 

 

Apart from that, the award ceremony which concluded the 2014-2015 Cycle 

was livestreamed on infomedia.tv, signalling the Council’s aim for a greater outreach 

of audience and viewers. However, production recordings in the North Zone were kept 

confidential by USM, and were only accessible to view among members of the 

secretariat.  

 

The Need for MAKUM Theatre and Further Assistive Need 

Latiff (2006) asserts that theatre programmes indirectly exemplify the level of thinking 

and intellectual achievement of a university and its community. Hence, it is wise for 

universities and their cultural officers to continue to motivate and maintain their support 

toward students’ involvement in the programme. A similar concern was expressed in 

Utusan (2008), a locally circulated newspaper publishing company. According to the 
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writer, merely crowning the winner of the Festival does not benefit theatre in academia 

and the nation as a whole. It is the writer’s view that there should be a continuation in 

the troupes’ productions after the completion of the event. 

Cowart (2013) studied the perception of former students on the impact of theatre 

on their psychological needs and life skills. The results were positive as participants 

experienced beneficial psychological outcomes such as cognitive abilities, confidence, 

accomplishment, and sense of belonging, and reported gaining life skills such as social 

skills, hard work, career training, and perseverance. Pitfield (2012) studied the 

development and changes experienced by drama student-teachers’ from initially 

passion-motivated to pedagogically-affected. There was a significant interplay between 

prior and on-course experience in shaping the positions of the participants, suggesting 

the complexity of the situation.  

Students in the study have shared their limited experience with live theatre. 

MAKUM Theatre fills this gap by providing them with the experience. Both theatre 

and non-theatre students are keen on MAKUM Theatre. The programme is of value as 

a space to explore and develop skills and knowledge, as a space to apply those 

theoretical knowledge and practical skills, as another form of experience, as career 

enhancement for students, as a start or enrichment in the appreciation towards theatre 

and other disciplines, and many others.  

MAKUM Theatre is therefore a reward on its own. Many went home empty 

handed but still expressed interest in re-joining the programme. Even though the 

students may complain over funding, they were nevertheless willing to invest in the 

programme financially aside from spending time and energy for the production. They 

felt rewarded simply by joining the event. The prizes and awards are purportedly just a 

bonus. Preston (2013) reflects on Hochschild’s concept of emotional labour to 
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investigate the emotion work undertaken by artists facilitating participatory arts to 

understand their resilience of the practitioner. Among others, they feel a strong personal 

commitment and moral purpose. A similar account was shared by UMSAD1 who 

expressed her sense of responsibility to continue teaching students in theatre.  

There is a need for MAKUM and MAKUM Theatre, as the Council is the 

initiator of the programme without which MAKUM Theatre would not be possible. As 

suggested, there is a need for assistance among officials and students in MAKUM 

Theatre. This ranges from management to the requirement for facilities and resources. 

For the secretariat, MAKUM Theatre is very much encouraged and welcomed but is 

conditional. The Council and juries have expressed the need for student preparedness, 

observance of the rules, and others of concern. As the responsibility is simply too large 

for the Council to carry alone, the task is left to the effort of individual universities.  

The MAKUM Council calls upon public universities in Malaysia to organise 

their own versions of smaller-scale theatre productions, activities, events and 

programmes instead of solely depending on MAKUM Theatre. UTHM arranged its 

own version of FEStKUM in 2019, the only indication of an alternative for MAKUM 

Theatre. A short theatre competition was held on 4th October 2019 in Tunku Mahkota 

Ismail Hall, UTHM, in which prizes include best script, best technique, best actor, best 

director, and top three best performance (UTHM, 2019). The competition was won by 

team UM with Rumputnya Lebih Hijau [The Grass is Greener], UMK as first runner-

up, and UTHM as second-runner up.102 UTHM’s initiative is an example to help sustain 

the presence of the event and theatre in public universities.  

                                                           
102 Rumputnya Lebih Hijau is the work of Lenny Erwan and the play was directed by Syafiq Syazim. UM 
also won for best script, best actor, and best director, while UMK for best technique.  
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However, certain universities are still shy of the programme, a concern which 

has been expressed by Latiff (2006) who used to serve as an academic in the field of 

theatre education and as head judge in the 2006 Cycle. Furthermore, retaining 

membership should also be one of the agendas in MAKUM Theatre as universities have 

opted out of the programme as seen in the current cycle. The programme’s survival and 

sustainability should not depend on the basis of new intake students as a new cycle or 

season begins but the commitment of its alumni as well. 

The students’ influence in decision-making should be expanded as part of the 

main stakeholder in MAKUM Theatre. They should therefore have ownership over the 

programme. The typical demography of MAKUM programme is marked by students 

and cultural officers. Largely missing from the scene is the presence of the academic 

population, and this separation can be a damaging factor. Inputs and feedbacks obtained 

from diverse parties may assist in the development of the project that is carried out as 

well as in the identification of issues and probable solutions to the problems based on 

different perspectives. This may further increase the sense of MAKUM as a serious 

contribution to academia.  

At the time of this write-up, UPSI as the current head secretariat has yet to 

organise the Theatre Festival even though the university offers a theatre programme, 

and is therefore likely to possess the facility and resources to organise the event. The 

Festival has not seen a healthy and active presence in the scene following the 2014-

2015 Cycle.  

 

CHAPTER SUMMARY 

This chapter has discussed MAKUM and the Theatre Festival 2014-2015, giving an 

account of the organisation and its fundamental establishment, along with its 
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possibilities and limitations. What can be concluded from this review is that the Festival 

has most likely deviated from its earlier principles and objectives. The Festival’s 

continued structure as a competition appears outdated and restrictive towards other 

opportunities. Nevertheless, the format as intense competition and the treatment of 

some officers towards others of their rank and the students, though insensitive at times, 

also serves as a dose of reality. No longer are students protected by the safe environment 

afforded by a university, but they get a taste of what it is like to work outside academia 

where competition is stiff and how to handle and manage difficult issues and matters. 

A positive note is the Council’s openness towards experimentation and change. For this 

project to be a success, sacrifices in terms of time, energy and money are needed. The 

fact that students were willing to make these sacrifices indicate that positive aspects of 

the event surpass the negative.  

The next chapter will further discuss this concept based on several other models 

of theatre application in tertiary education and their parallels to the MAKUM Theatre 

Festival. It is hoped such an effort will provide a better perspective in determining the 

potential effectiveness of the Festival in comparison to other models of theatre in the 

academic sphere. These models were selected based on the literature review conducted. 

The models are large-scale projects meant for the involvement of various industries in 

theatre and the collaboration between the arts and other disciplines, a feature of the 

MAKUM Theatre Festival which this study wishes to emphasise. These projects appear 

as full-scale national endeavours for the betterment of a country’s arts system, 

heightening their credibility to a certain extent.   
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CHAPTER THREE 

THE SELECT MODELS 

This chapter presents several models which have been applied both in and outside 

Malaysia for the purpose of examining further possibilities for the arts in Malaysia’s 

higher education system and the MAKUM Theatre Festival. This is presumed a 

worthwhile endeavour in view of the country’s educational shifts, particularly in the 

inclusion of arts education in national schools, and in the MAKUM’s attempt at 

restructure. The review is concentrated on notable arts projects, rather than formal 

university academic programmes, in consideration of the study’s emphasis on the 

MAKUM Theatre Festival. Furthermore, this study also deems that there are ways in 

which the university arts programmes in Malaysia can be developed based on the 

country’s own cultural and artistic roots, albeit with a little help from foreign inputs. In 

general, the selected models accentuate the value of the arts, especially in education 

and post-education. Chapter Three, in essence, is divided into two main sections. The 

first section describes the individual models, whereas the second section reflects on the 

applicability of creative models within the Malaysian context. 

 

A CONSIDERATION OF SEVERAL LARGE-SCALE THEATRE PROJECTS 

The models that will be discussed in the subsequent sections include the Creative 

Campus as pioneered in the US, Beyond the Campus, and the Cultural Economy 

Development Agency (CENDANA). The creative models are of particular interest due 

to their nature of integrating the arts into a much bigger objective. These models share 

similar themes which touch upon collaboration and cooperation as well as 
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sustainability, with the common aim to serve as platforms for the invigoration of the 

arts and creative projects. These models, in general, provide instances of how arts and 

performance are applied in a wide array of projects and programmes. The MAKUM 

Theatre Festival may not directly link to these models, and their shared attributes may 

not be clearly visible at first glance. However, they do share aspects that may be 

worthwhile to investigate with a view to MAKUM evolving, hence the aim of this 

chapter.  

 

The Creative Campus 

The Creative Campus was an ambitious initiative conceived in the United States. It 

came about as a result of E. Gordon Gee, then-chancellor of Vanderbilt University, who 

saw the potential of the arts to promote the university as a leading intellectual 

institution. As a result, sociologists at the university’s Curb Center initiated the Creative 

Campus programme to respond to the call.103 An earlier event which served as a 

motivating pinnacle to this endeavour was the 104th American Assembly session.104 

The Assembly acted as the catalyst for the Creative Campus, participated in by a 

distinguished committee consisting of sixty-four men and women representing a broad 

range of experience and competence and supported by several foundations.105  

The gathering examined the factors that characterised effective partnerships in 

education and the arts, and the projects, proposals, curricula, and creative forces that 

make such partnerships work (Brown & Tepper, 2012; The American Assembly, 2004; 

                                                           
103 Designed after Mike Curb, a philanthropist and recording artist executive.  
104 The American Assembly is a public policy institute founded and established by Dwight D. 
Eisenhower at Columbia University in 1950 and has for over 60 years fosters nonpartisan public policy 
discussions, holds meetings, and publishes authoritative books to illuminate issues of US policy.  
105 Held in March 11-13, 2004 at Arden House in Harriman, New York. Supporting foundations include 
the Ford Foundation, the Doris Duke Charitable Foundation (DDCF), The Dana Foundation, the AT&T 
Foundation, Pfizer and the Altria Group. 
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Watson, 2010). The Assembly decided to focus this project exclusively on the 

performing arts and their role within higher education as it recognised that together 

higher education and the performing arts shared a broad range of mutually supportive 

activities through which they enrich each other, and that they had specific opportunities 

and roles to play in nurturing a vital and thriving modern culture. It was this project’s 

intention to explore this crucial relationship and how, at every level and in every 

location, America’s colleges and universities offered resources for the training, 

sustaining, and presenting of the performing arts. 

 Throughout the Creative Campus movement, all participants also identified and 

analysed the multiple ways in which the academy and the arts relate to and reinforce 

each other. While not everything that followed was endorsed by everyone, this reflected 

the general discussions of the group. Without colleges and universities, artists would 

have fewer places to perform, fewer opportunities for employment, and greatly 

curtailed ways to engage their audiences. If the academy did not support the arts, the 

activity of entire performance forms - dance, theatre, music, and others - would wither 

or would be available only to those in areas of the country with the wealth and density 

to support them. To put it simply, the performing arts could not survive without their 

home in higher education (Fisher & Mortimer, as cited in The American Assembly, 

2004). Acknowledging the many avenues for exploration and ways to address the 

relationship, the Assembly explored only three areas of partnership or parallel activity 

between higher education and the arts. These were sustaining, training, and presenting 

the performing arts in American colleges and universities. Even within those three areas 

of concern, Assembly participants realised that their work represented only a partial 

examination of the Creative Campus. 
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Under the leadership of Arts and Science Dean Carolyn Dever, and guided by a 

multi-disciplinary faculty task force, Vanderbilt University launched its very own Curb 

Creative Campus Initiative, an effort to make creative expression, practice, and problem 

solving a core aspect of the university’s campus life and coordinated by the Curb Center 

for Art, Enterprise and Public Policy. The task force began meeting in Summer 2009 

and launched the initiative in Spring 2011. The purpose of the programme was to 

identify, support, and document cross-campus interdisciplinary collaborations that 

integrate the work of performing arts presenters in the academy and the surrounding 

community. Creative Campus Innovations projects incorporated a variety of campus-

based programs and activities that integrated the work of presenters into the life of the 

academy and community by working collectively with other college or university 

partners and community partners to maximise resources and capacities in the 

performing arts.  

The initiative was thought to have arrived at an opportune moment in the 

evolution of performing arts presenters nationwide; a time when the presenting field 

was seeing a breakdown in conventional approaches to booking and presenting touring 

artists and the rise of new forms of participatory creative expression such as dance 

flash-mobs and crowd-sourced librettos. This has resulted in a new sector-wide focus 

on engaging audiences more deeply, especially through technology (Brown, Mandeles 

& Novak-Leonard, 2010). The project goals were, first, to integrate the performing arts 

into the education, service, and scholarly missions of the academy and engage chief 

academic officers and executive leadership. Second, to provide opportunities to deepen 

and expand the participation of artists in the academy through long term residencies, 

commissions and/or other creative activities. Third, to identify, document, and share 
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lessons learned that will contribute to an evolving knowledge base and learning 

community for campuses and the wider performing arts and presenting field.  

 The Creative Campus depended largely on the belief that creativity should be 

fostered on campus and in society (Lingo & Tepper, 2010). The initiative built the 

capacity for faculty, staff, and students to harness their creativity and disciplinary 

knowledge to solve problems and advance innovation for the public good. The initiative 

also offered the nation’s first endowed Scholarship programme focused on creativity; 

academic innovations focused on creativity, innovation, and public leadership; and its 

signature campus-wide projects and pilots. While many jumped to the conclusion that 

creative is a synonym for the arts, the initiative viewed creativity as not just art and 

focused on the common creative process that threads through art, design, media, the 

physical and biological sciences, engineering and computer science, the performing and 

dramatic arts, entrepreneurship and technology development. Developing the capacity 

for creative problem solving and implementation of innovative solutions was the focus 

of the initiative. 

Acknowledging the importance of creativity in 21st century higher education, 

the initiative aimed to develop students who could ably engage in the creative process 

at a time when these capacities are needed by employers and society. To do so, the 

initiative focused on building students’ resilience, the willingness to experiment and 

take risks, empathic listening and inquiry skills, capacity to manage ambiguity, 

dexterity with design thinking and prototyping, the ability to tell their stories, pitch 

ideas, and reflect on their emerging narrative, implement their ideas, as well as fluency 

in negotiating and co-creating across disciplines, organisations, and cultures, and 

imagine and realise creative projects in a way that is engaging, rigorous, and fun.106  

                                                           
106 See www.curbcreativecampus.org 
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According to Tepper (2013), a consumerist culture on campus does not breed 

creativity.  In recruiting students, universities tend to ignore creativity as a potential 

selling point, and academics often fail to make creativity a priority in their classrooms 

due to organised teaching, perceiving education as information-transfer, and operating 

in a mass production mode akin to the industrial model of education. This so-called 

factory model of education claims that schools are sadly outdated. Universities are 

churning a large number of graduates who are unmarketable due to their stunted 

creative input and output (Denning, 2011; Watters, 2015). The Creative Campus 

steadfastly practices interdisciplinary arts exchanges as the goal is to heighten the 

importance of the arts in an academic setting. According to Brown and Tepper (2012), 

there is a growing awareness of the need to rethink the approach to knowledge and 

creativity within the academy. They argued that many believe academic and intellectual 

inputs are simply not up to the task of meeting and addressing the pressing economic, 

social, and scientific challenges in today’s world. The creativity and innovation 

necessary to solve non-routine problems requires interdisciplinarity. Moreover, new 

technologies drive opportunities for exchange across disciplines that were not possible 

in the past. And, student learning and engagement thrive when teaching is organised 

around student interests and real-world problems rather than narrow disciplinary 

perspectives. Finally, big grants from governments and investments in research by 

industry increasingly require universities to assemble interdisciplinary teams. These 

forces have led critics and reformers to argue that universities must adapt, calling for 

the end of departments as we have known them for the past 100 years. 

The basic precepts of the Creative Campus include interdisciplinarity, arts-

based inquiry, and exploration of the creative process (Brown & Tepper, 2012). Tepper 

(2004) highlights several significant features on the structural conditions for creativity, 
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which he later termed as “border” activity between disciplines. The first condition 

stresses the importance of collaboration, in that creative people need to engage with 

others in order to be creative. The second condition is diversity, in which such 

environments allow cross-cultural exchange opportunities. The third condition for 

creativity is that it is stimulated by interdisciplinary exchange. The fourth condition is 

time allocation and resources, and the fifth condition is a tolerant environment towards 

failure. McCulloch-Lovell (2006) also emphasises the importance of tolerating failures, 

defending odd and challenging ideas, as well as being open to other ways of thinking. 

In addition to pedagogical and logistical challenges, a Creative Campus initiative, 

according to Watson (2010), requires appropriate resources and a group of motivated 

and inventive individuals. 

 Brown and Tepper (2012) argue that at the heart of arts-based interdisciplinary 

work is the creative process: artists sharing their creative process with others; students 

learning about their own creative processes; faculty learning how to expose and 

integrate creative thinking into curricula; businesses seeking more robust creative 

approaches to product design; and arts presenters seeking a higher understanding of 

creativity in programming. According to Lingo and Tepper (2010), while readers often 

jump to the conclusion that “creative” applies only to the arts, leading programmes 

focus on the creative process that also threads through engineering, medicine, and the 

sciences. Creativity is rooted in a set of teachable competencies, which include idea 

generation, improvisation, metaphorical and analogical reasoning, divergent thinking 

that explores many possible solutions, counterfactual reasoning, synthesis of competing 

solutions, ability to communicate and persuade, and the skills and leadership to apply 

diverse and specialised expertise.  
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 Creativity flourishes in diverse environments where there are adequate 

opportunities for cross-cultural exchange. Tepper (2004) has famously suggested the 

campus “creativity index” to measure the creative environment of colleges in America. 

Creativity is stimulated by interdisciplinary exchange and creative work takes time and 

resources. It promotes an environment that tolerates and even encourages failure. This 

means that students are not expected to perform to the standard every single time, and 

that the mistakes they make may serve as a better learning process and experience as 

they learn from their error and attempt to not make the same mistake, rather than 

performing all the time and not being able to handle failure later on.  

The Creative Campus Innovations Grant Programme was also one of the greater 

outcomes that grew out of the 104th American Assembly meeting at Columbia 

University. This high-level dialogue catalysed a number of ideas for elevating the role 

of the arts on college campuses, one of which was the re-granting programme through 

Arts Presenters. The programme was designed to support a set of innovative 

performance-based projects on American campuses that more fully integrate the 

performing arts into the life of the academy and the surrounding community (Brown, 

Mandeles & Novak-Leonard, 2010). The Creative Campus Innovations Grant Program 

was established in January 2006 with an initial award of $1,500,000 from the Doris 

Duke Charitable Foundation (DDCF) to support exemplary campus-based performing 

arts presenters to develop and implement programmes and strategies beyond 

conventional practice that integrate their work across the academy. The programme 

encourages collaborations between the academy; including administration, faculty and 

students; and local community partners.  

Brown and Tepper (2012) reviewed the Creative Campus Innovations Grant 

Programme. According to them, the Association of Performing Arts Presenters, the 
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national service organisation for performing arts presenters, then created the Creative 

Campus Innovations Grant Programme with a grant of $3.5 million from the Doris 

Duke Charitable Trusts. The grant programme was designed with an overall goal to 

seed and support innovative, interdisciplinary programmes that brought together artists 

with a range of community and campus-based partners in developing programmes and 

strategies beyond conventional practice that integrate their work across the academy in 

order to stimulate arts-based inquiry, with the ultimate goal of elevating the role of the 

arts in academic life. The purpose of the Creative Campus Innovations Grant 

Programme was to identify, support, and document cross-campus interdisciplinary 

collaborations that integrate the work of performing arts presenters in the academy and 

the surrounding community. Grants were awarded to college and university presenters 

for projects that went beyond conventional practice and perspectives, featured 

innovative or experimental approaches, connected with arts and non-arts 

constituencies, and stimulated discussion and debate. Funding support were meant to 

both support new initiatives and deepen existing efforts to integrate the performing arts 

into the academy. For instance, surgeon and professor A. Scott Pearson’s Creative 

Expression of the Illness Narrative was a grant recipient, exhibiting research images 

curated by members of the Department of Chemical and Biomolecular Engineering.   

In 2007, eight campuses were awarded one or two-year grants totalling $1 

million to undertake innovative projects that had the potential to increase awareness of 

the value of and expand support for integrating the performing arts into the academy 

and the campus community. DDCF engaged WolfBrown to provide ongoing 

programme evaluations and their findings helped to reshape the process for the 2008 

grant programme. Over 170 campus presenters submitted applications for the second 

round of funding, from which panellists selected 31 semi-finalists, who were provided 
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small grants to further develop their proposals. In exchange, Arts Presenters gained 

permission to publish profiles of the semi-finalist proposals. The resulting publication, 

Creative Campus Sketchbook: 31 Proposals from Round 2 of the Creative Campus 

Innovations Grant Program, available from the Arts Presenters website, illustrates a 

deep level of interdisciplinary thinking in the presenting field (Brown & Tepper, 

2012).107  

The Creative Campus Innovations projects incorporated a variety of campus-

based programmes and activities that integrate the work of presenters into the life of 

the academy and the community by working collectively with other college or 

university partners and community partners to maximise resources and capacities in the 

performing arts. Each project must meet the following goals. The first was to integrate 

the performing arts into the education, service, and scholarly missions of the academy 

and engage chief academic officers and executive leadership. The second goal was to 

provide opportunities to deepen and expand the participation of artist(s) in the academy 

through long term residencies, commissions and/or other creative activities, and the 

third goal was to identify, document, and share lessons learned that will contribute to 

an evolving knowledge base and learning community for campuses and the wider 

performing arts and presenting field (Brown, Mandeles & Novak-Leonard, 2010). 

In their report of the Creative Campus Innovations Grant Programme, Brown, 

Mandeles and Novak-Leonard (2010) evaluated the first round of the Creative Campus 

Innovations Grant Programme (CCIGP) for the Doris Duke Charitable Foundation 

(DDCF). $1.5 million were invested in first round of CCIGP in 2016 to support multi-

disciplinary arts presenters. The second round in 2008 offered $2 million plus an 

                                                           
107 More information about the Round 1 and Round 2 Creative Campus projects and the universities 
involved can be found at www.creativecampus.org. 
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additional $310,000, an increase in amount due to the success of Round 1. Eight campus 

presenters were funded in Round 1, selected through a panel review process, involving 

a diverse array of arts-based interdisciplinary projects. The evaluation work was two-

pronged, focusing on supporting the grantees’ own assessment efforts, as well as 

conducting further research to inform this report. With technical support, the grantees 

developed their own logic models and undertook their own project level evaluation 

efforts. In addition, WolfBrown, a meta-logical model, was created and developed for 

the entire programme to address for outcome areas which are new models, 

sustainability, diffusion, and the efficacy of programme administration. The first 

outcome was concerned with new models, questioning whether the initiative sparked 

the development of new practices for integrating the arts into academic life and what 

they were. The second outcome involved sustainability, questioning which of the 

practices were sustainable, and whether the funded projects generated institutional 

support for arts-based interdisciplinary exchange beyond the grant period. The third 

outcome revolved around diffusion. Here, the question of whether the learning from the 

programme effectively diffused into the presenting field was asked. The fourth and last 

outcome included efficacy of programme administration, questioning whether the 

Association of Performing Arts Presenters was an effective intermediary. It was 

concluded that the grantees’ activities were excellent although faced with unanticipated 

events, students gained new insight into the creative process and have a larger 

conception of their potential role in artistic planning and collaboration, and a successful 

diffusion and efficacy marked by a strong response to the second call for proposals. The 

overarching strategy of the Creative Campus programme is to support exemplary 

campus-based performing arts presenters in developing programmes and strategies 
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beyond conventional practice that integrate their work across the academy. The ultimate 

goal of the programme is to elevate the role of the arts in academic life. 

In 2008, Arts Presenters received a renewal grant from the Doris Duke 

Charitable Foundation (DDCF) to provide a second round of grants to selected colleges 

and universities under the Creative Campus Innovations Grant programme for projects 

beginning September 1, 2010 through May 31, 2012. The changes and additions to the 

programme included an extended application process that includes planning grants for 

the second-round finalists to strengthen the relationship with the artists, build the 

campus and community partnerships and more clearly articulate potential impact that 

will address the overall criteria of the programme. Additional support would be given 

to first year grantees to further document and assess programme efforts and to mentor 

the new group of grantees; research and dissemination of best practices; and to expand 

learning communities established during the first grant period. 

 The Creative Campus movement is not without its critics. Some might argue 

that it is best to leave creativity unaddressed as it is something that cannot be easily 

taught, assessed, or measured. Some may add that the initiative is potentially an 

administrative device for collapsing programs, reducing faculty and staff, and saving 

money (Watson, 2010). In their white paper, Brown and Tepper (2012) examined the 

grant programme, significant insights into the nature of interdisciplinary arts-based 

inquiry and the challenges and possibilities such collaborations encounter on university 

and college campuses were brought out. Although the authors identified the issue of 

relevance and the issue of cultural and structural barriers in the application of the 

interdisciplinary initiative, in what they termed “transaction costs,” a third key finding 

offered hope in that is was found that the work of performing arts presenters can help 

overcome the identified challenges and barriers.     
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Proponents of the Creative Campus themselves have expressed difficulty over 

the programme’s execution. According to Brown, Mandeles and Novak-Leonard 

(2010), one of the problems was to do with how much interdisciplinary work can be 

accomplished by university presenters without special funding. To elaborate, the Round 

1 projects were extremely taxing on staff, and the authors believed that this level of 

activity could not be sustained without significant, ongoing financial support. Eger 

(2013) commented on the Creative Campus and reported on the proponents’ admittance 

over several barriers that were too difficult to overcome in implementing the Creative 

Campus. According to the author, one way to overcome this problem was to develop a 

strong curriculum embodying creativity at the heart of learning. Since it is not easy to 

maintain such a high-level venture and ensure the sustainability of the individual 

projects involved, the Creative Campus components have decided it best to include a 

creative component directed to all scopes of learning. This effort is hoped to familiarise 

students, regardless of their field of study, with the idea of creativity and to help nurture 

the learners’ creative aspect as a whole. Certainly, a blueprint on how best to approach 

this issue and to execute the plan is needed.   

 

Beyond the Campus 

The concept of the Creative Campus reached the United Kingdom after the conclusion 

of a two-year long project funded by the Arts and Humanities Research Council 

(AHRC). Under a project running between September 2012 and December 2014, which 

officially ended in January 2015, the Creative Campus was made available in the UK. 

As part of its Creative Campus initiative, an online research network, dubbed “Beyond 

the Campus: Higher Education and the Creative Economy”, was established. Mainly 

operated on a virtual platform by the Creative Campus Org UK, the website aims to 
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create a platform for academics, practitioners, artists, cultural organisations, business 

development managers and other university directors to exchange knowledge, make 

connections, and discuss collaboration between universities and the creative and 

cultural sector. 

 The research network was set up with four main objectives. Firstly, it aims at 

compiling a literature review of existing research which aims to address the role of 

knowledge exchange and collaboration across academia and the creative and cultural 

sector. Secondly, the network aims to develop an open knowledge platform that acts as 

a point of reference in the work of academics and practitioners in this area. The third 

aim is to develop a clearer articulation of the relationship between arts and humanities 

teaching and research and the creative economy through systematic analysis. The final 

objective is to explore international perspectives on the ‘creative campus’, in particular 

the Australian context, to better understand the different approaches and opportunities 

of the creative campus engagement from outside the UK. 

Among those involved in the project are Roberta Comunian from King’s 

College London, Abigail Gilmore from the University of Manchester, Richard Russell 

from the Arts Council England, Pablo Rossello from the British Council, and many 

others. Comunian and her colleagues worked on several papers that studied the 

relationship between artists and the creative economy, specifically in the context of 

higher education’s relationship with the creative practice community. One of the 

featured projects was “Love Story,” which was a short-animated film that captured the 

emotional journey of an academic and a creative practitioner as the figures meet, share 

interests and collaborate to produce a common project. Using the language of a ‘love 

story,’ the project was said to help audiences to reflect on the spiritual and emotional 

connections that may develop within a collaborative project.    
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Studies conducted for Beyond the Campus project are markedly international 

collaborative work and research activities, including workshops and conferences, with 

the findings and dissemination resulting from the research activities made available via 

the website. The local and international case studies shared on the website capture the 

variety of models and practices of interaction and engagement across higher education 

and the creative economy. Works in progress across the research network development 

include topics from creative graduates and creative education; universities, creative 

economy and creative cities, knowledge transfer, collaboration and creative economy, 

and artists or practitioners and higher education institutions. The project has resulted in 

a series of academic and broader engagement output, which is still ongoing. 

A search within the Beyond the Campus website reveals that four workshops 

have been carried out for the project, the first concerning higher education and the arts 

and cultural sector. It focuses on networks of knowledge and interaction between higher 

education and arts and cultural organisations and institutions. The seminar takes into 

consideration the relationships, practices and knowledge exchange between higher 

education and the arts infrastructure of the city and the important role played by local 

arts networks. It also looks at the impact of individuals and leadership in shared roles 

between higher education, public policy and arts and cultural organisations. Other 

dimensions include the presence of arts and cultural institutions within higher education 

institutions, shared spaces and partnerships among arts organisations and higher 

education and collaborative systems for professional, talent, and skills development. 

The second workshop involves higher education, communities and cultural 

regeneration. The workshop examines how higher education institutions contribute to 

the national socio-cultural and economic regeneration through processes, initiatives and 

projects which involve cultural and creative elements or strategies. It explores the 
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effects of these partnerships and considers how projects involving higher education 

institutions and national cultural and regeneration partners might reshape communities 

and economies in both positive and negative ways. It explores how the communities 

are engaged within the process, the roles they play, and the relationships, tensions, and 

exchanges of knowledge between higher education, communities and policy makers in 

the practice of regeneration. It also looks at the impact of higher education intervention 

in national regeneration from economic, social and skills perspectives.  

The third research workshop questions a third space for creative arts and 

creative industries, the role of higher education in creative platforms, spaces and 

networks. The workshop focuses on the collaboration, networks and spaces shared by 

creative industries; including creative practitioners, artists and freelancers; and higher 

education. It looks at both formal arrangements and practices, such as residencies, 

workspaces and teaching; as well as informal networks and shared activities. It also 

considers the issues of sustainability and asks how benefits are equally shared by the 

partners involved. It also examines the role played by institutions, geographies and 

policy frameworks that influence the development of these shared initiatives. The final 

workshop touches upon higher education and creative knowledge; exploring digital co-

production and communities.  

 

CENDANA 

Perhaps it is worth mentioning that a more recent development in Malaysia is the start-

up of CENDANA, which stands for the Cultural Economy Development Agency, on 

6th September 2017 as a result of then Prime Minister Najib Razak declaring the cultural 

economy as Malaysia’s new asset. This experimental Government initiative is at its 

initial stage, aiming to act as the country’s new arts and culture agency. Conceptually 
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more akin to Beyond the Campus in the UK, CENDANA positions itself as an umbrella 

body with enough resources and expertise to reach and improve the cultural sector of 

Malaysia’s creative economy. It acts as a connector between creators, regulating bodies, 

private investors or businesses, policymakers and consumers with the intention of 

transforming Malaysia into a cultural destination. The agency also aims to develop the 

arts and culture sector within the creative industry.  

In order to achieve the objectives, several strategies have been laid out. Among 

the approaches are: contributing to the economy and creating vibrancy by energising 

the arts, empowering the communities and reorganising policies. Another of its 

concerns is encouraging sustainability and furthering increased demand through public 

programming, building a centralised portal for cultural events, ensuring more efforts 

are made to market Malaysia’s art and culture internationally. To improve supply, the 

agency offers training in the arts and helping artists by providing support in spaces and 

offering arts investment programme to help fund creative projects. The funding offered 

is, notably, the Emerging Artist Incubation Funding Programme and the Mobility 

Funding Programme, with the latter involving theatre and other performing arts. All of 

these efforts are made in order to improve access to high-quality Malaysian art locally 

and abroad. The agency has thus far successfully made several collaborative projects 

and partnerships. One of the collaborative projects was the teaming up of CENDANA 

and the Malaysia Trade Development Corporation (MATRADE) to develop and export 

the creative industry abroad. The agency further projects to create more than 125,000 

jobs in the near future. The establishment of CENDANA is nevertheless a positive 

development in the arts scene in Malaysia even without its direct link to education. It 

supports theatre enthusiasts and projects in terms of consultation and finance, allowing 

a greater number of productions and security for the projects.  
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MEASUREMENT OF CREATIVITY AND MULTIDISCIPLINARITY 

According to Battistella (2004), there is a need to evaluate the creative interaction 

between the campus community and the campus itself in terms of creativity. Leong and 

Qui (2013) provides a creativity assessment scale for arts education. They posit the 

openness towards creativity, the significance of knowledge and skill, and the 

demonstration of creative nurturing. Fields and Bisschoff (2013: 51) came up with a 

theoretical model to measure creativity at the university (see Figure 4.1). 

 

 
Figure 4.1 Model to Measure Creativity at a University 

 

 According to the model, personality and cognitive psychology are the broader 

influences of creativity. Creative constructs in tertiary education from these two 

branches include innovation, imagination, originality, sensitivity, frustration, and 

independence. The creativity of students in higher education has been an increasing 

focus of research. findings from a study indicate students’ perception of the likeliness 

of universities to foster creativity. Ways to achieve this include the influence of 

university teachers, the enhancement of the students’ transferable skills, collaborative 

learning, and special university events (Burkšaitienė, 2018).  
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With the emphasis on creativity, this study attempts to measure public 

university students’ perception of creativity and the MAKUM Theatre Festival through 

the use of self-developed questionnaires. Largely a pre-test of the theoretical 

underpinning of the Creative Campus, this explains for the rudimental presentation of 

the data and analysis. This secondary method of the data collection merely aims at 

testing out the likeliness and outcome of a quantitative-based analysis of the element of 

creativity and Theatre for MAKUM, motivated by the Creative call for the 

measurement of creativities among universities. A further motivation for the inclusion 

of this type of data and analysis was due to the need to determine Malaysian university 

students’ views on the public universities in Malaysia and the MAKUM Theatre 

Festival along with the variable of creativity, among others. The results of their ratings 

would provide a general view of their perception on the universities and the Festival. 

Such would allow us to determine whether these independent variables are viewed 

favourably or otherwise among the said population. 

Questionnaire directed to the university students generally measures their 

perception of creativity in education. 37% of the respondents agreed that creativity in 

promoted in Malaysia’s higher education. Another 34% were neutral while 16% 

strongly agree to this item. Meanwhile, a total of 38% of the respondents agreed that 

creativity has been successfully promoted in the country’s higher education, and 39% 

remained neutral. 43% of the respondents agreed that creativity is apparent in all 

academic disciplines and 30% were neutral. Almost half of the respondents (i.e. 45%) 

agreed that creativity is more apparent in performing arts-based programmes, and that 

creativity is more inherent in informal or non-academic based education (i.e. 46%). A 

high percentage of the respondents believe that creativity is important in education (i.e. 

46% strongly agreed, and 38% agreed). 46% agreed that their university faculty 
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promotes creativity in learning, and 45% stated that their programme aims to produce 

creative learners. Additionally, the courses and academic contents allow creative 

engagement among learners (i.e. 48% agreement). Academic or course instructors 

ranked high as they were believed to encourage creative thinking and problem-solving 

(i.e. 51% agreed to this item). Nevertheless, most respondents were neutral when asked 

whether the lectures and tutorials are conducted creatively (i.e. 41%). Another positive 

outcome is that 41% of the respondents agree that the university faculty caters for cross- 

and inter-disciplinary exchange. More than half of the respondents felt that academic 

disciplines need to collaborate in creative cross- and inter-disciplinary exchange (52% 

agree, and 27% strongly agree). 47% of the respondents noted that they have engaged 

in creative cross- and inter-disciplinary exchanges, and 48% stated the likelihood of 

their engagement in creative cross- and inter-disciplinary exchange. Interestingly, 46% 

of the students agreed that participation in the (performing) arts is encouraged in their 

programme. Another 31% remained neutral. 

The students also felt that the knowledge and skill they gained are enough to 

equip them in the future (i.e. 37% agreement). Many believed that the knowledge and 

skill that they gain are for life (i.e. 36% agree, and 48% strongly agree). A high 

percentage of the students would like to learn more about creativity (i.e. 41% agree, 

and 37% strongly agree). They further view that the performing arts programmes need 

to be made more relevant (i.e. 39 agree, and 28% strongly agree). 

The university students were further asked to rate the level of creativity in their 

university. 36% felt that they have a good university environment which promotes 

creativity, and 38% were neutral. A total of 40% of the respondents ranked the 

university faculty as good in terms of creativity, while 39% were neutral. The 

programmes and course contents both received a positive result and deemed good (i.e. 
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46% and 47% respectively). Non-academic activities within the university were also 

regarded good (i.e. 45%). The same goes to the earning methods (43%), although 40% 

were neutral on this item. Interestingly, the students were neutral when it came to both 

the academic and non-academic staff (i.e. 40% and 42% respectively), but regarded the 

student population and themselves as better at creativity (i.e. the two items recorded 

good at 50% and 42% respectively).  In sum, the outcome of the survey-questionnaire 

among public university students has been a positive one, albeit academic and non-

academic staff ranking lower in terms of creativity.     

In another version of the survey-questionnaire, students who participated in the 

MAKUM Theatre Festival 2014-2015 provided their perspective on the Festival and 

several aspects of creativity. 57% strongly agree and 37% agree that the programme 

enhances creativity. Another 53% strongly agree and 41% agree that it promotes cross- 

and inter-disciplinary exchange. Similarly, the Festival promotes lifelong learning (i.e. 

40% strongly agree, and 42% agree). The respondents also believe that MAKUM 

Theatre Festival promotes multiculturalism (i.e. 52% strongly agree, and 35% agree). 

This finding deviates to the study’s observation which records a striking imbalance in 

the presence, involvement, and representation of other cultures and races in the Festival. 

A large majority of the respondents are of the opinion that knowledge and skills other 

than the performing arts are necessary for the Festival (i.e. 54% strongly agree, and 

38% agree). Unsurprisingly, the majority respondents also deem that the knowledge 

and skills utilised in the Festival are both academically and non-academically beneficial 

(i.e. 49% strongly agree, and 43% agree). Similar findings were recorded in the 

interviews.  

Moreover, many consider that the Festival has been effectively organised (i.e. 

51% agree, and 30% strongly agree), and that the zones have been objectively divided 
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(i.e. 46% agree, and 26% strongly agree). However, the interview sessions have 

revealed a contrasting finding as both students and non-students have expressed 

reservation towards the zoning system. 48% of the respondents reported that the 

Festival’s workshops and support system have been effective and balanced throughout 

the three zones. This is another dissimilarity in the findings as the observation and 

interviews show an imbalance in the availability of workshops and support systems. 

Item measuring the jury panel also produced a positive outcome in which 46% of the 

student-participants deem that the judging and selection process have been fair. Again, 

this was one of the issues highlighted in the observation and interviews. Many 

expressed their dissatisfaction over the judging system and evaluation, especially in the 

north zone selection stage. The respondents’ assessment of the Festival’s timeframe 

shows that the majority was neutral (i.e. 41%) towards it, while 30% agree that it has 

been too lengthy. This result is similar to that of the interview. I would attribute this 

finding to the fact that teams competing in the Festival had differing involvement 

timeframes. Those in the middle zone had to wait longer than those in the east coast 

zone to reach the finals. The change in team members among some of the teams due to 

other commitments, final year and graduating students is another factor to consider. 

Some may therefore feel that the duration of the programme had been acceptable as 

they are only joining at a later stage and new to the Festival. In another item, 44% 

agreed and 31% were neutral in that the MAKUM Theatre Festival focuses too much 

on being a competition. Some of the respondents were also idealistic to rate the Festival 

as a world-class production (i.e. 39% agree) and that it has reached an international-

level audience (i.e. 34% agree), but ironically believe that it needs to be promoted in a 

broader manner (i.e. 49% strongly agree, and 40% agree). The fact that the MAKUM 

Theatre Festival is deemed to be such an upscale and successful programme which has 
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found success abroad is debatable as finding from the interview indicate otherwise. The 

Festival continues to seek recognition and is aspiring to reach the Asian level.  

In their assessment of creativity, 51% of the respondents rated the university 

theatre troupes as having a good level of creativity. Similarly, creativity in the 

productions were rated good as well (i.e. 53%). The judging and administration each 

recorded 49% and 48% level of good creativity. In another item measuring the diversity 

of participation in terms of race and gender, 41% of the respondents deem it as good.108 

This observation contrasts to the position of this research which argues that diversity in 

terms race is highly limited. The respondents for both set of questionnaires were largely 

composed of Malaysian Malay male and female undergraduate students in non-

performing art fields and in their early years of academic programme. In general, both 

groups reported a positive outcome in which the overall rating of the universities and 

the MAKUM Theatre Festival was encouraging, evident by the high ranking of the 

items. Apart from that, as the questionnaire was distributed at the start of the 

programme, the outcomes were therefore expected as the students were in the early 

stages of the event. This contrasts to the interview which was held following the end of 

the zoning stage. By then, the students have had more experience of the overall process 

and therefore may have a change of opinion and more thoughts on the matter.  

Nevertheless, the findings serve to show the aspects of the university and the 

MAKUM Theatre Festival which are considered problematic, even if a little, for the 

students. A further analysis highlights items which recorded the highest percentage of 

disagreement which is more inclined towards negativity. They include the creativity of 

the lectures, the promotion of creativity in Malaysia’s higher education, the prominence 

of creativity across all academic disciplines, and the adequacy of the knowledge and 

                                                           
108 See Appendix Li and Appendix Lii for the result of the survey-questionnaires. 
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skill gained for the future. In the assessment of the MAKUM Theatre Festival, items 

on the diversity of participation, the reach of an international audience and world-class 

productions, and the matter of competition and objectivity also recorded the highest 

percentage of disagreement implying a negative sentiment. These evidences serve as 

further proof over the issues addressed in Chapter Two of the 2014-2015 Cycle of the 

MAKUM Theatre Festival. Among others, the issue of the contended quality of the 

productions, the diversity of participation according to race, and the problem of biased 

judging and assessment were narrated.  

In talking about creativity, all respondents generally agree that the MAKUM 

Theatre Festival promotes creativity since it involves students of various universities 

and disciplines and that the level of creativity is gradually increasing. Moreover, 

creativity is apparent as the students are able to produce mature theatre and that the 

ideas come from the students. Such is attractive to the MAKUM Theatre Festival. 

 

(It) encourages creativity as it involves students from numerous universities in various 
disciplines... [UMCO2] 
It’s gradually increasing and getting better throughout the years. [UMCO2] 
… (able to) produce matured theatre in terms of staging, plot and others. [USMSC1] 
 
Promotes creativity because the presented idea majorly comes from the students alone. 
[USMSC2]  
 
Yes… they want everything to be developed by the students (production team, 
storyline), so for me when we have a team made up of students, the creativity will be 
enhanced (how to make the performance more interesting). [UTHMTP1] 
 
Yes, I think MTF opens up opportunities for theatre lovers especially for the younger 
generation like us to showcase our creativity. This is because…MTF…is very helpful 
in showing the creativity in theatre. [UUMTP2] 
Attractive and helpful. [UUMTP2] 
 

UMSC1 shares his observation that universities are displaying various sorts of 

creativities which are dependent on the training they receive. Non-theatre students are 

especially encouraged to enhance their creativity. 
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…each university is different in terms of creativity and it depends on the troupe’s 
coaching and training, if any… they are taught on how to create or do something 
creatively, logically and suitable for the concept of theatre they are doing. Non-theatre 
students are encouraged to enhance their creativity. [UMSC1] 
 

UMSAD1 provides a deeper elaboration on the aspect of creativity for her 

students. She believes that the sharing of knowledge triggers the development of new 

ideas which is a form of creative engagement. However, creativity must also be 

monitored due to the rules and regulations of the programme, thus a barrier.  

 

We encourage student creativity in their directing, acting and management…we’d 
select students who’ve received instruction and learning…but if they’re unable to 
execute something, we’d offer suggestions…the ideas combined will produce 
something new…from there we see the creative inclination of the students…this back 
and forth communication between the students and lecturers would lead to healthy 
debates on what works and what doesn’t…heightening the students’ creativity…We 
need to monitor and guide the students’ creativity so they don’t get lost or misdirected 
because we need a strategy, especially when we’re competing. We need to know what 
the judges like…we’re not making creativity secondary but are looking at it from a 
different scope and perspective, as we need to consider others’ reception towards it. 
But if we’re really pushing for creativity and ideas, then others’ reception towards that 
something is irrelevant. We’d just do what we want because we want to show people 
something new regardless of whether they’d accept it or not because like and dislike 
are subjective. [UMSAD1] 
 

The students also shared the creative aspect of MAKUM Theatre in further 

details. 

 

From what I observe (east coast zone), I saw creativity in terms of directing. There are 
troupes with very good directors teaching their members on physical movement and 
dialogue delivery. This is our weakness and we can’t develop in that sense. The 
creativity of the director is important as the director is the main pillar of a theatre 
production. The directors’ creativity has been different but great. [UTHMTP1] 
 
Yes, MTF encourages student creativity through script adaptations in the form of 
realistic staging which combine artistic elements such as monologues, dialogues, 
prologues, character, setting, audio and lighting, and others. These elements will help 
bring the story to life and effectively deliver the message. [UUMTP1] 
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The aspect of multi- and interdisciplinary exchange was also addressed. The 

respondents view it as a factor which exists in the MAKUM Theatre Festival, justified 

by the fact that the programme involves students in various fields. The Festival’s format 

of as a competition furthers this element. 

 

I think there is…If you look at the participants, we have students from UTeM who are 
mostly in engineering, the UiTM team is comprised of arts and non-arts students. UM 
is the same. Most of the student-participants are not those in performing arts. UPM 
doesn’t offer theatre studies but they do have theatre as co-curriculum which allows 
their involvement in theatre… Students who join MTF give full cooperation, 
commitment, and a strong work ethic… [UMCO1] 
 
To me, yes, very much, because MTF has connected us from different universities. I 
was able to gain colleagues from UUM, USM and these universities have theatre 
students unlike us with basically zero knowledge in theatre. We can ask them about 
how to do things. I gained a lot of knowledge from this link. We may have advantage 
in terms of props and sets as we’re technical students. We can also share our ideas with 
them. [UTHMTP1] 
  
(It) encourages students from different universities to learn new ideas and own 
discipline to increase skill and creativity. Each competition and performance give a 
different sort of experience. [USMSC1] 
 
(It) promotes cross/inter-disciplinary exchange [as] whatever competition will indeed 
[allow/offer] partnership in knowledge. [USMSC2] 
 

UMCO2 believes that the feedback sessions offer a space for cross- and inter-

disciplinary exchange. Furthermore, he suggests that anyone can do theatre when 

equipped with the necessary and relevant knowledge. 

 

...it’s so true that it encourages cross/inter-disciplinary exchange...feedback session at 
the end of the programme provides input and sharing of knowledge… [UMCO2] 
When you do something, equip yourself with the necessary knowledge…a student in 
technical studies may produce theatre and accomplish it based on his/her knowledge 
in theatre as well as his/her own discipline. Theatre does not belong to only those in 
theatre. [UMCO2] 
 

The various approaches of the productions are also proof of this exchange. 
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What we produce and the response we get are different because outsiders’ approach 
and our approach are not the same. We can see the difference because not all outsiders 
have the basics in this field academically. When we combine between ourselves as arts 
students and those with experience in the field, then we’ll produce something 
different...you can say it’s rather rare… [UMSAD1] 
 
Yes, I totally agree with that…especially on exchanging ideas. There are those in MTF 
with no background in the (performing) arts…there are those from medicine, 
management; they voluntarily join because they have interest in it and they have talent 
as well. Indirectly, they’ll obtain knowledge in performing from those with a 
background in the art. Visual and architecture students help us to sketch our ideas from 
their own perspective, in designing the sets…they have detailed ideas about these 
things as they have been educated so…they’re very sharp in these matters…so when 
we involve these creative fields together, it is something highly beneficial as we also 
get to learn from them and they also learn from us. They’d say our course is very 
enjoyable and fun because they want to express what they feel inside and their senses 
non-verbally…in performance…Arts exist in everyone, but it’s a matter of directing it 
to which…Exchanging ideas is very good because our ideas and knowledge are 
different depending on our point of view. That is why we need both verbal and 
nonverbal communication between different courses and fields. We need to organise 
talks to gather outsiders’ view of our field and how can we solve issues in performance 
from the feedback we gain from them. We shouldn’t disregard outsiders’ opinion...we 
shouldn’t think that we are experts in our own field… [UMSAD1] 
 

UMSC1 also shares his point on the matter by providing examples of how the 

exchange may occur, and voicing a similar sentiment expressed by UMCO2. 

 

To me, it does… In theatre, there is also carpentry work. Theatre practitioners do not 
necessarily know how to woodwork. So, we look for those in the field of environmental 
design and seek their input on how to build something…as they know more about 
things like these... Outsiders’ input is highly beneficial for the workings of a theatre 
project. [UMSC1] 
They not only involve themselves in theatre, but they also learn from it. A medic 
student has the ability to produce a good script and good directing. [UMSC1] 
    

The respondents also provided their opinion of MAKUM Theatre and lifelong 

learning. The result was again positive as the respondents agree that the element is 

present in the Festival. Students already in the theatre field will continue to use this 

knowledge and skill in the future as they join the workforce. On the other hand, non-

arts students function as a support system for theatre. They would likely to look back 

at their involvement fondly and share this story with others. Others may take a break 
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and continue their involvement at a later time, or use the same production for a different 

programme or activity.  

 

From my observation, in most cases the students would ponder about the production(s). 
They would still be processing their involvement. Some would take a break and 
continue later by maybe using a similar play for another competition, showcasing their 
production in their own university or to perform outside the university. [UMSC1] 
 
I think that’s exactly what it is… Theatre students are trained and taught on how to 
handle production management work to the preparation etc. I think they’ll continue 
this work to become a director, producer, actor, arts manager, event manager…and 
they’ll do this continuously as they’ve been exposed to (this sort of) practical training 
through learning… this is for those who are in theatre courses and specialisation. Non-
art students from the faculty of economics, engineering, science and others are also 
encouraged and may continue their involvement in theatre. They may not work in the 
performing arts but they’d help to support large productions in numerous places... they 
may feel nostalgic when they look back at their involvement here… naturally, people 
would want to watch/view what they know, rarely would they watch something they’re 
not familiar with… “Why should I go? It’s a waste of money”… they may want to 
watch other performances as they are familiar with theatre from their past 
involvement…they’d share stories with their friends, so this is exactly a form of 
lifelong engagement…I think this continuous encouragement really needs to be 
highlighted so people won’t think our field (theatre)…is not a joke. It can be a form of 
self-skill which can be used in the future workplace…to lead, to manage, give ideas, 
creativity… I believe that whoever participates in theatre will likely have a continuous 
involvement…This field isn’t simply an arts field. Art is merely a mould. We can use 
external influences. For example, an economy student may use his/her knowledge in 
economy in the theatre context. We do not take sides. We simply give them a mould 
to include everything, because a play will include elements of religion…individual 
power, economic issues etc. This is why I say people are interested (in theatre), as they 
get to create. This to me is a lifelong involvement. [UMCO1] 
     
In terms of lifelong learning, any theatre production requires assistive knowledge. Any 
learning is beneficial for a production…the system that exists in any production in 
terms of management, stage management, and creative work such as directing, acting, 
and technicalities in sets, props, costume and make-up positively influence the 
development of human thinking, the spirit to work in a community and those 
knowledge can’t be obtained even for those in theatre if theatre is not produced. The 
question here is how a production becomes a school of human studies and humanities. 
[UMCO2] 
 
Yes, FTM promotes lifelong learning because theatre not only helps one on stage but 
also helps in everyday life that sometimes require values such as teamwork and 
leadership. [UUMTP2] 
 

Others have some sort of reservation, feeling that it depends on the individual. 
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That depends on the individual. For me, it is a lifelong learning which I’ll share with 
my students and my children. The knowledge I gain from MAKUM is what I can apply 
and share…I can compare and contrast for betterment. I have many samples which I 
can provide as examples…it depends on our own reception towards it. Some may feel 
that they’ve gained nothing but I feel that we learn something new every single 
day...whatever good and bad we do will affect others but this is a lifelong learning for 
me. [UMSAD1] 
 
It’s probable because MAKUM is not only for theatre. It also builds our soft skills. 
What we get and develop for one performance will make us more matured in handling 
other future programmes and things we want to do. [UTHMTP1] 
    

FURTHER POSSIBILITIES OF THEATRE AND EDUCATION IN MALAYSIA 
 
The creative models discussed touch upon several common themes and ideas ranging 

from the value of the arts per se and the ways in which arts can be improved and to help 

improve something. Basically, all the models reviewed are actively preoccupied with 

research and studies on matters relating to creativity, arts, culture, and the economy. 

The following sections will reflect on the models from the perspective of Malaysia and 

its higher education system and the MAKUM Theatre Festival.  

Scholars have been discussing the growing concern over the relevance of arts 

in campuses. Understanding of how, exactly, the arts contribute to creativity in other 

domains lags behind this assertion (Brown & Tepper, 2012). Aside from structural 

conditions, an important catalyst for creative work has long been attributed to the arts 

and Tepper has been very vocal about his belief in the benefit of arts in the creative 

campus (Tepper, 2004, 2006, 2013; Tepper & Kuh, 2011). For Tepper, this concerns 

the interplay between science and art. In their article, Tepper and Kuh (2011) suggest 

that one look into arts-degree programmes, which they believe are straightforward in 

addressing and nurturing students’ abilities and skills in creativity.   

In the United States, almost 20 percent of performing arts organisations have 

connections to American college campuses. An annual survey of incoming freshmen 

and women at one of the universities involved showed that students are increasingly 
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according importance towards the performing arts. Several other universities in the 

United States have also acted upon this idea of a creative campus by establishing task 

forces for the purpose of integrating arts across the campus in order to enhance the 

population’s creativity (Fuentes, Bridges & Clements, 2007; Pachucki, Lena & Tepper, 

2010; Tepper, 2004; Tepper, 2006; Watson, 2010). According to Fuentes, Bridges and 

Clements (2007), the University of Alabama’s creative campus movement was 

developed from a University Honours course titled “The Arts and the Public Purpose,” 

which led to the authors’ research into student attitudes towards creativity. A recent 

national study conducted by the Curb Center at Vanderbilt University, with Teagle 

Foundation support, found that arts majors integrate and use core creative abilities more 

often and more consistently over other majors, and students in arts majors demonstrate 

relative advantages on additional creativity skills as compared to students of other 

disciplines (Tepper, 2013; Tepper & Kuh, 2011). 

In his essay, Watson (2010) begins his study of theatre production in the liberal 

arts based on geography, which was, specifically, the theatre location. Among his 

immediate concerns was to answer the question of how theatre production might 

become a creative campus agent, which in consequence brought about a different set of 

challenges. Innovative and multidisciplinary projects and programmes linking between 

arts and other areas increased, and it was reasonable to assume that theatre would 

subsequently be included as part of the initiative. In his review of the Curb Centre’s 

mission statement, Watson (2010) states that Tepper and his colleagues at the Curb 

Centre followed a mission statement that was grounded in the art of theatre: “theatre 

brings people together” in that “it is a shared experience, authentic and enduring, 

displaying campus creativity and acting as a prototype for integrative learning” 

(Watson, 2010: 182). Collaboration, one of the fundamentals of creativity, can have a 
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dualistic contradictory effect in being both frustrating and gratifying. When working 

with a group of diverse people all with different thoughts and ideas, it can be a challenge 

to find common ground and agreement on a particular point or issue. Nevertheless, 

successfully overcoming the challenge will be rewarding in that a project can take place 

in more ways than expected. In organising a forum on the creative campus initiative, 

Watson and other forum participants raised several questions that require further 

deliberation. They included concerns over time constraint, funding, resources, leniency, 

quality control, redundancy, authority, and scepticism over interdisciplinarity. It is not 

easy to determine the link between the arts and the field of sciences, for instance. And 

even if a link is found, there will further be the issue of the right manner of application. 

However, surpassing all these concerns was the need to ensure that the arts remain 

relevant in academia (Brown & Tepper, 2012; Watson, 2010). 

The education system in Malaysia has received its fair share of criticism from 

the public, as discussed in Chapter One. The Ministry of Education Malaysia (MOEM) 

has recognised and acknowledges the role of art in creating a high standard society. In 

line with the National Education Policy and the National Culture Policy (NCP), as well 

as Chapter 23 in the Ninth Malaysia plan in connection with Enriching Culture, Arts 

and Heritage towards establishing a complete society, superior and attentive to the arts, 

MOEM has mobilised several plans in order to achieve the mentioned objective. This 

pure objective is consistent with the Mission and Vision of the Ministry of Culture, Arts 

and Heritage towards producing a nation with a rich cultural heritage and great artistry 

and individuality. The existing gaps in the study of arts at the pre-tertiary level and 

tertiary level are still apparent. Rolling (2005), sharing his own experience of having 

gone through a more or less similar circumstance, notes that practice is the key towards 
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a lifelong learning endeavour in the arts. Hence, constant and continuous application is 

vital against this obstacle.   

Several of the public universities in Malaysia explicitly place creativity as one 

of the core values in the mission and vision of the arts programs that they offer. Aside 

from creativity, the arts program that University of Science Malaysia offers also aims 

for lifelong learning. The University of Kelantan Malaysia aspires to creative 

technology, whereas University of Pahang Malaysia ‘nurtures the culture of creativity 

and creative thinking.’ One of University Sarawak Malaysia’s educational goals is to 

foster a quest for lifelong learning, while University of Technical Malacca Malaysia’s 

educational goal is to nurture aspirations in students to be creative in problem solving 

and decision making. Interestingly, the university also aims for lifelong learning skills 

and to instil an appreciation of the arts and cultural values.  

Public universities in Malaysia have long been vocal over their endeavour to 

churn out creative learners who will be able to contribute to the workforce. The message 

for this aspiration has been delivered and connoted in various ways. Nevertheless, the 

push for creativity and innovation has again taken centre stage with the supposed dire 

pool of talents who are able to execute such skills effectively. Notions of the Creative 

Campus and Beyond the Campus are still alien to public universities in Malaysia, even 

though certain similar features are shared between the universities and the creative 

models. Whereas attempts at improving the arts courses can be observed, the changes 

are minimal as universities still continue with the traditional teaching and learning 

methods that they are familiar with. It is unknown to this study whether university arts 

programmes in Malaysia’s public universities have been asked to change and innovate. 

In Malaysia, there has been a push for local graduates to embark on 

entrepreneurship activity. This call was made due to the issue of graduate non-
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employability in the country. For one, MaGIC, the global leading creativity and 

innovation centre for entrepreneurs, was created to offer creative entrepreneurship 

workshops to empower the spirit of entrepreneurship, creativity, and innovation. This 

is where Beyond the Campus and CENDANA may have their roles effectively used. In 

Malaysia, arts graduates are dispersed into occupations that may not exactly require 

their expertise and university training. An effort like Beyond the Campus may help 

minimise this problem by finding ways that look at how best to use and apply arts into 

everyday living and career. Although CENDANA promises to increase the supply of 

jobs, this often-neglected sector faces a barrier in pushing itself forward despite its 

potential due to the presumption of its inability to offer a solid career (Majelan, 2017). 

The effect of CENDANA’s effort on higher education in Malaysia cannot be 

determined due to the absence of a direct link between the public universities and the 

agency. Nevertheless, the space for collaboration is there and it is worth to see where 

universities can enter into the projects. This is where the higher education system 

should further expand to engage in collaborations and projects outside the university 

campus.  

Apart from that, since Malaysia is rich in arts and culture, university arts 

programmes should be geared to be more inclusive of the arts of other races in the 

country. This is an issue often ignored and hushed up in the development of academic 

programmes. Often, they cater exclusively for the majority Malay group. CENDANA 

as a creative cultural agent attempts to address this issue by offering racially-diverse 

arts placed at the forefront of their mission. Nevertheless, with the recent change in 

Government in Malaysia, it remains to be seen whether the arts will come forth as one 

of the new Government’s main areas of concern and agencies like CENDANA will 

continue to gain support. 
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The study further enquired over the aspects of creativity and 

cross/interdisciplinarity in the university. Respondent UMSAD2 discusses the matter 

from the scope of the university’s theatre faculty, and UMKTP8 from the scope of the 

university theatre club. Whereas UMSAD2 belong to an established theatre faculty, 

UMKTP8 is the representative of a newly-established theatre club in a non-arts 

university. Moreover, the former has experience in MAKUM Theatre Festival, and the 

latter is new to it. Hence, striking differences in the findings are expected. 

According to UMSAD2, the faculty holds an annual Arts for Life Workshops 

for lower and middle schools in Sabah since 2012 with the aim of enhancing students’ 

soft skills through theatre. He believes that creativity increases learner comprehension 

outside the realm of formal assessments. For instance, in teaching feminism, students 

are asked to write a task based on the feminist perspective. Furthermore, creativity does 

not only belong to the arts but in life as a whole. Thus, the faculty pushes for the concept 

of ‘theatre is humanity.’ Additionally, the faculty engages in cross- and inter-

disciplinary efforts. Since theatre is humanity, it therefore involves numerous 

disciplines and expertise. It offers students from other faculties such as history, 

industry, tourism and hospitality courses to enhance their inter- and intra-personal 

skills. Students in the faculty are encourage to hold open auditions to invite others from 

various disciplines to participate in their programmes. They engage in healthy 

collaborative work and benefit them two-way. This effort has proven effective as they 

observe students returning for other programmes following their initial involvement. 

However, the lack of exposure to the diversity in creativity and creative work is 

identified as an obstacle. Hence, he suggests the need for more of that exposure. 

Moreover, teachers’ application of creative activities is strongly influenced by 

datelines, MQA and ISO audits, among others. He aspires for the Faculty to further 
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develop its programmes at the diploma and degree level and to become the hub for 

Borneo performing arts, calling for those in the field to devote to the arts and to love 

what they do. 

UMKTP8 shares further information on ATERA, which is short for Anak Teater 

Rajawali, an amateur theatre group established in February 2014 under the Sanggar 

Budaya University Cultural Unit in UMK. The club organises limited number of 

activities which include weekly theatre games, acting workshops, and event 

performances for Earth Hour and Innovative Festival, for instance. ATERA has yet to 

organise collaborative efforts but plans to do so with workshops in theatre which will 

be open to students in Jeli, Kelantan. Another of its plan is to hold an Arts Appreciation 

Night with the university’s cultural unit. 

The respondent believes that participation in theatre would cultivate discipline 

through training, ability to work under pressure, and increase creativity through the 

sharing of ideas. He also believes that the club has much to do to establish itself. The 

acquisition of knowledge and skill in theatre is regarded as of importance. This can be 

achieved by organising related workshops. Teambuilding is also necessary and can be 

achieved through weekend theatre activities, and performances serve to measure the 

team’s progress. The club aspires to reach a higher level of involvement and the 

respondent hopes that the club will remain active and gain prominence. He also feels 

that there is a need to embed love for the arts as the programme cannot be done when 

students are forced into it. As he is graduating, the respondent states that he would no 

longer participate in theatre.     

In light of these revelations, the following section proceeds to discuss the 

features of the MAKUM Theatre Festival which may well be examined to further 

illustrate and better understand this issue. The public universities are eliminated at this 
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stage due to the exceptionally large space for exploration which is outside of the scope 

of this study.    

   

A RECONSIDERATION OF THE MAKUM THEATRE FESTIVAL 
  
As explained in Chapter Two, the MAKUM and its Theatre Festival is a project 

involving university students of various disciplines. As such, the Creative Campus was 

regarded vital to study to gain greater insights into the workings of various arts-based 

projects at the university level. This effort may assist in the identification of strengths 

and weaknesses of the projects in the Malaysian context and probable solutions as 

outcomes. In addition, the Creative Campus has also enjoyed international level 

exposure and success, even reaching Malaysia’s close neighbour, Singapore. Thus, 

comprehension of the concept should not be out of reach for the country, particularly 

in consideration of Malaysia’s push for creativity in education as well. 

To recap, in discussing MAKUM and the MAKUM Theatre Festival, the 

mission of Theatre for MAKUM was shown to ensure the general public and all 

communities of higher education institutions, especially students, had knowledge, 

perception, and positively celebrated theatre and drama activities as an intellectual and 

leisure activity, born out of a refined, learned, and sovereign culture and civilisation. 

The MAKUM Theatre Festival operated on the objectives of invigorating theatre and 

drama activities as a campus community activity in order to cultivate students who were 

literate in the arts, as passion and tendency towards the arts was considered as 

something innate; to foster integration, toleration, and cooperation among students from 

various groups and ethnicities through group work, which will contribute towards a 

harmonious, safe, peaceful, and vibrant campus life; to assist university parties in 

offering alternative activities through theatre activities in order to discourage students 
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from engaging in non-beneficial activities; to provide a vehicle for students who 

possess a serious tendency in the field of acting, staging, public speaking, voice art, and 

music in order to sharpen their talent and knowledge in the field; and to enliven the 

campus atmosphere with artistic activities appropriate to one of the roles of higher 

education institution as the ‘custodian of high culture’. If theatre engagement really is 

something of value and benefit, it is ironic that this activity has not been made much 

more prominent in the lives of learners and students in Malaysia.    

 In Malaysia, university troupes engaging in theatre-based activities in general 

and the MAKUM Theatre Festival specifically are not necessarily performing arts 

students or any arts for that matter. The diversity of membership and participation in 

the event that is expected to encourage creative cross/inter-disciplinary exchanges 

among the student-participants is therefore a worthwhile academic venture. Further 

examination is necessary in order to determine the features of both the MAKUM 

Theatre Festival and the Creative Campus when they are put together for comparative 

purposes. 

Several notable distinctions between the Creative Campus and the MAKUM 

Theatre Festival in Malaysia’s public universities can be observed in a general 

assessment of the projects. For one, the Creative Campus emerged in the US, a powerful 

country with political, social, and economic advancements. In comparison, the 

MAKUM Theatre Festival is a humble project located in Malaysia, a country with the 

status of a developing nation. In other words, universities in the US have huge resources 

and private endowment funds at their disposal. Additionally, the difference between 

Western and Asian cultures may also be a factor in the analysis. On a lower scale, the 

Creative Campus was a result of the country’s call for creative problem solvers of the 

21st century. In response to this call, several academicians acted by proposing the 
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Creative Campus movement. Whereas the MAKUM Theatre Festival is one of the 

projects organised for MAKUM and handled by university cultural officers for the sake 

of arts preservation, the Creative Campus was conceived by academics who responded 

to the need in producing innovative thinkers with the help of the arts. In the former, arts 

are of the main concern, whereas the latter employs the arts as a tool to achieve 

something else. A key part of the Creative Campus is working with professional arts 

institutions so as to provide training and sustain the infrastructure of arts provision in 

the US. Whereas the MAKUM Theatre Festival serves to ensure people know about the 

arts, the Creative Campus has integrated professional theatre into its campuses in order 

to sustain the arts as well as to benefit educationally. The arts have been recognised as 

something useful and transferable to other relatable possibilities.    

The MAKUM Theatre Festival and the Creative Campus operate in a distinct 

manner to one another. However, they both share certain features that are like one 

another in essence. Both the MAKUM Theatre Festival and the Creative Campus 

function within the context of higher education. However, whereas the MAKUM 

Theatre Festival is operated among national public universities in Malaysia, the 

Creative Campus is more popularly applied among private-funded universities and has 

even gone global. This brings about the issue of government versus private-owned 

institutions, which has been an old point of debate over which proves to be better. This 

issue also brings us to the matter of financial standing, and in this case, securing funding 

for the programmes. As a government-bound institution known for its limited 

budgeting, the MAKUM Theatre Festival faces difficulty in securing enough funding 

to execute its programme, collecting a mere RM 1,000.00 per university entry. The 

amount is way higher for Creative Campus projects, with each successful candidate 

offered the sum of USD 100,000 to USD 200,000. Whereas money goes to the 
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MAKUM Secretariat, funding is given to the student-participants in the Creative 

Campus. MAKUM, which is established in connection to this Ministry of Arts and 

Tourism, is also bound by the rules, regulations, and policies set up by the Ministry. 

Illustrated in the MAKUM’s goals and objectives are the ideals of the Government for 

the nation and the arts, which may sometimes go against the demand of the real world 

which is dominated by progress. 

Another matter of interest is the direct emphasis over traditional eastern values 

in the MAKUM Theatre Festival as opposed to the current western values in the 

Creative Campus which call for innovation and creation. Influenced by the mentality 

of people in a developing country, in particular fear over the loss of tradition, the 

MAKUM Secretariat tries its best to ensure the safeguarding of the arts and other 

values. This strict attempt to maintain tradition minimises the opportunity for 

participants to invent and to evolve the arts into something that is more acceptable and 

apposite for the young generation. The MAKUM Theatre Festival has been ignoring 

this potential even though evidence for innovation and creative inter- and multi-

disciplinary exchange is there. The programme may do better if it realises its ability to 

showcase the fusion between the elements and to further incorporate this into practice. 

Jennings (2016) provides a fair argument in that even traditions may be questionable. 

We have seen that in the history of theatre development in Malaysia, certain traditions 

are deemed wrong and thus unacceptable. UMCO1’s interview input may serve to 

explain this conundrum, in which theatre practitioners fear to deviate and to create due 

to restrictions and the possibility of non-acceptance. Hence, they rather conform to what 

is already accepted and recognised. 

Whereas the Creative Campus is implemented to cultivate creativity, and this 

creativity is enhanced through the arts, the MAKUM Theatre Festival is implemented 
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with the intention of cultivating the arts itself. Students are assumed to make use of 

their creativity to produce arts, such as theatre. The MAKUM Theatre Festival is limited 

in its conceptualisation and treatment of theatre by offering a slightly differing concept 

of creativity, marked by limited and vague definitive delineation. It misses the 

opportunity to see theatre as something more than a performance to maintain tradition. 

It is time for the MAKUM Theatre Festival to move with the global demand for 

creativity and innovation instead of being at risk of dissolving altogether, which will 

certainly be a huge loss for theatre enthusiasts and a wholesome cultural experience for 

many.  

Though the Creative Campus operates on a competitive scale, the end result is 

not in prizing who won the ‘contest’ per se, but rather to award the winner(s) with grants 

in order to pursue creative and artistic endeavours. The MAKUM Theatre Festival is a 

bit short-sighted in this sense, in which the result of the competition is merely for the 

sake of awarding the university with the ‘best’ production. Unlike the Creative Campus, 

there is no continuation of the theatrical endeavour taken up by the students in the 

MAKUM Theatre Festival.  

As stated, the MAKUM Theatre Festival is made up of a special Secretariat 

working with the Cultural Centres in the universities. The Creative Campus, on the 

other hand, came about as an idea among sociologists. This therefore explains the 

somewhat limited conceptualisation of the arts among MAKUM members and the 

broader notion of arts and creativity among the proponents of the Creative Campus. 

Furthermore, academic faculties and cultural centres may not see eye to eye on certain 

issues and there may be a breakage in the link between them. Non-arts faculty members 

may not be well-informed over the function of the Cultural Centre and its projects with 

this breakdown in communication. Attempts at a closer engagement in collaborative 
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and cooperative projects between academia and cultural centres should therefore be 

made to get the best of both perspectives. The Creative Campus is grounded by 

discussing topics and considering alternatives for national policy with participants 

including university presidents, professors, and administrators; performing arts 

presenters, artists, and representatives from government, business, non-profit 

organisations, and the media as well. This showcases the broader range of stakeholders 

in the project. 

Even though MAKUM, and the MAKUM Theatre Festival included, is still far 

from achieving something akin to the Creative Campus in its essence, it is still a worthy 

programme in engaging students with the arts. Students of various disciplines have the 

chance to engage with the creative spirit and this programme is important in that it 

serves as a non-formal educational platform within the formal context of universities. 

The idea of creativity and innovation is not unfamiliar territory to the MAKUM Festival 

even with its regulations and restrictions. Arts enthusiasts and scholars in the field have 

tested implementing the procedure for what is known as the Dekon, a portmanteau for 

deklamasi (declamation) and lakon (acting). Just like the MAKUM Theatre Festival, 

the Dekon Festival is one of the programmes handled by the MAKUM Secretariat. 

However, noting the difficulty in dekon performance, academics in the University of 

Malaysia Sabah (UMS) have attempted to provide a framework that will best suit the 

dekon, serving as a guideline. In the 2014-2015 MAKUM Theatre Festival, University 

Putra Malaysia (UPM) showcased its version of fast-paced theatre which received a 

positive response. More recently, the University of Tun Hussein Onn Malaysia 

(UTHM) organised a theatre competition, but that of only short theatre, as part of the 

arts festival, FEStKUM. 
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More recently, with the introduction of the integrated cumulative grade point 

average (iCGPA), MAKUM should also serve as a way for students to integrate their 

formal academic learning with programmes such as the MAKUM Theatre Festival. The 

iCGPA is in line with the first shift of the Malaysia Education Blueprint 2015-2025 

(Higher Education) in producing holistic, entrepreneurial and balanced graduates. 

Under the new system, students would graduate with a complete “report card”, detailing 

not only their subjects and performance but also the skills they picked up along the way. 

These include leadership, communication, entrepreneurial, social, and critical thinking 

skills which are much in demand in the real world (Ong et al., 2015).  

Beyond the Campus and CENDANA may offer reasons for future undertakings 

with the MAKUM Theatre Festival. Beyond the Campus, on its own, highlights the 

need for sustainability and lifelong learning, aspects which are not addressed in the 

MAKUM. Offering students and graduates the opportunity to embark on a promising 

career following their participation by providing access into the working world and 

collaborative projects in and outside the country may help boost the MAKUM’s appeal. 

So far, the restructurings observed in the MAKUM Theatre Festival have yet to prove 

highly effective as solutions to the issues faced by the programme.  

The appeal of the Creative Campus is strong with its claim of success, especially 

in a study held in the belief that something needs change and restructuring. Noting the 

issues raised in the MAKUM Theatre Festival, it thus appeared paralleling the two 

together in order to examine the pros and cons between them was justified. The creative 

models serve as a point of interest since the projects incorporated the arts and other 

disciplines to promote creativity and the arts and were initiated by academics in a higher 

learning institution, which held credibility.   
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Both the Creative Campus and MAKUM Theatre Festival operate in a 

competition format, albeit with a different manner of execution and awarding 

incentives. In the Creative Campus, grants are awarded for projects which embody 

creative interdisciplinary exchanges and innovation. The MAKUM Theatre Festival 

maintains the old-school award of ranking universities in terms of best performance 

and direction, among others. It is difficult to see what is to be gained from this. There 

must be more to the programme than having people come in and rooting for their own 

university representative troupe competing in the event. The Creative Campus’ follow-

up efforts are admirable to ensure continuity and evolution of the projects commenced. 

Competition in the MAKUM Theatre Festival may be a motivating factor but is also 

harmful in a way that it also results in prejudice and distance among some of the 

students, subsequently obstructing the building of relationships based on cooperation 

and collaboration.   

Whereas substantial amounts in the way of financial grants are offered to 

winning teams in the Creative Campus, MAKUM is unable to provide the same 

monetary reward. If money was not offered in the Creative Campus, would it have 

enjoyed the same success rate and participation? The MAKUM Theatre Festival has 

proven that even without any monetary incentive, the programme is still attractive on 

its own. This shows that recognition in the arts is of high value. Universities partaking 

in MAKUM Theatre may be motivated by artistic recognition, among others, but still 

worry over the financial burden as a result of their participation.   

Since the Creative Campus enjoyed independence and autonomy, it was able to 

construct its goals and objectives as it saw fit. Malaysia’s public universities and the 

MAKUM Theatre Festival are linked to the Malaysian Government, hence explaining 

censorships in the programme. Student-performers in the MAKUM Theatre Festival 
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had, in a way, their creativity regulated by the rules of the programme which 

emphasises steadfast accordance to the tradition and culture according to the values set 

by the Secretariat and ministries. Among those aspects regulated are language, 

mannerism, themes, values and others that are considered influential and imitative. This 

fear of negative imitation and preoccupation provides a rather superficial environment 

for theatre and the arts in general.  

The Creative Campus was able to thrive in the US due to the universities’ 

openness towards interdisciplinary exchange practices among arts faculties and other 

academic departments and colleges. Such practice has been limited in Malaysia since 

academic faculties tend to concentrate heavily on their own fields of study. In the 

University of Malay for instance, arts students are required to undergo courses in 

business and management. However, arts courses are not made mandatory for students 

in other academic disciplines. Hence, the promotion of arts-based courses among non-

arts students is not on a par with the promotion of non-arts courses for arts students. Of 

course, empirical evidence has proven the difficulty for arts graduates to secure 

employment, hence the need for supporting courses to motivate entrepreneurship, 

endeavour and enhance marketability. Nevertheless, the arts have been known to link 

to linguistic and literature courses, even those of a second language. This scenario 

proves the worth of cultural activities, like MAKUM Theatre, which engages students 

of various disciplines. In this instance, the role of university cultural officers is of 

significance as organisers and movers of cultural projects. To further this effort is the 

need for a more effective presence of academics in the field, those who can contribute 

ideas and conduct investigations on the phenomenon. Whereas the Creative Campus 

operated according to a scholarly goal, cultural objective took precedence in the 

MAKUM Theatre Festival and the involvement of academics is a matter of 



 

305 
 

transparency versus pellucidity. Observed were instances where academic assistance 

was sought in secret and raised controversy when made known due to the assumed 

student-centred nature of the programme. A healthier cooperative effort between 

cultural officers and scholars in the field would help alleviate this scenario which 

hinders cooperative and collaborative teamwork.    

Arts in the US, just like in Malaysia, is diverse and multi-faceted. Malaysia is 

concerned with preserving the old and traditional customs, arts, and cultures. Whereas 

the Chinese have greater means to showcase their arts due to their higher population, 

the same cannot be said with regard to the Indians and other minority races in Malaysia. 

In the US, innovation in the arts is possible with the country’s advanced status and 

development. In Malaysia, the migration of other ethnicities into the country has 

changed the economic landscape. However, the artistic landscape has yet to observe 

any direct effect of the movement. Whereas the Creative Campus has managed to 

expand its influence on other countries, the MAKUM Theatre Festival has yet to do so. 

Nevertheless, the continued interest in the programme is a positive indication of its 

appeal.   

In reviewing the creative models, this study does not claim any of the models 

as the singular model which can best fit the requirements for higher education in 

Malaysia and the MAKUM Theatre Festival for that matter. However, the models are 

flexible enough in that they encourage innovation and new ideas in collaborations. The 

extent to which the Creative Campus may be adaptable in Malaysia’s public universities 

and the MAKUM Theatre Festival depends on the stakeholders’ interest in encouraging 

new ideas and formats in Malaysia’s artistic scene and educational landscape. As much 

as one might seek to retain the ‘purity’ of the arts for purely artistic purposes, there is 

no denying the evolutionary role in which the arts should also contribute towards 
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generating the country’s economy. The interlink between education, arts and economy 

simply cannot be ignored in facing the demands of this century. Similarly, MAKUM 

Theatre should also move in line with this change in the demands for and of, the arts. 

This effort will provide a better link between the educational sector and the working 

world.  

 

After graduating, I began to question my next step. I couldn’t get a job; this field is not 
offered just anywhere, so I think something needs to be done. [UMSAD1] 
 

The respondents made several recommendations and suggestions to further 

develop the MAKUM Theatre Festival. UMCO1 suggests re-learning, re-

concentration, and re-imagination of the Festival. The officers need to challenge 

themselves in order to gain new ideas. This idea creation should be followed by action. 

Moreover, it should start with having the right knowledge and the realisation of own 

capability. 

 
 
We need to address these kinds of elements through re-learning, re-concentration, re-
imagination… We pose this challenge to gain new ideas… So, the issue is it’s not 
enough to just say without any action. There needs to be action and creation… Before 
we attempt to do something, we need to know that thing and have the proper 
knowledge. This is followed by understanding and comprehending. We then need to 
have a sense of appreciation. Then only can we make something out of it. To do 
something, you need to know that something and also your capability… [UMCO1] 
 

UMSC1 feels it necessary to delegate a small group of individuals early on into 

the project to assists with the MAKUM Theatre Festival. 

 

I would suggest every HEIs in the MAKUM to establish smaller groups between 1 to 
10 people who have their own secretariat. These smaller groups can then come together 
to help out with MAKUM and we can share the format for the MAKUM, what we 
need to do, the judging, venue, food and beverages, souvenirs, those things can be 
resolved earlier and they’d have good networking for everything… do not depend on 
the MAKUM officers alone as they have their own tasks ad responsibilities and they 
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may lack the time to do whatever is needed... MAKUM is big so each university needs 
to be alert of the many events in MAKUM. [UMSC1] 
 

UMCO2 suggests to have more workshops focusing on numerous things to help 

assist the students’ understanding and application. UTHMTP1 voices a similar 

sentiment of the need for the workshop as students need more exposure on the 

MAKUM. 

 

…to have workshops which can be divided into categories – directing, acting, costume, 
scenography - sets and props, lighting, audio, etc. These may look trivial but would 
have a great impact. [UMCO2] 
 
Attract more students and universities. Preparation through workshop will help as 
students will see its potential. (Students) needs more exposure about what is MAKUM 
(and) how to develop performances. [UTHMTP1] 
 

UMSAD1 feels it important to have a sort of continuation and publicity, along 

with the involvement of both theatre academicians and activists.  

 
 
don’t just end the competition there...we need publicity…an official webpage which 
can be filled with intellectual comments by activists and academicians… [UMSAD1] 
 

Other suggestions include to raise awareness, the involvement of international 

universities, and the focus on identifying and encouraging existing talents.  

 

MTF has to establish rules to enrich the Malaysian culture (and to) promote itself better 
to encourage art awareness among Malaysians. [USMSC1] 
 
Maybe to invite universities from abroad to join this competition. [USMSC2] 
 
To highlight existing talent and not for MTF alone. [UUMTP2] 
 

Although, UMCO1 would prefer an assessment scale to measure the success of 

the MAKUM Theatre Festival in terms of the rising number of participations. 
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If you can produce an assessment scale (graph chart) in terms of the teams’ 
involvement (2000-2004, 2004-2009, 2011…), we may see a rise… [UMCO1] 
 

In terms of future planning, UMCO1 shares the plan to continue with the 

MAKUM Theatre Festival to raise awareness among students and to build cooperation 

among students and officers. The secretariat also aspires for the MAKUM to reach an 

Asian-level stage. Others express a wish for the programme to be more systematic. A 

focus on facility preparation is shared by USMSC1.   

 

There are changes that we want to suggest. First of all, MTF will be continued. There’s 
nothing that we want to stop… Our objective is to promote the event, for students and 
officers to know one another… We’ve still yet to determine whether this is a suitable 
and feasible design… Changes keep happening as we have many heads making 
decisions… Our final resolution is final and shouldn’t allow any changes… [UMCO1] 
What we aim for now is to reach the Asian level which we have yet to achieve… We 
plan on showcasing the two best groups at the Asian level via study tours etc. We don’t 
want it to end here. Those who are successful should attempt to uplift theatre among 
HEIs. [UMCO1] 
 
I’m not sure but what I hope is the scheduling would be more systematic. [UMSC1] 
 
To build a larger auditorium and enlarge the existing one. [USMSC1] 

 

As for their future involvement and contribution towards the MAKUM 

Theatre Festival, again the result was unanimous in which the participants expressed 

their interest in joining the programme in the future. UMCO1 highlights the many forms 

of contribution of the Festival itself. Others expressed their intent to contribute to the 

programme for the sake of knowledge sharing, a smooth execution of the programme, 

as support, and others.  

 

There are many forms of contribution. We have theatre encouragement, development, 
conservation, growth…these are the forms of our contribution so that this thing will 
continue to last...to show, reproduce and highlight existing talents…to contribute 
towards the expansion of ideas, profession, work… [UMCO1] 
 
Yes, of course. I’d continue to share my skill and knowledge to whomever who wishes 
to learn. When we share knowledge, don’t think that we are losing our knowledge…we 
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are actually increasing our knowledge because learning is two-way…we also learn 
from our students…knowledge should be shared with sincerity… [UMSAD1] 
 
Yes, if I am given the opportunity (but) must be careful not to waste time. There’s a 
need for an organised chart to arrange the work accordingly and to avoid ad-hoc work. 
For example, the constant changing of dates. [UMSC1] 
 
I will contribute my skill in management to increase the public’s knowledge to obtain 
external support. [USMSC1] 
 
Definitely, I will contribute in ensuring the ceremony goes on smoothly. [USMSC2] 
 
God willing, if there is no obstacle from any party, I would join MTF in the future or 
maybe return to the stage. [UUMTP1] 
 
Yes, as it has helped me a lot. [UUMTP2] 
 

This serves as proof of its appeal and people’s willingness to participate and 

contribute towards the programme should therefore be appropriately used.   

 

CHAPTER SUMMARY 

This chapter has discussed the overall ideas generated from the selected creative models 

and their associated notions towards public universities in Malaysia and the MAKUM 

Theatre Festival. As can be seen, various universities across the world have interpreted 

and adapted it to their own ends. Even though public universities in Malaysia have 

never been known to have adopted the formal terminology of the Creative Campus or 

Beyond the Campus, evidence pointing towards the presence of such a similar effort is 

there. This can be seen in the universities’ practical engagement of theatre in 

cross/inter-disciplinary exchanges and learning such as in the MAKUM Theatre 

Festival, whether intended or not. The establishment of CENDANA is further evidence 

supporting the country’s concern in creating a steady platform for the arts in Malaysia. 

Analysis presented in this chapter suggests that the creative models may not be the 

perfect fit to the national higher education due to several factors such as race and local 

arts and in restructuring the MAKUM Theatre Festival. Nevertheless, the MAKUM 
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Theatre Festival possesses the potential to initiate a Creative Campus-like programme 

through the similarities it shares with the creative models. Multi-disciplinarity is 

attractive especially in light of the fact that securing work nowadays requires skills and 

expertise in many areas. Many have had to find work outside of their study fields. 

Theatre, for one, offers a venue in which participants can practice and gain knowledge 

and skills in a wide array of capacities. In general, the creative models are of exemplary 

nature to this study in which through its examination, ways to improve arts and 

education as well as the MAKUM Theatre Festival can be identified. Student-

participants in the MAKUM Theatre Festival should have this freedom to exercise and 

experiment with something new to reinvigorate interest in theatre and for the art’s 

further development and evolution itself. The Creative Campus and Beyond the 

Campus have been beneficial in that both models were initiatives carried out because 

of the present demands in knowledge and the workforce. The new Government of 

Malaysia and public universities in the country are only beginning to foster a better 

bridge between the two. MAKUM and its programme may also wish to advance its 

visions to move with current concerns of the nation. Granted, it is not easy to achieve 

what the models have managed to accomplish throughout these years, especially in 

consideration of issues in funding, practicality, sustainability and so on. However, 

improvements can be made with time and effort, even though they may be small. Thus, 

it is recommended that the MAKUM Secretariat should open its doors wider to consider 

other viable options in restructuring its programme. It is highly significant for theatre 

and the arts in general to expand into other avenues not only for the sake of 

sustainability but to widen the scope of the arts itself to progress with current times. 

Hopefully, by this design, the performing arts will be able to revitalise its connection 

with the masses in the local context and make itself more prominent.    
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CONCLUSION 

This study has been an investigation into the status of theatre in Malaysia and its role 

in Malaysia’s (higher) education system. Moving beyond the formal classroom setting 

in an attempt to grasp the general understanding and application of theatre among public 

university students, the MAKUM Theatre Festival has been subject to scrutiny in 

relation to several identified variables. The duality of theatre’s role as entertainment 

and edification has been considered along with its relation to other influencing 

constructs which include social, cultural, race/ethnicity, religious, political, and 

economic. These factors were viewed along the lines of influential state policies, 

namely the National Cultural Policy, the National Policy and Philosophy of Education, 

including (Malay) Literature education, and the policies of the organisation that is 

MAKUM and the MAKUM Theatre Festival. A further policy on the creative industry 

was referenced in the study’s deliberation on creativity.  

 An introductory chapter provided contextualising background knowledge on 

Malaysia from cultural, historical, educational and socio-political perspectives and an 

understanding of the scope of this study, including the research methodology. Among 

the specific factors discussed in Part A of the Introduction are a selective historical 

account of the country, the earlier development of theatre as a performing art in 

Malaysia, and the more recent political, economic, and socio-cultural conditions of 

Malaysia. Ethno-religious matters pertaining to racial relations and the beliefs of the 

people were also discussed. These elements serve to account for the comprehension and 

application of theatre among the population at large. The same chapter showed the 

conflicted view towards theatre of the Malay-Muslims owing to a perception that deems 

aspects of theatre practice to be unfavourable and seeks to restrict them. Even in the 
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absence of traditionalist elements of mysticism and animism in the forms of theatre 

today, certain individuals in the Malay-Muslim population are still apprehensive 

towards the performing arts in general. Irrespective of the issue of race or religion, for 

the broader population theatre is also viewed with scepticism in this developing country 

which places more importance on economic, scientific and technological advancement. 

Part B deliberated upon the methodology employed in the research, delineating the 

research scope, theoretical framework, instrumentations, data collection techniques, as 

well as data analysis procedures. As a qualitative ethnographic study, the participants’ 

experiences were documented via observation and interviews. Data was interpreted by 

corroborating the students’ accounts with my own annotations of the events and 

happenings.   

Chapter One discussed the presence and implementation of theatre in 

Malaysia’s education system from the pre-tertiary stage to the tertiary stage. Noting the 

issues of theatre education in Malaysia, including the limited pool of talents and 

opportunities for those in the field, especially for future career prospects, an analytical 

account of the role of theatre in Malaysia’s national education system was given. Even 

with the developments taking place with the gradual inclusion of theatre in academia at 

a school level, the effect was deemed rather limited owing to the small number so far 

of student intakes and schools offering a theatre education syllabus. The effectiveness 

of the School of Arts initiative remains uncertain and unproven with the absence of 

proper research and documentation of the outcomes of the programmes currently 

running. At university level, theatre education may be described as stagnant and 

compromised by the lack of innovation and the limited number of students, not to say 

specialised academic staff in the performing arts. There is a gap between theatre at the 

pre-tertiary stage and the tertiary level which is difficult to bridge. Public universities 
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in Malaysia are largely devoid of the needed pool of academics, practitioners and 

administrators, as well as the necessary facilities and equipment such as a proper 

performance venue. Theatre projects at the university level are mostly carried out as a 

form of elective co-curricular engagement.  

In an attempt to gauge the potential of theatre within the context of university 

education, the MAKUM Theatre Festival 2014-2015 was examined in Chapter Two as 

an existing case of co-curricular theatre activity. The Festival is unique in the sense that 

it is the sole larger-scale project for theatre involving the participation of undergraduate 

university students across public universities in Malaysia. The chapter began with a 

description of MAKUM and its Secretariat, moving to the establishment of the 

MAKUM Theatre Festival which was initiated by the University of North Malaysia 

(UUM) and later handled by the University of Malaya (UM). A further point of interest 

regarding the MAKUM Theatre Festival was its more recent restructuring and changes 

in the form of the Festival-competition. Perhaps the most significant factor in choosing 

the MAKUM Theatre Festival as an object of study was the nature of the participants 

which was made up of students in various disciplines and undergraduate programmes.  

In Chapter Three, several models of theatre application in academia elsewhere 

were analysed for the purpose of obtaining different perspectives on the possibilities of 

theatre projects within higher education. Selected models were the Creative Campus in 

the US, Beyond the Campus in the UK, and CENDANA in Malaysia. The study 

reflected on features of those projects in relation to the MAKUM Theatre Festival in 

order to establish how the latter might benefit from relevant aspects of the former. In 

an attempt to put theory into practice, the aspect of creativity was measured by way of 

surveys which were distributed to students in nine public universities in Malaysia (i.e. 

UiTM, UM, UMK, UMP, UMS, UniSZA, UPSI, USM, UTeM). Another version of the 
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questionnaire was designated for the MAKUM Theatre Festival 2014-2015 student-

participants which involved a total of students from eleven public universities (i.e. 

UiTM, UM, UMK, UMP, UMS, UniSZA, UPSI, USM, UTeM, UTHM and UUM). 

Results of the survey-questionnaire of public university students indicate a 

healthy perception of creativity in Malaysia’s higher education. However, academic 

and non-academic staff ranked lower than others in terms creativity according to the 

students’ perception. Results of the survey-questionnaire of the MAKUM Theatre 

Festival were also encouraging, as there is again a positive view of the programme as a 

whole. 

Qualitative data triangulation analysis which include observation, performance 

analysis, and interviews further provide information on the participants’ view of the 

MAKUM Theatre Festival and the possibility of theatre in Malaysia’s academia. The 

production analysis reveals students’ motivation and preference towards the use of 

original works, indicating an impetus for innovation and creative tendencies. There 

were also critical incidences and other prominent features which were observed, such 

as gender representation and the use of media and technology. 

Nevertheless, data analysis at this stage also suggests some contradicting 

findings. Among those observed were irregularities in the zoning system, imbalance in 

the support system, and transparency in the judging system. Others include the parallel 

between the aims and objectives of the Festival and its practical execution, and the 

matter of multiculturalism. An optimistic finding is the promotion of creativity, multi- 

and inter-disciplinary exchange, and lifelong learning.    
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Theatre in Malaysia, Malaysian Education System, and MAKUM Theatre 
Festival 
 
As a result of the investigation, this thesis has determined the extent to which theatre 

has been a feature in the Malaysian setting and the national education system. In 

general, theatre has yet to reach the general masses as a whole. Not many can claim to 

have ever experienced a live theatre performance. Its availability is subject to city-

bound locations, and even with its offering, theatre production companies struggle to 

survive, make profits, attract new viewers and retain existing ones. Theatre is therefore 

less popular (Hayin, 2018), and is a less accessible form of the performing arts, unlike 

dance. It is exclusive to those select practitioners, activists, performers, students, and 

spectators. Ironically, its high-end status is buoyed by financial discord. It caters for 

people with money but is financially unable to sustain itself. The economic appeal of 

theatre is also a concern and is a focus of the National Creative Industry Policy (Zulkifli, 

2019).  

It is clear, then, that theatre is not part and parcel of the Malaysian culture and 

identity when its scope of exposure, influence, and application is limited. Many of the 

forms of theatre, especially traditional theatre, have disappeared; even though they may 

exist in small pockets, they are unknown to the broad mass of people. Moreover, it is 

unknown whether all races in Malaysia ever consider theatre, in whatever shape and 

form, as part of their cultural identity. The National Culture Policy which has dictated 

the role of Malay art has been vague on this matter and does not really spell out the 

positioning of theatre across the races nor the Malaysian identity and culture. Yet, the 

fact that theatre is available to those who actively seek it is a positive sign as there is at 

least space and opportunity for the people to indulge in the art should they wish.  

In Malaysia, theatre has been both a threat and under threat. As a threat, it 

supposedly allows the dissemination of sensitive topics which is not likely ideal in 
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politics as political powers-that-be frown upon the idea of there being public forums 

for the discussion of political matters. It was a threat to religious forces due to its nature 

and its origins which are seen as diverging from dominant beliefs. In education, theatre 

is viewed as an inferior academic discipline, ranked qualitatively lower in the list of 

favoured and respected fields. It offers no security in terms of economic gains and 

career advancement. Ironically, Malay art forms were threatened by the Malays 

themselves, likely by Malay-Muslim religious extremists. However, the West has often 

been cited as a major influence in the disappearance of the Malay culture and identity. 

Non-Malay culture and performing arts in Malaysia were, on the other hand, threatened 

by the general Malay-Malaysian culture and the envisioned national/Malaysian 

identity.  

Most probably, the Chinese, Indians and other ethnic groups in the country feel 

pressured and forced to accept the culture and language of the Malays even though they 

are guaranteed the freedom to practice and retain their own cultures, languages, and 

traditions. In both cases, the principal agent is threat. As a result of this threat, the 

people in Malaysia are still debating over their racial and cultural identity. Moreover, 

the promotion of Malaysian literature which is often synonymous to Malay literature 

and to some extent Islamic literature among non-Malays is a further challenge when 

Malays also struggle to familiarise themselves with the many forms of Malaysian-

Malay literature and art. Any deliberation over the position of the performing arts 

(theatre) in the multiracial and multicultural populace’s demographic makeup has been 

missing. The MAKUM Theatre Festival welcomes the participation of non-Malay 

students, but these students are bound to adhere to the policies which are inclined 

towards the Malay culture, belief, and language. Thus, the representation of other 

cultures and races is largely absent in the MAKUM Theatre festival, a feature which 
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speaks volume about the programme’s partial reach and influence across the various 

races.      

Nevertheless, this study further confirms the development taking place at the 

pre-tertiary level in relation to theatre in academia with the establishments of the School 

of Arts and other incentives. However, its advancement at the tertiary level has been 

somewhat restricted as no other university is offering new theatre programmes aside 

from the already existing ones. Theatre is a specialised field in education and, as part 

of a university’s co-curricular activity, it helps promote a greater level of theatre 

engagement among students and others. The existence of theatre clubs and theatre-

based events and activities signals the presence of theatre at the university level and 

offers the most promising hope for its future development. It may well be that smaller-

scale theatre projects are more favourable and feasible than a larger-scale one such as 

the MAKUM Theatre Festival which is difficult to execute and sustain, as seen in the 

2014-2015 Cycle.  

Several other problems identified with the Theatre Festival for MAKUM 

include ineffective management and organisation, ill-equipped skills, minimal 

resources and facilities, and perceived lack of significance as well as value in its 

contribution towards serious education. Aside from that, the student productions were 

time and again criticised as amateurish. This does not do justice to the student-

participants and the theatre project itself. As we have seen, scholars like Ken Robinson 

have argued that schools tend to narrow the definition of intelligence with their 

emphasis on formal assessments and heed should surely be taken of this within the 

context of Malaysian education. The MAKUM Theatre Festival may be subject to the 

same criticism for its emphasis on the manner of judging as well. As both theatre and 

non-theatre students, the participants have shown their need for guidance and informed 
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input as they seek and value the judges’ comments and feedback on their performance 

and production. This signals their tendency and serious interest to improve learning and 

to learn from the art form of theatre specifically.    

The various conceptualisations of MAKUM and the Theatre Festival among the 

participants further indicates a lack of comprehension over the purpose of the 

programme, framed by the contested and irregular relationship between the aims and 

objectives and its practical output and manifestation. These factors are marked by 

inconsistencies, resulting from a lack of proper understanding of MAKUM and the 

Theatre Festival. Differing perceptions were uncovered as to the form of the MAKUM 

Theatre Festival as a competition and as a festival, and the purpose of the programme 

to cater for the art itself or the students. As the MAKUM is geared towards a bigger 

objective and role, it is unfair to treat is as merely another theatre competition. 

With the many stakeholders in collaboration, we should further question who is 

central in the MAKUM Theatre Festival. As a programme designed for students, it was 

surprisingly obscure at times who it was actually meant for. Some productions 

presented were overly controlled by covert specialists so that it was unclear whether 

the students themselves were generating ideas and solutions. Student creativity was 

stifled with the many regulations and rules pertaining to language, style, selection plays, 

and so on. On a positive note, the 2014-2015 Cycle was successful in generating the 

highest number of university participations and was duly completed even with the many 

issues and problems. 

Theatre in Malaysia serves as a form of entertainment and a tool in education 

as part of the creative industry. Creativity and innovation are prime factors for 

development, especially for a developing country such as Malaysia. However, exactly 

how Malaysian theatre and creativity are linked is not addressed in the literature. It 
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simply follows a general assumption that theatre is creative as opposed to considering 

the different elements of creativity. In Malaysia’s education system, theatre is of value 

when verified by its supposed positive pedagogical outcomes, and one of those is to 

carry a moral theme. Universities are approaching and applying creativity in many 

forms and levels, as suggested by the interviews with academic and theatre group 

representatives. However, collaborative multidisciplinary exchange is still limited. 

MAKUM and the Theatre Festival offers a space and site for this possibility. 

Nevertheless, as the Festival is not part of formal learning, those working in the field 

aspire to more recognition. One way the MAKUM aims to achieve this is by promoting 

the programme as high culture. However, this effort can be undermined by the 

contradicting behaviour and actions of certain individuals in the organisation. MAKUM 

therefore needs support at the lower level, particularly smaller-scale productions and 

activities across public universities in Malaysia.  

In the Malaysian-Muslim setting, theatre did not emerge as part of the Islamic 

culture and identity which may explain its contested relationship. Nevertheless, 

scholars like Ghulam Sarwar-Yousof have sought to extract the Islamic elements in 

theatre. The presence of theatre in the Muslim world further solidifies the art. Certain 

Malay Muslims working in the field of theatre have treated theatre as a tool to advocate 

moral values and the teaching of Islam. How far these efforts been able to satisfy and 

convince the Muslim population at large is uncertain with the lack of empirical 

evidence.  

The thematic engagement of the plays produced for MAKUM Theatre Festival 

directs us to moral questions, the repercussions of wicked deeds, and those along a 

similar line. At the moment, the relationship between Islam and theatre is one that is 
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marked by tolerance. It remains to be seen when the performing arts will be wholly 

accepted, if ever, into the custom and identity of the whole Malay-Muslim population.  

 

Implications of the Study 

This study has proven that there is an appetite among non-performing arts and non-

theatre students to engage in theatre as a part of their university experience. Similarly, 

theatre has a place in the public sphere although limited in terms of exposure and 

advertisement. Public university students were willing to devote their time, effort and 

money for a theatre project such as the MAKUM Theatre Festival due to external and 

internal motivations (i.e., own interest and curiosity, to acquire skills so as to be a more 

valuable member of the workforce). However, the move to a large-scale project has 

affected the event and simply shows how unprepared we are at handling a theatre 

project of this size due to financial constraints and lack of support, facilities, resources, 

and experience in managing such a project. Not only that, this manner of collaboration 

has also been plagued by self-interest and distrust within the management. Students 

themselves were adversely challenged by the whole experience intellectually, skilfully, 

emotionally, and psychologically. There was a further sense of discontent and matters 

remaining unaddressed and unresolved.   

 Audience members of the event have further given us a picture of the manner 

in which a live theatre performance is valued. A spectatorship made up of university 

students certainly gained a higher number of attendees as opposed to one open to the 

public at large. However, the quality of engagement of the public masses deserves 

recognition even though the number may be smaller. Those who came as spectators 

most likely had invested interest in the art form, coming to see the show of their own 

free will and preference and observing the ethics of spectatorship and live performance. 
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Whereas the hall was relatively quieter when a show was attended by the public 

audience, student theatre viewers were more raucous in interacting with the plays. At 

times, they were also indifferent. Hence, different types of audience bring about a 

different sort of experience. Their turnout and feedback further affected the experience 

of the performers.  

This study would therefore identify several implications for policy and practice. 

For one, there appears to be a diffusion between reality and the imagined philosophy of 

theatre within the societal makeup, education, and the MAKUM Theatre Festival. As 

mentioned, it is difficult to claim that theatre has an uncontested place in the identity 

and culture of the imagined national, Malaysian, Malay and non-Malay people. To a 

certain extent, the aspired national culture and identity of the people suffer from a 

diffusion between reality and imagination. The policies of a national identity and 

culture have only been partly true, partly representational, and partly influential. The 

MAKUM Theatre Festival was inconsistent in its theoretical basis formulated by the 

visions and aims, and the practical application and conduct of the Festival. There is a 

need to rethink the use of languages and the representation of other cultures in the 

theatre for MAKUM. Whereas non-Malays’ participation in the art form is welcomed, 

it is unfair for the non-Malays to acquaint themselves with the culture of the dominant 

group when the Malays distance themselves from the customs, languages, cultures, and 

arts of the non-Malays. A comprehensive policy of cultural engagement is necessary to 

include both Malays and non-Malays, exemplifying tolerance and consideration of 

others. The existing cultural policy in the country has been ambiguous on this matter, 

criticised as marginalising the other ethnic races in Malaysia due to its exclusive 

preoccupation with Malay identity and culture. Similarly, policies on culture and theatre 

education in Malaysia are further necessities. Schools lack any meaningful cultural 
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studies when exposure towards other cultures is deemed an automatic consequence of 

the makeup of national-type schools. However, simply placing the groups into one 

setting does not necessarily bring about any meaningful understanding and knowledge 

of others. There needs to be a healthy discourse on the concept and additional 

pedagogical intervention. The Malay experience has been different from that of the 

non-Malays and other ethnic groups. We miss out when we block the stories of others.  

Moreover, the values which have been credited to theatre should be in line with 

the educational needs of the students. Although the performing arts have been shown 

to possess many advantages (i.e. enhancing literacy, confidence, creativity, as well as 

being a symbol of civilisation and culture), theatre in Malaysia has been at the receiving 

end and subject to the changes in the country’s push for economic, scientific and 

technological development, the advancement of Islam, especially for the majority 

Malay Muslims, and educational reforms which may benefit and harm its growth and 

sustainability. The MAKUM Theatre Festival has been criticised as having no worth 

academically, so a way to address this issue is to spell out the expected learning 

outcomes. Even though this may not be its prime intention, this may be beneficial since 

the productions have been plagued by criticism of their quality and value based on 

subjective opinions. As the MAKUM Theatre Festival suffers from several 

inconsistencies that seemingly contradict the goals and objectives of the programme, 

future policymakers should either look back at the original policy, or reformulate the 

policy altogether. Rather than imposing rules, perhaps the MAKUM would be open to 

allowing more flexibility to provide a space for the students’ creative output to emerge. 

This experimentation with theatre may be seen as a risk, but is necessary when the 

conditions call for it.  
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On a more pragmatic level, change is also needed with regard to the patriarchal 

behaviour exhibited by certain individuals. People in theatre are not necessarily the best 

representations of wholesome, holistic individuals who consistently portray good 

conduct and serve as moral advisors. Not all are able to carry that role and responsibility 

if this was even their intention in the first place, and theatre does not claim that role as 

a moral compass. Positively, theatre is seen as a benchmark in attaining the highest 

level of desired human behaviour and conduct (i.e. beautiful manner of speech, virtuous 

actions, good intentions, etc.). However, this idealised role is highly subjective and may 

be unjust and unfair to the practitioners of performing arts and theatre. The MAKUM 

Theatre Festival itself has shown this matter to be true, exemplified by the questionable 

conduct of a few which questioned the degree of their supposed wholesomeness.   

A major concern of the MAKUM Theatre Festival is that of sustainability. 

Beyond the Campus is exemplary with its emphasis on the continuation of theatre post-

university education, a point for consideration for the policymakers of theatre 

programmes in education in Malaysia as students in the performing arts would find it 

difficult to continue in the same field post-university education. They would largely 

work in a different field and career outside of the performing arts owing to personal and 

professional reasons. The Creative Campus has pointed a possible way forward in 

which projects would be continued post programme completion (i.e., touring). The 

performing arts in general and theatre in particular need to be relevant to students and 

the public alike. CENDANA as an organisation which is involved in promoting theatre 

could be seen as the missing link for MAKUM in the next step of its development. The 

agency provides the opportunity for professional development by financing artistic 

projects, a main challenge for the many students and teams invested in the MAKUM 

Theatre Festival. Should this element be minimised or eliminated, students may be able 
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to proceed with projects in a smoother manner and with less dissatisfaction financially-

speaking. The issue of sustainability is one which is central to the MAKUM and the 

Festival. The MAKUM project would not have been possible without the added 

assistance from governmental agencies, independent artists and individuals as well as 

the students themselves who are willing to sacrifice their time, money and energy for 

the project. The amount of dedication shown for the project from the student 

participants is proof that there is a place for this type of programme in academia.    

This study has shown that exposure to theatre is limited for many of the young 

people in Malaysia, with the MAKUM Theatre Festival serving as an introductory point 

to a larger number of participants in the programme. An examination of the productions 

has allowed us to see the influencing factor of the students’ background as young 

Malaysian adults and the role played by politics, societal makeup, race, and religion in 

the plays. Productions shown in the programme illustrate the preoccupations of the 

young adults in terms of attitude, behaviour and thinking. However, other internal and 

external variables should also be considered, which are not only limited to exposure to 

theatre, the influencing factor of accompanying administrative officers or theatre 

specialists and the judging panel as well as judgement criteria and monetary issues. 

This study has also shown that students’ interpretation of theatre is restricted by their 

own lack of knowledge, exposure, and experience in the performing arts and the rules 

and regulations as well as authoritative directives and control.  

In the end, this study has achieved its aim into giving an insight into the inner 

workings of a theatre project at the university level within the Malaysian society which 

contribute towards policy and practical changes to ensure its effective continuation, 

while also making proposals for the future of theatre education in Malaysia as a whole. 
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More importantly, it has revealed new findings and insights into MAKUM Theatre 

Festival as a staple in Malaysia’s tertiary education.  

 

Delimitations of Study and Recommendations for Future Research 
 
As with any other study, this research acknowledges several limitations in terms of 

scope, design, and sampling. The scope of this study has largely focused on the Malay 

experience and perspective. In terms of sampling, the research did not differentiate 

between theatre and non-theatre students in a deeper manner. Moreover, the research 

did not compare between the genders due to the imbalanced number of male and female 

respondents. Missing voices include the greater representation of other stakeholders, 

including MAKUM secretariat, cultural officers, academics, and invested parties (i.e., 

cultural bodies, spectatorship). As much as it has attempted to explore theatre across 

public universities in Malaysia, the scope has been limited to the study of one co-

curricular theatre programme instead of formal theatre programmes in Malaysia’s 

public universities. The aspect of creativity was also generally treated as a variable. 

Additionally, the post-effect of the MAKUM Theatre Festival was cut short by the 

study’s focus on the pre-production stage and day-of performance.     

This study therefore makes several recommendations for future research. First, 

a broader scope to study theatre at undergraduate level is needed in more universities 

in Malaysia. Second, there is a need to investigate the manner of school and university 

theatre clubs and arts projects to better understand students’ interests and prior 

engagement with a full-scale theatre project. Third, there is a need to study theatre 

engagement among non-arts majors which may offer a glimpse into motivating factors 

for theatre engagement. This study has mainly addressed the issues from personal 

observation and input from student participants. As access was limited at the higher 
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level of decision making, future research may benefit from including the jury panel, 

secretariat and officers as well as the public. The measurement of creativity itself should 

move forward from the general to specific. Whereas this study differentiates 

participants into the broader categories of theatre and non-theatre students, future 

studies may wish to look at the preoccupation and effect of theatre across various 

disciplines. As this study has been limited to Malaysian-Malay literature, culture, 

identity and art (theatre), another area of further research may wish to look into the 

literature and art (theatre) of other cultures in Malaysia. This will allow comparisons to 

be made and provide a more substantive conclusion. A certain group of the Malays are 

fearful of the disappearance of the theatre art form. It would be worthwhile to see 

whether the same sentiment is shared by the non-Malays. In addition, it may be 

worthwhile to study non-supporters’ views of theatre in Malaysia. This representation 

of a different perspective may broaden our understanding of the value of theatre in the 

Malaysian setting.  
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APPENDIX A: RUKUN NEGARA / RUKUNEGARA (NATIONAL PILLARS) 
  

Aims and Objectives of the Development of The National Pillars; divided into two parts: 

 
Part One 

Outlines the objectives of the Malaysian society to be formed: 
 Achieve greater unity among the whole community;  
 Maintaining a democratic way of life; 
 Creating a just society in which the prosperity of the nation can be enjoyed equally and 

fairly; 
 Develop a liberal attitude towards rich cultural traditions and a variety of patterns; and  
 Build a progressive society that will use modern science and technology. 

 
 

Part Two 
Outlines the following Five Principles: 
 Belief in God 
 Loyalty to King and Country 
 Constitutional Honour and Supremacy 
 Rules of Law 
 Courtesy and Morality 

 

 

National Pillars 
Declaration 

Our Nation, Malaysia, being dedicated to achieve a greater unity of all her peoples; to 
maintaining a democratic way of life; to creating a just society in which the wealth of the 
nation shall be equitably shared; to ensuring a liberal approach to her rich and diverse cultural 
traditions; to building a progressive society which shall be oriented to modern science and 
technology; 

We her peoples, pledge our united efforts to attain these ends guided by these principles: 

BELIEF IN GOD 
LOYALTY TO KING AND COUNTRY 
UPHOLDING THE CONSTITUTION 

RULE OF LAW 
COURTESY/GOOD BEHAVIOUR AND MORALITY 

Sources: Mandal (2008), Ministry of Education Malaysia (2003), Tambi (2013) 
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APPENDIX Bi: NATIONAL CULTURE POLICY 

Background 
Culture is mankind’s way of life. It plays an important role in the national development 
process of Malaysia in which the Malaysian identity is upheld in efforts undertaken to 
improve socioeconomic and political development. It definitely requires the mobilisation and 
involvement of all levels of the Malaysian society in an ongoing process. For a country with 
multiracial society like Malaysia, the process of national culture development requires 
careful and detailed planning in cultivating the Malaysian way of life. This cultural planning 
outlines the good and noble values vital in strengthening the national identity as the 
Malaysian race. 

Rationale  
The formulation of the National Culture Policy is important to a developing country with 
multiracial society like Malaysia. This policy will be used as guidelines in designing, 
formulating and sustaining the national identity of Malaysia in the world. The National 
Culture Policy has been formulated after taking into consideration the historical facts of this 
region as well as Malaysia’s position as a meeting point and centre of trade and civilisation 
some two thousand years ago. Malaysia’s role as a meeting point has resulted in the 
interaction, introduction, assimilation and acceptance of various elements suitable to be 
adopted as basic culture of this region. Thus, as an ongoing process, the formulation of the 
National Culture Policy is based on several elements and three principles determined by the 
Government as the National Culture Policy as follows: 
 

National Cultural Policy 

1)   The national culture must be based on the indigenous culture of this region: 
The region involved covers Malaysia, Indonesia, Philippines, Singapore, Brunei, Thailand 
and Cambodia, as well as the South Pacific islands (Polynesia, Melanesia and Oceania) and 
Malagasy. This whole region has been an important part of Malay civilisation and culture. 
During the height of the Malay civilisation era based in Malacca, the Malay language has 
been used as an international language in trade relations (lingua franca). The culture of this 
region showed several similarities in the language used, which was basically the Malay 
language – Austronesia, the geographical location, historical experience, natural resources, 
arts and moral values.  The Malay culture today is a way of life and symbol of identity 
of more than 200 million people who speak the same language. As such, the culture of the 
indigenous people from this region, which, in a wider or narrower sense, refers to the Malay 
culture, forms the basis of the National Culture Policy. 
2)   Suitable elements from other cultures may be accepted as part of the national culture: 
Culture is a dynamic phenomenon, always changing through the on-going process of 
adaptation and assimilation. This principle takes into consideration the multicultural aspects 
in a multiracial society. Hence, cultural elements of the Chinese, Indians, Arabs, Westerners 
and others which are considered suitable and acceptable are included in the national 
culture. Such acceptance must be in accordance with the provisions in the Constitution and 
the principles of Rukun Negara, as well as national interest, moral values and the position of 
Islam as the official religion of the country. 
3)   Islam is an important component in the formulation of the national culture: 
Religion or the belief in God is important in the development process of a country and also 
in the personal development of her people. Islam provides guidance to mankind and fulfils 
the physical and emotional needs. Hence, Islam should be an important element in 
formulating the National Culture Policy based on its position as the official religion of the 
country. 
These three principles have been accepted by the National Culture Congress in 1971. 
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The Objectives  
The development of national culture for newly independent countries is extremely important 
to create a stable and united nation.  As such, efforts in formulating the national culture of 
Malaysia are undertaken to achieve the following objectives: 
i. To strengthen national unity through culture. 
ii. To foster and preserve national identity created through national culture. 
iii. To enrich and enhance the quality of human life in equilibrium with socioeconomic 

development. 
 
Strategy and Implementation  
The strategy and implementation of this Policy can be achieved through the following: 
i. Restore, preserve and develop culture towards strengthening national culture through 

joint research, development, education and cultural expansion and connections. 
ii. Increase and strengthen cultural leadership through training and guidance to interested 

individuals.  
iii. Support and mobilise culture as an effective engine of growth. 
iv. Establish effective communication to instil national awareness and Malaysian 

nationalism. 
v. Fulfil sociocultural needs. 
vi. Improve the standard and quality of arts. 

 
Besides the Ministry of Tourism and Culture, the role of other agencies is also important in 
implementing the National Culture Policy. These include Ministries and Departments at the 
federal and state levels, statutory bodies, private sector and non-government organisations 
for culture. The role of the Ministry Tourism and Culture in implementing the National 
Culture Policy is very important. Amongst others, this Ministry manages research and 
development, education and expansion of the arts. Efforts have been achieved through 
development programmes, arts performance at National Culture Complex that acts as 
organiser and secretariat for international cultural connections, State Culture Councils, 
advisory services for cultural organisations and cooperation with international bodies. The 
role of other Ministries and Departments, state governments and statutory bodies is equally 
important in implementing the National Culture Policy through their daily management and 
implementation of current policies. The role of the private sector and cultural organisations is 
much needed as they can assist in implementing efforts to create and develop culture in their 
own organisations and sponsor cultural programmes or projects. The formulation and 
implementation of the National Culture Policy is needed in Malaysia as a developing country 
with multiracial and multicultural society. This Policy is used as guidelines to create a united 
Malaysian race and to sustain national identity at international level. However, the 
implementation of this Policy is a complex process that cannot be accomplished within a 
short time. Arousing general awareness and understanding of the national culture will help 
towards the achievement of this Policy. Only with awareness can the national culture be 
differentiated from ethnic culture. The national culture that is nurtured will transcend racial 
and religious boundaries towards the creation of a united and dignified Malaysian race. 

Source: National Department of Arts, Culture and Heritage (2019) 
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APPENDIX Bii: NATIONAL CREATIVE INDUSTRY POLICY 

A nation’s Creative Industry Policy functions as a way to boost the economy and socio-
cultural sector of a country. Both of these elements have the potential to: 

i. Generate wealth for a nation, create job opportunities, harness creative content and raise 
intellectual property; 

ii. Unearth and support talent, develop skills and creativity within the industry; 
iii. Promote the country by exporting national creative products to the world; 
iv. Increase societal awareness regarding the outcomes of the creative industry in order to expand 

both the local and international markets. 

The National Creative Industry Policy was created in response to concern over the many 
obstacles faced by those in the creative industry and a belief the industry has potential to 
grow and succeed both locally and globally. The objectives list out very definite point the 
policy is focusing on achieving; contributing to a better working environment for individuals 
and companies, as well as lifting and prioritising the industry as a whole. 
 
NCIP goals 
The National Creative Industry Policy aims to encourage a Malaysian creative industry that 
rivals those of other nations while contributing to the growth of the nation’s economy and 
upholding Malaysia’s cultures. 
 
NCIP objectives 
The National Creative Industry Policy seeks to have a comprehensive direction for the 
creative industry: 

i. To become a dynamic creative sector contributing to the nation’s economy, playing its part 
to help Malaysia become a high-income nation; 

ii. To support the development of the creative industry into one that is competitive, advanced 
and sustainable at a national and international level; 

iii. To prepare the facilities, infrastructure, and create a conducive environment to encourage the 
growth of the local creative industry; 

iv. To spur on the growth and recognition of intellectual property in the creative industry through 
training programmes and accreditation; 

v. To develop and harness technology as a catalyst for industrial growth; 
vi. To grow information sources, focus on local cultural symbolism, and national identity in the 

creative industry on a global level. 
 
Beyond growing the creative industry itself, the policy also takes into account the trickle-
down effects that this will have on creative individuals. These effects include more (and 
better) job opportunities, chances to develop skills within your field, international 
opportunities, and greater work recognition. 
 
The National Creative Industry Policy divides the creative industry into three categories – 
creative multimedia, creative arts and culture (i.e., performing arts), and creative cultural 
heritage – and tailors its solutions, grants, workshops and focus to each accordingly. 
Aside from the UNESCO definitions, groundwork for the National Creative Industry Policy 
included examining policies of countries noted for their governmental support of the arts, 
including the United Kingdom, Singapore, South Korea, New Zealand, and Australia. This 
led to the new broader definition of the Malaysian Creative Industry as any industries that – 

a) involve creative individuals; 
b) identify, encourage and showcase talent (on an individual or group level); 
c) use technology for innovation aimed at economic success contributing to the National 

Domestic Product; 
d) focus on work and intellectual property in line with the cultures and values of the various 

races in Malaysia. 

Source: Arteri (2018) 
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APPENDIX Ci: NATIONAL EDUCATION PHILOSOPHY AND POLICY 

National Education Philosophy 

“Education in Malaysia is an ongoing effort towards further developing the potential of 
individuals as a whole and integrated to create balanced and harmonious people in terms of 
intellect, spirit, emotion and physical based on trust and obedience to God. This effort is to 
produce Malaysians who are knowledgeable, responsible and capable in achieving their own 
wellbeing and contributing towards the harmony and prosperity of the people and the nation” 
 

National Education Policy 

Vision: quality education, educated people, prosperous country 
Mission: establishing quality education system to develop individual potential to achieve the 
nation’s aspiration. 
Objectives of Education:  
 To produce a loyal and united Malaysian nation. 
 To give birth to individuals who are pious believers, virtuous, knowledgeable, 

skilled and prosperous. 
 To provide human resources for the development of the country. 
 To offer educational opportunities to all Malaysian citizens. 

Source: Ministry of Education Malaysia (2003, 2017) 
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APPENDIX Cii: MALAYSIA’S SCHOOLING SYSTEMS 

Source: Ong et al. (2013: 101) 
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APPENDIX Ciii: LIST OF PUBLIC UNIVERSITIES IN MALAYSIA 

Year of 
Establishment 

University 

1962* Universiti Malaya (UM)   University of Malaya 
1969 Universiti Sains Malaysia (USM)   University of Science Malaysia 
1970 Universiti Kebangsaan Malaysia (UKM) National University of Malaysia 
1971 Universiti Putra Malaysia (UPM)   University Putra Malaysia 
1972 Universiti Teknologi Malaysia (UTM) University of Technology Malaysia 
1979 Universiti Malaysia Terengganu (UMT) University of Malaysia Terengganu 
1982 Uni. Islam Antarabangsa Malaysia (IIUM) International Islamic Uni. Malaysia  
1984 Universiti Utara Malaysia (UUM)  University of North Malaysia 
1992 Universiti Malaysia Sarawak (UMAS) University of Malaysia Sarawak 
1993 Uni. Tun Hussein Onn Malaysia (UTHM) Uni. of Tun Hussein Onn Malaysia 
1994 Universiti Malaysia Sabah (UMS)  University of Malaysia Sabah 
1997* Universiti Pendidikan Sultan Idris (UPSI) University of Education Sultan Idris 
1998 Universiti Sains Islam Malaysia (USIM) Uni. of Islamic Science Malaysia 
1999* Universiti Teknologi MARA (UiTM) University of Technology MARA 
2000 Uni. Teknikal Malaysia Melaka (UTeM) Uni. of Technical Malaysia Malacca 
2001 Universiti Malaysia Perlis  (UMAP)  University of Malaysia Perlis 
2002 Universiti Malaysia Pahang (UMP)  University of Malaysia Pahang 
2005 Uni. Sultan Zainal Abidin (USZA)  University of Sultan Zainal Abidin 
2006 Uni. Pertahanan Nasional M’sia (UPNM) Uni. of National Defence Malaysia 
2007 Universiti Malaysia Kelantan (UMK) University of Malaysia Kelantan 

*indicates earlier formulations. 
 Source: Hamid & Jaharuddin (2018) 
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APPENDIX Civ: RESOLUTIONS OF THE MALAY DIGNITY CONGRESS 
2019 
 

A series of resolutions in five general areas: culture, economy, education, religion, and politics. 

1. Religion (presented by PAS Youth Deputy Chief, Ahmad Fadhil Shaari):  
 Main positions within the government should only be filled by Malay-Muslims. Positions include 

the prime minister, deputy prime minister, menteri besar, and chief ministers, as well as top 
positions in the finance ministry, defence ministry and home affairs ministry. 

 Only Malay-Muslims appointed in the top positions with the government. Such as the chief 
justice, attorney-general, secretary-general to the government, inspector-general of police and 
chief of defence forces. 

 Minister in charge of religious affairs is someone from within the Muslim community. The 
minister should be someone who is respected, knowledgeable, follows Sunni teachings, not 
influenced by confusing or deviant beliefs or doctrines and unapologetic towards liberals and non-
Muslims who do not respect Islam. 

 Government to pressure Suhakam, Malaysian Bar, liberal NGOs and other such bodies from 
intervening in Islamic affairs under the guise of human rights. No compromise is given to those 
who insult or disrespect Islam. 

2. Culture (presented by UPM Counsellor, Muhammad Za’im Rosli): 
 Tough action is taken against those who challenge Islam as the federal religion. Any outside 

influences that spread deviant ideologies or lifestyles against Islam should be barred from entering 
the country. 

 Tough action is taken to protect and ensure the status of Bahasa Malaysia as the national language. 
 Education ministry should focus on Jawi, to prove the government’s commitment. And for action 

to be taken on those who try to stop the inclusion of Jawi script in official businesses.  
3. Education (presented by UPSI student, Nurul Fatin Aqilah Rahim): 
 Vernacular schools should be gradually abolished to make way for single-stream national schools. 

Because vernacular schools cannot unite the races for the sake of unity. 
 Scholarships under the Public Service Department (JPA) is “returned” to Malays and bumiputras 

via SPM. 
 Payment exemptions from National Higher Education Fund Corporation (PTPTN) should only be 

awarded to high-performing Malays. 
4. Economic (presented by UiTM student, Muhammad Syafiq Jebat): 
 Government to clearly outline its Malay economy agenda and other policies. This is to help 

safeguard the interest of Malays and empower their economy. 
 Government to be clear on its commitment to improving the socio-economic wellbeing of Malays. 

Though these should not be done by neglecting the interest of people of other races. 
 Government to make an effort to reduce the income disparity between Malays and those of other 

races. Which can be done by providing upskilling training for Malays to help them remain 
competitive in the workforce. 

 Efforts are made to strengthen Malay economic institutions and government-linked companies. 
These entities must be headed by a Malay with integrity and the Malay spirit to keep the agenda 
alive, and a special commission is established to monitor these entities and protect the interest of 
Malays.  

5. Political (presented by UM’s Malay Studies Academic Fellow, Abdul Muqit Muhammad): 
 Need for a specific economic agenda to eradicate poverty among Malays. However, the 

agenda should not be seen as an effort to discriminate other races since most Malays are 
majority of those in poverty. 

 Economic policy should not be elite-oriented. Because the previous policy did not effectively 
address issues faced by farmers, fishermen, and the like. 

Source: Nazari (2019) 
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APPENDIX D: VENUES FOR MAKUM THEATRE FESTIVAL 2014-2015 

 

Venue for 
The Middle Zone  

 
Panggung 

Eksperimen UM 

Experimental 
Theatre 

University of 
Malaya 

 
 

 

Venue for the North 
Zone  

 
Dewan Budaya 

USM 

Cultural Hall 
University of 

Science Malaysia 
 
 
 

 

Venue for the East 
Coast Zone 

 
Auditorium JKKN 

Terengganu 

Auditorium 
Dept. of Arts, 

Culture and Heritage 
Terengganu 

 
 

 

Venue for the Finals  
 

Anjung Seri JKKN 
Melaka 

Anjung Seri 
Dept. of Arts, 

Culture and Heritage 
Malacca 

 

 
 



 

336 
 

APPENDIX Ei: STATISTICS OF PUBLIC UNIVERSITY ENROLMENT 2014-
2015 
 

 

Source: Ministry of Education Malaysia (2015) 
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APPENDIX Eii: DEMOGRAPHY OF UNIVERSITY STUDENTS (SURVEY RESPONDENTS) 

N
o. 

Uni. T. Programme Level of Study Year of Study  
P.A. Non-P.A. UG PG ? 1 2 3 4 ? 

1 UiTM 50 - 50 18 11 21 10 20 11 3 6 
2 UM 50 - 50 44 2 4 26 11 7 3 3 
3 UMK 50 - 50 47 2 1 21 18 4 - 7 
4 UMP 50 - 50 47 - 3 20 11 13 2 4 
5 UMS 50 27 23 45 2 3 23 7 8 1 11 
6 UPSI 50 7 43 32 - 18 19 17 - 1 13 
7 USM 50 5 45 47 - 3 30 13 4 - 3 
8 USZA 50 - 50 47 - 3 12 18 5 4 11 
9 UTeM 50 - 50 36 3 11 23 11 4 2 10 

O. 450 39 411 363 20 67 184 126 56 16 68 
 100 9 91 81 4 15 41 28 12 4 15 

N
o. 

Uni. Gender Age  *Race (400) Nationality 
M F ? 18-19 20-21 22-23 24-

25 
? M C I O ? M’sia

n 
Non-
M. 

? 

1 UiTM 13 31 6 34 14 2 - - 49 - - 1 - 41 1 8 
2 UM 20 28 2 - 39 9 2 - 24 18 2 1 5 46 - 4 
3 UMK 10 34 6 1 38 11 - - 36 5 8 1 - 46 - 4 
4 UMP 16 32 2 - 32 16 1 1 37 8 2 3 - 47 - 3 
5 UMS 7 35 8 1 29 17 3 - 16 2 - 32 - 42 - 8 
6 UPSI 8 33 9 26 21 3 - - 46 - - 4 - 48 - 2 
7 USM 14 34 2 - 31 16 2 1     50 46 - 4 
8 USZA 12 30 8 2 34 13 1 - 43 1 4 - 2 44 - 6 
9 UTeM 12 29 9 3 29 10 8 - 49 - - 1 - 41 - 9 

O. 112 286 52 67 267 97 17 2 300 34 16 43 57 401 1 48 
% 25 64 12 15 59 22 4 0 67 8 4 10 13 89 0 11 
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APPENDIX Eiii: DEMOGRAPHY OF THEATRE PARTICIPANTS (SURVEY RESPONDENTS) 

No
. 

Uni. T. Programme Level of Study Year of Study  
P.A. Non-P.A. ? UG PG ? 1 2 3 4 ? 

1 UiTM 12 - 10 2 11 - 1 3 4 2 1 2 
2 UM 17 10 7 - 16 1 - 3 8 3 2 1 
3 UMK 7 - 7 - 7 - - 1 - 4 - 2 
4 UMP 20 - 20 - 16 - 4 4 7 6 1 2 
5 UMS 26 25 - 1 20 - 6 4 5 6 - 11 
6 UPSI 15 14 - 1 12 1 2 - 5 2 3 5 
7 USM 20 6 14 - 11 9 - 9 6 - - 5 
8 USZA 25 - 25 - 20 - 5 13 1 2 3 6 
9 UTeM 22 - 22 - 18 2 2 9 6 5 2 - 
10 UTHM 11 - 11 - 10 1 - 6 - 2 - 3 
11 UUM 7 - 7 - 6 - 1 1 2 1 1 2 

T. 182 55 123 4 147 14 21 53 44 33 13 39 
% 100 30 68 2 81 8 11 29 24 18 7 21 

No
. 

Uni. Gender Age  Race Nationality 
M F ? 18-19 20-21 22-23 24-25 ? M C I O ? M’sian Non-M. ? 

1 UiTM 7 5 - 6 4 1 1 -     12 11 - 1 
2 UM 7 7 3 3 8 5 1 - 16 - - 1 - 14 - 3 
3 UMK 5 2 - - 2 4 - 1 5 - 1 - 1 5 - 2 
4 UMP 8 9 3 - 10 10 - - 17 2 - 1 - 16 - 4 
5 UMS 17 7 2 - 6 14 3 3     26 21 - 5 
6 UPSI 8 7 - - 3 11 1 -     15 11 - 4 
7 USM 13 6 1 - 13 4 3 -     20 15 - 5 
8 USZA 6 13 6 - 14 10 1  24 - 1 - - 18 - 7 
9 UTeM 6 13 3 - 11 9 2 - 22 - - - - 18 - 4 
10 UTHM 8 2 1 8 3 - - - 11 - - - - 11 - - 
11 UUM 2 5 - - 1 - 5 1     7 7 - - 

T. 87 76 19 17 75 68 17 5 95 2 2 2 81 147 - 35 
% 48 42 10 9 41 37 9 3 52 1 1 1 45 81 - 19 
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APPENDIX Eiv: DEMOGRAPHY OF THEATRE PARTICIPANTS 
(INTERVIEWEES) 
 

Race No. %  Role/Position No. % 
Malay   68 87%  Student-participant (TP) 69 88% 
Chinese  1 1.3%  University cultural officer (CO) 2 3% 
Indian  1 1.3%  Theatre academician (AD) 2 3% 
Indian-Muslim 1 1.3%  Theatre freelancer (FL) 2 3% 
Buginese  4 5%  Student-committee (SC) 3 4% 
Bajau (Sabah) 1 1.3%  Total 78 100% 
Tidung (Sabah) 1 1.3%    
Iban (Sarawak) 1 1.3%  Programme (Students only) No. % 

Total 78 100%  Performing Arts   
   Arts  1 1% 

Gender No. %  Creative art (Theatre) 13 17% 
Male  53 68%  Performing Art (Drama)   5 6% 
Female 25 32%  Performing Art (Theatre)  12 15% 

Total 78 100%  T. 31 40% 
   Non-Performing Arts   

Age No. %  Communication  2 3% 
19 1 1%  English language  2 3% 
20 & above 71 91%  Malay literature 1 1% 
30 & above 3 4%  Agro-based industry 4 5% 
Unknown  3 4%  Earth science 4 5% 

Total 78 100%  Chemical engineering 1 1% 
   Civil engineering & earth resource 4 5% 

University No. %  Computer science & software engineering 5 6% 
UiTM 2 3%  Electrical engineering  1 1% 
UM 8 10%  Industrial management 2 3% 
UMK 8 10%  Mechanical engineering  1 1% 
UMP 17 22%  Technological engineering  3 4% 
UMS 15 19%  Industrial design 3 4% 
UPSI 12 15%  Electrical engineering  3 4% 
USM 2 3%  Engineering technology 1 1% 
USZA 5 6%  Technology management & technopreneurship 2 3% 
UTeM 6 8%  Civil engineering technology  1 1% 
UTHM 1 1%  Public management 1 1% 
UUM 2 3%  T.  41 52% 

Total 78 100%  Total 72 92% 
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APPENDIX Ev: DETAILS OF INTERVIEWEES 

Uni Code  Race Gdr. Age Faculty/Centre 
 

Programme Post  Cycle Span  
U

iT
M

 UiTMFL1 Malay  M - - - Trainer  - - 
UiTMFL2 Indian  

Muslim 
M  - - - Trainer  - - 

U
M

  UMTP1 Malay  M  25 Cultural Centre Performing Art (Drama) Performer  1 1 year 
UMTP2 Malay  M  23 Cultural Centre Performing Art (Drama) Performer  2 2 years 
UMTP3 Malay  M  23 Cultural Centre - Performer  1 1 year 
UMTP4 Malay  F  21 Cultural Centre Performing Art (Drama) Performer  1 1 month 
UMTP5 Malay  F  22 Malay Studies Malay Literature Performer  - 1 year 
UMSC1 Malay  M  24 Cultural Centre Performing Art (Drama) Student 

Committee 
1 5 months 

UMCO1 Malay  M  - Art & Creative Unit - Cultural Officer - - 
UMCO2 Malay  M  38 Student Affairs & Alumni - Cultural Officer 5 13 years 

U
M

K
 UMKTP1 Buginese  F  20 Earth Science Natural Resource Crew  1 2 weeks 

UMKTP2 Indian  F  23 Earth Science Applied Science (Sustainable Science) Crew 1 1 month 
UMKTP3 Malay M  22 Earth Science Natural Resource Performer 1 1 month 
UMKTP4 Malay M  22 Agro-based Industry Product Development Technology Performer 1 1 month 
UMKTP5 Malay  F  23 Earth Science Natural Resource Performer 1 1 month 
UMKTP6 Malay M 22 Agro-based Industry Product Development Technology Crew  1 1 month 
UMKTP7 Malay M  20 Agro-based Industry Bioindustrial Technology Performer 1 1 month 
UMKTP8 Malay M  22 Agro-based Industry Product Development Technology Main Body 1 1 month 

U
M

P  UMPTP1 Malay  F  23 Civil Engineering & Earth Resource Civil Engineering Performer  5 5 years 
UMPTP2 Malay  M 23 Technological Engineering  Occupational Safety & Health Crew  1 1 year 
UMPTP3 Malay  M  22 Mechanical Engineering Mechanical & Automotive Performer  1 1 year 
UMPTP4 Malay  M  21 Civil Engineering & Earth Resource Civil Engineering Crew  1 1 year 
UMPTP5 Tidung  F  22 Computer Science & Software 

Engineering 
Software Engineering Performer  1 2 months 

UMPTP6 Malay  F  20 Chemical Engineering & Natural 
Resource 

Chemical Engineering Crew  1 2 months 

UMPTP7 Malay  F 20 Computer Science & Software 
Engineering 

Graphic & Multimedia Technology - 1 2 months 

UMPTP8 Malay  M  24 Technological Engineering Safety & Health - 1 2 months 
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UMPTP9 Malay  F  20 Computer Science & Software 
Engineering 

Software Engineering Performer  1 2 months 

UMPTP10 Malay  F  22 Civil Engineering & Earth Resource Civil Engineering Main Body 3 4 years 
UMPTP11 Malay  M  21 Industrial Management Industrial Management Crew  1 - 
UMPTP12 Malay  M  21 Computer Science & Software 

Engineering 
Graphic & Multimedia Technology Crew  1 - 

UMPTP13 Malay  M  21 Industrial Management Project Management Crew  1 1 year 
UMPTP14 Malay  M  23 Technological Engineering  Occupational Safety & Health Crew  1 1 year 
UMPTP15 Malay  F  22 Civil Engineering & Earth Resource Civil Engineering Main Body 3 3 years 
UMPTP16 Malay  M  22 Electrical Engineering Electric & Electronic - 1 - 
UMPTP17 Malay  M 22 Computer Science Networking Performer 1 1 year 

U
M

S  UMSTP1 Buginese M  21 Humanities, Arts & Heritage Creative Art (Theatre) Performer  - 1 year 
UMSTP2  Malay  M 22 Humanities, Arts & Heritage Creative Art (Theatre) Crew  1 1 year 
UMSTP3  Malay  M  21 Humanities, Arts & Heritage Creative Art Performer  1 1 year 
UMSTP4  Malay  M 21 Humanities, Arts & Heritage Creative Art Performer  1 1 year 
UMSTP5  Malay  M  23 Humanities, Arts & Heritage Creative Art Main Body 1 1 year 
UMSTP6  Malay  F 23 Humanities, Arts & Heritage Creative Art - 1 1 year 
UMSTP7  Malay  M  23 Humanities, Arts & Heritage Creative Art Performer  1 1 year 
UMSTP8  Buginese  M  21 Humanities, Arts & Heritage Creative Art (Theatre) Performer  1 1 year 
UMSTP9  Malay  M 23 Humanities, Arts & Heritage Creative Art Performer  1 1 year 

UMSTP10  Malay  M  22 Humanities, Arts & Heritage Creative Art (Theatre) Main Body 1 1 year 
UMSTP11  Malay  M 23 Humanities, Arts & Heritage Creative Art Main Body 1 4 months 
UMSTP12  Buginese M 21 Humanities, Arts & Heritage Creative Art (Theatre) Performer  1 1 year 
UMSTP13  Malay  M  23 Humanities, Arts & Heritage Creative Art Performer  1 - 
UMSAD1  Malay  F  35 Humanities, Arts & Heritage Creative Art Academic  5 4 years 
UMSAD2 Malay  M  33 Humanities, Arts & Heritage Creative Art Academic  4 4 years 

U
PS

I  UPSITP1 Malay  F  22 Music & the Performing Art Performing Art (Theatre) Performer  1 1 month 

UPSITP2 Malay  M 22 Music & the Performing Art Performing Art (Theatre) Performer  1 1 month 

UPSITP3 Bajau  F  22 Music & the Performing Art Performing Art (Theatre) Performer  1 1 month 

UPSITP4 - F  22 Music & the Performing Art Performing Art (Theatre) Performer  1 1 month 

UPSITP5 Malay  M 22 Music & the Performing Art Performing Art (Theatre) Performer  1 1 month 

UPSITP6 Iban F  22 Music & the Performing Art Performing Art (Theatre) Performer  1 1 month 

UPSITP7 Malay  F  22 Music & the Performing Art Performing Art (Theatre) - 1 1 month 
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* TP=Theatre Participant (student), CO=Cultural Officer (secretariat), AD=Academic (lecturer/tutor), FL=Freelancer 
** M=Male, F=Female 
*** Main body= director, SM, etc., Performer=actor, chorus, etc., Crew= props, costume, makeup, technical, lighting, etc. 

UPSITP8 Malay  M 22 Music & the Performing Art Performing Art (Theatre) Performer  1 1 month 

UPSITP9 Malay  F  22 Music & the Performing Art Performing Art (Theatre) Performer  1 1 month 

UPSITP10 Malay  M  22 Music & the Performing Art Performing Art (Theatre) Performer  1 1 month 

UPSITP11 Malay  M 22 Music & the Performing Art Performing Art (Theatre) Performer  - 1 month 

UPSITP12 Malay  M 25 Music & the Performing Art Performing Art (Theatre) Main Body - 1 month 

U
SM

  USMSC1 Chinese  F 22 Arts  - Student 
Committee 

3 2 months 

USMSC2 Malay  M 21 Communication  - Student 
Committee 

1 2 weeks 

U
SZ

A
  USZATP1 Malay  M  22 Language & Communication English Language Performer  4 5 months 

USZATP2 Malay  M  22 Design  Industrial Design Crew  1 3 days 
USZATP3 Malay  M  22 Design  Industrial Design Crew  1 3 days 
USZATP4 Malay  M  24 Design Engineering & Technology Industrial Design Crew  1 3 days 
USZATP5 Malay  M  22 Language & Communication English Language Main Body 1 5 months 

U
Te

M
  UTeMTP1 Malay M  20 Electrical Engineering Electrical Engineering Performer  3 - 

UTeMTP2 Malay M  20 Electrical Engineering Electrical Engineering Performer  1 5 months 
UTeMTP3 Malay  F  20 Electrical Engineering Electrical Engineering Performer  1 5 months 
UTeMTP4 Malay M  22 Technology Management & 

Technopreneurship 
Technopreneurship Performer  1 5 months 

UTeMTP5 Malay F  21 Technology Management & 
Technopreneurship 

Management (High Tech Marketing) Performer  1 5 months 

UTeMTP6 Malay M  20 Engineering Technology Manufacturing Engineering Crew  1 5 months 

U
TH

M
 UTHMTP1 Malay  F  19 Centre for Diploma Studies Civil Engineering Technology Main Body 1 6 months 

U
U

M
  UUMTP1 Malay F 20 Literature & Science  Communication 

 
Crew  1 2 months 

UUMTP2 Malay  M  25 Law, Government & International 
Studies 

Public Management Main Body/ 
Performer 

1 1 year 



 

343 
 

 

APPENDIX Fi: SURVEY-QUESTIONNAIRE (UNIVERSITY STUDENTS) 

INSTRUCTION: This questionnaire is based on the notion of Creative Campus. It basically intends to 
find out your view and perception of creativity in education, which links to creative cross/inter-
disciplinary exchange(s) in learning. The questionnaire contains THREE sections. Please answer all 
sections. 
 
*SECTION A: DEMOGRAPHIC INFORMATION 
University : ____________________ Fac/Dept/School/Centre : ___________________ 
Programme : ____________________  Level of Study : [ ] Undergraduate  [ ] Postgraduate   
Year of Study : [ ]1  [ ]2  [ ]3  [ ]4  [ ]5  Nationality : [ ] Local  [ ] International 
Gender  : [ ] Male  [ ] Female  Age : __________ Race : _______________ 
 
SECTION B: GENERAL PERCEPTION ON CREATIVITY IN EDUCATION  
On a scale of ‘Strongly disagree – Strongly agree’, please rate the statements concerning the below 
according to your own opinion by ticking ‘√’ in the boxes. 

N
O

 

STATEMENT                                             SCALE 

St
ro

ng
ly

 
di

sa
gr

ee
 

D
is

ag
re

e 

N
eu

tr
al

 

A
gr

ee
 

St
ro

ng
ly

 
ag

re
e 

1 The (higher) education system in this country 
promotes creativity      

2 This country is successful in promoting creativity in 
(higher) education      

3 Creativity is apparent in all academic disciplines      

4 Creativity is more apparent in (performing) arts-
based programmes      

5 Creativity is more inherent in informal / non-
academic based education      

6 Creativity is important in education      
7 The university/faculty promotes creativity in learning       

8 The programme I am in aims to produce creative 
learners      

9 The course and its contents allow learners to engage 
creatively      

10 Academicians/course instructors encourage creative 
thinking & problem solving      

11 Most of the lectures/tutorials are conducted 
creatively      

12 The university/faculty caters for cross/inter-
disciplinary exchange(s)      

13 Academic disciplines need to collaborate in creative 
cross/inter-disciplinary exchange(s)      

14 I have (had) the opportunity to engage in (creative) 
cross/inter-disciplinary exchange(s)       

15 I would likely engage myself in creative cross/inter-
disciplinary exchange(s)      

16 Participation in the (performing) arts is (strongly) 
encouraged in my programme      

17 The knowledge/skill I gain in my studies are enough 
to equip me in/for the future      

18 I believe that the knowledge/skill I gain in the 
university is for a lifetime      

19 I would like to learn more about creativity creatively      

20 (Performing) arts programme & activity/project need 
to be made more relevant in education      
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SECTION C: MEASURING CREATIVITY 

 
 
 

 

 

 

 

 

 

 

 

 

 

Based on your opinion, please rate how best each of the items below embody creativity with ‘1’ 
being the lowest (poor) and ‘5’ the highest (excellent). Please circle your answer. 
       1 2 3 4              5   

1. The university (surrounding) you are in   1 2 3 4 5 

2. The school/department/faculty/centre you are in  1 2 3 4 5 

3. The programme you are in    1 2 3 4 5 

4. The programme’s course/s (content/s)   1 2 3 4 5 

5. The academic staff                                   1 2 3 4 5 

6. The learning method/s     1 2 3 4 5 

7. The non-academic activity/ies in the university  1 2 3 4 5 

8. The non-academic staff     1 2 3 4 5 

9. The student population     1 2 3 4 5 

10. Yourself       1 2 4 4 5 



 

345 
 

 

APPENDIX Fii: SURVEY-QUESTIONNAIRE (THEATRE PARTICIPANTS) 

INSTRUCTION: This questionnaire concerns the MAKUM Theatre Festival 2014-2015 and contains 
THREE sections. Please answer all sections. 
 
SECTION A: DEMOGRAPHIC INFORMATION 

University : ______________________ Fac/Dept/School/Centre: __________________________ 

Programme : ______________________ Level of Study : [ ]Undergraduate  [ ]Postgraduate   

Year of Study : [ ]1  [ ]2  [ ]3  [ ]4  [ ]5  Nationality : [ ]Local  [ ]International 

Gender   : [ ]Male  [ ]Female   Age : __________ Race: ____________________

  

Post/Role in MTF : ______ Length of Involvement: [ ]1-6 months  [ ]6-12 months  [ ]12 months & above 
 
SECTION B: MAKUM THEATRE FESTIVAL 2014-2015 

On a scale of ‘Strongly disagree – Strongly agree’, please rate the statements concerning the MAKUM 
Theatre Festival (MTF) below according to your own opinion by ticking ‘√’ in the boxes. 
 

 
SECTION C: MEASURING THE MAKUM THEATRE FESTIVAL 2014-2015  

Based on your own opinion, please rate the following items based on ‘1’ being the lowest (poor) and ‘5’ the 
highest (excellent). Please circle your answer. 

 1 2 3 4 5  

1. The university theatre troupes (i.e. university representative)  1 2 3 4 5 

2. The theatre productions (i.e. actors/acting, themes, crew, etc.)  1 2 3 4 5 

3. The diversity of participation (i.e. race, gender, etc.)  1 2 3 4 5 

4. The judging (i.e. panel, outcome/result)   1 2 3 4 5 

5. The administration & organisation (i.e. time, venue, etc.) 1 2 3 4 5 

 

 

NO 
SCALE 

                                                                                                                 
STATEMENT 

Strongly 
disagree Disagree Neutral Agree Strongly 

agree 

1 MTF is a project that enhances creativity      
2 MTF promotes cross/inter-disciplinary exchange(s)      
3 MTF promotes lifelong learning      
4 MTF promotes multiculturalism       

5 
MTF requires knowledge and skills not only in the 
performing arts      

6 
The knowledge & skills utilised in MTF are beneficial both 
academically and non-academically      

7 
MTF has been administered/managed and organised 
effectively      

8 MTF has been divided objectively across the three zones      

9 MTF workshops and support systems have been effective 
and balanced throughout the three zones      

10 MTF judging and selection processes have been just/fair      
11 MTF cycle is too lengthy      
12 MTF focuses too much on being a competition      
13 MTF has produced world-class productions      
14 MTF has reached an international-level audience      
15 MTF needs to be promoted in a broader manner      
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APPENDIX Fiii: INTERVIEW GUIDES 

Interview Guide for Student-Participant of MAKUM Theatre Festival 

Date: ____________________ Venue: _____________________________________ Time: __________________________ 

Demographic Information  
(Nick)name: __________________________________________________  University: ______________________ 
Fac./Dept./Ctr.: _______________________________________ Programme: _______________________________________ 
Level of Study: [  ]UG  [  ]PG Year of Study: [  ]1  [  ]2  [  ]3  [  ]4 Nationality: [  ]Local  [  ]International 
Gender: [  ]Male  [  ]Female Age: __________ Race: ____________________ Post: ___________________________ 
Production Team: ____________________________ Title of Play: _______________________________________________ 
Frequency of Involvement in MTF: [  ]1  [  ]2  [  ]3  [  ]4 Length of Involvement in MTF 2014-15: ________________ 
 

No Questions/Enquiries  

1 Please tell us about your involvement in theatre (how, what, when, where, who, why?). 
2 Please tell us about your involvement in MTF (how, what, when, where, who, why?). 
3 What is your general opinion of MTF? 
4 Do you think that MTF promotes creativity? Please explain. 
5 Do you think that MTF promotes cross/inter-disciplinary exchange(s)? Please explain. 
6 Do you think that MTF promotes lifelong learning? Please explain. 
7 Do you think MTF promotes multiculturalism? Please explain. 
8 What do you think about the participation/participant(s) in MTF? 
9 What is your opinion towards the organiser(s)/organisational conduct in MTF? 
10 What is your opinion of the jury panel in MTF? 
11 What is your opinion towards the selection stage(s) in MTF? 
12 What is your opinion of the length for selection to the finals in MTF?  
13 What is/are the impact(s) of MTF towards yourself, academically and non-academically? 
14 What knowledge/skill have you brought into MTF? 
15 What knowledge/skills have you gained in MTF?  
16 Please comment on yourself as a performing arts/theatre [or a non-performing arts/non-theatre 

student] in MTF. 
17 What is your comment on the participation from only arts [or non-(performing) arts] students 

in MTF? 
18 Please comment on the aspect of creativity in MTF. 
19 What is MTF towards the university that you represent? 
20 Do you think that there is a need for more programmes like MTF? Please justify. 
21 Would you participate in MTF in the future if given the opportunity? Please justify. 
22 What is/are the knowledge/skills(s) in theatre, namely, would you take with you after graduating 

from this university? 
23 Any arising issues or matters that you wish to address in terms of the MTF?  
24 In your opinion, what else should be done for, and in, MTF (for improvement)? 
25 Do you have any other comments regarding the topic that you feel necessary for, or wish to 

include in, this study? 

*MTF = MAKUM Theatre Festival 
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Interview Guide for University Cultural Officer / MAKUM Secretariat 

Date: ____________________ Venue: _____________________________________ Time: __________________________ 

Demographic Information  
(Nick)name: __________________________________________________  University: ______________________ 
Fac./Dept./Ctr.: _______________________________________ Occupation/Post: ___________________________________ 
Nationality: [  ]Local  [  ]International Gender: [  ]Male  [  ]Female Age: __________ Race: _________________ 
Frequency of Involvement in MTF: [  ]1  [  ]2  [  ]3  [  ]4 Length of Involvement in MTF 2014-15: _________________ 

 
No Questions/Enquiries  

1 Please tell us about your involvement in theatre (how, what, when, where, who, why?). 
2 Please tell us about your involvement in MTF (how, what, when, where, who, why?). 
3 Please tell us more about the MTF (how, what, when, where, who, why?). 
4 What is/are the difference/s between the past and current MTF? 
5 What is/are the significant change/s in MTF so far? 
6 Why was MTF 2014-25 restructured? 
7 How were the three zones selected and what were the justification(s) for the three zones? 
8 Please comment on this university as one of the MTF secretariat.  
9 Do you think that MTF promotes creativity? Please explain. 
10 Do you think that MTF promotes cross/inter-disciplinary exchange(s)? Please explain. 
11 Do you think that MTF promotes lifelong learning? Please explain. 
12 Do you think MTF promotes multiculturalism? Please explain. 
13 What do you think about the participation/participant(s) in MTF? 
14 What is your opinion towards the organiser(s)/organisational conduct in MTF? 
15 What is your opinion of the jury panel in MTF? 
16 What is your opinion towards the selection stage(s) in MTF? 
17 What is your opinion of the length for selection to the finals in MTF?  
18 What is your comment on the participation from only arts [or non-(performing) arts] students 

in MTF? 
19 Do you think that there is a need for more programmes like MTF? Please justify. 
20 Would you contribute to MTF in the future? Please explain. 
21 Any arising issues or matters that you wish to address in terms of the MTF?  
22 In your opinion, what else should be done for, and in, MTF (for improvement)? 
23 What is/are the future plan/s for MTF, if any? 
24 How far would you rate MTF in terms of achieving/fulfilling its aims and objectives?  
25 Do you have any other comments regarding the topic that you feel necessary for, or wish to 

include in, this study? 

*MTF = MAKUM Theatre Festival 

 

 



 

348 
 

 

Interview Guide for Organising Committee (Student) 

Date: ____________________ Venue: _____________________________________ Time: __________________________ 

Demographic Information  
(Nick)name: __________________________________________________  University: ______________________ 
Fac./Dept./Ctr.: _______________________________________ Programme: _______________________________________ 
Level of Study: [  ]UG  [  ]PG Year of Study: [  ]1  [  ]2  [  ]3  [  ]4 Nationality: [  ]Local  [  ]International 
Gender: [  ]Male  [  ]Female Age: __________ Race: ____________________ Post: ___________________________ 
Frequency of Involvement in MTF: [  ]1  [  ]2  [  ]3  [  ]4 Length of Involvement in MTF 2014-15: ________________ 

 
No Questions/Enquiries  

1 Please tell us about your involvement in MTF (how, what, when, where, who, why?). 
2 What is your general opinion of MTF? 
3 What is your opinion towards the organiser(s)/organisational conduct in MTF? 
4 Please comment on this university as one of the MTF host(s)/organiser(s) for MTF 2014-15. 
5 In your opinion, what is/are the advantage(s) of this university as the host/organiser for MTF 

2014-15 selection stage?  
6 In your opinion, what is/are the disadvantage(s) of this university as the host/organiser for MTF 

2014-15 selection stage? 
7 What do you think about the participation/participant(s) in MTF? 
8 What is your opinion towards the selection stage(s) in MTF? 
9 What is your opinion of the length for selection to the finals in MTF?  
10 Do you think that MTF promotes creativity? Please explain. 
11 Do you think that MTF promotes cross/inter-disciplinary exchange(s)? Please explain. 
12 Do you think that MTF promotes lifelong learning? Please explain. 
13 Do you think MTF promotes multiculturalism? Please explain. 
14 Do you think that there is a need for more programmes like MTF? Please justify. 
15 Would you contribute to MTF in the future? Please explain. 
16 How far would you rate MTF in terms of its achievement in fulfilling its aims and objectives? 
17 What is/are the future plan/s regarding MTF for this university, to your knowledge? 
18 Any arising issues or matters that you wish to address in terms of the MTF?  
19 In your opinion, what else should be done for, and in, MTF (for improvement)? 
20 Do you have any other comments regarding the topic that you feel necessary for, or wish to 

include in, this study? 

*MTF = MAKUM Theatre Festival 
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Interview Guide for University Official  

Date: ____________________ Venue: _____________________________________ Time: __________________________ 

Demographic Information  
(Nick)name: __________________________________________________  University: ______________________ 
Fac./Dept./Ctr.: _______________________________________ Occupation: _______________________________________ 
Nationality: [  ]Local  [  ]International Gender: [  ]Male  [  ]Female Age: __________ Race:__________________ 
Post in MTF: ________________________________________ Production Team: ___________________________________ 
Title of Play: ________________________________________ Frequency of Involvement in MTF: [  ]1  [  ]2  [  ]3  [  ]4 
Length of Involvement in MTF 2014-15: __________________ 

 
No Questions/Enquiries  

1 Please tell us about your involvement in theatre (how, what, when, where, who, why?). 
2 Please tell us about your involvement in MTF (how, what, when, where, who, why?). 
3 What is your general opinion of MTF? 
4 Do you think that MTF promotes creativity? Please explain. 
5 Do you think that MTF promotes cross/inter-disciplinary exchange(s)? Please explain. 
6 Do you think that MTF promotes lifelong learning? Please explain. 
7 Do you think MTF promotes multiculturalism? Please explain. 
8 What do you think about the participation/participant(s) in MTF? 
9 What is your opinion towards the organiser(s)/organisational conduct in MTF? 
10 What is your opinion of the jury panel in MTF? 
11 What is your opinion towards the selection stage(s) in MTF? 
12 What is your opinion of the length for selection to the finals in MTF?  
13 What is/are the impact(s) of MTF towards the students, academically and non-academically? 
14 What is your comment on the participation from only arts [or non-(performing) arts] students in 

MTF? 
15 Please comment on the aspect of creativity in MTF. 
16 Please comment on this university’s or troupe’s participation in MTF. 
17 Do you think that there is a need for more programmes like MTF? Please justify. 
18 Would you contribute to MTF in the future? Please explain. 
19 Any arising issues or matters that you wish to address in terms of the MTF?  
20 In your opinion, what else should be done for, and in, MTF (for improvement)? 
21 Do you have any other comments regarding the topic that you feel necessary for, or wish to 

include in, this study? 

*MTF = MAKUM Theatre Festival 
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Interview Guide for Student-Representative of University Theatre Troupe  

Date: ____________________ Venue: _____________________________________ Time: __________________________ 

Demographic Information  
(Nick)name: __________________________________________________  University: ______________________ 
Fac./Dept./Ctr.: _______________________________________ Programme: _______________________________________ 
Level of Study: [  ]UG  [  ]PG Year of Study: [  ]1  [  ]2  [  ]3  [  ]4 Nationality: [  ]Local  [  ]International 
Gender: [  ]Male  [  ]Female Age: __________ Race: ____________________ Post: ___________________________ 
Theatre Club: ____________________________ Frequency of Involvement in MTF: [  ]1  [  ]2  [  ]3  [  ]4  
 

No Questions/Enquiries  

1 Please tell us about this university theatre troupe (how, what, when, where, who, why?). 
2 Please tell us about this troupe’ involvement in theatre and creative project(s)/effort(s), if any 

(how, what, when, where, who, why?). 
3 Please tell us about this troupe’ involvement in theatre and cross/inter-disciplinary exchange 

project(s)/effort(s), if any (how, what, when, where, who, why?). 
4 Do you think that MTF promotes creativity, cross/inter-disciplinary exchange and lifelong 

learning? Please explain. 
5 Does this troupe promote the involvement of non-arts/non-theatre students in theatre 

programmes? Please explain. 
6 Does this troupe have its own alumni? If yes, please explain further. 
7 Does this troupe have a virtual presence? If yes, please give details. 
8 Any arising issues or matters that you wish to address on this troupe?  
9 In your opinion, what else should be done for, and in, the troupe (for improvement)? 
10 What is/are the future plan(s) of the troupe, especially in terms of engaging with the 

(performing) arts/theatre programme? 
11 What is your hope for the members in this troupe, yourself included? 
12 Do you have any other comments regarding the topic that you feel necessary for, or wish to 

include in, this study?  
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Interview Guide for Theatre Academician 

Date: ____________________ Venue: _____________________________________ Time: __________________________ 

Demographic Information  
(Nick)name: __________________________________________________  University: ______________________ 
Fac./Dept./Ctr.: _______________________________________ Occupation: _______________________________________ 
Nationality: [  ]Local  [  ]International Gender: [  ]Male  [  ]Female Age: __________ Race: _________________ 
Frequency of Involvement in MTF: [  ]1  [  ]2  [  ]3  [  ]4 Length of Involvement in MTF 2014-15: ________________ 

 
No Questions/Enquiries  

1 Has/is the institution/faculty/centre/department/school (been) involved in any project/s or 
effort/s to promote creativity in education, namely through theatre, and why?  
If yes, please tell us more about the project/s or effort/s.   
If no, is/are there any plan/s for the institution/faculty/centre/department/school to do so?  

2 How well does the institution/faculty/centre/department/school place creativity in education? 
Please explain.  

3 Do you yourself practice the promotion of creativity in learning? Why and how? 
4 What is your opinion about creativity in the arts, specifically theatre? 
5 Has/is the institution/faculty/centre/department/school (been) involved in any 

collaborative/cooperative project/s or effort/s that involve cross/inter-disciplinary exchange/s, 
that may involve theatre, and why?  
If yes, please explain the nature of the project/s or effort/s.  
If no, would the institution/faculty/centre/department/school be interested in cooperating in 
creative cross/inter-disciplinary exchange/s that involve theatre in the future?  

6 Does this institution/faculty/centre/department/school promote [non-arts/non-theatre] students 
to engage in theatre projects? Please explain. 

7 How would you comment on [non-arts/non-theatre] students engaging in theatre?  
8 Do you agree that engaging in theatre lead to the promotion of creativity, creative cross/inter-

disciplinary exchange/s and lifelong learning among students? Please explain. 
9 Do you think that the (performing) arts/theatre studies should be more prominent in learning? 

Please justify. 
10 Do you think there should be cross/interdisciplinary exchange/s between the (performing) 

arts/theatre and other field of knowledge? Please justify. 
11 Do you see the students in this institution/faculty/centre/department/school as creative? Please 

explain. 
12 What may be the difficulty/ies in promoting and enhancing creativity among students in the 

university in general, and the faculty/centre/department/school specifically? 
13 What is/are the future plan/s of the institution/faculty/centre/department/school, especially in 

terms of engaging with the (performing) arts/theatre programme? 
14 What is your hope for the students in this institution/faculty/centre/department/school? 
15 Do you have any other comments regarding the topic that you feel necessary to, or wish to 

include in, this study?  
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APPENDIX G: DATA COLLECTION SCHEDULE 

Part A: Data Collection in Malaysia – Public Universities & The MAKUM Theatre Festival 2014-2015 
STAGE / 
PHASE DATE VENUE DESCRIPTION NO. OF 

RESPONDENTS RESPONDENTS METHOD INSTRUMENT 
-M

is
se

d-
 

11-15 
Aug. 2014 

UM, Kuala 
Lumur, 

Malaysia 

MAKUM Theatre Festival 
2014-2015 Middle Zone 

Workshop 
+/- Six 

 MAKUM Secretariats (UM, UKM) 
 Student Assistants (UM) 

 

Face-to-face & 
other 

communication 
(email, 

telephony – calls 
& messaging) 

Third-person 
account & notes; 

Audio-visual 
recordings 11-16 

Nov. 2014 

MAKUM Theatre Festival 
2014-2015 Middle Zone 

Selection Stage 

Six public 
universities 

(UPNM, UIAM, 
USIM, UM, UPM, 

UKM) 
STAGE / 
PHASE DATE VENUE DESCRIPTION NO. OF 

RESPONDENTS RESPONDENTS METHOD INSTRUMENT 

Phase II 
(a) 05-12 

Mar. 2015 

USM, 
Penang, 
Malaysia 

MAKUM Theatre Festival 
2014-2015 North Zone 

Selection Stage 

Five public 
universities 

 

 Academician 
 MAKUM Secretariat (UM) 

 North Zone University Theatre Troupes 

In-person 
attendance & 
observation 

Survey-
questionnaires; 

Interview 
guides; 

Audio-visual 
recordings; 
Notebook 

07/03/15 

 
Dewan 
Budaya, 

USM Penang, 
Malaysia 

UiTM Pulau Pinang 

Maximum 30 per 
university with no 
minimum number 

Officer, Theatre Freelancers, UiTM 
Theatre Troupe 

08/03/15 UUM UiTM PP Academician, UUM Theatre 
Troupe 

09/03/15 UMS Academician, UMS Theatre Troupes 
10/03/15 UPSI Academician, UPSI Theatre Troupe 

11/03/15 USM 
USM Organising Committee (Adiwarna) 

+ Judging Panel (Head Judge), 
*Audience 

Phase II 
(b) 09-16 

Apr. 2015 
Auditorium, 
Kompleks 

JKKN, 
Terengganu, 

Malaysia 

MAKUM Theatre Festival 
2014-2015 East Coast 
Zone Selection Stage 

Five out of six 
public universities 

 

*East Coast Zone University Theatre 
Troupes 

 
10/04/15 UMT - - 
11/04/15 UMP 

Maximum 30 per 
university with no 
minimum number 

UMP Theatre Troupe 
12/04/15 UniSZA UniSZA Theatre Troupe 
13/04/15 UTHM UTHM Theatre Troupe 
14/04/15 UTeM UTeM Theatre Troupe 

15/04/15 UMK + UMT Secretariat, Officer(s); Judging 
Panel (Head Judge); *Audience 
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Phase II 
(c) 7-13 Dec. 

2015 
 

Auditorium, 
Kompleks 

JKKN 
Melaka, 
Malaysia 

MAKUM Theatre Festival 
2014-2015 All Zone 

Finals 
 

Three out of six 
public universities 

* University Theatre Troupes & Finalists 
 

07/12/15 UTeM 

Maximum 30 per 
university with no 
minimum number 

UTeM Theatre Troupe 
08/12/15 UMS UMS Theatre Troupe 
09/12/15 UM UM Theatre Troupe 
*10/12/15 UPM UPM Theatre Troupe 
*11/12/15 UiTM PP UiTM PP Theatre Troupe 
*12/12/15 USM USM Theatre Troupe 

*13/12/15 Closing Ceremony  + Theatre Troupe; Secretariat, Officer(s), 
Judging Panel, *Audience 

STAGE / 
PHASE DATE VENUE DESCRIPTION NO. OF 

RESPONDENTS RESPONDENTS METHOD INSTRUMENT 

Phase III 
(a) (b) (c) 
 
(a): General 
scoping 
(b): 
Person of 
interest 
(c): 
MTF 2014-
2015   
Phase III 
(cont.) 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Mar.-Dec. 
2015 Malaysia Public universities in 

Malaysia Various 
 Public university students 
 University academicians 
 MAKUM Secretariat 

In-person 
attendance, 

distribution & 
communication 

+ email, 
telephony (calls 
& messaging); 

social networks; 
observation 

Survey-
questionnaire; 

Interview guide; 
Notebook 

07/03/15 

USM, Penang  

(c) MAKUM Theatre 
Festival 2014-2015 

Two 
+/- 30 
+/- 10 

(b) Theatre Freelancers 
(c) UiTM PP Theatre Troupe 
(c) Audience 

(b) Interview 
guide 

(c) Survey-
questionnaire 

08/03/15 (c) MAKUM Theatre 
Festival 2014-2015 

+/- 10 
+/- 10 

(c) UUM Theatre Troupe 
(c) Audience 

(c) Survey-
questionnaire 

09/03/15 

(a) General scoping 
(c) MAKUM Theatre 
Festival 2014-2015 

 (a) UMS students 
(c) UMS Theatre Troupe 
(c) Audience 

(a) & (c) 
Survey-

questionnaire 
 

10/03/15 (c) MAKUM Theatre 
Festival 2014-2015 

 (c) UPSI Theatre Troupe 
(c) Audience 

(c) Survey-
questionnaire 

11/03/15 
(a) General scoping 
(c) MAKUM Theatre 
Festival 2014-2015 

+/- 50 (a) USM students 
(c) USM Organising Committee  
(c) Audience 

(a) & (c) 
Survey-

questionnaire 
13-

16/3/15 - Data sorting & filing; 
Revise Instruments - North Zone Theatre Troupes - - 

23/03/15 - Created Whatsapp Groups 
(North) 

+/- 10-15 UiTM PP, UMS, USM, UUM 
(UPSI uncreated) 

Social network 
(IM) - 

04/03/15 UM, Kuala 
Lumpur  

(a) General scoping +/- 50 UM students In-person 
distribution 

Survey-
questionnaire 

07/04/15 (c) MAKUM Theatre 
Festival 2014-2015 -  Mohamad Rashid (MAKUM 

Secretariat: UM) In-person Update 
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17/04/15 - Data sorting & filing - East Coast Zone Theatre Troupes - - 

18/04/15 - Created Whatsapp Groups 
(East Coast) +/- 10-20 UMP, UniSZA, UTHM, UTeM, UMK Social network 

(IM) - 

28/04/15 - (c) MAKUM Theatre 
Festival 2014-2015 -  Mohamad Rashid (MAKUM 

Secretariat: UM) Phone call Update 

05/05/15 UMK, 
Kelantan 

(a) General scoping 
(c) MAKUM Theatre 
Festival 2014-2015 

+/- 50 
 

+/-10-20 

(a) UMK students 
 
(c) UMK Theatre Troupe In-person 

(a) Survey-
questionnaire 
(c) Interview 

guide 

05/05/15 USZA, 
Terengganu 

(a) General scoping 
(c) MAKUM/MTF 

+/- 50 
+/- 5 

(a) UniSZA students 
(c) UniSZA Theatre Troupe In-person 

(a) Survey-
questionnaire 
(c) Interview 

guide 

06/05/15 UMP, Pahang (a) General scoping +/- 50 (a) UMP students In-person (a) Survey-
questionnaire 

06/05/15 UMK (c) MAKUM Theatre 
Festival 2014-2015 

1 (c) UMK Theatre Troupe Email  

07/05/15 UMP, Pahang (c) MAKUM Theatre 
Festival 2014-2015 

+/-10-20 (c) UMP Theatre Troupe In-person (c) Interview 
guide 

20-
26/5/15 

UMS, Sabah 

(c) MAKUM Theatre 
Festival 2014-2015 3 (c) UMS Theatre Troupe  

In-person 
distribution & 

communication  

(a) Survey-
questionnaire 

(b) & (c) 
Interview guides 

21/05/15 
(a) General scoping (c) 
MAKUM Theatre Festival 
2014-2015 

50 
4 

(a) UMS students 
(c) UMS Theatre Troupe 

22/05/15 
(b) Person of Interest 
(c) MAKUM Theatre 
Festival 2014-2015 

1 
3 

(b) Academics, Officers, etc. 
(c) UMS Theatre Troupe 

25/05/15 (c) MAKUM Theatre 
Festival 2014-2015 4 (c) UMS Theatre Troupe 

03/06/15 UTeM, 
Malacca 

(a) General scoping (c) 
MAKUM Theatre Festival 
2014-2015 

6 (a) UTeM students  
(c) UTeM Theatre Troupe 

In-person 
communication 
& distribution 

(a) Survey-
questionnaire 
(c) Interview 

guide 

05/06/15 UTHM, Johor (c) MAKUM Theatre 
Festival 2014-2015 1 (c) UTHM Theatre Troupe In-person (c) Interview 

guide 

11/06/15 USM (c) MAKUM Theatre 
Festival 2014-2015 1 (c) USM Organising Committee Email (c) Interview 

guide 

12/06/15 UUM (c) MAKUM Theatre 
Festival 2014-2015 1 (c) UUM Theatre Troupe Email (c) Interview 

guide 

01/07/15 UMS (b) Person of Interest 1 (b) Academics, Officers, etc. Email (b) Interview 
guide 
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26/08/15 USM (c) MAKUM Theatre 
Festival 2014-2015 1 (c) USM Organising Committee Email (c) Interview 

guide 

15/09/15 UUM (c) MAKUM Theatre 
Festival 2014-2015 1 (c) UUM Theatre Troupe Email (c) Interview 

guide 

16/09/15 UPSI, Perak (c) MAKUM Theatre 
Festival 2014-2015 12 (c) UPSI Theatre Troupe In-person (c) Interview 

guide 

23-27/ 
11/15 UPSI, Perak (a) General scoping 50 (a) UPSI students 

*In-person 
distribution 

(RA) 

(a) Survey-
questionnaire 

03/12/15 Kuala 
Lumpur, UM 

(b) Person of Interest 
(c) MAKUM Theatre 
Festival 2014-2015 

1 
3 

(b) STAGE – IIUM Alumni 
(c) UM Theatre Troupe In-person (b) & (c) 

Interview guides 

04/12/15 UM, Kuala 
Lumpur 

(c) MAKUM Theatre 
Festival 2014-2015 

1 
3 

+/- 20 

(c) MAKUM/MTF Secretariat  
(c) UM Theatre Troupe In-person 

(c) Interview 
guide 

(c) Survey 
questionnaire 
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APPENDIX Hi: TYPES AND FUNCTIONS OF TRADITIONAL 
PERFORMING ARTS IN MALAYSIA 
 

Category / 
Purpose 

PERFORMANCE TYPE 
Ritual Performance Popular Performance 

Medicinal, 
therapeutic & 
recovery 

Bageh 
Bobohizan 
Bobolian  

Kuda kepang 
Main peteri 
Mek mulung 

Menora  
Sewang  

 
 
 

Kuda kepang 
Main peteri 
Mek mulung 

Menora  

Ceremonial and 
ritual (rite de 
passage) 

Berinai (henna wear) 
Bersanding (bride and groom 

presentation) 
Majlis pertabalan raja (royal 

coronation ceremony) 
Mandi sampat (nuptial bath) 

Mandi tolak bala (bath to cast-off 
misfortune) 

Perasmian majlis-majlis rasmi 
(opening of formal events) 

Pesta menuai (harvest festival) 

Berinai (henna wear) 
 
 
 
 
 
 
 
 
 

Pesta menuai (harvest festival) 
Belief and 
religious practices 

Chinese opera 
Kavadi  

Ajong-ajongan 
Berjamu  

Berkhatan (circumcision) 
Khatam Quran  

Mek mulung 
Menora  

Perayaan Muharram (Islamic 
New Year) 

  
 

 
Feast 

 
 

Mek mulung 
Menora  

 

Births and deaths Melenggang perut (midwifery) 
Puja umur (coming of age) 
Kenduri kematian (funeral) 

 
Birthday celebrations 

Funerals  
Cultural arts 
planning 

Musabaqah al-Quran  Citrawarna (Colours of 
Malaysia) 

Dance festival 
Theatre festival 

Adapted from Bujang (2007: 135-136) 
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APPENDIX Hii: TRADITIONAL MALAY PERFORMING ARTS IN 
MALAYSIA  
 

Music  Dance Drama/Theatre 
Form/Type Form/Type Form/Type 

Dikir barat (responsorial chanting) 
Dondang sayang (love ballad) 
Gamelan (ceremonial music) 
Gendang kling (martial arts) 
Ghazal (amatory poem/ode) 
Hadrah (religious-oriented) 
Kemplingan (religious chanting)  
Keroncong (folk music) 
Mata-kantiga (folk music) 
Nobat (royal orchestra) 
 
  
  
  
 

3 main categories: 
Court dance 
Folk dance 
West/East Msia 
 
4 basic genres: 
Asli 
Inang 
Joget 
Zapin  
 
Includes:  
Asyik  
Boria  
Dabus  
Hamdolok  
Inang 
Joget 
Kuda kepang 
Mak inang 
Ngajat  
Pulai  
Rodat  
Ronggeng  
Ulek mayang 
Zapin  

Genres: 
Bangsawan (operatic theatre) 
Boria (parody) 
Jikey (dance drama) 
Ludruk (comedy) 
Main puteri (medicinal) 
Mak yong (dance drama) 
Mek mulung (legends) 
Menora (dance drama) 
Nur Sakti (folk theatre) 
Randai (folk theatre) 
Sandiwara (theatrical) 
Wayang kulit (shadow puppetry) 
 
Themes: 
Absurd 
Ancient  
Modern  
Monodrama  
Musical 
Theatrical  
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APPENDIX Ii: PHILOSOPHY, AIM AND OBJECTIVES OF MALAY 
LITERATURE EDUCATION 
 

Philosophy 
Malay Literature Education in Malaysia aims to generate the mind, spirit, and emotion, 
strengthening self-esteem, fosters culture, and nurtures attitude towards the development of 
human thinkers. 
 

Aim 
To equip learners with the knowledge of literature so that they may appreciate, respect, love, 
and be prideful of the Malay language and literature in the field of education and career 
enhancement towards literary engagement among the people. 
 

Objectives 
Malay Literature curriculum enables students to: 

i. understand the content and analyse aspects of literature. 
ii. appreciate literary works through literary activities. 
iii. focus and appreciate the aesthetics of the language. 
iv. appreciate the authors and the work they produce. 
v. provide insight, critically evaluate literary works, and foster humanitarian values 

while fostering a national spirit 
vi. produce a variety of literary works, to the best of the student's ability. 
vii. foster a culture of reading to develop and maintain an interest in Malay literature. 

Source: Ministry of Education Malaysia (2003) 
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APPENDIX Iii: SCHOOL OF ARTS MALAYSIA 

Definition A formal single-session educational institution equipped with facilities to cultivate & nurture 
the potential & talent of students & to prepare them for active & creative participation in 
artistic & cultural activities 

Philosophy Dedicated to the charge of developing the potential of individuals in a balanced & integrated 
manner through a planned & systematic arts education programme. The purpose is to produce 
individuals who are responsible & committed in promoting & contributing to the Malaysian 
culture through their artistic creativity & talents  

Vision To be a centre of excellence in arts & cultural education to groom world-class artists & creative 
professionals 

Missions i. To nurture & develop the artistic potential among students 
ii. To promote the active participation of students in arts activities 
iii. To establish co-operation with various arts institutions & practitioners 

Objectives i. To enable students to realise both their artistic & academic potential 
ii. To produce students who are knowledgeable & competent in the arts 
iii. To be a world renown centre of excellence in arts education 
iv. To develop arts & cultural practitioners with moral integrity 
v. To develop artistic individuals to be leaders in the field, & to be patrons & supporters of 

the arts 
Student 
intake 

Open to all students in government & government-assisted schools from across the country. 
The intake is open to Form 1 students only. There is no intake for students in Forms 2, 3, 4, or 
5. Application for admission to an arts school is only via on-line using the e-SSeM system 
which is activated from May to September every year. Applicants can log in using their UPSR 
index number & fill in all information online at http://apps.moe.gov.my/essem/permohonan. 
Students who missed applying online or who do not have internet access may apply as walk-
in candidates by filling in the application form manually during the arts audition. The arts 
audition session is a selection exercise held nationwide for student admission to an arts school. 
It is usually held in October yearly before the Primary School Achievement Test (UPSR). 
Applicants will be tested on their aptitude in the art form of their choice: music, dance, theatre 
or visual arts. The panel of examiners comprises those who have expertise in one of the four 
fields of art forms mentioned above.  

Admission 
criteria 

The successful applicant must: 
i. Be a Malaysian citizen 
ii. Possess talent & potential in the preferred art form (music, dance, theatre, or visual arts) 
iii. Be non-disabled 
iv. Have passed the arts audition 
v. Have obtained a minimum 3Bs in the UPSR 

Class 
enrolment 

The number of students who can be accepted for any subject is highly dependent on availability 
of facilities. Nevertheless, to ensure the effectiveness of the teaching & learning process, the 
recommended number of students at any arts school is not more than 25 students for every 
class of a subject (additional classes are subject to physical planning)  

Career 
prospects 

Dance Dancer, choreographer, costume designer, dance instructor, lecturer, cultural officer, 
arts lecturer 

Music Producer, vocal instructor, composer, sound engineer, professional singer, musician, 
audio director, orchestra conductor, music teacher, lecturer, information officer, 
reporter  

Theatre Producer, film director, actor, professional theatre enthusiast, editor, theatre 
director, script writer, videographer, cameraman, lighting director, stage manager, 
educator, arts instructor, broadcasting official  

Visual 
arts 

Painter, professional photographer, animation artist, graphic designer, fashion 
designer, set designer, prop designer, jewelry designer, curator, archive officer, 
lecturer, event manager, emcee    

Prospect for 
further 
education 
(Institutions) 

ASWARA, UiTM, UM, UMS, UNIMAS, UPM, UPSI, USM, IIUM, etc.  
*Other private learning institutions.  

Locations Kuala Lumpur (*only for music) 
Johor Bahru Malaysian Arts School 
Kuching Malaysian Arts School 
Sekolah Menengah Kebangsaan Muhibbah, Sungai Siput, Perak 

Source: De Kanter (2016) 
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APPENDIX Iiii: PERFORMING ARTS (THEATRE) PROGRAMMES IN 
MALAYSIA’S PUBLIC UNIVERSITIES 
 

Uni. Centre/ Faculty/ 
School 

Programme 
Offered 

Career Prospects 

UM Cultural Centre Performing 
Arts 

(Drama) 

academicians or professional artists; actors, 
directors, scriptwriters, performers, drama 
producers 

UMS School of Arts Creative 
Arts 

Programme 

biographic writing, script writing, acting, 
editing, documentary, lyricists, drama, 
columnist, editors, book review, arts & 
literary critic, producer, event manager, 
stage manager, production manager, art 
marketing executive, lecturer, writing, 
visual & stage coach, fashion designer, 
chorographer, producer, director, cultural 
officer, etc. 

UniMAS Faculty of 
Applied & 

Creative Arts 

Drama & 
Theatre 

Programme 

professional work such as scenographer, 
artistic director, actor, director, prop master, 
technical designer, audio designer, stage 
manager, event coordinator, lighting 
designer, production manager, event 
manager, cultural marketing officer, 
producer, academic officer, cultural & arts 
officer 

UPSI Faculty of Music 
& Performing 

Arts 

Minor in 
theatre in 
education 

arts designer and other related posts 

USM School of Arts Arts 
Programme 

*Information not available 

UiTM Faculty of Film, 
Theatre & 
Animation 

Creative 
Technology 

(Theatre) 

*Information not available 
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APPENDIX Ji: MAKUM SECRETARIAT 

Source: https://www.facebook.com/pg/sekretariatmakum/about/?ref=page_internal 

 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

1993-1994 Universiti Malaya (UM) [University of Malaya] 

1995-1996 Universiti Kebangsaan Malaysia (UKM) [National University of Malaysia] 

1997-1998 Universiti Teknologi MARA (UiTM) [University of Technology MARA] 

1999-2000 Universiti Sains Malaysia (USM) [University of Science Malaysia] 

2001-2002 Universiti Malaysia Sabah (UMS) [University of Malaysia Sabah] 

2003-2004 Universiti Utara Malaysia (UUM) [University of Northern Malaysia] 

2005-2006 Universiti Putra Malaysia (UPM) [University Putra Malaysia] 

2007-2008 Universiti Tun Hussein Onn Malaysia (UTHM) [University of Tun Hussein 

Onn Malaysia] 

2009-2010 Universiti Malaysia Perlis (UMAP) [University of Malaysia Perlis] 

2011-2012 Universiti Malaysia Sarawak (UMAS) [University of Malaysia Sarawak] 

2013-2015 Universiti Sultan Zainal Abidin (USZA) [University of Sultan Zainal 

Abidin] 

2016-2017 Universiti Pendidikan Sultan Idris (UPSI) [University of Education Sultan 
Idris] 
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APPENDIX Jii: MISSIONS & VISIONS OF MAKUM  

The missions of MAKUM are:   

 To expand arts and culture through research, training, festivals, competitions, seminars, 

cultural tours, and support in providing inclusive facilities in the interest of arts and 

cultural activities among students in public higher academic institutions.  

 To plan, coordinate, and implement arts and culture activities for students in public 

higher academic institutions. 

 To offer advice and provide guidance for associations, clubs, or other cultural and arts 

bodies in public higher academic institutions. 

 To encourage the participation and involvement of students from various races in 

cultural and arts activities in public higher academic institutions, which will directly 

create national integration. 

 To establish a cooperative network in the area of arts and culture with agencies related 

to culture and arts. 

 To acknowledge and appreciate students who are consistent and committed in involving 

themselves in arts and culture activities. 

 To act as a stimulant for students to continue their involvement in arts and culture when 

they join the general public in the future. 

 To create a closer and more effective ties between the students and the public higher 

academic institutions. 

 To boost the morale and competitive spirit among students so that they become more 

active in each arts and culture program in- and outside the campus. 

 To foster racial unity among the campus community by creating healthy competitive 

spirit. 

 As part of the effort to popularise arts and culture in public higher academic institutions.    

The visions of MAKUM are: 

 To build students with admirable traits, creative thinking ability, and capable of a range 

of skills. 

 To build students who have a high sense of national identity.  

 To build students who will continuously love, defend, and lift the uniqueness and beauty 

of the nation’s cultural heritage to the global stage/level. 

Source: https://www.facebook.com/pg/sekretariatmakum/about/?ref=page_internal 
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APPENDIX Jiii: SECRETARIAT FOR MAKUM THEATRE FESTIVAL  
 
 

Year University Head Secretariat 
2000 Universiti Utara Malaysia (UUM) [University of North Malaysia] 
2002 Universiti Kebangsaan Malaysia (UKM) [National University of Malaysia] 

2004 Universiti Malaya (UM) [University of Malaya] 
2013  *No identification of a single host university.  
2014-
2015 

*All participating universities. Hosts include: 
 Middle Zone: Universiti Malaya (UM) [University of Malaya] 
 North Zone: Universiti Sains Malaysia (USM) [University of Science 

Malaysia] 
 East Coast Zone: Universiti Malaysia Terengganu (UMT) [University of 

Malaysia Terengganu] 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 

364 
 

 

APPENDIX Jiv: MISSION AND OBJECTIVES OF MAKUM THEATRE 
FESTIVAL  

 

The mission of Theatre for MAKUM is: 

 To ensure the general public and all communities of higher education institutions, 

especially students, have knowledge, perception, and positively celebrate theatre and 

drama activities as an intellectual and leisure activity, born out of a refined, learned, and 

sovereign culture and civilisation.    

The objectives of Theatre for MAKUM are:   

 To invigorate theatre and drama activities as a campus community activity in order to 

give birth to students who are literate in the arts, as passion and tendency towards the 

arts is something innate.  

 To foster integration, toleration, and cooperation among students from various groups 

and ethnicities through group work, which will contribute towards a harmonious, safe, 

peaceful, and vibrant campus life. 

 To assist university parties in offering alternative activities through theatre activities in 

order to shun students from engaging in non-beneficial activities which can compromise 

their future. 

 To provide a vehicle for students who possess a serious tendency in the field of acting, 

staging, public speaking, voice art, and music in order to sharpen their talent and 

knowledge in the field. 

 To enliven the campus atmosphere with artistic activities, appropriate to one of the roles 

of higher education institution as the ‘custodian of high culture.’   

Source: MAKUM Secretariat (2011/2012) 
 

 

 

 

 

 



 

365 
 

 

APPENDIX Jv: PARTICIPATION FORM  

      

*Date & Venue 
 

PARTICIPATION FORM 

 
Submit this form before ________ 

 
* Indicate the selection  ** Please specify the form/type of theatre 
 

B 1 Name of Officer  
2 Position of Officer  
3 Office Address:  

 
 

4 Office Tel. No.: Office Fax No.: 
5 Officer Mobile No.:  E-mail Address: 

 
 

I hereby certify that the university theatre group is the 
official representative named above to join the MAKUM 
Theatre Festival in ____(year) 

 
Signature & Official 

Stamp 
 

C Comments/Message (if any): 

 

 

 
Send to: *Correspondence details. 

 
 
 
 
 

A 1 Institution UNIVERSITY 
 2 Name of Theatre Group 

(if any)  
 

 3 Director  
 4 Title of Production  
 5 Artistic Work (name of 

author) 
 

 6 Form of Performance Modern* Musical * Traditional *  Others:** 
 7 Number of Participants people Male  Female  
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APPENDIX Jvi: PANEL ASSESSMENT FORM  

 
CULTURAL COUNCIL OF UNIVERSITIES MALAYSIA 

MAKUM THEATRE FESTIVAL ____ 

No. Prize Presentation (Overall) Public University 
(Group) 

Overall 
Points 

Note 

1 First Prize for Best Performance    
2 Second Prize for Best 

Performance 
   

3 Third Prize for Best Performance    
4 Promising Group (Special Jury 

Award) 
   

5 Promising Group (Special Jury 
Award) 

   

 
No. Prize Category (Direction & 

Actors) 
Public University 

(Group) 
Overall 
Points 

Note 

1 Best Direction / Adaptation    
2 Best Principal Actor (Male)     
3 Best Principal Actor (Female)    
4 Best Supporting Actor (Male)    
5 Best Supporting Actor (Female)    
6 Promising Actor 1    
7 Promising Actor 2    
8 Promising Actor 3    
9 Promising Actor 4    

 
No. Prize Category (Creative) Public University 

(Group) 
Overall 
Points 

Note 

1 Best Performance Technique    
2 Best Sound & Lighting    
3 Best Costume & Design    
4 Best Props & Setting    

 
No. Prize Category (Direction & 

Actors) 
Total 
Mark 

Assessment 
Mark 

Note 

1 Direction / Adaptation 20   
2 Acting 30   
3 Performance Technique 20   
4 Sound & Lighting 10   
5 Costume & Design 10   
6 Props & Setting  10   

Overall Total 100   
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APPENDIX Ki: PRODUCTIONS IN MAKUM THEATRE FESTIVAL 2014-15 
 

Zone Uni. Troupe Production Genre  Writer 
M

id
dl

e 
UIAM IIUM Theatre Club Realiti Alam Fantasi: 

Insomnia Jiwa 
Manusia [The Reality 
of Fantasy: Insomnia 

in Man’s Soul] 

Modern 
 

Asyraf Syahir 

UKM Teater Rimba Alahai Menantu  
[Oh In-Law] 

Modern 
 

Razali Taib 

UM Titian 9 – UM 
Production 

Kawad  
[March] 

Experimental 
 

Hafizee Hatta 
& Durra 

UPNM Revolution Art Di Sebalik Pintu 
[Bahind the Door] 

* Others not 
specified 

*Information 
not available 

UPM Pentas Production Badut  
[Clown] 

Modern Khairul Amin 

USIM ATRA Nyanyian Maut  
[The Sound of Death] 

*Information 
not available 

Tewfik Al-
Hakim 

N
or

th
 

UiTM Produksi Karya 
[Karya Production] 

Titik Belum Selesai  
[i.e. yet to end] 

Anti-realism Zack Zaideen 

UUM Kelab Teater Warna 
[Warna Theatre 
Club] 

Tukang Tilik 
[Soothsayer] 

* Unknown Wan Ahmad 
Ismail 

UMS SYN Teatra 
Production / 
STAGE 

Dewan Persidangan 
[Conference Hall] 

Realism Lenny Erwan 

UPSI Last Minute 
Production 

Garis-Garis Pelangi 
[Streaks of Rainbow] 

Musical Faisal Ahmad 

USM *Information not 
available 

Nisha Khalid * Adapted to 
televised 
theatre 

Seni Bayan 

Ea
st

 C
oa

st
  

UMT *Information not 
available 

Kampung Semarah 
Padi 

[The Village of 
Semarah Padi] 

Drama Waris Melissa Saila 

UMP Produksi Teater 
Waris [Waris 
Theatre Production] 

Asam  
[Sour] 

Realism Izzatul 
Farahanim 

USZA Kelab Anjung 
Kreatif 

Gadis dan Serigala-
Serigala  

[Girl and Wolves] 

* Unknown *Information 
not available 

UTeM TopArt Production Say-Well * Not 
identified 

*Oyen 

UTHM AKSI Ustaz Zapin Realism MS Haron 
 UMK Anak Teater 

Rajawali (ATERA) 
Lif-E  

[Elevator E] 
Realism Mohd Andika 

Zainal 

*In bold: Selected to the Finals 
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APPENDIX Kii: VISUALS FROM MAKUM THEATRE FESTIVAL 2014-2015 

 

Produksi Karya UiTM 

Titik Belum Selesai 

Laden in history, Produksi 
Karya UiTM’s Titik Belum 
Selesai highlights the country’s 
struggle for independence 
during Malaysia’s era of 
Japanese rule. The play implies 
that the country has yet to 
achieve complete independence 
even until today. 

 

Titian 9 UM 

Kawad 

Taking on a more family-
oriented theme, Kawad by 
Titian 9 UM depicts the 
conflicts of family life 
stemming from the figure of an 
authoritative and emotionally-
distant father. 

 

Anak Teater Rajawali UMK 

Lif-E 

Anak Teater Rajawali UMK’s 
play, Lif-E, is an allegory of the 
mundane life of individuals 
living in a low-cost apartment 
block, symbolised by their 
encounters in Lift E. The play is 
politically and economically 
motivated. 

 

Produksi Teater Waris UMP 

Asam 

Projecting an old-school vibe 
mixed with current technology, 
Produksi Teater Waris UMP’s 
Asam tells the story of regret 
between a father/husband, 
mother/wife, and son/child in a 
family due to infidelity. 
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SYN Teatra @ STAGE 

UMS 

Dewan Persidangan 

Dewan Persidangan, 
showcased by SYN Teatra @ 
STAGE UMS, emphasises on a 
politically-inclined plot 
satirising people in power 
within the judiciary system.  

 

Last Minute Production 

UPSI 

Garis-Garis Pelangi 

Garis-Garis Pelangi by Last 
Minute Production UPSI is a 
coming-of-age story between 
friends who face the challenges 
of growing up and having to 
face the reality of everyday life, 
i.e. work. 
 

 

Kelab Anjung Kreatif USZA 

Gadis & Serigala-Serigala 

Focusing on a female 
protagonist, Kelab Anjung 
Kreatif UniSZA’s Gadis dan 
Serigala-Serigala tells the story 
of a girl being chased and 
desired by a group of suitors 
who are at times immorally 
motivated. 

 

TopArt Production UTeM 

Say-Well 

The title of the play Say-Well is 
a clever, albeit cheeky, play of 
words. When pronounced in 
Malay, the word can be 
perceived as sewel, meaning 
crazy. This play by TopArt 
Production UTeM tells the story 
of a male protagonist who 
pretends to have lost his mind 
and sanity in order to attract the 
attention of his (love) interest.   
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AKSI UTHM 

Ustaz Zapin 

A play which tackles the theme 
of arts versus Islam. AKSI 
UTHM’s Ustaz Zapin tells the 
story of a religious figure who 
champions the art of dancing in 
the face of opposition from local 
villagers. 

 

Kelab Teater Warna UUM 

Tukang Tilik 

Tukang Tilik by Kelab Teater 
Warna UUM is a coming-of-age 
play about a female protagonist 
who lived a life of seclusion and 
protection through religious 
education whom nevertheless 
ironically succumbed to a 
darker path due to her mother’s 
questionable profession. 
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APPENDIX Kiii: THE RESULTS OF MAKUM THEATRE FESTIVAL 2014-
2015 
 

CULTURAL COUNCIL OF UNIVERSITIES MALAYSIA 
MAKUM THEATRE FESTIVAL 2014-2015 

No. Prize Presentation (Overall) Public University 
(Group) 

Theatre Production 

1 First Prize for Best Performance UPM Badut 
2 Second Prize for Best 

Performance 
USM Nisha Khalid 

3 Third Prize for Best Performance UM Kawad 
4 Promising Group (Special Jury 

Award) 
UMS - 

 
CULTURAL COUNCIL OF UNIVERSITIES MALAYSIA 

MAKUM THEATRE FESTIVAL 2014-2015 

No. Prize Category (Direction & Actors) Public University 
1 Best Direction / Adaptation - 
2 Best Principal Actor (Male)  UTeM 
3 Best Principal Actor (Female) USM 
4 Best Supporting Actor (Male) UPM 
5 Best Supporting Actor (Female) UPM 
6 Promising Actor  UTeM 

UMS 
UM 

UPM 
UiTM 
USM 

 
CULTURAL COUNCIL OF UNIVERSITIES MALAYSIA 

MAKUM THEATRE FESTIVAL 2014-2015 

No. Prize Category (Creative) Public University (Group) 
1 Best Technical Effect UPM 
2 Best Sound & Lighting UPM 
3 Best Costume & Design UMS 
4 Best Props & Setting USM 
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APPENDIX Kiv: DETAILS OF THE INTERVIEW 

Uni. Venue  Date 
(DMY) 

Time  Length  
(HMS) 

Method Respondent Code Total 
No. 

Total 
Sessions 

UiTM Cultural Hall USM Gelugor Penang 070315 
 

5.30pm 7:09 Face-to-face, 
one-on-one 

Freelancers UiTMFL1 2 2 
5:45pm 5:57 UITMFL2 

UMK 
 

Lecture Cabin UMK Jeli Kelantan 050515 10.00am 32:54 Face-to-face, 
one-on-one 

Participants UMKTP1 8 7 
10.35am 26:11 UMKTP2 
11.40am 39:55 Face-to-face, 

pair 
UMKTP3 
UMKTP4 

12.25pm 21:55 Face-to-face, 
one-on-one 

UMKTP5 
01.00pm 17:24 UMKTP6 
02.00pm 33:40 UMKTP7 

- 060515 02.05pm - Email UMKTP8 
USZA Laman Selera USZA Gong Badak 

Terengganu 
050515 6.30pm 24:17 Face-to-face, 

one-on-one 
Participants USZATP1 5 3 

9.00pm 52:34 Face-to-face, 
group 

USZATP2 
USZATP3 
USZATP4 

10.00pm 20:25 Face-to-face, 
one-on-one 

USZATP5 

UMP 
 

Block XY UMP Gambang Pahang 070515 10.00am 15:03 Face-to-face, 
one-on-one 

Participants UMPTP1 17 7 

10.30am 1:04:43 Face-to-face, 
group 

UMPTP2 
UMPTP3 
UMPTP4 

11.35am 56:06 UMPTP5 
UMPTP6 
UMPTP7 

1.00pm 55:41 UMPTP8 
UMPTP9 
UMPTP10 
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2.00pm 1:19:01 UMPTP11 
UMPTP12 
UMPTP13 

3.30pm 46:41 UMPTP14 
UMPTP15 
UMPTP16 

4.30pm 14:34 Face-to-face, 
one-on-one 

UMPTP17 

UMS Recital Hall, UMS Kota Kinabalu 
Sabah 

200515 
 

09.05am 35:57 Face-to-face, 
one-on-one 

Participants UMSTP1 15 12 

10.00am 30:44 UMSTP2 

05.30pm 51:34 Face-to-face, 
pair 

UMSTP3 
UMSTP4 

210515 
 

05.00pm 
 

1:06:36 UMSTP5 
UMSTP6 

06.20pm 15:32 UMSTP7 
UMSTP8 08.20pm 

220515 11.05am 44:49 Face-to-face, 
one-on-one 

UMSTP9 
220515 12.25pm 1:22:15 Academics UMSAD1 

- 220515 - - Email UMSAD2 
Recital Hall, UMS Kota Kinabalu 

Sabah 
250515 

 
11.20am 26:23 Face-to-face, 

one-on-one 
Participants UMSTP10 

11.55am 25:56 UMSTP11 
02.50pm 17:51 UMSTP12 

260515 02.30pm 16:27 UMSTP13 
UTeM Arkib Lestari UTeM Durian Tunggal 

Malacca 
030615 1.00pm 1:31:21 Face-to-face, 

group 
Participants UTeMTP1 

UTeMTP2 
UTeMTP3 

6 4 

03.30pm 28:30 Face-to-face, 
one-on-one 

UTeMTP4 
04.00pm 17:11 UTeMTP5 
04.40pm 17:40 UTeMTP6 

UTHM Dataran Anggerik UTHM Parit Raja 
Johor 

050615 10:51am 19:26 Face-to-face, 
one-on-one 

Participant UTHMTP1 1 1 

UUM UUM 100615 03.27pm - Email Participants UUMTP1 2 2 
Media-prima Bhd. 280815 03.20pm UUMTP2 

USM - 120615 - - Email Student 
Committees 

USMSC1 2 2 
USM 260815 08.30pm - USMSC2 



 

 
 

374 

UPSI KM2, Faculty of Music & 
Performing Arts UPSI Tanjong 

Malim Perak 
 

160915 12.30pm 45:01 Face-to-face, 
pair 

Participants UPSITP1 
UPSITP2 

12 6 

01.20pm 11:20 Face-to-face, 
one-on-one 

UPSITP3 

01.35pm 1:34:34 Face-to-face, 
group 

UPSITP4 
UPSITP5 
UPSITP6 

02.45pm 39:46 UPSITP7 
UPSITP8 
UPSITP9 

03.25pm 2:27 Face-to-face, 
pair 

UPSITP10 
UPSITP11 

05.10pm 4:11 Face-to-face, 
one-on-one 

UPSITP12   

UM Experimental Theatre UM Kuala 
Lumpur 

031215 11.45am 39:58 Face-to-face, 
one-on-one 

Student 
Committee 

UMSC1 8 5 
 

Cultural Centre UM Kuala Lumpur 031215 08.00pm 39:31 
28:01 

Face-to-face, 
pair 

Participants UMTP1 
UMTP2 

Student Affairs & Alumni Division 
UM Kuala Lumpur 

041215 2:00pm 1:50:17 Face-to-face, 
one-on-one 

Cultural 
Officer 

UMCO1 

Syed Manaf Studio UM Kuala 
Lumpur 

041215 09.30pm 1:10:08 Face-to-face, 
group 

Participants UMTP3 
UMTP4 
UMTP5 

JKKN Ayer Keroh Malacca 091215 03.20pm 30:17 Face-to-face, 
one-on-one 

Cultural 
Officer 

UMCO2 

Total 78 51 
 

 

 



 

 
 

375 

APPENDIX Kv: EXCERPTS OF INTERVIEW SCRIPT 

ITEM RESPONDENT EXCERPT 

On MAKUM 
Theatre Festival 
(MTF) 

UMCO1 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

UMCO2 
 

UMSAD1 
 
 
 
 
 
 
 

MTF began in year 2000. There was that idea (for MTF) … If I’m not mistaken, UUM was the first to organise this event. 
The idea was brought up by university officers with a background in theatre. We took upon the concept of ‘village theatre’ 
which was already a feature in MOTAC. We adapted the concept into a theatre festival at the public university level. Several 
HEIs thought about bringing the idea to life, such as UM, UUM, UKM, USM, UiTM. They were the first to come up with 
the idea and how to develop it within HEIs. 
When UM took over as MTF organiser, we changed a few of the criteria/conditions and policies for theatre in higher 
education. First of all, we wanted to rouse (the presence of) theatre within HEIs…one of our aims was to position theatre 
as high culture… 
From 2004-2011, we held the Festival at a single location…for example, every December each year we’ll hold the event at 
UM…participating universities would gather in a village-like atmosphere for 7 until 10 days. But in 2012, we began to 
implement the zone level…we have the middle, north and east coast zones… We wanted to encourage others to host the 
event… Before this, UM acted as the sole secretariat for MTF… For the 2015 cycle, we selected the six best groups which 
we feel eligible for the finals… 
In the past, it was more akin to a village-like gathering, held once a year every December. It was a yearly event organised 
by UM… Now, we have the zones, three to be exact (UM as host for middle zone, USM as host for north zone, and UMT 
as host for east coast zone). We appoint them based on the expertise of the officers… Other than that, there aren’t any 
apparent changes… 
These changes have begun since 2004 until 2010… UM has been solely in charge of organising the event without any 
collaboration with other universities even though they have the skills and ability… When we look back and think about it, 
we decided it’s best to allow others to collaborate in organising MTF. That is our purpose for the zones. We want to give 
them the exposure. All universities are now the secretariat instead of UM alone… I think this is more suitable. The event is 
known as MAKUM Theatre Festival, so it wouldn’t be right if only UM was in charge… 

(It is) a good promoter. 

…MAKUM involves students who are going to apply what they have learned and compete for it. This serves as a basis for 
their future involvement post studies. 
I like it. I like that it is carried out, if possible, every year and increase the involvement not just among public universities 
but private ones too. That’s what we can call as festival. We can see various ideas from different perspectives. That is 
learning for all arts students and non-arts students. They’d have a good approach for their next and future involvement. 
Maybe those without arts programme would begin to see the benefit of having an arts programme in their own universities 
and colleges. If they happen to be good at it (even without formal education), we need to know the approach they employ 
and how they gained the knowledge for it. That is learning for us too. How these young people get their ideas, and we 
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UMSC1 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

USMSC1 
 
 
 

shouldn’t disregard the ideas of these young people as they are fresh. They are familiar and exposed to the cyber world 
which may influence their knowledge. They may combine outside influence with their own knowledge and show that to us. 
Whether that influence is regarded good or bad, we need to mix it with our own concept of culture, the Malaysian culture. 
I’m not sure whether the play we are doing now will receive a positive/encouraging reception from our audience here in 
Sabah as they are not familiar with the context of Kampung Baru. They can’t imagine how life is in Kampung Baru, but 
they still want to do the play. I ask them how they research on Kampung Baru. I’m trying to un-Sabah the main actor who 
is a Dusun Sabah. I want to change their linguistic slang, and it’s very difficult. So how do we change their knowledge and 
representation when they have never experienced such. So, it’s the responsibility of the teacher…try to find the 
similarities…language may be different but our actions may not be that different. We try to show something that’s as close 
to the reality and truth as possible… 

From my knowledge, it is a Festival which involves the participation of all public universities in Malaysia. Each university 
will be represented by a troupe to compete and there is zone-based screening which will lead to the finals. The aim and 
objective of the MAKUM Theatre Festival is to create the feeling of love towards theatre and cooperative spirit in the 
production while at the same time allows the students to learn and gain knowledge and not to be too focused on learning 
and instead learn to work together in a team with your friends. 
There are too many differences of the past and current cycle. For instance, the 2014-2015 Middle Zone itself has taken a 
year, more than a year perhaps, maybe due to management and environmental disasters in the East zone last year. Before 
2014, the MAKUM Theatre Festival would usually be held once a year in which there would be a screening (for eligible 
entries) around the first half of the year and the finals at the end of the year. Others programmes organised by the MAKUM 
do not have to follow this procedure. One of the factors may be due to the management, and another due to the cooperation 
from other public universities and the host university itself. To me, what is apparent is the ever-changing setting of dates 
and location which I do not know why, maybe due to the factor of comfort and time for all public universities (involved in 
the programme). The MTF was restructured, I think, may be because the cultural officers for the universities involved are 
unable to reach a consensus and do not share the same views. For example, during the (middle) zone, I saw that it was not 
easy to get everyone’s approval and there were dissatisfactions on some of the things which have been decided on. The 
MAKUM Officers were not open-minded or accepting and tend to rebuke logical decisions which did not allow this event 
to go on smoothly. There are three zones maybe because it’s difficult for the host, for instance UM, to have all universities 
gather and congregate in the university. They have to consider factors such as accommodation, space for props, how to have 
their training sessions. If everything is done in a single venue, there may be many arising issues. The zones were divided to 
make it easier for each state. (however) even with the zone divisions, there are still many problems, there is no perfection. 
The venue for the performance, for instance, cannot be fixed and unsettled. The management and organisers for each zone 
are unstable. For example, for the Middle Zone, we have a management team which is monitored. The same people cannot 
monitor those in the North and East zones.     

As a platform which provides the opportunity for theatre and non-theatre students to perform. Successful in 7 out of 10 
points.  
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USMSC2 
 
 

UiTMFL2 
 

UTHMTP1 
 
 
 

UUMTP1 
 
 

UUMTP2 

The Festival is a great platform to revive the dying art of theatre in Malaysia. It’s worth it, as it is a platform which allows 
the inclusion of other forms of the art. 

 MTF is rather good for students to be involved in the art, especially theatre. 

It’s a very good programme for students and youths as we introduce them to theatre. They basically don’t know what theatre 
is. It’s also good for a university like us because we are a technical university and there’s no theatre courses here. For me, 
MTF has help develop talent in theatre among young people. 

A huge platform which can help university students to polish their skills/talent and confidence. MTF is also a festival which 
can enhance cultural awareness and Malaysian arts. 

MTF provides an opportunity for theatre lovers especially young and new alike to gain knowledge and learn more about 
theatre art. I'm sure theatre…in the future will be even better. 

On zones UMCO1 
 
 
 
 
 
 
 
 
 
 
 
 

UMCO2 
 
 
 
 
 

UMSAD1 
 
 
 

We’re actually in the trial stage of the zoning conception, and this is meant as an initial launch. We don’t dare to have more 
than three zones. JKKM has the zones divided into middle, north, east coast, south, and Sabah and Sarawak. We aren’t 
capable of having that because we need to consider the ability of our colleagues who are willing to host. That is our 
justification… 
…the zoning stage allows us to be more organised in the assessment. In the past, when we had everything in one go or non-
stop for 10 days, the juries had no focus. They get fatigued from watching a show each night and exhausted by unimpactful 
performances… the smaller groups in the zones are more effectively assessed… the scoring estimates are much 
different…there’s a rise…in the past, the marks were very low. We also get to compare and contrast. Teams are awarded 
with marks that are only 1-2 points difference…the zoning assessment is therefore better… We can’t reveal the results of 
the selection stages until we have made an overall assessment… To us, this is the best. In our next post-mortem, we have 
to figure out ways in which we can elevate the teams in the final to support the scoring. To me, teams in the final are already 
winners… This is what we’ll emphasise in the jury panel’s speech. 

…there’s pros and cons. When we had the all-in-one-go format for the competition, we weren’t able to assess/determine 
the level of the performance and production…not to say it’s good or bad but there’s a gap between those that we consider 
good and those which we find somewhat lacking. With this new format, we try to apply the method of zoning…the best 
performances are selected to the finals…we aim for quality. The previous format was geared towards promotion and 
encouragement… 

Personally, I don’t agree with the selection stages. I’d prefer all in one go without having these stages because I love 
watching many performances. I don’t want them to compete and be in the dark of their qualification…There is an advantage 
of the division, considering time and space…to make it easy…but when we have the MAKUM, the need to set the dates 
and time early on for we’d have time to prepare…don’t tell us that we only have a few weeks to get ready for the 
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UMSC1 
 
 
 
 
 
 
 

UTHMTP1 
 
 
 

UUTP2 

competition…don’t let people question our eligibility, are we that bad? Let them watch it and assess it personally and 
individually… you no longer feel the festivity of the event when there’s too many separations…we don’t have as many 
shows as they do in other countries…we’re only invested in traditional cultures and performances when we have other 
cultural performances at our disposal… 

For the selection, I feel that they need to have their own schedule. For example, this has been going on since 2014. If there 
needs to be a screening, it should be shorter, for like two months perhaps. If we can allot two months per selection zone, 
then we can finalise all three zones within six months. We can then have the finals and the MAKUM will be done within 
one year. Right now, there’s a four-months gap. That explains why it’s taking two years. The students are asking, “Where 
is the MAKUM Theatre?” because each year we’ll have MAKUM Dance, MAKUM Pop Band, Nasyeed. They are waiting 
for theatre because they like theatre. Theatre is the place for them to release stress, and viewing theatre is part of their 
weekend activity. The reception towards theatre in the university is extremely encouraging. 

To me, it’s rather unfair, because we have three different zones & they’re all combined later on. Since we have the zones, 
maybe we can select the best two or three from each zone for the finals… If it’s like this, then better to not have the zones 
at all. 

It’s okay. 

On timeframe UMCO1 
 
 
 
 
 
 
 
 

UMCO2 
 
 
 

UMSAD1 
 
 
 
 
 

We actually have made plans on the duration/length of the programme. If you look at the competing teams, they’re already 
performed/staged their play. They don’t have to take a long time to prepare for their show in the finals as they’ve had that 
earlier preparation… (It was decided) that a one-month gap to prepare for the finals is adequate... but certain parties felt that 
it was too short. There is that rationality as it’s hard to re-group students from many faculties, mailings, etc… To me, further 
clarification is needed…we can’t depend on a single plan, we need backup plans. For the next cycle for instance, we plan 
to…finalise the zones within two to three months (i.e. one full academic semester) and the final will be held as the next new 
semester begins. They can’t keep giving excuses then… We’d relay this message in the coming post-mortem…so they’d 
be prepared… 

This is a constraint we face when we have this zoning format. A barrier is the academic schedule of each public universities 
as they are generally not the same…diploma and bachelor studies have different scheduling…this has been the reason why 
the dates keep changing.  

It’s too long, I don’t like it. Its tiring. Because we need to manage our time and think of other probabilities…we’ll have 
many problems to address following the event. They don’t want to know our problems and it’s not fair…need to set the date 
and reveal the result early on so we can prepare…that is more professional, fair and doesn’t complicate people…the time 
duration should be made shorter…even with the zones, we should all compete simultaneously, or at least allow only a 
week’s gap... we’d then be able to get the result earlier and everyone will have the same amount of time to train and 
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prepare…the problem I see here is that we’re subject to other people’s time allocation…if we’re able to overcome this issue, 
I believe the outcome would be better…until now, we still don’t know the result and the students are graduating. 

It’s highly unsystematic and interrupts the students. For example, UM is involved in the finals. Next week is the 13th week, 
and this is a most important week for the students as they have presentations and exams. This is disruptive to the students’ 
scheduling. Each HEI has its own academic calendar. Maybe we can refer to those academic calendars to set the dates. We 
need to be balanced. We shouldn’t abandon our studies just for theatre. Do consider that the students will be exhausted after 
executing a production. They’ll likely be exhausted to study too. 

It’s too long. Should be shortened. 

It is too long and if the election period is too long to be announced. This may cause some confusion. 

On secretariat UMCO1 
 
 
 
 
 
 

UMSC1 
 
 
 
 
 
 

USMSC2 

When we’re first elected as secretariat, we’re merely taking over from UUM, since 2004. We took over because the UM 
Cultural Centre was offering theatre courses. So, we had the expertise, the venue, and we had students who’d be doing 
practical work in theatre… We had the school, the subject, trainers and lecturers, officers and students… We didn’t take 
over to act smart, but because we had the facilities…We’re telling others that in order to execute something like this, you 
need the capabilities to do so. We need the support of students, the availability of a proper venue etc. Being a secretariat 
and host is a major responsibility… We can’t keep apologising (for each incapacity) but need to be ready.  

UM is highly eligible as the host university for the Middle Zone as it is highly organised by having a record of past events 
containing all the necessary information. If there is a new production team joined by people who have participated in the 
past, there can be a sharing of ideas for the purpose of reference or further betterment. UM will make a good host as it 
knows how to handle such event from the jury, venue, and UM has all the necessary utilities and facilities. For example, 
the Experimental Theatre is equipped with a stage, seating, parking space and the loading of goods. The UM Secretariat is 
highly effective, helpful and active in contributing towards the programme & will carry out whatever task given. 

My team and I are doing a good job as we have experience in handling an event such as this in USM. The university 
recognises our potential in managing such events and thus appoints our crew to make this year’s Festival a success. 
It is of course the right choice for theatre in USM is a at a professional level and the courses are recognised throughout 
Malaysia. 
It is definitely the right choice for theatre in USM is known for its professionalism and recognition in Malaysia. The 
university is a suitable choice as it is known for the art of theatre. 

On organiser  UMCO1 
 
 
 

When we commenced the zoning system, UM still maintained its role as main secretariat. UM is responsible for the rest of 
the MTF organising committee of various HEIs and backgrounds. So, we then declare the three zones, meaning that they 
have to follow our paperwork from the introduction, foundation, objective, goal, prizing, conditions, etc. What we have 
explained in the committee meeting therefore serves as a guidance for them to follow. When we assigned them the hosting 
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task, a lot of things happened. For example, the controversial north zone. In terms of management, there was nothing wrong 
with it, from its foundation, objectives and conditions, but they changed the marking rules. In my opinion, the three hosting 
universities should adhere to the ways of the main secretariat (UM)… When something like this happens, there’s therefore 
a deviation from that foundation… They tried to change the marking format. The juries assigned by them have 100% control 
over the marking, whence instead the zones’ marking criteria is divided into two forms of juries. We have professional 
juries and juries made up of MAKUM cultural officers in theatre (education or experience). The professional juries carry 
70% of the marks and the cultural officers account for 30%. What happened during the north zone was the absence of 
cultural officers’ assessment. They were there simply to observe as if of no value. The host gave the professional juries 
100% control in the marking scheme and the MAKUM juries were discounted. There was a minor clash there… We don’t 
know the north’s intent and aim that such a thing would happen… As a secretariat…I don’t want that to happen but its up 
to others to evaluate/assess (what took place) themselves… When we held the east coast selection stage, nothing of the sort 
happened. They totally followed what we have discussed earlier. We had both sets of juries. To me, it’s (a shame) when 
something like that happens, because we are all in one council and festival. You can say we’re friends/acquaintances. We 
are holding a cultural event for Malaysia’s (public) universities. It’s MAKUM Theatre Festival, not USM Theatre Festival, 
for instance. You were there, you saw the thing. *(The interviewee requested for this information to be part of the challenges 
highlighted in the thesis). That same problem happened to me too but I cannot take any action while the event was going 
on. This is not my evaluation/thought alone but other colleagues as well. When we did/held our post-mortem, USM had the 
impression that we’d sabotage them when they were the ones who sabotaged us. They were still selected to the finals. It 
was a lesson for USM. I am not one to penalise. We took them into consideration as they had a high mark…but several 
cultural officers did not fully agree to this result… we still had to adhere to the decision as it’s in black and white… But 
what we’re doing has been agreed upon by all… 

(They’re) okay.  

I’d touch upon their seriousness and transparency towards the programme. We should go back to the mission of MAKUM 
itself, and to review the selection of scripts and genres, certain conditions, selection of juries. How serious are they towards 
MAKUM? What is their actual mission?... They should be open to other genres, and opinions of the university teams. They 
need to explain in details all the conditions and make sure its relevancy…don’t leave the thing on paper in black and white, 
really adhere to it. It undermines its transparency due to politics. We need to change that and fix it, or MAKUM has become 
a different mission. We don’t want it to be a personal mission but must be beneficial for everyone. 

I feel and could see that they act too slow. The organiser is made up of cultural officers in different public universities. They 
have their own careers and it’s up to them on whether they want their university to compete. We can see clashes in that. 
They have their own work to do and have to manage [this thing]. Maybe they need to appoint a student, or some students, 
to manage the tasks while they simply monitor what the students do. The students must be willing to work & ready to help 
carry out the tasks on their own. It will help in minimising the problem. 
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The appointment of USM as host has been right as students respond well towards the activity organised by the university. 
The promotion has been good based on the number of student attendees. The secretariat has been helpful. 

For this zone, I am a bit dissatisfied with it because our production team needs to travel far to have a look at the stage. The 
venue for the show was unsatisfactory. It can be better organised.   

  The organisers are doing their job well. All facilities and services provided are good.  

On jury panel UMCO1 
 
 
 
 

UMCO2 
 
 
 

UMSAD1 
 
 
 
 
 
 
 
 
 
 
 
 
 

UMSC1 
 
 
 
 
 
 

…they were selected based on their expertise/qualification…they’ve been in the theatre field…for many years. They are art 
activists, not just in theatre but also poetry, writing etc. They are also among prominent figures, recognised, and awarded, 
such as Ismail Kassan… Secondly, they are not involved with any public universities. They’re professionals, not part of the 
teaching staff… The judges’ selection was agreed upon by all secretariat, not just me.  

This time around, the jury panel is comprised of Mr. Ismail Kassan as the head jury…a graduate in economics but possesses 
humanistic skill in theatre. We also have Mr. Ismail Hamdan, a cultural officer and theatre activist…and then we have En. 
Roslan Madun, a folk singer and theatre activist…We select those with solid knowledge and experience in theatre. 

I don’t really agree with the jury selection for the North Zone Selection stage. They need to be more transparent and the 
selection needs to be more relevant. It needs to be balanced. We need to have an academic, one who has the academic 
knowledge, we need to have an activist with vast experience, and we need somebody who is an overall representative. The 
most important thing is that they know arts and artistry. I think that is what is needed for the jury selection. And the jury 
selection shouldn’t be based on a single person’s decision. The jury selection must be approved by others. When you pick 
a person who’s your friend as the jury, you’re already dishonest. It’ll lead to a negative perception towards the mission of 
the MTF…can’t avoid biasness…when we have the feedback session after the end of the performances, the judges did not 
explain in detail our weaknesses and what/how we can improve ourselves. That’s why we need academicians in the jury 
panel. They’ll act as mirror to reflect what we can’t/don’t see...its learning for us…in all scopes…for each group…for they 
can go back and feel they’ve gained something instead of empty-handed…that’s more important for students…and do 
consider their effort, they’ve practiced day and night, bringing in their ideas…hopefully the jury selection will be more 
serious next time around…as well as time management. Let us know the result earlier and don’t take too long to reveal the 
result. Some of the students have graduated and now we need to train a new line-up. 

I am familiar with En. Ismail Kassan, Dr. Effendi and Pak Zul from Istana Budaya. They have such vast experience [in 
theatre]. However, the jury selection should be based on the individual zones as the juries should know the strengths of the 
participants in those zones. For example, juries in the Middle Zone are those who know the theatre movement in the area. 
Then we need to see activists in the East Zone. What I feel is unsuitable is the assessment/marking by the university cultural 
officers. To me, it’s irrelevant, but maybe to the organiser it is to allow an opportunity for the officers to evaluate the 
productions.    
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We were introduced to the jury panel during the workshop. I have the impression that they are really knowledgeable in 
theatre and all the details. The selection of jury panel has been right. We need more juries made up of such people. 

In my opinion the panel of judges is from experienced and this will not raise any doubt about the decision. 

On participation/ 
participants 

UMCO1 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

UMCO2 
 
 
 
 
 
 

If you look at our objective, in our initial setup in 2004-2009, we only had a limited number of participations, around six 
universities. There weren’t many public universities which offered courses in theatre. After 2009 until 2014, we managed 
to obtain a number of 18 universities to participate. There is that encouragement. We allowed only 20 people per group in 
the past. We took into consideration many factors…the participation, cost and their preparedness. Now it’s been increased 
to 30 people per group. So, if we calculate the number (30 people x 18 universities), we’d already obtain around 500 
participants. The finals will involve around 180 participants… When participation is secured, we next think about 
conservation and quality…The zones allow us to ensure quality…  
It’s like this, if you look at it from the participation angle, we take it that they’ve understood all regulations and rules as 
they join the programme… to me, the participants must adhere to the conditions set... not everyone will follow the rules. 
Some do not comply with the rules because the participants/participations are problematic in terms of communication… 
(messengers do not provide full disclosure of the programme to the students). They fail to explain all rules and regulations 
to all participants…this is why the participants would sometimes face problems and they’d blame the organisers. The 
organisers are pressured from the problems caused by the information breakdown. We believe that our responsibility has 
been fulfilled when we have relayed the terms to the teams’ delegation. A team which is not well-informed of the terms is 
problematic to us. When we tell them that it’s a problem, they’d say that it’s our problem and not theirs. There is 
miscommunication there. We can’t blame the participants… They have a good intent to participate, but there’d be as issue 
when they don’t obtain the right information or totally left in the dark. The participants are hardworking… show good 
commitment and give good cooperation… We see that as a positive thing, but issues will still arise due to 
miscommunication…and misunderstanding… If it reaches that stage, we as organiser/host will take a helpful approach 
wherever we can. For example, in set and props preparation…the participants expect those things to be prepared by the 
organiser, when the terms state that we are only responsible for the venue and basic technical facilities…they have to prepare 
their own, for example, chairs and tables because those are part of the dramatic design...they have to think about it in detail 
themselves…we may not be able to offer props that are suitable for their play…a miscommunication…because they didn’t 
read the terms and regulations…we’d only prepare a proscenium stage and they need to know what that is,…a likely problem 
among those without theatre knowledge. It is therefore the role of their respective cultural officers as someone with 
experience to inform them of the necessary details… 

As far as UM is concerned, we had no difficulties in getting a team ready…because we have our yearly UM Theatre Festival 
(KARVITER)... But it’s a bit difficult for the cultural officers in technical universities to source for talents and find a team 
for MTF. Nevertheless, there is now a more positive theatre development in Malaysia and we see the effort with the MTF. 
It provides the space for non-literary and non-performing arts students to participate and appreciate theatre.  
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We’ve seen that the MAKUM has failed to materialise before in previous years, and I think this is due to its perceived lack 
of significance. It was treated indifferently without much emphasis. We need to go back to the purpose of MAKUM. We 
need to ask this question to each university and go back to when it started – who started it? I feel the participants haven’t 
been whole…there are those who refuse to get involved in the MAKUM and withdraw from the programme. We question 
the reason for the withdrawal decision, why the disinterest?... It must be made compulsory for us to include a specialised 
programme…we need to research on how the MAKUM has been managed and organised, and what are the changes that 
occur yearly. It’s better for all to participate for the benefit of the students. The competition is just a guideline to test their 
knowledge and application of performance…it also teaches the students management… 

I had no interest initially but as I continued my education and received the lecturers’ instructions, I developed a sense of 
interest in theatre.   
I was involved as the Secretariat following a call from the cultural officer to lead the UM troupe and from there, I enlisted 
students from Kolej Kediaman Ke-7 [accommodation] to offer them a chance to be involved in a large-scale theatre 
programme. I was chosen as I have been active in theatre projects and known to the cultural officers. I have had success 
stories and achievements in leading a theatre troupe be it at the college level and the university level. I was elected based 
on my performance. 
We have an encouraging [healthy amount of] student participation. A production [team] will be represented by a large 
number of people with a minimum of 30 per team as regulated. However, this is also dependent on several factors such as 
the management. If, for instance, there are changes to the dates or venue, such can affect the student’s concentration and 
focus [commitment]. It will disrupt their scheduling for other performances. The thing will become hectic. Some would 
welcome the changes but others may feel disturbed. The students would still continue to join the programme. They will 
likely express any dissatisfaction to the host university or main management with the hope that they would not have to face 
the same issue in future Festivals. They tend to take the positive and ignore the negative and continue with the programme 
for the MAKUM and try to think of ways to avoid the same problem from arising. As we move on, we will become better, 
not worse.  

Each university has its own advantage in terms of staging, music and scenography. 
 
They are welcomed with open arms. To me, they have been professionally selected. 

It’s still terrible. University students are just focused on studying, especially, excuse me for saying this, the Chinese and 
Indians. So, something needs to be done. Maybe they’re not interested because they want to concentrate on their academic 
field even though research has shown the importance of cocurricular activity. However, they are still reluctant to join a 
programme like theatre. It’s very difficult to get them to participate. 

So far it is satisfactory but maybe we can add on more production teams and allow a higher quota. It’s a bit limited to me. 
Encouraging but can be upgraded. 
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UUMTP2 Participation is quite encouraging as we can see that FTM this time also involves not only the involvement of theatrical 
performers but also Sabah and Sarawak who are also willing to come to the festival. 

On team/ 
production 
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The UM approach takes into consideration the students’ effort. They must also possess a certain level of quality and were 
chosen through the right process/channel. They are required to perform and showcase their work which should be enjoyed 
together. That would achieve our aim. Winning or losing is not the main issue. The important thing is that we come prepared 
and do the best we can. The students should feel at ease and gain something from it. They need to enjoy it…and get the 
satisfaction out of it…At the same time, we want to make them understand what is theatre actually…it’s a bonus if we win 
at this level. They’re already winners (of KARVITER UM), and also winners of the Middle Zone selection stage, and now 
representing UM... They’re still training hard. What makes it fun is that they are able to share their knowledge between 
theatre and non-theatre students. We try to retain our tradition of excellence even though the students may not be in the field 
of art but are still able to do what drama students do… 

UMS has been particularly active in joining MTF even in the past. We really encourage and welcome them to join the MTF 
and other programmes for that matter…When other faculties see how active we are, they’d be motivated to be similarly 
active as well…It’ll create healthy competition…we also encourage the students to launch their own clubs and to be actively 
involved in various arts programmes…we shouldn’t block their creative engagement…it won’t be healthy for them if they 
just stay here and do nothing…we won’t gain that experience anywhere else… 

(The students are) not in the performing art but are hardworking and creative in terms of musical ability (use own hands) & 
acting. Made it easier to guide them. In just 12 days they are ready to perform. 
It’s not just good, but it’s excellent. It’s not easy to get together a team & produce a play in just 12 days & 2-3 hours of 
daily training. The students have tried very hard & I am proud of them. I may return if called again. 

I’m inclined to showcase the aspect of anti-realism in Titik Belum Selesai even though it’s grounded in realism.   
We include contemporary dancing & other techniques of realism theatre, theatrical elements. 
I was surprised myself by the students as they’re not in the performing arts discipline, but they’re committed. Their 
production is alright.   
The students need more training. 

On arts/non-arts 
students 

UMCO1 
 
 
 
 
 
 
 

I see arts as something universal and global but they look at the arts as individual authority… What I can roughly see is 
they’d regard those in the art field as a competition…a contention. It’s alright to compete but to contend is something else... 
Some (southern-based) teams felt that they don’t belong to a certain zoning group, so there’s this mentality. To me, this is 
not a preparation-related issue, but more towards mentality. We didn’t organise it that way just out of our own whim, but it 
happened rather coincidentally. I’m actually still thinking about this matter, so that nobody will have this kind of 
reservation… I take into consideration many things when I do this thing. We don’t want to burden anyone. Since KLIA is 
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the main transit, we grouped UNIMAS and UMS into the middle zone, but UMS opted to join the north zone… there’s this 
symptom… (universities) joined the east coast zone (when) there’s no art students. 

…we have students in drama and non-drama in UM. The positive impacts surpass the negative ones, because we have 
students from the faculty of technical, medicine, science, accounting – these students have different and unique views on 
the script and the play. This is what we call diversity in the staging. If we look at literary figures such as Chekov, they’re 
not necessarily from pure literature but they have a very unique view. As I’ve said before, theatre knowledge is knowledge 
in the studies of humanity or human sciences, we need a lot of inputs to produce/make theatre. We need knowledge in 
history, sociology, anthropology, chemistry, physics and mathematics. I quote here the words of Zubir Ali, a poet and 
lyricist/songwriter. “Membikin kerja-kerja seni itu memerlukan IQ yang tinggi” (creating artwork requires high IQ). This 
means that we don’t deny the involvement of students from the field of technical studies as well as those in the science 
stream because they have their own advantages. 

I’d put more emphasis for arts students to join the MTF. Its important for their experience and knowledge and also highly 
significant for their lifelong learning... that is what is expected of them as students in this field. It’s compulsory for arts 
students, and we welcome those students in non-arts courses. We appreciate their involvement and are grateful for their 
interest in the art. We gain new ideas and knowledge from them. Their involvement is indirectly a positive influence on the 
students of art…it’s a positive exchange. But it’s normal for non-art university students to have limited understanding of 
this field, so their knowledge and involvement may be restricted…They’ve established the view that joining the art is 
something exciting…the task here is to eliminate their inhibition…and their involvement allows them to gain some 
experience in the art...they have their own invested interest…we’d have many students from various fields coming in 
whenever we hold auditions…they’d fully commit and sometimes show a greater level of involvement than art students 
themselves…maybe this is the only outlet for them to express what they’ve been feeling through their senses…and we hope 
that art students are not arrogant and haughty…they should also learn from those in other fields… 

From what I observe and what we know, the art students of each university are small in number. For example, UM only has 
a Cultural Centre instead of a Faculty as the average number of students in each field (music, dance, theatre) is 20. But 
there’s be a small group of people made up of four to five individuals who’ll have background in the arts. They may have 
outside involvement or have prior experience, or self-learn. So, there is the involvement of art students but because the pure 
art students are not many, this limits their involvement in a production. And those outside the art field, for instance 
architecture and medicine, they would participate because of their interest. They continue to participate in this due to their 
interest. They not only involve themselves in theatre, but they also learn from it. A medic student has the ability to produce 
a good script and good directing. 

Those from other universities are all in the performing arts. As the UiTM students are in engineering and pharmaceutical 
fields, so I feel that is already very challenging.    
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As non-performing art students, we lack knowledge in a deeper manner on how to perform something & it takes us a while 
to develop something. It’s been a challenge to us but when we’re able to execute it nicely, we can be proud of it. *the 
workshop has helped me manoeuvre some things but those who did not attend find it more difficult.   
We can’t say it’s unfair because the category is open. It actually moves people to be more competitive. We can do it even 
though we never learned it. This can develop a good characteristic that we can convince ourselves to be a good as them 
(performing arts students). It’s also good that we can also learn from them.   

Whether a person is a theatre student or not depends on one's talents and interests. 

On 
knowledge/skill 
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First is leadership and critical mind thinking. I’m in a leadership position & since we don’t know what’s going to happen 
(in a production), we need to think fast to solve an issue that crops up. 
Everything is possible. Nothing is impossible if we make an effort for it. We can learn anything & we can do anything. 

I brought along my knowledge on the basics of staging such as blocking, 45 degree standing, stage balancing, excellent 
lighting spot, dan how to improvise props, costume and audio. I also delved into my staging experience in terms of the 
flashback technique and stage movement. I did not use these elements in costume, but they help the director and actor in 
raising the quality of the performance. We uphold the concept “from theatre for theatre” in reproaching and reproving 
throughout the staging process regardless of rank or post because we believe it is for our own good.   
The greatest knowledge I obtain from MTF is cooperation. Theatre production is a heavy task. Cooperation between the 
production crew and actors is essential especially in terms of conduct and discipline. Time is gold, and every second spent 
for theatre is meaningful. Even a single second can be used to generate an idea which can contribute to the show. A strong 
cooperation is needed so time won’t be wasted. Another example is the cooperation between audio and lighting crew to 
enliven the mood, and between actors on stage to effectively relay the message and liven the storytelling, as well as 
teamwork in terms of sets, props and costume to illustrate the situation of the story.   

Leadership knowledge and self-confidence can be improved. 

On future work 
use 
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Teamwork & critical thinking. Think and act fast. 

The knowledge and skill which I will take with me from theatre following graduation is the spirit of teamwork/cooperation, 
directing, technical control, demeanours in communication and high commitment. I believe these things will help in the 
work environment later on. 

Knowledge on leadership, confidence, management and time discipline. 

On creativity UMCO2 
 
 

(MTF) encourages creativity as it involves students from numerous universities in various disciplines... 
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It’s gradually increasing and getting better throughout the years. I think this is the impact of the zoning system. I don’t mean 
to disparage anyone, but only those who are at par with each other at the very least will be selected to the finals. That means 
the six teams we have today are able to showcase their contents and creativity.  
 
Yes, but depends on the organiser’s encouragement and other parties such as theatre activists. How do lecturers encourage 
students to participate in the programme? They have interest. What can we do to compete and feel needs to be competed? 
What is our creativity? What is our advantage? We find something that hasn’t been done before…we also observe strong 
teams…(do background checks on other teams)..we need a strategy to compete…the rest is for the students’ exposure, 
especially those who’ve never joined before…they need to gain the experience of watching theatre performances...In Sabah 
we don’t have many, and those activists in theatre have their own ego, they may refuse to join with academics...they’re 
more advanced in performing…but not all are like that. We encourage our students to go and experience the thing elsewhere 
and gain ideas for their own work…I encourage them to join as much programme as possible and to establish their own 
clubs. It won’t be any good to just read and never apply the knowledge. Those that come from underprivileged families 
actually have beauty in their creativity as they were brought up with the nature of life… we’ll get different scopes of thinking 
from these students…exposure to others will develop other things…you won’t lose yourself among the people here.  
We encourage student creativity in their directing, acting and management…we’d select students who’ve received 
instruction and learning…but if they’re unable to execute something, we’d offer suggestions…the ideas combined will 
produce something new…from there we see the creative inclination of the students…this back and forth communication 
between the students and lecturers would lead to healthy debates on what works and what doesn’t…heightening the 
students’ creativity…We need to monitor and guide the students’ creativity so they don’t get lost or misdirected because 
we need a strategy, especially when we’re competing. We need to know what the judges like…we’re not making creativity 
secondary but are looking at it from a different scope and perspective, as we need to consider others’ reception towards it. 
But if we’re really pushing for creativity and ideas, then others’ reception towards that something is irrelevant. We’d just 
do what we want because we want to show people something new regardless of whether they’d accept it or not because like 
and dislike are subjective. 

From what I have observed in the Middle Zone, each university is different in terms of creativity and it depends on the 
troupe’s coaching/training, if any. Each troupe will have a theatre activist or more who is/are recognised and experienced 
in theatre. Apart from that, they are taught on how to create or do something creatively, logically and suitable for the concept 
of theatre they are doing. Non-theatre students are encouraged to enhance their creativity. Not everyone who joins theatre 
are theatre majors/students. Some are training to become doctors, engineers. They are in various fields but are still interested 
in joining theatre. 

… (able to) produce matured theatre in terms of staging, plot and others. 

Promotes creativity because the presented idea majorly comes from the students alone.  
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Yes, very much. From what I observe & learn from the workshop, they want everything to be developed by the students 
(production team, storyline), so for me when we have a team made up of students, the creativity will be enhanced (how to 
make the performance more interesting). 
From what I observe (east coast zone), I saw creativity in terms of directing. There are troupes with very good directors 
teaching their members on physical movement and dialogue delivery. This is our weakness and we can’t develop in that 
sense. The creativity of the director is important as the director is the main pillar of a theatre production. The directors’ 
creativity has been different but great. 

Yes. MTF encourages student creativity through script adaptations in the form of realistic staging which combine artistic 
elements such as monologues, dialogues, prologues, character, setting, audio and lighting, and others. These elements will 
help bring the story to life and effectively deliver the message. 

Yes, I think FTM opens up opportunities for theatre lovers especially for the younger generation like us to showcase their 
creativity. This is because what FTM emphasizes is very helpful in showing the creativity of the theatre arts. 
Attractive and helpful. 

On cross/inter-
disciplinary 
exchange 

UMCO1 
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I think there is…If you look at the participants, we have students from UTeM who are mostly in engineering, the UiTM 
team is comprised of arts and non-arts students. UM is the same. Most of the student-participants are not those in performing 
arts. UPM doesn’t offer theatre studies but they do have theatre as co-curriculum which allows their involvement in 
theatre… Students who join MTF give full cooperation, commitment, and a strong work ethic… Not only students, but 
TNCs (deputy vice-chancellors) are beginning to see that the development, ability and quality in MTF. In theatre, we teach 
students certain skills, to (perform) public speaking, give out ideas and views… Nowadays, we are taking steps to get the 
support of outside parties, for example, JKKN…they’ve given their confidence and recognition that MTF should receive 
its due support…for instance by offering the venues, facilities and other contributions. To me, that’s enough to show that 
there is the support and strength… 

...it’s so true that it encourages cross/inter-disciplinary exchange...feedback session at the end of the programme provides 
input and sharing of knowledge… 

What we produce and the response we get are different because outsiders’ approach and our approach are not the same. We 
can see the difference because not all outsiders have the basics in this field academically. When we combine between 
ourselves as arts students and those with experience in the field, then we’ll produce something different...you can say it’s 
rather rare… 
Yes, I totally agree with that…especially on exchanging ideas. There are those in MTF with no background in the 
(performing) arts…there are those from medicine, management, they voluntarily join because they have interest in it and 
they have talent as well. Indirectly, they’ll obtain knowledge in performing from those with a background in the art. Visual 
and architecture students help us to sketch our ideas from their own perspective, in designing the sets…they have detailed 
ideas about these things as they have been educated so…they’re very sharp in these matters…so when we involve these 
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creative fields together, it is something highly beneficial as we also get to learn from them and they also learn from us. 
They’d say our course is very enjoyable and fun because they want to express what they feel inside and their senses non-
verbally…in performance…Arts exist in everyone, but it’s a matter of directing it to which…Exchanging ideas is very good 
because our ideas and knowledge are different depending on our point of view. That is why we need both verbal and 
nonverbal communication between different courses and fields. We need to organise talks to gather outsiders’ view of our 
field and how can we solve issues in performance from the feedback we gain from them. We shouldn’t disregard outsiders’ 
opinion...we shouldn’t think that we are experts in our own field… 

To me, it does. Look at publicity, for example. We can see how a large organisation or company does promotion for a 
theatre event. There is a lack of publicity in social media such as television and radios. Maybe with the collaboration of, for 
instance, the television station. In theatre there is also carpentry work. Theatre practitioners do not necessarily know how 
to woodwork. So, we look for those in the field of environmental design and seek their input on how to build something…as 
they know more about things like these... Outsiders’ input is highly beneficial for the workings of a theatre project. 

(It) encourages students from different universities to learn of new ideas and own discipline to increase skill & creativity. 
Each competition and performance give a different sort of experience.   

(It) promotes cross/inter-disciplinary exchange [as] whatever competition will indeed [allow/offer] partnership in 
knowledge. 

To me, yes, very much, because MTF has connected us from different universities. I was able to gain colleagues from UUM, 
USM & these universities have theatre students unlike us with basically zero knowledge in theatre. We can ask them about 
how to do things. I gained a lot of knowledge from this link. We may have advantage in terms of props and sets as we’re 
technical students. We can also share our ideas with them. 

Yes, I think FTM is very helpful in enhancing the value of working together. This can be seen through the production2 that 
produced the theatre during FTM was very powerful and co-operative. 

On lifelong 
learning 

UMCO1 
 
 
 
 
 
 
 
 
 

I think that’s exactly what it is… Theatre students are trained and taught on how to handle production management work to 
the preparation etc. I think they’ll continue this work to become a director, producer, actor, arts manager, event 
manager…and they’ll do this continuously as they’ve been exposed to (this sort of) practical training through learning… 
this is for those who are in theatre courses and specialisation. Non-art students from the faculty of economics, engineering, 
science and others are also encouraged and may continue their involvement in theatre. They may not work in the performing 
arts but they’d help to support large productions in numerous places... they may feel nostalgic when they look back at their 
involvement here… naturally, people would want to watch/view what they know, rarely would they watch something 
they’re not familiar with… “Why should I go? It’s a waste of money”… they may want to watch other performances as 
they are familiar with theatre from their past involvement…they’d share stories with their friends, so this is exactly a form 
of lifelong engagement…I think this continuous encouragement really needs to be highlighted so people won’t think our 
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field (theatre)…is not a joke. It can be a form of self-skill which can be used in the future workplace…to lead, to manage, 
give ideas, creativity… I believe that whoever participates in theatre will likely have a continuous involvement…This field 
isn’t simply an arts field. Art is merely a mould. We can use external influences. For example, an economy student may use 
his/her knowledge in economy in the theatre context. We do not take sides. We simply give them a mould to include 
everything, because a play will include elements of religion…individual power, economic issues etc. This is why I say 
people are interested (in theatre), as they get to create. This to me is a lifelong involvement.     

In terms of lifelong learning, any theatre production requires assistive knowledge. Any learning is beneficial for a 
production…the system that exists in any production in terms of management, stage management, and creative work such 
as directing, acting, and technicalities in sets, props, costume and make-up positively influence the development of human 
thinking, the spirit to work in a community and those knowledge can’t be obtained even for those in theatre if theatre is not 
produced. The question here is how a production becomes a school of human studies and humanities. 

That depends on the individual. For me, it is a lifelong learning which I’ll share with my students and my children. The 
knowledge I gain from MAKUM is what I can apply and share…I can compare and contrast for betterment. I have many 
samples which I can provide as examples…it depends on our own reception towards it. Some may feel that they’ve gained 
nothing but I feel that we learn something new every single day...whatever good and bad we do will affect others but this is 
a lifelong learning for me. 

From my observation, in most cases the students would ponder about the production(s). They would still be processing their 
involvement. Some would take a break and continue later by maybe using a similar play for another competition, showcasing 
their production in their own university or to perform outside the university. 

It’s probable because MAKUM is not only for theatre. It also builds our soft skills. What we get & develop for one 
performance will make us more matured in handling other future programmes and things we want to do.    

Yes, FTM promotes lifelong learning. Because the art of theatre not only helps one on the stage but also helps in everyday 
life that sometimes requires values such as teamwork and leadership. 

On impact UMCO2 
 
 
 
 
 

UMSAD1 
 
 

MTF is not merely a co-curricular activity for the sake of obtaining merit points, but when an individual has the passion 
and hobby as well as the knowledge in that field, we need to take that into account. You don’t lose anything when you join 
this programme. When you do something, equip yourself with the necessary knowledge…a student in technical studies may 
produce theatre and accomplish it based on his/her knowledge in theatre as well as his/her own discipline. Theatre does not 
belong to only those in theatre. 

Personally, I feel that my students were largely affected by the programme because they had limited exposure to shows and 
performances in Malaysia…they were able to witness other approaches to performance and thus learn from it. They really 
like that and got more excited…Their perception has changed from the observation they did…they’d tell me aspects of 
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performances which they feel are particularly interesting…we cant make them to like something, but as long as they are 
able to like something in a performance, they gain something...the students would enquire about these things with us…we 
need to avoid the  play from becoming dull and monotonous that the audience members would become bored of the show…it 
is the task of the performers to make sure that they can retain the audience’s  attention, and this is what we try to teach 
them…it’s a pity that these students are in Sabah which is far away from theatre venues…in Kuala Lumpur… 

Provide opportunity for students to join as organiser or competitor. 

…to improve myself, I need to train and watch other performances. The students, even those who’ve never acted, they’re 
very diligent and this is a very worthwhile programme. 
…discipline, hard work, cooperation, perseverance (tahan telinga – bear with the naggings). 

I wish to relay the message… I think it’ll be impactful. Most of them had never been involved in a theatre production, most 
are first-timers. 

Academically, I was able to prepare earlier, so my academic scheduling is better organised because when we are involved 
in something like this, we need good time management. This thing has taught me to better manage my time. We even study 
for other tests earlier as this thing doesn’t allow last-minute preparation.   

MTF was impactful to me academically in helping increase uniformity, neatness and efficiency in carrying out the task. 
Non-academically, I got to learn of societal norms, how we all have our own roles and how we perform those roles. MTF 
also teaches us how to communicate with our work partner and others in the production team as we all had to work under 
pressure. Courtesy in communication is vital…to avoid unnecessary things. 

The impact that I may have on academics or not is that I feel that I am better organized through time. 

On aim 
achievement 

UMCO1 
 
 
 
 
 
 

UMSC1 
 
 
 
 

I believe we’ve achieved its aim when we look at it from the…students’ participation. The students are given exposure, the 
approach and involvement… That objective has been achieved as these students have created (a performance). In terms of 
the officers’ objective…they need to plan, organise and run the programme. Overall…we were able to gather a large number 
of students and held the programme… MTF is not new, we’ve been around since 2000… it’s been non-stop, except for the 
two-year gap due to power transition…there was an issue there but I didn’t mind… I’m not saying I tire of this thing, but I 
consider this knowledge as accessible to all. As they weren’t able to execute it, UM again took charge...    

More should be done. So far, MAKUM is just in the name. We know it’s called MAKUM but it hasn’t been a trend in which 
every student knows what it is and when it’ll take place. Some students would ask what is MAKUM, so its objective to 
enhance awareness among students has not been achieved. The MAKUM may be known among certain HEIs but not for 
others, they may not care for it and may instead concentrate on the competitions within their own universities.     
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…we had a two-year ‘blackout’ for the MTF due to change in power. I find it difficult to comment on this... What I can 
suggest is that each public university has the next line of generation…so that students won’t feel that they’re not prepared 
enough… here we have the KARVITER to select the best team for MTF… Students waiting for the MTF is not a problem 
to me…their anticipation for the MTF is a good thing… It’s better if they have a pre-stage selection on their own (at their 
respective universities), their own smaller-scale competition, programme or roadshow… maybe it’s possible to have a 
combined effort from the zones to produce a play, not to have it as a competition so the students may involve themselves 
(in theatre) even though they may not participate in MTF… I really like it when they look forward to this programme…but 
we can’t cater for everyone. I’m not quite sure how each public university handles this type of programme… There is a 
need for a programme like this but it depends on the individual universities… The universities may take MAKUM as a 
standard… as I’ve said before, the MAKUM aims for high culture. There are levels in which they involve themselves and 
in which they showcase their ability or show their commitment and quality. We want this kind of development that is 
suitable with our aim… The past version of the programme was exhaustive and didn’t have any recognition… 

There is a need, because this is a space. We see this as a method for human studies not offered in the faculties…we gain the 
exposure when we join such programmes…the reality of life…it gives meaning to everything…and significant to man’s 
relationship with others.  

Yes, but needs more of such programme…maybe we should make the programme open for all arts (film, dance, etc.) and 
call it the MAKUM Arts Festival…the organiser would likely place emphasis on funding…need to consider its relevancy 
and practicality…not all universities offer the same courses…and there lies the problem; the arts field has yet to gain a 
broader scope within Malaysia’s universities…appreciate the students’ work…that’d increase their satisfaction and 
encourage them to produce something better… 

It may be done according to individual HEIs, for example in UM we have the KAVITA (UM Theatre Carnival). Other HEIs 
can organise their own theatre competitions or organise an open competition. From what I know UKM does this and I have 
been involved in it. It was a sketch in the English language and we sent a team. Programmes like that fill in the void of 
waiting for MAKUM. Can also help to sharpen their skills. An open competition allows them to see others’ ideas, not to 
steal, but see different things. To hare knowledge and enhance a closer relationship. A closer relationship will allow 
MAKUM to have a more effective management…Maybe UM supporters will support UKM shows… 

Yes. Very. For this thing to continue and not just end there. We don’t want this thing to stop. We’ve seen how we can 
develop but when there’s nothing like this anymore, that won’t be possible. 

Of course, because of the many other platforms that need to be created for these theaters in order for more talent to be 
featured. 
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In what context are we looking at culture? In terms of race? If we look at it in terms of integration, we can see that there are 
a variety of cultures and races. But if we look at it, everyone learns from a single culture even though they are of different 
races. Though they have their own cultures, the culture that we are promoting (are) the cultures of the various races as a 
single culture. For example, say we want to stage a play of the 1950s, so the culture there is the 1950s culture, from way of 
talking, costume, movement, set and props. We can therefore obtain many cultural influences. They’d make it a single 
culture. This means to combine (many cultures) to become a single culture. We do encourage this kind of (cultural 
conception) because each play will carry a single culture which it wishes to emphasise… they’ll learn a new culture, deepen 
their knowledge of the new culture, and obtain a new understanding… When it comes to the promotion of other cultures 
and races, then it’s up to them. We can’t tell them otherwise. 

It highly encourages cultural variation as there is a mixture. Our country is rich in various races, religion and ethnicities. A 
production team would for sure encompass a variety of cultures and from there they get to learn from and understand each 
other. 

It depends on our definition of culture, especially in a context like Malaysia… I think it does if there is consistency in the 
engagement of culture. In talking about ethnic cultures, we need to encourage students from various ethnicities to 
participate…we can observe that those who join the MAKUM are Malays, even the jury panel, and I don’t necessarily feel 
good about this. Why don’t we ensure that students of other races join the programme? We stage a play that is relevant to 
that culture. Even if we don’t show that traditional culture, we may instead show the communication culture between 
students of different races…we may showcase the knowledge of other ethic cultures to others…we need to allow various 
theatre genres to be showcased so that they may see the differences of understanding in the genres. The MAKUM is not 
only responsible as a competing stage but also a learning space as this is at the university level, and the university is an 
academic channel. Our mission for knowledge shouldn’t be abandoned. That is what’s more important. 

I can see the cultural varieties but there’s a gap in the racial quantity. For instance, if we have a group of 30 people, 24 
would be bumiputera and the rest the others from Sabah, Sarawak, [or] Indian and Chinese.    

(It) does not promote multiculturalism.   

I feel it does not promote multiculturalism because the majority theatre [activity] will be accompanied by Malays only.  

Yes, because MAKUM is open. It accepts whatever ideas and things we want to deliver, so there’s no restriction to whatever 
culture we want to bring forth. This is especially good in Malaysia; we have a broad sense of culture…   

FTM promotes cultural diversity because through the theatre we can see different cultures from other races and religions. 

On issues UMCO1 
 

We are theatre people. We learn theatre. We do theatre. But we are merely…secondary (akin to hitching) …when we were 
actually given the responsibility…People in theatre perform their work carelessly/indifferently…they fear for deviation… 
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We need to address these kinds of elements through re-learning, re-concentration, re-imagination… We’ve lost all these… 
Theatre people are afraid, and this increases their fear. We feel afraid to do something, fearful of whether it’ll work or 
not…because of that, we can’t defeat this fear. They are afraid to challenge their culture and thinking. In this context, I’m 
actually challenging my colleagues and myself. I am afraid myself, but we need to try together. We pose this challenge to 
gain new ideas… So, the issue is it’s not enough to just say without any action. There needs to be action and creation… 
Before we attempt to do something, we need to know that thing and have the proper knowledge. This is followed by 
understanding and comprehending. We then need to have a sense of appreciation. Then only can we make something out 
of it. What I see now is that we stop at appreciating... (We didn’t question) whether it worked or not. What’s the outcome? 
…simply being arrogant…showing off what we have… what was the actual outcome? It happened, but (something) didn’t 
happen, symbolically. To do something, you need to know that something and also your capability… The officers were 
happy with the zones as they get to travel, make claims on their lodging/accommodation, mileage...this is what I really 
dislike. Some obtained permission letter to attend the programme but never showed up… the problem is not with 
theatre…there’s improvisation, experimentation… there are various elements that you can include in theatre. I’m not sure 
how the juries evaluate the performances, these are some of the issues which arise… some officers didn’t commit to the 
programme…left the students on their own…the students don’t have any other option but to look for the secretariat…asking 
for props…I’d then have to call their officer in charge to remind him/her of his/her responsibility… some were stuck-up, 
making all the decisions themselves when they are actually the intermediary between us and the students… we need to think 
about both parties… everyone has their own problems… When we have these problems, it’s difficult for me to answer them 
all… At the same time, I think about you as well. We had a minute meeting to discuss over your role as a documenter of 
MTF… I had to make them realise the significance of this research…they didn’t take it seriously… (This research) becomes 
a brand…but they don’t see it that way. They merely appreciate theatre, but do not make it a reality...   

No. 

Job-seeking: 
After graduating, I began to question my next step. I couldn’t get a job; this field is not offered just anywhere, so I think 
something needs to be done.  
Age factor: 
As I was older than my classmates, I had to adjust to their way of thinking. It’s a mixture of our thinking styles and I realised 
I had the ability to adapt to their style.  
Background: 
I don’t come from an artistic family but we have talents in arts, its just that we never really approach the arts seriously, like 
my mom loves to berzanji, tilawah al-Quran, my dad who is an ustaz is also similarly inclined. My siblings, especially the 
girls, they can sing but there’s no one to encourage them and to show them the way (towards the arts field) … As our father 
is an ustaz, it’d be weird to have daughters who become singers, right? So, our talent went to waste. 
I wanted to be a lawyer because I can talk well and I want people to hear to what I say and I can make people believe in 
what I say. I also wanted to entertain people. But I was warned into going into that profession. People said I’d get killed if 
I became a lawyer so I switched to becoming a performer because I love singing. That initial intent was what drove my path 
until now. When I finished Form 5, I wanted to join ASK but my dad did not allow it. So I killed that intent, until my father 
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passed away. I filled in the application form and when I was accepted, my family was against it. They didn’t agree to it, 
didn’t support or encouraged me at all. But I was stubborn. I needed to do that because I really wanted it. A few years into 
my studies I never received any family support. I obtained my own funding by working part-time… I sold off my gold, 
applied for JPA funding and that was the only financial support I received throughout the years I was there. They were 
happy when I graduated but they never encouraged me to pursue and continue in the field. My uncles would condemn me 
with their comments, “apa ni belajar seni” (what are you doing learning the arts?), “tak ke mana arah” (it won’t lead you 
anywhere). I take that as a challenge for me to change their mindset and to how them the efforts I’ve put into this thing. 
When I pursued my degree, they began to notice that I’m actually pretty serious about this. They realised the extent of my 
seriousness when I did my postgraduate study. They started to encourage me when I did my Master’s. Now I hear, “tak 
sambung lagi dik?” (you’re not continuing?), “sambung la lagi” (do continue your studies). It’s an achievement for me to 
change their mindset that whatever knowledge is in this world is worthwhile for mankind, whatever it is. The arts, sciences, 
ecology – all are important for man. I keep to my father’s advice, “whatever it is, wherever you are, you are a human and 
you have the responsibility to preach (as a missionary of God) … For me, preaching is delivering and explaining the message 
of good to others. The arts and theatre may be a positive approach to achieve this end. We show the good, and not the bad. 
That is my intent. To give knowledge to people and for people to use that knowledge and apply it for good use. Enjoying it 
is secondary. Enjoyment may be our initial motivation but now as I reach this level, I have a different aim. 
Judging: 
But in MTF USM…, we can differentiate those with potential and those with a lack of it. So, evaluation and transparency 
are very important. It serves to elicit future response (to the Festival) …to avoid a negative perception among participants, 
to determine whether they want or join again or not because they are afraid (of the judges). It’s natural to want to win when 
you join a competition, but when we have certain reservations towards the judges…when we know we have the potential 
but our effort is blindsided by irrelevant reasons, then that is a defect in the programme. That needs to be changed, maybe 
in terms of judges’ selection, the structure of the performance, provide the specific guideline for those joining MAKUM, 
the do’s and the don’ts, we can adhere to it. Universities without arts programme can therefore have guide for them to not 
deviate from the programme…that would be fair at least.      
 

From what I can see up till now is the discipline between HEIs. For example, the time they are allowed into the hall which 
is at 10am and many of them are often late to the venue. It’s not a problem for us but for them actually…they don’t realise 
how precious time is…between 10am until noon hour, they have ample time to do and prepare many things. When they are 
late, they lose their own time and opportunity, and we’d encounter issues in the registration process and others such as their 
food and beverages, certificates and how we are supposed to help them.  

To select matured theatre which address current issue at the national level. Lengthy and difficult to select good theatre 
criteria. Venue unable to accommodate large number of students.  

Not enough requirement(s). It takes too long and this will [demotivate] (the students). 
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None. It went smoothly with no arising issues. 

(They’re) non-art students… (there’s) time constraint… (had to resort to) night-time training sessions… 

Because they’re students, we need to consider their other commitments such as attending classes, having examinations, 
quizzes, so it’s difficult really. 

There is something about the production itself, and not MAKUM, but I won’t tell. 

One thing I want to emphasise in MTF is the value of mutual respect. Throughout the process of Theatre of Tukang Tilik, 
it is undeniable that problems arose whether personal or not. Respect others if you want to be respected. If there is a personal 
problem, sit down and discuss it carefully, rather than acting recklessly by betraying a colleague. Also, be respectful of 
others who are doing their job in a no-nonsense manner, not criticising with bad words, and to voice opinions on anything 
that might help to enhance the theatre itself. 

Suggestion/s  UMCO1 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

We are theatre people. We learn theatre. We do theatre. But we are merely…secondary (akin to hitching) …when we were 
actually given the responsibility…People in theatre perform their work carelessly/indifferently…they fear for deviation… 
We need to address these kinds of elements through re-learning, re-concentration, re-imagination… We’ve lost all these… 
Theatre people are afraid, and this increases their fear. We feel afraid to do something, fearful of whether it’ll work or 
not…because of that, we can’t defeat this fear. They are afraid to challenge their culture and thinking. In this context, I’m 
actually challenging my colleagues and myself. I am afraid myself, but we need to try together. We pose this challenge to 
gain new ideas… So, the issue is it’s not enough to just say without any action. There needs to be action and creation… 
Before we attempt to do something, we need to know that thing and have the proper knowledge. This is followed by 
understanding and comprehending. We then need to have a sense of appreciation. Then only can we make something out 
of it. What I see now is that we stop at appreciating... (We didn’t question) whether it worked or not. What’s the outcome? 
…simply being arrogant…showing off what we have… what was the actual outcome? It happened, but (something) didn’t 
happen, symbolically. To do something, you need to know that something and also your capability… The officers were 
happy with the zones as they get to travel, make claims on their lodging/accommodation, mileage...this is what I really 
dislike. Some obtained permission letter to attend the programme but never showed up… the problem is not with 
theatre…there’s improvisation, experimentation… there are various elements that you can include in theatre. I’m not sure 
how the juries evaluate the performances, these are some of the issues which arise… some officers didn’t commit to the 
programme…left the students on their own…the students don’t have any other option but to look for the secretariat…asking 
for props…I’d then have to call their officer in charge to remind him/her of his/her responsibility… some were stuck-up, 
making all the decisions themselves when they are actually the intermediary between us and the students… we need to think 
about both parties… everyone has their own problems… When we have these problems, it’s difficult for me to answer them 
all… At the same time, I think about you as well. We had a minute meeting to discuss over your role as a documenter of 
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MTF… I had to make them realise the significance of this research…they didn’t take it seriously… (This research) becomes 
a brand…but they don’t see it that way. They merely appreciate theatre, but do not make it a reality... 

 …to have workshops which can be divided into categories – directing, acting, costume, scenography - sets and props, 
lighting, audio, etc. These may look trivial but would have a great impact.  

don’t just end the competition there...we need publicity…an official webpage which can be filled with intellectual comments 
by activists and academicians… 

I would suggest every HEIs in the MAKUM to establish smaller groups between 1 to 10 people who have their own 
secretariat. These smaller groups can then come together to help out with MAKUM and we can share the format for the 
MAKUM, what we need to do, the judging, venue, food and beverages, souvenirs, those things can be resolved earlier and 
they’d have good networking for everything… do not depend on the MAKUM officers alone as they have their own tasks 
ad responsibilities and they may lack the time to do whatever is needed... MAKUM is big so each university needs to be 
alert of the many events in MAKUM. 

MTF has to establish rules to enrich the Malaysian culture. Promote itself better to encourage art awareness among 
Malaysians. 

Maybe to invite universities from abroad to join this competition. 

Attract more students & universities. Preparation through workshop will help as students will see its potential. Needs more 
exposure about what is MAKUM. & how to develop performances. 

To highlight existing talent & not for MTF alone. 

Future plans UMCO1 
 
 
 
 
 
 
 

UMSC1 
 

USMSC1 
 

There are changes that we want to suggest. First of all, MTF will be continued. There’s nothing that we want to stop… the 
zones have shown us that preparation was lacking. We’d still have the zones but it won’t concentrate on a single location… 
universities will perform at their own universities…the juries will visit the venues… That is what I’m attempting to try and 
open their eyes to. Will it further enhance (the programme) or produce other effects? Our objective is to promote the event, 
for students and officers to know one another… We’ve still yet to determine whether this is a suitable and feasible design… 
Changes keep happening as we have many heads making decisions… Our final resolution is final and shouldn’t allow any 
changes… 

I’m not sure but what I hope is the scheduling would be more systematic. 

To build a larger auditorium and enlarge the existing one. 
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USMSC2 No comment. 

On future 
involvement/ 
contribution 

UMCO1 
 
 
 
 
 

UMCO2 
 

UMSAD1 
 
 
 

UMSC1 
 
 

USMSC1 
 

USMSC2 
 

UTHMTP1 
 

UUMTP1 
 

UUMTP2 

There are many forms of contribution. We have theatre encouragement, development, conservation, growth…these are the 
forms of our contribution so that this thing will continue to last...to show, reproduce and highlight existing talents…to 
contribute towards the expansion of ideas, profession, work… What we aim for now is to reach the Asian level which we 
have yet to achieve… We plan on showcasing the two best groups at the Asian level via study tours etc. We don’t want it 
to end here. Those who are successful should attempt to uplift theatre among HEIs. 

Yes. 

Yes, of course. I’d continue to share my skill and knowledge to whomever who wishes to learn. When we share knowledge, 
don’t think that we are losing our knowledge…we are actually increasing our knowledge because learning is two-way…we 
also learn from our students…knowledge should be shared with sincerity… 

Yes, if I am given the opportunity. Must be careful not to waste time. There’s a need for an organised chart to arrange the 
work accordingly and to avoid ad-hoc work. For example, the constant changing of dates. 

I will contribute my skill in management to increase the public’s knowledge to obtain external support. 

Definitely, I will contribute in ensuring the ceremony goes on smoothly. 

Yes. 

God willing, if there is no obstacle from any party, I would join MTF in the future or maybe return to the stage. 

Yes, as it has helped me a lot. 

On the research UMCO1 
 

UMSAD1 
 

UUMTP2 

…not as door stopper, but…as a backbone. 

I hope this research can help us solve some of the issues we’re facing in the world of performing arts… 

…this study needs to also involve the MTF management as well to see what they think about MTF. 

Other comments UMCO1 
 
 
 
 

You’re here as an observer. If you can produce an assessment scale (graph chart) in terms of the teams’ involvement (2000-
2004, 2004-2009, 2011…), we may see a rise. We’re still looking at the Asian stage to obtain a broader picture. When you 
ask about the students’ issues, we don’t just want to know what the problems are, but to what they relate to (i.e. management, 
execution, preparation). We also need the convention… I want you to be fully involved in this and will appoint you a 
designation next year… The aim is to reach the Asian level…there’ll probably be cultural issues as there’ll be the clash of 
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UMSC1 
 
 
 
 
 
 
 

USMSC2 
 

UiTMFL1 
 
 
 
 
 

UiTMFL2 

cultures…that thing has yet to be solved…due to language…For example, when I was in Indonesia, I didn’t use the 
Indonesian language. Although the people were angry at me for not using their language, I wanted to retain my identity…I 
staged my play in the Malay language...the play was well-received even though it was problematic to them. Language won’t 
be a form of cultural clash but of power…they want us to follow their ways… culture is…inherent…it’s about how we 
transfer external influences…that is what we can do for theatre… the clash of theatrical cultures…we lose to Indonesia as 
they have a more advanced artistic culture… their culture faces rapid changes… we can sit through a four-hour play and 
still feel fresh at the end of it…(compared to) here, it’s difficult to sit through a one-hour play…time wasn’t effectively 
used…we lack this strength… don’t give up easily… we become good when we make a serious effort… 

From what I gather, there’s been too many hurdles on your part. For example, the MAKUM host and organisers do not feel 
that this research can provide and be a good source of reference for the students, because this research concentrates on the 
students’ involvement in MAKUM and the organisers have never felt that the researcher needs to be involved in and aware 
of the decision-making process (at their level). But I feel this research is important as it involves a Malaysian-based theatre 
programme which is addressed by a university abroad…so we need to show that we are giving a good response towards the 
research and the researcher. There are some officers who simply do not care for the research and would rather leave the 
researcher alone, but there are those who can serve as a source for information nevertheless.     

As a student, I only help in [obtaining] what only other students want. I will help as much as possible. 

I found Islam in the arts. For me, the art is deep within me.  
Many children nowadays have interest in theatre. At the moment, there are two School of Arts in Johor & Sarawak. The 
government must open their eyes wider & establish more Art Schools in Malaysia, for instance in Kedah with the many 
Chinese & Indians, & in Penang. This may help non-Malays to become more proactive in theatre. It depends on the schools 
& government.    

Out of the many branches, only UiTM Shah Alam offers the performing arts. When I got here, I felt that they (UiTM Penang 
students) were qualified enough to reach this level.  

*Note: Angkatan 50 or Angkatan Sasterawan (ASAS 50) is a modern drama and theatre movement in Malaysia which began in the 1950s. Based on realism, activists 
in this group were regarded as enlightened laureates. The group was established with the aim to use language and literature as the tool independence (Ishak, 2019).   
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Code  Interview Excerpt 

U
M

SA
D

2 
(A

ca
de

m
ic

ia
n)

 On creative effort/s: Arts for Life Workshops in middle and lower schools around Sabah. Annually starting in 2012. We believe that theatre is a very 
effective medium for the PnP process and enhances students' soft skills as well as sharpening 8 types of human ingenuity. We try our best to follow the 
Ministry of Higher Education's recommendation to conduct an OBE (outcome base education) that involves many creative activities in the PnP process. 
On creativity: Yes, because creativity in PnP is able to increase students' level of understanding of the knowledge they are trying to convey. This can be 
done with a variety of activities where throughout the course, students value not only their understanding of subject matter and only assessed through exams, 
but students value in a variety of ways that involve creative activities. An example is to describe feminist approaches in selected works - give students the 
task of producing a script with feminist ideas and performing it, or to create theatre forums and more. 
On creativity and the arts: Creativity in this art is not only applied and applied in the arts, but in our daily lives with the supply of skills and knowledge 
in our lives; that's why we believe that theatre is humane. Theatre is bigger than our life itself. That teaches us about different things from different points 
of view; art is for life. 
On cross/interdisciplinary exchange: There is. For example, this faculty teaches students skills from history specialisation…education, humanities, 
industrial hubs, tourism and hospitality- most of them use acting apps to enhance students’ inter and intra personal skills. Some also use acting to get a 
deeper understanding of the theory being taught (history and social science). 
On non-art students’ participation: There is. I always encourage final year students to open auditions and get students from other majors as their 
productions and actors. This is because I want this student to feel different from my freshman students who are not bound by conventions, doctrines or 
theatrical rules. In this way the viewpoints are wider and they help each other enhance their creativity. Generally, students from these other faculties will 
come back to our faculty on a regular basis to continue their involvement after their first involvement. I think that's a very healthy thing. 
On art & non-art collaboration: This is a very good thing, because it provides two-way benefits to students who are majoring in art. As I said earlier, the 
point of view is bigger and the creativity is higher. As a student of my own science, I find art to be very helpful in understanding my lessons. As we know 
there are theatre games and theatre activities that demand mathematical and logical skills. 
Examples: Yes, as I explained earlier, theatre involves 8 human ingenuities including soft skills- applications in life. 
Examples of theatre / theatre games- math and logical skills- calculating or solving problems- applications in solving problems in everyday life. 
Impact: Yes, creative drama can and does help a lot in the process itself.  
Of course, theatre needs to develop and grow, theatre involves a lot of discipline because theatre is about humans. And humans are many and diverse. In 
science and technology for example. 
Suggestion/s: Simply put, given more exposure it may be possible to improve. 
Issue/s: Lack of exposure to diversity in creativity and creative work. 
Teachers' confidence in performing creative activities that are strongly tied to date line, MQA and ISO audit and others. 
Suggestion: Develop theatrical arts programme at diploma and degree level. Become a reference and hub for Borneo performing arts. 
Hope for the future: Keep the good attitude. Keep trying and never give up. Devote yourself to what you love to do - arts and theatre. 
Comment: No. 

U
M

K
TP

8 
(G

ro
up

 R
ep

.) Background: ATERA is short for Anak Teater Rajawali, an amateur group established in February 2014 under Sanggar Budaya, University Cultural 
Unit. Rajawali is another name for the eagle. Hence, we’d like to fly high as the Rajawali here in this mountainous & forest-packed Jeli.  
Activity/ies: ATERA did not carry out many activities in the first year of its inception. We’d have weekly theatre games among our members, basics of 
acting workshop, and performances for Earth Hour performance and the Innovative Festival. 
Future plan/s:  No, but we have future plans. We aim to organise an acting workshop that will be participated by numerous institutional levels such as Jeli 
Polytechnic and MRSM Jeli. We also plan on having an Arts Appreciation Night, a collaborative effort with the Cultural Unit.   
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On collaboration: No, our troupe has yet to get the chance for such collaborative work. Perhaps the next leadership would think of having such activity. A 
project involving all students for cross-disciplinary exchange can be planned. 
On creativity: Totally agree. This is because participation in theatre would cultivate discipline through training which is highly emphasised. Many skills 
can be learnt along with new knowledge in management. It also enhances our ability to work under pressure and the time spent would allow the acquisition 
of skills. With the increase in knowledge and creativity, we’d be able to come up with good ideas in discussions.   
On art & non-art students: There is no Arts Faculty in UMK. Hence, the students are all non-arts (theatre) students. 
On alumni: No. It was recently established.  
On virtual presence: No. We haven’t reached that level. 
Issue/s: There is no issue aside from the fact that this is an amateur group and rather hollow, hence, the overall production in MTF is probably a bit shaky. 
Suggestion/s: Honestly, there are still many things which should be done, among which is the teaching of theatre knowledge to gain basics in theatre. Apart 
from that, other programmes like a smaller-scale acting workshop should be conducted regularly. Also, weekend theatre-based activities are needed to 
strengthen the bond between members. Performances are important to measure the team’s progress level.  Future leadership should be more proactive in 
planning matters concerning ATERA. 
10. Just like I said in #9, we need to conduct more programmes and activities. Theatre performances based on scripts should be done. There should be an 
emphasis on scriptwriting and how to get into character.  
Future plan: I hope ATERA will remain active and gain prominence across the three UMK campus branches. They need to be more proactive and move 
on their own (independent) and not depend on the officers alone or external help. The love for arts needs to be embedded in the self, then only will they 
won’t simply work because they are forced. I am in my sixth semester and have only one semester left. I can no longer participate in this group. 
Other comment: I had no idea that theatre study reaches the PhD level. This research helps us understand how non-arts students participate in the arts.  
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APPENDIX Li: RESULTS OF SURVEY QUESTIONNAIRE (UNIVERSITY 
STUDENTS) 
 

Section B: Perception on Creativity in Education 
 
Item 1: Creativity is promoted by the higher education 
system in Malaysia. 

Uni. Scale 
Strongly 
Disagree 

Dis-
agree 

Neutral Agree Strongly 
Agree 

UiTM  5 21 21 3 
UM 3 18 12 10 7 
UMK  7 16 22 5 
UMP  2 21 19 8 
UMS  3 15 23 9 
UPSI 2 2 17 18 11 
USM  1 17 21 10 
USZA  11 18 14 7 
UTeM  1 16 19 13 

Total 5 50 153 167 73 
% 1 11 34 37 16 

 
Item 2: Creativity has been successfully promoted in 
Malaysia’s higher education. 

Uni. Scale 
Strongly 
Disagree 

Dis-
agree 

Neutral Agree Strongly 
Agree 

UiTM  2 25 22 1 
UM  20 17 10 3 
UMK  5 22 20 3 
UMP  6 21 15 8 
UMS  4 18 24 4 
UPSI 2 3 19 22 4 
USM  4 16 19 11 
USZA 1 8 26 12 3 
UTeM  1 13 28 7 

Total 3 53 177 172 44 
% 0.6 12 39 38 10 

 
Item 3: Creativity is apparent in all academic disciplines. 

Uni. Scale 
Strongly 
Disagree 

Dis-
agree 

Neutral Agree Strongly 
Agree 

UiTM  3 22 22 3 
UM  11 23 11 6 
UMK  3 15 26 6 
UMP 1 5 12 26 6 
UMS  7 7 29 7 
UPSI  2 21 18 9 
USM  4 15 21 10 
USZA 1 12 12 15 10 
UTeM  1 10 24 13 

Total 2 48 137 192 70 
% 0.4 11 30 43 16 

 
Item 4: Creativity is more apparent in performing arts-based 
programmes. 

Uni. Scale 
Strongly 
Disagree 

Dis-
agree 

Neutral Agree Strongly 
Agree 

UiTM  1 19 20 10 
UM 2 5 14 22 8 
UMK 1 3 12 24 10 
UMP 1 2 5 28 14 
UMS  5 14 19 11 
UPSI 2 4 17 15 12 
USM  3 10 24 13 
USZA  2 9 23 15 
UTeM  1 8 28 12 

Total 6 26 108 203 105 
% 1 6 24 45 23 

 
 
 
 
Item 5: Creativity is more inherent in informal / non-
academic based education.  

Uni. Scale 
Strongly 
Disagree 

Dis-
agree 

Neutral Agree Strongly 
Agree 

UiTM  1 18 26 4 
UM 3 6 14 21 6 
UMK 1 3 8 27 11 
UMP  2 7 26 15 
UMS  4 14 19 10 
UPSI 2 5 14 20 9 
USM  1 15 22 12 
USZA  1 10 23 16 
UTeM  1 16 21 11 

Total 6 24 116 205 94 
% 1 5 26 46 21 

 
Item 6: Creativity is important in education. 

Uni. Scale 
Strongly 
Disagree 

Dis-
agree 

Neutral Agree Strongly 
Agree 

UiTM   12 18 20 
UM 1  9 15 25 
UMK   7 25 18 
UMP  1 3 17 29 
UMS  1 7 20 21 
UPSI 2  8 19 20 
USM   5 24 21 
USZA  1 6 14 29 
UTeM  1 5 18 25 

Total 3 4 62 170 208 
% 0.6 0.8 14 38 46 

 
Item 7: The university/faculty promotes creativity in 
learning. 

Uni. Scale 
Strongly 
Disagree 

Dis-
agree 

Neutral Agree Strongly 
Agree 

UiTM  2 16 25 7 
UM 1 9 20 15 5 
UMK  6 15 22 7 
UMP  3 19 18 10 
UMS  1 9 28 11 
UPSI 1 2 13 19 15 
USM  1 7 34 8 
USZA  5 17 19 9 
UTeM   13 29 7 

Total 2 29 129 209 79 
% 0.4 6 29 46 18 

 
Item 8: The programme I am in aims to produce creative 
learners. 

Uni. Scale 
Strongly 
Disagree 

Dis-
agree 

Neutral Agree Strongly 
Agree 

UiTM   13 20 16 
UM  9 13 21 7 
UMK  6 17 20 7 
UMP  2 16 20 12 
UMS  3 16 22 9 
UPSI  5 14 19 12 
USM 1 3 11 28 7 
USZA  4 14 22 10 
UTeM  3 8 29 10 

Total 1 35 122 201 90 
% 0.2 8 27 45 20 
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Item 9: The course and its contents allow learners to engage 
creatively. 

Uni. Scale 
Strongly 
Disagree 

Dis-
agree 

Neutral Agree Strongly 
Agree 

UiTM   20 22 7 
UM  12 14 16 8 
UMK  4 16 24 6 
UMP  2 13 26 9 
UMS  2 9 26 12 
UPSI  4 11 23 11 
USM 1  11 31 7 
USZA  3 16 21 10 
UTeM   11 27 12 

Total 1 27 121 216 82 
% 0.2 6 27 48 18 

 
Item 10: Academics/course instructors encourage creative 
thinking and problem solving. 

Uni. Scale 
Strongly 
Disagree 

Dis-
agree 

Neutral Agree Strongly 
Agree 

UiTM  2 17 26 5 
UM  11 13 16 10 
UMK  3 14 24 9 
UMP  2 15 19 13 
UMS  1 10 30 9 
UPSI 1 1 13 25 10 
USM 1  11 29 8 
USZA  1 14 30 5 
UTeM  1 11 30 8 

Total 2 22 118 229 77 
% 0.4 5 26 51 17 

 
Item 11: Most of the lectures/tutorials are conducted 
creatively. 

Uni. Scale 
Strongly 
Disagree 

Dis-
agree 

Neutral Agree Strongly 
Agree 

UiTM 1 7 24 14 3 
UM 1 21 13 10 5 
UMK  7 22 17 4 
UMP  9 24 11 6 
UMS  6 16 21 7 
UPSI 1 1 21 18 8 
USM 1 5 16 24 3 
USZA 1 10 30 5 4 
UTeM  1 20 20 7 

Total 5 67 186 140 47 
% 1 15 41 31 10 

 
Item 12: The university/faculty caters for cross/inter-
disciplinary exchange(s). 

Uni. Scale 
Strongly 
Disagree 

Dis-
agree 

Neutral Agree Strongly 
Agree 

UiTM  3 21 20 6 
UM 1 5 25 14 4 
UMK  7 19 18 6 
UMP 2  14 21 13 
UMS  4 17 21 8 
UPSI 1 1 18 19 11 
USM  2 11 30 7 
USZA 1 2 22 21 4 
UTeM  2 15 21 11 

Total 5 26 162 185 70 
% 1 6 36 41 16 

 
 
 
 
 
 

Item 13: Academic disciplines need to collaborate in 
creative cross/inter-disciplinary exchange(s). 

Uni. Scale 
Strongly 
Disagree 

Dis-
agree 

Neutral Agree Strongly 
Agree 

UiTM  1 15 22 12 
UM  3 6 25 16 
UMK  1 6 30 13 
UMP  1 8 21 20 
UMS  1 10 27 10 
UPSI 1  12 25 12 
USM   10 32 8 
USZA   6 27 17 
UTeM  1 13 24 12 

Total 1 8 86 233 120 
% 0.2 2 19 52 27 

 
Item 14: I have (had) the opportunity to engage in creative 
cross/inter-disciplinary exchange(s). 

Uni. Scale 
Strongly 
Disagree 

Dis-
agree 

Neutral Agree Strongly 
Agree 

UiTM  1 22 17 9 
UM 3 9 15 16 7 
UMK 1 3 11 30 5 
UMP 2 2 7 24 15 
UMS  3 10 28 8 
UPSI 1 2 17 18 12 
USM  3 7 30 10 
USZA 1 5 7 26 10 
UTeM   12 23 13 

Total 8 28 108 212 89 
% 2 6 24 47 20 

 
Item 15: I would likely engage myself in creative 
cross/inter-disciplinary exchange(s). 

Uni. Scale 
Strongly 
Disagree 

Dis-
agree 

Neutral Agree Strongly 
Agree 

UiTM 1 1 16 21 11 
UM 1 2 12 21 14 
UMK  2 8 28 12 
UMP 1  5 28 16 
UMS   10 29 10 
UPSI 1 1 16 17 15 
USM  1 10 27 12 
USZA 1 3 7 24 15 
UTeM  2 12 23 12 

Total 5 12 96 218 117 
% 1 3 21 48 26 

 
Item 16: Participation in the (performing) arts is encouraged 
in my programme. 

Uni. Scale 
Strongly 
Disagree 

Dis-
agree 

Neutral Agree Strongly 
Agree 

UiTM  2 13 23 11 
UM 3 4 15 24 4 
UMK  3 17 27 3 
UMP 2 4 13 25 6 
UMS  2 18 23 5 
UPSI 1 3 18 18 10 
USM  2 16 24 8 
USZA 1 7 16 17 9 
UTeM  2 13 24 11 

Total 7 29 139 205 67 
% 1.5 6 31 46 15 
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Item 17: The knowledge/skill I gain are enough to equip me 
in/for the future. 

Uni. Scale 
Strongly 
Disagree 

Dis-
agree 

Neutral Agree Strongly 
Agree 

UiTM 2 4 19 16 8 
UM 2 8 20 15 4 
UMK 2 10 15 17 6 
UMP 2 3 23 14 8 
UMS  7 15 19 8 
UPSI 1 4 12 24 9 
USM 2 4 17 20 7 
USZA 2 9 18 15 6 
UTeM  2 9 27 12 

Total 13 51 148 167 68 
% 3 11 33 37 15 

 
Item 18: I believe that the knowledge/skill I gain in the 
university is for a lifetime. 

Uni. Scale 
Strongly 
Disagree 

Dis-
agree 

Neutral Agree Strongly 
Agree 

UiTM   13 18 19 
UM  1 9 19 21 
UMK 1 2 2 14 31 
UMP   3 13 34 
UMS  1 4 20 24 
UPSI 2  10 20 18 
USM   6 22 21 
USZA  1 4 16 29 
UTeM 1 2 10 20 17 

Total 4 7 61 162 214 
% 0.8 1.5 14 36 48 

 
Item 19: I would like to learn more about creativity. 

Uni. Scale 
Strongly 
Disagree 

Dis-
agree 

Neutral Agree Strongly 
Agree 

UiTM   13 21 16 
UM 1  15 21 13 
UMK   12 14 24 
UMP  1 6 16 27 
UMS   8 22 19 
UPSI 2  11 26 11 
USM 1  8 26 15 
USZA  1 5 20 24 
UTeM  2 8 20 18 

Total 4 4 86 186 167 
% 0.8 0.8 19 41 37 

 
Item 20: (Performing) arts programmes need to be made 
more relevant. 

Uni. Scale 
Strongly 
Disagree 

Dis-
agree 

Neutral Agree Strongly 
Agree 

UiTM  1 15 21 13 
UM  2 18 17 13 
UMK 2 1 15 20 12 
UMP 1 1 15 16 17 
UMS  1 16 18 14 
UPSI 3 1 15 18 13 
USM 1  13 24 12 
USZA  1 14 19 16 
UTeM 1 2 8 22 16 

Total 8 10 129 175 126 
% 2 2 29 39 28 

 
 
 
 
 
 
 
 

Section C: Measuring Creativity  
 
Item 1: The university (surrounding) you are in. 

Uni. Scale 
Very 
Poor  

Poor Neutral Good Very 
Good 

UiTM 2  7 22 15 4 
UM  5 18 18 8 
UMK 2 9 24 13 2 
UMP  5 26 15 4 
UMS  1 16 23 9 
UPSI  7 12 20 11 
USM 1 1 9 23 16 
USZA 1 7 28 10 4 
UTeM  3 17 24 4 

Total 6 45 172 160 62 
% 1 10 38 36 14 

 
Item 2: The school/faculty/centre you are in. 

Uni. Scale 
Very 
Poor  

Poor Neutral Good Very 
Good 

UiTM  4 17 26 3 
UM 1 6 21 15 6 
UMK 4 6 27 11 2 
UMP  5 24 17 4 
UMS  3 16 25 5 
UPSI  1 16 26 7 
USM 1 2 11 22 14 
USZA  5 26 14 5 
UTeM 1 3 16 22 6 

Total 7 35 174 178 52 
% 1.5 8 39 40 12 

 
Item 3: The programme you are in. 

Uni. Scale 
Very 
Poor  

Poor Neutral Good Very 
Good 

UiTM  1 11 27 11 
UM 1 5 20 17 6 
UMK  3 13 25 9 
UMP  4 14 26 6 
UMS  2 13 25 9 
UPSI  1 15 18 16 
USM 1 3 12 18 16 
USZA  2 14 23 11 
UTeM 1 1 13 28 5 

Total 3 22 125 207 89 
% 0.6 5 28 46 20 

 
Item 4: The programme’s/course’s contents. 

Uni. Scale 
Very 
Poor  

Poor Neutral Good Very 
Good 

UiTM   15 20 14 
UM  6 18 18 7 
UMK  1 18 26 5 
UMP  3 22 20 5 
UMS   13 32 3 
UPSI   11 27 12 
USM 1 2 13 24 10 
USZA  3 21 21 5 
UTeM  3 12 24 9 

Total 1 18 143 212 70 
% 0.2 4 32 47 16 
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Item 5: The non-academic activity/ies in the university. 
Uni. Scale 

Very 
Poor  

Poor Neutral Good Very 
Good 

UiTM 3 3 21 18 5 
UM  1 17 21 9 
UMK  5 13 23 9 
UMP   10 25 15 
UMS  2 15 22 10 
UPSI 1 3 20 16 10 
USM   13 27 10 
USZA 1 5 14 25 5 
UTeM  1 13 26 10 

Total 5 20 136 203 83 
% 1 4 30 45 18 

 
Item 6: The learning methods. 

Uni. Scale 
Very 
Poor  

Poor Neutral Good Very 
Good 

UiTM  5 22 19 4 
UM 1 5 21 15 7 
UMK 2 2 24 19 3 
UMP  1 22 24 3 
UMS  2 16 27 4 
UPSI  3 19 17 11 
USM  3 14 27 5 
USZA 2 5 24 17 2 
UTeM  3 16 27 3 

Total 5 29 178 192 42 
% 1 6 40 43 9 

 
Item 7: The academic staff. 

Uni. Scale 
Very 
Poor  

Poor Neutral Good Very 
Good 

UiTM 5 5 19 14 7 
UM 1 9 20 14 5 
UMK 5 7 20 13 4 
UMP  9 18 18 5 
UMS 1 4 24 17 4 
UPSI  3 17 20 10 
USM 2 4 20 17 7 
USZA 5 10 24 7 4 
UTeM  5 20 19 3 

Total 19 56 182 139 49 
% 4 12 40 31 11 

 

Item 8: The non-academic staff. 
Uni. Scale 

Very 
Poor  

Poor Neutral Good Very 
Good 

UiTM 6 7 26 11 1 
UM 1 5 23 13 7 
UMK 9 8 25 7 1 
UMP  8 14 24 4 
UMS 1 4 23 18 3 
UPSI 1 4 23 18 4 
USM 2 6 23 14 5 
USZA 9 17 19 3 2 
UTeM  9 15 17 7 

Total 29 68 191 125 34 
% 6 15 42 28 8 

 
Item 9: The student population. 

Uni. Scale 
Very 
Poor  

Poor Neutral Good Very 
Good 

UiTM  5 17 22 6 
UM  2 16 21 10 
UMK 2  12 31 5 
UMP  1 12 30 7 
UMS 1 2 17 23 6 
UPSI 1 4 14 25 6 
USM   9 25 16 
USZA 2 3 22 16 7 
UTeM  1 10 30 7 

Total 6 18 129 223 63 
% 1 4 29 50 14 

 
Item 10: Yourself. 

Uni. Scale 
Very 
Poor  

Poor Neutral Good Very 
Good 

UiTM   17 20 13 
UM  1 20 17 11 
UMK  1 11 26 12 
UMP  1 11 25 13 
UMS   14 29 6 
UPSI   13 13 24 
USM 1 2 18 14 14 
USZA 1 2 12 25 10 
UTeM  1 12 19 16 

Total 2 8 128 188 119 
% 0.4 2 28 42 26 
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APPENDIX Lii: RESULTS OF SURVEY-QUESTIONNAIRE (THEATRE 
PARTICIPANTS) 
 

Section A: Demographic Information 

No. Uni. No. of 
Respondents 

% 

1 UiTM 12 7 
2 UM 17 9 
3 UMK 7 4 
4 UMP 20 11 
5 UMS 26 14 
6 UPSI 15 8 
7 USM 20 11 
8 UTeM 22 12 
9 USZA 25 14 
10 UTHM 11 6 
11 UUM 7 4 

Total 182 100 
 
Section B: General Perception on Creativity in the 
Festival   
 
Item 1: The Festival is a project that enhances creativity. 

Uni. Scale 
Strongly 
Disagree 

Dis- 
agree 

Neutral Agree Strongly 
Agree 

UiTM 1   5 6 
UM    9 8 
UMK    2 5 
UMP    4 16 
UMS   3 5 18 
UPSI 1   7 7 
USM 1   10 9 
USZA   1 9 15 
UTeM   2 8 12 
UTHM    6 5 
UUM 2   3 2 

Total 5  6 68 103 
% 3  3 37 57 

 
Item 2: The Festival promotes cross/inter-disciplinary 
exchange(s). 

Uni. Scale 
Strongly 
Disagree 

Dis-
agree 

Neutral Agree Strongly 
Agree 

UiTM 1   4 7 
UM   1 10 6 
UMK    3 4 
UMP    5 15 
UMS   3 5 18 
UPSI 1   7 7 
USM 1   10 9 
USZA   1 9 15 
UTeM   2 8 12 
UTHM    6 5 
UUM 2   3 2 

Total 5  6 75 96 
% 3  3 41 53 

 
 
 
 
 
 
 
 
 
 

Item 3: The Festival promotes lifelong learning. 
Uni. Scale 

Strongly 
Disagree 

Dis-
agree 

Neutral Agree Strongly 
Agree 

UiTM 1   5 6 
UM   4 8 5 
UMK    3 4 
UMP   3 7 10 
UMS   3 11 12 
UPSI 1  3 5 6 
USM 1  1 10 8 
USZA  2 4 11 8 
UTeM   3 10 9 
UTHM   2 5 4 
UUM 2  2 2 1 

Total 5 2 25 77 73 
% 3 1 14 42 40 

 
Item 4: The Festival promotes multiculturalism. 

Uni. Scale 
Strongly 
Disagree 

Dis-
agree 

Neutral Agree Strongly 
Agree 

UiTM 1   5 6 
UM   6 8 3 
UMK    2 5 
UMP    3 17 
UMS   4 5 17 
UPSI 1   4 8 
USM 1   6 13 
UTeM    11 11 
USZA   3 12 10 
UTHM   2 4 4 
UUM 1 1  4 1 

Total 4 1 15 64 95 
% 2 0.5 8 35 52 

 
Item 5: The Festival requires knowledge and skills not only 
in the performing arts.  

Uni. Scale 
Strongly 
Disagree 

Dis-
agree 

Neutral Agree Strongly 
Agree 

UiTM 1  1 4 6 
UM    9 8 
UMK    2 5 
UMP   2 6 12 
UMS    10 16 
UPSI 1   5 9 
USM 1  1 7 10 
USZA   2 12 11 
UTeM   1 8 13 
UTHM    5 6 
UUM 1 1  2 3 

Total 4 1 7 70 99 
% 2 0.5 3.5 38 54 
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Item 6: The knowledge & skills utilised in the Festival are 
beneficial both academically and non-academically.  

Uni. Scale 
Strongly 
Disagree 

Dis-
agree 

Neutral Agree Strongly 
Agree 

UiTM 1  1 5 5 
UM   1 7 9 
UMK    2 5 
UMP    13 7 
UMS   1 3 22 
UPSI 1  1 5 8 
USM 1  1 9 9 
USZA   2 13 10 
UTeM   2 9 11 
UTHM    10 1 
UUM 1 1  3 2 

Total 4 1 9 79 89 
% 2 0.5 5 43 49 

 
Item 7: The Festival has been organised effectively. 

Uni. Scale 
Strongly 
Disagree 

Dis-
agree 

Neutral Agree Strongly 
Agree 

UiTM 1  3 5 3 
UM  1 3 10 3 
UMK 1 1  4 1 
UMP   2 8 10 
UMS    14 12 
UPSI 1  1 5 8 
USM 1  1 13 5 
USZA 1  6 12 6 
UTeM   1 14 6 
UTHM   3 6 2 
UUM 1 1 2 2 1 

Total 6 3 22 93 55 
% 3 2 12 51 30 

 
Item 8: The zones have been divided objectively.  

Uni. Scale 
Strongly 
Disagree 

Dis-
agree 

Neutral Agree Strongly 
Agree 

UiTM 1  2 7 2 
UM  2 1 12 2 
UMK   2 3 2 
UMP  1 6 10 3 
UMS  2 5 12 7 
UPSI 1  2 4 8 
USM 1  4 9 6 
USZA  1 8 13 3 
UTeM   5 9 8 
UTHM   2 4 5 
UUM 1 2 1 1 2 

Total 4 8 38 84 48 
% 2 4 21 46 26 

 
Item 9: The Festival’s workshops and support system have 
been effective and balanced throughout the three zones.  

Uni. Scale 
Strongly 
Disagree 

Dis-
agree 

Neutral Agree Strongly 
Agree 

UiTM 1  3 5 3 
UM  1 5 10 1 
UMK   2 3 2 
UMP  1 4 10 5 
UMS  1 4 14 7 
UPSI 1  3 4 7 
USM 1  3 13 3 
USZA 1  8 11 5 
UTeM   3 11 8 
UTHM   2 7 2 
UUM 1  5  1 

Total 5 3 42 88 44 
% 3 2 23 48 24 

Item 10: The Festival’s judging and selection processes 
have been just/fair.  

Uni. Scale 
Strongly 
Disagree 

Dis-
agree 

Neutral Agree Strongly 
Agree 

UiTM 1  2 6 3 
UM   7 9 1 
UMK   1 5 1 
UMP   3 11 6 
UMS 1 1 7 9 8 
UPSI 1  3 3 8 
USM 1  2 13 4 
USZA  1 10 9 5 
UTeM   5 11 6 
UTHM   2 5 4 
UUM  1 3 2 1 

Total 4 3 45 83 47 
% 2 2 25 46 26 

 
Item 11: The Festival’s cycle is too lengthy. 

Uni. Scale 
Strongly 
Disagree 

Dis-
agree 

Neutral Agree Strongly 
Agree 

UiTM 1  4 5 2 
UM   7 2 8 
UMK  1 2 3 1 
UMP  2 11 4 2 
UMS  1 14 5 6 
UPSI 1  4 7 3 
USM 1 1 6 6 6 
USZA  2 14 9  
UTeM  1 7 7 7 
UTHM  1 3 5 2 
UUM   3 2 2 

Total 3 9 75 55 39 
% 2 5 41 30 21 

 
Item 12: The Festival focuses too much on competing.  

Uni. Scale 
Strongly 
Disagree 

Dis-
agree 

Neutral Agree Strongly 
Agree 

UiTM 1  7 4  
UM   9 7 1 
UMK  2 2  3 
UMP   5 11 4 
UMS   6 13 7 
UPSI 1  4 4 6 
USM 1 2 3 11 3 
USZA 1 3 12 9  
UTeM   5 12 5 
UTHM   2 7 2 
UUM  1 2 2 2 

Total 4 8 57 80 33 
% 2 4 31 44 18 

 
Item 13: The Festival has produced world-class 
productions.  

Uni. Scale 
Strongly 
Disagree 

Dis-
agree 

Neutral Agree Strongly 
Agree 

UiTM 1  6 4 1 
UM 1 1 9 6  
UMK  1 4 2  
UMP   6 9 5 
UMS 1 1 7 13 4 
UPSI 1  3 6 5 
USM 1  9 3 7 
USZA 1 2 10 12  
UTeM  2 6 8 6 
UTHM    7 4 
UUM  2 3 1 1 

Total 6 9 63 71 33 
% 3 5 35 39 18 
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Item 14: The Festival has reached an international-level 
audience.  

Uni. Scale 
Strongly 
Disagree 

Dis-
agree 

Neutral Agree Strongly 
Agree 

UiTM 1  6 4 1 
UM 1 2 10 4  
UMK 1 1 3 2  
UMP   9 9 2 
UMS   10 11 5 
UPSI 1 1 3 5 5 
USM 1  7 8 4 
USZA 3 3 11 8  
UTeM  1 7 6 8 
UTHM   4 5 2 
UUM 1 3 2  1 

Total 9 11 72 62 28 
% 5 6 39 34 15 

 
Item 15: The Festival needs to be promoted in a broader 
manner. 

Uni. Scale 
Strongly 
Disagree 

Dis-
agree 

Neutral Agree Strongly 
Agree 

UiTM 1  2 4 5 
UM   1 8 8 
UMK    3 4 
UMP   1 9 10 
UMS   2 6 18 
UPSI 1  2 4 8 
USM 1  3 9 7 
USZA   2 6 18 
UTeM  1 2 9 10 
UTHM    6 5 
UUM 1 1  2 3 

Total 4 2 14 73 89 
% 2 1 8 40 49 

 
Section C: Measuring Creativity in the Festival 
 
Item 1: The university theatre troupes/ representatives.  

Uni. Scale 
Very 
Poor  

Poor Neutral Good Very 
Good 

UiTM   2 5 3 
UM   5 11 1 
UMK   2 4 1 
UMP   1 13 6 
UMS   7 10 8 
UPSI   2 7 6 
USM   3 9 8 
USZA   7 10 8 
UTeM   5 10 6 
UTHM  1  5 5 
UUM   1 4 2 

Total  1 36 93 48 
%  0.5 20 51 26 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Item 2: The productions (i.e. actors/ing, themes, crew, etc.).  
Uni. Scale 

Very 
Poor  

Poor Neutral Good Very 
Good 

UiTM   2 7 1 
UM   2 14 1 
UMK   1 5 1 
UMP    13 7 
UMS   7 8 10 
UPSI   2 7 6 
USM   4 12 4 
USZA   6 16 3 
UTeM   4 9 8 
UTHM  1  3 7 
UUM   1 2 4 

Total  1 29 96 52 
%  0.5 16 53 29 

 
Item 3: The diversity of participation (i.e. race, gender, etc.). 

Uni. Scale 
Very 
Poor  

Poor Neutral Good Very 
Good 

UiTM   4 4 2 
UM   4 9 4 
UMK  1 2  4 
UMP   2 8 10 
UMS   5 9 11 
UPSI   1 6 8 
USM   4 10 6 
USZA  2 7 12 4 
UTeM  2 4 12 2 
UTHM  1 2 3 5 
UUM  1 2 1 3 

Total  7 37 74 59 
%  4 20 41 32 

 
Item 4: The judging (i.e. panel, outcome/result).  

Uni. Scale 
Very 
Poor  

Poor Neutral Good Very 
Good 

UiTM   2 7 1 
UM   7 10  
UMK    7  
UMP   4 7 9 
UMS 1  6 12 6 
UPSI   3 5 7 
USM   2 13 5 
USZA  1 9 13 2 
UTeM   3 7 10 
UTHM  1  6 4 
UUM   3 2 2 

Total 1 2 39 89 46 
% 0.5 1 21 49 25 

 
Item 5: The admin. & organisation (i.e. time, venue, etc.). 

Uni. Scale 
Very 
Poor  

Poor Neutral Good Very 
Good 

UiTM   2 5 3 
UM 1 1 6 8 1 
UMK  1  6  
UMP   4 15 1 
UMS  1 6 9 9 
UPSI   3 6 6 
USM    12 8 
USZA 1 2 9 10 3 
UTeM 1  3 12 5 
UTHM  1  3 7 
UUM   1 2 4 

Total 3 6 34 88 47 
% 2 3 19 48 26 
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