
T ilE FUSION OF DAVID FOSTER'S COMPOSITION TECHNIQUE 

AND THE SAPE INSTRUMENT OF KALIMANTAN BARAT 


Pransinartba 

Master of Arts 
(Music) 

2016 



UNIVERSITJ MALAYSIA SARAWAK 


Plea.c tick (V) 
Final Year PrOjeCI Reporl 

Mnster. 

PhD 

DECLARATION OF ORIGl AI. WORK 

ThIs declaration ,. made on the .......1..1.. ... ..day of..... ' .c:>•• /..•. 20 16. 


Student's Declaration: 

PfL.At-I':>rr-lARThA \ 2.0..2.00~ I F AC A I .. --'" ._..... .. _ ..... . _ ......J. .-•.••. •• - _. _ ••.•_•••••. ••_. _ •••- .•- •••• . __• .• •_-••• _ •. - .••.••-.-_• .. •• - •• - _ ••• _­

(PLEASR INDICATE STUDENT'S j AME. MATRIC NO. AND FACULTY) hereby declare tbat the 
work. enlltled J.r:!~.I!-:.~I.~~_~_~_'?~':~Q_!.~~1Y:.:!.~_~~!~~~.."!£f~~.g!,_~~~_!_~5!'.~_!/~_~1J!.!!1... _ is my oritrinul 

I t't: ........."''''I/fl~ 'A,--", "'T tJ ........ 


work. I have not copled from any other students' work or from any other ""urecs except where due 
ref('rence or acknowledgemenllS made explicitly in tho Lext. nor has a.ny part been written for me hy 

another 1)(1($OD . 

/1/ to/ ><0' f, 

Name of Lh(' studpnl (MnLTic I 0.) 

SUPl'Zi~r'~ Declaration: 


T•••JJl.P.!!.Y!i.?f!:!b.. __IQ!z~ ...ql§!f/Q. (SUPERVISOKS NAME) h~reby c'<'rlme8 that the 

work entitlecl , 1 k~.L~~~.~.~_~_~~.~tQ...f.9.~!Y:~L.~!:l~.~~!!.'p!!.J~~,.~.~~.~.~.~~_r.,,!~.5.~f!.1t\~.~"!'~J ..<t.!-1'i!~.~.nMoj 6~ 

(TITLE) was propn.red by the abo". named student, "nq;»'i\l'~lcdrt. l he "F...~ULTY' as a * 
partinllfulJ fulfillment r.,r the conferment of -•... ..._ .~..'S:lL ... "'.F ......P.lX~-l. .......... - . 
(PLEASE INDICATE THE DE(;REE). !lQd the aforemenlioned work, to the be.l of my owledgc, is 
1h~ said student's \vork 

/kJ1b.Irth /Y!:>!J [J (fJ}rJ)Recei\red for oxanunaUon hy: 

(Name of the rS-c .r " /)L ) 
F 

http:k~.L~~~.~.~_~_~~.~tQ...f.9.~!Y:~L.~!:l~.~~!!.'p!!.J~~,.~.~~.~.~.~~_r.,,!~.5.~f!.1t


-


, , 

o CONFIDENTIAL (Cuntains ""nfidcntial information under the Official Secret Act 1972)'" 

DRESTRICTED (('nntllin" restrkt.. d mformation as specified by the "rgamBallon where 


r--h research was done)" 

~OPEN ACCESS 


Validatioll oj' ProjectJ'rhesis 

I l hm-efore duly affirmed with free coo" .. nl lind willangness declared that lhis said Project/I'hesis 

.hnll be placed officially in the C...nt"' for Academic Information Services with the abide interest and 
n gh tS a follows: 

• 	 ThIs Projl'ctfrhesi" is tbe sol" legal property of ['ruversiti Malay"18 SOU:8wak (1JNrMAS) , 

• 	 The Centre for Academic In formation Services has the lawfull'ight to make copies for the 
pll.rpUse of H""demic ano reseal'eb only and nOL fur alb"" pUrPose. 

• 	 The Conrrc for AcademIC Wormatioll S~rviccs h@" t he lawful right tl) digittRt' tho conten t 
to for the Local Cunten t D~Ulh"s~ , 

• 	 Tbe Centro' ("r Academic Information Services bas the lawful rig:ht w make copteS afUte 
ProjcctlThe.is for academic exchange between Higher Learning InMit.ut.e. 

• 	 Nn digpute or flny claim .hall arise frum thl' ~tuocnl Itself nt>;ther third party on thl" 
ProJectlTbesis once It h~com('. sole property of lINThk\S, 

• 	 Thi. Pmj"ctJThos;s or any material, data and inforuH.Liol;l ..elflt~d to it ~hrill not. be 
distributed, published or dj""lused to IIny party by thl' st.udent except with UN1M.AS 
permission. 

St\\dent'. s ign"t ure ___11_/_ '_0_/_">'_"_1_'__ 

(Dale) 

Notcs: * If the ProjectfI'bes.iH is CONFlDENTIAL or RESTRICTED, please attach togelher as 
annexure R lerter frum the nrgamsahon witb the perIOd ~tul rua,;ons of confidenLialJlY and 
restriction . 

['I'hr inRtrument wru; dltly prepHJ""u hy '!'hr Centr for Academic lnformallon Services] 

http:ProjectfI'bes.iH
http:ProjcctlThe.is


 

THE FUSION OF DAVID FOSTER’S COMPOSITION TECHNIQUE 

AND THE SAPE INSTRUMENT OF KALIMANTAN BARAT 

 

 

 

 

 

PRANSINARTHA 

 

 

 

 

A thesis submitted 

 In fulfilment of the requirements for the degree of   

Master of Arts 

 

 

 

 

Faculty of Applied and Creative Arts 

Universiti Malaysia Sarawak 

2016 



ii 

 

AUTHOR’S DECLARATION 

 

I declare that work in this thesis was carried out in accordance with regulations of Universiti 

Malaysia Sarawak. It is original and is the result of my work, unless otherwise indicated or 

acknowledged as referenced work. This thesis has not been submitted at Universiti Malaysia 

Sarawak or to any other academic institution or non-academic institution for any other degree 

or qualification. 

 

 

Name of Student          : Pransinartha 

Student ID No              : 12020041 

Programme Degree      : Master of Arts 

Faculty                         : Faculty of Applied and Creative Arts 

Thesis Title              : The Fusion of David Foster’s Composition Technique and The Sape 

Instrument of Kalimantan Barat 

 

 

 

Signature of Student    : 

Date                             : 

 

 

 

 



iii 

 

ACKNOWLEDGEMENT 

 

There are so many people I need to thank as I complete this journey. First and 

foremost, I would like to thanks to my supervisors, Assoc. Prof. Hasnizam Abdul Wahid and 

Drs. Yoesbar Djaelani, without their help, support, and guidance this master thesis would not 

have been possible. 

I would like to thanks to Dean of Faculty of Applied and Creative Arts UNIMAS, Dr. 

Wan Jamarul Imran and Deputy Dean of Post Graduate and Research, Dr. Saiful Bahari Mohd 

Yusoff.  

 I want to express my thanks to examiners of my thesis, Dr. Thia Sock Siang and Dr. 

Chan Cheong Jan (UPM). Many thanks also to all lecturers in music program Unimas; Mr. 

Iran Amri Musoddiq, Ms. Ng Sie Ai, Ms. Laura Pranti Tutom, and Mdm. Connie Lim Keh 

Nie for helping me on this project. 

I want to address my thanks to Mr. Dominikus Uyub, Mr. Ferinandus Lah, and Dr. 

Aloysius Mering for sharing their knowledge and information about Sape Kahayaan 

Mendalam. Special thanks to everyone I have not mentioned here who has constributed in this 

project, you are engraved in my heart. 

I am really gratefull to my loving family; Pdt. F. Jaya Wardana, Dra. Yuliaty, 

Fransiska, and Novesha for their support everytime. Lastly, above all, I want to express my 

gratitude to God for giving me blessings to complete this work. 

 

 

 

 



iv 

 

TABLE OF CONTENTS 

 

Author’s Declaration   .............................................................................................................   ii 

Acknowledgement   ...............................................................................................................   iii 

Table of Contents   .................................................................................................................   iv 

List of Tables   .......................................................................................................................   xi 

List of Figures   .....................................................................................................................   xii 

List of Pie Charts   ...............................................................................................................   xvi 

List of Bar Graphs   .............................................................................................................   xvii 

List of Pictures   ...................................................................................................................   xix 

Abstract  ...............................................................................................................................    xx 

Abstrak   ...............................................................................................................................   xxi 

 

CHAPTER 1: INTRODUCTION 

1.1. Introduction   ....................................................................................................................   1 

1.2. Background   ....................................................................................................................   7 

1.3. Statement of the Problem   ...............................................................................................   8 

1.4. Hypothesis   ......................................................................................................................   8 

1.5. Research Question   ..........................................................................................................   8 

1.6. Scope of Study   ..............................................................................................................    9 

1.7. The Objective of Study   ..................................................................................................   9 

1.8. Literature Review   ...........................................................................................................   9 

 

CHAPTER 2: METHODOLOGY 

2.1. Introduction   ..................................................................................................................   12 



v 

 

2.2. Method   .........................................................................................................................   12 

2.3. Framework   ...................................................................................................................   13 

2.4. Method of Data Collection   ...........................................................................................   13 

2.5. Analysis of Data   ...........................................................................................................   14 

2.6. Population and Sample   .................................................................................................  15 

2.6.1. Population and Sample of David Foster’s Instrumental Music   .........................   15 

2.4.2. Population and Sample of Sape Music Instrumental Music  

from Kalimantan Barat    ......................................................................................   19 

2.5. Data   ..............................................................................................................................   20 

2.6. Interpretation   ................................................................................................................   21 

2.7. Equipment   ....................................................................................................................   21 

 

CHAPTER 3: FINDINGS 

3.1. Stylistic Characteristics of David Foster on Fusion Jazz in General   ...........................   22 

3.2. Distinctive Style Of David Foster   ................................................................................   25 

3.2.1. Data Analysis   .....................................................................................................   25 

3.2.2. Interval Analysis   ................................................................................................   26 

3.2.2.1. M6 and m6 Intervals   ..............................................................................   26 

3.2.2.2. P4 Intervals   ............................................................................................   27 

3.2.2.3. M3 and m3 Intervals   ..............................................................................   28 

3.2.2.4. Perfect Octave (P8)   ................................................................................   29 

3.2.3. Non Harmonic Tones Analysis   ..........................................................................   32 

3.2.3.1. Passing Tones   ........................................................................................   32 

3.2.3.2. Anticipation   ...........................................................................................   33 



vi 

 

3.2.3.3. Appogiatura   ...........................................................................................   35 

3.2.3.4. Escape Tone   ...........................................................................................   36 

3.2.4. Chord Analysis   ...................................................................................................   38 

3.2.4.1. Triad Chord   ...........................................................................................   38 

3.2.4.2. Seventh Chord   .......................................................................................   39 

3.2.4.3. Tension Chord   .......................................................................................   41 

3.2.5. Inversion of Chord Analysis   ..............................................................................   44 

3.2.5.1. Root Position   .........................................................................................   45 

3.2.5.2. First Inversion   ........................................................................................   46 

3.2.5.3. Second Inversion   ...................................................................................   47 

3.2.5.4. Third Inversion   ......................................................................................   48 

3.1.6. Modulation Analysis   ..........................................................................................   50 

3.2.6.1. Modulation by Pivot Chord   ...................................................................   50 

3.2.6.2. Modulation by Pivot Note   .....................................................................   51 

3.2.7. Syncopation Analysis   .........................................................................................   51 

3.2.8. Percentage of Distinctive Style of David Foster   ................................................   53 

3.2.8.1 Percentage of Intervals   ...........................................................................   54 

3.2.8.2. Percentage of Non-Harmonic Tones   .....................................................   55 

3.2.8.3. Percentage of Chords   .............................................................................   56 

3.2.8.4. Percentage of Inversion of Chord   ..........................................................   57 

3.2.8.5. Percentage of  Syncopation and Modulation   .........................................   58 

3.3. Distinctive Style of Sape Music of Kalimantan Barat   .................................................   58 

3.3.1. Ornaments of Sape Music of Kalimantan Barat   ................................................   59 

3.3.1.1. Turn   .......................................................................................................   59 



vii 

 

3.3.1.2. Double Appogiatura   ..............................................................................   60 

3.3.1.3. Upper Mordent   ......................................................................................   61 

3.3.1.4.  Acciaccatura / Grace Note   ....................................................................   62 

3.3.2. Background of Sape Music from Kalimantan Barat   ..........................................   62 

3.4. Music Composition   ......................................................................................................   64 

3.4.1. Sape Dream   ........................................................................................................   64 

3.4.1.1. Musical Form of Sape Dream   ................................................................   65 

3.4.1.2. Applying Chords to Sape Dream   ...........................................................   69 

3.4.1.3. Adding Second Sape Part to Sape Dream   .............................................   72 

3.4.1.4. Applying Ornamentation to Sape Dream   ..............................................   74 

3.4.1.5. Adding Rhythm Section and Orchestration   ...........................................   77 

3.4.2. Uma Timai   .........................................................................................................   78 

3.4.2.1. Musical Form of Uma Timai   .................................................................   79    

3.4.2.2. Applying Ornamentation to Uma Timai  .................................................   80 

3.4.2.3. Applying Chords to Uma Timai   ............................................................   82 

3.4.2.4. Adding Second Sape Part to Uma Timai   ...............................................   84 

3.4.2.5. Adding Piano Accompaniment to Uma Timai   ......................................   87 

3.4.2.6. Adding Rhythm Section and Orchestration   ...........................................   94 

3.4.3. Khatulistiwa .........................................................................................................   95 

3.4.3.1. Musical Form of Khatulistiwa   ...............................................................   95 

3.4.3.2. Section A and Section B of Khatulistiwa   ..............................................   96 

3.4.3.3. Section C of Khatulistiwa   .....................................................................  101 

3.4.3.4. Section D of Khatulistiwa   ...................................................................   104 

3.4.3.5. Section E of Khatulistiwa   ....................................................................   105 



viii 

 

3.4.3.6. Section B’ and Coda   ...........................................................................   106 

3.4.3.7. Applying Piano Accompaniment ..........................................................   107 

3.4.3.8. Adding Rhythm Section and Orchestration   .........................................   111 

3.4.4. Randayan Island   ...............................................................................................   112 

3.4.4.1. Musical Form of Randayan Island   ......................................................   112 

3.4.4.2. Section A and Section B of Randayan Island   ......................................   113 

3.4.4.3. Applying Interval to Randayan Island   .................................................   115 

3.4.4.4. Interlude of Randayan Island   ...............................................................   117 

3.4.4.5. Section A’ and Section B’ of Randayan Island   ...................................   118 

3.4.4.6. Section B’’ and Coda of Randayan Island   ..........................................   119 

3.4.4.7. Applying the Piano Accompaniment   ...................................................   120 

3.4.4.8. Adding Rhythm Section and Orchestration   .........................................   122 

 

CHAPTER 4: DISCUSSION 

4.1. Introduction   ................................................................................................................   123 

4.1.1. Qualitative Method   ..........................................................................................   123 

4.1.2. Quantitative method   .........................................................................................   124 

4.2. Data Analysis   .............................................................................................................   124 

4.2.1. Interview with three panels   ..............................................................................   124 

4.2.1.1. Interview with Mr. Dominikus Uyub ....................................................   124 

4.2.1.2. Interview with Mr. Ferinandus Lah   .....................................................   126 

4.2.1.3. Interview with Mr. Aloysius Mering   ...................................................   127 

4.2.2. Questionnaire   ...................................................................................................   129 

4.2.2.1. Section A: Personal Information of Respondents   ...............................   129 



ix 

 

4.2.2.2. Section B: Musical Knowledge of Respondents   .................................   134 

4.2.2.3. Section C: Response of Respondents About the Composition   ............   139 

4.3. Issues Identified  in fusing Fusion Jazz with Traditional Music   ................................   148 

 

CHAPTER 5: CONCLUSION AND SUGGESTION 

 

5.1. Conclusion  ..................................................................................................................   152 

5.2. Suggestion   ..................................................................................................................   153 

 

BIBLIOGRAPHY   ...........................................................................................................   155 

APPENDIX 1: FULL SCORE   .......................................................................................   159 

Sape Dream   .......................................................................................................................   160 

Uma Timai   ........................................................................................................................   177 

Khatulistiwa   ......................................................................................................................   192 

Randayan Island   ................................................................................................................   213 

APPENDIX 2: LEAD SHEET  ........................................................................................   232  

Sape Dream   .......................................................................................................................   233 

Uma Timai   ........................................................................................................................   236 

Khatulistiwa   ......................................................................................................................   240 

Randayan Island   ................................................................................................................   244 

APPENDIX 3: DAVID FOSTER’S SAMPLES   ...........................................................   248 

St. Elmo’s Fire   ..................................................................................................................   249 

Winter Games   ...................................................................................................................   251 

APPENDIX 4: SAPE REPERTOIRE FROM KALIMANTAN BARAT ....................   255 



x 

 

Apo Lagaan   .......................................................................................................................   256 

Apo Suling   ........................................................................................................................   257 

Isak Pako Uma Jalan   .........................................................................................................   258 

Karang Aruu   ......................................................................................................................   259 

Lalang Buko   ......................................................................................................................   260 

Paron   .................................................................................................................................   261 

Tubun Situn   .......................................................................................................................   262 

Uma Jalan   ..........................................................................................................................   263 

Uma Timai   ........................................................................................................................   264 

APPENDIX 5: QUESTIONNAIRE   ..............................................................................    265 

APPENDIX 6:  PICTURES   ...........................................................................................   270 

APPENDIX 7: AUDIO AND VIDEO RECORDINGS   ...............................................   273 

 

 

 

 

 

 

 

 

 

 

 

 



xi 

 

LIST OF TABLES 

 

CHAPTER 2: METHODOLOGY 

Table 2.1. list of Instrumental music by David Foster   ........................................................   15 

Table 2.2. list of Sape instrumental pieces   ..........................................................................   19 

 

CHAPTER 3: FINDINGS 

Table 3.1. The number of intervals of Winter Games   ........................................................   31 

Table 3.2. The number of intervals of  Love Theme from St. Elmo’s Fire   ........................   31 

Table 3.3. The number of non-harmonic tones in Winter Games   .......................................   37 

Table 3.4. The number of non-harmonic tones in Love Theme from St. Elmo’s Fire   .......   37 

Table 3.5. The number of chords of Winter Games   ............................................................   43 

Table 3.6. The number of chords of Love Theme from St. Elmo’s Fire   ............................   43 

Table 3.7. The number of inversion chords of Winter Games   ............................................   49 

Table 3.8. The number of inversion chords of Love Theme from St. Elmo’s Fire   ............   49 

Table. 3.9. Number of Syncopation of samples   ..................................................................   53 

Table 3.10. Musical form of Sape Dream   ...........................................................................   65 

Table 3.11. Musical form of Uma Timai   ............................................................................   79 

Table 3.12. Musical form of Khatulistiwa   ..........................................................................   96 

Table 3.13. Musical Form of Randayan Island   .................................................................   112 

 

 

 

 



xii 

 

LIST OF FIGURES 

 

CHAPTER 3: FINDINGS 

Figure 3.1. Example of changing meter   ..............................................................................   23 

Figure 3.2. Example of arpeggio chords   .............................................................................   24 

Figure 3.3. Example of syncopation   ....................................................................................  24 

Figure 3.4. Example of M6 and m6 intervals  ......................................................................   26    

Figure 3.5. Example of M6 and m6 intervals   .....................................................................   27 

Figure 3.6. Example of P4 intervals   ....................................................................................   28 

Figure 3.7. Example of M3 and m3 intervals   .....................................................................   29 

Figure 3.8. Example of M3 intervals   ..................................................................................   29 

Figure 3.9. Example of perfect octave (P8)   ........................................................................   30 

Figure 3.10. (a). Example of passing tone   ..........................................................................   33 

Figure 3.10. (b). Example of passing tone   ..........................................................................   33 

Figure 3.11. (a). Example of anticipation   ...........................................................................   34 

Figure 3.11. (b). Example of anticipation   ...........................................................................   34 

Figure 3.12. (a). Example of appoggiatura   .........................................................................   35 

Figure 3.12. (b). Example of appoggiatura   .........................................................................   36    

Figure 3.13. Example of escape tone   ..................................................................................   36 

Figure 3.14. (a). Example of triad chord   .............................................................................   39 

Figure 3.14. (b). Example of triad chord   .............................................................................   39 

Figure 3.15. (a). Example of seventh chord   ........................................................................   40 

Figure 3.15. (b). Example of seventh chord   ........................................................................   41 

Figure 3.16. (a). Example of tension chord   .........................................................................   42 



xiii 

 

Figure 3.16. (b). Example of tension chord   ........................................................................   42 

Figure 3.17. Example of inversion of chord   .......................................................................   44 

Figure 3.18. (a). Example of root position   ..........................................................................   45 

Figure 3.18. (b). Example of root position   ..........................................................................   46 

Figure 3.19. (a). Example of first inversion   ........................................................................   46 

Figure 3.19. (b). Example of first inversion   ........................................................................   47 

Figure 3.20. Example of second inversion   ..........................................................................   47 

Figure 3.21. (a). Example of third inversion   .......................................................................   48 

Figure 3.21. (b). Example of third inversion   .......................................................................   48 

Figure 3.22. Example of modulation by using pivot chord   ................................................   50 

Figure 3.23. Example of modulation by pivot note   ............................................................   51 

Figure 3.24. (a). Example of syncopation   ...........................................................................   52 

Figure 3.24. (b). Example of syncopation   ...........................................................................   53 

Figure 3.25. (a). Example of turn   ........................................................................................   60 

Figure 3.25. (b). Example of turn   ........................................................................................   60 

Figure 3.26. Example of double appoggiatura   ....................................................................   61 

Figure 3.27. Example of upper mordent   .............................................................................   61 

Figure 3.28. Example of acciaccatura or grace note   ...........................................................   62 

Figure 3.29. Uma Timai Sape background   .........................................................................   63 

Figure 3.30. Apo Lagaan Sape background   ........................................................................   63 

Figure 3.31. Karang Aruu Sape background   .......................................................................   63 

Figure 3.32. Introduction of Sape Dream   ...........................................................................   66 

Figure 3.33. Section A of Sape Dream   ...............................................................................   67 

Figure 3.34. Section A’ of Sape Dream   ..............................................................................   67 



xiv 

 

Figure 3.35. Interlude of Sape Dream   .................................................................................   68 

Figure 3.36. Section B of Sape Dream   ................................................................................   68 

Figure 3.37. Section A’’ of Sape Dream   .............................................................................   69 

Figure 3.38. Coda of Sape Dream   .......................................................................................   69 

Figure 3.39. Applying chords to Sape Dream   .....................................................................   71 

Figure 3.40. Applying first inversion of the chord to Sape Dream   .....................................   72 

Figure 3.41. Applying the progression chord of David Foster to coda   ...............................   72 

Figure 3.42. Adding second Sape part to Sape Dream   .......................................................   74 

Figure 3.43. Applying ornamentation to Sape Dream   ........................................................   77 

Figure 3.44. Adding rhythm section to Sape Dream   ...........................................................   78 

Figure 3.45. Original melodies of Uma Tima   .....................................................................   80 

Figure 3.46. Applying ornamentation to interlude   ..............................................................   81 

Figure 3.47. Applying ornamentation to coda   ....................................................................   82 

Figure 3.48. Applying chord to Uma Timai   ........................................................................   83 

Figure 3.49. Applying second Sape part to Uma Timai   ......................................................   87 

Figure 3.50. Piano accompaniment of Uma Timai   .............................................................   88 

Figure 3.51. Applying modulation of David Foster into the Piano part   .............................   89 

Figure 3.52. Piano part of Uma Timai   ................................................................................   94 

Figure 3.53. Adding rhythm section to Uma Timai   ............................................................   94 

Figure 3.54. Section A of Khatulistiwa   ...............................................................................   96 

Figure 3.55. Section B of Khatulistiwa   ...............................................................................   97 

Figure 3.56. Section A’ and section B’ of Khatulistiwa   .....................................................   98 

Figure 3.57. Applying chord to section A’ and section B’   .................................................   99 

Figure 3.58. Applying Sape background to Khatulistiwa   .................................................   100 



xv 

 

Figure 3.59. Section C of Khatulistiwa   .............................................................................   101 

Figure 3.60. Applying chords to section C   .......................................................................   102 

Figure 3.61. Applying ornamentation for section C   .........................................................   104 

Figure 3.62. Section D of Khatulistiwa   .............................................................................   104 

Figure 3.63. Applying chord to section D of Khatulistiwa   ...............................................   105 

Figure 3.64. Section E of Khatulistiwa   .............................................................................   105 

Figure 3.65. Section B’ of Khatulistiwa   ...........................................................................   106 

Figure 3.66. Coda of Khatulistiwa   ....................................................................................   106 

Figure 3.67. Applying Piano accompaniment to Khatulistiwa   .........................................   111 

Figure 3.68. Adding rhythm section to Khatulistiwa   ........................................................   111 

Figure 3.69. Section A of Randayan Island   ......................................................................   113 

Figure 3.70. Section B of Randayan Island   ......................................................................   114 

Figure 3.71. Applying chord, ornament, and Sape background to Randayan Island   ........   115 

Figure 3.72. Applying Interval to Randayan Island   ..........................................................   117 

Figure 3.73. Interlude of Randayan Island   ........................................................................   117 

Figure 3.74. Section A’ and section B’ of Randayan Island   .............................................   119 

Figure 3.75. Section B’’ of Randayan Island   ....................................................................   120 

Figure 3.76. Applying Piano accompaniment to Randayan Island   ...................................   122 

 

 

 

 

 

 



xvi 

 

LIST OF PIE CHARTS 

 

CHAPTER 4: DISCUSSION 

Pie Chart 4.1. Gender     ..................................................................................................     130 

Pie Chart 4.2. Age     .......................................................................................................     131 

Pie Chart 4.3. Academic qualification     ........................................................................     132 

Pie Chart 4.4. Occupation of respondents   .......................................................................   133 

Pie Chart 4.5. The ability of respondents to play music     .............................................     134 

Pie Chart 4.6. The knowledge of respondents about David Foster     .............................     135 

Pie Chart 4.7. The Knowledge of respondents about musical works of David Foster  ....    136 

Pie Chart 4.8. The knowledge of respondents about Sape musical instrument     ...........     137 

Pie Chart 4.9. The response of respondents about Sape from Kalimantan Barat     ........     138 

 

 

 

 

 

 

 

 

 

 

 

 



xvii 

 

LIST OF BAR GRAPHS 

 

CHAPTER 3: FINDINGS 

Bar Graph 3.1. Percentage of intervals of samples     .........................................................     54 

Bar Graph 3.2. Percentage of use of non-harmonic tones of samples     ............................     55 

Bar Graph 3.3. Percentage of the use of chords of samples      ..........................................     56 

Bar Graph 3.4. Percentage of inversion of chord of samples      ........................................     57 

 

CHAPTER 4: DISCUSSION 

Bar Graph 4.1. The respondents can feel the distinctive style of David Foster     ............     139 

Bar Graph 4.2. The respondents can feel the distinctive ornaments of Sape  

                         Kalimantan Barat      ................................................................................     140 

Bar Graph 4.3. The respondents can feel the fusion of Sape and David Foster  

                          music style  .............................................................................................     141 

Bar Graph 4.4. Application of  David Foster  music style in Sape music composition  

                         From Kalimantan Barat makes a music composition more attractive  ....     142 

Bar Graph 4.5. Application of  David Foster  music style in Sape music composition  

                        from Kalimantan Barat is an innovation     ...............................................     143 

Bar Graph 4.6. Application of David Foster music style with Sape musical instrument 

                         from Kalimantan Barat as one way to compete with the other 

                          instrumental music      .............................................................................     144 

Bar Graph 4.7. Application of  David Foster  music style with Sape musical instrument  

                        from Kalimantan Barat  is one way to preserve the Sape music      ..........     145 

Bar Graph 4.8. Application of  David Foster  music style with Sape musical instrument  



xviii 

 

                        from Kalimantan Barat  will make the younger generation appreciate  

                        and love Sape music     ..............................................................................     146 

Bar Graph 4.9. Application of  David Foster  music style with Sape musical instrument  

                        from Kalimantan Barat can be accepted by the public, especially people  

                        of Kalimantan Barat     ..............................................................................     147 

Bar Graph 4.10. Application of  David Foster  music style with Sape musical instrument  

                          from Kalimantan Barat will raise the Sape music to a higher level ........     148 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



xix 

 

LIST OF PICTURES 

 

Picture 1.1. Sape Kayaan from Kalimantan Barat   ..........................................................      5 

Picture 1.2. Sape Kenyah from Kalimantan Barat   ..........................................................      6 

Picture 1. Interview with Mr. Dominikus Uyub     ...........................................................     270 

Picture 2. Interview with Mr. Ferinandus Lah     ..............................................................     270 

Picture 3. Interview with Mr. Aloysius Mering     ............................................................     271 

Picture 4. Questionnaire 1     .............................................................................................     271 

Picture 5. Questionnaire 2     .............................................................................................     272 

Picture 6. Questionnaire 3     .............................................................................................     272 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



xx 

 

ABSTRACT 

 

This study is about applying David Foster’s musical style into Sape compositions. The 

Sape is a traditional string instrument from Kalimantan Barat in Indonesia. It generally has 3 

to 6 strings and reffered as “harp” in Kalimantan Barat. Unlike the guitar, the melody of Sape 

are traditionally played on the first string which give its distinctive sound. A music style of 

David Foster will be combined with Sape musical instrument to create four musical 

compositions. David Foster is a musician and has a wide influence on the world through his 

musical work. It is believed that his composition techniques are applicable for Sape and it is a 

creative strategies for musical arts in search of more localized version of music hybridization. 

The distinctive style both of David Foster and Sape will be fused together to compose a new 

set of compositions. Four compositions were composed as a result of this study, namely; Sape 

Dream, Uma Timai, Khatulistiwa, and Randayan Island. These music compositions are 

believed to be able to attract people of Kalimantan Barat to know, appreciate, and preserve 

their cultural heritage. The purpose of this research is to level up Sape from Kalimantan Barat 

to a respectful level by adapting the distinctive style of David Foster.  
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Gabungan Teknik Komposisi David Foster dan Instrumen Sape dari Kalimantan Barat 

 

ABSTRAK 

 

Kajian ini mengaplikasikan stail muzikal David Foster ke dalam komposisi Sape. Sape 

adalah sebuah alat muzik bertali yang berasal dari Kalimantan Barat, Indonesia. Secara 

keseluruhan, Sape mempunyai tiga hingga enam tali yang juga dikenali sebagai kecapi di 

Kalimantan Barat. Berbeza dengan alat muzik gitar, melodi Sape secara tradisional 

dimainkan pada tali pertama untuk menghasilkan bunyi yang tersendiri. Stail muzikal 

daripada David Foster akan digabungkan dengan alat muzik Sape untuk menghasilkan 

komposisi muzikal. David Foster adalah seorang pemuzik yang mempunyai pengaruh luas 

kerana hasil karya muziknya. Kajian ini mempercayai bahawa  teknik komposisi beliau  dapat 

diterapkan oleh alat muzik Sape dan ini merupakan sebuah strategi yang kreatif terhadap 

seni muzik untuk mencari muzik campuran yang lebih berciri tempatan. Stail tersendiri David 

Foster dan Sape akan digabungkan untuk menghasilkan beberapa komposisi yang baru. Oleh 

itu, kajian ini telah mencipta empat buah komposisi yang bertajuk Sape Dream, Uma Timai, 

Khatulistiwa, dan Randayan Island. Komposisi muzik ini dipercayai mampu menarik 

perhatian masyarakat Kalimantan Barat untuk mengenali, menghargai, dan menjaga warisan 

budaya mereka. Tujuan kajian ini adalah untuk meningkatkan Sape Kalimantan Barat ke 

peringkat yang lebih tinggi dan dihargai melalui pengadaptasian stail tersendiri dari David 

Foster. 

 


