


 

     The ASSOCIATION for THEOLOGICAL EDUCATION  

in SOUTH EAST ASIA 
  Henry Luce III Library, Central Philippine University  

Jaro, Iloilo City 5000, Philippines 

Telephone: (63 33) 320-3947  

 

June 7, 2019 

 

Ms. Rahel S. H. Daulay, M.L.M. 

Jakarta Theological Seminary 

Jakarta, Indonesia  

 

Dear Ms Daulay, 

 

Greetings from ATESEA! 

 

I am happy to inform you that ATESEA will hold this year’s Teachers’ Academy for 
lecturers in music and liturgy. The program will be held at McGilvary College of Divinity 

of Payap University on Sept 23 (arrival) until Sept 27 (departure) in Chiang Mai, Thailand. 

 

The Academy will bring together Asian music educators to: 

 

1.     discuss the value of indigenous music and materials in Asia in relation to liturgy; 

2.     identify the challenges, limits and potentials of integrating indigenous Asian  

        music in Christian worship; 

3.     develop an assessment tool in teaching courses in music and liturgy; and 

4.     create a network of Asian music lecturers among the ATESEA member schools. 

 

I would like to invite you to join the Teachers’ Academy knowing that your school has a 
strong music program. ATESEA will be bear the cost of your food and lodging of your 

delegate and provide a subsidy of USD 350 for your travel expenses.  

 

Moreover, in view of your expertise in the field, may I also request you to be one of the 

panelists on September 24 at 2:00 pm on the topic, “Challenges and Opportunities of 

Introducing Indigenous Music in the Seminary and Churches.”  I hope that you will be 

able to join this meeting.  

 

Attached please find the registration form. For planning purposes, the office would like to 

request you to send back the form on or before June 21. 

 

Thank you very much. 

 

Sincerely yours,  

 
Limuel Equina, PhD  

Executive Director  
 



Challenges	and	Opportunities	Using	Indigenous	Music	in	Seminaries	and	Churches.	

By:	Rahel	Sermon	Harapani	Daulay	

		

Introduction:	Understanding	indigenous	music	and	ethnomusicology	

Before	we	discuss	the	challenges	and	opportunities	of	using	indigenous	music	in	

church	and	Seminary,	we	need	to	unify	our	understanding	of	indigenous	music.	To	

understand	indigenous	music,	the	approach	we	can	use	is	through	the	study	of	

ethnomusicology.	Nakagawa	explained	that	the	term	of	ethnomusicology	is	a	combination	

of	three	words,	namely	"ethnos,"	"mousike,"	and	"logos"	(Greek);	ethnos	means	to	live	

together,	which	then	develops	to	become	a	nation	or	ethnicity,	mousike	means	music,	while	

logos	means	language	or	science.	Then	these	three	words	are	combined	into	

ethnomusicology	or	in	the	Indonesian	language	known	as	etnomusikologi,	which	means	the	

music	of	nations	(Nakagawa,	1999:	2).	Ethnomusicology	finds	its	uniqueness	as	a	discipline	

that	emphasizes	comparative	musicology	and	anthropology	of	music	(Anton,	2019:	3).	

Nakagawa	emphasized	further	that	an	ethnomusicologist	was	a	researcher	who	compared	

music	in	the	world.	In	the	19th	century,	this	music	was	merely	on	comparative	music.	

However,	at	that	time,	researchers	always	used	Western	music	theory	so	that	the	influence	

of	Western	music	was	inevitable.	It	turned	out	that	this	had	a	significant	impact	when	they,	

who	were	accustomed	to	hearing	diatonic	scales,	met	with	scales	of	the	local,	such	as	the	

slendro	and	pelog	of	Javanese	Gamelan	(Nakagawa,	1999:	2).	

Another	exciting	thing	about	ethnomusicology	is	that	in	the	research,	not	all	

researchers	emphasize	the	study	of	music,	as	developed	by	Jaap	Kunst	and	his	followers.	

Some	researchers	emphasize	music	anthropology,	such	as	Alan	P.	Merriam,	who	emphasizes	

more	on	field	research	together	with	local	people	and	the	dynamics	that	occur	in	humans	

that	create	sounds	(Mulyana,	2019:	3).	It	develops	the	meaning	of	ethnomusicology.	It	is	not	

only	about	music,	but	something	that	relates	to	human	beings,	nature,	relationship,	

language,	custom,	and	culture.											

Some	new	definitions	of	ethnomusicology	in	the	21st	century	developed	by	Timothy	

Rice:	"Ethnomusicology	is	the	study	of	why,	and	how,	human	beings	are	musical."	

Furthermore,	"Ethnomusicology	do	not	begin	their	research	with	a	judgment	about	what	

they	imagine	is	good	music	or	worthy	music	of	study	or	music	that	has	withstood	the	test	of	

time.	"Instead,	it	assumes	that	whenever	and	wherever	humans	make	and	listen	to	music	

with	the	keen	devotion	and	attention	that	they	do,	then	something	important	and	worthy	of	

study	is	going	on"	(Mulyana,	2019,	3).												

Through	dialectics	with	other	sciences	such	as	sociology,	communication,	

archeology,	psychology,	ecology,	and	theology	make	ethnomusicology	become	an	

interdisciplinary	study,	specifically,	on	theology	which	is	the	center	of	our	attention	today.	

Through	this	study,	we	can	now	begin	to	discuss	why	and	how	indigenous	music	is	in	

Worship	in	churches	and	seminaries.	We	will	further	discuss	what	challenges	we	might	face	

on	the	ground.	The	values	born	through	the	use	of	such	music	in	Christian	Worship	is	also	

important	to	study.	

		

Christian	Worship:	(Active)	Participation	of	Community	

Christian	Worship	explicitly	addresses	the	participation	of	people	in	celebrating	faith.	

Without	this,	Worship	will	not	achieve	its	goal.	Participations	here	are	active	participation,	

such	as:	facing,	listening,	praising,	confessing,	giving,	or	taking	another	action.	This	



participation	comprises	human	values.	A	worship	needs	to	accommodate	these	values	so	

that	it	appears	what	is	meant	by	the	meaning	of	the	Liturgy	(Leitourgia,	Greece).	

Because	human	values	are	essential	in	Christian	Worship,	they	can	not	be	separated	from	

what	is	attached	to	humans	themselves:	who,	where,	how,	what	becomes	their	daily	life.	All	

of	this	is	called	culture.	Therefore,	worship	cannot	apart	from	culture.	Worship	should	

embrace	every	culture	that	exists	and	make	it	as	a	value	that	must	be	maintained	to	

maintain	the	authenticity	of	the	Worship	itself.	

From	there,	then	we	know	the	term	called	Liturgical	Inculturation.	Chupungco	made	

a	simple	definition	to	explain	the	Inculturation	of	Worship	as	"the	creative	and	dynamic	

relationship	between	the	Christian	message	and	a	culture	of	cultures."	Furthermore,	he	

added	that	there	are	three	characteristics	of	this	inculturation	process.	First,	inculturation	is	

an	ongoing	process	and	is	relevant	to	every	country	or	region	where	the	faith	has	sown.	

Second,	Christian	faith	cannot	exist	except	in	a	cultural	form.	Moreover,	third,	between	

Christian	faith	and	culture,	there	should	be	interaction	and	reciprocal	assimilation.	

(Chupungco,	1992,	28-29).	Through	understanding	the	relationship	between	culture	and	

Christian	faith,	we	can	conclude	that	the	use	of	indigenous	music,	as	one	of	the	riches	of	

civilization,	is	not	forbidden.	Instead,	it	helps	the	Worship	itself	find	its	depth.		

	

Indigenous	Music		

Before	I	made	this	paper,	I	was	lucky	because	I	was	able	to	attend	an	ethnic	music	

festival	which	was	held	for	the	first	time	in	Jakarta	by	the	city	government	of	Jakarta.	This	

program	not	only	includes	the	appearance	of	reliable	indigenous	music	groups,	but	also	

provides	a	discussion	room	to	discuss	the	existence	of	the	indigenous	music,	that	is	begun	

to	decline	even	almost	died	with	the	rise	of	popular	music	that	overwhelmingly	dominates	

the	music	industry.	

From	this	festival,	I	learned	and	heard	how	traditional	artists	expressing	what	is	

valuable	in	the	music.	It	describes	a	strong	expression	and	communication	between	the	

players.	One	instrument	plays	a	music	pattern	repeatedly,	and	the	other	instrument	will	

make	the	same	but	different	pattern.	They	create	a	perfect	harmony	that	expresses	human	

nature	and	relates	one	person	to	another.			

Unfortunately,	nowadays	this	music	has	been	misinterpreted,	and	some	consider	it	

as	something	to	be	eliminated	because	it	is	not	following	religious	norms,	especially	to	the	

Christian	Faith.	Our	Christian	faith	most	generally	grow	in	the	context	of	Western	

Christianity.	It	then	demolished	our	identity	as	Asian.	We	thought	that	our	local	experience	

is	something	that	we	need	to	throw	away,	because	it	is	not	in	line	with	the,	so-called,	

Christian	tradition.	This	is	what	I	to	Loh	also	mentioned	the	challenge	of	contextual	music	

(read:	local	music)	

"Our	basic	challenge	is	this:	How	can	we	encourage	an	expression	of	Christian	faith	that	is	

Asian,	and	not	merely	a	transplantation	of	Western	Christianity?	In	my	view,	

contextualization	is	the	approach	we	need	to	take	in	order	to	plant	this	new	seed	of	the	

Gospel.	In	my	first	attempt,	in	1984,	to	define	the	meaning	of	contextualization,	I	concluded	

that	contextualization	is,	above	all,	the	manifestation	of	the	Imago	Dei	in	humankind."	(I	to	

Loh,	website	2019).		

This	is	the	issue,	that	is,	indigenous	music	is	called	the	original	music,	God's	gifts	to	

the	local	community,	as	something	that	can	describe	our	nature	and	help	us	to	express	the	

spirit,	and	help	us	to	create	the	authentic	Worship.	Indigenous	music	is	something	that	we	

need	to	preserve.	The	Churches	and	the	seminaries	need	to	understand	this	so	that	they	



too,	especially	the	younger	generation,	can	be	the	agents	to	preserve	the	values	contained	

in	the	indigenous	music.	

		

	

The	Challenges	and	The	Opportunities	

Implementing	indigenous	music	in	the	Worship,	however,	will	find	challenges	and	

opportunities.	What	I	write	here	are	voices	from	people	in	the	church,	such	as	pastors	and	

liturgist,	and	also	from	the	research	as	a	lecturer	in	the	seminary.	

The	Challenges:	

• Western	Hymns	and	Contemporary	pop	religion	songs	have	been	quite	popular	

among	the	churches.	It	has	been	used	every	Sunday	to	all	generation.	That	is	why	

this	music	becomes	more	comfortable	and	familiar	to	people's	ears	rather	than	

indigenous	music	which	rarely	used.	

• Lack	of	understanding	and	references	about	indigenization,	contextualization	

theology	and	of	course	the	use	of	indigenous	music	in	worship.	It	is	not	because	of	

the	people	(church)	do	not	want	to	play,	but	more	on	they	do	not	know	how	to	play	

and	why	we	need	to	use	them	in	worship.	In	here,	the	seminary	and	the	church	

should	take	its	role	as	the	center	of	education	and	spiritualization.	

• Lack	of	resources	(music	instruments	and	music	score)	of	indigenous	music	

arrangement.	To	arrange	indigenous	music	is	not	as	easy	as	to	arrange	western	

hymn/popular	religion	song	which	has	a	universal	form	of	music	and	standard	

notation.	Churches	and	seminaries,	especially	those	who	inherit	the	western	

tradition,	rarely	in	touch	with	the	local	tradition	and	music	instrument.	It	is	not	easy	

for	the	churches	to	accommodate	the	using	of	indigenous	music	in	their	Worship.		

such	as:	working	with	the	ethnomusicologist	and	provide	some	local	musical	

instruments	and	those	who	can	play.	In	Jakarta	Theological	Seminary,	we	try	to	

collect	some	ethnic	music	instruments	from	all	ethnic	groups,	such	as	Tifa	(Ambon),	

Angklung	(Sunda),	Gamelan	(Jawa),	Gambang	(West	Java),	Calong	(West	Sulawesi).	

Some	musical	students	also	try	to	develop	the	local	music	instrument	and	create	

another	innovative	local	tool.	What	we	do	now	is	to	help	the	students	working	with	

the	music	arrangement	which	can	be	used	to	accompany	the	Congregational	Hymns.	

• It	has	different	modes	and	different	words.	Loh	said	that	some	cultures	in	Asia	like	to	

sing	songs	with	non-lexical	syllables.	

"Cultures	in	Asia	like	to	sing	songs	with	non-lexical	syllables.	They	are	

vocables	or	"untalkables,"	words	or	syllables	without	specific	meaning.	They	

gain	sense	from	the	title,	the	purpose	or	context,	words	sung	before	or	after,	

or	the	singer's	mood	and	imagination.	I	propose	that	singing	in	non-lexical	

syllables	may	be	comparable	to	St.	Paul's	idea	of	"sighs	too	deep	for	words"	

(Rom	8:27);	that	is,	one	may	express	something	inexpressible.	This	can	be	

further	confirmed	from	the	contemporary	view	of	the	Jewish	tradition,	as	

was	pointed	out	recently	by	a	Jewish	cantor	who	said	that	the	best	kind	of	

singing	is	wordless,	which	expresses	the	deepest	and	inner	personal	

feelings."	(Ito	loh,	website	2019)		

	

While	I	to	Loh	finds	this	as	the	strength	of	the	song,	which	reveals	the	most	profound	

and	inner	personal	feelings,	sadly,	some	people	may	see	this	non-lexical	syllables	as	



meaningless	music.	It	is	hard	to	understand	the	text	and	hard	to	find	the	relevance	

to	their	common	spiritual	prayer.	

• A	lot	of	Indonesian	people	believe	that	indigenous	music	is	only	for	cultural	rituals,	

which	is	very	different	from	the	Worship.	That	is	why	some	people	even	hesitate	to	

use	it	in	Christian	Worship.	Some	even	say	that	it	is	a	heresy.	Catherine	Hodges	

wrote	in	her	journal,	once	she	watched	a	worship	procession	with	ceremonial	Batak	

cloth	with	music	and	dance.	She	compared	two	responses	about	this	procession:	

One	student	said,	"Hearing	our	music	and	seeing	our	dance	just	now,	I	truly	feel	–	for	

the	first	time	–	that	Jesus	came	to	earth	for	me,	a	Batak."	While	the	other	people,	a	

fellow	lecturer	said	that	it	is	"Heresy!".	This	is	a	generation	older	than	the	student	

and	old	enough	to	associate	the	music	and	dance	with	animistic	worship	practices	

(Fortunato,	2006,	167).	This	is	the	challenge	that	we	can	not	avoid	among	the	

churches.	

		

Aside	from	the	challenges,	we	can	find	the	opportunities	of	using	this	indigenous	music	as	

well.	And	this	is	the	HOPE	and	GOOD	NEWS	that	WE	need	to	spread	out	as	leaders	and	

teachers.	

• This	kind	of	music	gives	a	fresh	style	of	singing	in	Worship.	It	eliminates	the	idea	that	

Western	Music	is	the	only	music	that	has	a	place	in	Christian	Worship	around	the	

world.	Some	churches	in	Indonesia	has	been	used	indigenous	music	in	Christian	

Worship.	And	it	helps	people	to	experience	the	worship	differently.	This	is	also	one	

of	the	agendas	of	Jakarta	Theological	Seminary,	through	its	Liturgy	and	Church	Music	

Office/workshop;	that	is	to	introduce	indigenous	music	and	contextual	hymn	

arrangement	to	the	churches	and	help	them	to	experience	and	be	inspired	to	this	

music.	

• Indigenous	music	can	be	used	for	mission	and	evangelism.	Missionaries	have	

observed	that	traditional	music	is	mostly	"proclamation,"	and	thus	well	suited	to	

evangelism	and	teaching	(Fortunato,	2006,	170).	This	particular	music	can	be	used	to	

deliver	the	message	of	the	Gospel	and	the	right	vehicle	for	evangelism.	

• Indigenous	music	helps	the	churches	be	more	authentic	in	their	Worship.	Psalm	86:9	

says,	"All	the	nations	you	have	made	will	come	and	worship	before	you,	O	Lord;	they	

will	bring	glory	to	your	name."	God	is	glorified	when	He	receives	the	official	response	

of	our	deepest	being.	Such	holy	and	beautiful	Worship	can	never	be	heresy.	Instead,	

it	is	a	taste	of	the	multicultural	heaven	we	will,	one	day,	share.	(Fortunato,	2006,	

170).	

• Collect	some	ideas	and	innovations	of	providing	Indigenous	music	in	collaboration	

with	modern	music,	such	as	pop,	rock,	funk,	and	jazz	music.	It	gives	a	distinctive	and	

sophisticated	sound	in	this	contemporary	context.	The	most	valuable	thing	is	that	

this	innovative	music	can	touch	the	young	generation	and	help	them	to	grow	in	their	

deepest	being.		

• Introducing	the	indigenous	music	through	music	festival	(conducted	by	the	churches	

or	seminaries).	From	there	we	hope	we	can	find	“passionate”	music	community,	

those	who	are	interested	in	traditional	music.	

• We	can	also	introduce	this	music	to	the	children	and	youth	in	the	churches.	It	is	only	

through	this	early	age	community,	indigenous	music	can	be	preserved	and	used	by	

many.	



• Seminary	needs	to	provide	some	subjects/classes	related	to	the	contextual	music	or	

indigenization,	and	creating	some	activities	which	accommodate	the	indigenous	

music,	both	theologically	and	practically.	

		

Indigenous	music	in	a	contemporary	era:	a	dialogue	between	two	styles		

Not	long	ago,	a	young	film	director,	Livi	Zheng,	a	diaspora	Indonesian	in	America,	

released	a	documentary	and	musical	movie	"Bali:	Beats	of	Paradise."	The	story	is	about	a	

professional	singer,	Judith	Hill,	and	a	Bali	Gamelanist,	Wenten.	After	40	years	of	teaching	

and	performing	Gamelan	throughout	the	world,	Wenten	wanted	to	leave	something	special	

behind	before	retiring	to	Bali.	Coincidentally,	Grammy	Award-Winning	Singer	Judith	Hill	was	

looking	for	a	distinctive	sound	for	a	new	piece	of	music	she	was	composing.	Both	of	them	

worked	in	the	studio	on	"Queen	Of	The	Hill,"	a	song	blending	funk	and	gamelan	music,	they	

wanted	to	take	their	collaboration	one	step	further	–	A	Music	Video	(balibeatsofparadise	

website,	2019).	

Some	other	collaboration,	traditional	and	contemporary,	performance	like	this	

happened	to	be	conducted	in	Indonesia	too,	especially	among	the	young	generation	

musician.	These	are	the	evidence	that	indigenous	music	is	still	wanted	and	loved	by	the	

young	generation.	We	need	to	continue	sharing	the	value	of	indigenous	music	to	the	young	

generation,	because	only	by	that	the	indigenous	music	will	be	preserved.	

																	We	need	to	find	the	core	values	of	indigenous	music	and	introduce	them	among	

the	young	age,	because	we	want	them	to	be	rooted	with	the	experience	of	the	deepest	

being	Christian	Worship.	

		

Some	of	activities	on	Contextual	Music	in	Jakarta	Theological	Seminary		

We	believe	that	Seminary	is	the	place	where	our	future	generation,	the	young	

generation,	is	being	equipped	through	the	theological	process	to	contextualize	the	Image	of	

God.	In	Jakarta	Theological	Seminary,	one	of	the	processes	that	we	are	doing	is	through	

contextual	music.	We	try	to	facilitate	the	students	with	instruments,	so	they	can	explore	

and	accompany	the	hymns	in	Worship.	(https://youtu.be/xPHCo9IfXTE)		

Aside	from	music	activity	on	performance,	the	student	also	composes	congregation	

hymns	as	the	assignment	on	Hymn	Laboratory.	One	of	our	students	Gabriela	Rajagukguk	

was	doing	her	final	recital	and	thesis	by	researching	Andung,	Batak	Toba	Lamentation.	She	

made	one	hymn	which	text	was	taken	from	the	book	of	Psalm	and	compose	the	melody	of	

Andung-andung	(attached).	(	e.g:	Javanese	Doxology).		

We	also	have	a	student	who	is	doing	Liturgical	dance	with	indigenous	music	as	the	

accompaniment	for	her	final	performance.	It	gives	a	powerful	message	to	the	people	who	

are	attending	the	worship.		

The	last	but	not	the	least,	as	we	are	celebrating	the	85th	anniversary	of	Jakarta	

Theological	Seminary,	theme:	Theologia	in	Loco,	I	composed	one	congregational	hymns	

which	collaborate	pop	music	with	gamelan	style	of	music,	titled	"Bersukacitalah"	(Rejoice	in	

the	Lord	–	Philippians	4:4;	1	Corinthians	10:13)	,	and	we	are	using	this	song	in	the	Dies	

Natalis	worship.		
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