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Chapter 1
AN OVERVIEW OF
THE MUSIC DEBATE

by
Samuele Bacchiocchi

“To rock or not to rock,” thisis the critical question rocking many
Christian churches today, including an increasing number of Seventh-day
Adventist churches. A generation ago there was almost universal agreement
that rock music, in whatever version, was inappropriate for personal and
church use. At that time, young people who wanted to listen to the “worldly
music’ hadtolook for ahiding place, away from the hearing of their parents,
teachers, and even someof their friends. Today, if aChristian teenager wants
to listen to the same “worldly music’—and in many cases much worse—he
can do sowiththeencouragement of hisfamily, church, Christian school, and
friends. Itisnot uncommonto hear rock music blaring out of dormitory rooms
in Adventist academies and colleges.

Frankly, | must confess that it was only during 1999 that | became
awareof theincreasing popularity of “ Christian” rock in Adventist churches.
Some may quip that | must have been living on the moon. Perhapsit istrue.
| have been so absorbed with my research, writing, and lecturing that | have
failed to observe the new musical development in my own Adventist church.
Thismay be partly due alsoto thefact that until 1999 inmy itinerant ministry
around the world, | had not been confronted with actual rock bands playing
in Adventist churches before | preach. By rock band | mean half a dozen
youths playing the standard instruments: amplified electrical guitars, electri-
cal bass, drum set, and keyboard instruments like synthesizers. For the first
time | witnessed such bands playing before my preaching during my 1999
speaking engagements in North America and overseas.

AtanAdventistyouthrally overseas, | withessed onenight for thefirst
time a band of hippie-looking-young people blasting high-decibel, heavy-
beat, rock music with pulsating lights, smoke effects, and all the trimmings
typical anight club. Nobody could tell what they were singing about because
the excessive volume drowned out the words. Truly, it was a shocking
experiencefor me. | felt that | had landed in anight club and not at a place of
worship.

-9
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A few weeks later | had some similar experiences in Adventist
churches in North America. When | shared these experiences with the
7,000-plus subscribers to my “Endtime Issues Newsletter,” | received
hundreds of email messages from different parts of the world. They all
expressed the same concern about rock bands playing inappropriate music
in their churches, schools, or youth rallies. Incidentally, to receive the
free biweekly newsletter, simply email me your request at:
<sbacchiocchi @gtm.net>

Thereportscoming infrom many countriesmademeforcefully aware
of the gravity of the situation. It became evident to me that the adoption of
rock types of music isno longer an isolated problem, but aworldwide trend
that isgaining momentumin Adventist churches, as intherest of theChristian
world. Many readersof my newsl etters encouraged meto addresstheissuein
abook. Initially | wasreluctant to do so because | am no authority on music.

Surprisingly, adozen professional musicians from different parts of
theworld offeredto contribute chapterstothissymposium. | took thisasasign
that | should move ahead with this project. | decided that | could addressthe
guestion of rock music from biblical, historical, and ethical perspectives,
while competent musicians would examine more directly the musical
aspectsof rock. The project took off, and by God’ sgraceit wascompleted
in arecord time of about six months.

A Needed Clarification. Before proceeding to explain the objec-
tives, procedures, and overall content of thisbook, it isimportant to clear
the air of possible misconceptions. The aim of this symposium is not to
dismissall contemporary music as“rock.” | believethat | speak not only
for myself but also for the contributorsto thisproject when | say that there
are many contemporary songs with music and words suitable for divine
worship.

During the past ten years | have preached in many Adventist
churches where small groups lead out in the “Praise Service,” using
hymns and contemporary songs, which are usually projected on a screen.
Some of the songs aretrivial and shallow in both tunes and words, but the
same istrue of some hymns. | can bear afew trivial choruses that repeat
the same word ad nauseam, as long as they are not the only repertoire of
the church service.

Some of the contemporary songs, however, breathe genuine devotion
such as* Asthe deer pants after the water, so my soul longsfor Thee.” Both
the tune and the words of this song fittingly express the spiritual longing of
asincere soul. So, it would be unfair to label all contemporary songs as
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“rock.” Incidentally, my youngest son, Gianluca, informs me that the song
“Welcome Home Children,” which we used a few years ago for a special
video-recording entitled “ Sabbath in Songs,” is a contemporary song. This
goes to show that | have used contemporary songs in my ministry without
even redlizing it.

For me, the criterion is not whether asong isold or contemporary but
whether its music, words, and manner of singing conform to the biblical
principle of worship music. Contrary to prevailing misconceptions, the Bible
clearly differentiates between the music used for social entertainment andthe
music worthy of the worship of God. This vita distinction is brought out in
Chapter 7, “Biblical Principlesof Music,” which isthelongest and, most likely,
the most important chapter of this book.

Some readers of Chapter 7 will be surprised to discover that in Bible
times, themusic and instrumentsassociated with social entertainment (which
was mostly of areligious nature) were not allowed in the worship service of
the Temple, synagogue, and early church. There is no question that God’s
people in Bible times clearly distinguished between sacred music used for
divineworship and secular music employedfor socia entertainment. Thosewho
deny thisfact need to do some homework.

Some contemporary songs conform to the biblical principle of wor-
ship music. For example, the song mentioned earlier, “Welcome Home
Children,” has both a tune and words that speak to my heart when sung
reverentially. Listen to the words:

A great day is coming

heaven’s gates will open wide,

and all who love the Lord will enter in.
Joined with our loved ones

who in Jesus Christ have died

our eternal life together we'll begin.

It is hard not to be moved by the music and message of this
contemporary song. These personal experiences and comments are de-
signed to reassure readers that this book is not written by a “bunch of
fanatics” determined to bash all contemporary music as “satanic rock.”
Our god is to be congtructive and not destructive. We want to help sincere
Chrigtiansof al persuasionsto better understand thebiblical principlesthat should
guide usin the choice of music suitable for persona and church use.

Objectives of ThisBook. This study has two major objectives. The
firstisto help peopleunderstand what makesrock music sodifferent fromany
other form of music. Why isit that rock musi c hasbeen thegreatest propagator
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of moral, social, and aesthetic values during the past fifty years? What isit
that makes rock music so attractive and irresistible to so many people
worldwide, in spite of its revolutionary anti-Christian and countercultural
values? |sthere something uniquein the structure of rock music itself that
makes it substantially different and more addictive than any other forms of
music? What arethe problemsin transforming rock music into amedium for
Christian worship and evangelism? Theseimportant questions are examined
in several chapters, as explained below.

The second objective of this study is to ascertain the major biblical
principlesof music. These principlesareformulated in Chapters6and 7. The
former considers how the unique Seventh-day Adventist beliefs of the
Sabbath, Sanctuary, and Second Advent should impact the worship service,
including the music. The latter examines the overall teachings of Scripture
regarding music. Other chapters contribute in different ways to define
biblical principles for making good musical choices.

Theintroduction isdivided in two parts. Thefirst definesthe phrases
“rock music” and* Contemporary Christian Music (CCM).” Sincethesetwo
phrasesarefrequently used throughout thisstudy, wewant thereader to know
what we mean by them. This section includes al so the acknowledgments and
an explanation about procedure and style. The second part givesan overview
of themgjor issueswe are addressing in thisbook. Thissection helpsthereaders
to understand what are some of the important issues of the music controversy.

Part 1
DEFINING THE TERMS

Rock Music. Defining “rock music” isamost difficult task because,
asGuenter Preussexplainsin Chapter 11 of thisbook, “ duringitshalf-century
of existence, it hasgenerated awholetribeof childrenand grandchildren. The
old*Stones aredtill ‘Rolling,” and they have becometheliteral grandfathers
of the newest techno and rap freaks. The old man, caled ‘Rock ‘n’ Roll,
married all kinds of famouswomen who have given birth to milk-and-coffee
babies, such asjazz-rock, classic-rock, latin-rock, polit-rock and others.

“Nodrug hasbeenleft untouchedleadingto psychedelic, acidrock and
ecstasy-punched rave parties. Techno freaks claim that ‘their music is a
world of itsown, not just another ‘rock’ style. ... Thebasic musical elements
of rock, including ‘Christian’ rock, are volume, repetition and beat. It isa
musi ¢ designed not to beheard, but to befelt, tobedrownedin.* Turnon, dive
inand drop out,” thisisthe motto and the effect searched for. . .. Thelyrics
are secondary to the music. Scientists speak about ‘signal listening,” which
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meansthat the mention of aword or ashort phrase sufficesto evokethetopic
and to stir up the listener’ s emotions. Each one of the hungreds of different
youth culture groups have their own ‘signal vocabulary.’”

Preuss's definition of “rock music” applies specifically to secular
rock. Inthissymposium, however, thephrase*“rock music” isoften used with
a broader meaning. It includes all the music, whether secular or religious,
where the rhythm, text, performers, and performance practices imitate rock
music and musiciansby stimulating people physically rather than elevating
them spiritually. In other words, the phrase*“rock music” isused in thisbook
with the broad meaning of popular music used today for entertainment, often
referred to as “pop music.” In fact, in Chapters 9 and 10, Prof. Calvin
Johanssen usesthe phrase*” pop music” asanall-inclusivetermfor thevarious
versions of secular and religious rock music.

To illustrate my broader definition of “rock music,” let me share an
experience. | wasinvited to speak at achurch wherearock band of four young
men led out in the singing. Something surprising happened when they led out
in the singing of “Amazing Grace.” It was not long before the whole
congregationwasinaswinging mood. Someeven stepped out of thepewsand
started dancing ontheaisles. It wasevident that theway the band wasplaying
the hymnwith thetypical rock beat had caused the peopleto forget thewords
of thehymn, which arenot aninvitationto dance but to reflect on theamazing
grace of God “that saved awretch like me.”

This example serves to illustrate the point that rock music is all
pervasive. Sometimes it finds its way even in the singing of traditional
hymns. Itsimpact is musical rather than lyrical. Many people love to sing
even traditional hymnswith arock beat, because such music stimulatesthem
physicaly. Welivetoday inan entertainment oriented soci ety where peopl e seek
for physical gratification everywhere, including the school and the church.

After 35yearsof teaching, | cantestify that teaching collegefreshmen
isfar more challenging today than it was 25 years ago. Y oung people have
become so conditioned by the entertainment world, especially rock music,
that if I do not make my lecture “fun,” “physically stimulating,” about one-
third of the classfallsasleep right in front of me. Thereisno satisfactionin
teaching asleeping class. The sameistruein the church. The music and the
sermon must be entertaining, otherwise members go to worship somewhere
else. We shall return to this point shortly.

Contemporary Christian Music. To define “ Contemporary Chris-
tian Music” (CCM) isjust as problematic as defining “rock music” because
it comesin avariety of species. We noted earlier that not all CCM is rock
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musi ¢, although thetwo are often confounded. It isestimated that between 80
to 90 percent of CCM comesin awide variety of rock styles

In Chapter 11 Preuss explains: “The multicolored spectrum of this
industry reaches out from the ‘pastel’ of folk, youth choir music, country,
chanson, ballad, gospel, to the ‘brighter tones’ of folk rock, country rock,
gospel rock, andfinally theincredible’ blinding colors’ of Christianhard core,
heavy metal and techno. Between these extremes isthe‘glitter’ of rap, hip-
hop, latin, reggae, all ‘sanctified’ through ‘Chrisgian’ lyrics and an ever-
increasing audience of believers and unbelievers.”

“Christian” rock is becoming more and more the only music to be
found in Christian bookstores. A humorous experience by my former music
professor Bjorn Keynillustratesthispoint. Inan essay Keyn prepared for this
symposium, (but which | was unable to use because of duplication with the
content of other chapters) he wrote: “Some years ago | visited one of the
largest Christian bookstores in Californiahoping to find aspecial recording
of Handel’ soratorio, ‘ TheMessiah.” Thisstorewaswell-knownfor itslarge
stock of religious records. When | asked for the record, the lady behind the
counter answered mepolitely but somewhat condescendingly that they didn’t
carry ‘that kind of music,” because, as she said, ‘We carry only Christian
music here’ (sic!). Asl examined the enormous supply of recordings| found
only rhythmically based music (beat music), like rock, gospel, blues, jazz,
country, and related forms. This is what today is called ‘ Contemporary
Christian Music’ or ‘ Christian Rock.’”4

Major Christian bookstores usually carry a large selection of CCM
classified under the major headingsof secular rock such asmetal, rap, techno-
drive, punk, ska, retro, industrial, etc. These records are supposed to offer a
“Christian” version of their secular counterpart. To help young people make
the selections, Christian magazines provide chartslisting in one column the
secular rock bands and in another column the corresponding ‘ Christian’
bands that play the same music, but with difference words.

It came as atotal surprise to find a similar chart on the January 13,
1996, issue of Insight, the official Seventh-day Adventist magazine for
teenagers. The article is entitled “Make the Switch,” and lists thirty-two
“Chrigtian” artists who sound like their corresponsing secular counterpart.
Thedeceptionisself-evident. Christiansaddicted tothe secular rock band can
satisfy their craving for rock just by listening to a“ Christian” version. They
can still get the same physical stimulation, since the music is the same.

The same issue of Insight carries an interview with Roger Record,
“Contemporary Christian Music: IsIt Better than Secular Music?’ Recordis
an Adventist Academy Bibleteacher who singswith aband called “I maw
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tion.” In response to the question, “What is wrong with rock music and
MTV? Record said: “First, | don’t believe that the form of music iswrong.
But | believethat many peoplewho useit—pop, rock, rap, or whatever—have
beenindirectly or directly influenced by thedevil.”® The solution that Record
proposes to young people in his seminars is to switch from secular rock to
CCM, begause he said: “I would say any form of Christian music can be
enjoyed.” Thefundamental problemwith Record’ sview, whichisshared by
many youth leaders and pastors today, is the failure to recognize that rock
makesitsimpact musically, not lyrically. Changing the wordsdoesnot alter
the effects of rock on the mind, muscles, and hormone productions. Thisfact
hasbeen established by numerousscientific studiesreported in both Chapters
5and 9.

“Related to CCM and dependent upon it, is Contemporary Worship
Music (CWM). Many of the same artistsinvolved in CCM arealso activein
CWM, often recording in the same secular corporations. The significant
differenceisinthelyrics, which aremorebiblically based. An exampleisthe
song ‘How Majestic Is Your Name' by Michae W. Smith. It mostly
represents a type of soft rock. Two major problems with CWM s that it
generally incorporates rock rhythms with a heavy bass line and it is very
repetitious. Jesuswarned against using vainrepetitionsinworship (Matt 6:7).
Thlstypeof music |sadopted by moreand more Adventist young peoplewho
are organizing bands’ and in some cases achievi ng professiona status. »°

Summing up, the distinction between secular rock music and much of
CCM isin most casesrelative, because the music isthe same, only thewords
are different. And the words do not neutralize the harmful effects of rock
music. For this reason, the phrase “rock music” is used in this book in its
broader meaning, inclusive of all versions of rock, whether secular or
religious. Sometimesthe phrase“pop music” isused with the sameinclusive
meaning. When the term “Christian” is used to qualify rock, usualy it is
placed between quotations marks, simply because in our view to speak of
“Christian rock” is an oxymoron, that is, a contradiction of terms.

Acknowledgments. It is most difficult for me to acknowledge my
indebtedness to the many persons who have contributed to the realization of
thissymposium. First of al, | amindebted tothesix scholars(musicians) who
have contributed chaptersto thisbook. Each one of them has gone beyond
the call of duty by preparing an enlightening study on vital aspects of the
rock-music debate.

Each contributor is introduced twice. First, some information about
each contributor isgiveninthischapter in conjunction with their contribution
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to the discussion of rock music. Second, the basic biographical information
isgiven at the beginning of the chapter each one has authored.

It is significant that the seven contributors (including this writer)
represent six different nationalities. Prof. Calvin M. Johansson isan Ameri-
can, Musician Brian Neumann is South African, Dr. Eurydice V. Osterman
is Afro-American, Musician Guenter Preussis German, Dr. WolfgangH. M.
Stefani isAustralian, Lecturer Tore Sognefestis Norwegian, and |, thewriter,
am an Italian. Our different cultural and national backgrounds bring to this
symposium abroader perspective.

A special acknowledgment must be given to five scholars who
prepared essays that | was unable to include in this symposium. In some
instancesthe essayswerevery profound and technical, abovethe comprehen-
sion of the averagereader. In other instances, much of the material presented
duplicated the content of other chapters. | wish to express my sincere
apologies to these people for being unable to include their essays in this
symposium. Thereisno question that | have personally benefited from their
writings.

A special word of thanks goes to Joyce Jones and Deborah Everhart
from Andrews University for correcting and improving the style of the
manuscript. Jarrod Williamson from La Sierra University deserves special
mention for taking timeto correct and react to the manuscript. Hiscomments
have been most helpful.

My sincere gratitude goes to Donald J. Wood for designing a most
attractive cover. Currently Wood is a student in the School of Journalism at
IndianaUniversity. Inhisbusy schedule hetook timeto designthiscover and
to modify it several timeson the basis of valuable commentsreceived. Last
but not least, | expressmy special thanksto my wifewho hasbeen my constant
source of encouragement and inspiration during the past thirty-eight years of
our married life. We saw little of one another while | was researching and
writing thisbook. The same hasbeen truewhilewriting the previousfourteen
books. Yet, without her love, patience, and encouragement, it would have
been most difficult for me to complete this project in such arelatively short
period of time.

Method and Style. Thissymposiumiswritten from abiblical perspec-
tive. To my knowledge, each contributor accepts the Bible as normative for
defining Christian beliefs and practices. Because the words of the Bible
contain a divine message written by human authors who lived in specific
historical situations, every effort must be made to understand their meaning
in their historical context. This conviction is reflected in the methodol ogy



An Overview of the Music Debate 17

followed in the analysis of the biblical texts related to singing, musical
instruments, and dancing.

Asonewould expect with seven contributors, the style of thebook isnot
uniform. Y ou will soon discover that some chapters are easier to read than
others. To facilitate the reading, | took the liberty as editor to divide each
chapter into major partsand to subdividethetext under appropriate headings.
This gives some consistency to the layout of the book. Unless otherwise
specified, al Bible texts are quoted from the Revised Standard Version,
copyright 1946 and 1952.

Authors Hope. It would be presumptuous to hope that this book will
change everyone's minds, especially those that are already made up. But
many people are confused, yet open. They are sincere but sincerely wrongin
what they believe. Several examplesaregiven below inthe second part of this
chapter.

A pastor told me: “1 used to be known as* Tambourine Pastor’ because
| used it all the time to accompany the church music. But after | read in your
newsletter that the tambourine and other instruments associated with enter-
tainment music were not allowed in the Temple, synagogue, or early church,
| decided that | would never again bring thetambourineto church.” Theseare
the kind of people we hope to help with this book.

Many pastors, Bible teachers, youth leaders, |lay members, and young
people have a limited understanding of the threat rock music poses the
Christian faith, and of the biblical teachingsregarding music. They assume
that music is al a matter of taste and culture and the Bible gives us no
directivesintheareaof music. | sharedthesameview until | becameinvolved
in this research.

Digging up all the information has been very time consuming. For the
past six months | have spent an average of 12-15 hoursaday on this project,
asmy wifecantestify. It isobviousthat busy pastorsor lay people can hardly
find timeto undertakearesearch of thisnature. Those of uswho havethetime
andtheskill toinvestigate new truths, havetheobligationto sharethem. This
iswhat Christianity is all about. It is with this spirit that each contributor
presents his’her findings in this book.

Part 2
AN OVERVIEW OF THE ISSUES

Out of consideration toward those who appreciate an overview of the
major controversial issuesexaminedinthissymposium, | briefly list theeight
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major issues, together with a summary of the response provided by each
contributor intheir respectivechapters. Hopefully, thisoverview will wet the
appetite for reading the rest of the book.

(1) The Morality of Music

Defenders of the use of “Christian” rock music for worship and
evangelism maintain that music is void of moral qualitiesfor either good or
bad. Consequently, nothingiswrong inadopting rock music by changingits
lyrics, because the messageisnot in the music but in thewords. Thisview is
emphatically stated in what is known as the Christian Rocker’s Creed
published in the popular CCM Magazine: “We hold these truths to be self-
evident, that all music was created equal, that no instrument or style of music
isinitself evil—that the diversity of musical expression which flows from
manisbut oneevidenceof theboundlesscreativity of our Heavenly Father.”

Si rpllar statements could be multiplied asthey abound in evangelical
literature. A coupleof samplesfrom Adventistliteraturesufficeto show that
thisview isbecoming popular in Adventist circles. In an article Contempo-
rary Music Is Christian Music,” which appeared in Ministry (September
1996), Michagl Tomlinson states: “I believe music itself is without moral
gualities, either for good or evil. The question has moreto do yzvith what the
music is employed to say or to do than with the music per s He goes so
far astosay: “DosomechurchleadersdenounceChristian‘rock’ becausethey
do not understand it or perhaps becqlsjsethey are blinded by the generational
prejudice or personal preference?”  Tomlinson's view is clear. Music is
morally neutral. Those church leaders who denounce “Christian” rock are
eitherignorant about it or prejudiced againstit. Isthistrue? Weshall soonfind
out.

Harold B. Hannum, awell-known and respected Adventist musician,
expresses the same view, saying that “moral matters have to do with human
actions and relations to others, not with the notes of acomposition.”** Later
inthesamebook Hannum affirms: “Moral and religiousval uesshould be kept
separate from purely aesthetic ones.” 1

TheResponse. Themajor responseto the alleged moral neutrality of
music isfound in Chapter 13, “Music and Morality,” authored by Wolfgang
H. M. Stefani, an Australian musician, scholar, pastor, who has earned
graduate degreesin music, and a Ph. D. in Religious Education at Andrews
University in 1993. Hisdissertation wason “ The Concept of God and Sacred
Music Style.” He taught music for nine years at the undergraduate and
graduatelevel, including at the AndrewsUniversity SDA Theologica Seminary.



An Overview of the Music Debate 19

I must confessthat when | first read Stefani’ sessay, | wasworried that
it might be too deep for the average reader. Heis abrilliant scholar whom |
highly respect, but his writings tend to be above the comprehension of the
averagereader. A trusted friend encouraged meto include Stefani’ sessay in
this symposium because some of the readers are well-educated and will
appreciate his scholarly and compelling response to the alleged moral
neutrality of music.

Simply stated, Stefani presents four major arguments. The first
argument is historical. For the past two and half millennia, music has been
considered to be such a potent and influential force in society that leading
philosophers and politicians advocated its control by the nation’s constitu-
tion. Thus, historicaly, music and morality have been intimately connected.

The second argument is theological. In a sin-infested world, every
human creation reflects a degree of moral involvement. The notion that
creative arts, like music, were not touched by the Fall was devel oped during
the Middle Ages when the Catholic Church controlled artistic productions.

When the church lost its hold and society became secular, the notion
that aesthetic artsarenot subject to moral accountability continued. Theresult
has been that “rock, rap, thrash metal, classical, jazz, Country and Western,
soul, and a host of other musics, each with their own individual aesthetic
standards, have inevitably become acceptable forms of musical expression,
even in worship contexts.”

Stefani notesthat this popular view ignorestheradical distortion that
sin haswrought in every field of human endeavor, including music. Chris-
tians are called to examine music, not only to determineif it is beautiful, but
also to establish if it ismorally compatible with biblical teachings.

The third argument is based on the scientific research of the past
several decades which has shown that music “dictates feelings.” *“For
example, incorporating music on a film soundtrack takes for granted that
music impactsall peoplesimilarl;g.7 Indeed, if thiswere not the caseamusic
soundtrack would be pointless.”” “A body of research now exists that
demonstrates that music does communicate meaningfully in away that can
and ought to be eval uateqsfor appropriateness, and even rightness or wrong-
nessin agiven context.”

The fourth argument is philosophical and yet very practically stated:
“What rulesthe heart, formstheart.” Stefani showswith compellinglogic
that musical styles are not neutral, but value-laden. “They are veritable
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embodiment of beliefs.” In his dissertation he traces with compelling clarity
the correlation between the evolution in the understanding of God and the
development of new musical styles during the course of Christian history.

Thisisanimportant concept that | haveexploredin Chapter 2, because
it showsthat ultimately thebattle over music styles isatheol ogical battleover
our understanding of God. Rock music today, both in its secular and
“Christian” version, reflects an immanent “God within us’ perception. This
view of God promotes a strong physical and emotionally stimulating
music by means of repetitive rhythmsin order to achieve adirect contact
with or experience of the divine.

Ultimately, what is at stake in the battle over music isthe understand-
ing of the very nature of God being worshipped. The question is: Doesthe
church music serve to worship the holy and transcendent God of biblical
revelation or a casual, personal-lover type of Being created by human
imagination? The debate over this question isintense and will not go away
because, intuitively, people sense that their music stands for the God whom
they want to worship.

The non-neutrality of music is clearly recognized by musicians
themselves. For example, Howard Hanson, famous composer and former
head of the Eastman School of Music in Rochester, New Y ork, said: “Music
is made up of many ingredients and, according to the proportion of these
components, it can be soothing or invigorating, ennobling or vulgarizing,
philosophical or orgiastic. It has power for evil aswell as good.”*°

Rock star Jimi Hendrix statesthe same view most emphatically: “ Y ou
can hypnotize peoplewith the music and when they get at their weakest point
you can preach into their subconscious minds what you want to say” %

Thetruth of Hendrix’ swords have been known to the businessworld
for long time. Businesses know that certain kinds of music canincrease sales
whileother kindsof music can actually reducesales. The Musak Corporation,
which distributes music for businesses, advertises its services saying: “The
science of stimulus progression employs the inherent power of music in a
controlled pattern to achieve predetermined psychol ogical and physiological
effects on people. Leading companies and commercial establishments now
employ theM usak concept toi mproveenvironment, attitudes, and performance.”

TheBibleitself discreditsthe notion of the neutrality of musicthrough
thestory of David, who was call ed to soothe King Saul whenever troubled by
an evil spirit. “Whenever the evil spirit from God was upon Saul, David took
thelyreand played it with hishands; so Saul wasrefreshed, and waswell, and
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the evil spirit departed fromhim” (1 Sam 16:23). Note that Saul was affected
physically, emotionally, and spiritualy, not by the singing of David, but
purely by the instrumental music.

Thenotion that musicisneutral apart fromitswords isdiscredited
by Scripture, science, and common sense. Yet it still remains a popular
deception used to justify the acceptancein Christian homes and churches
of the pop music that stimulates people physically rather than elevating
them spiritually.

(2) Rock Music IsNot Immoral

Closely related to the alleged moral neutrality of music is the
popular assumption that the various types of rock music are just another
musical genrethat people may like or dislike, depending on their musical
preferencesor culture. Thus, nothing isimmoral with rock music per se.
Itisonly itsimproper usethat ismorally wrong. By changingitslyrics, Christians
can legitimately use rock music to worship God and proclaim the Gospdl.

This view, popular among many evangelical churches, is gaining
credenceinthe Adventist church aswell. For example, Steve Case, aveteran
Adventist youth pastor and president of Piece of the Pie Ministriesfor youth,
often answers questions about “Christian rock” in Insight, the officia
Adventist magazine for teenagers. To the question: “Istherereally any such
thingas'’ Christianrock’ ? Would God listentoit or approveit?’ Casereplies:
“1 used to answer this question by saying that Christian rock is the devil’s
attempt to sneak into the church. . . . Now | answer guestions on ‘ Christian
rock’ by asking, What is your blas about ‘Christian rock’? Do you aready
think it's OK or not OK?*

For Case, the private or church use of “ Christian rock” isamatter
of personal bias. He wrote in another article: “Musical preferences are
personal. Which al so meansthat musical tastes/preferencescan change. "
Theadvicethat Casegivestoteenagersabout listening to“ Christian rock”
is as follows: “Does your music increase your faith in God and love for
Him? If so, keesp listening to it? If not, be willing to make good changes
or turn it off.”

A similar view isexpressed in the symposium Shall We Dance, which
issponsored by several Adventist organizations, including the North Ameri-
can Division of SDA. For the sake of accuracy, it must be stated that the
opening statement of theintroduction makesthisdisclaimer: “ Thisbook isnot
an official statement of the Seventh-day Adventist Church regarding stan-
dardsand values”** Itiscomforti ng to know that the book, though sponsored by
major Adventistsingtitutions, does not reflect the church standards and values.



An Overview of the Music Debate 22

Regardingtheuseof “ Christianrock,” thesymposium suggeststhat its
useisamatter of personal taste and experience. “ Some have experienced the
[spiritual] impact through the loud, rhythmic demands of rock. Many more
arelearning the wider joys of an eclectic musical taste, accepting the impact
of avariety of styleson avariety of moods and needs. Each of us must give
our own answer to the question of the music itself. If its physica and
emotional impact isin harmony with the spiritual song | want to sing, then |
can judge it to be acceptable. If that impact battles against my spiritual
sense, then | must conclude that music is wrong for me.”

TheResponse. Isthe personal taste or preference of teenagersavalid
criterion for determining whether or not they should listen to “Christian
rock”? Can we expect teenagers to understand the ethical, social, and
religiousvaluescommunicated by rock musicinany form? Canweblame
young peoplefor listening to rock music if we do not help them to seethe
dangers posed by such music?

Itwould appear to methat part of the problem of theincreasing number
of Adventist youth becoming addicted to various forms of rock music isthe
lack of strong leadership in the home, church, and school. A contributing
factor is a lack of understanding of the intrinsic nature of rock music.
Unfortunately, most peoplefail torealizethat thereismoreto rock music that
meetsthe eyeor ear. | must confessthat | myself wasignorant on this matter
until I becameinvolvedinthisresearch. Truly | can say that thisresearch has
been an eye-opening experience for me and | can only hope that the results
of our labors will benefit many people.

Themany months of painstaking investigation into the philosophical,
ethical, social, andreligiousaspectsof rock haveconvinced methat thismusic
isarevolutionary “religious’ countercultural and anti-Christian movement
which usesitsrhythm, melodies, and lyricsto promote, among other things,
a pantheistic/hedonistic worldview, sexua perversion, civil disobedience,
violence, satanism, occultism, homosexuality, masochism, and an open
rejection of the Christian faith and values.

My analysisof rock musicisin Chapters2, 3, 4, 5. Briefly stated, this
iswhat | learned. In Chapter 2 on “ The Worldview of Rock Music,” | found
that rock music reflects a pantheistic conception of God as an immanent,
impersonal, supernatural power whichtheindividual can experiencethrough
the hypnotic rhythm of rock music and drugs. The pantheistic conception of
God has facilitated the acceptance of rock music among Christians and
secularly minded people, since both groups seek to fulfill the inner urge for
apleasurable experience of the supernatural through the hypnotic effects of

rock music.



An Overview of the Music Debate 23

In Chapter 3on*Rock MusicfromaHistorical Perspective,” | learned
that rock music has gone through an easily discernible hardening process
fromrock ‘n’ roll to hard rock, acid rock, heavy metal rock, rap rock, thrash
rock, etc. New types of more perverted forms of rock music are constantly
appearing because rock addicts constantly demand something stronger and
stronger to meet their craving.

In Chapter 4 on “The Rock and Roll Religion,” | found that the
pantheistic worldview promoted by rock music has eventualy led to the
rejection of the Christian faith and to the acceptance of anew kind of religious
experience. Thelatter involvesthe use of rock music, sex, drugs, and dance
to transcend the limitation of time and space and to connect with the
supernatural .

In Chapter 5 on “The Rock Rhythm and a Christian Response,” |
discovered that rock music differsfrom all other forms of music because of
itsdriving, loud, relentless beat. Scientific studies have shown that the rock
beat can alter the mind and cause several physical reactions, including sexual
arousal. The latter are discussed more fully in Chapter 8 on “The Effects of
Rock Music,” authored by Tore Sognefest, A Norwegian musi cian and author
of the book The Power of Music.

The factual information gathered about the nature of rock music
during the course of thisinvestigation makes it abundantly clear that such
music cannot be legitimately transformed into Christian music by changing
its lyrics. In whatever version, rock music is and remains a music that
embodies a spirit of rebellion against God and the moral principles he has
revealed for our lives.

By stimulating the physical, sensual aspect of the human nature, rock
music throws out of balance the order of the Christian life. It makes the
gratification of the carnal nature more important than the cultivation of the
spiritual aspect of our life.

Christians should respond to rock music by choosing instead good
musi ¢ that respectsthe proper balance among melody, harmony, and rhythm.
The proper balance among these three reflects and fosters the order and
balance in our Christian life among the spiritual, mental, and physical
componentsof our being. Good and balanced music canand will contrib-
ute to keep our “spirit and soul and body . . . sound and blameless at the
coming of our Lord Jesus Christ” (1 Thess 5:23).
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(3) Rock Music and Evangelism

The debate over whether “to rock or not to rock” in evangelism is
taking place across denominational lines. The defenders of the use of rock in
evangelism appeal to practical considerations. They arguethat rock is part
of today’ s culture and thusiit is needed to penetrate the rock generation.

A recent cover articlein Christianity Today (July 17, 1999), entitled
“The Triumph of Praise Songs—How Guitars Beat Out the Organ in the
Worship Wars,” captures vividly how pop music is replacing traditional
musicin many churchestoday. Theauthor of thearticle, Michael S. Hamilton,
reports that praise bands and worship teams are fast replacing organs and
choirs. The baby-boomers’ tastefor rock muscthat has reshaped our society
isnow ruling the worship service as well.”

“Since the 1950s, denominationd divisions have steadily become less
important in American church life. We have the baby-boom generation to thank
for much of this. But at bottom we are al ill sectarians; we ill prefer to
congregate with the like-minded. Our new sectarianism is a sectzgrianism of
worship style. The new sectarian creeds are the dogmas of music.”

This new “sectarianism of worship style”’ is characterized by the
adoption of religious rock, which reflects the baby-boomers' taste, sound,
and identity. Therock beat has become so much apart of their livesthat they
inevitably want to hear it in their church music aswell. If the church wantsto
attract therock-and-roll generation, then it had better offer them themusicto
which they are addicted—or else.

Thispopular view isembraced by increasing numbersof Adventists.
In the article “Worship and Praise: One Model for Change in the Worship
Hour,” which appeared in Ministry (February 2000), John A. Solomon
arguesthat if wewant to reach the Baby Boomer generatl on, the church must
offer them the kind of music they are accustomed to.

Citing recent research, Solomon writes. “Baby Boomers have been
heavily influenced by music with a beat. Only six percent listed classical
music as music of their choice, with a bias against organ music. Overheads
havereplaced hymnbooks; synthesi zershavereplaced organs; and drumsanZ%I
guitarshavetakentheir placeintherepertoireof churchmusicinstrumentation.”

To justify the adoption of pop music for worship and evangelism,
Solomon appeal sto M oses, Miriam, and David who used “ exuberant” music.
“Davidand otherswhowrotethe Psalmscomposed someof thegreatest songs
and lyricsinliterature, and when they sang accompanied by tambourinesand
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cymbalsand the trumpet, ecstasy filled theair (Ps 145-150). The point isthat
God used thismusic, theseinstruments, and actionsto bring glory to Hsiomself.
If Hedid it then, it may certainly be donein avariety of waysnow.” ~ Later
we show that none of the " exuberant” music mentioned above was ever used
in the worship of God in the Temple, synagogue, or early church.

The notion that the Bible sanctions rhythmic, “exuberant” music for
divineworshipisencouraging theadoption of CCM in Adventist worshipand
evangelism, besides giving rise to numerous bands. The article “Making
Waves,” whichappearedin Adventist Review (July 17, 1997), reportsoneight
successful Adventist bands. “These artists see their style of music not as
rebellion against the system, but asaministry tool to rescueanew gengrati on
from rampant secularism and show them the saving grace of Jesus.”

The Response. The mgjor response to the use of rock music in
evangelismisfound in Chapters 10 and 11. Chapter 10, “Pop Music and the
Gospel,” isauthored by Calvin A. Johansson, D. M. A., Professor of Church
Music at Evangel University and author of two major books, Music and
Ministry: A Biblical Counterpoint and Discipling Music Ministry: Twenty-
first Century Directions. Prof. Johansson is a leading authority on church
music and is frequently quoted by authors dealing with this subject. | feel
gresatly honored by hiswillingnessto contributetwo chaptersto thissymposium.

In Chapter 10, Prof. Johansson compares and contrasts the val ues of
pop music with those of the Gospel in eight specific areas. He concludesthat
“Pop characteristics are antipathetic to gospel characteristics. It seems
obvious that a music (pop) which is so unlike the thing it is supposed to
represent (thegospel) isunableto embody thegospel initsmedium of witness
(music). Hence, pop is uselessin spiritual endeavor. If it isused, it doesthe
causeof Christ much harm by painting an untrue picture of what the Christian
lifeis.”%

Chapter 11, “Christian Rock and Evangelism,” iswritten by Guenter
Preuss, a German Adventist musician, who for the past 15 years has served,
first as Chairman of the Music Department of the Adventist College and
Theological Seminary at Collonges-sous-Salévein France (1985-1995), and
currently asMusic Director of the SDA Baden-Wuerttemberg Conferencein
Germany (1995-2000).

Preuss has been deeply involved in the Adventist rock scene in
Germany, endeavoring to help young peopleovercometheir addictiontorock
music. He is currently working on his doctoral dissertation on reformed
hymnody between 1700 and 1870 at the Sorbonne University, in Paris. He
submitted to meamanuscript of almost 100 pages| oaded with documentation
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and argumentation. He convinced me immediately that heisatrue German
scholar, eager to be comprehensive and thorough. Let me assure you that it
was not an easy task for me to reduce his essay to one fourth of its original
length. | hope that someday he can publish his unabridged research.

Preuss commends the search for effective ways to reach secular-
minded people with the Gospel, but questions the legitimacy of using rock
music, partly because hehaswitnessed theimpact of rock music on Adventist
youth in Germany. He wrote: “Rock music in evangelism works on imagi-
nation, on thought associations, asany music. But rock music misrepresents
the claims of the Gospel by encouraging worldly values. It makes people
believethat they are all right, wheninreality theysglesperately need aradical
changein their lives—a conversion experience.”

Preussfindsthat theidiom of rock musicisunsuitableto communicate
the Gospel because the medium affectsthe message. Themediumusedtowin
the youth determines the nature of the message to which they arewon. If the
church usesan entertainment typeof rock music, whichisassociated with sex,
drugs, and violence, it obviously is not able to challenge the youth with the
moral claims of the Gospel.

The New Testament summonsusto present clearly and compellingly
the holiness of God'’ scharacter, the desperate human plight, and the amazing
grace of the Gospel. These are issues of life and death which cannot be
presented with the frivolity and flippancy of pop music.

Listenersto religious rock will never be humbled by the magjesty of
God, nor will they be convicted of God's moral claims upon their lives. The
relentless rock rhythm, the movements, the lights, and the demeanor of pop
singers contain so much that is sensual and sexually suggestive that they can
hardly communicate the holiness and purity of the Kingdom of God.

If we adopt aworldly appearance to attract the crowd, how can we
paint in vivid colors the contrast between the kingdom of thisworld and the
Kingdom of God? Paul recognized that the Gospel cannot be proclaimed
through deceptive, worldly gimmicks. Thus he told the Corinthians. “My
speech and my message were not in plausible words of wisdom [or we might
say “with the exciting sounds of Greek songs’], but in demonstration of the
Spirit and of power, that your faith might not rest in the wisdom of men [%5
wemight say “inworldly excitements’] but inthe power of God” (1 Cor 2:4-5).

“God’ sproven method of evangelismisthe’ foolishnessof preaching’
(1 Cor 1:21). He has committed to us the message of reconciliation (2 Cor
5:18). Our responsibility is not to contaminate this message with worldly
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idioms, likerock music. Thereisno need for the manipulation and stimula-
tion of rock music to save people. Evangelism has been and is greatly aided
by Christlike music presented by Christlike performers, but ultimately, it
is the proclamation of the Word of God, accompanied by the convicting
power of the H3(5)Iy Spirit, that brings peopleinto asaving relationshipwith
Jesus Christ.”

(4) Rock Music and Black Heritage

In the Black community there is a prevailing assumption that rock
music is part of the African-American heritage and, consequently, is a
legitimate form of expression. Each culture definesits music according toiits
own criteria, and rock music allegedly reflects the roots of the African-
American culturewhich can betraced back to West African dlaveculture. To
deny to the Blacks the right to play rock music in their churches meansto
deprive them of their cultural heritage.

TheResponse. Thisimportant issueisexaminedin Chapter 12, “ Rock
Musicand Culture,” by ahighly respected Afro-Americanmusician, Eurydice
V. Osterman, D. M. A., Professor of Music at Oakwood College, com-
poser, and author of several publications, including the book What God
Says About Music.

Dr. Osterman points out that “the prevailing assumption that rock
music is a legitimate expression of African-American heritage ignores the
significant differences that exist between the two. African-American heri-
tage music is predominantly melodic and is based upon the rhythm of the
dialect. Rock music, onthe other hand, isbased upon and isdriven by abeat
that overshadows and dominates all other musical elements. . . . While
heritage music preserves and fosters unity, rock music creates division
and infl uencesagebel lious attitudes toward moral values and a disrespect
for authority.”

“Theroots of the rock beat are to be found not in the religious music
of the African-American heritage, but in secular and often irreligious music
known as * Rhythm and Blues.” This music became the expression of those
Blacks who strayed away from or rejected the Christian faith. They wanted
to becomerespected entertainersby playing asecular music. Themood of the
Bluesisone of sadness, punctuated by aregular, heavy beat. The emphasis
isonthe pleasuresof tggisworld, especially theenjoyment of illicit sex before
or outside marriage.”

“Thedistinction that wefind in African-American music between the
religious Negro Spiritual and the secular, irreligious Rock and Roll reminds
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us of the simple fact that in al cultures we can expect to find some music
whichispro-Christian and somewhichisanti-Christianinitsvaues. Thisis
theresult of thefall of humankind whichispresent in every age, country, ang3
culture. *All have sinned and fall short of the glory of God’ (Rom 3:23).”

(5) Rock Music and the Bible

Perhaps the most significance aspect of the defense of *“Christian”
rock, isthe appeal to certain Bible texts to defend the use of such music for
church worship and evangelism. The prevailing assumption isthat the Bible
sanctionsthe use of rhythmic, dancing music and percussion instrumentsfor
divine worship.

In hisbook The Contemporary Christian Music Debate, Steve Miller
writes: “The most striking observatlon of biblical worship is its wealth of
variety and few restrictions on form.” = He continues listing the variety of
instruments, volumes and sounds, worshippers, manner, locations, occa-
sions, times of the day, postures, and moods mentioned in the Bible. He
concludes his survey saying: “ Several implications concerning the present
controversy can be noted. First, our creative Lord has allowed His creatures
toexercisegreat creativity inworship. And %Od’ sWorddoesnot evenrestrict
ustothearray of formslistedintheBible.” ~ Surprisingly, Miller isunaware
that the Bibleis very restrictive of the music and instruments to be used for
divine worship.

Thesameview isfoundin Adventist literature. In her article® Sing the
Song of Gladness,” which appeared in Ministry (September 1996), Anita J.
Strawn de Ojedaarguesthat, like ustoday, peoplein Bibletimeworshipped
theLord by praising Himwith “timbrels, stringed instruments, organs, harps,
cymbals, lyres, trumpets, and psalters. . . . First Chronicles 13:8 tells us that
David and thelsraelites played before God with all their might. . . . If my foot
taps or my hands clap during asong, | am singing with ‘all my might.” That
is, my whole being isinvolved.”4

“If David had been writing today, would he have said, ‘Praise Him
with drumsand clapping; praise Himwith guitars, and banjos, and synthesi z-
ers, praise Him with loud drums; praise Him upon the electric guitar” (see Ps
150:3-5)?Putting it all into context, he may well have said something similar
to this.”#? Isthisreally what David would say today regarding the praise of
God during the divine service? A close look at the ministry of music
established by David shows otherwise.

The Response. This popular argument is examined especially in
Chapter 7 “Biblical Principles of Music,” where | survey the biblical teach-
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ings regarding music. Those who appeal to biblical injunctionsto praise the
Lordwithavariety of instrumentsand volumeto justify the useof rock music
today ignore two important points.

First, in most cases the language of praise is figurative and hardly
allows for a literal application to the divine service in God’'s House. For
example, Psalm 149:5 encourages peopleto praisetheL ord onthe“ couches.”
In verse 6 the praising is to be done with “two-edged swords in the hands.”
Inverses7 and 8 the Lord isto be praised for punishing the heathen with the
sword, binding kingsin chain and putting noblesin fetters. It is evident that
thelanguageisfigurative because God would hardly expect peopleto praise
Him during a divine service by standing or jumping on couches or while
swinging atwo-edged sword.

The sameistrue of Psalm 150 which speaks of praising the Lord “for
his mighty deeds’ (v. 2) in every possible place and with every available
musical instrument. The placeinwhich to praisethe Lordis*hissanctuary,”
and “his mighty firmament.” The instruments include eight familiar instru-
ments.

This psalm makes sense only if we take the language to be highly
figurative. For example, thereisno way in which God’ s people on earth can
praise the Lord “in his mighty firmament.” The purpose of the psalm is not
to specify the location and the instruments to be used for praise during the
divine service, but rather to invite everything that breathes or makes sound to
praisetheLord everywhere. Thepsalmistisdescribingwith highly figurative
languagetheattitudeof praisethat should characterizethebeliever at all times
andinall places. Tointerpret thispsalm asalicenseto dance, or to play drums
in the church, isto misinterpret its intent.

A second important point ignored by those who believe that the Bible
authorizes them to play any instrument and music in church is the biblical
distinction between secular music produced for entertainment and sacred
music performed in God’ sHouse. Asshown in Chapters 6 and 7, themusic
and instruments used to praise the Lord outside the Temple during festival
celebrations were different from the music played inside the Temple. Instru-
ments like timbrels, flutes, pipes, and dulcimers could not be used in the
Temple because of their association with secular entertainment. The same
principle was respected also in the synagogue and early church, where no
instruments of any kind were allowed.

Had the instruments and the music associated with social (religious)
entertainment been used in God's House, the Israglites would have been
tempted to turn their place of worship into a place of entertainment, as
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sometimes happens in some churches today. To prevent this thing from
happening, instruments and music associated with entertainment were ex-
cluded from the Temple, synagogue, and early church. It isthe ignorance of
thesefactsthat |eads peopleto believethat the Bible sanctionsthe use of rock
music for worship and evangelism. The lesson of Scripture and history is
evident. Music, like rock, which is associated with secular entertainment is
out of place in God's House in which we gather to worship and not to be
entertained.

(6) The Role of Luther

A popular argument used to defend the adoption of rock tunes for
church music today isthe alleged borrowing of secular music by Christian
songwriters inthepast. AnitaJ. Strawn de Ojedawrotein Ministry: “History
shows that Christian songwriters borrowed elements from secular music.”+
She refers specifically to the early Christians and Luther. Thereasoning is
thatif Christiansinthepast adopted and adapted secular musicfor church use,
we can do the same today.

The example of Luther is often cited because of his enormous
influence in introducing congregational singing at the time of the Reforma-
tion. Steve Miller wrote: “The models for his [Luther’s] lyrics were the
popul ar balladsof hisday. Thetuneswereborrowed from Germanfolk songs,
themusic of the masses, and even ahymnto Mary. L uther was not concerned
with the association or origin of the tunes as he was with their ability to
communicate truth.” 4

Inasimilar vein, Michael Tomlinsonwrotein Ministry: “ Eliminating
the secular rootsof Christian music would meanto say good-byetothehymns
of Martin Luther, whosemus cwasborrowed from secular Germanfolk tunes.”

TheResponse. Inview of the popularity of thisargument, | took time
in Chapter 2 toinvestigateif it istruethat Luther borrowed from the secular,
popular tunes of his day to compose his chorales. What | found is that this
argument isjust as misleading and inaccurate asthe previousones mentioned
so far. Let me mention here only three facts, since the rest of theinformation
isavailable in Chapter 2.

First, of thethirty-seven chorales composed by L uther, only onetune
came directly from a secular folk song. Fifteen were composed by Luther
himself, thirteen camefrom Latinhymnsor servicemusic, two had originally
beenreligiouspilgrims’ songs, four werederived from Germanreligiousfolk
songs, and two are of unknown origin.* What most peopleignoreisthat even
the onetune borrowed from afolk song, which* appeared in Luther’ shymnal
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of 1535, was later replaced by another melody in the 1539 song book.
Historians believe that Lu}7her discarded it because people associated it with
its previous secular text.”

Second, Luther changed the melodic and rhythmic structure of the
tunes he borrowed from secular sources in order to eliminate any possible
worldly influence. In his scholarly book, Martin Luther, His Music, His
Message, Robert Harrell explains: “The most effective way of [negating]
worldly influence would be to ‘de-rhythm’ the music. By avoiding dance
tunes and ‘de-rhythming’ other songs, Luther achieved a chorale with a
marked rhythm, but without the devices that would remind the people of the
secular world. So successful wasthework doneby L uther and other Lutheran
musicians that scholars were often unable to detect the secular origins of
chorales. The other way in which Luther sought to remove secular associa
tionsfrom the mind of the congregation wasthrough the use of Scriptureand
scriptural allusionsinthetexts. By filling hischoraleswith thewritten Word,
L uther sought to direct the thoughts of hispeopletoward the Living Word.” 8

Harrell concludes his well-documented study, saying: “A study of
Luther’s chorales reveal s two important facts about Luther’s use of secular
elements in his sacred music: (1) Although there was much popular music
available to him, from drinking songs to dance tunes to religious folk songs
and carols, Luther chose only those tunes which best lend themselves to
sacred themes and avoided the vulgar, ‘rollicking drinking songs' and dance
tunes. (2) No material which Luther used for achoral e remained unchanged,
except for the one case noted previously. Rather, ‘he carefully tested the
mel odies he considered, and when necessary molded them into suitability. .
.. Alteration were freely made.’” 4

Third, Luther arranged music for young people of histimein away
to lead them away from the attraction of worldly music. This cannot be said
of “Christian” rock music today which retains the melody and rhythm of
secular rock. Luther explained why he changed the musical arrangements of
hissongs: “These songswere arranged in four partsfor no other reason than
that | wanted to attract theyouth (who should and must betrainedin musicand
other fine arts) away from love songs and carnal pieces and to give them
something wholesome to learn instead, so that they can enter with pleasure
into what is good, as befitting to youth.”

Inthelight of these facts, anyone who uses L uther’ s statement “Why
should the Devil have all the good tunes?’ to defend the use of rock musicin
thechurch, ought to know that theargument isclearly negated by what L uther
himself said and did. Luther’ suse of secular music teachesus not to sanitize
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rock musi c which promotessex, drugs, and violence, but to chooseinstead the
best music of our culture and make it a fitting vehicle to communicate the
Word of God. What a marvellous example we have in Martin Luther! And
how grosdy distorted Luther’s example has been by those who wish to
legitimize the use of rock for worship and evangelism!

(7) Church Music and Adventist Theology

The ongoing debate over the use of contemporary music in Adventist
worshipislargely based on subjectivetastesor popular trends. But themusic
and worship style of the Adventist church should reflect its unique message
and prophetic mission. Adventists should not accept uncritically theworship
styleof other denominations. In hisbook AndWor ship Him, Norval Pease, my
former professor of worshipat theAndrewsUniversity Seventh-day Adventist
Theological Seminary, states. “We are Adventists, and we must approach
worship asAdventists. A worship servicethat meetsthe needs of Methodists,
Episcopalians, or Presbyterians may be unsatisfactory for us.”*

The answer to the Adventist worship renewal is not found in the
adoption of “Christian” rock, but in are-examination of how our distinctive
Adventist beliefs should impact the various parts of the church service,
including music. Such an ambitious undertaking is beyond the scope of this
book. What | have attempted to doisto submit in Chapter 6 some preliminary
reflections on “An Adventist Theology of Church Music.”

The chapter attempts to define how the three distinctive Seventh-day
Adventist beliefsof the Sabbath, Christ’ sministry inthe heavenly sanctuary,
and the Second Advent should impact on the choice and the performance of
music during the divine service. Briefly stated these are the conclusions.

The Sabbath teaches us to respect the distinction between the sacred
and the secular, not only in time, but also in such areas as church music and
worship. Tousesecular musicfor thechurch serviceonthe Sabbathistotreat
the Sabbath as a secular day and the church as a secular place.

The study of the music of the Jerusalem Temple, as well as the
heavenly sanctuary, reveals that instruments and music associated with
entertainment were not alowed in the Temple services, nor are they used in
the liturgy of the heavenly sanctuary. The lesson from the sanctuary is that
church music must express great reverence and respect for God.

Belief inthe certainty and soon-appearance of the Rock of Ages, with
the greatest musical band of angels thisworld has ever seen, can fire up the
imagination of musicians today to compose new songs, and inspire Advent
believersto joyfully sing about the hope that burns without their hearts.
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(8) Rock Music and the Endtime Deception

Seventh-day Adventists believe that we live today in the final count-
down to the great controversy between true and false worship, as described
in book of Revelation through the imagery of abeast that promotes the false
worshipof Babylon. Thisapocalypticprophecy envisionstheantitypical Babylon
leading dl the nations into the false worship of God (Rev 13:16; 14:8; 18:3).

It isimportant to remember that the apocalyptic imagery of the false
worship promoted by Babylon in Revelation derives from the historical
chapter of Daniel 3, which describes an event of prophetic endtime signifi-
cance. OnthePlainof Dura, all theinhabitantsof the Babylonianempirewere
called to worship the golden image of king Nebuchadnezzar. A fiery furnace
wasprepared for thosewho refused to do homageto thegoldenimage. Daniel
informs us that “every kind of music’ (Dan 3:7, 10) was used to cause all
classes of people from all the provinces of the empireto corporately worship
the golden image (Dan 3:10).

Twice in Daniel 3 there is a long list of the different musical
instrumentsusedto produce* every kind of music” (Dan 3:7,10). Thiseclectic
musi ¢ was played to induce peopl e to worship the golden image. Could it be
that, asinancient Babylon, Satanisusingtoday “every kind of music” tolead
the world into the endtime false worship of the “beast and itsimage” (Rev
14:9)? Couldit bethat a Satanic stroke of geniuswill write Gospel songsthat
will have the marking of every taste of music: folk music, jazz, rock, disco,
country-western, rap, calypso? Could it bethat many Christianswill cometo
love thiskind of Gospel songs because they sound very much likethe music
of Babylon?

Rock Musicand EndtimeFalseWor ship. Historically, Adventists
haveidentified Babylon with the power of the papacy that will lead theworld
into perverted formsof worship. Whileacknowl edging the propheticrolethat
the papacy has played in leading many people to believe in the intercessory
role of Mary and the saints, one wonders if rock music also will play avital
role in promoting the end-time fal se worship!

Thiswould not be the first time in Scripture that music is connected
tofalseworship. Atthefoot of Mount Sinai musicand dancingwereinvolved
in the worship of the golden calf (Ex 32:19). In the plains of Moab, on the
borders to the Promised Land, the Israelites were “ beguiled with music and
dancing” %2 into aterrible apostasy (Num 25:1-2). They were lured through
music to participate in heathen worship—something which they may have
resisted under other circumstances.
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Theuniversal and revolutionary impact of rock music upon humanity
at large is recognized by many social analysts. In his book Rock Music,
sociologist William Schafer acknowledges that rock music has become a
worldwide “tool for altering consciouness.” > When Bob Geldorf organized
his “Live-Aid” program to raise money for the Ethiopian famine victims,
popular rock bands joined in from different parts of the world. Linked via
satellite, the program generated such aworldwide interest that sociologists
began to explore music as a phenomenon for “the formation of an interna
tional youth culture . . . based on common, worldwide tastes and values.” >

No other musictoday transcends cultural and national bounderieslike
rock. From Minneapolis to Moscow and from Stockholm to Johannesburg,
the rock beat reigns supreme. The global impact of rock music, its open
rejection of the Christian faith, and its promotion of a new religious experi-
ence characterized by rhythmic music, sex, drugs, and dance, could well
prove to be the most effective medium for leading mankind into the final
apocalyptic false worship.

Intheir thought-provoking book, MusicintheBalance, Frank Garlock
and Kurt Woetzel acknowledge that “A large segment of the Christian
community has enthusiastically embraced this music of the world, the
associated antics, and the philosophy. All three have beenimplanted into the
life of the church. Not only have many Christians accepted the music as
suitablefor prai seand worship, but an atmosphere pervadesthecontemporary
Christian concerts not unlike the early concerts of the Elvis era. Believers
have madeidolsof their own rock and roll singersand continueto worship at
their feet with devotion and their pocket books.”*

Wolfgang Stefani perceptively asks: “Could it be that by fostering a
homogenized global musical style—astylethat isincreasingly visiblein the
Christian music culture—the stage is set for a global, religious identity
response? A response that will allow people of al nations, al religious
backgroundsto say, ‘ Y es, thisismy music, thisiswho | am: thisismy music
for being happy and religiousand | am part of it; | am right at home now.’”%

The summon of the Three Angels Messages to come out of spiritual
Babylon by rejecting itsfal seworship could well include al so therejection of
therock musicof Babylon. Soonthewholeworldwill begatheredfor thefinal
showdown in the antitypical, apocalyptic Plain of Dura and “every kind of
music” will beplayedtolead theinhabitants of the earthto “worship the beast
anditsimage” (Rev 14:9). Itisnoteworthy that in Revel ation the outcome of
the showdown involves the silencing of the music of Babylon: “So shall
Babylon the great city be thrown with violence, and shall be found no more;
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and the sound of harpersand minstrels, of flute playersand trumpeters, shall
be heard in thee no more” (Rev 18:21-22).

Those who reason that there is nothing wrong with the music of
Babylon may be conditioning themselves to accept the false worship pro-
moted by Babylon. Satan has his own songs to promote the endtime false
worship. Could it be that by adopting the music of Babylon, some will miss
thechanceto singtheNew Song of M osesand of theLamb? May thisquestion
resonatein our consciousnessand challengeusto standfor truth likethethree
Hebrew worthies.
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Chapter 2
THE WORLDVIEW
OF ROCK MUSIC

by
Samuele Bacchiocchi

Rock music is the most popular cultural phenomenon of the second
half of the twentieth century and the single greatest propagator of the moral,
social, and religious values of our society. Social analysts concur that rock
musi ¢ hasbecomeaprimary forcein shaping thethinking and lifestyle of this
generation.

In his book Rock Music, sociologist William Schafer describes rock
music “as one of the principal dialectsin the language of culture. ... A strong
counter culture has built itself around a musical sensibility, with music asa
basic mode of communication and aesthetic expression.”! Schafer is not
opposedtorock music. Hesimply acknowledgesthat rock hasbecomea*tool
for altering consciousness.”?

Itisunquestionablethat rock, initsvariousstyles, isthemost popul ar
form of music influencing the world today. People listen to rock not only in
the privacy of their cars or homes, but in the work place, the shopping
mall, bars, clubs, health clubs, recreational places, and in an increasing
number of churches.

In the fifty years since its emergence, rock music has come to
dominate the musical taste of many people in various parts of the world. In
1976, two social scientists at Temple University wanted to investigate the
physical and emotional impact of rock music on students. They easily found
56 rock enthusiastsfor their study; but whenthey triedtoformacontrol group,
“asignificant sample could not be found that disliked hard rock music.”?

The Revolutionary Nature of Rock. In his essay “Rock and Rall,
Religion and the Deconstruction of American Values,” sociologist Charles
Pressler notes that “rock and roll music and its messages ushered in a new
view of the world and a new mode of interpersonal relationships—and by
nearly any definition, the social effects of rock music can be described as
‘revolutionary.’”* Therevolution started by rock music hasdistinct religious

-38-
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connotationsthat are examined in Chapter 4. In hisbook You Say You Want
a Revolution, sociologist Robert Pielke argues compellingly that the rock
revolution which beganinthe 1950s has created areligioustransformation of
the American culture. Our concern is to ascertain whether the nature of this
religious transformation is a bane or blessing for the Christian faith.

The revolutionary nature of rock music is succinctly described by
sociologist William Schafer: “ Rock hasacted asacatayst, aforceunitingand
amplifying ideas and feelings. It is a medium, a means of communicating
emotions. . . the medium isthe message. Associated with rock, for instance,
isacult of irrationality, a reverence for the instinctual, the viscera—and a
distrust of reason and logic; this form of anti-intellectualism can be highly
dangerous, can lead to totalitarian modes of thought and action. Linked with
thisanti-intellectualismisaninterest inthe occult: magic, superstition, exotic
religious thought, anything contrary to the main current of Western thought.
Also directly connected isan obsession with the unconscious mind; theforce
of drug culture has beenits promiseto reveal the hidden, instinctual man, to
freetheindividual fromrestrictionsand limitationsof hisconsciousmind and
his gross physical body.”®

Morewill be said during the course of our study on the philosophical
presuppositionsof rock music. At thispoint it sufficesto notethat the conflict
of values stirred up by the message of rock music has pitted the youth of the
rock generation against their rocking elders. The conflict has extended to
many Christian churches where sanitized forms of rock music have been
adopted. In fact, the introduction of “Christian” rock music during church
services has become one of the most emotive and divisive issues that is
splitting congregations in different denominations, including my own
Seventh-day Adventist Church.

In this study the term “Christian” is consistently placed between
guotation marks when used to designate the religious version of rock music.
Thereasonissimple. Our researchindicatesthat rock music embodiesethical,
philosophical, social, and religious beliefswhich are antithetical to Christian
beliefs and values.

The Presuppositions of Rock Music. Some Christians consider
“Christian” rock music an outrageous worldly compromise, while others
think of it as a providential agent of renewal and evangelistic outreach.
Unfortunately, much of the discussion about the pros and cons of “ Chris-
tian” rock music has been superficial, especially among those who believe
that Christians should reject the “secular” version of rock music, but accept
the " Christian” version. Thediscussion centers primarily on the rhythm, the
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lyrics, thephysiological and psychol ogical impact of rock music, thegraphics
of themusic’ spackaging, andthelifestylesof theartists. Theseareimportant
factors which are considered in the next chapters, but what is even more
important isan understanding of the philosophical and theol ogical presuppo-
sitions espoused by rock music.

Human activities are shaped by the presuppositions of individuals
and nations. Taken together, these presuppositions form what we call a
worldview which affects everything we are and do. This means that our
understanding of God and of His revelation gives meaning to our life and
shapes our activities, including the production of musical art forms. The
changing styles of church music usually reflect achangein theworldview of
the time, as interpreted by contemporary composers.

An evaluation of rock music, whether it beits secular or “Christian”
versions, necessitates an understanding of the worldview (theological
presuppositions) that gave rise to such music. What are some of the funda-
mental beliefs that rock music contains and proclaims, and why is the rock
“creed” so widely accepted today? An understanding of the worldview of
rock music providesabasisfor determining whether or not rock music canbe
legitimately sanitized and made into a medium to worship the Lord in the
beauty of holiness and to evangelize the unconverted.

For the sake of clarity, let me state at the outset the findings of this
investigation. Rock music embodies and promotes a humanistic/pantheistic
worldview which stems both from its Western African roots and secular
humanism. This worldview openly rejects God and His revealed moral
principles, promoting instead hedonism, individualism, materialism,
amoralism, atheism, sex, drugs, violence, the occult, and other forms of
human perversion.

Our study showsthat by shifting the locus of faith from God to self,
rock music knocks the props out of the Christian faith by making God a
commodity used for personal gratification. Any attempt to sanitize and
convert rock music into a medium to worship God and proclam the Gospel
ultimately prostitutestheChristianfaith, weakeningitswitnesstotheworldtoday.

Objective of This Chapter. This chapter seeks to understand the
worldview of rock music by following what may appear to someasatortuous
procedure. Thereasonsfor thisprocedurewill becomeevident by thetimethe
reader reaches the latter part of the chapter.

Thefirst and broad objective is to examine how the production of
musi ¢ during the history of Western Christian thought hasbeeninfluenced by
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the evolution in the understanding of God. The historical shift from the
transcendental understanding of “God beyond us’ during the medieval
period, to the immanental conception of “God for us’ during the sixteenth
century Reformation, and to “God within us’ perception from the seven-
teenth-century to our times helps us understand the gradual evolution of
churchmusicfromthemedieval chant, tothelL utheran chorale, andtotoday’ s
“Christian” rock.

The second and narrower objective is to consider some significant
ideol ogiesthat account for the origin and worldwide popul arity of rock music
today. We focuson three significant areas. First, we look at how the modern
manifestation of astrongimmanental “ God withinus’ conception has caused
people to seek an immediate emotional experience of God through the
stimulus of loud, rhythmic music. Second, we discuss how the pantheistic/
immanent orientation of Western African musi c hasinfluenced theworldview
and style of rock music. Lastly, we examine how the influence of humanistic
ideas has shaped much of Western thought, especially during the past two
centuries. We shall see that the convergence of these developments in our
time has facilitated the adoption of rock music, both in the secular and
Christian world.

Two Significant Studies. Two major studies have helped me to
understand the rel ationship between the devel opment of new religiousmusic
styles and the evolution of concepts of God. The first study is the doctoral
dissertation of Wolfgang Stefani on “The Concept of God and the Sacred
Music Style” presented at Andrews University on October 1993. Stefani
presents compel ling documentation showing that “ music stylesarereligious-
valueladen—they areveritable embodimentsof beliefsabout reality. . .. The
issues surrounding sacred music style discussions extends far deeper than
petty likesand dislikes. Atthebottom line, theclash over sacred music styles
may well be aclash of underlying beliefs about the nature of ultimatereality,
not of inconsequential aesthetic preferences.”®

In terms of our present study, Stefani’s research suggests that the
current debateover theuseof “ Christian” rock inchurchworshipisultimately
a theological debate about our understanding of God, and not merely a
controversy about aesthetic music preferences. This is a most important
observation that provides the key to understanding why the use rock music,
both in its secular and “Christian” versions, threatens the very theological
foundation of the Christianfaith. Thosewho arguethat theuse of “ Christian”
rock in church worship issimply amatter of cultural or personal preferences
ignore the fact that church music embodies and expresses our theological
beliefs. Both the style and content of church music reflect our understanding
of God, Hisrevelation, and our relationship with Him.
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The second significant study is by Calvin M. Johansson, who is
Professor of Music at Evangel College in Springfield, Missouri. He has
written several bookson church music, including adoctoral dissertation.” He
has contributed two insightful chapters to this symposium. In his book
DisciplingMusicMinistry: Twenty-first Century Directions, Johansson shows
how “tracing the history of Western worldviews gives us a clear picture of
culture ssteady drift toward human autonomy. That move, unrelentinginits
press for influence and control, has deeply affected the Christian church.
Evangelism, teaching, and worship, aswell asdaily Christian living, haveall
been changed, albeit subtly, by the humanistic influenceto makeindividuals
and their desire supreme. Church music has been part of that change.”®

Johansson notes that the change in church music brought about by
contemporary humanistic influences can be seeninthe relentless preoccupa
tion with pleasuring self. Hefindsthat “asurvey of Contemporary Christian
Music (CCM), themost popular genre of religious music, shows many songs
transparently, even heretically, oriented around the satisfaction of people. . .
. But when the preoccupation iswith the self . . . then worship is convoluted,
reflecting culture’ s elevation of people over God.”®

Part 1
THE EVOLUTION OF THE CONCEPT OF GOD
AND OF MUSIC STYLES
IN WESTERN CHRISTIAN THOUGHT

The music used in Christian worship reflects a church’ s understand-
ing of God and of Hisrevelation contained in Scripture. The problem isthat
there isan inherent paradox in the biblical revelation of God. On one hand,
Godisrevealed asatranscendent Being, “the high andlofty Onewhoinhabits
eternity, whose nameisHoly” (Is57:15). Onthe other hand, God isrevealed
asanimmanent Being, who dwells“with himwho isof acontriteand humble
spirit” (Is57:15).

Paul W. Hoon perceptively explainsthat “ Christian worship restson
aparadox, that Godisboth likeand unlikeman; Heispersonal, but Heismore
than personal. When theformer aspect isexaggerated . . . God becomesakind
of divine pal, worship becomes chatty intimacy, devoid of reverence and
evoking the more infantile elements in human personality. When the latter
aspect isexaggerated, worship losesits concretenessand reality, and tendsto
evaporate into vague states of mystical piety.”*°

Thisapparent contradictory transcendent/immanent view of God has
historically impacted Christian worship. Worship styles have swung from
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one extreme to another, depending on the Christian understanding of God.
The lesson of history isthat it is essential to maintain a balance between a
transcendent and an immanent view of God in order to ensure a heathy
Christian life and worship, including church music.

The swing from a predominantly transcendence-oriented, other-
worldly worship and artistic expression, to an immanence-oriented, this-
worldly worship and artistic style, can be traced in the history of Western
Christian culture. Wolfgang Stefani offersasimpleand useful categorization
of thisdevelopment under thefollowing three headings. “ (1) God beyond us,
(2) God for us, and (3) God beside us/within us.”** These three categories
serveasabasisfor our historical survey which showshow each of theseviews
of God has affected Christian life and worship during the course of
Christian history.

1. The“ God Beyond Us’ Orientation

Early Church. The transcendental conception of “God beyond us’
prevailed, though in different forms, during the first fifteen centuries of
Christianity. Theearly Christiansstrongly rej ected the prevailingimmanental
orientation of pagan religions, where the gods were present and interacted
with people. Thiswas especially true of the mystery religionswith orgiastic
rituals designed to lead people into direct contact with the divinity. Music
played an important rolein theserituals and exerted an irresistible attraction
for the masses.

Alfred Sendrey notes that the pagan mystery religions brought to
Rome “a great number of foreign musicians and dancers. Their instru-
ments and concert music gained little by little a firm foothold in the
theater, and were later copiously employed in the entertainment music of
the Romans.” 12

In some ways, the ecstatic rites of the pagan mystery religionswhich
intoxicated the masses resembl e the frenzy excitement caused today by rock
concerts. Christians who believed in a holy transcendent God strongly
rejected the musical extravaganza of pagan cults.®* As Hanoch Avenary
observes: “ Jingling, banging, and rattling accompanied heathen cults, and the
frenzying shawmsof adozen ecstatic ritesintoxicated the masses. Amidthis
euphoric farewell feast of adying civilization, the voices of non-conformists
were emerging from places of Jewish and early Christian worship.”

Defenders of “Christian” rock music argue that they follow the
tradition of Christianswhointhe past have adopted secular musicand artistic
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forms to communicate the Christian message. This argument can not be
supported by the witness of early Christianswho refused to participatein, or
adopt, those secular forms of entertainment which were antithetical to the
Christian message and moral values.

In chapter 7 we shall seethat Christians followed the tradition of the
synagogue in prohibiting the use of musical instruments in their church
servicesbecauseof their pagan association. Thepopular view that rock music
can be adopted and adapted to reach the secular society, because the church
in the past has adopted secular music to reach the masses, is based on plain
ignorance of the historical reality. The truth of the matter is that the early
Christians distanced themselves, not only from secular songs, but also from
the musical instruments used for secular entertainment and pagan worship.
We return to this point in Chapter 7.

Rejection of Secular Entertainment. A second-century document
known as the Octavius, written by Minicius Felix, contains a dialogue
between a pagan, Caecilius, and a Christian, Octavius. Pagan Caecilius
charges his Christian friend, Octavius, of abstention from social life, saying:
“You are abstaining from respectable enjoyments. Y ou do not visit exhibi-
tions; you have no concern in public display; you reject the public banquets,
and you abhor the sacred contests.”*®* Octavious acknowledges the truth of
this charge and explains the motives that prompted this abstention,
namely, the violence and immorality promoted by such shows were
contrary to Christian values.

“For in the chariot races who does not shudder at the madness of the
crowd brawling amongst itself? Or at the teaching of murder in the gladiato-
rial combats? In the theater also the madnessis not less, but the debauchery
ismoreprolonged: for now amimiceither expoundsor showsforthadulteries,
now a nerveless player, while he feigns lust, suggests it; the same actor
disgraces your gods by attributing to them adulteries, sighs, hatred.”

Theearly Christianssurvived and becameatransforming forceinthe
Roman empire, not by sanitizing the pagan formsof entertainment in order to
use them to communi cate the Christian message, but by rejecting the secular,
immoral shows and values promoted by the Hollywood stars of their time.
They refused to attend their shows, even if it meant being ridiculed and
rejected as “misanthropists,”—a term often used to denote their non-con-
formist lifestyle. Imagine what would happen today in America, or in any
Christiancountry, if all professing Christianswouldfollow theexampleof the
early Christians by refusing to watch or participate in any form of entertain-
ment that promotes violence or immorality! The entertainment industry
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would soon have to clean up their programs if they wanted to remain in
business.

Music in the Early Church. In the early church, the music was
largely inspired by the vision of a majestic, transcendent God and Savior to
be approached with awe and reverence. We find a glimpse of such musicin
the® Christ-centered” hymns of the New Testament, especially in the book of
Revelation (Rev 4:8,11; 5:9; Eph 5:14; 1 Tim 3:16; Col 1:15-20).

In discussing how thetranscendent vision of thedivinity moulded the
musical styles of both early Christianity and Islam, Lois Ibsen Al Faruqi
offersthisinformative desription: “ Religious music avoided theemotive, the
frivolous, the unfettered responses either to great joy or great sorrow. The
limited range and contiguity of notes in Gregorian and Quranic chant, the
prevalence of stepwise progression, the avoidance of large melodic leaps—
al these contributed to this demand. The relaxed tempos, the cam and
continuous movement, the rejection of strong accents and changes of inten-
sity or volume were likewise conducive to an attitude of contemplation and
departure from worldly involvement. The use of regularly repeated metric
unitswould have tended to arouse associ ations, kinaesthetic movementsand
emotions incompatible with the notion of religiosity among Muslims and
early Christians. These weretherefore avoided. . . . Music contributed little
or nothing to dramatic/programmatic content or tone painting imitating the
objects, events, ideas or feelings of this world. Hence abstract quality has
been a marked feature. . . . Formal characteristics accorded with this
tendency, making elements of unity and change dependent upon correspop-
dence with poetic units rather than with narrative or descriptive factors.”

She continues explaining that not only the structure of the music, but
alsotheway it was performed wasinfluenced by thelofty conception of God
and the avoidance of secular associations: “ Performance practice, relying on
the human voice, has avoided the secular associations which instruments
might bring, as well as the chordal harmonies which could be suggestive of
emotional or dramatic effects. Even the use of the human voice or voices. .
. hasavoided the sensual and imitativein order to enhancethe spiritual effect
on the listener.” 8

The solemn, awe-inspiring music of the early churchwasdriven by a
lofty view of God. Its avoidance of the secular associations that musical
instruments might bring is particularly relevant to the current debate over the
use of music and instruments associated with therock scene. Thelessonto be
learned from the witness of the early church is that the worship of a holy,
majestic God calls for sacred music which avoids secular associations.
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TheMiddleAges. Theimperial recognitionand protectiongrantedto
Christianity in the fourth century did not significantly change the transcen-
dent “God beyond us” view of the Godhead. Christians adapted the artistic
formulas used to extol the glory of the monarch to represent their conception
of the omnipotence and transcendence of God. The development of
sacerdotalismand sacramentalism distanced God evenfurther fromthedirect
experience of the worshippers, whose participation in worship was mini-
mized. Infact, thesinging was performed mostly by theclergy, and not by the
congregation. Lay members were spectators rather than participants in the
church services.

The conception of “God beyond us” was reflected in the music of
thetime, where, asPaul Lang pointsout, “the subject and aim of Christian
cult music was and remained . . . the glorification of God and the
edification of man.”*® The focus of church music, as Wolfgang Stefani
notes, “was the transcendent God, and humankind was to be taught about
Himandraisedto Hisrealm. Contemplation, rather than involvement was
the emphasis; idealism, not realism; instruction, not pleasure; spiritual
meaning, not psycho-physiological power were the objectives. These
ideals can betraced in most Christian artistic expressionsover aperiod of
athousand years.” %

The societal consciousness of God as the transcendent and omnipo-
tent Ruler of mankind, that existed during the Middle Ages, has never been
equalled. As Calvin Johansson points out, “There were no ‘sacred’ and
‘secular’ categories. Art, music, and drama had but one end—the praise of
God. No cost was too much, no effort too great to bring to pass that which
brought glory tothe Creator. Hence, art wasfull of ecclesiastical symbolism.
In music, triple meter had religious significance because it was thought to
symbolize the three persons of the Trinity. The musical interval of an
augmented fourth was avoided because its lack of consonance wasthought to
represent the diabolus in musica, the devil in music.”#

For most of the Middle Ages sacred music was limited to the
monophony of chant, which consisted of one note sung at a time without
harmony or accompaniment. Around the turn of the millennium, medieval
composers introduced polyphony— two, three, or four parts sung simulta-
neously. Thiswasan incredibleinnovation. Before polyphony, all singing
consisted of one melodic line, known as chant. There was no harmony, no
chords, no pianos, no orchestras.

Those who argue that the church in the past borrowed secular
melodies to compose sacred music ignore the fact that medieval music
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was very homogeneous, and there was “ no distinction between the sacred
and the profane until the beginning of the Baroque Era.”?* “The differ-
ences between plainsong, troubadour and folk styles were less important
than their melodic interpenetration and their common relationship to a
timeless universal deity.”#

Though battered by barbarian invasions and influences, the medieval
society remained oriented toward God and the church. People lived to serve
Godwiththeir work and church. They perceived God asatranscendent Being
“beyond us’ andtheir church musicrevealstheir concernto honor theinfinite
and omnipotent Ruler of theuniverse, rather than to seek personal enjoyment.

2. The“God For US’ Orientation

The medieval transcendental orientation of “God beyond us’ was
gradually replaced, beginning in the sixteenth-century, with an immanent
conception of “God for us.” The Protestant Reformation played amajor role
in shortening the “distance” between God and the believer. By stripping
away the mediatorial role of priests and saints and by emphasizing the
priesthood of al believers who have direct access to God, the Reformation
hel ped peopleto see God asa“kind” Being, “for us’ and closetous, morethan
“above us.”

The medieval vision of God as an exacting, unapproachable Judge
was replaced by that of aloving God eager to save all those who accept the
reconciliation provided through theatoning sacrifice of HisSon. Though God
wasstill recognized asabove and beyond, the shift infocuswasonthe loving
Savior whom the believers could approach directly and personaly.

TheRoleof L uther. Thenew vision of thenearnessand accessibility
of God encouraged the production of a music that was more expressive of
everyday life. Luther played aleading rolein producing music expressive of
thenew understanding of God and sal vation, andin promoting congregational
singinginthecommonlanguageof the people. Contrary to L uther, Calvinand
Zwingli censured the singing of lyrics not found in the Scripture, allowing
only the Psalmsto be sung in worship.

In Luther's day, congregations were not allowed to sing in the
Catholic church service. Thus, the “musical training” of most people con-
sisted mainly of popular tunespicked up on the street. AsFriedrich Blume
points out, “ people accustomed to singing only in a secular surrounding and
toremaining silent in thetraditional church.. .. now they had to learn how to
sing in the church.”
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L uther developed a unique style of church music, known as chorale,
by borrowing somefamiliar, singabletunes, towhichheadded Christiantext.
Defendersof “Christian” rock argue that since Luther borrowed tunesfrom
barroom songs of the day and added Christian texts to them (known as
contrafacta), wecan also borrow tunesfromtherock music of our day and add
to them Christian lyrics.

Larry Norman, a well-known CCM leader, wrote the song “Why
Should the Devil Have All the Good Music.” Thetitle of the song isdrawn
from a statement which originated with Luther. Norman felt that if Luther
could usemel odiesthat were sungin pubs, contemporary musicianscould do
the same. Poor Luther! Hewould be shocked to know how hiswordshave
been twisted to say something totally different from what they were
intended to mean.

Luther and Secular Music. The appeal to Luther isfrequent in pro
“Christian” rock literature. For example, in his book The Contemporary
Christian Music Debate, Steve Miller wrote: “The modelsfor his[Luther’ s|
lyrics were the popular ballads of hisday. The tunes were borrowed from
Germanfolk songs, themusi c of themasses, and evenahymntoMary. L uther
was not concerned with the association or origin of the tunes as he was with
their ability to communicate truth.”#

In asimilar vein, Michael Tomlinson, an Adventist pastor, wrotein
Ministry: “ Eliminating thesecul ar rootsof Christian musicwould meanto say
good-bye to the hymns of Martin Luther, whose music was borrowed from
secular German folk tunes.”? In the same issue of Ministry (September
1996), Lillianne Doukhan, Professor of Church Music at the Seventh-day
Adventist Theological Seminary at Andrews University, wrote: “Martin
Luther used melodies and rhythms familiar to the people for his chorales.
Contrary to Calvin, Luther did not perceive the church as separate from
society; in his philosophy, secular elements could be transformed according
to anew understanding.” %

Theargument that we can borrow popular rock tunes, because L uther
borrowed secular, popular tunes of hisday, ismisleading and inaccurate, for
at least five reasons.

First, Luther usedwhat may becalledthe* classical” musicof hisday,
and not a sacrilegious type of music like most secular rock music today.
L uther did not adopt the sensual, erotic music of the day. On the contrary, he
warned against the use of “erotic ranting” as being the devil’s means to
corrupt human nature.?®
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Thetunesadopted by L uther, writesUIrich Leopold, “werefolky, but
never vulgar. Rollicking drinking songs were available in the sixteenth
century too. Luther steered clear of them. He never considered music amere
tool that could be employed regardless of its original association . . . but
was careful to match text and tune, so that each text would haveits proper
tune and so that both would complement each other.” 2

Second, of the thirty-seven chorales composed by Luther, only one
tune came directly from a secular folk song. Fifteen were composed by
Luther himself, thirteen came from Latin hymns or service music, two had
originally been religious pilgrim songs, four were derived from German
religious folk songs, and two are of unknown origin.*¥ What most people
ignore is the fact that the one tune borrowed from a folk song, which
“appeared in Luther’ shymnal of 1535, was|ater replaced by another mel ody
in the 1539 song book. Historians believe that Lut,Qer discarded it because
people associated it with its previous secular text.”

Thesefactsdiscredit thepopul ar assumptionthat L uther borrowed the
majority of hissongsfrom secular sources. In fact, hederived very littlefrom
secular sources. Luther’s favorite composer was Josquin de Prez, who is
regarded as the most competent composer of that century.®

Luther Sought to Remove Worldly Connotations. Third, Luther
changed the melodic and rhythmic structure of the tunes he borrowed from
secular sources in order to eliminate any possible worldly influence. Inhis
scholarly book, Martin Luther: His Music, His Message, Robert Harrell
explains: “ The most effective way of [negating] worldly influence would be
to‘de-rhythm’ themusic. By avoiding dancetunesand‘ de-rhythming’ other
songs, Luther achieved a chorale with a marked rhythm, but without the
devicesthat would remind the peopl e of the secular world. So successful was
the work done by Luther and other Lutheran musicians that scholars were
often unabl e to detect the secular originsof chorales. Theother way inwhich
L uther sought to remove secul ar associationsfrom the mind of the congrega-
tion wasthrough the use of Scripture and scriptural allusionsinthetexts. By
filling hischoraleswiththewritten Word, L uther sought to direct thethoughts
of his people toward the Living Word.”*

Harrell concludes his well-documented study, saying: “A study of
Luther’s chorales reveal s two important facts about Luther’s use of secular
elements in his sacred music: (1) Although there was much popular music
available to him, from drinking songs to dance tunes to religious folk songs
and carols, L uther choseonly thosetuneswhich best |ent themsel vesto sacred
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themes and avoided the vulgar, ‘rollicking drinking songs’ and dance tunes.
(2) No materia which Luther used for achoral e remained unchanged, except
for the one case noted previously. Rather, ‘he carefully tested the melodies
he considered, and when necessary molded them into suitability. . . .
Alterations were freely made.’”3

Fourth, it isimportant to note that L uther lived inthe“ Age of Faith,”
andnotinthe“Ageof Skepticism” likeours. Thecultureof Luther’ stimewas
influenced by religiousfaithand moral values. Themajor universitiesandthe
fineartswere controlled or sponsored by the church. Thedistinction between
secular and religious music was relative.

Friedrich Blume explains. “Protestantism preserved the medieval
classification of the world, with secular art subjected to an intellectual
discipline characterized by piety and churchliness. Under these conditions
the disparity between sacred and secular music could at first hardly
becomeaproblem.”* Inthelight of thisfact, “to say that L uther borrowed
from secular sourcesisto admit that herelied on, at the worst, areligion-
based culture.” 3¢

Thereisaworld of difference between the secular culture of Luther’s
time and that of our times. The secular music of Luther’s day was largely
inspired by a religious faith, while most secular rock music today openly
rejects and defies the Christian faith and moral values.

Fifth, Luther arranged musicfor young people of histimeinaway to
lead them away from the attraction of worldly music. This can not be said of
“Christian” rock music today which retainsthe melody and rhythm of secular
rock. Luther explained why he changed the musical arrangements of his
songs. “ These songswere arranged in four partsfor no other reason than that
| wanted to attract the youth (who should and must be trained in music and
other fine arts) away from love songs and carna pieces and to give them
something wholesome to learn instead, so that they can enter with pleasure
into what is good, as befitting to youth.”3’

Inthelight of these facts, anyone who uses L uther’ s statement “Why
should the Devil have all the good tunes?’ to defend the use of rock musicin
the church ought to know that the argument is clearly negated by what L uther
said and did. Luther’s use of secular music teaches us not to sanitize rock
musi c which promotes sex, drugs, and violence, but to chooseinstead the best
music of our culture and make it afitting vehicle to communicate the Word
of God. What a marvellous example we have in Martin Luther!



TheWorldview of Rock Music 51

3. The“God Beside Us/Within Us’ Orientation

The immanent concept of “God for us,” promoted by the sixteenth-
century Reformation, progressively moved more and more toward a subjec-
tive understanding and experience of God. This development from “God
beside us’ to “God within us’ began in the seventeenth century and has
continued to our time.

The immanent aspect of the immediate and intimate experience of
God hasbeenincreasingly emphasized. Thepersonal andinternal experience
of the divine became the hallmark of Pietism, Methodism, Evangelicalism,
American revivalism, the Holiness movement, and Pentecostalism. Rock
music, aswe shall see, followsasimilar orientation in offering to itsfansthe
means to plug in to a“supernatural” power.

Wolfgang Stefani notes two different streams among these move-
ments—streams which have been gradually merging together in the late
twentieth century. “ Thefirst category—' God besidesus — included Pietism
(initsinitial seventeenth- and eighteenth-century phase), Methodism, and
Evangelicalism. The second category—' God within us' —included nine-
teenth-century American Revivalism, the Holiness Movement, and
Pentecostalism. Thefirst stream stressed daily, cooperativerelationshipwith
theHoly Spirit, whilethe second placed emphasis on the abandonment to the
Spirit’s control. While both highlighted the closeness of the Divine, the
former adopted a more reasoned posture, whereas the latter favored a more
unrestrained, intuitive approach.”

A common characteristic of these movements was the adoption of
tunesfor evangelical hymn books derived from the music of the operahouse
and concert hals. Church music became very self-oriented, emotional,
sentimental, and appealing to the senses. This was especialy true in the
rapidly developing Charismatic movement. The goal of music wasto cause
people to experience an ecstatic encounter with God at the emotional level.

Self-Orientationin Music. A good exampleof theself-orientationin
music is the “Gospel song movement of the nineteenth century,” which, as
Calvin Johanssen explains, “gave new meaning to the concept of religious
self-interest. Songssuch as*Will ThereBe Any Starsin My Crown? and ‘A
Sinner Like M€ were typical of the ‘me-centrism’ of culture's progress.
Coupled with mel odramatic nostal gia, they joined thetrend toward compl ete
subjectivity. Gospelssongssuch as‘My Mother’sPrayer,” (‘ Asl wondered
‘round the homestead, Many adear familiar spot Bro’t within my recollec-
tion Scenes I'd seemingly forgot’), as well as ‘I am Coming, Dear

Saviour,” were typical of the genre’s selfish orientation.”*
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This self-orientation characterizes much of secular and “Christian”
rock music, which speaksfar moreof “1” and “me,” than of Christ and God.
Eventherecently knighted Sir Elton John, author of the popular song*“ Candle
inthe Wind,” does not hesitate to sing about his solution to boredom:

I”’m getting bored

being part of mankind,

think I'll buy aforty-four

and give ‘em all asunrise.

Y e, think I’'m gonnakill myself,
cause alittle suicide.®

What atragic way to find asolution to boredom! Y et, thissolutionis
hardly surprisingwhen “self” displaces God in aperson’ slife. The same self-
orientation is present in many “ Christian” rock songs, aswe shall seein the
next chapter. Anexamplecan befoundinthewordsof the song“Beheaded,”
which is sung by the popular “Christian” band known as “V engeance.”

| want (my) head chopped off
You'll see (my) body rot

But then (1'll) reign with Christ
And then you will fry.

This outrageous “Christian” song, which ends with the screams of
tortured sinners, reveals aclear directionin rock music, namely, to focuson
thehuman dilemmas, rather than on God’ sprovisionfor thesal vation of every
human being.

Charlie Peacock, an awarding-winning artist, songwriter, and pro-
ducer of Contemporary Christian Music (CCM), in his book At the Cross-
road: An Insider’s Look at the Past, Present, and Future of Contemporary
Christian Music, acknowledges the shift from God to self that has occurred
in CCM, partly dueto charismatic influence. Hewrites. “ By emphasizing the
work and giftsof the Holy Spirit, especially spontaneous revel ational proph-
esying and speaking intongues, thefocus shifted from knowing God through
HisWord to knowing God through experience. Thisinturn shifted thefocus
fromthinking tofeeling, whereinfor many believerstheir experience became
as much the measure of truth as the sure Word of Truth. . . . For some
Christians, the desire for charismatic experiences gradually eclipsed their
desire to learn of God through the Bible.”

Pentecostal “ God Within Us” Experience. The present searchfor a
charismatic experience through music can be traced to the early Pentecostal
music of the nineteenth century, which usually took up to two-thirds of the
worship service® The music was characterized by hand clapping, foot

stomping, and dancing in the spirit.*
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“The intense singing was commonly accompanied by the strum of
guitars, therhythmic beat of tambourinesand drums, and the blare of brassas
new converts brought their instruments from now-forsaken dance bandsinto
the house of worship.”# Repetitious choruses with tunes of secular origin,
together with drama and mime, were all used to generate emotional excite-
ment rather than intellectual comprehension.*

George P. Jackson, a specialist on North American folk hymnody,
providesacol orful eyewitnessaccount of how musicfunctionedintheservice
of aChurch of God in Cleveland, Tennessee, in 1929. The music began at the
high point of the service, known as “the adtar service” *“Then the songs
function, asarhythmic, tom-tom-like noisefor inducing the desired ecstacy,
becameapparent. For fromthat timeontherewasnolet-up. Thespirit moved
someto dance, othersto speak in the unknown tongue, to shout, to jerk, or to
fall inadeadtrance. Mournersinever-increasing numbersfell ontheir knees,
elbowsinafolding chair, at theatar, whilethe exhortersclapped handsto the
time of themusic. . . . After half an hour of this, the singing came to an end.
Also the instrument strummers, worn out, dropped out one by one, leaving
only thepiano player and atambourinewhacker whom| could not see, tocarry
on the steady, and almost terrifying rhythmic noise.” %

Indiana Adventist Campmeeting. Theuseof loud, rhythmic music,
to cause an immediate emotional “high” experience of God, was not foreign
to early Adventism, as Ronald Graybill has documented.®® An unusual
manifestation of such an experience occurred at a campmeeting, held in
Muncie, Indiana, on September 13-23, 1900. Stephen Haskell, an Adventist
church leader and author, describes what he saw in aletter he wroteto Ellen
White, on September 25, 1900: “It is beyond description. . . . There is a great
power that goes with the movement that is on foot there. . . because of the
music that is brought to play in the ceremony. They have an organ, one bass
viol, three fiddles, two flutes, three tambourines, three horns, and a big bass
drum, and perhaps other instruments which | have not mentioned. . . . When
they get on ahigh key, you cannot hear aword from the congregationin their
singing, nor hear anything, unlessit be shrieks by those who are half insane.
| do not think | overdraw it at all. | never saw such a confusion in my life. |
have been through scenes of fanaticism, but | never saw anything likethis.” 4

Ella Robinson, a granddaughter of Ellen White, offersusasimilar
descriptionof suchreligiousgatherings: “ They wereledto seek anexperience
of physical demonstration. The bass drum and the tambourinesaided in this.
It was expected that one, possibly more, of their number would fall prostrate
tothefloor. Hewould then be carried to the platform, where adozen or more
peoplewould gather around and shout ‘* Glory to God’ whileothersprayed and

sang.”*°
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It isnoteworthy that the bedlam of noise of the Indiana Campmeeting
and similar religious gatherings was inspired by the “Holy Flesh Doctrine,”
which waswidely accepted by the Indiana Conferenceworkers, including its
president, R. S. Donnell.* According to their teachings, Christians can
receiveanincorruptibleflesh now and bealivewhen Jesusreturned. It should
be noted that loud instrumental, rhythmic music played at their religious
gatherings was designed to facilitate this physical experience of the divine
transforming power. In many ways the “Holy Flesh Doctrine” represents
another exampleof the* Godwithinus’ conception of theDivinethat wehave
traced historically and of theattempt to experience God’ spower throughloud
and rhythmic music.

Ellen Whitetook astrong stand against the* Holy Flesh Doctrine” and
themusic used to promoteit. Shewrote: “ TheHoly Spirit never revealsitself
in such methods, in such abedlam of noise. Thisis an invention of Satan to
cover up hisingenious methods for making of none effect the pure, sincere,
elevating, ennobling, sanctifying truth for this time. Better never have the
worship of God blended with music than to use musical instrumentsto do the
work which last January was represented to me would be brought into our
campmeetings. . . . A bedlam of noise shocks the senses and perverts that
whichif conducted aright might beablessing. . . . Thosethingswhich have
beeninthepast will beinthefuture. Satanwill make music asnareby theway
it is conducted.” >

Ellen White's warning had its intended effect. Loud and rhythmic
instrumental music was discontinued in Adventist churches. It is only in
recent times that loud, syncopated, rocky music has begun making its
appearance again at Adventist youth rallies and in an increasing number of
churches. This development is not surprising, since with prophetic insight
Ellen White predicted at theturn of the century that “ Thosethingswhich have
beeninthepast will beinthefuture. Satanwill make musicasnareby theway
it is conducted.” >3

Ragtime Music. It is noteworthy that the acceptance of loud, rhyth-
mic music at the turn of the century by Pentecostal and some Adventist
churches concideswith thetimewhen “ragtimemusic” was sweeping across
Americaand Europe. On August 1899 Scott Joplin, a Black man known as
the King of Rag Music, published The Maple Leaf Rag. People soon learned
to danceto the syncopated beat of rag music, which was popul arized by white
band leader William Krell and others.

Rag music, which is the forerunner of the blues and of rock music,
seems to have influenced the adoption of loud, rhythmic music by some
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Christian churchesat the turn of the century, in the sameway that rock music
isinfluencing some Christian churchestoday. History isrepeating itself. Itis
unfortunate, that all too often, Chrstian churcheshave been slow inlearning
the lesson of history.

From God-centered to Self-centered Music. The use of music to
inducean ecstatic spiritual “high” isamanifestation of astrongimmanental
“God within us’ conception, which causes people to seek an immediate
emotional experience of God through the stimulus of rhythmic, loud music.
The historical evolution we have briefly traced from the transcendental
understanding of “God beyond us’ during the medieval period, to the
immanental conception of “God for us’ during the sixteenth century Refor-
mation, and to “God within us’ perception from the seventeenth-century to
our times, hel psusunderstand thegradual evolution of churchmusicfromthe
chant to the chorale, and to today’ s “ Christian” rock.

The popular attraction of “ Christian” rock music today, asameansto
induce an emotional “high,” must be seen as the natural outcome of the
gradual evolution in the understanding of God during Christian history. The
shift from a predominantly transcendent view of “God beyond us’ to an
unmistakably immanent conception of “God within us’ has encouraged the
production of music which hasgradually become more self-centered and less
God-centered.

The historical evolution of church music traced aboveteachesusthe
importance of maintai ning acorrect understanding of God and Hisrevel ation.
In Scripture, God has revealed Himself as being both transcendent and
immanent, beyond us and within us. These two dimensions of God's self-
revelation must be kept in proper balance to ensure a healthy religious
experienceand churchmusic. Chapters6 and 7 examinemoreclosely how our
theology must inform our religious experience, including the melody and
rhythm of our music.

To understand why rock music has gained such animmense popular-
ity inour society, andinmany Christian churches, weneedto briefly consider
two significant concomitant developments. The first is the pantheistic/
immanent orientation of the African music which is the root of rock music.
The second istheinfluence of humanistic ideas which have shaped much of
Western thought, especialy during the past two centuries. Both of these
developments, aswe shall see, have facilitated the adoption of rock musicin
the secular and Christian world.

African Rootsof Rock Music. In hispenetrating analysis of rock
music, published by Oxford University Press and entitled The Triumph of
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Vulgarity: Rock Music in the Mirror of Romanticism, Robert Pattison
points out that rock music drawsitsinspiration not from the transcenden-
tal religions of Confucianism or Islam, but from its original home in
Africa and India®* The reason for its presence in these cultures is a
pantheistic/immanental conception of God—a Being not beyond, but
within, theindividual and the natural world. This conception is reflected
especially inthestructural features of the West African possession-trance
type of music.

Pattison explainsthat theindividual inthesecultures*livesout acreed
that swallows up history. Hishomeisthe eternal, primitive now from which
rock traces its descent:

Hail, hail, rock ‘n’ roll,

Deliver me from days of old,

Long liverock ‘n’ roll,

The beat of the drums loud and bold,

sang Black guru Chuck Berry in therock classic * School Days.” ... Rock is
drawn to primitive culturesthat promisesrel easefrom ahistory that seemsto
promise the death of the imagination.”>

The African roots of rock music explainswhy, according to Pattison,
that “the Deltais the root and the Mississipi the stem for the flowering of
African music in America. . . . Sam Philipps had the ideal credentialsto be
instigator of the rock revolution. Hewasborn in Alabamaand reared among
the cotton fields. He grew up with apassion for the Black music that was an
integra part of theagriculturd lifein the Deltaand for the peoplethat madeit.”

“The secret of Philipps’ successwas not hisdevotion to black genius
but hisappreciationfor thewhitetaste. . . . Heisthe source of the most famous
remark ever made about rock, made before there wasrock: ‘If | could find a
white boy who could sing like anigger, | could makeamilliondollars .. ..
Phillipsfound hiswhiteboy in ElvisPresley. Nineteen-year-old Elviscut his
first professional record for Phillips on July 6, 1954, a date that will live
forever asthe day on which rock began. . . . What belief in the incarnation
isto a Christian, devotion to this myth of black originsisto the rocker.”s” It
isunfortunate that Sam Philipps, who grasped the market potential of black
music, identifies his own race with an offensive and unnecessary term.

The pantheistic/immanent focus of rock music resembles the this-
worldly orientation of our humanistic culture, aswell as“the God within us’
orientation of many Christianstoday. The convergence of thesethreefactors
helps us to understand why rock music, both in its secular and “ Christian”
versions, has become the most popular genre of music today. Simply stated,
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Afro-American, humanists, and many Christians have been attracted to rock
music because they find in it the medium that helps them to express and
experiencetheir similar panthei stic/immanent worldview. Each group expe-
riences through rock music, though in different ways, the feeling of being
plugged in to something greater than themselves.

Revival Music and Afro-American Conversions. Further sup-
port for the commonality between the African music and the“ God within
us’ orientation of much of Christianity today is provided by recent
scholarly studies on the relationship between Christianity and the Afro-
American experience. Theresearchindicatesthat prior to 1740, relatively
few Afro-Americans were converted to Christianity in North America.®®
Thesituation changed dramatically with the advent of revival movements
and campmeetingsin the latter half of the eighteenth century, continuing
into the nineteenth century. Conversions among Afro-Americans in-
creased markedly, especially to Methodist, Baptist, and independent
denominations.

Olly Wilson maintains that a significant factor often overlooked is
“that several aspects of the common forms of worship used by the Protestant
revivalist movement in the United States at that time were consonant with
several traditional West African practices.”®

On asimilar vein, Melville Herskovits argues that Afro-Americans
were attracted to the revival type of Christianity because “its ritualism most
resembled the type of worship known to them.”® Some of the common
characteristicsincluded “ Loud emotional criesand groansthroughout the
service, worshippersleaping out of their seats, screaming, jerking, shouting,
falling into convulsions, speaking in tongues, and engaging in dance; the
use of music in creating an emotional atmosphere; the performance of
hymns and spiritual songsin call-response format or verse-chorus struc-
ture where the congregations joined in on familiar choruses or repetitive
lines; and the accepted exuberant and excited participation.” !

Afro-Americans responded to this kind of revival music and
programs, because in many waysthey reflected their native African roots
and cultural orientation. It wasout of the same Africanrootsthat later rock
and roll music was born. It is hard to believe, notes Pattison, “that the
most prosperous civilization in the history of mankind should in the
fulness of its power ascribe its popular music to the influence of an
oppressed African minority atrophying among thefarmland of its poorest
economic sector.”® Yet it happened. Why? The answer isto befoundin
the influence of humanism in Western societies—an ideological move-
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ment which, asweshall now see, sharesasimilar pantheistic, this-worldly
orientation of rock music, and consequently found in such music ameans
to express the humanistic faith.

Thelnfluence of Humanism. Humanismisan ideological move-
ment that began in the sixteenth century with the cultural rebirth of the
Renaissance and has gained increasing momentum until our time. We
could sum up humanism asashiftinfocusfromdivinity to humanity. The
humanists largely repudiated the religious, other-worldly medieval cul-
ture, promoting instead self-centeredness, self-determination, self-plea-
sure, self-cultivation, and self-importance. During the succeeding centu-
ries, humanism gave rise to such movements as the “Enlightenment,”
which emphasized the primacy of human reason, and “Romanticism,”
which idealized human passions and envisioned a fantasy world which
could never be.

Arts, like music, came to fulfill the religious function vacated by
traditional religion. Thisprocesswasfacilitated by the pantheistic orientation
of Romanticism, an orientation which prevailstoday in our society. Panthe-
ism rejectsthe existence of any transcendent being, identifying thedivine
with all natural processes. What thismeansisthat pantheists seek to find
God, not beyond them, but within them and in the things around them.

Pattison defines Panthei sm as* agarbage-pail philosophy, indiscrimi-
nately mixing scraps of everything. Fine distinctions between right and
wrong, high and low, true and false, the worthy and unworthy, disappear in
pantheism’ s tolerant and eclectic philosophy.” 3

“Pantheistic ideas have gradually usurped the place of established
opinion. Heretical pantheismistheorthodoxy of modern culture, arevolution
in thought for which there is no precedent.” % * Pantheism acknowledges. . .
that welivein auniverse of sensual experience of which | am the center and
infinite circumference. By thisadmission, pantheism gainsin honesty what
it shedsin guilt.”®

Rock music, according to Pattison, is the ritua of the pantheistic
culture of our time, as“ameans of approaching the infinite.”® Through the
ecstasy of rock music, thefan transcendsthelimitation of timeand spaceand
plugsinto a surrealistic world of fantasy.

Many Christians are attracted to rock music and attempt to sanitize
it for church use, because secular rock music provideswhat many describeas
“anew kind of religious experience for young people.”®” In the next chapter
we take a closer look at rock music as a religious phenomenon. For our
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immediate purpose, Evan Davies offers an adequate description of such an
experience: “ The rockmania behaviors manifest entrancement in the techni-
cal sense of being entirely possessed by theexperience. . .. Theregularity of
the rhythm is enhanced by the overbal ance of the bass and percussion. The
output of excessively high volume creates a physiological sensory response
which floods one’ s sensory modality. Reiteration of the thematic and verbal
material also creates hypnotic effect.”

The capacity of rock music to create an hypnotic effect obviously
attractsthose Christianswho arelooking for an emotional “high” experience
of God within them. Their theological understanding of God as a universal
power present within them and around them, and their eagerness to connect
to such apower, predisposesthem toward rock music. Why? Simply because
rock, through its relentless beat, loudness, and ritual dance, createsthe false
perception of plugging into the supernatural.

By adopting modified versions of rock music, Christians are suscep-
tible to adopt the self-centered, hedonistic worldview of the rock scene and
become citizens of the “City of Self.” As Pattison explains, “In rock, the
universe is composed of two cities. The City of the World is peopled by the
zombieswho havesuccumbed to cash. Thesezombiesbelieveintranscendent
values, traditional class antagonism, and politicsasusual. Thisisanoncity,
acity of negatives, of stifled creativity, of withering selfhood. Alongsidethe
City of the World isthe City of Self. The City of Self ispeopled by rockers
who acknowledge only one vulgar order of primitive feeling. Though it
overlaps the City of the World, this City of Self is growing, creative, and
potentially infinite.” %

For the Christian, the alternative is between the City “whose builder
and makerisGod” (Heb 11:10), where* nothing uncleanshall enterinit” (Rev
21:27), and the City of Self, where al forms of evil are welcomed. By
choosing themusic playedinthe City of Self, Christiansruntherisk of failing
to enter into the City of God.

CONCLUSION

Four major conclusions emerge from the foregoing investigation.
First, the production of musicin Christian history hasbeenlargely influenced
by the evolution of the understanding of God. The historical shift from the
transcendental understanding of “God beyond us’ during the medieval
period, to the immanental conception of “God for us’ during the sixteenth-
century Reformation, andto* Godwithinus’ perceptionfromtheseventeenth
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century to our times, helps us understand the gradual evolution of church
music from the medieval chant, to the Lutheran chorale, to today’s “Chris-
tian” rock.

Second, the convergence that has occurred in our time among (1) the
immanent conception of “God withinus’ popular among Evangelicals; (2)
the humanistic/pantheistic view of God asanatural process, pervasivein our
secular society; and (3) the pantheistic/immanent focus of rock music,
derived from its African roots, each in its own way has facilitated the
acceptance of rock music among Christians and secularly minded people.
Since both groups are seeking to fulfill the inner urge for a pleasurable
experience of the supernatural, rock music provides an attractive medium to
approach the infinite through its hypnotic effects.

Third, rock music posesan insidiousand subtlethreat to the Christian
faith by shifting the focus of faith from God to self and undermining the
Christian claim to divine revelation. Pattison expresses this threat concisely
and eloquently: “Rock knocksthe propsfrom under religion, first, by shifting
the locus of faith from God to self, and secondly, by depriving sects and
churches of their clam to exclusive revelation. By forcing churches to
compete on the basis of their ability to titillate the instincts of their worship-
pers, vulgar pantheism compels the champions of organized religions to
abandon their pretension to superior truth and turns them into entrepreneurs
of emotional stimulation. Once God has become acommodity used for self-
gratification, his fortunes depend on the vagaries of the emotional market-
place, and his claim to command allegiance on the basis of omnipotence or
omniscience vanishesin ablaze of solipsism [self isthe only redlity] as his
priests and shamans pander to thefeeling, not thefaith, of their customers.”

Fourth, theworldview of rock musicisinimical and antithetical tothe
Christian faith. By rejecting the transcendent/immanent God of biblical
revelation and promoting instead a pantheistic view of the supernatural that
can be experienced through its rhythmic sounds, rock music is gradually
undermining the raison d'étre of Christianity. The use of rock music in
worship isdangerous because it turnsthe church serviceinto amake-believe
fantasy world in which self-satisfaction ismoreimportant than the adoration
of aholy God.

A suitableclosing statement for thischapter isprovided by Pattison’s
prediction: “In the short run, rock and religion are complementary and will
remain so until pantheism shall have made the traditional denominations as
precarious as the passing California cults.” *
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Chapter 3
ROCK MUSIC
FROM AHISTORICAL
PERSPECTIVE

by
Samuele Bacchiocchi

In his best-selling The Closing of the American Mind, University of
Chicago Professor Allan Bloom examinessome of thefactorswhichinrecent
yearshave negatively impacted theintellectual, cultural, and moral devel op-
ment of Americanyoung people. Thebook stayed onthebest-seller list of The
New York Timesfor over six months, selling over amillion copies. Itisevident
that many people appreciate the insightful analysis Bloom provides on what
he calls “the closing of the American mind.”

Inthe chapter entitled “Music,” Bloom describesrock music as*junk
foodfor thesoul” whichgivesvent tothe* rawest passions’ and against which
there is “no intellectual resistance.”* We could also add that there is no
significant resistance against rock music on the part of many Christian
churches which have adopted a sanitized version of such music for their
worship service and evangelistic outreach.

Bloom bases his conclusion on the observation of hisstudentsduring
the past thirty years. He notes that in the previous generation, when his
students wereraised on classical music, they had agreater interest for higher
learning about truth, justice, beauty, friendship, etc. By contrast, the students
of thisgeneration, who areraised on rock music, show lessinterest for hi gheg
learning, being moreinterested instead i n businessand immediate pleasures.

Classical music, according to Bloom, is essentially harmonic, while
rock musicisrhythmic. Harmonic music appealsmoreto themind and makes
its listeners more contemplative. Rhythmic music appeals more to the
emotions and makesiitslisteners more passionate. The effect on the brain of
prolonged exposureto electrical amplification of rhythmic musicis”similar
tothat of drugs.” Bloom’sthesisis supported by scientific studies cited by
Tore Sognefest, aNorwegian musician and author who contributed Chapter
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8 to this symposium. One study reported by the Scripps Howard News
Service states that “ exposure to rock music causes abnormal neuron sfruc-
tures in the region of the brain associated with learning and memory.”

In an interview, Bloom said that he agrees with Plato that “music
expresses the dark chaotic forces of the soul and the kind of music on which
peopleareraised determinesthe balance of their souls. Theinfluence of rock
musi c on kidstoday reassertsacentral roleof musicthat hadfallenintodisuse
for almost ahundred years. Oncewe recognizethisnew centrality, however,
we have to discuss which passions are aroused, how they are expressed, and
the role this playsin the life of society.”

In recent yearsthere has been considerabl e discussion on therevolu-
tionary impact of rock music on the mental, moral, spiritual, and social
behavior of people. Yet there are still significant questions that remain
unanswered.

What is there about rock music that has attracted so many people
worldwide and has made it such arevolutionary social phenomenon? Why
isit that jazz or the blues, for example, did not have the same revolutionary
impact on society? Isrock musicjustamusical stylelikemany others, or does
it embody certain “religious’ beliefs, amost hypnotic powers, and value
systems that are countercultural and anti-Christian?

Objectiveof ThisChapter. Thischapter seeksto answer the above
guestions by examining the historical and ideological evolution of rock
music. The purpose of thissurvey isnot merely toinform thereader about the
history of rock music. Such information is readily available in far more
comprehensive studies. Rather, our concern isto help the reader understand
the real nature of rock music by tracing its ideological evolution and by
focusing onthevaluesthat haveemerged during thecourseof itshistory. This
analysiscontinuesin thefollowing chapter which examinesmore closely the
nature of rock music.

Thisstudy showsthat rock music hasgonethrough an easily discern-
ible hardening process. What began in thefiftiesas plainrock hasgradually
becomemellow rock, folk rock, soul rock, funk rock, psychedelicrock, disco,
hard rock, heavy metal rock, punk rock, thrash metal rock, raverock, and rap
rock. New types of rock music are constantly appearing, while the old ones
are still acclaimed.

A popular assumptionisthat thesevarioustypesof rock music arejust
another musical genre that people may like or dislike, depending on their
musical preferences or culture. Thus, nothing isimmoral about rock music
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per se. Itisonly itsimproper use that is morally wrong. So, by changing its
lyrics, Christians can legitimately use rock music to worship God and
proclaim the Gospel.

This study invites readersto take a closer look at the intrinsic nature
of rock music. Unfortunately, most peoplefail to realize that thereismoreto
rock music than meetsthe eye. Our investigation indicatesthat rock musicis
a revolutionary “religious’ countercultural and anti-Christian movement
which usesits rhythm, melodies, and lyrics to promote, among other things,
a pantheistic/hedonistic worldview, an open rejection of the Christian faith
and values, sexual perversion, civil disobedience, violence, satanism, occult-
ism, homosexuality, and masochism.

These characteristics of rock music become more evident aswetrace
its historical development and ideological characteristics in this and the
following chapters. Thefindingsof thisstudy give usreason to conclude that
rock music is not an amoral musical style, but a music of rebellion which
defies God, rejects accepted morality, and promotes all sorts of perverted
behavior. No other music hasever appeared during the past twenty centuries
which so blatantly rejects the moral values and beliefs that Christianity
represents. This conclusion becomesincreasingly evident during the course
of our historical survey of rock music.

We pose aprobing question at crucial pointsof our investigation into
the historical evolution of rock. Can rock music be legitimately transformed
into afitting medium to worship God and proclaim the Gospel’ smessage? In
answering thisquestion, wekeepinmindthat themediumaffectsthemessage.
The answer to this question becomes self-evident during the course of this
investigation as we uncover the ethical and religious values promoted by
rock.

For the sake of clarity thischapter isdivided into four parts. Thefirst
part traces the roots of rock music to the African rhythmic music, which was
adopted in various forms by Negro Spirituals, the Rhythm and Blues, and
later by Rock and Roll. Special consideration is given to the role of Elvis
Presley in the promotion of rock music and of its values.

The second part considers the development of rock music during the
sixties, focusing especialy on the influence of the Beatles. Through their
music, these “fantastic four” young Englishmen played a major role in
promoting the use of drugs and the rejection of Christianity.

Thethird part looksat music during the seventies. During thisdecade
several factorscontributed to theriseof superstitiousand satani ctypesof rock
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music, which promoted various forms of satanic worship and occult activi-
ties. Thisalarming aspect of rock musicisobviously ignored by thosewho see
nothing wrong in the intrinsic nature of rock music.

Thelast part focusesonthehardening processof rock musicwhichhas
occurred since 1980. During this period new types of rock music appeared
which superseded the previous ones in loudness of beat, vulgarity, and
profanity. The information gathered in this historical survey provides the
basisfor addressing the fundamental probing question of whether or not rock
music can legitimately be transformed into afitting medium to worship God
and proclaim the Gospel.

PART |
THE BEGINNINGS OF ROCK MUSIC

In Chapter 2, we noted that rock music draws itsinspiration fromits
original home in Western Africa where religious worship is often a bodily
celebration of the supernatural through rhythmic music. AsMichael Ventura
points out, “The metaphysical goal of the African way is to experience the
intense meeting of the human world and the spirit world. Spurred by the holy
drums, deep in the meditation of the dance, oneisliterally entered by agod
or goddess. Goddesses may enter men, and godsmay enter women. Thebody
literally becomesthe crossroads, human and divine are united within it—and
it can happen to anyone.

“In Abomey, Africa, these deities that speak through humans are
called vodun. The word means ‘mysteries.” From their vodun comes our
Voodoo, and it isto Voodoos that we must look for the roots of our music. .
.. Voodoo isnot so much Africainthe New World asit isAfricameeting the
New World, absorbing it and being absorbed by it, agd reforming the ancient
metaphysics according to what it now had to face.”

The popular acceptance of African rhythmic music has been
facilitated by the convergencein our time between the immanent concep-
tion of “God within us” prevailing among Evangelicals, and the human-
istic/pantheistic view of God pervasive in our society. We noted in
Chapter 2 that since both groups are seeking to fulfill their inner urge for
a pleasurable experience of the supernatural, African rhythmic music
through its hypnotic rhythm, provides an attractive medium to approach
the infinite.

A unique characteristic of African music isits rhythm, which to the
Africansisthe spice of life. English musicologist A. M. Jones explains that
“He [the African] is intoxicated by this rhythmic harmony or rhythmic



Rock Music from a Historical Perpective 69

polyphony, just aswereact to chordal harmony. Itisthisremarkableinterplay
of main beats that causes him irresistibly, when he hears the drums, to start
moving hisfeet, hisarms, hiswhole body. Thisto himisreal music.” The
beat isindeed the defining characteristic of rock music. We shall seethat its
unique rhythm, whichimpactsdirectly on the body, distinguishesrock music
from all other forms of music.

A popular assumptionisthat themusic rhythm of the African VVoodoo
isassociated with Devil worship. Thisisnot necessarily true. African culture
sees supernatural beings as being inherently neither good or evil, but capable
of going either way, depending on the skills of those musicianswho practice
their arts for good or evil. The presence of the occult and satanism in some
types of rock music discussed later in this chapter, does not represent the
original intent of the Voodoo beat, which was to communicate with the
supernatural, whether good or evil.

Negro Spirituals. Therootsof rock music are generally traced to the
Negro Spirituals which developed in the deep South of the United States.
These simple songs deserve our respect because they express the sufferings
and oppressions of the American Negro. Though rhythmic in music, the
Spirituals always contained a message of hopeto be found in God' sdeliver-
ance of Hispeople. The sufferer finds the solution and ultimate hopein God,
who exchanges tattered clothing for a white robe and delivers from death
through a fiery chariot. The theology of the Spirituals may not always be
accurate, but the great faith and trust in God is unmistakable.

In time, those Blacks who rejected the message of hope of the Negro
Spirituals developed another musical form to express their suffering and
despair. Their music, known as “Rhythm and Blues,” became the
expression of those who rejected any divine solution to their plight. The
mood of the Bluesis one of sadness and despair punctuated by aregular,
heavy beat.

Hubert Spence observes: “The ‘Blues feeling was strongly evident
but there was a clear regjection of any solution outside of man. Its message
described man either drowninginhissuffering, taking hislifeinthesuffering,
or partaking of some pleasurable act (such as fornication); through these
actionsthe*blues wererelieved. And by the 1930sinthefieldsand shanties
of the delta country, there mutated this earthly, hard-driving style of music.
It was played by blacksfor the blacks (at that time called Negroes). Cured in
misery, it was ann%eome, soul-sad music, full of cries and punctuated by a
heavy regular beat.”
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TheBirth of Rock Music. After World War 11, the beat of the Blues
becameintensified with electric guitars, bass, and drums. Thefirst recordings
weremade by Chuck Berry, Bo Diddley, and John Lee Hooker. These* race”
records, as they were then known in the recording industry, were played in
1952 by discjockey Alan Freed on hislate afternoon Moondog Matineeradio
programin Cleveland. Borrowing aphraseoccurring in several Rhythm-and-
Blues songs, Freed dubbed the style“rock androll.” Thisphrasewasusedin
the ghetto as an euphemism for promiscuous sexual intercourse engaged in
the back seat of a car. In this perspective, the designation “ Christian rock”
sounds strange indeed.

Freed went on to New Y ork City to play histuneson WABC, one of
thelargest radio stations at that time. The accented beat began to take hold of
American youth. Freed’ spopularity wasnot to last. In 1959 a payola scandal
caused Freed to resign. He had been taking kickbacks from the rock singers
and groups that he promoted. He died five years later at the age of forty-
two, drunk and broke. The man who named the rock-and-roll erawasits
first victim.

The scandals which rocked the rock music did not diminish any
interest for it. Singers like Bill Haley, Chuck Berry, and Buddy Holly
contributed to popularize rock music. Especialy influential was a movie
entitled Blackboard Jungle, which featured a song by Bill Haley and the
Comets called “Rock Around the Clock.”

The real breakthrough came when nineteen-year-old Elvis Presley
began singing the “race” songs in the Black style. Presley cut his first
professional record for Sam Philippson July 6, 1954, adate which many see
asthereal birthday of rock music—that is, when rock music began to capture
national and international attention. After his first hit “Heartbreak Hotel,”
Presley established himself as the “King of Rock and Roll.”

Rock music in many ways was similar to what was popular before,
sinceit was marked by guitars, pianos, trumpets, and other instruments. Y et,
as Hubert Spence explains, “the sound was quite different: a constant drum
beat permeated the music which made it very conducive to dancing. Thg
back-beat or syncopation becamethe dominant characteristicinitsrhythm.”
This distinguishing characteristic of rock music deserves careful consider-
ation because of its unique impact on the physical aspect of the body. We
examine the rhythm of rock music in Chapter 4.

The Influence of Elvis Presley. The broad impact of Presley in
shaping therock movement isconcisely stated in the Dictionary of American
Pop/Rock: “Presley represented not only a new sound but a new look
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(sideburnsand ducktail haircut), new dress (blue suede shoes), new sensibil-
ity (the sneer), new mores (amoresensual approachtolove), new speech (*all
shook up’), and new dances. His hysterical acceptance wasthe expression of
a young ge%erati on in conflict with and in rebellion against the older
generation.”

Presley’ s stage techniques were strongly visceral in movement and
they drew out of his audiences not only adulation but also a salacious
response. Every girl wanted Elvis for a boyfriend and lover. The lawless
impact of hismusic soon becameevidentinthedestructivebehavior andriots
of hisfans during hisrock concerts.

“The older generation woke up. This snortin’, snarlin’ stallion of a
singer was changing the way young people looked at life. Suddenly the
triumvirate of school, family, and church had lost meaning. All that mattered
was looking, acting, listening to, and being like Elvis. Pastors, parents, and
newspaper editorstook noticeand began preaching agailglst therebelliousness
that Presley symbolized. Something had to be done.”

Unfortunately, not much could be done because Elvis had set in
motion a movement that not even his death could stop. He died in August
1977. Apparently acombination of prescription drugscombined with acrash
diet placed ahighstrainon hisheart, causing aheart attack. Hisdeath became
for hisfanshisapotheosis, that is, the deification of their idol. His Graceland
estate has become a multimillion-dollar industry and avirtual shrine for the
pilgrimage of many Elvisworshippers. Thisimportant “religious’ dimension
of rock music is examined in Chapter 4.

A paradoxical aspect of Presley’ smusical career is his obsession for
religious fetishism. He spent hours reading the Bible aloud and forced the
visitorsto the converted church building in Graceland to sit and listen to his
readings. Throughout his career, Presley had Gospel quartets backing up his
music. In his younger years Presley attended a Black Baptist church in
Memphis (East Trigg), Tennessee, where he studied the responses of the
people to rhythmic music. The movement style he adopted onstage was
reminiscent of the movements used by Black preachers of the Pentecostal
churchesheattended. Presley was steeped inthe Gospel style of singing. He
unsuccessfully auditioned to join the Blackwood Gospel Quartet. Rock and
roll was born when Presley recorded Rhythm and Blues songs as a white
country boy sounding like a Black Gospel singer.

Presey and the Charismatic Movement. Presley’s interest in
Gospel music suggests the possible influence of the latter in the production
of hisrock music. Hubert Spence perceptively asks: “Dare we state that the
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birth of today’s rock music was in collaboration with the Neo-Pentecostal
fleshly movements? Movements supposedly under the power of the Holy
Spirit became wedded to the visceral part of man. Truly, the flesh and the
‘ Spirit” weremadeoneinman’ sthinking. ThiswasauniontheDevil hadbeen
trying to deceptively bring about for many centuriesin the church. Weread
of this dialectical desire in the Corinthian church. Tlgday, the Charismatic
Movement has come from the same visceral womb.”

The suggestion that the Charismatic Movement—which has its ten-
taclesinpractically all denominations, including some Adventist churches—
comes from the same visceral womb of the rock music movement deserves
seriousconsiderationfor tworeasons. First, thepopul arity of “ Christian” rock
in charismatic churches pointsto acommon origin. Second, the commitment
of both movementsto use the stimulus of loud rhythmic music to induce an
ecstatic “spiritual high” suggests also a common origin. In Chapter 2 we
noted that the search for an ecstatic “ spiritual high” hasbeenfacilitated by the
gradual shift in Christian history from apredominantly transcendent view of
“God beyond us’ to an unmistakably immanent conception of “God
within us.” The latter makes the personal and emotional experience of
God more important than any intellectual apprehension of God through
His revealed Word.

In his book At the Cross Roads: An Insider’s Look at the Past,
Present, and Future of Contemporary Christian Music, Charlie Peacock,
an award-winning artist and producer of Contemporary Christian Music,
acknowledgesthat the “ Charismatic experience has cometo be perceived
as amore personal, tangible, and valuable encounter with God than the
encounter which comesby reading and meditating over the Spirit-inspired
Scriptures. Tlghe fallout from this view of life in the Spirit has been
substantial.”

During the course of thisstudy, wewill have occasionto reflect on
the extent of the fallout. We shall see that the Charismatics' attempt to
experience a direct encounter with God by means of the artificial stimu-
lation provided by the rhythm of “Christian” rock ultimately manipul ates
God Himself into an object for self-gratification.

In light of thefactswe havejust uncovered about the origin of rock
music in the sixties, let us pose again our probing question: Can rock
music, which traces its roots in Voodoo’ s beat as a means to experience
direct contact with the spirit world, be legitimately transformed into a
fitting medium to worship God and proclaim the Gospel’s message? In
answering thisquestion, we need to remember that the medium affectsthe

message.
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PART 2
ROCK MUSIC IN THE 1960s

Several factors contributed to the popul arization of rock musicinthe
1960s. Thiswas one of the most tempestuous decades in modern American
history. The carnage of the Vietmam War, the* God-is-dead” movement, the
rise of the hippie movement, political assassinations, the spread of mind-
altering drugs, thefear of nuclear war, theviolent protestsin many college
campuses, suspicion of conventional institutions, and other factors made
this atime of great disillusionment among young people.

TheJesusMusic. The seedbed of turbulence of the sixtiesfacilitated
the rapid growth of secular rock music on one hand and of the Jesus
movement on the other. Many young people who became disenchanted
with the drug culture and the political establishment began seeking for
something deeper. Sincethey had long abandoned thetraditional churches
of their parents, they began devel oping their religiousstudy groups. It became
cool for young peopleto “try Jesus’ as previously they had tried drugs.

To support the new religious experience, the Jesus movement intro-
duced the so-called “ JesusMusic,” which later became known as Contempo-
rary Christian Music (CCM). This music was a sanitized version of secular
rock to which Christian lyricswere added. Larry Norman isregarded as one
of thefirstinnovators. Heformed therock band called “ People’ and recorded
his first album Upon This Rock, which is considered by many as the first
recording of “Christian” rock music. Norman became controversial among
Evangelicals because of his outspoken lyrics which do not speak well for
the Christian faith. The so-called Christian rock music was largely
inspired by secular rock, which at that time was successfully promoted,
especially by the Beatles.

The Role of the Beatles. The Beatles are considered the major
players to hit the rock scene during the sixties. They were four young
Englishmen in high-heeled boots, undersized suits, and with bowl-shaped
haircuts. When they appeared on the Ed Sullivan Show in February 1964,
sixty-eight million people (one of the largest TV audiencesin history) tuned
in to watch their performance. Initially, they did not come across as vulgar
and immoral asthey had becomeknown in England. Their songslike“Love
Me Do,” “She Loves You,” and “I Want to Hold Y our Hand,” appeared
innocuousenough. Parentsfelt that they couldtrust themwiththeir daughters
for al that they wanted to do was to hold their hands.

The Beatleswerereceived overwhelmingly in America. Their songs
had alock on the chartsboth in Americaand England. All agesopened their
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hearts to the fabulous four who seemed to be an innocent, fun-loving rock
group. But beforelong the Beatles reveaed their true colors.

In the summer of 1966, John Lennon made his controversial state-
ment: “Christianity will go; it will vanish and shrink, I need not argue about
that; | am right and we will be proved right. We are more popular than Jesus
rightnow.”  Fromthat timeon, the Beatlesbecameheavily involvedindrugs
and Eastern transcendentalism.

L ennon admitted that for a period of three years he was constantly on
LSD. Hebelieved that LSD could lead people to the utopiafor which they
were looking. The Beatles often would spend a whole night under the
influence of drugs during their recording session. Out of these recording
sessions came the album called Sgt. Pepper’s Lonely Hearts Club, which
made manifest the Beatles commitment to drugs.

By the end of 1967, most rock musicians were on LSD, commonly
referredtoas”acid.” Thelistincluded John Lennon, Paul McCartney, George
Harrison, Mick Jagger, Keith Richards, Brian Jones, Pete Townsend, Steve
Winwood, BrianWilson, Donovan, Cat Stevens, JimMorrison, Eric Clapton,
and Jimi Hendrix.

In his history of rock music, Hungry for Heaven: Rock and Roll
Search for Redemption, Steve Turner writes: “ This[L SD] wasthe Damascus
Road tablet. People started out on trips as hard-nosed materialists after a bit
of fun, and emerged withtheir egosripped and mauled, unsureat first whether
they’ d see God or whether they were god. n

The association between rock music and the drug culture was influ-
enced especially by Harvard University Professor Timothy Leary, author of
The Psychedelic Reader and The Psychedelic Experience. He was a close
friend of the Beatles whom he called “The Four Evangelists.” Leary
interpreted the effects of LSD on himself as the “deepest religious experi-
ence” of his life and founded the League of Spiritual Discovery, which
campaigned for the legal use of LSD asthe " sacramental catalyst to the new
consciousness.” At aconvention of psychologistsin Philadel phia, he stated:
“Drugsarethereligion of thetwenty-first century. Pursw ng religion without
drugsislike studying astronomy with the naked eye.”

The impact on the American public was astonishing. Suddenly
marijuana, speed, and L SD were*“ cool,” the*in” thing to do. SongslikeLucy
inthe Sky of Diamonds, allegedly an acronymfor LSD, could best belistened
toif apersonwas“zonked.” Tripping on L SD becamethe passageway to the
rock scene. The music of Jmi Hendrix, The Grateful Dead, and Cream

resonated with LSD consciousness.
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For some rock groups, LSD became more than a trip to a vague
“psychedelic experience.” It was “disarranging minds by hauling demonl§
and monsters from what appeared to be the depths of the sub-conscious.”
Eric Clapton recalls an hallucinating experience in San Francisco while
playing on stage with the group Cream. He felt his “guitar apparently
resonating with the spirit world.” Drugs and rhythm became a staple of the
rock movement because they both function as stimulants to experience a
“gpiritual high.”

Regection of Christianity. The theological views of the Beatles
became clearer during thelast five years of their writing (1965-1970). When
they returned from Indiain 1965, they behaved as if they had some sort of
“conversion” experience. Their “conversion,” however, took place not on
Damascus road, but at the Ganges river. There they discovered that LSD
allegedly reveals atruth hidden to people, namely, that the whole world isa
massive, heavenly divinity and we areall potentially divine. Thismeant that
monotheistic religions such as Christianity, Judaism, and I slam were out;
instead, pantheistic religions like Hinduism, Buddism, and New Age werein.

“Inthesong ‘| Found Out,” thelyricsarevery bold: ‘Thereain’'t no
Jesus gonna come from the sky. Now that | found out | know | can cry.’
Throughout the song Lennon states that he has seen through religion ‘from
Jesusto Paul’ and that religion was simply aform of drug. Inthe same song
he declares, * God is merely a concept by which we measure our pain.’

“Inanother song‘ God,” Lennondeclaredthat hedid not believeinthe
Bible, Jesus, magic, Buddha, Y oga, or eventheBeatles; ‘1 just believeinme,
Y oko [hiswife] and me, and that’ sreality.” Inthe closing lyrics of the song
‘God,” heinstructed his millions of Iisten%s, ‘And so dear friends, you just
have to carry on, the dream is over.” It is evident that for Lennon
Christianity isonly afanciful dreamwhich offersno hopefor thefuture. The
truth is that his songs have no message of hope—only an invitation to
experience the fleeting pleasures of the moment. At times Lennon was
brutally blasphemous, openly attacking Christ, Christianity, and the clergy.

Paul McCartney, another member of the Beatles, publicly announced
in 1965: “None of us believesin God.” Their official press officer, Derek
Taylor said: “It’s incredible! Here are four boys from Liverpool. They’'re
rude, they’ re profane, they’ re vulgar, and they’ ve taken over theworld. It's
asif they’ dfounded anew religion. They’recompletely anti-Christ. | mean,
| am anti- Chrlst aswell, but they’ re so anti-Christ they shock me, whichisn't

an easy thing.”
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When the rock people turned their back against Christianity, they
swallowed Hindu teachings, especially those of the guru Maharishi
Mahesh Yogi, the founder of the Spiritual Regeneration Movement. In
Hindu teaching, rhythmic music releases souls trapped in the world of
delusion, enabling them to experience a“god-consciousness.” The rock
group The Who, who adopted Hindu teachings, used their music as an
allegorical description of a journey from spiritual darkness to “god-
realization.”

Theattraction of thelndian gurusdid not last long for rock musicians.
The fabulous wealth of the gurus, the number of Rolls Royces, and their
abusive treatment of women, all revealed that they were lessthan gods. This
disillusionment may have contributed to the obsession with Satanism which
became characteristic of the 1970s.

Itisimpossibleto estimatetheimpact of theBeatles musiconwestern
civilization. Their music and lyrics promoted philosophies characterized by
atheism, nihilism, rebellion, mystical surrealism, instant gratification, and a
life built on the ups and downs of drug culture.

Anarticlein Time magazinerightly pointsout that thereismoreto the
Beatles' music than meets the eyes. “The battle lines involved much more
than their music. It involved a drug culture, an anti-God theme, an anti-
America, pro—revolut|02n stand. It involved recognizing that Lennon was
morethan amusician.” ~ Asinthe case of Elvis Presley, Lennon becamefor
the rock fans a superhuman icon, a demigod. The cult of rock heroesisa
significant aspect of the rock scene to be considered in Chapter 4.

Drug Craze and Acid Rock. The phenomenon of the drug craze
gained momentum in the latter part of the sixties and has continued to our
times. From 1966 to 1970, the drug scene and the hippies influenced the
driving, hypnotic beat of rock music. A new form of rock music, known as
Acid or Psychedelic Rock, began hitting the airwaves by 1967. The idea of
thismusicwastorecreatetheillusion of the LSD (lysergic acid diethylamine)
drug “trip” by means of music and the use of lights.

Acidrock wasslower and morelanguidthan hardrock, anditwasused
both to induce the “ psychedelic trip” and to enhance such an experience for
thosetaking drugs. Thedrug culture of therock music of thetimetook itstoll
onvictims. Drugsand alcohol largely account for the deaths of such famous
rock stars as Elvis Presley, Jimi Hendrix, John Bonham, Jim Morrison, Sid
Vicious, Janis Joplin, Bon Scott, Keith Moon, Bob Marley, and others.

The death of Jmi Hendrix on September 17, 1970, caused a world-
wide outpouring of grief. For some rock fans, the death of Jimi waslikethe
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death of JesusHimself. Hewasregarded asthemost influential, dynamic, and
musically competent player of the time. To gain the attention of the crowd,
Hendrix would raise his guitar to his mouth, pluck the strings with histeeth,
and then sensually fondle the guitar. He would pantomime an act of
copulation by using the guitar as his sexual partner.

At theheight of the performance, Hendrix would smash hisguitar and
amplifier, dousing them with lighter fluid. Amidst the smoke and flames he
would walk off the stage. His stage manager carried spareamplifiers, guitars,
and speakers, becauseHendrix would destroy at | east two speakersat every show.

Hendrix was especialy known for his drug-oriented lifestyle ex-
pressedinsuch songsas“PurpleHaze.” Hewasarrested on narcoticscharges
on numerous occasions. The use of rock music and drugswasfor Hendrix a
kind of spiritual experience—away to plug into afake spiritual world. The
drugsthat heglorified eventually took hislife. Hehad just performed at ahuge
Isle of Wight concert in Great Britain. On the night of September 17, 1970,
he stayed in the flat of a German girl, Monika. They smoked grass together
until 3:00 am. when they went to bed together. At 10:20 am., Monikafound
Henrix face down, suffocated in his own vomit from a drug overdose.

Thelesson fromthedeath of rock starssuch asPresley and Hendrix
is plain. The wealth and fame heaped upon the superstars of the rock
culture do not provide inner peace and purpose in life. Inner peace and
harmony areto befound not through magic drugs or exciting rock music,
but through the Rock of Ageswho invitesusto cometo Him and find rest
in Him (Matt 11:28).

During this era, drugs became the means of bringing the rock
cultureintotherealm of religion. Unfortunately, it wasagodlessreligion,
dominated by the Prince of Evil. The seeds sowed in the sixties borefruit
in the seventies, as satanic music was produced by numerous rock
musicians.

Inthelight of thefactswehavejust uncovered about rock musicinthe
sixties, let us pose again our probing question: Can rock music, which in the
sixtiesrejected Christianity, glorified sexual perversion, and promoted drugs
whichclaimedthelivesof someof itsheroes, belegitimately transformedinto
a fitting medium to worship God and proclaim the Gospel’s message? In
answering this question, it isimportant to remember that the medium affects
the message. If the medium is associated with the rejection of Christianity,
sexual perversion, and drugs, it cannot be legitimately used to communicate
the moral claims of the Gospel.
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PART 3
ROCK MUSIC IN THE 1970s

The open rgection of Christianity, the disillusionment of Hindu
teachings, and the use of drugsto induce a“psychedelic experience” eachin
itsown way contributed to the rise of asuperstitiousand satanic music which
dominated the 1970s and has continued to our times.

The Decade of Satanic Music. In hisbook Confronting Contempo-
rary Christian Music, Hubert Spence, Professor and President of the Founda-
tions Schools, provides an informative list of the groups and titles of songs
that came out during the 1970s and early 1980s with clear referencesto Hell
and Satan. Hewrites: “First in the titles, there were * Go to Hell’ by Alice
Cooper; ‘Highway toHell’ by AC/DC; ‘Hell Ain'taBad Placeto Be'; * Good
Day inHell’ by the Eagles. Some song titles concerned Satan, L ucifer, or the
Devil: ‘Their Satanic Mg esty’ sRequest’; ‘ Dancing with Mr. D’; * Sympathy
for the Devil’—all by the Rolling Stones. Inthislast song, * Sympathy for the
Devil,” Lucifer himself speaks and requests‘ courtesy’ and ‘ sympathy’ from
all who meet him. Other song titlesindicate atheme of witches, wizards, and
sorcerers, all of which are centered in the occult. Other songsincluded ‘ The
Wizard' by Black Sabbath and * Rhiannon’ by Fleetwood Mac (dedicated to
aWelsh witch of thesamename). . . . Other songsdeal with human sacrifice,
such astheoneby AC/DCentitled" If Y ouWant Blood, Y ou’ ve Got It Itwas
again seen in Black Sabbath’ s song, ‘ Sabbath, Bloody Sabbath.’”

Some of therock musicisdirectly addressed to Satan. Brian Johnson
of AC/DCsingsof Satan’ spitilesskilling of peopleinthesong“Hell’ sBells,”
saying: “| amarolling thunder, pouring rain, | am coming like ahurricane;
my lightning’ s flashing across the sky; you’ re only young but you' re gonna
die. | takeno prisoners, won't sparenolives; nobody’ sputtingup afight. I've
got my bell, gonnatake you to hell; I’'m gonna get you, yeah. Satan will get
you, Hell’s bells, yea, hell’ s bells.”

Another AC/CD singer, Bon Scott, sings about Satan in the hit
“Highway to Hell,” saying: “Hey, Satan look a me, I’'m on my way to the
Promise land, I’m on a highway to hell.” The song “Bohemian Rhapsody”
recorded by thehomosexual group* Queen” hasalinewhichsays: “ Beel zebub
has a devil set aside for me.”

Chris De Burg mixes blasphemy with occultism in his songs. The
cover of hisalbum*“ChrisDeBurgh LiveS. A.,” includesthe Christian cross
and the satanic symbol of theinverted cross. Hissong, “ Spanish Train” ends
with thewords, “The devil still cheats and wins more souls. Asfor the Lord,

well, he’ sjust doing his best.”
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Iron Maiden has come under firefor making more satanic music than
almost any other band. Most of hislyrics are obsessed with hellish imagery.
The album, “ The Number of the Beast,” which isadvertized as being forged
in the fires of hell, includes a song called “666.” The opening track of
“Moonchild” is supposed to be sung by the devil.

Satanic I nfluence. Asmentioned above, thegroup“ Fleetwood Mac”
had a hit called “Rhiannon,” which is dedicated to a Welsh witch. Stevie
Nicks, the lead singer, sometimes dedicated sons in a concert to “al the
witchesof theworld.” Their satanic leaningsare evident in the closing lyrics
of the song “Hail, great shadow of demon, great shadow of dragon.”

The name of the group “Black Sabbath” refers to an occultic ritual
whichthey have beenknowntointroduceat someof their concerts. Their first
album, “ Black Sabbath,” pictured awitch onthecover. Their albumsinclude
“We Sold Our Soulsfor Rock and Roll,” with the cover featuring the satanic
“S’ and“ Sabbath, Bloody Sabbath,” with the cover showing a nude satanic
ritual emblazoned with the number of the antichrist, 666.

Rock historian Steve Turner describes this period, by saying:
“Like no rock group before them, the Rolling Stones invoked the devil,
entitling an album ‘ Their Satanic Majesty’ sRequest.” They eventook on
the person of Lucifer and, on many occasions, played on occult associa-
tion. OnaTV specia Jagger ripped off his black shirt to reveal atattoo
of the devil on his chest.”

Therock music of thisperiod that dealt al so with occultic activities
included consciouslife after death in the Jefferson Starship’ssong “Y our
Mind Has Left Your Body,” and Gary Wright’'s song “Dream Weaver.”
Sun worship is present in such songs like “Light the Sky on Fire” by the
Jefferson Starship. A song called “God the Sun” was sung by the group
America.

The Satanic influence of rock music can be seen also in those songs
which encouraged suicide. For example, the song “Don’t Fear the Reaper”
was sung by Blue Oyster Cult; “Why Don’t Y ou Die Y oung and Stay Pretty”
by Blondie; and “Homocide’ by the Group 999 (the inverted 666).

Other songs promote the abuse or even the murdering of children.
The Dead Kennedys, a punk rock band, recorded a song called “1 Kill
Children.” Part of the lyrics say: “God told me to skin you alive, | kill
children, I loveto seethemdie. | kill children and make their mamascry.
Crush them under my car, | want to hear them scream; feed them poison
candy, to spoil their Halloween.” The same theme is found in the songs
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“Children of the Grave’ by Black Sabbath and “Hell Isfor Children” by
Pat Benatar.

Perhaps one of the most disgusting satanic themes to be found in
therock music of thisperiod istheideaof having sex with demons. “Many
believed that ademon in femal e form had the powers of sexual unionwith
menintheir sleep. The1978 hit*Undercover Angel’ dealt withthisbelief.
Terry Gibb's 1980 hit ‘Somebody’s Knocking’ promoted homosexual
relationships with demons. And even Alice Cooper’s song ‘ Cold Ethyl2’4
promoted necrophilia or cohabitation with a corpse kept in the freezer.”
Alice Cooper also sang a song called “I Love the Dead,” in which a
haunting melody openly and graphically speaks of engaging in sex with
adead body.

Satanic Symbols. The deep involvement of some rock starsin the
occult and Satanic worshipisreflected intheir use of satanic symbols. Asthe
Cross and water serve as symbols of Christianity, so Satan’s worshippers
have devel oped their own symbols which some rock stars use especially on
thejacket of their albums. A perusal of al the Satanic symbolswould take us
beyond the limited scope of this chapter. Only afew are mentioned here.

One of the prominent satanic symbols used by rock groupsisthe“S’
depicted asajagged lightening bolt. Thissymbol isderived from Luke 10:18,
which says: “I saw Satan like lightning fall from heaven.” The“S’ printed
like ajagged lightning bolt appears in the name of the rock group KI1SS and
repeatedly on the album “We Sold our Soul to Rock ‘n’" Roll,” produced by
Black Sabbath. David Bowieis pictured on one of hisalbum coverswith the
same jagged “S’ painted on hisface.

Aninverted cross has been a symbol of satanism through the centu-
ries. It isused as abackground to some of the performances of Madonnaand
was afeature of the Rolling Stones’ 1981 world tour. It has also appeared on
the cover of a Duran Duran album.

Another satanic symbol isthe pentagram, afive-pointed star-shaped
figure symbolizing Satan worship. The rock group Rush uses this symbol
extensively on their abum covers. The satanic symbol “Winged Globes,”
which consists of a solar disk, is used by such rock groups as Aerosmith,
Journey, REO Speedwagon, and New Riders of the Purple Sage. Other
symbolsincludethe serpent, the Egyptian pyramid, thegoat’ shead, the skull,
and the hexagram. The rock group Santana has an album Abraxas whichis
named after apowerful witchcraft demon. Another album, Festival, features
aHinduidol onthe cover with two serpentson either sideof theidol. Thetwo
serpents represent the duality of good and evil that can live in harmony with

each other.
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In her book Numerology, Sybil Leek, one of Britain's best-known
witches, claimsthat “Many rock musicians cast spellsand incancations upon
their music, and thento demonstrate that they have made apact with thedevil
they place occultic symbols on their record sleeves. Such symbols include
crystal balls, goats heads, upside down crosses, tarot card characters,
pyramids, 2/4, pamistry signs of the Zodiac, the satanic ass afive-pointed
star in acircle, the extended tongue, and the ‘1l Cornuto.”” ~ The latter isa
traditional Sicilian sign consisting of the forefinger and the little finger
extended, while the other fingers are curled into afist. The sign is used by
black artspractitionersto ward off “theevil eye.” The Beatlesappear to have
been the first band to use this sign on the cover of their abum “Yellow
Submarine.”

Satanic Involvement. The satanic symbols used by rock stars are
reflective of their involvement in the occult and satanic worship. Some of
them have expressed openly in interviews their involvement in occult
activities. Hubert Spence reports some examples: “The lead singer for Meat
Loaf stated: ‘“When | go on stage, | get possessed.” Their composer, Jim
Steinman said, ‘I’ ve always been fascinated by the supernatural and always
felt rock wasthe perfect medium for it.” Thelead singer for Queen, Freddie
Mercury, said, ‘ Onthestagel amadevil. | think | may gomadin several years
time.” David Bowie, who had drawings of pentagrams on his walls, said,
‘Rock hasalwaysbeentheDevil’ smusic becauseitletsinthebaser elements.’
Ozzie Osborne, formerly of Black Sabbath, isaprofessing devil worshipper.
Hesaid, ‘| know that thereis some supernatural force using meto bring forth
my rock and roll.””

“The Rolling Stones outdid themselves in one concert years ago at
Altamont, California. While they sang * Sympathy for the Devil,” severd
members of Hell’s Angels (agang hired to be security force for the Stones)
went to the front of the stage and beat a young black boy to death in front of
thousands of screaming fans. Such actionsinspired Don McLeantowritehis
rock hit ‘American Pie.” In the song he depicts the hideous scene of that
concert: ‘As | watched him [Mick Jaggar] on the stage, my hands were
clenched infistsof rage. No angel born in hell could break that Satan spell.
And astheflamesclimbed highinto thenight, to startthes8acr|f|C|al rite, | saw
Satan laughing with delight. The day the music died.’””

Another example of thetotal disrespect for human lifeisprovided by
the rock group The Who. In 1979 they presented a concert in Cincinnati,
Ohio, at the Riverfront Coliseum. At the opening of that concert, eleven
people were trampled to death by the crowd fighting to get inside. What was
the response of Townshend, the band leader, to these tragic deaths? Plain
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cynicism. In aninterview published by The Rolling Stone magazine, he said:

“We're a Rock and Roll band Y ou know, we don’t around, worrying
about eleven people dying. »* Such callous indifference toward the loss of
eleven humanlives can only beinspired by Satan himself, who, as Jesus said,
“was a murderer from the beginning” (John 8:44).

In his book Dancing with Demons, Jeff Godwin gives startling
evidenceonanumber of popular rock musicianswho have studied theancient
beat of satanic worship. Theserockersinclude Brian Jones (Rolling Stones
John Phillips(TheMamasandthePapas), and Paul M cCartney (TheBeatl es).
These men have studied with satanic masters in order to learn how to use
effectively the hypnotic power of the rock beat in their songs.

Thepresenceof satanicinfluenceintherhythm and messagesof many
rock songs reminds us of Satan’s objective to promote not only sin and
confusion but aso the worship of himself. Thiswastrue before he was cast
out of heaven (1s14:12-16), it was true when he tempted Christ by offering
Him all the kingdoms of theworld in exchange for worship (Matt 4:8-9), and
itisdtill truetoday. Satan knows that rock music isamost effective device
that hecanuseeffectively tolead millionsto worship himrather than God. He
wants worship, and thisis exactly what heis receiving through the medium
of rock music.

The manager of one of the biggest rock bands explains that rock has
gone through four phases: sex, drugs, punk rock, and covenant with Satan.
Speaking of the last phase he says. “Now we discovered the best motivation
there is to buy a product. The best motivation in the world is religious
commitment. No human being ever makes a degper commitment than a
religious commitment, so we decided that in the nineteen-eightieswe are
going to have religious services in our concerts. We are going to pro-
nounce ourselvesas Messiah. We are going to makeinti mate acquaintan-
cesand covenantswith Satan . . . and wewill beworshipped.”  The statement is
frightening because it speaks of deliberate association with Satan.

Summing up, therock scene of the1970sistruly amoral and social
wasteland which defies description. It seemsthat the more depraved were
the lyrics, the more albums were sold. Motley Crue sold two million
copiesof “Shout to the Devil” which says: “Out go the lights; in goesmy
knife; pull out his life; consider the bastard dead.” The popularity of such
outrageous rock music which blatantly promotes murder, violence, and
satanic worship provides one of the most compelling evidences of the
sacrilegious and depraved nature of rock music.
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In light of the facts we have just uncovered about the rock music
of the seventies, let us pose again our probing question: Can rock music,
which promotes defiance against God, rejection of accepted moral values,
and glorification of Satan betransformedinto afitting mediumtoworship
God and proclaim the Gospel ? In answering this question, it isimportant
to remember that the medium affects the message. If the medium is
associated with therejection of the Christianfaith, sex, drugs, and occultic
practices, it cannot be used | egitimately to communicate the moral claims
of the Gospel.

PART 4
ROCK MUSIC SINCE THE 1980s

In tracing the history of rock music from its origin through the
seventies, we have already detected an easily discernible hardening process.
We shall now see that this hardening process continues through the eighties
to our time. What began in the fifties as plain rock gradually became hard
rock, heavy metal rock, punk rock, thrash metal rock, and rap rock, to name
afew. New types of rock music are constantly appearing, superseding the
previous ones in beat, loudness, vulgarity, and profanity.

David Marshall notes: “Rock, Hard Rock, and Heavy Metal contain
lyrics. Kerrang, ThrashMetal, and Ravearejust wild, iterative, mind-bursting
loud noiseswith no obviouslyricsbut, according to some sources, containing
subliminal messages here and there.”

“Rock and Roll will never die,” itsdevoteessay. They areright. But
if the past isany guide, the current rock music fadswill be superseded by new
types of rock music which will be more outrageous in glorifying sexual
perversion, violence, drugs, and satanism. The reason isnot difficult to find.
Rock music is addictive like drugs, and those addicted to it are constantly
seekingfor stronger typesof rock musicinorder to satisfy their craving. With
thisinmind, let usbriefly look at some of the most significant devel opments
in the rock scene since the 1980s.

The Sex Pistols. The 1980s brought sexuality and satanism to anew
highin performancesby The Sex Pistolsand Madonna. The Sex Pistolsisone
of the basest rock bands for immorality of lyrics, music, and stage perfor-
mance. They were catapultedintotherock limelight by the production of their
song “Anarchy in the U. K.” They were banned from Britain. Their music
extolled homosexuality, bestiality, lesbianism, sodomy, masochism, trans-
vestism, and other forms of perversion.
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An indication of their depravity can be found in their album “God
Save the Queen, She Ain't No Human Being.” The song insults Queen
Elizabeth as a nonhuman being at the very time of her Silver Jubilee
anniversary celebration. Malcolm McLaren, the founder of thisrock group,
states their philosophy: “Rock and Roll isnot just music. You're selling an
attitude too. Thekids need a sense of adventure and Rock and Roll needsto
find away tosgive it to them, wham out the hardest and cruelest lyrics and
propaganda.” A music that sells an attitude of open defiance against all
accepted moral values should have no placeinthe Christian lifeand worship.

Madonna: The“PR” of Sexuality. Next to Michael Jackson, the
most popular product of the rock culture of our timesisundoubtedly Louise
Ciccone, better known by her assumed name of Madonna. Shewasraisedin
amiddle-class, Italian-Americanfamily inBay City, Michigan. Inview of her
Catholic upbringing, it is incredible that she would take on the name of
“Madonna’ to parade her sexuality. After all, for Catholics the Madonna
represents the virginity and purity of Jesus' mother.

By assuming a name that represents virginity and purity to promote
her immoral sexual antics, Madonna revealed her determination to profane
sacred symbol sthrough her rock songs. A moreappropriate biblical nameshe
could have chosen for her seductive appeal is* Jezebel” —thewomanwhoin
biblica history became the symbol of seduction (Rev 2:20).

In some performances, Madonnausesacrossasabackground for her
sexual posing. In others she uses the inverted cross, which historically has
been a symbol of satanism. When she sang her unbecoming songs, such as
“LikeaVirgin” and “Vogue,” she wore a brass-spiked bra at her concerts,
flaunting her sexuality and taunting the crowd with asmooth come-on. She
has peddled pornography through the tens of millions of records sold.

In the Rutherford Magazine, John Whitehead states: “Madonna is
trying to provoke us to re-examine the traditional definition of what is
permissibleand what isor not pornographic or erotic. . . . Theonly things|eft
is hedonism. But it is not a hedonism anchored in “secular humanism’ or
secularism. It is a hedonism anchored in a new form of paganism.”

In her book Hole in Our Soul, The Loss of Beauty and Meaning in
American Popular Music, MarthaBayles, atelevisionand art critic, notesthat
“Madonnaismost at homeindecadence. Her most convincingwork, interms
of form expressing content, cel ebratesgay malelife-styleat itsmost hedonis-
tic. For example, her video ‘Vogue sets a spare, Chic-influenced sound
against a deadpan display of black-tie preening as practiced in gay clubs.
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Morerecently, ‘ Justify My Love' and some of the songsonthealbum Erotica
use a whispery vocal and chicken-scratch beat to underline a deliberately
vacuous celebration of sadomasochism. . . . ‘Justify My Love' received a
major salesand rental boost after being bannedby MTV 3ZSand the X -rated book
Sex was sold coyly shrink-wrapped in Mylar plastic.”

Madonna stands out for her ability to cynically manipulate religious
imagery to promote her immoral agenda through her rock songs. The
immense popularity that she enjoys is a sad commentary on the moral
decadenceof our society. Hubert Spencewrites: “Weasacountry havegone
solong without examplesof true, honorableculture, webelievetheglitter and
extravaganza of arock performance are the standard for the serious, artistic
ability. Andremember, she3 LM adonna] makesher money at peddling pornog-
raphy as a cultural event.”

Madonna’s sacrilegious attitude toward Christian symbolsis shared
by numerous rock musicians who, like her, interject religious elementsin
their names and performances. Some of them appeal to the public with such
names as Jesus Jones, Faith No More, and MC 900 FT Jesus. In the album
“BornAgain” by therock band Black Sabbath, oneline says: “ Theonly good
Christianisadead Christian.” Inanother albumcalled“Welcometo Hell,” the
rock group Venom, says:. “We're possessed by all that is evil. The death of
Y ou, God, we demand.”

Theaudacity of somerock musiciansto call evenfor the death of God
isindicative of the depth of their depravity communicated through their rock
music. Let us pose again our probing question: Can rock music, some of
which blatantly profanes and blasphemes God and the Christian faith, be
transformed into a medium to worship God and to proclaim the Gospel’s
message? In answering this question, it is important to remember that the
medium affects the message.

Michael Jackson: The Human Deified. The 1980s brought to the
forefront the grown-up Michael Jackson, who first made a national debut in
1969 as amember of the Jackson Family. He stepped out asasingle artist in
the mid-1970s and was soaring in popularity by the 1980s. Histwo albums
“Off the Wall” and “Thriller” made him an international celebrity.

The “Thriller,” which has sold over forty million copies, reveas
Jackson’ sfascination with the supernatural and thelurid. Both thealbumand
the video deal with the occult, specifically the horror of living with corpses.
To pacify theleaders of the Jehovah’ sWitness church, towhich hebelonged
at that time, he placed adisclaimer at the beginning of thevideo, saying: “ Due
to my strong personal convictions, | wish to stress that this film in no way
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endorses a belief in the occult -Michael Jackson.” The disclaimer does not
detract fromthefact that thea bumand video do definitely promotetheoccult.

Inthevideos”Bad” and” Dangerous,” Michael Jacksonlivesuptothe
messageof thetitles. AgainMarthaBayles, TV andart critic, notesthat “ After
witnessing these videos, in which Jackson ceaselessly grabs his crotch,
smashes car windows, and zipsup hisfly (inthat rather uncsgnvi ncing order),
most people shake their heads and say he's out of touch.”

Thetruth of the matter isthat Jackson isnot merely out of touch, but
sometimes out of control. The accusations of homosexual relationshipswith
children, hisstrange marriageto Elvis Presley’ sdaughter who soon left him,
and the child he has fathered with another woman out of wedlock are all
indications of his moral decadence. Yet “he has carefully staged himself
throughout the world as an icon of deity. His videos regularly display him
giving erotic gesturesto the camera; hisextravagantly rendered stage produc-
tions present strong implications of hisgodhood (manlfested inhisentrances
and exits), lauding him as the savior of the world.” * The sad reality is that
Jackson desperately needs a Savior to cleanse him from all his sinful living
reflected in hisrock music.

Heavy Metal. The crave for more aggressive, noise-dominated,
obscene, violent lyrics has contributed to the rise of harsher types of rock
music, suchas"Heavy Metal” and“RapMusic.” We takeabrief |ook at each
of them herein closing our historical survey of rock music.

All observers, friend and foe, agree that Heavy Metal bands not only
play one of the most strident forms of rock music but also create for itsfans
an imaginary world which glamorizes sex, drugs, and violence. Stephen
Davis, the biographer of Led Zeppelin, the leading star of Heavy Metal,
describes such music as “creating its own private unlverse for itsfans. The
music isonly part of it. Something elseisgoing on. n?

The “something else” which goes on at metal rock concerts is
mentioned by Tipper Gore, thewife of Vice-President Al Gore. Shewrites:
“In[Metal Rock] concerts, the most strident bands not only play their music
at the highest decibel levels, but perform what they describe as ‘ vaudeville
acts that glamorize explicit sex, alcohol and drug use, and bloody vi4(3l ence.
Some depict the most extreme antisocial behavior imaginable.” = We
might say that metal rock bands not only scream, but they also provide
reasons for screaming.

From its beginning in the seventies, Heavy Metal rock music has
become increasingly more loud, vulgar, and sadistic. Martha Bayles de-
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scribesthistrend : “Good old promiscuity went the way of the dodo bird, as
‘speed metal’ and ‘death metal’ groups beefed up their act with bloody
sadism. The mid-1980s were the heyday of rock videos depicting female
victims chained, caged, beaten, and bound with barbed wire, al to wet the
appetitesof twelve-and-thirteen-year-oldsfor on-stage performancessuch as
the famous one in which thegroup W. A. S. P. sangitshit song, ‘F___ Like
aBeag!,’ whilepretending to batter awoman’ sskull and rape her withachain
saw.” “Metal rock starsbrag about havl ing intercourseduring performances,
recording sessions, and video tapings.”

Observers of the rock scene note that the young people most deeply
involvedi Qsheavy metal areangry, troubled adol escents such asdropoutsand
runaways. “Theseyoungstersdisplay agrotesque combination of vaunting
ambition and drooping despair, based on th;4 convictionthat theonly alterna-
tive to rock stardom isdeath in the gutter.”  Nor do the stars provide much
guidance. “They arejustasnihilisticastheir followers, only i nstead of getting
punished for self-destructive behavior, they get rewarded. "

It is hard to believe that even Heavy Metal, known not only for its
thundering beat but also for glamorizing sex, drugs, and violence, has been
adopted by “Christian” bands to praise God and reach the unsaved. For
example, “Christian” heavy metal bands like Stryper have shared the same
concert stage with secular bands and have recorded their music on the same
secular labels, which are sold in the sameretail stores. The four members of
Stryper look alot likethe members of the KISSband. They wear tight |eather
and spandex clothing, usealot of makeup and chains, and havewild hair. The
group wants to be known as “ametal band for Christ.”

Againweneedto poseour probing question: CanHeavy Metal, which
blatantly promotes some of the worse types of violent and destructive
behavior, be transformed into a fitting medium to worship God and to
proclaimthe Gospel’ smessage? Cantheworld of Metal Rock belegitimately
and effectively infiltrated by sheep in wolves' clothing? In answering this
guestion, it isimportant to remember that the medium affects the message.

Rap Music. Closely related to Heavy Meta is“Rap Music,” which
incorporates many of the sounds and styles of Heavy Metal rock. The term
“Rap” refersto rhyming of words chanted or “rapped” according to aheavily
rhythmic musical accompaniment known as hip-hop. In other words, Rap
music consists of chanted rhyme backed by heavy rhythms. It is seen as part
of the Afro-American tradition. It is produced on “a particular part of sound
montage: Afro-American speech fitted to Afwro-A merican rhythms, and
addressing the problems of growing up black.”
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Rap music iswidely denounced by journalists, religiousleaders, and
Black opinion-makersfor itsshockingindecency, especially inpromoting the
abuse and exploitation of women. In hisarticleon*® The Corruption of Rock,”
Britishjournalist Michael Medved pointsout that “theworst attitudestoward
women aredisplayed by someof theRap musicians. In Rap culture, termslike
‘my bitch’ or ‘my whore’ are habitually used to describe %rlfriends. One of
the worst offenders among the Rap musiciansis NWA .”

Thealbuminwhich NWA ismost abusive of womeniscalled “ Nasty
as They Wanna Be.” Its central theme is the mutilation of the genitals of
female partners. In Florida ajudge ruled this album too obscene for young
people. In spite of its abusive and obscene language, the album sold 1.7
million copies.

In his article “How Rap’s Hate Lyrics Harm Youngsters,” Bob
Demoss analyzes the same album where he found that in less than sixty
minutes there were 226 uses of the “F’ word, 163 uses of the word “bitch,”
87 descriptions of oral sex, and 117 explicit references to male and female
genitalia. - Numerous writers and church leaders have strongly condemned
the violence promoted by cult rappers through their lyrics.

Hubert Spence notes that “ Although crime and hate have been an
ongoing side effect of the rock music, the Rap sound has mushroomed crime
in the areas of the gang concept. Even small towns are now being affected,
and Rap stars have become the teachers of these gangs. Thistype of musicis
one of the largest reasons for the recent upsurge of racial tension and fear in
the streets. Such soci 651|O fires are being fed by these rhythmic proclaimers of
hatred and violence.”

The widespread denunciation of Rap music for its shocking inde-
cency by many civil and religious leaders has not prevented Christian bands
from adopting such music to praise God and reach the unsaved. Numerous
“Christian Rap” bands advertise their services and offer their albums on the
web. It is evident that no matter how shocking the new types of rock music
are, thereare Christianswho are prepared to sanitizethem by changing thelyrics.

CONCLUSION

Thehistorical survey conducted inthischapter showsthat rock music
has undergone an easily discernible hardening process. What began in the
fiftiesasplainrock, gradually becamemellow rock, folk rock, soul rock, funk
rock, psychedelic rock, disco, hard rock, heavy metal rock, punk rock, thrash
metal rock, rave rock, and rap rock. Each new type of rock has proven to be
more sexually explicit, violent, and vulgar than the previous ones.
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Al Menconi, well known for his ministry designed to help Christian
families evaluate the content of popular music, asks the question: “How did
it happen?’ His answer: “One song at atime.” To illustrate how much
perversion society is willing to accept, “if it comes in small bites,”
Menconi gives a sampling of eight rock songs, beginning from the 1964
Beatles song “I WannaHold Your Hand” to the 1994 Nine Inch Nail’s
song “I Wanna F--- You leelan Animal” and the 1998 Janet Jackson’s
song “Tonight’s The Night.”

The intensification of sexual explicitness and perversion is self-
evident in these songs. In their song the Beatles “suggested that physical
agressiveness was okay without an emotional commitment.” The NineInch
Nail’ ssong is* rape-suggesting and aggrve." Janet Jackson’ ssong “was
thefirst popular song about lesbian sex.” Al Menconi concludes: “Any song
about any form of perversion |s [today] considered acceptable. How did it
happen? One song at atime. »*

Thetime has now cometo answer our introductory probing question
which has been repeated several times during the course of our survey: Can
rock music belegitimately transformed into afitting medium to worship God
and proclaim the Gospel’ s message?

By now the answer should be self-evident. The investigation of the
worldview of rock music conducted in Chapter 2 and of its historical
development in this chapter clearly revealsthat any attempt to Christianize
secular rock music by changingitslyricsultimately resultsinthe prostitution
of the Christian faith and worship. Four major reasons support this conclusion.

(1) Rock Music Distortsthe M essage of the Bible. Rock music, in
whatever forms, distortsthe message of the Biblesimply becausethemedium
affectsthe message. The medium used to win theyouth determinesthe nature
of the messageto whichthey arewon. If the church usesarock type of music,
which isassociated with sex, drugs, satanism, violence, and the rejection of
the Christian faith, it obviously is not able to challenge the youth to live up
to the moral claims of the Gospel.

TheNew Testament summonsusto present clearly and compellingly
the holiness of God’ scharacter, the desperate human plight, and the amazing
grace of the Gospel. These issues of life and death cannot be presented with
the frivolity and flippancy of rock music.

Listenersto religious rock may never be humbled by the majesty of
God, nor be convicted of God' smoral claimsupon their lives. Therelentless
rock rhythm, the movements, the lights, and the demeanor of pop singers
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contain so much that is sensual and sexually suggestive that they hardly can
communicate the holiness and purity of the Kingdom of God.

If we adopt a worldly appearance to attract the crowd, how can we
paint in vivid colors the contrast between the kingdom of thisworld and the
Kingdom of God? Paul recognized that the Gospel cannot be proclaimed
through deceptive worldly gimmicks. Thus, he told the Corinthians. “My
speech and my message were not in plausible words of wisdom [or we might
say “with the exciting sounds of Greek songs’], but in demonstration of the
Spirit and of power, that your faith might not rest in the wisdom of men [or
wemight say “inworldly excitements’], but in the power of God” (1 Cor 2:4-5).

The biblical call to “worship the Lord in the beauty of holiness’ (Ps
96:9; 29:2; 1 Chron 16:20; 2 Chron 20:21) is compromised “by using
combinations of sounds which are violent, mind-numbing, vulgar, raw,
mesmerizing, rebellious, grossly repetitive, uncreative, undisciplined, and
chaotic sounding. If listenersdo nogghear these things, it is because rock has
dulled their aesthetic sensibilities.”

The casual dress and interactive behavior encouraged by the rock
musi ¢ played during the church servicecreatesasocial -club atmosphere, thus
causing people to forget the solemnity of God's House. In my itinerant
ministry around theworld, | have been confronted with rock bandsplayingin
Adventist churchesand youth rallies. It iscommon in such settings for some
membersto dresscasually asif they wereattending arock concert. Moreover,
assoon asthey hear the beat of the drum they start swinging. Inone particular
church, the swinging got out of control. The members filed out of the pews
and started dancing in the aisles and some even on the platform.

Rock music, in whatever form, causes people to believe that the
churchisaplacewherethey can have fun with God. The purpose of worship
in the Bibleis not self-centered excitement, but God-centered adoration (Ps
96:2; 57:9; 47:6; Rom 15:9; Acts 16:25).

(2) Rock MusicCompromisestheChurch’sStand for Separ ation.
The Christian mandate is not to conform to the world, but to confront the
world with God'’s revealed truths (Rom 12:2). Scripture explicitly admon-
ishesusto*takeno partintheunfruitful worksof darkness, butinstead expose
them” (Eph 5:11). John admonishesusnot to “love theworld or the thingsin
theworld” (1 John 2:15).

Paul understood the fundamental truth that the acceptance of the
Gospel entails a separation from the world “by the renewal of your mind”
(Rom 12:2). Do the various varieties of religious rock music today invite
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young peopl e to separate from the world through the renewal of their minds?
Hardly so. Pop music appeals primarily to the body rather than the mind; it
cultivates ataste for secular rock rather than for sacred music. It communi-
cates a message of solidarity with the world rather than separation from it.

Larry Norman, asuperstar in the CCM scene, acknowledgesthat “in
order to decide whether Christian music has any weakness or strengths you
have to decide what its purpose is. If it is for non-Christians—to convince
them that Christ is an important alternative to seek in their life—then most
Christianmusici safaisl4ure becauseit doesnot convincingly communicatethat
particular message.” Indeed, the message it communicates is one of
conformity to the world rather than separation from it.

God’ s people have always been separated from theworld by refusing
to participate in the ungodly practices of the secular society. The early
Christians turned the pagan world upside down, as we have seen in Chapter
2, not by sanitizing the pagan forms of entertainment (the circus, theater,
music), but by abstaining from them altogether.

To preserve our Christian identity, we must understand our culture
and refuse to accept what violates the moral principles God hasrevealed. “1f
we are blind to the spirit of our age, innocently sopping up the mores and
cultural patternsof anunchristian society, our character and witnessbecomes
weakened. Defences break down and before we redlize it weare believing,
saying, doing, understanding, and acting like the unregenerate.”

As Christianswe cannot be the “children of thelight,” exposing the
deeds of darkness, when we conform too closely to the world by adopting a
music that embodies the very worldly spirit of rebellion. Such a close
identification with the spirit of theworld can only leave many confused asto
the power of the Gospel to change the old nature into a brand new life.

(3) Rock Music Embodiesthe Spirit of Rebellion. Our historical
survey has shown that rock music promotes, among other things, a pantheis-
tic/hedonistic worldview, sexual perversion, civil disobedience, violence,
satanism, occultism, homosexuality, masochism, and an openrejection of the
Christian faith and values. No other music has appeared during the past
twenty centuries which so blatantly rejects all the moral values and beliefs
espoused by Christianity.

The spirit of rebellion of rock music is acknowledged even by the
media. For example, Newsweek writes: “It is not just the earsplitting
sound and relentl ess beat—kids at aheavy-metal concert don’t sitintheir
seats, they stand on them and move—it isthe spirit of rebellion. ... The
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fans imitate the heavy-metal dress of their idols—sleeveless T-shirts,
leather jackets, studded leather wrist bands—and in concert, they will
shaketheir fi stsfi) n unison abovetheir headsasthey screamthelyricsalong
with the band.”

Asthe embodiment of the spirit of rebellion of our times, rock music
can hardly be adopted to expressthe spirit of Christian commitment to God.
AsGary Erickson perceptively observes, “asheep dressed in wolf’ s clothing
is a strange way to approach the sinner or the saint. The whole scenario is
confusing to the world and to the church.”

Our Christian commission isto communicate the Gospel not through
confusing signals, but through a clear and direct message. Paul states this
principle: “Eveninthecaseof lifel essthingsthat make sound, such astheflute
or harp, how will anyone know what tune is being played unless there is a
distinctioninthenotes? Again, if thetrumpet doesnot sound aclear call, who
will get ready for battle?” (1 Cor 14:7-8; NIV).

Rock music, eveninits“Christian” version, doesnot giveaclear call
to “come out of her, my people, lest you take part in her sins’ (Rev 18:4).
Y oung people who watch Christian rock bands performing, whether in an
open-air concert or inayouthrally at church, can easily fantasi zethat they are
at asecular rock concert.

This is especialy true when professional “Christian” rock bands
mimic the secular rock scene with long hair, freakish dress, light effects,
smoke, incessant drumming, vulgar gesticulations, and shrieking vocal
sounds. With so much visual and auditory stimulation coming directly from
the rock culture, young people can easily be led to believe that the music of
Babylon must not be that bad after all. Ultimately, some are tempted to go
back into the music of Babylon, rather than heeding God’ ssummonto*come
out of her my people.”

(4) Rock Music Can Alter theMind. Another important reason
why rock music cannot be legitimately Christianized is that its hypnotic
beat can alter the mind, weaken moral sensitivity and inhibitions, and
cause people to write, see, and do the most hideous things. No other
musical genre is known to have the same mind-altering capacities. This
point becomes clearer in Chapters 4 and 8 where we examine significant
scientific studies on the physiologica and psychological effects of rock music.

At thisjuncture, it sufficesto citethetestimony of Jimi Hendrix, who
is regarded as the best rock guitarist who ever lived. He said: “Musicis a
spiritual thing of itsown. Wecan hypnotize peoplewith music, andwhenthey
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are at their weakest point we can preach into their subconscience what we
want them to say. That iswhy the name* Electric Church’ flashesin and out,
The music flows from the air; and that iswhy | can connect with a spirit.”

Rock music can hypnotize people because it makes itsimpact musi-
cally rather thanlyrically. Associologist Simon Frith pointsout in hisbook
Sound Effects, Youth, Leisure, and the Politics of Rock ‘n’ Roll, “A word-
based approached isnot helpful at getting at the meaning of rock . . ... Thews%rds
if they are noticed at all, are absorbed after the music has made its mark.”

Theavalancheof decibels, especially of hard rock, isdesignedto blast
the emotions and control the mind. Former rock star Bob Larson explains:
“Rock, at least initsharsher forms, doesn’t tickleyour ears. Itjamsyouinthe
skull like afreight train. You don’t listen to loud r(G)Ock; it baptizes you with
aliturgy of sex, drugs, perversion, and the occult.”

Tothink that one can sanitizerock music just by changingitslyricsis
like believing that poison can be made harmlessjust by administering it with
love. Poisonkillsno matter how itisadministered. By thesametoken, therock
beat alters the human mind, making it susceptible to wrong feelings and
practices whether the lyrics are sacred or secular.

The capacity of rock music, in whatever version, to alter the human
mind through its hypnotic beat, irrespective of itslyrics, makesthe adoption
of such music for Christian worship morally wrong. Christians must avoid
any substance or medium that can alter their minds, becauseit isthrough the
mind that we serve God (Rom 12:2) and are renewed into the image of God
(Eph 4:23-24; Col 3:10).

Summing up, rock music cannot be legitimately transformed into
Christian music simply by changing its lyrics. Such a split is not feasible
because“ Christian” rock, of whatever category, isstill rock music—amusic
that embodiesaspirit of rebellionagainst God and themoral principlesHehas
revealed for our lives.

Much of the discussion about rock music focusestoday on its effects
on humansrather than onitsoffensivenessto God. Theresult isthat many are
moreinterested in defining what God might permit rather than what pleases
Him. It isimperative to shift our focus from self to God and to listen to His
call toholiness. Thiswordisseldomusedtoday, yet theBiblerepeatedly calls
usto be a holy people among a secular-minded and perverse generation (Ex
19:6; Deut 7:6; 14:2; Ps 1:1; 1s64:12; 1 Pet 2:9; 1 John 2:2-6). When we
accept God’ scall to beaholy people and to comeout of Babylon (Rev 18:4),
then the rock music of Babylon will no longer be an attraction for us.
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Chapter 4
THE ROCK AND ROLL
RELIGION

by
Samuele Bacchiocchi

For the past half a century rock music has exercised a revolutionary
impact on our society, shaping thethinking and living of theyounger generation.
Other musical styleslikerag, jazz, and blues have come and gone. After a short
popularity, they have gradually faded almost into oblivion. In contrast, the
cultural resonance of rock music still remainsunabated. Asnoted inthe previous
chapter, rock music has gone through an easily discernible hardening process,
from plainrock inthefiftiesto metal rock and rap rock inthenineties. New types
of rock music are constantly appearing, while older ones are still acclaimed.

Theimpact of rock musicis felt not only in the secular society, but also
inmany Christianschurcheswhich haveadopted“ sanitized” formsof rock music
for their worship servicesandtheir evangelisticoutreach. Christianrock starsand
concerts look and sound very much like their secular counterparts. Analysts
predict that rock music is here to stay, and itsimpact on the church and society
will be felt even more deeply in yearsto come. We are told that “the future of
rock and roll will be even more diverse, and more excessive than the present.”*

The prospect of a continuously increasing demand for more excessive
and violent styles of rock music is reason for concern, because, as noted in
Chapters 2 and 3, this music promotes, among other things, a pantheistic/
hedonistic worldview, open regjection of the Christian faith and values, sexual
perversion, civil disobedience, violence, satanism, occultism, homosexuality,
and masochism.

Some would disagree with this characterization of rock music,
becausethelyricsof somerock songsarenotimmoral and anti-Christian. On
the contrary, they speak out against all manner of injustice, racism, hatred,
and nuclear weapons. Thisimportant argument isexamined at the end of this
chapter. We shall see that the presence and mixture of good and evil lyrics
inrock music may well represent an effective satanic strategy to usethegood
lyrics to lead some Christians to accept more readily the evil ones.

-97-
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If al rock songs dealt only with sex, drugs, and violence, fewer
Christianswould be attracted to such music. But thefact that somerock songs
address|egitimate social concernsfacilitatesthe acceptance of rock music as
awhole, though much of it promotes anti-Christian values and lifestyles.

Objectivesof ThisChapter. Thischapter seeksto account for thelong-
lasting and overwhelming popularity of rock music by continuing theinvestiga-
tion conducted in Chapters 2 and 3 into the worldview of rock music and its
historical development. We found that rock music draws its inspiration from a
pantheistic conception of God as an immanent, impersonal, supernatural power
whichtheindividual can experiencethrough the hypnotic rhythm of rock music,
often accompanied by drugs. This pantheistic worldview, promoted by rock
music, has eventualy led to the rejection of the Christian faith and values, and
theacceptanceinstead of "anew kind of religiousexperiencefor young people."?

This chapter takes a closer look at rock and roll as a religious
experience which involves the use of rock music, drugs, and dance to
transcend the limitation of time and space and connect with the supernatural.
The attempt to plug directly into the supernatural by means of strong
stimul ating repetitive rhythms represents an immanent understanding of the
deity.

Musical styles are not neutral. They are value-laden, embodying
deeply held beliefs about the ultimate reality. This meansthat rock music is
not simply amusical style, but a social-religious phenomemon that reveals
underlying beliefs about the ultimate nature of reality and the supernatural .

Thebook which hasbeen most hel pful for my understanding of rock and
roll asareligious phenomenon is The Triumph of Vulgarity: Rock Music in the
Mirror of Romanticism by Robert Pattison. Pattison isaprofessor of humanities
at Long Island University. Hisbook ishighly literate and provides an insightful
analysis of theideological roots and social impact of rock and roll. The book is
frequently cited by authors dealing with rock music.

The findings of this study are very important because they reveal that
thereismoreto rock music than meetstheeye. Contrary to what many Christians
believe, rock music is not just another musical genre that can be sanitized to
worship God and proclaim the Gospel. A closer look revealsthat rock and roll
embodiesan endtimeapostatereligiousmovement of openrebel lion against God
and the moral principles revealed in His word. Thus, it is imperative for
Christians to understand the broader implications of the rock and roll phenom-
enon.
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PART 1
THE ROCK AND ROLL RELIGION

Inhisbook You Say You Want a Revol ution, sociologist Robert G. Pielke
arguesthat rock and roll can best be understood as areligious movement which
hasbrought about areligioustransformationin American culture.® Pielkewrites:
“All cultural revolutionsare, at their core, religiousmovements, and assuch they
arestrugglesand conflictsat thedeepest |evel of our consciousness (persona and
collective).”*

To characterize rock and roll as a religious movement may seem
inaccurate because a religion presupposes the worship of a supernatural, tran-
scendent Being. At first, this hardly seems the case with rock and roll, whichis
a style of music concerned with such worldly interests as sex, drugs, violence,
rebellion, and social issues. However, acloselook revealsthat rock and roll is
morethan music. It involvesaself-centered worldview, acommitment to a set
of beliefs, and alifestyle with its own system of fashion, language, and values.
It promotesapantheistic view of the supernatural, reflected in theworship of the
rock stars as semi-gods, and in the use of rock music, drugs, and dance to
transcend limitations of time and space and connect with the infinite.

An Experience of the Supernatural. If religion is defined as an
experienceof thesupernatural which causesanindividual to adopt aset of beliefs
and practices, thenrock androll can beviewed asareligion. Observersof therock
scene acknowledge the religious nature of rock concerts. Referring to rock
concerts, a newspaper reporter wrote: “They are the religious ceremonies of a
nonreligious age.”® In fact, they are religious ceremonies of a pantheistic age
which reduces God to an infinite power present everywhere and experienced
through the rock rituals.

Inhisclassic book Theldea of the Holy, Rudolf Otto describesthe goal
of religion asthe apprehension and appreciation of the*holy,” which he defines
as“mysterium tremendum,” that is, the indescribable majesty of the supernatural .6

Inthepresenceof thesupernatural, believersareoverwhelmed by asense
of self-abasement, awe, and nothingness. In many ways, rock fanshaveasimilar
experience, especially when attending a rock concert. As sociologist Charles
Pressler points out, “It does not require a particularly difficult stretch of the
imagination to comparethisfeeling with that of theacolyte[fan] attending arock
concert, the epitome of therock and roll experience, at which one’ ssensibilities
are overwhelmed by the power and demands of the music. | suspect it does not
matter whether the concert features The Beatl es, Megadeath, or the New Kidson
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the Block—they are merely representatives of different rock and roll denomina-
tions—the loss of self in the presence of some kind of overwhelming agency
would be the same.””

Some argue that the intense feelings experienced by those who attend a
rock concert arenot different from thefeelings experienced by thosewho attend
aclassica music concert. This argument ignores the fact that classical music
doesnot involve, asdoesrock, “alifestyle, asystem of fashion, aset of values,
etc.—only rock music conforms to the meaning of the term ‘religion.’”®

Pressler notes that some of the characteristic feelings in Christian
worship, such asawe, humility in the presence of divine majesty, attraction, and
appropriation of divine power, “al so describe the feelings of a person attending
arock and roll concert or itselectronic equivalent. Therefore, there seemsto be
legitimacy totheargument that at |east emotionally, intermsof one’ sexperience
of the phenomenon, rock and roll constitutes areligion.”®

Pressler extends the comparison to the awareness of the supernatural as
experienced by Christians at church and by rock and rollers at a concert. He
writes: “The experience of the rock and roll acolyte [fan] at the rock concert
involvesthe presentation, by the priests, therock band, of the concept of rock and
roll, the concept that discloses the values, power, and revolutionary passions of
rock androll music. . . . Prior to the concert, the mysterium tremendum [the sense
of thesupernatural] hoversbehindtheacolyte, asakind of expected presencethat
never becomesfully present. Astheconcert or CD proceeds, theacolyte, and also
the presenters, are swept into the maelstrom of energy issued by the numinous
[supernatural power].”

Feelings Rather than Reason. Unfortunately the energy released by
rock music engages feelings rather than reason. Rationality is secondary to
emotion. Asthelyricsof the song “Oh, Me,” of the band Meat Puppets putsit:

| don’'t have to think,

| only haveto do it.

The results are always perfect . . .
| formulate infinity.

Therocker knowsthe world as afeeling and thisfeeling isby and large
an optimistic pantheistic experience of the infinite power. The Beach Boys
expressthisfeelinginthesong “Good Vibrations,” which speaks of “ Good good
good good good vibrations.” Inthealbum“ Surf’ sUp,” the Beach Boyselaborate
on the feeling of good vibrations:. “Feel flows. Feel goes.”

In their popular song “Love IsAll Around Us,” the Troggs expressthis
central tenet of rock religion: “My mind’s made up by the way that | feel.”
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Instinct and not reason isthe measure of therockers universe. We shall return
in amoment to the rocker’ s pantheistic experience of the supernatural.

The rocker tends to act according to his passions, rather than according
to clear moral directives. Here lies a fundamental difference between the
Christian and therock and roller experience of the supernatural. TheChristian’s
encounter with God during worship resultsin aclarification and reaffirmation of
moral directives already revealed in Scripture. By contrast, the rocker’ s experi-
ence of thesupernatural leaveshimwithout moral directives, only withinflamed
passionsto follow the excessive, violent, and immoral behavior of their rock stars.

A Movement Toward Excess. Lacking the moral directives of a
transcendent God, rock and roll has given riseto what Pressler calls “the move
towardexcess.” Thehardening processwhichrock musichasexperienced during
the past half century will continueinto thetwenty-first century. AsPressler puts
it, “thefutureof rock androll will beeven morediverse, and moreexcessivethan
the present. Female nudity has aready become commercially considered in
music videos, and has been for some time. Violence has become more graphic,
more extensive, and more gratuitous, to the point that Blackie Lawless, of
WA SP, describesthe presentation, on stage, of theintroduction of anudewoman
into ameat grinder, whereupon the handlewill beturned and raw hamburger will
be sprayed over the audience.”

Themovement toward excesspromoted by therock and roll religionwill
involve future experimentation with new instruments and louder electronic
sound production in order to satisfy its adherents. In terms of moral behavior,
“Y outh will continueto presson toward new ways of expressing their difference
andwill continueto provoketheir eldersthrough the presentation of excess—the
values themselves cannot change that much, because the elders are members of
therock and roll generation themselves. So the tendency will be to continue to
push, to deny similarity, and the children of our heavy-metalheadswill find their
ownway totorment their parents. Theconcept of the colossal [supernatural ] will
alwaysbe presented in theinsistence of the backbeat . . . and the beat goeson.” 12

Worshipping Rock Stars. The religious nature of the rock and roll
movement can also be seen in the commitment of rock fans to the music and
lifestyleof their rock stars—acommitment which competeswith that of nominal
Christianstotheir Lord JesusChrist. Robert Pattisonnotesthat, “ Therocker lives
hismusicwithanintensity few nominal Christiansimitateintheir devotiontothe
faith. He goesto concerts and listens to his music with the same fidelity with
which the Christian of earlier generations attended church and read his Bible.
One of themost frequently repeated mottosinrock lyricsisRock ‘n’ roll will
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never die!’—a cry of belief. The stars of rock undergo literal apotheosis
[deification]: ‘Jim Morrison is God’ isagraffito now perpetuated by athird
generation of rockers.”3

The apotheosis, that is, the deification of rock stars, isvery important to
therock androll religion, becauseit provides idol sto beworshipped and imitated
inreal life. In an article entitled “Forever Elvis,” Newsweek calls Predey “a
saint” and a“ Jesus-like” figure.** Thearticleadds: “Y ou were somehow caught
up with thisfigure, you worshipped him.”*> Theworship of any humanbeingis
plainidolatry and utter blasphemy against God. Itisaclear violation of the First
Commandment: “Y ou shall have no other gods before me” (Ex 20:3).

The rock and roll religion promotes the worship of rock stars like
Christianity teaches the worship of Christ. Such worship entails not only
listening to the music of rock stars, but alsoimitating their lifestylesand visiting
their shrines. Thisresemblestheway Christiansimitate Christ’ slifeandvisitthe
places associated with His life and death.

“Many Elvis impersonators continue to course the places of entertain-
ment throughout theworld. Hisanticsarenot only perpetuated by thosewho | ook
and dress like him, but the whole mode of his styleis preserved by hundreds of
other entertai nersthroughout the musicindustry. His mannerism and techniques
whichmadehim alegend have not only pervaded popular secular musicsincehis
debut but are now imitated in much of the contemporary Christian music as
well.”16

Theworship of Presley isindicated by the sale of “morethan onebillion
records, tapes, and compact discs worldwide.”*” His Graceland estate has
become a multimillion-dollar industry and a virtual religious shrine for the
pilgrimage of many rock and rollers. The Daily News reported that “ Graceland
hasbeen drawing 3,500 fee-paying visitorseach day—or atotal of 1.5million[in
five years] since it opened to the public in 1982. . . . it has become the most
recognizable and most visited private home in America, second only to the
White House.” 18

What istrue of the deification of Presley isalso true of other rock stars.
For example, Michael Jackson, as Hubert Spence points out, “has carefully
staged himself throughout the world as an icon of deity. His videos regularly
display him giving erotic gestures to the camera; his extravagantly-rendered
stage productions present strong implications of hisgodhood (manifested in his
entrances and exits), lauding him as the savior of the world.”*°

John Denver, apopular rock star whowaskilledinaplanecrashin 1997,
said inaninterview: “Someday I’ll be so complete, | won’t even be human. I'll
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be God.”?° Rock musicians aspire to become divine and want their followersto
honor them, follow them, and worship them as the caretakers of a new world.

Theworship of rock starsisal so promoted through biographiesthat exalt
their saint-like qualities. Robert Pattison points out that “ The most successful
books about rock itself are the hagiographies[biographies of saints] of itsstars,
like Jerry Hopkins and Danny Sugerman’slife of Jim Morrison, No One Here
Gets Out Alive.”

For some rockers, being in the presence of their rock stars is like a
religiousexperience of the supernatural. Inher book I'mWith the Band, Pamela
Des Barres, arock groupie, says: “ Something came over mein the presence of
rock idols, something vile and despicable, something wondrousand holy.” % She
explains that being with rock stars is a cross between “pornography and
heaven.”# The crossing between the holy and the profane experienced in the
presence of rock stars reflects the deceptive capacity of rock stars to make evil
appear as good.

The Music of Babylon. The worship of rock stars has influenced an
increasing number of Christian churches. In their thought-provoking book,
Music in the Balance, Frank Garlock and Kurt Woetzel acknowledge that “A
large segment of the Christian community has enthusiastically embraced this
music of theworld, theassociated antics, and the philosophy. All threehavebeen
implanted into the life of the church. Not only have many Christians accepted
the music as suitable for praise and worship, but an atmosphere pervades the
contemporary Christian concerts not unlike the early concerts of the Elvis era.
Believers have made idols of their own rock and roll singers and continue to
worship at their feet with devotion and their pocket books.” %

The imitation of rock stars and their music in church services and
concerts reminds us of the apocalyptic description of the endtime false worship
promoted by those who bid to “make an image for the beast” (Rev 13:14). In
Revelation 14 thebeast and itsimage (v. 9) areidentified with thefalseworship
promoted by Babylon (v.8). Could it bethat Satan isusing deceptive rock music
tobring about the Endtimefal seworship, asheusedinthePlain of Duraof ancient
Babylon to lead all the people to worship the golden image (Dan 3:7, 10)? We
take up this question again in the closing remarks.

A Pantheistic Religion. Another significant indication of the religious
natureof rock androll canbefoundinitspantheistic orientation. Robert Pattison
offersaninsightful analysis of the pantheistic beliefs present in rock music. He
tracesthesebeliefsto the panthei sticideasof Romanticism, apopul ar nineteenth-
century humanistic movement which is still very pervasive today.?
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Pantheism rejects the existence of any transcendent personal being,
identifying the divinewith all the natural processes. What this meansisthat, for
therock and rollers, God is not atranscendent personal Being beyond them, but
an infinite power present around them and within them. Incredible as it may
seem, the goal of rock isto “subsume the universe and become God.”?® Godis
“obliterated in a pantheist’s cosmic orgasm.”? Rock music, according to
Pattison, is the ritual of the pantheistic culture of our time, “a means of
approaching the infinite.”#® Through the ecstasy of rock music, the rock and
roller transcends the limitations of time and space, and plugs into the infinite.

The pantheistic rock and roller equates self with God and the world at
large. Hisfedlings, rather than reason, arethefundamental way of knowing. This
pantheistic mentality isreflected inthe popular song “WeAretheWorld,” which
was composed as a campaign song to raise money for African famine victims.
Pattison observes that “ by simultaneously playing on rock’ s expansive panthe-
ism and itssentimentality about the primitive, themakersof ‘WeAretheWorld’
created a song that zoomed to the top of the singles charts in four weeks and
shipped ‘multi-platinum’ with certified sales of four million records in one
month.”

The same pantheistic sentiment isexpressed inthefamous Beatles' song
“lamtheWalrus’: “| anheasyou areheasyouaremeand asweareall together.”
“All variations of self—I, he, you, we, they—are interchangeable. All feelings
and events are equally valid, equally present, equally meaningful. Every event
isthe center of the universe. There is no transcendent location for meaning. . . .
In Eureka Poe had written: ‘That God may be all in al, each must become
God.'"®

The goal of the rock religion, to subsume the universe and to become
God, remindsusof thetemptationwhichled our foreparentsto rebel against God,
with all the resulting consegquences. The deceiver assured Adam and Evethat by
partaking of theforbidden fruit, they would have amagic experience: “Y ou will
be like God” (Gen 3:5). In many ways thisiswhat rock music promisesto its
followers: “If you listen to it you will lose consciousness of your human
limitations and enjoy a godlike experience.”

Pantheism and the | mper ative of Fun. By reducing God to the natural
process of the universe which is also within ourselves, rock teaches people to
forget about a transcendent God and to find meaning instead in the immediate
pleasureoffered by thematerial world whichthey canfeel. Thisexplainswhy the
pantheistic orientation of rock and roll leads to a hedonistic lifestyle, that is, to
the search for immediate pleasure.
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Pattison gives several examples of rock musicians to illustrate this
point. “Chuck Berry isthe universally acclaimed black prophet of the rock era
because his songs are relentlessly about fun: ‘I’m keep on dancin’ till | got my
kicks!” Fun, the highest aestetic achievement of a rigorous pantheism like
Whitman'sor rock’s, isthe pleasure derived from auniverse which isourselves
and which we cannot transcend becauseto know itisto beinit: “Well if you feel
it‘n’ likeit, Gogetyour lover, thenreel it‘n’ rock it.” Chuck Berry’ sisauniverse
that pivots on an untranscendent celebration of the energy | can extract from the
present moment without recourseto anything but myself. * Go, go’ istherepeated
imperative of hislyrics, the imperative of fun.”3!

Another example of pantheistic hedonism is popular rock star Bob

Dylan, of whom Pattison says: “ After thereligiousimagery of ‘| Dreamed | Saw
St. Augustine’ and the mystic allegory of *All Along the Watchtower,” Dylan
ended hisJohn Wesley Har ding al bum with the apparently incongruous country-
rock ballad, ‘I'll Be Y our Baby Tonight’:

Kick your shoes off,

Do not fear,

Bring that bottle over here,

I’ll be your baby tonight.

Thetroublesof theworld enumeratedinthelyricsof John Wesley Har ding vanish
in the rocker’s final commitment to the sensible present of tonight, and what
Dylan tells his lover is what rock has to say to transcendental observers
everywhere:

Close your eyes, close the door,

Y ou do not have to worry anymore,

I’ll be your baby tonight.
Dylan raises Chuck Berry’s doctrine of fun to the highest of rock art.”*

The substitution of fun for the joy that comes from the enjoyment of
respectable forms of art reveal sthe depraved nature of rock music. Itsgoal isto
lead people away from the enjoyment of beautiful, genuine art inspired by a
transcendent God, into the immediate excitement generated by the abuse of
God' s good creation.

PART 2
THE RITUAL OF SEX, DRUGS, AND DANCE

Sex asUnion with the Infinite. Sex playsavital rolein the pantheistic
religion of rock and roll because it is seen as an important ritual to experience
union with the infinite. Some of the lyrics of rock songs that glorify sex are too
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obscene to be included here.® Even the less obscene samples given below are
offensive. Toomitthemaltogether could beinterpreted asafailureto substantiate
that sex isavital component of the rock and roll religion.

Tone Loc is very graphic in the song “Wild Thing,” which reached
number two on the charts:
Could not get her off my
She was like static cling.
That’s what happens
When bodies start slappin’
From doing the wild thing.

In her song “ Throb,” Janet Jackson, Michael’ s younger sister, relieson
sexua sights that “build to an orgasmic, S——"  The song “Anytime,
Anyplace” depicts public sex. PaulaAbdul uses sensual and erotic lyricsinsuch
songs as “Head Over Heels, “Get Y our Groove On,” and “ Sexy Thoughts.”

The rock religion worships the genitalia as the creative hub of the
universe. “1 amthe creative hub of the universe, and the creative hub of meismy
genitalia. Little Feat says. ‘| have arocket in my pocket.” The crotch is the
launchpad for the conquest of the universe. Rock has restored the pantheistic
adoration of the phallus to the West. The real rock star isayoung male, horny,
andwell-hung. Jim Morrison and Iggy Pop arethe most prominent of a series of
rock stars who have exposed themselves for agrateful public. Other rock stars,
intimidated by modesty or the law, have propitiated the ritual demands of their
audience by padding their crotchesor highlighting their endowments. David Lee
Roth, formerly of Van Halen and one of rock’s transient sex symbols, usually
performs in tight outfits accented by a bulging red G-string.  With minor
variations, hisis the costume of most hard-rock idols.” %

Theworship of sexual organsisevident evenin somealbum covers. That
of “Velvet Underground and Nico,” by Velvet Underground, featuresayellow
bananathat peels back to reveal pink banana-flesh beneath. The album “ Sticky
Fingers,” by Rolling Stones, featuresthecrotch of abulging pair of jeanswiththe
zipper down to reveal the underwear.

“The ideal rock star is sexuality incarnate. He is the focus of every
possible taste. . . . In life, Mick Jagger has come closest to fulfilling rock’s
pansexual fantasy, and he has received equal sexua obeisance from gushing
girls, butch boys, mid-life sadists, and aging discomanes. A cunning rock star
nourishes the fantasy that he is sexually omnivorous.”*
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Thesexual appetiteextendstoincestual acts. TheArtist, formerly known
asPrince, praiseshisincestual relationshipwith hissisterinhis* PurpleRain” abum:
My sister never made love
to anyone but me.
Incest is everything
it'ssaid to be.

Pattison concludeshisanalysisof sex intherock scenewiththisarresting
statement: “Nothing could more firmly distinguish rock from other forms of
popular music than itsinsistent penisworship.”* The worship of the genitaliais
fundamental to the rock and roll religion, because they are seen as the creative
hub of the universe and as a means to approach divinity.

A good exampleisthesong* Closer,” sung by the popul ar rock band Nine
Inch Nails. Thelyricssay: “I want to feel you fromtheinside, | want tof—you
like an animal, my whole existence isflawed, you get me closer to god.” This
perverted notion of sex as a means to get closer to god reminds one of the
fertility cults of the ancient pagan worship where sexual organs and sacred
prostitution served as means of interaction with the gods.

Thesexual perversion promoted by therock movement and theentertain-
ment industry reminds us of the sexual sinsand moral depravity in the days of
Noahand Lot. Jesusreferred to those daysto characterize the age preceding His
return (Luke 17:27). Similarly, Paul predicted that “in the last days’ many will
be*without natural affection, . . . incontinent” (2 Tim 3:1-3; KJV). Today weare
witnessing the unprecedented fulfillment of this endtime sign given by Christ
and clarified by Paul.

DrugstoExperiencethelnfinite. Drugs, likesex, play avital roleinthe
ritual sof therock androll religion, becausethey alter themindinwaysconducive
to a deceptive consciousness of the infinite. The rocker, who is “bound on an
expedition to infinity, demands constant infusion of cosmic energy.”*” Drugs
allegedly provide such cosmic energy.

In the celebrated drug song, “White Rabbit,” Jefferson Airplane men-
tions the potential of drugs:
One pill makes you bigger,
And one pill makes you small,
And the pills that mother gives you don’'t do anything at all.

Mother’s licit prescriptions are seen as worthless because they do not
alter the consciousness by making a person feel bigger or smaller. Drugs like
amphetamines and cocaine produce an euphoric state that makes the rocker
believe he finds himself at the center of a universe of pure energy.
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“Rock’ s speed-freak envisions atotality, comprised of what the VVelvet
Underground calls ‘white light/white heat: ‘White light, don’t you know it
lightensup my eyes, Don’t you know it fillsmewith surprise.’” The perfect self,
of which uppersprovideafleeting apprehension, isidentical withthepureenergy
of whiteheat. Speed and cokearetraditional fare onthe menus of rock precisely
because they are comestables that expand the self to incandescent godhead.”

Thisisalso the reason for the use of hallucinogenic drugslike LSD and
mescaline. They provideasimilar experience of the®whitelight/whiteheat.” In
the song “Lucy in the Sky with Diamonds,” the Beatles describe a world seen
through* kal eidoscopiceyes’ whichisalivewith*tangerinetreesand marmalade
skies.” Pattison explainsthat “the difference between speed and hallucinogenic
visionsisoneof quality, not of kind. Both aimto providethe self withagodlike
eminence from which to apprehend its embrace of totality.”*

Drugs provide rock musiciansthe ecstatic inspiration needed to produce
their music. Inhisbook Lennon Remembers, Jann Wenner quotes John Lennon,
saying: “*Help’ was made on Pot. ‘A Hard Day’s Night’ | was on pills. That's
drugs, that’ s bigger drugs than Pot. . . . Since | became amusician I’ ve always
needed a drug to survive.” %

The rockers' use of various kinds of drugs to obliterate consciousness
and experience contact with the supernatural revealstheir desperate effort tofill
the emptiness of their lives by reaching out to the supernatural through the
hypnotic power of the rock beat and drugs. The results of such efforts are often
tragic. Some reportslist over eighty rock stars who have died in recent yearsin
drug-related incidents.*

Thetitle of Steve Turner’ sbook, Hungry for Heaven: Rock and Roll
Search for Redemption, sums up well the rock religion: It is a search for
redemption through rock music and drugs. Turner describes drugs as “the
DamascusRoad” experiencefor rockers. “ People started out ontripsashard-
nosed materialists after abit of fun, and emerged with their egosripped and
mauled, unsure at first whether they’ d see God or whether they were god.” 4

The Good News of the Gospel isthat the “Damascus Road” experience
is found not through the rock beat and mind-atering drugs, but through a
Person—the Person of Jesus Christ who says: “Cometome. ..and | will give
yourest” (Matt 11:28). Theacceptanceof Christ’ sprovisionof salvationfillslife
with peace and purpose—something that the rock beat and drug can never offer.

TheRock Dance. Danceisalso animportant aspect of theliturgy of rock
and roll, because it offersto the rockers an opportunity to imitate and represent
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bodily everything that they feel about the supernatural. “The liturgy of rock
repeatedly callson the believer to * dance dance dance,” to ‘ keep on dancing and
a-prancin.” One of the central texts of rock is the introduction to the Contours
1962 hit, ‘Do You Love Me Now That | Can Dance? :

Y ou broke my heart and made me cry

When you said | couldn’t dance—

But now I’'m back to let you know

That | can really make romance.

“The ability to dance is equivalent to the ability to feel. It is the ritual
celebration of the sentient self-imitating the Dionysianinfinity. . . . Danceisone
of the sacraments of rock.”* Theimportance of danceliesin that it enablesthe
rocker to express bodily the experience of the supernatural induced by the beat
and, often, by drugs.

Pattison explains that while in rock mythology the ritual of dancing is
performed in the street, inrea lifeitisdonein discosand at parties. “If rock is
anew religion, itisnot the oriental paganism portrayed initsown mythology but
a fairly decorous pantheism whose practice no more demands orgies than
Christian ritual requires human sacrifice at the mass. The dancing of rock
happens in discos and at parties, not in the streets. Rock is the liturgy of this
pantheism, ... But thepantheism behindtheliturgy, thoughvulgar, istolerant and
pluralistic.”

TheEclecticand DeceptiveNatur eof Rock Music. Thepluralisticand
eclectic nature of rock music can bevery deceptivefor Christians, because some
songssound Christian and others Satanic. Pattisonexplains: “ Somerock, likethe
songsof Soft Cell, isoverly Christian; other rock, like Feederz' s* Jesus Entering
fromtheRear,” isblasphemous; and still other rock, likethemusic of the Police,
isarguably Christian and atheistic all at once. Thereis Vedic rock, Zen rock,
Rastafarian rock, born-again rock, never-born rock, and thanks to Kinky Fried-
man and the Texas Jewboys, even Jewish rock, each distinguished by itsvulgar
treatment of thereligiousmaterial. Rock’ spanthei sm happily accommodatesthe
varieties of religious experience, careless of whatever contradiction arises, and
on the Billboard album charts a record by U2 that features lead singer Bono’'s
adaptation of the Gloria from the mass appears next to Mdtley Crie’ s Shout at
the Devil.” %

The eclectic and pantheistic nature of rock music makes it possible for
rock’ sfansto adore Satan* inthedisco by night and Christinthecathedral by day.
Rock merely continues the American democratic religious tolerance and diver-
sity.”“6 Undoubtedly, most rock fans will admit that they are not consciously
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adoring Satan. But whether Satan is worshipped consciously or unconsciouly,
the end result is the same: he receives the worship due only to God.

Initially rock music treated Christianity with blasphemy and con-
tempt. Such songs as “Sympathy for the Devil,” “Satan Rock,” “Mrs.
Robinson,” Arthur Brown’s*Fire,” and othersweredeliberately sacreligious.
Withtheadvent of “ JesusRock,” however, theanti-scriptural overtoneshave
been obscured so that theuncritical listener can bedeceivedinto thinking that

rock has become more acceptable to Christian ears.

In hisbook The Day the Music Died, former rock star Bob L arson notes:
“Thereligion and rock syndrome of today may contain such varied themes as
George Harrison’s Hindu metaphysical view of ‘My Sweet Lord’ and Judy
Coallin’s rendering of the beloved gospel number * Amazing Grace.” In the last
few yearswe havelearned that supposedly ‘ JesusisaSoul Man,” a* Spiritinthe
Sky,” and a‘Superstar.” Rock religious lyrics today come complete with both
hallelujahs and Hare Krismas. So far has the trend gone that even the Rolling
Stones included a Jesus rock song on their album ‘Exile on Main Street.’
Rock has indeed become a religion complete with its own distorted and
warped liturgy.”+

Themingling of sacred with sacrilegiousinrock music may explainwhy
some Christian musicianshave so readily crossed over to secular rock. After all,
thelyricsof somesecular rock songsdo speak about Christ and Christianthemes.
Robert Sweet of the crossover rock group Stryper admitted: “We are not
religious fanatics who are trying to convert everybody we meet. We are not
trying to shut down rock radio stationsor makemagazinesgo out of business. We
honestly believe that Jesus Christ is the Savior, but we are about the most
unreligious Christian band you could imagine. Religionisreal for us, but sois
rock and roll.”#

Onewondershow peoplecan claimto believe and accept Jesus Christ as
the Savior, and yet be“the most unreligious Christian band you could imagine.”
Canreligionbetruly “real” for acrossover rock band that boaststo be*the most
unreligious Christian band you could imagine”? Such aclaim ignores the fact
that the Christian religion isnot only a profession, but also apractice—not only
creed but also deed. Scripture teaches us that “as the body apart from the spirit
is dead, so faith apart from works is dead” (James 2:26).

Themingling of sacred with sacrilegiousinrock music may explain also
why some Christians see nothing wrong with such music. Several reviewers of
thefirst draft of this manuscript, which went out to the 8,000-plus subscribersto
my “Endtime Issues” Newsletter, alerted me to the fact that the lyrics of some
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rock songs are not anti-Christian. In fact, they speak out against all manner of
injustice, racism, hatred, and nuclear weapons. Their contention is that rock
music can belegitimately adopted for Christian worship, after alteringitslyrics,
because some of it promotes worthy causes.

Thisobservationiscorrect, but thecontentioniswrong becauseitignores
three major considerations. First, rock music, aswe seein Chapter 5, makesits
impact musically rather than lyrically. As sociologist Simon Frith points out in
his book Sound Effects, Youth, Leisure, and the Politics of Rock ‘n’ Roll, “A
word-based approach is not helpful at getting at the meaning of rock . ... The
words, if they arenoticed at all, are absorbed after themusic hasmadeitsmark.” 4
This means that the hypnotic beat of rock music typically neutralizes whatever
positive message the lyrics may contain. The medium affectsthe message. This
important point is considered more fully in the following chapter.

Second, good and evil are often mixed in the same song. Take Alanis
Morissette, for example. Her songs are popular because of her passion and rage
at many social problems. But her language contains obscenities and psycho-
sexual matter. Even those songs which contain no obscene language offer no
biblical answer to human dilemmas. For example, in her song “Y ou Learn,” she
croons:

| recommend getting your heart
trampled on to anyone,

I recommend walking around naked
in your living room.

Swallow it down

(what ajagged little pill).

It feels so good

(swimming in your stomach),
Then wait until dust settles.
Youlive, you learn,

You love, you learn,

You cry, you learn,

You lose, you learn,

Y ou bleed, you learn,

Y ou scream, you learn.

Thissong speaksof learning from pain. It may echowhat livingfor Christ
isall about, but Morissette does not offer the right answer. The solution to the
problem of pain is not found in swallowing a pill, but in trusting in God's
overruling providence to sustain us through suffering.
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Lastly, themixtureof good and evil lyricsinrock music, asnoted earlier,
may well represent an effective satanic strategy to use the good lyrics to lead
some Christiansto accept more readily the evil ones. If all rock songsdealt only
with sex, drugs, and violence, fewer Christianswould beattracted to such music.
But the fact that some rock songs address legitimate social concerns facili-
tatesthe acceptance of those rock songswhich promote anti-Christian values
and lifestyles.

Throughout thecourseof itshistory, Christianity hasbeen plagued by the
mixing of truth with error. The result has been the rise of countless heretical
movements. Thereligiousand social revolution brought about by the rock-and-
roll movement must be seen within this historical context.

Thebest Christian defenseagainst all formsof deceptions, including that
of rock music, isto befoundin aclear understanding of their fal seteachingsand
practices. Thisiswhat this symposiumisall about. So far we have examinedin
Chapter 2 the philosophical worldview of rock music, in Chapter 3 the discern-
ible hardening process of rock music, and in this chapter the deceptive
religious experience offered by rock. In the following chapter we take a
closer look at the actual structure and values of rock music.

CONCLUSION

Thecultural revolution brought about by rock music duringthelatter hal f
of thetwentieth century isat itsrootsareligiousmovement based on apantheistic
understanding of God. For therock androllers, Godisnot atranscendent personal
Being beyond them, but a supernatural power present around them and within
them. Rock music, sex, drugs, and dance are important rituals of the rock
religion, because they are supposed to provide the means to transcend the
limitation of time and space and experience the supernatural.

In many waysrock music promisesto itsfollowerswhat Satan promised
Adam and Eve: Y ou can become like God by partaking of the forbidden fruit.
Like our foreparents at the beginning of human history, many today are
succumbing to Satan’ stemptation in the hope of enjoying agodlike experience.

The investigation of this chapter on the religious, social, and mora
implications of the rock-and-roll movement invite us to consider a timely
question: Could it be that the worldwide popularity of rock music, which
promotestheworship of self and humanidols, ispart of the mastermind strategy
to promote the endtime fal se worship described in the Three Angels M essage of

Revelation 147
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It isimportant to remember that the apocal yptic imagery of the false
worship promoted by Babylon in Revelation 13 and 14 is derived from the
historical chapter of Daniel 3, which describesan event of prophetic endtime
significance. On the Plain of Dura, al the inhabitants of the Babylonian
empirewere called to worship the golden image of King Nebuchadnezzar. A
fiery furnacewas prepared for thosewho refused to pay homageto the golden
image. Daniel informs usthat “every kind of music” (Dan 3:7, 10) was used
to cause all classes of people from all the provinces of the empire to
corporately worship the golden image (Dan 3:10).

TwiceinDaniel 3thereisalong list of thedifferent musical instruments
used to produce “every kind of music” (Dan 3:7,10). This eclectic music was
played to induce people to worship the golden image. Could it be that, asin
ancient Babylon, Satanisusingtoday “ every kind of music” tolead theworldinto
the Endtime fal se worship of the “beast and itsimage” (Rev 14:9)? Could it be
that a Satanic stroke of geniuswill write Gospel songsthat will havethemarking
of every taste of music: folk music, jazz, rock, disco, country-western, rap,
calypso? Could it bethat many Christianswill cometo love these Gospel songs,
because they sound very much like the music of Babylon?

The summon of the Three Angels Message to come out of spiritual
Babylon, by rejecting its false worship, could well include also the rejection of
the rock music of Babylon. Soon the whole world will be gathered for thefinal
showdown in the antitypical, apocalyptic Plain of Dura and “every kind of
music” will be played to lead the inhabitants of the earth to “worship the beast
anditsimage’ (Rev 14:9). It isnoteworthy that in Revelation the outcome of the
showdowninvolvesthesilencing of themusic of Babylon: “ So shall Babylonthe
great city be thrown down with violence, and shall be found no more; and the
sound of harpers and minstrels, of flute playersand trumpeters, shall be heard
in thee no more” (Rev 18:21-22).

Thosewho reason that thereisnothing wrong with themusic of Babylon
may be conditioning themselves to accept the false worship it promotes. Satan
has his own songs for the Endtime false worship. Could it be that, by adopting
themusic of Babylon, somewill missthe chanceto sing the New Song of Moses
and of theLamb? May thisquestion resonatein our consciousnessand challenge
us to stand for truth like the three Hebrew worthies.
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Chapter 5
THE ROCK RHYTHM
and
A CHRISTIAN RESPONSE

by
Samuele Bacchiocchi

Rock music is the most popular cultural phenomenon of the second
half of the twentieth century, influencing our entire culture. It isthe greatest
propagator of themoral, social, and aesthetic revolution we are experiencing
today. The sound and philosophy of rock music penetrates virtually every
area of daily activity. Its insistent, pulsating beat can be heard in homes,
offices, places of businesses, and even churches. Rock music has penetrated
every aspect of life.

Rock music has become an effective way to communicate a new set
of values and to produce a new religious experience to an emerging genera-
tion. Beforerock music, thefamily asawhol eenjoyed music asawholesome
form of entertainment. The old European music influenced the music of the
first half of the twentieth century and was regarded as “good for the kids.”

A radical change began in the 1950s with the introduction of rock
music, which has created a rift between the older and younger generation.
Nothing excites the passions of young people today as does rock music. As
Allan Bloom of the University of Chicago points out, “Today, avery large
proportion of young peopl e between the ages of ten and twenty live for rock
music. . . . When they arein school and with their family, they long to plug
themselves back into their music. Nothing surrounding them—school,
family, church—has anything to do with their music world.”*

What isit that makesrock music so attractive, anirresistibleaddiction
for many peopl e, inspiteof itsrevol utionary anti-Christianand countercultural
nature? Why isit that even Christian churches are adopting more and more
Christianized forms of rock music for their worship service and evangelistic
outreach? | s there something unique in the structure of rock music and/or in
itslyricsthat makesthismusic substantially different from any other form of
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music? Quentin Schultze notes that “Musicologists have pondered the
enigmas of rock’ s attraction and have generally gone away mystified, for
rock hardly fits into the high-culture formalist definition of musical
accomplishment.”2

Objectivesof ThisChapter. It would be presumptuousto claim that
this chapter resolves the enigma of rock’s attraction by identifying all the
factors contributing to its unprecedented popularity. Any attempt to be
comprehensiveintheanalysisof suchacomplex social phenomenon risksthe
danger of being superficial.

This chapter seeks to understand what accounts for the long-
lasting and overwhelming popularity of rock music by continuing the
investigation conducted in the last three chapters into the nature of rock
music. The underlying assumption of this symposium is that Christians
and secular people are attracted to rock music because of what it offersthemin
terms of excitement, worldview, value system, and religious experience.

So far our investigation has focused on the worldview of rock music,
itsideological development, and religiousexperience. In Chapter 2wefound
that rock music reflects a pantheistic conception of God as an immanent
impersonal supernatural power which theindividual can experience through
the hypnotic rhythm of rock music and drugs. This panthei stic conception of
God has facilitated the acceptance of rock music among both Christians and
secularly minded people, because both groups seek to fulfill the inner urge
for apleasurable experience of the supernatural through the hypnotic effects
of rock music.

In Chapter 3 we traced the ideological evolution of rock music by
focusing on the valuesthat have emerged during the course of itshistory. We
found that rock music has gone through an easily discernible hardening
processfromrock ‘n’ roll to hard rock, acid rock, heavy metal rock, rap rock,
thrash rock, etc. New types of rock music are constantly appearing, because
rock fans constantly demand something stronger and stronger to meet their
craving.

In Chapter 4 we found that the pantheistic worldview promoted by
rock music haseventually led to therejection of the Christian faith and to the
acceptance of anew kind of religiousexperience. Thelatter involvesthe use
of rock music, sex, drugs, and dance to transcend the limitation of time and
space and connect to the supernatural.

This chapter continues and completes the investigation into the
nature of rock music by taking acloser look at itsdefining characteristics,
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namely, itsrhythm. We refer to scientific studies which indicate that the
rock beat affectsthe body in away that isunlike any other type of music.
It alters the mind and causes several physical reactions, including sexual
arousal.

This closer look at the nature of rock music provides a basis for
discussing the overriding question of this symposium—~Can rock music be
legitimately transformed into afitting medium to worship God and proclaim
the Gospel’ smessage? Thischapter isdesignedto helpinformulating afinal
answer to thisquestion by offering an understanding of the structure of rock
music and its effects.

This chapter is divided into two parts. The first part examines the
structure of rock music itself, especially its characteristic rhythm and beat.
Special consideration will be given to the effects of rock music on the mind,
muscles, and sexual arousal. The second part discusses how the church
should respond to rock music by choosing instead music that respects the
proper balance among melody, harmony, and rhythm. Such balance reflects
andfostersorder and balanceinour Christianlifeamong thespiritual, mental,
and physical components of our beings. The chapter closes by offering some
practical suggestionsonhow torevitalizethesinging of traditional hymnsand
to introduce new hymns to the congregation.

PART 1
THE STRUCTURE OF ROCK MUSIC

The defining characteristic of good music is a balance among three
basi c elements. melody, harmony, and rhythm. Other elementssuch asform,
dynamics, text, and performance practicescould belisted, but for the purpose
of our study, welimit our discussion to the three above-mentioned elements.
Rock music invertsthisorder by making rhythm its dominant element, then
harmony, and last melody.

Before looking at the role that rhythm plays in rock music and its
effect on the human body, it might be helpful for those lessversed in music,
to explain how melody, harmony, and rhythm are integrated in good music.

TheMelody. The melody isthe most prominent part of themusic. It
is the “story line” of a piece of music and consists in the horizontal
arrangement of noteswhich isrecognized first whenwesingasong like*All
toJesus| Surrender.” Thosewho singwhat iscalled the harmony, such asthe
alto, tenor or bassparts, aresingingamel ody that “ harmonizes” with theother

three parts.
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Aaron Copland, who isregarded asthe dean of American composers,
makes this observation about a good melody: “Why a good melody should
havethepower tomoveushasthusfar defiedall analysis. . .. Thoughwemay
not be ableto definewhat agood mel ody isin advance, wecertainly can make
some generalizations about melodies that we already know to be good.”?

According to Copland a good melody has the following general
characteristics:

“Itmust haveriseandfall (i.e., pitchesgoing up and down). A melody
that remains static (on the same pitch) can through repetition produce a
hypnotic effect. . . .

“It must have satisfying proportions (i. e., a beginning, middle, and
ending) and give a sense of completeness. The melody tells the story of the
piece.

“It must at somepoint (usually near theend) cometo aclimax andthen
aresolution. All good art will have a climax.

“Itwill bewritten in such away to elicit an emotional response by the
listener.”* Rock music, as we shall see, lacks severa of these essential
characteristics of good music.

TheHarmony. Theharmony isproduced by the chordswhich match
the key structure in which the melody iswritten. It isthe sound that we hear
when the various parts coincide. “As a melody provides the ‘profile’ for a
piece of music, the harmony isits ‘ personality.’’®

“Chords can provide both rest (consonance) and unrest (dissonance)
inmusic. Good musicwill haveabalanceof rest and unrest. Harmonic chords
can a'so color our mood aslisteners. For example, What if every song were
written with the harmonization in aminor key? That would definitely affect
our mood. This aspect of music may be difficult for a nonmusician to
comprehend. Y ou know it when you hear it, but you may not be sure how to
defineit.”®

The Rhythm. Therhythm iswhat makes the music move. Without
rhythm, music becomes one continuous, boring, and uninteresting sound.
“Rhythmistheorderly movement of musicthroughtime. Just astheheartbeat
isthelifeof thebody, rhythmisthelife of themusic and providesits essential
energy. Without rhythm, musicisdead. Melody and harmony must unfold
together, and rhythm makes this simultaneous unfolding possible.””

Everythingin nature, including the human body, hasrhythm. Thereis
arhythmto the heartbeat, respiration, and speech. Scientists havediscovered
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that even the brain functionsin rhythm.2 Brain waves have frequencies that
are influenced by physical and mental states.

The same is true in music where rhythm is organized into regular
recurring beats, whichmakeupwhat isknownas “meter.” Usually thegroup
of beats comein patterns of two, three, or four. “Repetition of these patterns
inmusicisdivided by measures. Inany good pieceof music, thestrongest beat
inapattern (measure) isthedownbeat (thefirst beat inthe pattern). If apattern
has four beats, the strongest beat isthefirst, and the second strongest beat is
the third, as pictured in the measure that follows:

/IONE, two, THREE, four/.”®

Rhythmin Rock Music. Rock music reversesthecommon order of
the beat by placing the emphasis on what is known as the offbeat. In the
offbeat, themain emphasisfallson beat four and the secondary beat ison beat
two as pictured in the measure that follows:

fone, TWO, three, FOUR/

Thefundamental problemwithrock musicisitsrelentlessbeat which
dominates the music and produces an hypnotic effect. Bob Larson, whose
career asapopular rock musician gave him afirsthand experience of therock
scene, points out that “the major issue for consideration from a moral and
spiritual standpoint is the extent to which a pulsated or syncopated beat
overridesthe other musical elementsin asong so that the level of communi-
cation is primarily sexual and physically arousing.”*°

In good music, as Tim Fisher explains, “the correct order is a good
melody, supported by balanced harmony, undergirded with a firm and
consistent rhythm. Concert music (i. ., asymphony or another instrumental
piece of music) will sometimes vary from this order because of adesire to
showcase the talents of the composer or the dexterity of the performer.
However, our topic hereisChristian music asit relatesto communicating the
spoken word. If you desire to communicate a text with music, the order is
clear: melody, harmony, then rhythm.” ! It should beclarified that “afirmand
consistent rhythm,” does not mean an over-accentuated rhythm as found in
rock music.

Rock music reverses the order of good music by making the rhythm
the most important part of the sound. Larson explains: “Unlike other forms
of musicwhichmay reveal melodicinventiveness, thefocusof rock isusually
onthebeat. Itisadrummer’sholiday. ... Jazz hasarhythmic swing. It flows
withanexciting yet ultimately releasingfeeling. But rock isbuiltfromahard,



The Rock Rhythm and a Christian Response 122

straight-up-and-down pounding rhythm that produces frustrated energy.
Somerock sounds emphasize alternating beats, while other rock tunesin part
or wholehammer every beat home. Though hemay addfills(short percussion
outburst), it isthe drummer’ s job to keep the force of rock moving with the
incessant pulsating and syncopated beat.” 12

DrivingBeat. Theheavy emphasisonbeat iswhat distinguishesrock
from every other type of music. Quentin Schultze notes: “The heart of rock
androll isrhythm and beat—thosetwinforcesgiverock itsenergy and propel
its intentional simple harmony and melody. The appeal does not lie in
harmony, because most rock and roll music consists of no more than four or
fivevery simple cordsin avery clearly defined key. Nor doesthe attraction
liein melody, sincetherock and roll vocalist does not so much sing as shout
and wail.” 3

Thefirst and most important defining and distinguishing characteris-
tic of rock musicisitsdriving, loud, relentlessbeat. In hisbook, The Art of
Rock and Roll, Charles Brown discussesthe varioustypes of rock music that
have evolved since the days of Elvis Presley. He finds that the common
denominator of al the kinds of rock music is its beat: “Perhaps the most
important defining quality of rock and roll isthe beat, . . . Rock and roll is
different from other music primarily because of the beat.” 4

Itisvitaly important to understand that rock music is different from
all other music because of itsheavy emphasison therelentlessbeat. Thisfact
is acknowledged by rock musicians. In hisbook A Conceptual Approach to
Rock Music, Gene Grier says that “rhythm is the most important and basic
element of rock music because of the way in which we relate to it.”*® He
instructsreaderson how towriteagood rock song by following thefollowing
four steps:

“1. Decide on atime signature.

2. Decide on a chord progression . . . .
3. Write the melody.
4. Write the lyrics.” 1

This statement is abundantly clear. Rock invertsthe correct order of
the elements of normal music by making rhythm and harmony more impor-
tant than melody and lyrics.

Bob Larson, who prior to his conversion was a successful rock
performer ontel evision showsand entertai ned capacity audiencesin Conven-
tion Hall, Atlantic City, explainsthat the* pul sating beat and fast rhythm will
unmistakably identify rock music. . . . Sincerock isahybrid sound of whole
traditions of music (jazz, Negro spiritual, country and western, blues), it is
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hard to assign any one sound astypical. It has become a musical melting pot
for many styles, all centered in the relentless beat.”’

Thedefining roleof therelentlessbeat in rock music explainswhy its
impactismusicallyrather thanlyrically. Associol ogist Simon Frith pointsout
in his book Sound Effects, Youth, Leisure, and the Politics of Rock ‘n’ Roll,
“A word-based approach is not helpful at getting at the meaning of rock
.... Thewords, if they are noticed at all, are absorbed after the music has
made its mark.” 8

In amajor study on the Neurophysiology of Rock, research scientists
Daniel and Bernadette Skubik emphasize with amazing clarity (for scien-
tists!) the musical impact of the rock beat. “The conclusion of these studies
istwofold. First, lyricsare of minor importance here. Whether thewordsare
evil, innocuous, or based in Holy Scripture, the overall neurophysiological
effects generated by rock music remain the same. Thereissimply no such
thing as Christian rock that is substantively different in its impact. Second,
short-term implicationsinvolve adecrease in receptivity in discursive com-
munication, whilelong-termimplications pose serious questionsfor rehabili-
tation of degraded left-hemisphere cognitive skills. In less technical jargon
and in specific context, we should expect that abilitiesto receive and deliver
the gospel, to pray discursively, and to study Scripture are compromised [ by
rock music].”

This scientific fact “there is simply no such thing as Christian rock
thatissubstantivelydifferentinitsimpact” isobviously ignored by thosewho
argue that rock music can be legitimately adopted for Christian worship by
changing its lyrics. The fact is that changing the lyrics does not affect the
mental-physical impact of rock on the functioning of the mind, muscles, and
hormone production, because the beat is still there.

A driving, gentler beat is also present in soft rock, where the beat is
very subtle and less “unfriendly” to the nerves. But, whether soft or hard,
ultimately an over-accentuated rhythm has the same effect.

TheEffectsof theRock Beat. A wealth of scientific research exists
onthevariouspsychological, physiological, and social negative effectsof the
rock beat on humansand animals. Expertshave examined rock music, not as
a spiritual or religious experience, but as a social, psychological, and
physiological phenomenon. Since Chapter 8 deals specifically with the
effects of rock music, only afew studies are cited in this context.

Animportant reason why rock music affectsthe body inaway thatis
unlikeany other type of musicisthe uniquecharacter of therock beat, usually
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referred to as* offbeat.” The offbeat of rock music consists, asnoted earlier,
of a weak-strong sequence. This offbeat stops at the end of each bar or
measure, asif the music stops and then starts again. This causes the listener
to subconsciously cometo an halt at the end of each bar. Thisisthe opposite
of the so-called dactylic or waltz-like beat, which reflects the heartbeat and
other rhythms of the body.

Psychiatrist Verle Bell offersagraphic explanation of how rock beat
causes addiction: “One of the most powerful releases of the fight-or-flight
adrenaline high is music which is discordant in its beats or chords. Good
music follows exact mathematical rules, which causes the mind to feel
comforted, encouraged, and ‘safe.” Musicians have found that when they go
against these rules, the listener experiences an addictive high.

“Like unscrupulous ‘diet’ doctors who addicted their clients to
amphetamines to ensure their continued dependence, musicians know that
discordant musicsellsand sells. Asinall addictions, victimsbecometolerant.
The same music that once created a pleasant tingle of excitement no longer
satisfies. Themusic must becomemorejarring, louder, and more discordant.
One gtarts with soft rock, then rock ‘n’ roll, then on up to heavy metd music.”

Neuroscientists Daniel and Bernadette Skubik provide a concise
explanation of how the rock beat affects the muscles, the mind, and the
hormonelevels. “ Rhythmfor which drumsprovideor generatethe basic beat,
produces measurable responses in the body’s muscular system, brainwave
patterns and hormone levels. Briefly, (1) muscle coordination and control
become synchronized with the basic beat; (2) brainwave activity itself aligns
withtherhythm so generated; and (3) varioushormones (specifically, opiates
and sex hormones) arereleased asaresult of electrophysiological synchroni-
zation with the rhythm. These results have been regularly documented by
various researchers, and though individual subjects may vary in their re-
sponse over narrow ranges of controlled input, all normal subjects have
reacted asindicated when the rhythm exceeds 3-4 beats per second—roughly
speaking a rhythm exceeding the rate of the average heartbeat.”

The Effect of the Rock Beat on Muscles. John Diamond is a
respected physician who has conducted extensive research on the impact of
musi c on the human body. Hisbook Your Body Doesn’t Liecontainsawealth
of information onthissubject. After astudy of over 20,000 records, hefound
that the rock beat affects the body negatively in several ways. For example,
hefoundthat the stopped of fbeat weakensthe body becauseit goesagainst the
normal rhythm of human physiology, thus affecting the heart and blood
pressure. Therock beat setsin motion an automatic fight-and-flight response,
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which causes a secretion of the hormone, epinephrine.?? The body reactsto
the beat with muscle weakness, anxiety, and aggressive behavior.

Diamond rel atesthe unexpected way in which hecametoresearchthe
effectsof therock beat. “ Several yearsago my research ontheeffect of music
took an unexpected turn. Shopping in the record department of alarge New
Y ork store, | becameweak andrestlessandgeneralyill at ease. Theplacewas
vibrating with rock music. Later | did the obvious thing—I tested the effect
of thismusic. . . . Using hundreds of subjects, | found that listening to rock
musi ¢ frequently causes all the musclesin the body to go weak. The normal
pressure required to overpower astrong deltoid musclein an adult maleisabout
40to 45 pounds. When rock musicisplayed, only 10to 15 poundsisneeded.”

In his book Tuning the Human Instrument, Steven Halpern reports
several studies on how the rock rhythm affects the mind and the body. One
of themissimilar to the study of Dr. Diamond. Hewrote: “Dr. Sheldon Deal,
anationally known chiropractor and author, and by no means an old fuddy-
duddy categorically putting down all of Rock and Roll per se, demonstrated
the effect of the standard Rock ‘n’ Roll beat on muscle strength of the body.
Using tests basic to kinesiology [that is, movement dependent on stimula-
tion], he showed that the rhythm arrangement that we hear all thetimein pop
musi ¢ hasadefiniteweakening effect onthe subject’ sstrength. ... Thiseffect
held true whether the subject liked the style of music or not. In other words,
how one'felt’ about the music, tastewise, wasirrelevant in terms of how the
body ‘felt’ . . . a common denominator cutting through most subjective
reactionsis that of sexual arousal.”*

Other scientific studies have produced similar results. “Researchers
at Louisiana State University found that listening to hard-driving rock music
increased the heart rates and lowered the quality of workouts in a group of
twenty-four young adults. Incontrast, easy-listening or softer musiclowered
heart rates and allowed for longer training sessions.”?® Similar experiments
are reported in Chapter 8. One of them was conducted by the author of the
chapter, Tore Sognefest, aNorwagian musi c professor and author of the book
The Power of Music.

In another study ontheeffectsof rock music, “ Researchersat Temple
University found that university students exposed to recordings by the
Beatles, Jimi Hendrix, the Rolling Stones, Led Zeppelin, and other similar
bands, breathed faster, showed reduced skin resistance to stimuli, and had an
increased heart rate compared to those exposed to random background
noise.” %



The Rock Rhythm and a Christian Response 126

Rock Rhythm and Sexual Response. Oneof the best known effects
of the rock rhythm is sexual arousal. Rock musicians are well aware of this
fact and exploit it to their advantage. Gene Simmons of the rock group KISS
was asked on Entertainment Tonight if parents should be concerned about
teenslisteningtotheir music. With candid franknessSimmonsreplied: “They
should be concerned because we are into girls—that is what rock is all
about—sex with a 100-megaton bomb, the beat.”?’

Here, without comment, are a few other testimonies of rock stars.
Mick Jagger said: “Y ou can feel the adrenalin flowing through the body. It's
sort of sexual. | entice my audience. What | do is very much the same as a
girl’ sstripteasedance.” 2 JimMorrison stated: “ | feel spiritual upthere. Think
of usaserotic politicians.” % Richard Oldham, manager of the Rolling Stones,
said: “Rock musicissex and you haveto hit them [teenagers] inthefacewith
it.”3 John Taylor, bassist for Duran Duran, stated: “\When the music works,
the audience and the performer often feel like they’re having an orgasm
together.”3! Thesecommentsby rock starsmakeit abundantly clear that rock
is designed to stimulate people sexually.

How doestherock besat stimul atesexual arousal ?Daniel and Bernadette
Skubik explain the process:. “When the beat generates high levels of sensory
excitation (that is, when due to the pace of the rhythm and loudness of the
musi ¢ the auditory impact nears maximal reception), thebrainisput inastate
of stress. This state of stressis measurablein ‘driving’ brainwave activity.
Thisdriving activity occursin all people when highly stimulated; subjective
evauation of the input—such aswhether one likes or dislikesthe music—is
not afactor. Toforceitsactivity levelsdown and to achieve homeostasis, the
brain releases the body’s natural opioids. These opioids are naturally pro-
duced opiates chemically similar to drugs like morphine. They are used to
control the body’ s sengitivity to pain. . ..

“Considerable evidence confirms that rock music generates or en-
hances sexual arousal by way of this same process. That is, to high sensory
stimulation the body responds with the release of gonadotrophins aswell as
opioids. Theresult isastrong connection forged between astressed fight-or-
flight drive state and the young person’ sdevel oping sexual drive, which then
invariably links arousal to aggression. . . . Asrock music has moved farther
away fromitshistorical rootsand medium (viz. folk music), it both causesand
expresses an increasing association of overt aggression linked to sexuality.”*

A similar and yet simpler explanationisgiven by AnneRosenfeldin
her article“Music, TheBeautiful Disturber,” publishedin Psychology Today.
Sheexplainsthat music arouses*arangeof agitated feelings—tense, excited,
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sometimes sexual—through pronounced and insistent rhythms . . . artfully
used to heightenthesexual tension. . . drumming may producethese powerful
effects by actually driving the brain’s electrical rhythms.”

The secretion of hormones, caused by the abnormal stimulus of the
rock beat, results in an overstimulation of the sex glands without a normal
release. Bob Larson points out that thisis“the prelude to the release that will
occur in the parked car after the dance, and it is adirect cause of the bodily
obscenity that occurs on the dance floor. | speak not only from medical
counsel, but also from persona observation when | state that girls who
erotically give their bodies to the frenzied gyrations accompanying rock
rhythms may be undergoing asexually climactic condition. ... Wemust aso
realizethat unconsciousemotion, because of itsnature, i sinfluenced by many
factors, one of which isvibrations (e. g., the deep bass sound found in rock
music). . . . The sex-related emotions generated by the vibrations in the
unconscious seek expression in conscious thought and activity. | have
observed couples who actually undergo an imaginary sex act in their minds
and bodies while dancing. This abnormal, musically induced, simulated
orgasm is both psychologically and physiologically destructive. Neurosisis
the direct result. It isalso sin!”*

Pleasure-oriented Church Music. The capacity of the rock beat to
cause asexual responseisamost important factor to be considered by those
who wish to transform rock music into afitting medium to Christian worship
and evangelism. Changing thelyricsdoesnot eliminate the effect of therock
beat becauseitsimpact is physical, bypassing the master brain. Ultimately
the question is: Should church music stimulate people physically or
elevate them spiritually?

The answer to this question is largely dependant upon one's under-
standing of the nature of God and the worship to be rendered to Him. Those
who envision God as aspecial friend, akind of alover, with whom they can
have fun, see no problem in worshipping him by means of physically
stimulating music. On the other hand, those who perceive God asamajestic,
holy, and almighty Being to be approached with awe and reverence will only
use the music that elevates them spiritually.

Welivein apleasure-oriented society and many have cometo expect
apleasurable, salf-satisfying experiencefrom churchmusic. Calvin Johansson,
an authority on church music who has contributed Chapters 9 and 10 to this
symposium, correctly observesthat “whenthemain criterionfor choosingthe
musi c used inworship ispleasure, then the music specifically crafted for that
purpose becomesthelogical choice. In our culture, that means the music of
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pop, with its melody, rhythm, and harmony has but one goal, easy self-
gratification. Whether it be rock ‘n’ roll, rock, country, contemporary
Christian music, heavy metal, new wave, gospel, country rock, swing, or rap,
pop is the preferred music of most people.”*

As our culture has become increasingly preoccupied with fulfilling
personal pleasurable desires, the church is seeking to supply the religious
counterpart by providing Christianized forms of rock music. Johansson
rightly warnsthat “theresult of using religiousrock in worship isdangerous:
Thechurch servicebecomesamake-believefantasy-world used to satisfy the
less noble traits of the adamic nature.”

Religiousrock music, by whatever name, ishedonistic, and hedonis-
tic music can hardly contributeto build astrong spirituality. “No matter how
one might try, or what one believes, musical immaturity does not produce
holistic Christian maturity.”3

The Effects of Rock on the Mind. Rock music affects not only the
physical but also the mental processes of the body. Before mentioning afew
significant studies on the mental effects of the rock beat, let me share a
personal experience. | wasinvited to speak at achurch wherearock bandled
out in the singing of the beloved hymn “Amazing Grace” with aheavy rock
beat. It was not long before the whole congregation was in a swinging,
dancing mood. Therock beat had caused the peopleto forget that the original
mood and message of the song invites us not to dance for fun, but to
contemplate God' samazing grace: “| oncewaslost but now | amfound, Was
blind, but now | see.”

The reason the people forgot the mood and message of the song is
simply because the rock beat impacted upon their body, bypassing their
mental processes. As Christians, we need to be aware of the fact that music
is perceived through the portion of the brain that receives stimuli for
sensations and feelings, without being first screened by the brain centers
involving reason and intelligence.

This discovery, which was made over fifty years ago and has been
confirmed since then by numerous scientists,* has contributed to the devel-
opment of music therapy. “Music, which does not depend upon the master
brain to gain entrance into the organism, can still arouse by way of the
thalamus—the relay station of all emotions, sensations, and feeling. Oncea
stimulushasbeen abl eto reachthethal amus, themaster brainisautomatically
invaded.” %

Two German scientists, G. Harrer and H. Harrer, conducted experi-
ments to determine the effect of music on the body. They found that even
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when the attention of thelistener was purposely drawn away from themusic,
a strong, emotional response was registered on instruments measuring
changes in the pulse and breath rates, as well as in the psychogalvanic
(electrical) skin reflexes.®

Bob Larson, who studied medicine before becoming a popular rock
musician, explains this point with considerable clarity: “The spoken word
must passthrough the master brainto beinterpreted, translated, and screened
for moral content. Not so with music—especialy with rock music. Such
pounding fury can bypass this protective screen and cause a person to make
no value judgment whatsoever on what he is hearing.”

Joseph Crow, aresearcher at the University of Seattle, conducted an
interesting study of the rock culture and its music. He found that “Rock isa
use of music based on mathematical formulae to condition the mind through
calculated frequencies (vibrations), and it is used to modify the body chem-
istry to make the mind susceptible to modification and indoctrination. Rock
music can be (and is) employed for mindbending, reeducation, and re-
organization.”#?

Several scientific studieshave established the negativeeffectsof rock
music on the mind. In his study of “Behavioral Kinesiology” [that is,
movement dependent on stimul ation], Diamond found that theweak rock beat
causes* switched” thinkinginthebrain. “ Using the principlesand techniques
of Behaviora Kinesology, | havealso demonstrated that when theweakening
beat is played, the phenomenon called switching occurs—that is, symmetry
between the two cerebral hemispheresislost, introducing subtle perceptual
difficultiesand ahost of other early manifestations of stress. Theentire body
isthrown into a state of alarm.”*

Diamond continuesexplainingmorefully theeffectsof rock musicon
themind. “The perceptual changesthat occur may well manifest themselves
in children as decreased performance in school, hyperactivity, and restless-
ness; in adults, as decreased work output, increased errors, general ineffi-
ciency, reduced decision-making capacity on the job, and a nagging feeling
that things just are not right—in short, the loss of energy for no apparent
reason. This has been observed clinically hundreds of times. In my practice
| have found that the academic records of many school children improve
considerable after they stop listening to rock music while studying.”

Similar conclusions have been reached by other scientific studieson
the effects of rock music onthe mind. Psychologist Jeffery Arnett found that
young people who listened to metal rock “reported a higher rate of awide
range of recklessbehaviors, including driving behavior, sexual behavior, and
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drug use. They wereaso less satisfied with their family relationships. Girls
who liked heavy-metal music were more recklessin the areas of shoplifting,
vandalism, sexual behavior, drug use, and reported lower self-esteem.”#

Inhisbook Rock Music, William Shafer, ascholar not opposed to rock
music, acknowledges that “rock is a tool for atering consciousness. . . .
Associated with rock, for instance, isacult of irrationality, areverencefor the
instinctual, the visceral—and adistrust of reason and logic; thisform of anti-
intellectualism can be highly dangerous, can lead to totalitarian modes of
thought and action. Linked with this anti-intellectualism is an interest in the
occult: magic, superstittion, exoticreligiousthought, anything contrary tothe
main currect of Western thought.” 4

Rock Music and Patty Hearst’s Conversion. One of the most
frightening examples of the awesome power of rock music to alter the mind
is the conversion of Patty Hearst. In February 1974, Patty Hearst was
kidnapped by the Symbionese Liberation Army. Shortly after the kidnap-
ping, Patty wascaught on video camerashel ping the SLA robbing banks. Y ou
wonder how they converted her? William Sargant, one of Britain'sforemost
experts on brainwashing, examined Patty Hearst.

Sargant’s dlarming conclusions were reported by Newsweek: “ She
wasanunwillingvictimof a‘forced conversion’ or brainwashing. According
to Sargant, a person whose nervous system is under constant pressure can
‘inhibit” and‘ exhibit paradoxical brain activity—bad becomesgood and vice
versa’ Andthat, Sargant argues, isprecisely what happened to Patty Hearst.
Her nervous system was kept at maximum stress by the continual playing of
loud rock music.”#

The capacity of rock music to alter the thinking process of a person
like Patty Hearst, making her “an unwilling victim of aforced conversion,”
exemplifiesthedanger of exposing oneself tosuchmusic. Inhisbook Tuning
the Human Instrument, Steven Halpern warns us of this danger with these
arrestingwords: “ Rock starsarejuggling fissionable material that could blow
up at any time.”#

Rock musicians have long recognized the mind-altering power of
their music. Timothy L eary, the Harvard psychol ogist who ended up serving
aCalifornianjail sentencefor possession of marijuana, makesthispointinhis
song “Turnon, Tunein, Drop out,” which becamean anthemfor millions. In
hisbook, Politicsof Ecstasy, Leary states: “Don’t listento thewords, it’ sthe
musi c that hasitsownmessage. . . . I’ vebeen stoned on the music many times.
... Themusic iswhat will get you going.”
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Inasimilar fashion, Mick Jagger said: “Wearemoving after theminds
and so are most of the new groups.” *° In Melody Maker he said: “ Commu-
nication isthe answer to the whole of the world' s problems and music isthe
key toitall becausethemusic opensthedoor to everybody’ smind.” 5 Graham
Nash similarly stated: “Pop music is the mass medium for conditioning the
way people think.”>

Rock Music IsFelt, not Heard. Rock music has a unique mind-
altering power because, as Bob Larson explains with enviable clarity,
contrary to other forms of music, “it iswrittento befelt rather than heard.
It is performed to dull the attention of the listener. It is not the melodic
inventivenessor the chromatic arrangement of thechordsthat intereststhe
averageteenager. Rock performerstry to producea’‘sound’ withthedull,
steady, heavy, throbbing, mid-deadening beat. And it isthisbeat that is
captivating so many young people, making them easy prey for the lyrics.
Other types of music could be found guilty or wrong also, but at present
rock musicisthe most damaging to the young contingent of Americanswho are
preparing to take the leadership of the country in the years ahead.”

The subordination of the melodic line in rock music to a pulsating,
relentlessrhythm has an hypnotic effect that causes peopleto losetouch with
reality. Bob Larson states: “The steady pounding can cause the mind to go
into a state of daydreaming in which it losestouch with reality. Thisinturn
causes the dancer or the listener to lose touch with the value system related
to reality. Any monotonous, lengthy, rhythmic sound induces various stages
of trances. It is quite obvious to any qualified, objective observer that
teenagers dancing to rock often enter hypnotic trances. When control of the
mind isweakened or lost, evil influences can often take possession. Loss of
self-control is dangerous and sinful. In a state of hypnosis the mind of the
listener can respond to almost any suggestion given it. Such compulsive
behavior isindicated by the rising tide of promiscuity and by the increasing
rebelliousness of modern youth.”>*

Janis Joplin, apopular rock singer who committed suicide, described
the tremendous power of rock music she experienced following her first
appearanceat the Avalon, aSan Francisco ballroom. “| couldn’t believeit, all
that rhythm and power. | got stoned just feeling it like it was the best dopein
theworld. It wasso sensual, sovibrant, loud, crazy. | couldn’t stay till; | have
never danced when | sang, but there | was moving and jumping. | couldn’t
hear myself, so | sang louder and louder. By the end | was wild.”*

Thereisnoway toinsulatethebodily responsesfromthe pul sating and
pounding power of rock music, because it impacts directly on the body,
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bypassing the mind. Marye Mannes is quoted by the Washington Post as
saying that rock musicis“thenew illiteracy, and theyoung loveit. They love
it because they would rather feel thanthink. Itiseasier. Itiseasier for those
who cater for them. For, to blast the senses—to blow the mind—you don’t
need training. You don’t need knowledge. Y ou don’t even need talent. All
you needisaboundlessego, amanictemperament, and thel oudest amplifying
equipment you can get. Then you can do your own thing.” She concludes:
“1f the essence of creative expressionisto bring meaning and beauty intolife,
then the sound and thefury of thenew illiteracy isbent on destroying both.”*

Thephysical damageto the eardrumscaused by theexcessivevolume
rock isdiscussed at somelength in Chapter 8 by Tore Sognefest. Studieson
hearing loss indicate that listening to rock, whether through a Walkman,
discotheques, or concerts, hasbecome awidespread hazard. The problem has
assumed such alarming proportions that consumer activists and audiologists
have proposed that local governments should enforce a 100-decibel level on
rock played in clubs.®

PART 2
A CHRISTIAN RESPONSE TO ROCK MUSIC

The capacity of rock music to alter the mind and to cause several
physical reactions, including sexual arousal, should be of great concern to
Christians. After al, Christianity entails a holistic response to God through
the consecration of our mind, body, and soul toHim (1 Cor 6:19; 1 Thess5:23;
Rom 12:2). Itisthrough the mind that we offer to God “arational service”
(Rom 12:1; in Greek logike) and make moral, responsible decisions.
Scripture summons us to abstain from anything that impairs our mind (1
Pet 1:13; 4:7; Eph 5:18), because throughthedaily “renewal of themind,”
we “put on the new nature, created after the likeness of God in true
righteousness and holiness” (Eph 4:24; cf. Col 3:10; Rom 12:2).

Rock Music Largely Unchallenged. What has been the church’s
response to the challenge posed by the physical and psychological problems
caused by rock music? Negligible. Why? Calvin Johansson explains the
reason with unusual insight. “ The reason the [rock] music haslargely gone
unchallenged isthe subjective notion that the notes, harmony, and rhythm of
such songs contain no worldview, moral ethos, or life outlook. It isfelt that
music does not reflect amoral, philosophical, or theological position. Hence,
the church has naively and simplistically split asunder the medium (music)
and the message (text). Some Christians have embraced the music of rock (or

aderived version of it) while disavowing the text!”®
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Issuch asplit feasible? The answer isNO, for three major reasons.
First, as we have seen, rock music makes its impact musically rather than
lyrically. This meansthat in whatever version rock music is heard, it aters
the mind and stimulates the body through its hypnotic beat. Poison kills no
matter how itisadministered. By the sametoken, therock beat impactsonthe
mind and body whether the lyrics are sacred or secular.

Second, as Johansson putsit, “ Christian rock of whatever category is
still rock since its message remains the same, now having moved from bars,
dancehalls, and clubstothechancel. Wehavenot only givennihilisticrockers
aforumto peddletheir wares, but wedoitfor them.”* If aChristianrock band
looks and sounds like the secular counterpart, its music can hardly be an
alternative because the sound is the same. In redlity, the Christian band is
promoting secular rock by exposing people to a modified version of it.

Third, the music and lyrics of rock are the product of the same
worldview, value system, and pantheistic religious experience. The ethos of
rock communicated throughthemusicissupported by thetext, and viceversa.
“There are no rules, There are no laws,” Jim Morrison declares.®® “| am an
anti-Christ, | am an anarchist,” Johnny Rotten affirms.®* The famous art
historian H. R. Rookmaaker notes that rock music has emerged “with a
thumping rhythm and shouting voices, each line and each beat full of angry
insult to all Western values.”®? This meansthat the adoption of rock musicin
any form represents an endorsement of the social and religious values
associated with such music.

An Unholy Alliance. There is today an unholy alliance between
Christian and secular rock bands. Not only are Christian performerscrossing
over to the secular market, but so-called Christian magazines are listing and
promoting the names of the Christian groups that look and sound like their
secular counterpart.

Group, which callsitself The Youth Ministry Magazine, often carries
afeature known as“CCM: A Sound Alternative.” Thelist gives the names
of the popular, secular rock groups together with the names of the Christian
bands that sound alike. The caption reads: “If you like to listento___ then
you'll probably enjoy "

In oneissue, Group placed at the top of the list a secular rock group
classified asPunk/Thrash Music. Thenameitself indicatesthekind of music
played by that group. Several Christian bandsarelisted asthe“CCM Sound
Alikes’ to this aberrant group. Note what Newsweek had to say about the
“Christian” sound-alike band: “ They play the kind of music that parentslove
to hate. It isloud, disgusting, without redeeming social merit. There are no
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melodies, no harmonies, no singing—just a relentless flood of raunchy,
rapped-out lyrics, punched home by a steady barrage of blaring guitars and
synthesized beats.” 3

Can thisband that sounds and behaveslikeits secular counterpart, be
legitimately considered a*“ Christian aternative”? The Christian alternative
is to confront the world with the purity and power of the Gospel, not to
conform to its values and practices.

When the Babylonian captors asked the I sraglites to entertain them,
saying: “ Sing usone of thesongsof Zion!” (Ps137:3), the peopl e responded:
“How shall wesingtheLord ssonginaforeignland?’ (Ps137:4). Note that
the Israglites did not say, “Let us sing them one of our sacred songs in the
Babylonian music style so that we might convert themtotheLord!” No, their
responsewasthat they could not singtheL ord’ ssongto entertaintheungodly.
“Thelsraelitesknew it waswrong to takethat which belongedtotheLordand
profaneit by entertaining theunbelievers. Today, not only isthe Lord’ ssong
used to entertain the heathen, but the heathen’s music is being employed as
the Lord’ s song [to entertain the Christians].” %

Knowing Our Enemy. To successfully meet the challenge of secular
influences like rock music, it isimperative for the church to know what it is
up against. Wise playing in sports always entail s knowing the strengths and
weaknesses of the competitors.

TheOld Testament prophetsknew their opposition. They understood
how the cultural influence of the surrounding pagan nations had led God's
peopleinto apostasy andthey boldly called uponthe peopleto repent, because
God would not tolerate their disobedience. Similarly, the New Testament
abounds with admonitions not to be “conformed to thisworld” (Rom 12:2;
Eph 6:12; 2 Pet 1 and 2). John admonishesusto “love not theworld, neither
the things that are in the world” (1 John 2:15, KJV).

To effectively withstand the cultural pressure of our timesand retain
our Christian identity, we, like the godly people of Bible times, must
understand the perverted values and practices of our culture. Inthe context of
this study, we must understand the true nature of rock music—amusic that,
as we have seen, embodies a spirit of rebellion against God and the moral
principles He has revealed for our lives today.

Reasonsfor Avoiding Rock Music. Thefundamental reasonfor the
church to avoid rock music in any version isits power to alter themind. We
have found that rock music itself, apart from its lyrics, can alter the mind
through its relentless beat. A disciplined Christian lifestyle calls for the
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avoidance of mind-altering music or drugs which impairs the mental judg-
ment, thus favoring irresponsible behavior.

In hisbook A Returnto Christian Culture, Richard S. Taylor offersa
sensible perspective on the Christian choice of music: “There are music
forms, whether secular or sacred, which create moods of pensiveness, of
idealism, of awarenessof beauty, of aspiration, and of holy joyousness. There
are other forms of music which create moods of recklessness and sensual
excitement. Surely it does not take much judgment to know whichformsare
most appropriate for religious functions.” %

It is unfortunate that good judgment is often lacking on the part of
those who promote the adoption of rocky types of music, even for Christian
worship. Most likely these people are not aware of the mental and physical
impact of rock music. They ignorethat Christian lyricsdo not neutralizethe
sensual effect of the rock best.

When Christian singers use for their songs the methods employed by
rock musi ciansto makethe sound sensual, they “do not realizeor deliberately
ignore the fact that this is no longer ministry, but pure, sensual, flesh-
gratifying entertainment.”® “When hymns are so rhythmically irresistible
that hand-clapping, dancing, or patty-caking istherouting response, we may
be having fun, but such songs are ultimately self-defeating. Any music that
has an overbearing rhythmic drive which induces excess and unrestrained
bodily response pleasures self. It gives ‘me’ arollicking good time. But it
lacks the discipline necessary for maturation. When attention is riveted to
fleshly response, then church music has succumbed to an infantile self-
centeredness.”®

The Problem with “Crossover” Artists. The lack of spiritua
maturity promoted by rock music in its various versions, may be partly
responsible for those Christian artistswho cross over into secular rock. This
isan easy stepto take by those performerswho have already been playing the
same rock music, though with different words.

The Christian commitment to Christ leaves no room for Christian
artists to cross over into the secular rock scene. It is simply a matter of
choosing whom they want to serve. Some mistakenly believe that they can
worship the god of rock at the concert and the Rock of Ages at the church.
Ralph Novak, amusic commentator, offersusafitting example of thistrend.
He writes for People the following perceptive description of a popular
crossover Christian performer: “She has made a smooth transition from a
rock-tinged gospel to agospel -tinged rock. Shesoundsconfident and vibrant.
For those who like to dance and pray at the same time, her stuff can’'t be

beat.”
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CanacChristianengageineroticdancing and praying at thesametime?
Such a mixture of good-evil is becoming increasingly common today. We
must not forget that this was the strategy used by Satan to cause the Fall of
man. Speaking of Adam’sFall, Ellen White writes: “ By the mingling of evil
with good, his mind had become confused, his mental and spiritual powers
benumbed. No longer could he appreciate the good that God had so freely
bestowed.” *°

The pressure to accept the good-evil mixture is especially felt today
inthefield of religious music. Lloyd Leno, who prior to his untimely death
served asmusic professor at WallaWallaUniversity, wrote: “ Themassmedia
has so thoroughly conditioned the masses with a diet of dance rhythm-
oriented music, that anything but thisseemsbland and dull. Thishasresulted
insomething akinto an obsession among many Seventh-day Adventist gospel
music composers and performersto cloth al gospel music with somekind of
dance beat. Although some groups are more cautious or ‘ conservative,’ the
standard fare of many groupsincludesthinly disguised hybrid formsof dance
styles such as waltz, swing (fox trot), country Western, soft rock, and folk
rock. ... Itisquite obviousthat these groups are using models whose goals
are not compatible with Christian principles.”

If Leno was alive today to observe the music scene in some
Adventist churches, hewould add “Hard rock” tothelist. Inmy itinerant
ministry around the world, | have been confronted on several occasions
with Adventist rock bands playing the kind of music one would expect to
hear in night clubsor discos, but not in achurch. Such amusic would have
been strongly condemned in all Adventist churches thirty years ago, but
today some members do not see anything wrong with it. Why? Simply
because their moral sensitivity has been dulled by the rock music that is
blaring everywhereinour society. Itislike frogsplacedinwater that isgradually
heated. Eventualy they bail to their death without sensing the danger.

Some Chur chesRecognizetheProblem. WhilesomeChristiansare
compromising by adopting modified versions of rock music, others recog-
nize the problem and break away fromiit. It is encouraging to read about the
increasing number of Christian churchesand recording artistswho recognize
that some Contemporary Christian Music (CCM) misrepresent Christ in its
sound and lyrics. In hisbook, At the CrossRoad, Charlie Peacock, anaward-
winning recording artist, producer, and songwriter of CCM, provides a
stirring account of someof the churchesand artistswho haverecently severed
their connection with the CCM because they can no longer compromisetheir
principles.
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In November 1997, the People’s Church of Salem, Oregon, an-
nounced its plans to terminate the Christian music festival, known as
“Jesus Northwest” which hasdrawn capacity crowdsfor the past 21 years.
The announcement came asasurprisein theform of aletter of repentance
written by Rev. Randy Campbell, pastor of the People’ s Church and the
festival director. He wrote: “We humbly repent before the Lord and ask
for forgiveness of the body of Christ for inadequately representing Christ
in our ministry, message, and methods.”” The |etter acknowledges that
much of what is done within the contemporary Christian music industry
“(for example, ministry direction, decision-making methods, even the
messageitself) isoften driven by marketing—not the mind of the Lord.” 2

On October 31, 1997, veteran CCM recording artist Steve Camp
declared to be “burdened and broken over the current state of CCM” and
released an essay in poster form accompanied by 107 thesesentitled “ A Call
for Reformation in the Contemporary Christian Music Industry.” He con-
cludes his essay urging readers to “come away from an industry that has all
but abandoned Christ and forge, by God’s grace, what it was always meant
to be...aministry. Pray on this.” "

In the Seventh-day Adventist church we have had several successful
rock performerswho have abandoned atogether the rock scene after joining
the church. Two of them, Louis Torres from the USA and Brian Neumann
from South Africa, prior totheir conversion, playedin popular rock bandsthat
performed nationally and internationally. Y ou can read the gripping conver-
sion story of David Neumann in Chapter 14 of thissymposium. Y ou will be
greatly inspired to read how the Holy Spirit convicted hisheart and led him
from the addiction to rock music to the worship of the Rock of Ages.

Another performer is Rick Shorter, who was former director of the
Broadway show “Hair.” When he became a Seventh-day Adventist, hefaced
thetemptation to compromise. Asaprofessional vocalist and guitarist, hefelt
that he could use his talents by converting old rock songs into new gospel
songs. But he decided against it. Horter stated: “At first | thought | could
rehash some old rock and soul songs and make them into gospel music. But
now | realize there can be no compromise with the world—its music, its
entertainment, or its philosophies.” ™

Ashereflected on hisformer life which included acquaintances with
such popular rock starsas Janis Joplin, Jmmy Hendrix, and im Morrison, he
gavethiswarning to young people: “ Thereisabsolutely nothing to that kind
of life. | just wishthat | could get the message acrossto the kidswhose heads
areinto Rock. They see the surface glitter, not the emptinessinside.” ™
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A Christian Response to Rock Music. In formulating a Christian
response to rock music, it is important to remember what we stated at the
outset, namely, that the defining characteristics of good music isthe balance
between three basi c elements: mel ody, harmony, and rhythm. Wehavefound
that rock music reversesthis order, by making rhythm its dominant element
that overshadows the harmony and melody.

Christiansshould respond torock music by choosinginstead thegood
musi ¢ that respectsthe proper balance among mel ody, harmony, and rhythm.
The proper balance among these three may well correspond to the proper
balance in our life anong the spirit, mind, and body.

In their book Musicin the Balance, Frank Garlock and Kurt Woetzel
present a concept that was new to me, but which | find worth considering.
They explain graphically that

MELODY respondstothe SPIRIT
HARMONY respondstothe MIND
RHYTHM respondstothe BODY.”

The part of music to which the Spirit respondsisthe melody. Thisis
suggested by Ephesians 5:18-19 where Paul admonishes believers to “be
filled with the Spirit, addressing one another in psams and hymns and
spiritual songs, singing and making melody.” The parallelism suggests that
“making a melody” is equivalent to singing psalms, hymns, and spiritual
songs. Singing the melody (thetune) of areligious song, not only in church,
but also whiledriving, working, walking, or even taking ashower, expresses
our joy and praise to the Lord who fills us with His Spirit.

The part of music to which our mind respondsisthe harmony. Thisis
because harmony is the intellectual part of music. Virtually anyone can
produce asimplemelody, but it takesextensive musical training to writeand
understand the various chords (parts). A good sounding harmony can be
arranged only by a trained musician. The harmony, as suggested by the
meaning of the word, harmonizes the melody and rhythm.

Thepart of musictowhichthebody respondsistherhythm. Theword
“rhythm” derives from the Greek word reo, which means “to flow” or “to
pulse” (John 7:38). The rhythm is the pulse of the music which finds an
analogical correspondence to the pulse of the heartbeat.

The Pulse of the Heart and the Rhythm of Music. Garlock and
Woetzel perceptively suggests that “the analogy between the pulse [of the
body] and the rhythm [of the music] will help any desirous Christianto gain
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discernment in hischoiceof music.””” Toillustratethisconcept they provide
this helpful chart:

“Too much (or erratic) pulse........ Body issick
Too much (or erratic) rhythm ... Musicissick
NOPUISE ..o Body isdead
No rhythm ... Musicisdead
Pulse under control ..................... Body iswell
Rhythm under contral ................ Musicis‘well’"™®

The analogy between the pulse of our body and the rhythm of music
is recognized by medical doctors. John Diamond, a medical doctor quoted
earlier, wrote: “ Our bodieshaveapulse, and sodoesmusic. Inahealthy state,
we are in touch with our ‘inner pulse,” which Dr. Manfred Clynes so well
describesas‘thekey to the empathy we experiencewithacomposer.’ ... The
phenomenon of theinner pulse. . . isineffect aninternally conducted beat.”

Rhythm, as noted earlier, is the physical part of music. Asin the
human body the pul sation of the heartbeat must be within anormal rangefor
the body to be well, so in music the rhythm must be balanced for the music
tobegood. Theproblemwithrock musicisthat therhythm or beat dominates
in order to apped primarily to the physical and sensua aspect of human nature.

Thisphysical, sensual impact of therock rhythmiswidely recognized
by scholars. In his book Sound Effects, Youth, Leisure, and the Politics of
Rock ‘n’ Roll, English sociologist Simon Frith emphatically states: “The
sexuality of musicisusually referred to in terms of itsrhythm—it isthe beat
that commands a direct physical response.”® The same view is clearly
expressed in David Tame's book, The Secret Power of Music: “When
pulsation and syncopation are the rhythmic foundation of the music at a
dance hall, the movements of the dancers can invariably be seen to
become very sensual.”

Order in the Christian Life. By stimulating the physical, sensual
aspect of the body, rock music throws the order of the Christian life out of
balance. Tame often refers to what he calls “one timeless axiom . . . asin
music, so in life.”# As Christians we can reverse the axiom and say: “Asin
life, soinmusic.” In other words, the order of priorities of the Christian life
with the spiritual first, the mental second, and the physical third, should be
reflected in the music itself.

“The Christian who is preoccupied with and spends most of hisefforts
on the physical (the body) is sensual rather than spiritual. The child of God
who exerts most of his energies on improving the mind, to the neglect of his
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spiritual and physical needs, places undue emphasis on intellectual pursuits.
The Christian with a Scriptural order and balance in his life emphasizes the
spiritual first (Matt 6:33), the intellectual or emotional second (2 Cor 10:5),
and the physical last (Rom 13:14).”8

The proper order among the spiritual, mental, and physical aspects of
our Christian life should be reflected in  Christian music. Garlock and
Woetzel develop thiscorrelation very cogently: “ Just asthe spiritual consid-
erationsof lifereceive priority by the balanced Christian, so the melody (that
part of music to which the spirit responds) must dominate music in the
Christian’slife. Similarly, the harmony (that part of music to whichthemind
and emotions respond) needs to have a supportive role in music, just asthe
mind and emotions play a secondary role in the Christian experience. Last,
and most obvious, therhythm (that part of music to which the body responds)
must be under strict control in music, just asthe body and itsdesires need to
be disciplined in the Christian’s life.” 8

Thechallengeweall facein our Christianlifeisto keep our body inthe
proper relationship to the mind and spirit. Paul refersto this struggle when
he said: “But | discipline my body and bring it into subjection, lest, when |
havepreachedtoothers, | myself should bedisqualified” (1 Cor 9:27; NKJV).
Like Paul, we need to discipline our body by avoiding those things that feed
only our carnal nature. We need to cultivate atastefor theright kind of music
that respects the proper balance among the melody, harmony, and rhythm.
Such music reinforces the proper order of the Christian life among the
spiritual, mental, and physical.

Making Hymns Meaningful. There are plenty of traditional and
contemporary hymns that respect the proper balance and reinforces our
Christian values. But, some people complain that hymns are dull and boring.
Couldit bethat theproblemlies, not withthehymns, but with thenew appetite
that some have devel oped for pop music?Could it bethat such an appetitehas
so dulled the musical sensitivity of some people that they are no longer able
to appreciatesacred music? A spiritual appetite must be devel oped beforeone
can enjoy spiritual music, but this does not happen overnight.

Theproblem, however, isnot alwaysaperverted appetite. Sometimes
traditional hymns seem dull because the congregational singing is lifeless.
Thesolutiontothisproblemisto befound not inadopting the sound of secul ar
music, but infinding adynamic and spiritual song leader who caninspirethe
congregation to sing wholeheartedly. The same hymn that sounds dull when
sung in a monotonous way becomes vibrant and inspiring when sung with
enthusiasm.
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Hymns become meaningful to the congregation when all partici-
pants—the song director, the minister, the accompanist, and, of course, the
congregation—awaken to the enormous blessing which avvaltsthem asthey
sing from the heart with great dedication and concentration.”

To help in this process, attention can be called to the author of the
words of the hymn, or to the composer of its music. Some significant aspects
of the hymn’s message can be brought out; then one can invite the congre-
gation to sing the hymn with fresh meaning and understanding.

I maginative changesin themanner of singing can makeevenfamiliar
songs more interesting. Sometimes the song leader can invite the congrega-
tion to sing acapella. One verse can be sung by women and another by men.
In other instances the congregation can accompany the choir, singing group,
or soloist. There are endlessways of singing old hymnswith new fervor and
excitement.

A Ground-swelling of Contemporary Hymns. Those who com-
plain that the church hymnal is old, and want to sing new songs, will be
pleasedtolearnthat during the past few decadestherehasbeenaground-swell
of hyrrgg writing in the United States, Britain, and other countries around the
world.” The hymn writers and hymn-tune composers of our times are men
and women of talent, commitment, and dedication. They represent different
Christian denominations, and their songsfill new hymnalsthat can enrichthe
worship experience of all Christians.

Mentlon should be made of The Hymn Society of the United States
and Canada’ which was founded in 1922. Since then, the Society has been
actively involved in promoting the composition of new hymns which are
publishedintheir periodical called TheHymn. Their annual conferenceisheld
eachsummer indifferent partsof theNorth Americaand attractshymnwriters
and hymn-tune composers from many countries and of different Christian
denominations.

The Hope Publishing Company88 deserves special commendation
for encouraging hymn writers to submit their new songs for publication.
These new collections are published each year and made available to the
general public.

To introduce new hymns and to learn to appreciate more fully the
older ones, a Hymn Festival can be organized. This can be atime of great
inspiration and joyous cel ebration when the importance of hymnsfor thelife
of the church and national events like Thanksgiving can be rediscovered. In
1999 a special Hymn Festival was organized at Andrews University to
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celebrate the last Thanksgiving of the century. It wastruly aservice of great
beauty and gratitude for God’ s unspeakable gifts of mercy, love, and joy to
His sons and daughters.

CONCLUSION

In his book The Secret Power of Music, David Tame concludes his
analysisof rock music with wordsthat fittingly expressthe conclusion of this
present study. Hewrote: “Rock has unquestionably affected the philosophy
and lifestyle of millions. It isaglobal phenomenon; a pounding, pounding
destructive beat which isheard from Americaand Western Europeto Africa
and Asia. Its effects upon the soul isto make nigh-impossible the true inner
silenceand peacenecessary for thecontempl ation of eternal verities. Its' fans
are addicted, though they know it not, to the ‘feel good,” egocentricity-
enhancing, para-hypnotic effects of itsinsistent beat.”

Tame is not areligious educator, but a musicologist who tracesin
a scholarly fashion the influence of music on man and society from the
timeof theancient civilizationtothepresent. Y et hestrongly believesthat
rock music poses a serious threat to the very survival of our civilization.
“1 adamantly believe that rock in all of itsformsisacritical problem which
our civilization must get to grips with in some genuinely effective way, and
without delay, if it wishes long to survive.”®

In many ways Tame' s assessment of rock music perfectly agreeswith
the conclusions that have emerged during the course of our investigation
conductedinthelast four chaptersintothephilosophical, historical, religious,
and musical aspects of rock music.

Philosophically, we found in Chapter 2 that rock music rejects the
biblical transcendental view of God, promoting instead a pantheistic
conception of the supernatural as an impersonal power which the indi-
vidual can experience through the hypnotic rhythm of rock music, drugs,
and sex.

Historically, we noted in Chapter 3 that rock music has gone through
an easily discernible hardening process, blatantly promoting, among other
things, apanthei stic/hedoni stic worl dview, an open rejection of the Christian
faith and values, sexual perversion, civil disobedience, violence, satanism,
occultism, homosexuality, and masochism.

Religiously, we saw in Chapter 4 that rock music has led to the
rejection of the Christian faith and to the acceptance of anew kind of religious
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experience. Thelatter involvesthe use of rock music, sex, drugs, and dance
to transcend the limitation of time and space and to connect with the
supernatural.

Musically, wehave showninthischapter that rock music differsfrom
all other formsof musicbecauseof itsdriving, loud, relentlessbeat. Scientific
studies have shown that the rock beat can ater the mind and cause several
physical reactions, including sexua arousal.

The factual information we have gathered about the nature of rock
music during the course of thisinvestigation makesit abundantly clear that
such music cannot be legitimately transformed into Christian music by
changing itslyrics. In whatever version, rock music is and remains amusic
that embodiesaspirit of rebellion against God and the moral principleshehas
revealed for our lives.

By stimulating the physical, sensual aspect of the human nature, rock
music throws the order of the Christian life out of balance. It makes the
gratification of the carnal nature more important than the cultivation of the
spiritual aspect of our life.

By consciously striving for a physical impact, “Christian” rock
reduces spiritual truthsto aphysical experience. Listeners are deceived into
believingthat they had aspiritual encounter withtheLord, wheninreality that
experience was only physical excitement.

Christians should respond to rock music by choosing instead good
musi ¢ that respectsthe proper balance among melody, harmony, and rhythm.
The proper balance among these three reflects and fosters the order and
balance in our Christian life among the spiritual, mental, and physical
components of our beings. Good and balanced music canand will contribute
to keep our “spirit and soul and body . . . sound and blameless at the coming
of our Lord Jesus Christ” (1 Thess 5:23).

At the threshold of a new century and a new millennium, Christians
have an unprecedented opportunity to build upon their rich religious music
heritage. At atime when the trend is to replace sacred hymns with secular
songsthat stimul ate people physically rather than elevating them spiritually,
itiswell to remember that God summons us to worship Him in “the beauty
of holiness’ (1 Chron 16:20; cf. Psalm 29:2; 96:9).

Holiness in worship avoids repetitious trivia in sound and words.
Holiness in worship avoids the degenerate beat and crooning style of pop
artists. Holiness in worship demands commitment to the highest reasonable
standards of performance. Holinessin worship istruly worshipping the Lord

with our utmost in reverence and respect.
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Our worship music should reflect the music we expect to sing in the
fellowship of the Father and Son in the world to come. Are the Father, Son,
and Holy Spirit honored by our music? Does our music reflect the peace,
purity, and maj esty of our God?Canweimaginesingingour churchmusicone
day when we stand before the indescribable majesty of the triune God? Paul
reminds usthat “Our citizenship isin heaven” (Phil 3:20, NIV). Thismeans
that every aspect of our lives, including our music, should be seen as a
preparation for that glorious experience in the New Earth, where “one pulse
of harmony and gladness beats throughout the vast creation.”

ENDNOTES

1. Allan Bloom, The Closing of the American Mind (New Y ork,
1987), p. 69.

2. Quentin J. Schultze, Dancing in the Dark (Grand Rapids, M,
1991), p. 151.

3. Aaron Copland, What to Listen for Music (New Y ork, 1957), p. 40.
4. 1bid., p. 46.
5. Jay Cannon, Sriving for Excellence (Oakbrook, 1L, 1989), p. 5.

6. Tim Fisher, The Battle for Christian Music (Greenville, SC,
1992), p. 68.

7. Jay Cannon (note 5), p. 10.

8. SeeLawrence Walters, “How Music Produces I ts Effects on the
Brain and Mind,” Music Therapy (New Y ork, 1954), p. 38.

9. Tim Fisher (note 6), p. 79.
10. Bob Larson, The Day Music Died (Carol Stream, IL, 1972), p. 15.
11. Tim Fisher (note 6), p. 69.
12. Bob Larson (note 10), p. 16.
13. Quentin J. Schultze (note 2), p. 151.

14. Charles T. Brown, The Art of Rock and Roll (Englewood Cliffs,
NJ, 1983), p. 42.

15. GeneGrier, AConceptual Approachto Rock Music (Valley Forge,
PA, 1976), p 30.



The Rock Rhythm and a Christian Response 145

16. Ibid., p. 61.
17. Bob Larson, (note 10), pp. 9, 12. Emphasis supplied.

18. Simon Frith, Sound Effects, Youth, Leisure, and the Politics of
Rock ‘n’ Roll (New York, 1981), p. 14.

19. Daniel and Bernardette Skubik, The Neurophysiol ogy of Rock,
published separately as an appendix in John Blanchard, Pop Goes the
Gospel: Rock in the Church (Durham, England, 1991), p. 191. Emphasis
supplied.

20. VerleL.Béll,“How theRock Beat Createsan Addiction,” inHow
to Conquer the Addiction to Rock Music (Oakbrook, IL, 1993), p. 82.

21. Daniel and Bernardette Skubik (note 19), p. 187.
22. John Diamond, Your Body Doesn't Lie (New Y ork, 1979), p. 101.
23. Ibid., pp. 159-160.

24. Stephen Halpern, Tuning the Human Instrument (Belmont, CA,
1978), p. 45. Emphasis supplied.

25. Don Campbell, The Mozart Effect. Tapping the Power of Music
to Heal the Body, Strengthen the Mind, and Unlock the Creative Spirit (New
York, 1997), p. 67.

26. lbid.

27. Interview, Entertainment Tonight, ABC, December 10, 1987.
Quoted in Leonard Seidel, Face the Music (Springfield, VA, 1988), p. 26.

28. Interview in Newsweek (January 4, 1971), p. 25.

29. Fort Lauderdale News (March 6, 1969), p. 14.

30. Rolling Sones (January 7, 1971), p. 12.

31. USA Today (January 13, 1984), p. 35.

32. Daniel and Bernardette Skubik (note 19), pp. 187-188.

33. Anne H. Rosenfeld, “Music, the Beautiful Disturber,” Psychol-
ogy Today (December 1985), p. 54.

34. Bob Larson (note 10), p. 123.

35. Calvin M. Johansson, Discipling Music Ministry: Twenty-First
Century Directions (Peabody, MA, 1992), pp. 50-51.



The Rock Rhythm and a Christian Response 146

36. bid.
37. Ibid., p. 52.

38. See Lawrence Walters, “How Music Produces Its Effectson the
BrainandMind,” inMusic Therapy (New Y ork, 1954), p. 38; Arthur Winter,
M. D., and Ruth Winter, Build Your Brain Power (New Y ork, 1986), pp.79-
80.

39. IraA. Altshuler, A Psychiatrist’s Experiences With Music as a
Therapeutic Agent: Music and Medicine (New York, 1948), pp. 270-271.

40. G. Harrer and H. Harrer, “Musik, Emotion und V egetativum,”
Wiener Mediz nische Wochenschrift 45/46 (1968).

41. Bob Larson (note 10), p. 110.

42. Quoted in Leonard Seidel, Face the Music (Springfield, VA,
1988), p. 64.

43. John Diamond (note 22), p. 164. Emphasis supplied.
44. |bid. Emphasis supplied.

45. Jeffery Arnett, “Heavy Metal and Reckless Behavior Among
Adolescents,” Journal of Youth and Adolescents (1991), p. 6.

46. William J. Schafer, Rock Music (Minneapolis, MN, 1972), p.76.
Seealso C.H.Hansenand R. D. Hansen, “Rock Music Videosand Antisocial
Behavior,” Basic and Applied Social Psychology, 2:4 (1990), pp. 357-370;
Phyllis Lee Levine, “The Sound of Music,” New York Times Magazine
(March 14, 1965), p. 72.

47. Newsweek (February 16, 1976), p. 24. Emphasis supplied.

48. Stephen Halpern (note 24), p. 103.

49. Timothy Leary, Politics of Ecstasy (New Y ork, 1965), p. 165.
50. Hit Parader (January 1968), p. 12.

51. Melody Maker (October 7, 1967), p. 9.

52. Hit Parader Yearbook, No. 6 (1967). Emphasis supplied.

53. Bob Larson (note 10), p. 111.

54. 1bid.

55. Quoted by Joel Dreyfuss, “Janis Joplin Followed the Script,”

Wichita Eagle (October 6, 1970), p. 7A.



The Rock Rhythm and a Christian Response 147

56. Quoted by Lawrence Laurent, “ABC New Format Proves Suc-
cessful,” The Washington Post (July 19, 1968), p. C7.

57. Ralph Rupp, an audiologist at the University of Michigan Speech
Clinic, proposedthat |ocal governmentsshoul d enforcea100-decibel level on
rock played in clubs. (Cited by Jeff Ward, “Cum On Kill the Noize!” Melody
Maker 48 [December 8, 1973], p. 3.) See also “Nader Sees Deaf Generation
from Excessive Rock ‘n’ Roll,” New York Times (June 2, 1969), p. 53.

58. Calvin M. Johansson (note 35), p. 25.
59. lbid.

60. David A. Noebel, Rock ‘n" Roll: A Prerevolutionary Form of
Cultural Subversion (Tulsa, OK, n.d.), p. 3.

61. 1bid., p. 10.

62. R. H. Rookmaaker, Modern Art and the Death of a Culture
(Downers Grove, IL, 1970), p. 188.

63. Jm Miller, “Hymning the Joys of Girls, Gunplay and Getting
High,” Newsweek (February 2, 1987), p. 70. Emphasis supplied.

64. Frank Garlock andKurt Woetzel, MusicintheBalance(Greenville,
SC, 1992), p. 108.

65. Richard S. Taylor, A Return to Christian Culture (Minneapolis,
MN, 1973), p. 87.

66. Frank Garlock and Kurt Woetzel (note 64), p. 93.
67. Cavin M. Johansson (note 35), p. 73.

68. Ralph Novak, “People’ sPicks & Pans,” People (24 June, 1985),
p. 20.

69. Ellen G. White, Education ( Mountain View, CA, 1952), p. 25.

70. H. Lloyd Leno, “Musicand Morality,” Adventist Review (Febru-
ary 26, 1976), pp. 7-8.

71. CharliePeacock, Atthe Crossroad: Anlnsider’ sLook at the Past,
Present, and Future of Contemporary Christian Music (Nashville, TN,
1999), p. 15.

72. 1bid.
73. 1bid., p. 16.



The Rock Rhythm and a Christian Response 148

74. Jiggs Gallager, Insight, special editon.

75. Ibid.

76. Frank Garlock and Kurt Woetzel (note 64), p. 57.
77. 1bid., p. 59.

78. lbid.

79. John Diamond (note 22), p. 156.

80. Simon Frith (note 18), p. 240.

81. David Tame, The Secret Power of Music (New Y ork, 1984), p.
199.

82. Ibid., p. 15.
83. Frank Garlock and Kurt Woetzel (note 64), p. 62.
84. lbid., p. 63.

85. The material of this section, “Making Hymns Meaningful,” is
adapted from an essay “ The Music of Worship” prepared by Elsie Buck, who
iscurrently serving asthe President of the International Adventist Musicians
Association.

86. 1hid.

87. The address for The Hymn Society of the United States and
Canada is Boston School of Theology, 745 Commonwealth Avenue, MA
02215-1401.

88. Hope Publishing Company, 380 South Main Place, Carol Stream,
IL 60188.

89. David Tame, The Secret Power of Music (Rochester, VT, 1984),
p. 204.

90. Ibid.
91. Ibid.

92. Ellen G. White, The Great Controver sy Between Christ and Satan
(Mountain View, CA, 1950), p. 678.



Chapter 6
ANADVENTIST THEOLOGY
OF
CHURCH MUSIC

by
Samuele Bacchiocchi

The controversy over the use of pop music in the worship serviceis
fundamentally theol ogical, becausemusicislikeaglassprismthroughwhich
God' seternal verities shine. Music breaksthislight into aspectrum of many
beautiful truths. The hymns sung and the instruments played during the
church serviceexpresswhat achurch believesabout God, Hisnature, and His
revelation for our present life and future destiny.

Music defines the nature of the worship experience by revealing the
manner and object of worship. When music is oriented toward pleasing self,
then worship reflects our culture's elevation of people over God. The
hedonistic bent of our culture can be seen in the increasing popularity of
various forms of rock music used for church worship, because they provide
easy self-gratification.

Many Christians complain that the traditional hymns of the church are
dead, becausethey do not appeal tothemanymore. By contrast, contemporary
religious rock music gives them a “kick”—a pleasurable sensation. Those
who clamor for church music that offerspersonal gratificationignorethefact
that they are seeking for a self-centered physical stimulation rather than a
God-centered spiritual celebration of His creative and redemptive activities.

In Chapter 2 we noted a close connection between music and theol ogy.
During Christian history the production of music hasbeen largely influenced
by the evolution of the understanding of God. The historical shift from the
transcendental understanding of “God beyond us’ during the medieval
period, to the immanental conception of “God for us’ during the sixteenth
century reformation, andto“ Godwithinus’ perceptionfromthe seventeenth-
century to our timesisreflected inthegradual evolution of churchmusicfrom
the medieval chant to the Lutheran chorale to today’ s “ Christian” rock.

-149-
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The modern manifestation of a strong immanental “God within us”
conception has caused people to seek an immediate emotional experience of
God through the stimulus of rhythmic and loud pop music. Such music, often
used during the church service, reflects to a large extent the theological
outlook of the congregation and, most likely, of the denomination which it
represents.

Insufficient Theology. Theincreasing number of Christian churches,
in general, and SDA churches, in particular, that are adopting new worship
styles where various forms of rock music are performed, suffer from a
condition that may be diagnosed as “theological impoverishment.” The
defining characteristic of thiscondition isthe choice of music on the basis of
personal tasteand cultural trendsrather than on clear theological convictions.

The problem has been recognized even by some contemporary Chris-
tian musicians. In his thought-provoking book At the Cross Roads (1999),
CharliePeacock, anaward-winning recordingartist, producer, and songwriter
of such popular songsas*” Every Heartbeat” (recorded by Amy Grant), frankly
acknowledgesthat Contemporary ChristianMusic (CCM) hasbeen operating
“under insufficient theology.”* Hewrites: “What ismissing from CCM isa
comprehensivetheology of music, ingeneral, and atheology of CCM artistry,
industry, and audience, in particular. In order to begin to rethink contempo-
rary Christian music, we will first have to recognize the necessity of
developing a comprehensive theology.”?

Peacock findsthat thetheol ogiesof contemporary music® oftenmissthe
mark” because they are based on personal tastes or popular demand rather
than biblical teachings. “ Without God’ sthoughtsand God’ sways, wearel eft
with our owndimandinsufficientideas. If wewillfully chooseto neglect the
work of building truthful theologies for our callings, we will find ourselves
waving good-bye to the brightness which illuminates life. We will find
ourselves stumbling blindly down the way which seems right to a man but
leads to nothing but darkness.”?

Thechallenge of rethinking the theol ogical underpinning of contempo-
rary music affects not only the CCM movement, but Christian churches, in
generd, including the Seventh-day Adventist church. All too often the
popular songs sung during the church service are based on an inadequate or
even heretical theology oriented toward self-satisfaction. Thisistruenotonly
of pop songs but also of some traditional hymns.

An example is the song, “We Get Lifted Up,”* which begins. “I’ve
learned alittle secret that you may already know.” The secret turnsout to be
that praising the Lord “ does as much for usasit does for Him * Cause we get
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liftedup.”” Therefrain repeatsthe same message: “We get lifted up, we get
lifted up, we get lifted up when we praise the Lord; Oh, we get lifted up, we
get lifted up, we get lifted up when we praise the Lord.” The second stanza
begins, “I used to think my praisewasonly meant to servetheKing,” but now
wehavediscoveredthat praisingthelL ord“ doesasmuchfor usasitdoesfor Him.”

Indeed, worship doeslift us up. But if the reason for worship isjust to
get an emotiona lift, then worship becomes a self-centered gratification
rather than God-centered adoration. Ultimately we sing about ourselves
rather than about God’ sglory, beauty, and holinessmanifestedin creationand
redemption.

Feeling-oriented Music. Inadequate and misleading theology isoften
present also in children songs. For example, in the popular children series
Psalty, produced by Maranatha Music, the smallest child asks: “Psalty, I'm
so little. How can | praisethe Lord?’ Psalty replies. “ Can you jump up and
down? Can you get down on the ground? Can you shout with all your might,
‘Praisethe Lord? If you do that with all your heart, then you can praise the
Lord.” Thenext songwithadecidedly contemporary sound beginswithall the
children singing: “1’m gonna jump down / turn around / touch the ground /
and praisethe Lord.”

The false message of this song istypical of the feeling-oriented music
and worship. We do not praise God simply by jumping up and down or
shouting Hisname. Praising God isnot simply amatter of external exercises,
but an internal, heartfelt response.

Itisamazing that many adultsare content to sing simpl e chorusesfit for
children. In fact, many churches have come to ignore the hymnal, opting
instead for easily memorizable choruses which can be sung and danced asif
one were at a party. “I’m-happy-happy-happy-all-the-day,” is repeated a
dozen of times. Another example, “I’ ve got afeeling everything’ sgonna
be all right. I’ ve got afeeling everything’s gonna be all right. I’ ve got a
feeling everything’'s gonna be all right, all right, all right, all right.”

Such choruses are not only trite, but also heretical by making one's
feding, rather than God' s promises, thebasisof certainty. “Inworship . . . faith,
not feeling, should be the frame of reference. A faith practiced on the basis
of feelingisno faithat al. Such songs may be fun to sing and make usfeel
good, but their effect on worship and life is devastating.”®

Obscure Spirituality. The emphasis of many contemporary reli-
gious songs on “me,” “my,” and “1” reflects the self-centered theology
which is so prevalent today. In his article “Gospel Music Finds Its
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Amazing Grace,” Philip Gold points out that the message of contempo-
rary religious songs “rarely varies: I'm OK, you're OK, God’'s OK, and
it's gonna be OK.”®

The self-centered theology of contemporary songsisreflected inthose
lyrics which contain only vague and obscure references to spiritual things.
Take, for example, the popular contemporary Christian song “Y ou Light Up
My Life.” The song speaks of a nebulous you, which could easily be a
reference to a boyfriend, lover, husband, or wife, or possibly the Lord.

And you light up my life.

Y ou give me hope, to carry on.

You light up my days and fill my nights with song.
It can’t be wrong when it feels so right,

'Cause you—you light up my life.

Because of its nebulous theology, this song is sung in virtually any
setting, from Las Vegas casino halls to evangelistic crusades “as a back-
ground song during an invitation to accept Jesus Christ as Savior.”’

Theimplications of thisso-called Christian song isthat if it feelsright,
it cannot bewrong. If it feelsgood, doit! Incidentally, thiswasthe nature of
Eve's temptation. She found that the forbidden fruit tasted “good,” so she
took it and “gave some to her husband” (Gen 3:5-6). The Bible warns us
through examplesand preceptsthat our feelingsare not asafemoral guidefor
Christian conduct, because our carnal minds are at enmity with God (Rom
8:7).

Another example of obscure spirituality is Amy Grant’s popular song,

“Whoto Listen To":

Don't take aride from a stranger

No way to know where they go

Y ou may be left on along dark road

Lost and alone

Don't you recall what your Mamatold you

You've got to learn hot from cold.

This song hardly teaches substantive spiritual values. It gives no
biblical direction or purpose to people. Note the comments of a Boston
newspaper reporter who reviewed one of Amy’ s concerts where she sang
“Whoto Listen To”: “‘You want to sing, sing out! Y ou want to dance,
danceyour brainout! Tonight wecelebrate!” Withthosewords, she[Amy
Grant] kicked off her own brand of revival meeting at the Worchester
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Centrum Monday night. . . . For nearly two hours, she kept the spirit
moving—Ilaying down strong but gentle vocals over ablend of electronic
pop that seemed better suited for adance party thanachurch. ‘“WhotoListenTo,
one bouncy number, has even figured in a‘Miami Vice' episode.”®

Music fit for “Miami Vice” is not suitable for worship in God's
sanctuary. This is especialy true for the Seventh-day Adventist church,
where the music used in the worship service should express its theol ogical
identity as a prophetic movement called to prepare a people for the soon-
coming Savior. In fact, many songsin the Adventist hymna embody such
distinctive beliefs as creation, the Sabbath, the atonement, Christ’ s heavenly
priesthood, the judgment, the Second Advent, and the world to come.

Objectives of This Chapter. This chapter attempts to rethink the
theological basis that should guide the choice of music used in Adventist
worship services. Specifically, we consider how the three distinctive Sev-
enth-day Adventist beliefs of the Sabbath, Christ’s ministry in the heavenly
sanctuary, and the Second Advent should impact the choice and the perfor-
mance of music during the divine service.

The chapter is divided into three parts. Thefirst part examines church
music in the context of the Sabbath. An important point made in this section
is that the Sabbath, as holiness in time, effectively challenges believers to
respect the distinction between the sacred and the secular, not only in time,
but also in such areas as church music and worship.

The second part looks at church music in the context of Christ’'s
intercessory ministry inthe heavenly sanctuary. Thisstudy proposesthat
the triumphant and maj estic music of the heavenly choirsdescribed in the
book of Revelation, should shine through the music, prayers, and preach-
ing of the church on earth.

Thethird part focuses on church musicin the context of the certainty
and imminence of Christ’s Second Advent. A significant point of this
section isthat the vision of the soon appearing of the Rock of Ages, with
the greatest band of angels this world has ever seen, should fire up the
imagination of membersto sing with joyful anticipation and of musicians
to compose new songs that can rekindle the Blessed Hope in believers’
hearts.

What is presented in this chapter is afirst feeble attempt to address a
most important subject which has been largely ignored. The author is not
aware of any significant study produced by Adventist scholarswho examine
church music in the context of the distinctive SDA beliefs. This means that
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the theological reflections presented in this chapter represent an initia
attempt to lay a foundation upon which competent Adventist scholars
hopefully will build upon in the future.

Part |
CHURCH MUSIC
INTHE CONTEXT OF THE SABBATH

The Seventh-day Adventist church draws inspirationfor her music and
worship from three magjor doctrines: (1) the Sabbath, (2) Christ’s atoning
sacrificeand Hisministry inthe heavenly sanctuary, and (3) the certainty and
imminence of Christ’ sreturn. Each of these beliefs hel psto define the nature
of Adventist worship and music.

Unfortunately, the ongoing debate over the use of pop music in
Adventistworshiplargely ignoresthetheol ogical presuppositionsthat should
undergird the worship experience of Adventist believers. Some Adventist
worship leaders are pushing for the adoption of pop music in Adventist
worship services strictly on the basis of personal taste and cultural consider-
ations. But the music and worship style of the Adventist church cannot be
based solely on subjectivetastesor popular trends. The prophetic missionand
message of the church should be reflected in her music and worship style.

The music and worship style of most Adventist churches is largely
based on uncritical acceptance of the worship style of other denominations.
In hisbook And Wor ship Him, Norval Pease, my former professor of worship
at the Andrews University Seventh-day Adventist Theological Seminary,
states: “We are Adventists, and we must approach worship as Adventists. A
worship service that meets the needs of Methodists, Episcopalians, or
Presbyterians may be unsatisfactory for us.”®

The answer to the Adventist worship renewal is not found in the
adoption of religious rock music, but in a re-examination of how our
distinctive Adventist beliefs should impact the various parts of the church
service, including music. Such an ambitious undertaking is beyond the
limited scope of this chapter which focuses primarily on the music aspect of
the worship service.

TheSabbath Offer sReasonsfor Wor ship. Of thethreemajor biblical
doctrinesthat identify the Seventh-day Adventist church, the Sabbath occu-
piesaunique place becauseit providesthe basisfor the true worship of God.
Such abasisisto be found in the three fundamental truths that the Sabbath
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containsand proclaims: namely, that the L ord hascreated usperfectly, Hehas
redeemed us completely, and He will restore us ultimately. These three
fundamental meanings of the Sabbath are examined at great lengthin my two
books Divine Rest for Human Restlessness and The Sabbath Under
Crossfire. The reader isreferred to these studies for an exposition of the
theology of the Sabbath.

Toworship meansto acknowledge and prai setheworthiness of God.
Would God beworthy of praiseif Hehad not originally created thisworld
and all its creatures perfectly and made provision for their ultimate
restoration? NoO one praises a manufacturer that produced a car with
mechanical problems without taking responsibility for repairing them.
Similarly, it would be hard to find reasons to praise God with songs,
prayers, and sermons if He had not created us perfectly and redeemed us
completely.

The Sabbath worship service is an occasion for believers to celebrate
and rejoice over the magnitude of God's achievements: His wonderful
creation, Hissuccessful redemption of Hispeople; and Hismanifold manifes-
tations of constant love and care. These are fundamental themes that should
ingpire the composition and the singing of hymns of praise to God.

Some of these themes appear in Psalm 92, which is “A Song for the
Sabbath.” Here the believers are invited to celebrate the Sabbath by giving
thanks, singing praises, and playing the lute, the harp, and the lyre (Ps 92:3).
The purpose of thisjoyful celebration isto declare God' s steadfast love and
faithfulness (Ps 92:2), to praise the great works of His creation (Ps 92:4-5),
and to acknowledge God' s care and power (Ps 92:12-15).

The Celebration of God’' s goodness and mercy constitutesthe basisfor
all the music and worship offered to God on any day of the week. On the
Sabbath, however, the music and the worship experience reach the fullest
expression, because the day provides both the time and the reasons for
joyfully and gratefully celebrating God’ s creative and redemptive love.

The Conflict Between True and False Wor ship. To appreciate the
importance of Sabbath worship, of which music is a major component, we
need to note that in a sense the Bible isthe story of the conflict between true
and false worship. God's summon to “put away the foreign gods’ (Gen.
35:2), which occurs in the first book of the Bible, is reiterated in different
formsin all subsequent books. In Revelation, the last book of the Bible, the
summon is renewed through the imagery of three flying angels.

These angels call upon “every nation and tribe and tongue and people”
(Rev 14:6), on one hand, to renounce the perverted system of worship pro-
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moted by “Babylon,” “the beast and itsimage” (Rev 14:8-11), and on the
other hand to “fear God and give him glory, for the hour of hisjudgment has
come,” and to “worship him who made heaven and earth, the sea and the
fountains of water” (Rev 14.7).

This solemn call to abandon the false worship of Babylon and to re-
store the true worship of God is presented in Revelation 14 as part of the
preparation for “the harvest of the earth” (Rev 14:15), when the Lord shall
come to gather the believers and punish the unbelievers. This preparation
entails the abandonment of the fal se worship promoted by Babylon and the
restoration of the true worship by God'’s people.

We noted in chapter 4 that the apocalyptic imagery of the false wor-
ship promoted by Babylon is derived from the historical chapter of Daniel
3, which describes an event of prophetic endtime significance. On the Plain
of Dura, al theinhabitants of the Babylonian empire were called to worship
the golden image of King Nebuchadnezzar. A fiery furnace was prepared for
those who refused to do homage to the golden image. Twice Daniel men-
tions that “every kind of music” (Dan 3:7,10) was used to cause all classes
of people from all the provinces of the empire to corporately worship the
golden image (Dan 3:10).

The eclectic music produced by “the sound of the horn, pipe, lyre,
trigon, harp, bagpipe,” and other instruments, served to inducethe people*“to
fall downandworshiptheimage” (Dan 3:15). Couldit bethat, aswith ancient
Babylon, Satanisusing today “every kind of music” tolead theworldintothe
endtime false worship of the “beast and itsimage” (Rev 14:9)? Could it be
that a Satanic stroke of genius will write gospel songs that will have the
marking of every taste of music: folk music, jazz, rock, disco, country-
western, rap, calypso, etc.? Could it bethat many Christianswill cometo
love thiskind of gospel song because it sounds very much like the music
of Babylon?

The summon of the Three Angels Message to come out of spiritual
Babylon, by rgecting its false worship, could also well include the rgjection
of themusic of Babylon. Soon the wholeworld will be gathered for thefinal
showdown in the antitypical, apocalyptic Plain of Dura and “every kind of
music” will beplayedtolead theinhabitants of the earthto “worship the beast
and itsimage” (Rev 14:9).

TheM usicof Babylon. Theuseof musicto promotetheend-time false
worshipissuggested by thedescription of thefinal overthrow of Babylon: “ So
shall Babylon the great city be thrown down with violence, and shall be no
more; and the sound of harpersand minstrels, of flute playersand trumpeters

shall be heard in thee no more” (Rev 18:21-22). -
Main Menu
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The final silencing of the musicians of Babylon suggests that their
music playsan activerolein promoting falseworship. It isinstructiveto note
the contrast between the music of Babylon, which is primarily instrumental,
with minstrels (professional entertainers), and the music of the heavenly
choirs, whichisprimarily vocal. The only instrument used to accompany the
heavenly choirsistheharp ensemble. Noflutesor trumpetsaccompany them.
Why? Aswe shall see, the timbre of the harp blends harmoniously with
the collective human voices. The use of other instruments would over-
shadow the singing.

The apocalyptic description of the music of Babylon reminds us of the
instruments used by rock bands. Their music is so loud that the lyrics can
hardly beheard. Thereason, aswehaveseeninearlier chapters, isto stimulate
people physically through the loud, incessant beat. Thisisthe music that the
Lord ultimately will silence at the overthrow of apocalyptic Babylon. By
contrast, the triumphant music of eternity isdriven, not by the hypnotic beat
of percussioninstruments, but by the marvelousrevelation of God' sredemp-
tive accomplishments, which inspires the redeemed to sing their hearts out.
To this point we shall return shortly.

An Antidote Against False Wor ship. The mission of the church at
thistime, as portrayed effectively by the three apocalyptic angels, isto pro-
mote the true wor ship of “him who made heaven and earth, the sea and the
fountains of water” (Rev 14:7). The Sabbath is a most effective means to
promote the restoration of true worship, becauseit calls upon peopleto wor-
ship Him who in six days“made heaven and the earth, the sea, and all that is
inthem” (Ex 20:11).

By focusing on God’s creative and redemptive accomplishments, the
Sabbath functions as an antidote against false worship. It challenges men
and women to worship not their human achievements and pleasures, but
their Creator and Redeemer.

The temptation to worship human realities such asmoney (Matt 6:24),
power (Rev 13:8; Col 3:5), and pleasure (Rom 6:19; Titus 3:3), has been
present in every age. Today the problem is particularly acute, because the
triumph of modern science and the hedonistic bent of our culture have led
many peopleto worship personal profit and pleasure rather than God’s power
and presence.

The pleasure syndrome of our time can be seenin the church’sworship
practice. People have become so attuned to amusement that they also expect
church music to be entertaining, self-satisfying, and stimulating. The Sab-
bath can serve as an antidote against the search for pleasure in worship by
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reminding believersthat God invitesthem on His Holy day to come into His
sanctuary, not to seek for their “own pleasures’ (I1s58:13), but to delight in
the goodness of His creative and redemptive love.

Holinessin TimeasHolinessin Church Music. Asholinessintime,
the Sabbath effectively challenges believers to respect the distinction be-
tween the sacred and the secular, not only in time, but also in such areas as
church music and worship. After all, music and worship constitute an impor-
tant aspect of the observance of the Sabbath. T h e
fundamental meaning of the holiness [Hebrew gadosh] of the Sabbath,
which is frequently affirmed in the Scriptures (Gen 2:3; Ex 20:11; Ex
16:22; 31:14; 1s58:13), isthe “setting aside” of the twenty-four hours of
the seventh day to culvitate the awareness of God’s presencein our lives.
It is the manifestation of God’s presence that makes time or space holy.

The holiness of the Sabbath is to be found, not in the structure of
the day which is the same as the rest of the weekdays, but in God's
commitment to manifest in a special way His holy presence through the
Sabbath day in the life of His people. Isaiah, for example, pictures God
as refusing to be present at the Sabbath assembly of His people, because
of their “iniquity” (Is 1:13-14). God’s absence makes their worship ex-
perience not an adoration but an “abomination” or a “trampling of my
courts” (Is 1:12-13).

Asthe symbol of God’sfree choice of His specia timeto manifest His
holy presence, the Sabbath can constantly and effectively remind believers
of their specia divine election and mission in thisworld. Holy Day callsfor
a holy people. As the Sabbath stands as the Holy Day among the weekly
days, so the believer who keeps it is constantly invited to stand as God's
chosen holy person among a secularly minded and perverse generation. In
other words, as the Bible putsit, Sabbathkeeping serves as “a sign between
me and you throughout your generations, that you may know that I, the L ord,
sanctify you” (Ex 31:13; cf. Ezek 20:12).

TheMixing of the Sacred with the Secular. The distinction between
the sacred and the secular, which is embedded in the Sabbath command-
ment, isforeign to those Christians who view their Lord’s Day as a holiday
rather than aHoly Day. In Western Europe, less than ten percent of Catho-
licsand Protestants go to church on Sunday. Thevast mgjority of Christians
chooseto spend their Lord’s Day seeking personal pleasure and profit. Even
in America, where church attendance runs close to fifty percent, the same
Christians who on Sunday morning go to church, in the afternoon will most
likely go to the shopping mall, ball games, restaurants, or other places of

entertainment.
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The mixing of sacred with secular activities, on what many Christians
view astheir Lord's Day, facilitates the mixing of sacred with secular music
in church worship itself. The common contributory factor is the loss of the
sense of the sacred—a loss which affects many aspects of the Christian
life today.

For many people, nothing is sacred anymore. Marriage is viewed a
civil contract that can be easily terminated through the legal process rather
than a sacred covenant witnessed and guaranteed by God Himself. The
church is treated as a social center for entertainment, rather than a sacred
place for worship. The preaching draws its inspiration from social issues
rather than the Sacred Word. By the sametoken, church musicisofteninflu-
enced by the secular rock beat, rather than by the sacred Scriptures.

Cultural Relativism. The adoption of modified versions of rock mu-
sic for church worship is symptomatic of alarger problem, namely, theloss
of the sense of the sacred in our society. The process of secularization, which
has reached new heights in our time, has gradually blurred the distinction
between sacred and secular, right and wrong, good and bad. “ All values and
value systems, regardless of their conflicting perspectives, areequally valid.
Right and wrong are reduced to mere opinion, one is as good as the otheor
Truth is not fixed but changeable, relative to the whims which define it.”

The cultural relativism of our time has influenced the church espe-
cially inthefield of aesthetics, such as music, which has become but a mat-
ter of personal preference. “I likerock, you like classical—so what?’ Oneis
supposed to be as good as the other. For many, there is no longer adistinc-
tion between sacred and secular music. It is ssmply a matter of taste and
culture.

The subjectivism in the field of aestetic stands in stark contrast to the
objective, non-negotiable doctrinal beliefs which are passionately defended
by evangelical Christians. Dale Jorgensen correctly observesthat “ The same
preacher who believesthat heis obligated to preach objective righteousness
in morality, often implies that ‘anything goes’ in the music of the church.
This is one area where naturalistic humarl1ists find, perhaps with good rea-
son, awide crack in the Christian door.”

The Sabbath challenges believers to close the door to the humanistic
pressure of cultural relativism by reminding them that the distinction be-
tween the sacred and the secular extends to all the facets of Christian life,
including church music and worship. Using secular music for the church
serviceon the Sabbathisto treat the Sabbath asa secular day and the church
as a secular place. Ultimately, no real worship is offered to God, because
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true worship entails recognizing the boundaries between what is sacred for
God's use and what is secular for our personal use.

Part 2
CHURCH MUSICINTHE CONTEXT
OF THE HEAVENLY SANCTUARY

For many Christian churches, worship service centers on what Christ
has aready accomplished in the past through His perfect life, atoning death,
and glorious resurrection. By contrast, Seventh-day Adventist worship cen-
ters not only on these past redemptive accomplishments of our Savior, but
also on His present ministry in the heavenly sanctuary and on His future
coming to bring to consummation His redemption. Thus, al three dimen-
sions of Christ’s ministry—past, present, and future—are involved in
Adventist worship.

Meeting with the Lord. It is noteworthy that the three distinctive
Adventist doctrines—the Sabbath, the Sanctuary, and the Second Advent—
share a common denominator, namely, meeting with the Lord. On the Sab-
bath we meet the invisible Lord in time. In the Heavenly Sanctuary we en-
counter by faith the ministering Savior in place. At the Second Advent
we shall be reunited with the visible Lord in space.

Meeting with the Lord in time on His Sabbath day, in placein His holy
Sanctuary, and in space on the glorious day of His coming should constitute
the focal points of Adventist worship. When Adventists assemble for wor-
ship, their desire should be to meet the Lord. By faith they should wish to
meet the Lord, not only at Calvary on the Cross, where He paid the penalty
of their sins, but also at the throne of God in heaven itself, where He minis-
ters on their behalf.

In his book Sng a New Song! Worship Renewal for Adventists Today,
Raymond Holmeswrote: “In our [Adventist] worship we enter the heavenly
sanctuary by faith and are able to see the world, the purpose of the church,
the ministry of our Lord, and our own lives from God's all-encompassing
perspective and not just from our own limited, self-centered, and narrow
point of view.”1?

The focus of Adventist worship should be on the heavenly sanctuary
where Jesus continually ministers in the heavenly liturgy on behalf of His
people. “We have such a high priest, one who is seated at the right hand of
the throne of the Majesty in heaven, aminister in the sanctuary and the true
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tent whichis set up not by man but by the Lord” (Heb 8:1-2). It isbecausewe
have such aHigh Priest ministering in heaven that Hebrews says. “Let usthen
with confidence draw near to thethrone of grace, that we may receive mercy and
find graceto help in time of need” (Heb 4:16).

Church Worship to Reflect Heavenly Worship. The invitation to
“draw near to the throne of grace” is obviously an invitation to worship by
offering to our Lord our prayers, praises, and songs. The church on earth
joins heavenly beings in praising Christ: “Let us continually offer up a
sacrifice of praise to God, that is, the fruit of lips that acknowledge his
name” (Heb 13:15).

The music and worship of the church on earth should draw itsinspira-
tion from the music and worship of the heavenly sanctuary, because the two
are united by the worship of the same Creator and Redeemer. Hebrews
invites believers to “come to Mount Zion and to the city of the living
God, the heavenly Jerusalem, and to the innumerable angels in festal
gatherings, and to the assembly of the first born who are enrolled in
heaven” (Heb 12:22-23).

What a challenge for the church of the last days to let the glory and
majesty of the heavenly worship shinethrough itsmusic, prayers, and preach-
ing. As Richard Paquier suggests, “something of the roya majesty and
glory of the risen One who ascended to heaven has to come through in the
worship of the church.”

When glimpses of the majesty and glory of the risen Savior and heav-
enly High Priest come through the music and worship of the church, there
will be no need to experiment with religious rock, drama, or dance to
revitilize church worship. The vision of the Lord’'s glory and majesty
provides all the dramatic ingredients believers could ever wish for an
exciting worship experience.

TheWor ship of the Heavenly Sanctuary. To catch a glimpse of the
majestic worship conducted in the heavenly sanctuary, we turn to the book
of Revelation where we find the largest number of choral ensembles to be
found anywhere in the Bible. Scholars who have studied the music of Rev-
elation have come up with different numbers of hymn texts in the book.
Oscar Cullman has identified six hymns (Rev 5:9; 5:12; 5:13; 12:10-12;
19:1-2; and 19:6),* while Michael Harris enumerates seven (Rev 4:8-11;
5:9; 7:10; 11:17-18; 12:10-11; 15:3; and 15:4b).> Forrester Church and
Terrance Mulry identify eleven hymnsin Revelation (Rev 1:5-8; 4:11; 5:9-
11; 5:12-13; 11:17-18; 12:10-12; 15:3-4; 18:22-23; 19:1-9; 22:16-17; and

22:20).16
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The exact number of hymns and choruses performed in Revelationis
lessimportant than their witness to the important role that music playsin the
eschatological worship of God in the heavenly sanctuary. The three major
choirs that participate in the heavenly worship are (1) the 24 elders (Rev
4:10-11; 5:8-9; 11:16-18; 19:4); (2) the countless multitude of angels and
redeemed (Rev 5:11-12; 7:9-12; 14:2-3; 19:1-3, 6-8); and (3) the al-inclu-
sive ensemble of every creature in heaven and earth (Rev 5:13).

The text of the hymns is very instructive. The chorus of the 24 elders
sings first before God's throne a hymn about His creative power: “Worthy
art thou, our Lord and God, to receive glory and honor and power, for thou
didst create al things, and by thy will they existed and were created” (Rev
4:10-11). Then they sing before the Lamb a hymn accompanied by harps
about His redemptive accomplishments: “Worthy art thou to take the scroll
and to open its seals, for thou wast slain and by thy blood didst ransom
men for God from every tribe and tongue and people and nation, and
thou made them a kingdom and priests to our God, and they shall reign
on earth” (Rev 5:9-10).

Finally, the twety-four elders sing before God about the vindication of
the redeemed and the inauguration of the eternal kingdom: “We give thanks
to thee, Lord God Almighty, who art and who wast, that thou has taken thy
great power and begun to reign. The nationsraged, but thy wrath came, and
the time for the dead to be judged, for rewarding thy servants, the prophets
and saints, and those who fear thy name, both small and great, and for de-
stroying the destroyers of the earth” (Rev 11:17-18; cf. 19:4). One no-
ticesathematic progression in the hymns of the 24 elders, from the prais-
ing of God’s creation to that of Christ’s redemption and the final vindi-
cation of His people.

Similar ascriptions of praisesare found in the hymns sung by the count-
less multitude of angels (Rev 5:11-12) and by the redeemed (Rev 7:9-12;
14:2-3; 19:1-3; 19:6-8). “ After this | looked, and behold, a great multitude
which no man could number, from every nation, from all tribes and peoples
and tongues, standing before the throne and before the Lamb, clothed in
white robes, with palm branches in their hands, and crying out with a loud
voice, ‘Salvation belongs to our God who sits upon the throne, and to the
Lamb!"” (Rev 7:9-10).

In his dissertation, published under the title A Theology of Music for
Worship Derived from the Book of Revelation, Thomas Allen Sedl finds a
crescendo in the participation of the heavenly choirs. “ The chorus of the 24
elders appears to lead the larger choirs as the action in the text buildsin a
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mighty crescendo of participation and sound; it initiates with the chorus of
the 24 elders singing, followed by an antiphonal response of the creatures of
heaven, and culminates when these antiphonal forces participate in ajoined
response with the remainder of creation, including the Redeemed. Together
they corporately direct their praise to the Godhead.”’

The dynamics of the antiphonal and responsorial responses of the vari-
ous groups reveal an amazing unity. “They respond in an orderly and bal-
anced manner which witnesses the totally complete, uncompromising unity
of al of the Godhead's creation. Worship in the Apocalypse is ‘ genuinely
congregational’ and inclusively unites variegated levels of creation into a
sea of doxological praise to the Godhead.”

Triumphant Music Without Beat. A careful study of the various
hymns of Revelation reveals that in spite of all the references to the suffer-
ing of God's people, the book still may prove to be one of the happiest com-
positions ever written. As The Inter preter’s Bible comments: “The music of
eternity [in Revelation] sends its triumphant joy back into the life of time.
Thejustification of glorious Christian music intheworld isalwaysjustifica-
tion by faith . . . . The writings of Paul also have this characteristic of burst-
ing into song. You can judge an interpretation of the Christian religion by its
capacity to set men singing. There is something wrong about atheology which
does not create atriumphant music.” %

The triumphant music of Revelation is inspired, not by the hypnotic
beat of percussion instruments, but by the marvelous revelation of God's
redemptive accomplishmentsfor His people. Asthe worshippers of the heav-
enly sanctuary are privileged to review the providential way inwhich Christ,
the Lamb that was dlain, has ransomed people of every nation, they sing
with dramatic excitement in their doxological praise of the Godhead.

Worship leaders, who are urging the use of an array of drums, bass
guitars, and rhythmic guitars to give a rocky beat to their church music,
should notice that both in the Jerusalem Temple and in the heavenly sanctu-
ary, no percussion instruments were allowed. The only instrument used by
the heavenly choirs is a harp ensemble (Rev 5:8; 14:2). The reason, as
Thomas Sedl explains, isthat “the distinctive timbre of the harp in worship
blends harmoniously with the worshippers' collective voices. It should be
noted that the instrumental support does not supplant the importance of the
words of the text, nor does it contain a mixture of diverse instruments. The
instrumental ensemble containsasingular type of instrument [the harp] which
blends with the voice.”
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No Secular Music Allowed in the Temple. The distinction between
sacred and secular music which is present in the heavenly sanctuary was
also evident in the Jerusalem Temple. In the next chapter on “Biblical Prin-
ciplesof Music,” we shall see that only a selected group of Levites made up
the Temple choir. They played only four instruments at specific times during
the service: the trumpets, cymbals, lyres, and harps (1 Chron 15:16; 16:5-6).
Of thefour, only thelast two, the lyre and harps (both string instruments that
blended with human voices), were used to accompany the singing.

The trumpets were used only to give various signals, such aswhen the
congregation was to prostrate or the choir was to sing during the presenta-
tion of burnt offerings (2 Chron 29:27-29). The cymbals were used to an-
nounce the beginning of a song or of a new stanza. “Contrary to common
opinion, the cymbals were not used by thzelz precantor to conduct the singing
by beating out the rhythm of the song.”  The reason is that the music in
ancient Isradl, asAZ\Znthony Sendrey has shown, lacked aregular beat and a
metrical structure. It is evident that there was no possibility for any Jew
who could play an instrument to be invited to join the Temple rock band and
turn the service into amusic festival.

In hisdoctoral dissertation presented at Cambridge University and pub-
lished under thetitle The Lord’s Song: The Basis, Function and Sgnificance
of Choral Music in Chronicles, John Kleinig notes: “David determined the
particular combination of instrumentsto be used in worship. To the trumpets
which the Lord had ordained through Moses, he added the cymbals, lyres,
and harps (1 Chron 15:16; 16:5-6). The importance of this combination is
emphasized by the insistence in 2 Chronicles 29:25 that the instruments for
sacred song, like the place of the musicians in the temple, had been insti-
tuted at the Lord’s command. Itwas this divine command which gave them
their significance and power.”

In 2 Chronicles 29:25, it explicitly states that king Hezekiah “ sta-
tioned the L evitesin the house of the Lord with cymbals, harpsand lyres,
according to the commandment of David and Gad the king's seer and of
Nathan the prophet; for the commandment was from the Lord through
his prophets.” By appealing to the prophetic directives of Gad and Nathan,
the author of Chronicles emphasizesthe fact that David's addition of the
cymbals, harps, and lyres to the use of the trumpet (Num 10:2) was not
based on the king's personal taste, but on a commandment “from the Lord.”

Sacred Music for a Sacred Place. Those who believe that the Bible
gives them the license to play any instrument and music in church, ignore
the fact that the music at the Temple was not based on personal taste or
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cultural preferences. Thisisindicated by the fact that other instrumentslike
timbrels, flutes, pipes, and dulcimers could not be used in the Temple, be-
cause of their association with secular entertainment. This principle was re-
spected also in the synagogue and early church, as shown in the next chapter
on “Biblical Principles of Music.”

It is evident that nothing is morally wrong with the use of instruments
like the timbrel or flutes. The reason they were excluded from the Temple's
orchestra is smply because they were commonly used for entertainment.
Women'’s dancing in the Bible was usually accompanied by the playing of
timbrels, which seem to have been hand drums, like the modern tambou-
rines, made up of awooden frame on which a single skin was stretched.

Had the instruments and the musi ¢ associated with dancing been used
in the Temple, the Israelites would have been tempted to turn the Temple
into a place of entertainment. To prevent this thing from happening, instru-
ments and music associated with entertainment were excluded from the
Temple. Thisexclusion extended to the participation of women in the music
ministry of the Temple, because, as we shall see in the next chapter, their
music consisted mostly of dancing with timbrels—amusic that was unfit for
sacred worship.

In his book Music of the Bible in Christian Perspective, Garen Wolf
points out that “the use of tabret, timbrel, toph, and dancing by women or
men had no connection with worship in the Temple, but rather for the pur-
pose of show, ecstacy an(21I4secuI ar entertainment or for religious music mak-
ing outside the Temple.”

Music was rigidly controlled in the Temple worship to ensure that it
would be in harmony with the sacredness of the place. Just asthe Sabbath is
aholy day, so the Temple was a holy place, where God manifested his pres-
ence “among the people of Isragl” (Ex 29:45; cf. 25:8). Respect for God's
holy day and holy place of worship, demanded that no music or instruments
associated with secular life be used in the Temple.

The connection between the Sabbath and the sanctuary is clearly af-
firmed in Leviticus 19:30: “You shall keep my Sabbaths and reverence my
sanctuary: | amthe Lord.” Keeping the Sabbath is equated with reverence
in God's sanctuary, because both are sacred institutions established for the
worship of God. This means that secular music that is inappropriate for the
Sabbath is also inappropriate for the church, and vice versa. Why? Simply
because God has set aside both of them for the manifestation of His holy
presence.
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L essonsfrom the Temple'sMusic. Four major lessons can be drawn
from the music performed at the Jerusalem Temple as well as in the heav-
enly sanctuary. First, church music should respect and reflect the sacredness
of the place of worship. This means that percussion instruments and enter-
tainment music which stimulate people physically are out of place in the
church service. Out of respect for the presence of God, such music was not
allowed in the Temple services, nor isit used in the liturgy of the heavenly
sanctuary. In the next chapter, we shall see that the same was true in the
worship service of the synagogue and the early church. This consistent wit-
ness of scripture and history should serve as awarning to the church today,
when the adoption of pop music for worship is becoming the “in” thing to do.

Second, the music of both the earthly and heavenly Templesteachesus
that instrumental accompaniments are to be used to aid the vocal responseto
God and not to drown the singing. In Revelation, it isthe harps’ instrumental
ensembl e that accompaniesthe singing of the choirs, because the harp’s sound
blends well with the human voice, without supplanting it. This means that
any loud, rhythmic music that drowns the sound of the lyricsis inappropri-
ate for church worship.

Third, church music should express the delight and the joy of being in
the presence of the Lord. The singing of the various choirsin Revelation is
heartfelt and expressive. They singwitha“loud voice” (Rev 5:12; 7:10) and
express their emotions, saying “Amen. Halelujah” (Rev 19:4).

A balance must exist between the emotional and intellectual sides of
lifein religion and worship. “Musical expression in worship must have an
emotional and intellectual aspect because that is the nature of man, the na-
ture of music, and the nature of religion. At its best, music should demon-
strate this life-religion-music unity in worship by a well-proportioned, rea-
soned, feeling approach to composition.” %

Reverencein God’s Sanctuary. Last, church music should be rever-
ential, in tune with the sacred nature of worship. It is significant that of the
eight words used in the New Testament to express a worship response to
God, only oneof themisused in Revelation.?® Itisthe Greek word prokuneo,
which is commonly translated “to worship” or “to prostrate.” The term ap-
pears 58 times in the New Testament, 23 of which occur in Revelation.?”

The term prokuneo is compound of two roots. pros meaning “toward”
and kuneo meaning “to kiss.” When combined, they imply the honor and
respect demonstrated toward a superior. Time and again we aretold in Rev-
elation that heavenly beings “fell down and worshipped Him” (Rev 4:10;

5:14; 7:11; 11:17; 15:4; 19:4).
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Itissignificant that John the Revelator uses only prokuneo to describe
thereverential worship of end times. The reason could be the need to warn
the end-time generation not to be misled by the false worship of Babylon,
characterized by feverish excitement. God isholy and weworship Himwith
deep respect, awe, and affection. Both in the Jerusalem Temple and in the
heavenly sanctuary, God is worshipped with great reverence and respect.
The same attitude should be manifested in our worship today, because God
does not change.

Today we live in aworld of feverish activity, constant entertainment,
and close familiarity. Thisisreflected also in some of the contemporary pop
music that treats God with frivolity and irreverence. Theworship inthe earthly
and heavenly Templesteaches us that we need to bow in humility before our
great God. Sacred music can help to quiet our hearts and souls so that we
can more clearly recognize who our God really is and respond to Him in
reverence.

Part 3
CHURCH MUSICINTHE
CONTEXT OF THE SECOND ADVENT

Thebelief in the certainty and imminence of Christ’sreturnisthedriv-
ing force of the Adventist church worship and lifestyle. To be an Adventist
Christian means, first and foremost, to live looking forward to the glorious
day of Christ's coming. Peter urges this forward look: “Set your hope fully
upon the grace that is coming to you at the revelation of Jesus Christ” (1 Pet
1:13). Paul eloquently expressesthisforward look: “Onething | do, forget-
ting what lies behind and straining forward to what lies ahead, | press on
toward the goal for the prize of the upward call of God in Christ Jesus’ (Phil
3:13-14).

Pilgrim’s Outlook. To live with this forward look means to view our
present life as a pilgrimage, a journey to a better land. The writer of He-
brews notes that Abraham and all past true believers were pilgrims, with no
permanent home on this earth. “They admitted that they were aliens and
strangers on earth. People who say such things show that they are looking
for acountry of their own. If they had been thinking of the country they had
left, they would have had opportunity to return. Instead, they were longing
for a better country—a heavenly one. Therefore God is not ashamed to be
called their God, for he has prepared a city for them” (Heb 11:13-16, NIV).
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Someone has said that twentieth-century Christians are “the best-
disguised set of pilgrimsthisworld hasever seen.” Many Christians have
come to view this world as the “living room” in which to live as though
Christ may never come, rather than the “waiting room” to the world to come.

The forward look to the future Kingdom of God challenges us not to
invest present religious or political institutions with permanent value and
functions because they are not the method by which the Kingdom of God is
to be established. It challenges usto recognize that when Jesus comes, all of
our human institutions, including our churches, will come to an end.

We must build for the future while recognizing that the future does not
belong by right towhat webuild. Theultimate effect of livingwithaforward
look isto view all our institutions and personal decisionsin the light of the
Advent of our Lord.

Worship in Anticipation. The expectancy of Christ’ssoon coming
givesaspecial textureto Adventist worship and music. Through worship
we break through the barriers of time and space and experience aforetaste
of the blessedness of the future heavenly worship that awaits us at the
glorious coming of the Lord. The writer of Hebrews speaks of this vital
function of worship: “Y ou have cometo Mount Zion and to the city of the
living God, the heavenly Jerusalem, and to innumerable angels in festal
gathering, and to the assembly of the first-born who are enrolled in
heaven” (Heb 12:22-23).

Communal worship with believersenablesusto temporarily forget and
transcend the unpleasant realities of thispresent life and to catch aglimpse of
the blessedness of the world to come. The music, the prayers, the proclama-
tion, and the witness of and fellowship with other members can give us a
foretaste of the future heavenly Jerusalem and the festal gathering of God’'s
children. Such an experience nourishes and strengthens the Advent Hopein
our heartsby givingusavisionand aforetasteof thegloriesof the Second Advent.

The expectancy of Christ’s coming gives a sense of urgency to the
Adventist church worship. Hebrews admonishes believers “to stir up one
another toloveand good works, not neglecting to meet together, asisthehabit
of some, but encouraging one another, and all the more as you see the Day
drawing near” (Heb 10:24-25).28

The need to assembl e together for worship and mutual encouragement
is presented in this passage as all the more pressing as the Day of Christ’s
Coming draws near. The nearer we draw to the return of Christ, the more
intense will be Satan’ seffortsto undermine thework of God in our livesand
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inthisworld. “Woeto you, O earth and sea, for the devil has come down to
youingreat wrath, because heknowsthat histimeisshort!” (Rev 12:12). The
inspiration and encouragement we receive from worshiping together with
fellow believers can help us to hold fast to our faith and hope in the soon-
coming Savior.

Advent Music. Church music plays a vital role in strengthening the
faith and nourishing the hope of Christ’s coming. Through hymn singing,
believersrehearse the day when they will see Jesus and speak with Him face
to face. “Faceto face shall | behold Him, Far beyond the starry sky; Face to
facein all Hisglory | shal see Him by and by.”

It isnot surprising that the new Seventh-day Adventist Church Hymnal
has 34 hymns about the Second Advent.® They far outnumber the hymns
about any other subject, including the 18 hymns about the Sabbath.** The
musi c and text of the Advent hymnsexpressavariety of moods. For example,
“O, we see the gleams of the golden morning Piercing through the night of
gloom” envisions the excitement at the appearing of the Lord in the golden
sky. “O Lord Jesus, how long, how long Ere we shout the glad song? Christ
returneth, Hallelujah!” expressesthelonging and impatienceto seethe L ord.
“Oitmust bethe breaking of theday!” givesthereassurancethat theend-time
signs are fast-fulfilling.

“Lift up thetrumpet and loud let it ring” challenges believersto boldly
proclaimthat “ Jesusiscoming again.” “We havethishopethat burnswithin
our hearts” capturesinamarvel ousway thebelief that the“timeishere, When
the nations far and near Shall awake, and shout, and sing, Hallelujah! Christ
isKing.” “When theroll is called up yonder, I'll be there” enthusiastically
reaffirms the commitment to be ready for the day “When the trumpet of the
Lord shall sound, and time shall be no more.”

Advent Inspiration. Thegloriousvisionof Christ’ sreturn hasinspired
the composition of many faith-instilling hymnsthat have enriched churchlife
and worship through the centuries. Today, aswe stand at the threshold of the
Lord sreturn and“ seethe Day drawing near” (Heb 10:25), the Blessed Hope
should inspire the composition of new songs that can rekindle the flame and
encourage believers “to live sober, upright, and godly lives in this world,
[while] awaiting our blessed hope, the appearing of theglory of our great God
and Savior Jesus Christ” (Titus 2:13).

New upbeat Advent songs are needed today to appeal especially to the
younger generation that has been captivated by the fast moving, rhythmic,
loud, electronically amplified soundsand uninhibited lyricsof rock music. To
reachtheyounger generationisaformidabletask, becausein many casestheir
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senses have become so dulled by their overexposure to the loud, rhythmic
sounds of rock music that they can no longer hear “the still small voice.” In
hisDeclineof theWest, Oswal d Spengler gavean ominouswarning yearsago:
“Inthelast stagesof acivilization all art becomesnothing but titillation of the
senses (nerve excitement).” st

Indeed, today we livein the very last stage of the end-time civilization
when “thetitillation of the senses’ through the rock idiom hasinvaded even
the evangelical community, including an increasing number of Adventist
churches. Rock music providesfor many adeceptive substitute for theinner
feelings of “love, joy, and peace” that comes when the Holy Spirit worksin
our lives (Gal 5:22).

Our challengetoday isto help our rock-and-roll generation capturethe
visionof that gloriousday that iscoming when they will beableto experience
the most exciting audiovisual extravaganza they have ever imagined—the
gloriouscoming of the Rock of Ages. Theband of angel sthat will accompany
Himwill produce the most thundering soundsthisplanet hasever heard. The
splendor of His presence and the vibrations from the sound of Hisvoice will be
s0 powerful asto annihilate the unbelievers and to bring new life to believers.

Such aglorious event can fire up theimagination of musicianstoday to
compose new songsthat will appeal to many who arelooking for meaningand
hopeintheir lives. A song that comesto mindis*“WelcomeHome Children,”
by Adrian King. The song helps to capture the delight and emotional
excitement of thegloriousday that iscoming when* heaven’ sgateswill open
wide and al who love the Lord will enter in.” The Lord Himself will greet
Hischildren, saying, “Welcome home children, thisisaplace | prepared for
you. Welcome home children, now that your work on earth is through.
Welcome home children, you who have followed so faithfully.”

New Advent songs, like “Welcome Home Children” which are theo-
logically correct and musically inspiring, can enrich the worship experience
of believersand appeal to those who are receptiveto the working of the Holy
Spiritin their lives.

My son, Gianluca, informs me that “Welcome Home Children” is a
CCM song. We used this song in a video recording entitled “ Sabbath in
Songs,” in which two outstanding lyric tenors join me in presenting the
Sabbath through words and songs. Thefact that | used the song without being
awarethat it wasaCCM production showsthat contemporary songscan have
music and lyrics suitable for worship.
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CONCLUSION

We noted at the outset that music is like a glass prism through which
God's eternal truths shine. Through church music, a whole spectrum of
biblical truths can be taught and proclaimed. Throughout church history
people have learned through music the great truths of the Christian faith and
the claims of Christ upon their lives.

In an attempt to bring about worship renewal, many evangelical
churchestoday areadopting religiousrock songsonthebasisof personal taste
and cultural trendsrather than on clear theological convictions. Theresultis
that some popular songs sung during church services have an inadequate or
even heretical theology oriented toward self-satisfaction.

The choice of appropriate church music is crucial especialy for the
Seventh-day Adventist church, because through her music she teaches and
proclaims the end-time truths entrusted to her. Regretfully, the music and
worship style of most Adventist churches is largely based on the uncritical
acceptance of the worship style of other churches.

To provide atheological basisfor the choice and performance of music
during theworship service of Adventist churches, we have consideredinthis
chapter the implications of the Sabbath, Christ’s ministry in the heavenly
sanctuary, and the Second Advent. We have found that each of these three
distinctive Adventist beliefs contributesin its own unique way to the defini-
tion of what church music should be like.

The Sabbath teachesusto respect thedistinction between thesacred and
the secular, not only in time, but also in such areas as church music and
worship. At atimewhen cultural relativism hasinfluenced many churchesto
blur the distinction between sacred and secular music, the Sabbath teachesus
torespect suchadistinctioninall thefacetsof Christianlife, including church
musicandworship. Tousesecular musicfor thechurch serviceonthe Sabbath
isto treat the Sabbath as a secular day and the church as a secular place.

The study of the music and liturgy of the Jerusalem Temple, aswell as
the heavenly sanctuary, has been very instructive. We have found that out of
respect for the presence of God, percussion instruments and entertainment
music which stimulate people physically were not allowed in the Temple
services, nor are they used in the liturgy of the heavenly sanctuary. For the
samereason, percussion instruments and music that stimul ates people physi-
cally rather than el evating them spiritually areout of placeinthechurchtoday.

Worship in the earthly and heavenly temples teaches us also that God
isto beworshipped with great reverence and respect. Church music must not
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treat God with frivolity and irreverence. It should help to calm our souls
and respond to Him in reverence.

Belief in the certainty and imminence of Christ’scoming should bethe
drivingforceof the Adventist lifestyleand churchmusic. The soon-appearing
of the Rock of Ages, withthegreatest band of angelsthisworld hasever seen,
can fire up the imagination of musicians today to compose new songs to
appeal to those who are looking for meaning and hope in their lives.

At the threshold of a new millennium, the Seventh-day Adventist
church faces an unprecedented challenge and opportunity to re-examine the
theological basisfor the choice and performance of its music. We hope and
pray that thechurchwill respondtothischallenge, not by acceptinguncritically
contemporary pop music which isforeign to the mission and message of the
church, but by promoting the composition and singing of songsthat fittingly
express the hope that burns within our hearts (1 Pet 3:15).
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Chapter 7
BIBLICAL PRINCIPLES
OF MUSIC

by
Samuele Bacchiocchi

The story istold of a man who, during an election campaign, had a
bumper sticker which read, “My mind is already made up. Please do not
confusemewiththefacts.” Thisstory remindsus of the ongoing debate over
theuseof “ Christian” rock musicfor worship or evangelism. Many Christians
have strong opinions in favor of or against the use of such music.

AsChristianswe cannot afford to close our mindsto the search for
biblical truths, because we are called to grow in “grace and knowledge’
(2 Pet 3:18). Sometimes we think we know all that the Bible teaches on
acertain doctrine, but whenwebegininvestigatingit, wesoondiscover howlittle
we know.

This has been my experience. The many months | have spent
examining thebiblical referencestomusic, singing, and musical instruments,
have made meawareof thefact that the Biblehasfar moreto say about music,
especially churchmusic, than| had everimagined. Itisaprivilegetosharethis
learning experience with al those who are eager to understand more fully the
biblica principles of music.

Objectivesof ThisChapter. Theoverall objective of thischapter
is to distill from the Bible some basic principles regarding appropriate
music for the church service and private use. Thetask isnot easy because
the Bible is not set up as a doctrinal manual with a section devoted
exclusively to music. Instead, the Bible is a source book with over 500
references scattered throughout about music, musicians, singing, and musical
instruments. Thechallengeisnot whereto find thesereferences, but how to draw
from them principles applicable to ustoday.

-175-
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Noattemptismadetotracethehistory of musicintheBible, asseveral
scholarly studies already address this subject. Our goal istolook at musicin
the Bible theologically rather than historically. What we seek to understand
isthe nature and function of music in the social and religiouslives of God's
people. More specifically, we want to ascertain what distinction, if any, the
Bible makes between sacred and secular music. Was rhythmic music associ-
ated with dancing and entertainment ever used inthe Templ e, the synagogue,
or the early church?

This chapter is divided into three parts. The first part examines the
importance of music in the Bible, especially singing. Three mgjor questions
areaddressed: (1) When, where, how, and why shouldwesing?(2) What does
it mean to “make ajoyful noise unto the Lord”?(3) What isthe“New Song”
that believers areto sing?

The second part of thischapter focusesontheministry of musicinthe
Bible. The investigation begins with the music ministry in the Temple and
then continues with that of the synagogue and finally the New Testament
church. The results of this investigation are significant because they show
that, contrary to prevailing assumptions, the Bible makes a clear distinction
between sacred and secular music. Percussion instruments, rhythmic music
with a beat, and dancing were never part of the music ministry of the
Temple, the synagogue, or the early church.

Thethird part of this chapter examines what the Bible teaches about
dancing. The question we addressiswhether or not the Bibl e sanctionsdance
as a positive component of church worship. This is an important question
because supporters of pop music appeal to some biblical referencesto dance
to justify their use of rhythmic dance music in the church. By way of
conclusion, abrief summary will be given of the biblical principlesthat have
emerged in the course of this study.

Part 1
THE IMPORTANCE OF SINGING IN THE BIBLE

The importance of music in the Bible is indicated by the fact that
God'’ s creative and redemptive activities are accompanied and cel ebrated by
music. At creation we are told that “the morning stars sang together, and all
the sons of God shouted for joy” (Job 38:7). At theincarnation, the heavenly
choir sang: “ Glory to God in the highest, and on earth peace among men with
whomheispleased!” (Luke2:14). Atthefinal consummation of redemption,
the great multitude of the redeemed will sing: “Hallelujah! For the Lord our
God the Almighty reigns. Let usrejoice and exult and give him glory, for the
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marriage of the Lamb has come, and his Bride has made herself ready; it was
granted her to be clothed with finelinen, bright and pure” (Rev 19:6-8).

The Singing of Creation. The response of the natural world to the
majestic glory of God’ screated worksis often expressed in termsof singing.
This clearly shows that singing is something which God welcomes and in
which He delights. Numerous examples show God'’ s creation being invited
to sing praisesto God.

“Let theheavensrejoice, let the earth be glad; | et the searesound, and
al that isinit; let thefields bejubilant, and everything in them. Then al the
treesof theforest will sing for joy; they will sing beforethe Lord” (Ps96:11-
12; NIV). “Lettheriversclap their hands, let the mountains sing together for
joy; letthemsing beforetheLord” (Ps98:8-9; NIV). “PraisetheLord, all his
works everywhere in hisdominion” (Ps 103:22; NI1V).

We read about the birds singing because God provides them with
water (Ps 104:12). The heavens, the lower parts of the earth, the mountains,
the forest, and every tree breaks forth into singing unto the Lord (Is 44:23).
Thewilderness, the cities, and the inhabitants of therock sing and give glory
to God (Is42:1-12). Even the desert shall blossom and “rejoice with joy and
singing” (Is35:2).

All these metaphorical allusions to the animated and inanimate
creation singing and shouting praisesto God i ndi cate that music issomething
that God ordains and desires. If these were the only referencesin the Bible,
they would be sufficient for usto know that music, especially singing, hasan
important place and purpose in God’ s universe.

Human Singing. More wonderful than all of nature singing isthe
invitation extended to human beingsto sing. “O Come, let us sing to the
Lord; let us make ajoyful noise to the rock of our salvation!” (Ps 95:1).
“Sing praises to the Lord, O you his saints, and give thanks to his holy
name” (Ps 30:4). “Oh that men would praise the Lord for his goodness,
and for his wonderful works to the children of men” (Ps 107:8; KJV).
Jesus once said that if people would not praise Him, “the very stones would
cry out (Luke 19:40).

The Bible specifically mentions that singing should be directed to
God. Itspurposeisnot personal gratification, but God' sglorification. Moses
said to the people: “1 will sing to the Lord, for he has triumphed gloriously”
(Ex 15:1). David declared: “1 will extol thee, O Lord, among the nations, and
sing praisestothy name’ (2 Sam 22:50). Similarly, Paul exhortsthebelievers
to sing and make melody “to the Lord with all your heart” (Eph 5:19). God
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and the praising of His people are so wrapped up together that God Himself
isidentified as“my song”: “TheLord ismy strengthand my song” (Ex 15:2).

MusicintheBibleisnot only for God, itisalso fromGod. ItisGod's
gifttothehumanfamily. Inpraising Godfor Hisdeliverance, David says. “He
put anew song in my mouth, a hymn of praise to our God” (Ps40:3. NIV).
Thus, music can be inspired by God, just as His Holy Word. A telling proof
is the fact that the longest book of the Bible is Psalms—the hymn book of
God’ speopleinBibletimes. Thismeansthat sacred musicisnot only ahuman
artistic expression. We may differ on the style or types of music, but no
Christian can legitimately be opposed to music per se, because music is part
of God’ s gracious provision for the human family.

Music Essential to the Total Human Well-Being. The first state-
ment that wefind in the Bible on any given subject has afoundational value.
Thisseemsto betrue also in the case of music. Only afew generationsfrom
Adam and Eve, the Bibletellsusthat three sonswere born to Lamech and his
two wives, Adah and Zillah. Each sonisintroduced as*the founding father”
of abasic profession. “ Adah bore Jabal ; he wasthe father of those who dwell
in tents and have cattle. His brother’ s name was Jubal; he was the father of
all thosewho play thelyreand pipe. Zillah bore Tubal-cain; hewastheforger
of all instruments of bronze and iron” (Gen 4:20-22).

Itisevident that thesethreebrotherswerethefoundingfathersof three
different professions. Thefirst was afarmer and the third atoolmaker. Both
agriculture and industry are essential to human existence. Sandwiched
between the two is the musical profession of the middle brother. The
implication seemsto bethat human beingsarecalled, not only to produce and
consume food and goods, but also to enjoy aesthetic beauty, such asmusic.

The American classical pianist Sam Totman sees in this verse an
indication of God’s provision for aesthetic human needs, besides the
physical and material ones. He writes: “Here, within the compass of but
afew verses, God reveal sthat the provision of man’ smaterial needsisnot
enough; inaddition, manmust have an outlet for hisaesthetic sensitivities.
Even from the beginning music was more than a mere pastime which
could be viewed as something pleasant but essentially unnecessary.
Simply stated, God has created in man a certain aesthetic need which can
be best satisfied in music, and in hislove and wisdom he has provided for
this need.”!

From a biblical perspective, music is hot merely something poten-
tially enjoyable. It isagift provided by God to fully meet human needs. The
very existence of music should give us reason to praise God for lovingly
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providing uswith a gift through which we can express our gratitude to Him,
while experiencing delight within ourselves.

The Reason for Singing. In the Bible religious music is God-
centered, not self-centered. Thenotionof praisingtheL ord for entertainment
or amusement is foreign to the Bible. No “Jewish” or “Christian” music
concerts were performed by bands or singing artists at the Temple, syna
gogue, or Christian churches. Religious music was not anend to itself, but as
ameansto praise God by chanting HisWord. Anamazing recent discovery,
discussed later, isthat theentire Old Testament wasoriginally intended to be
chanted (sung).

Singing inthe Bibleisnot for personal pleasure nor for reaching out
to the Gentileswith tunesfamiliar to them. Itisto praise God by chanting His
Word—a method known as “cantillation.” Pleasure in singing comes not
from a rhythmic beat that stimulates people physically, but from the very
experience of praising the Lord. “Praisethe Lord, for the Lord is good; sing
praise to hisname, for that is pleasant” (Ps 135:3; NIV). “How good it isto
sing praises to our God, how pleasant and fitting to praise him” (Ps 147:1.
NIV).

Singing unto the Lord is “good” and “pleasant,” because it enables
believers to express to Him their joy and gratitude for the blessings of
creation, deliverance, protection, and salvation. Singing is seen in the Bible
asan offering of thanksgivingtothelL ordfor Hisgoodnessand blessings. This
concept isexpressed especially in Psalm 69:30-31: “| will praiseGod sname
in song and glorify him with thanksgiving. Thiswill please the Lord more than
an ox, more than abull with its horns and hoofs’ (NIV).

The notion that singing praises to the God is better than sacrifice
remindsusof asimilar concept, namely, that obedienceisbetter than sacrifice
(1 Sam 15:22). Singing praises to God by chanting His Word is not only a
pleasant experience; it is also a means of grace to the believer. Through
singing, believers offer to God aworship of praise, enabling them to receive
His enabling grace.

TheManner of Singing. Tofulfill itsintended function, singing must
expressjoy, gladness, and thanksgiving. “ SingtotheL ord with thanksgiving”
(Ps147:7). “1 will praise thee with the harp for thy faithfulness, O my God,;
| will sing praisestotheewiththelyre, OHoly Oneof Israel. My lipswill shout
for joy, when | sing praises to thee” (Ps 71:22-23). Note that singing is
accompanied by the harp and lyre (often called psaltery—Ps 144:9; 33:2;
33:3), and not with percussion instruments. The reason, as noted in Chapter
6, isthat string instruments blend with the human voice without supplanting it.
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In numerous places the Bible indicates that our singing should be
emotional with joy and gladness. We are told that the Levites “ sang praises
with gladness, and they bowed down and worshipped” (2 Chron 29:30).
Singing should be done not only with gladness but a so with the whole heart.
“1 will givethankstotheLordwith my wholeheart” (Ps9:1). If wefollow this
biblical principle, then our singing of hymnsor praise songsin church should
be joyful and enthusiastic.

To sing enthusiastically, it is necessary for the grace of God to be
appliedtothebeliever’ sheart (Col 3:16). Without divineloveand graceinthe
heart, singing becomesasasounding brassandatinklingcymbal (1 Cor 13:1).
The person who has experienced the transforming power of God’ s grace
(Eph 4:24) can testify that the Lord has “put a new song in my mouth, a
song of praise to our God” (Ps 40:3).

The music of an unconverted, rebellious heart isto God anirritating
noise. Becauseof their disobedience, Godsaid tothechildrenof Israel, “ Take
away from methe noise of your songs’ (Am 5:23). Thisstatement isrelevant
in aday of loud amplification of pop music. What pleases God is not the
volume of the music, but the condition of the heart.

“MakeaJoyful NoiseuntotheLord.” Thereferencetothevolume
of the music reminds us of the admonition to “make ajoyful noise unto the
Lord”—a phrase that occurs with dlight variations seven times in the KJV
version of the Old Testament (Ps66:1; 81:1; 95:1-2; 98:4, 6; 100:1). These
verses are often used to defend the use of loud rock music in the church.

| have preached in churches where the music of the band was
amplified at such high decibel sthat my eardrumswerein painfor several days
afterwards. Thisisthe pricel sometimes haveto pay for preaching the Word
of God in those churchesthat have introduced music bands with high-power
amplification systems. Sometimestheir huge speakersare placed right onthe
platform close to the ears of the preacher.

Thedefensefor theuseof deafening soundinthechurch serviceisthat
God does not redlly care about how we sound, as long as we make ajoyful
noiseunto Him. Sincerock bandswiththeir el ectronic equipment produce
a powerful, thundering loud noise, it is alleged that God is made very
happy by such “joyful noise.”

Before examining those Bible texts where the phrases “joyful
noise” or “loud noise” appear in some mistaken translations, it isimpor-
tant toremember that in Bibletimestherewasno el ectronic amplification.
What was loud in Bible times, would be very normal today. The volume
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of music produced by the human voice or musical instruments without
amplification does not increase in proportion of the number of participants.

Ten trumpets do not make ten times the noise or volume of one
trumpet. In his book on the Psychology of Music, Carl Seashore devotes
an entire chapter to the subject of volume. Hewrites: “ The addition of one
or more tones of the same intensity tends to increase the total intensity in
the volume, but only to a slight degree. For example, if we have apiano
tone of 50 decibels and we add to that another tone of the same intensity,
the combined effect will be about 53 decibels. If we add athird tone, the
total intensity islikely to be 55 decibels. Thus the addition to the total
intensity decreases with the number of units combined; and in every case
the increase is small in comparison with the original intensity of one
element.”?

What this means is that the singers that David appointed to “offer
praises to the Lord with the instruments’ (1 Chron 23:5) could produce at
most a sound volume of about 70 or 80 decibels, because they had no
amplification possibilities. The usual choir wasrather small, consisting of a
minimum of 12 adult male singers, accompanied by few string instruments.
The level of volume depended on the distance between the singers and the
congregation. By contrast, today a four-man rock group with the right
amplification system can output a sound power in the 130-140 decibel level,
which can upstage ajumbo jet at takeoff.

The*loud noise” in Bible timeswas not loud enough to harm people
physically. Today the possibility of being hurt by excessive volume is a
constant possibility. “Most ear doctors say that we should not listen to
anything abovethe 90 decibelson the sound scale. Many rock music groups,
both secular and Christian, play at 120-125 decibel level! (Keep in mind that
the SST Concord Supersonic jet hits just over 130 decibels when leaving
Washington’ sDullesAirport.) * Y our bodiesarethetempleof theHoly Spirit’
(1 Cor 6:19). Certainly that text isapplicableto this point. We are to be good
stewards of our eardrums, t00.”3

Does Loud Noise Praise God? Do those Bible texts that speak
about making “ajoyful noise” or “aloud noise” unto the L ord teach usthat
God is pleased with the excessive amplification of the human voice or
musical instruments during the worship service? Hardly so. This conclu-
sionislargely drawn from amistranslation of the original Hebrew terms
commonly translated as “noise.” In his book, The Rise of Music in the
Ancient World, Curt Sachs answersthis question: “How did ancient Jews
sing?Did they actually cry at the top of their voices? Some students have
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tried to make us believe that such wasthe case, and they particularly refer
to several psalmsthat allegedly bear witness of singing in fortissimo. But
| suspect them of drawing from trandations rather than from the origina.”#

The phrase “make ajoyful noise” is amistrandation of the Hebrew
ruwa. The term does not mean to make an indiscriminate loud noise, but to
shout for joy. The God of biblical revelation doesnot delight inloud noise per
se, but in joyful melodies. A good example is found in Job 38:7 where the
sameword ruwa is used to describe the sons of God who “ shouted for joy” at
creation. The singing of the heavenly beings at creation can hardly be
characterized as“loud noise,” because” noise” presupposesuninte ligiblesound.

The mistrandation of ruwa as “noise” has been caught by the
trandators of the New International Version (NIV), where the term is
consistently transated as “ shout for joy” rather than “make ajoyful noise.”
For example, in the KJV Psalm 98:4 reads: “Make a joyful noise unto the
Lord, all theearth: make aloud noise, and rejoice, and sing praise.” Notethe
morerational translation found inthe NIV: “ Shout for joy to the Lord, all the
earth, burst into jubilant song with music” (Ps 98:4). There isaworld of
difference between “making a loud noise unto the Lord,” and “ shouting for
joy” or “bursting into jubilant song.” Singing jubilantly with the full volume
of the human voiceisnot noise making, but an enthusiastic expression of praise.

Another self-evident example of mistrandation is found in Psalm
33:3whichinthe KJV reads:. “ Sing unto him anew song; play skilfully with
aloud noise.” The latter phrase is contradictory, because music skillfully
played can hardly be described as “loud noise.” One wonders why the
trangatorsof theKJV didnot seethecontradiction. TheNIV correctly renders
the verse: “Sing to him a new song; play skillfully, and shout for joy” (Ps
33:3).

Two Old Testament references indicate that sometimes music can
degenerate into noise making. The first reference is found in Amos 5:23
where God rebukes the unfaithful Israglites: “ Take away from me the noise
of your songs;, tothemel ody of your harps| will notlisten.” A similar warning
isfoundin Ezekiel’ sprophecy against Tyre: “And| will causethenoiseof thy
songs to cease; and the sound of thy harps shall be no more heard” (Ezek
26:13).

In both texts the word “noise” correctly translates the Hebrew
hamown, which occurs eighty times in the Old Testament and is commonly
trandlated as“noise” or “tumult.” The NIV correctly usesthe word “noisy”:
“1 will put an end to your noisy songs, and the music of your harps will be
heard no more.” God views such music as*noise” becauseit is produced by

arebellious people.
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In one instance in the New Testament, the word “noise” isused in
conjunction with music produced by professional mourners. We read in
Matthew 9:23-24: “ And when Jesus cameinto theruler’ shouse, and saw the
minstrels and the people making anoise, He said unto them, * Give place; for
the maid isnot dead, but sleepeth.” And they laughed himto scorn.” Inthis
casethemusic andthewailing arecorrectly characterized as* noise,” because
they consisted of incoherent sounds.

Onthisoccasionthe Greek verbthorubeoreferstothemusical wailing
and noise making by minstrels and the crowd. The fact that Christ character-
izes such music as “noise” suggests that the Lord does not approve of loud
musical noise in aworship service. “It was a semitic custom to hire profes-
sional mournersto wail, and sing and beat percussion instruments and play
mournfully over the dead. . . . Although this verse definitively connects
noise making with music in the New Testament, it does not implicate that
in the New Testament dispensation we should make noise unto God with
our religious music.”®

Thereview of relevant textsindicatesthat the Bible does not sanction
making a joyful noise unto the Lord, or any kind of noise making for that
matter. God’ speopleareinvited to break forthin singing with power and joy.
God does care about how we sing and play during the worship service. God
has always demanded our best, when making an offering to him. As He
required the burnt offerings to be “without blemish” (Lev 1:3), so it is
reasonabl e to assume that He expects us to present Him with the very best
musical offering. Thereisno biblical basisfor believing that the loud, noise-
making music or questionable lyrics are acceptable to God.

ThePlaceand Timeof Singing. The Bible instructs usto sing, not
only inGod’ sHouse, but alsoamong unbelievers, inforeign countries, intime
of persecution, and among the saints. The writer of Hebrews says. “In the
midst of the congregation | will praise thee” (Heb 2:12). The Psalmist
admonishesto “ Sing to the Lord anew song, hispraisein the assembly of the
faithful” (Ps149:1). Paul affirms*| will praisethee among the Gentiles, and
sing to thy name” (Rom 15:9). Isaiah exhortsto praise God intheislands (Is
42:11-12). Whileinjail, Paul and Silaswere “ praying and singing hymnsto
God” (Acts 16:25).

The frequent references to praising God among the heathens or
Gentiles (2 Sam 22:50; Rom 15:9; Ps 108:3) suggest that singing was seen as
an effectiveway towitnessfor theL ord to unbelievers. However, thereareno
indicationsintheBiblethat the Jewsor the early Christiansborrowed secular
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tunes and songs to evangelize the Gentiles. On the contrary, we shall see
below that the entertainment music and percussion instruments common in
the pagan temples and society were conspicuously absent in the worship
music of the Temple, synagogue, and early Christian gatherings. Both Jews
and early Christians believed that secular music had no placein the house of
worship. This point becomes clearer as we proceed with this study.

Singing, in the Bible, is not limited to the worship experience, but
extends to the totality of one’s existence. Believerswho live in peace with
God have aconstant song in their hearts, though the singing may not always
bevocalized. Thisiswhy the Psalmist says: “1 will praisetheLord all my life;
| will sing praise to my God aslong as | live” (Ps 146:2; 104:33. NIV). In
Revelation those who come out of the great tribulation are seen standing
before God's throne, singing with a loud voice a new song which says.
“ Salvation bel ongsto our God who sitson the throne, and to the Lamb” (Rev
7:10). Singing praises to God is an experience that begins in this life and
continues in the world to come.

The“New Song” of theBible. Ninetimesthe Bible speaksof singing
“anew song.” Seven timesthe phrase occursin the Old Testament (Ps 33:3;
40:3;96:1;98:1; 144:9; 149:1; 1s42:10) and twiceintheNew Testament (Rev
5:9; 14:3). During the preparation of this manuscript, several subscribersto
my “Endtime Issues’ newsletter have emailed messages, arguing that for
themthecontemporary pop religiousmusicisthe propheticfulfillment of the
biblical “new song,” because pop songshave®new” lyricsandtunes. Others
believe that Christians are required to sing new songs and, consequently,
musi cians constantly must compose new hymns for the church.

There certainly is a continuing need for new hymns to enrich the
worship experience of the church today. However, astudy of the* new song”
in the Bible reveals that the phrase “new song” refers not to a new
composition, but to anew experiencethat makesit possibleto praise God with
new meaning. Letuslook first at acoupleof passagesfromtheOld Testament
which help usdefinethe meaning of the* new song.” The Psalmist says: “He
lifted me out of theslimy pit, out of the mud and mire; he set my feet onarock
and gave me afirm place to stand. He put anew song in my mouth, ahymn
of praisetoour God” (Ps40:2-3, NIV). Inthistext, the* new song” isdefined
by the appositional phrase as “a hymn of praise to our God.” It is the
experience of deliverance from the slimy pit and of restoration upon solid
ground that gives David reason to sing old hymns of praise to God with
new meaning.
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The"new song” in the Bible isnot associated with simpler lyricsor
morerhythmicmusic, but withauniqueexperienceof divinedeliverance. For
example, David says: “I will sing a new song to you, O God; on the ten-
stringed lyrel will make musicto you, to the Onewho givesvictory tokings,
who delivers his servant David from the deadly sword” (Ps 144:9-10. NIV).
Itisthe experienceof deliveranceand victory that inspires David to sing with
anew sense of gratitude the hymns of praises.

Thesameconcept isexpressed inthetworeferencestothe” new song”
foundinthe New Testament (Rev 5:9; 14.:2). Thetwenty-four eldersand the
four living creatures sing a“new song” before the Throne of God. The song
praisesthe Lamb “for thou wast slain and by thy blood didst ransom men for
God” (Rev 5:9).

On asimilar notein Revelation 14, the redeemed join the eldersand
theliving creaturesinsinging “ anew song beforethethrone” (Rev 14:3). We
are told that “no one could learn that song” except those “who had been
redeemed from the earth” (Rev 14:3). What makes this song new, isnot the
new words or melody, but the unique experience of the redeemed. They are
the only ones who can sing it, not because the words or melody are difficult
to learn, but because of their unique experience. They came out of the great
tribulation; thus they can express their praise and gratitude to God in away
no one else can do.

The Greek word trandated “new” is kainos, which means new in
quality and not in time. The latter meaning is expressed by the Greek word
neos. The Theological Dictionary of the New Testament clearly explainsthe
difference between the two Greek words neos and kainos. “Neosiswhat is
new intimeor origin, . . . kainosiswhat is new in nature, different from the
usual, impressive, better than the old.” ®

Only the person who has experienced the transforming power of
God's grace can sing the new song. It is noteworthy that Paul’s famous
exhortation in Colossians 3:16 to “sing psams and hymns and spiritual
songs’ ispreceded by his appeal to “put off the old nature with its practices
and have put on the new nature, which is being renewed in knowledge after
theimageof itscreator” (Col 3:9-10). The“new song” celebratesthevictory
over theold lifeand old songs; at the sametime, it expresses gratitudefor the
new lifein Christ experienced by believers.
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Part 2
THE MINISTRY OF MUSIC IN THE BIBLE

In discussing the importance of music in the Bible, we have focused
sofar ontheroleof singinginthe personal spiritual experience. Very littlehas
been said of the ministry of music conducted first in the Temple, and thenin
the synagogue, and finaly in the early church. A brief examination of the
public ministry of music during Bible times offers significant lessons for
church music today.

(1) The Music Ministry in the Temple

Many of thoseinvolved in contemporary music ministry appeal tothe
different styles of music of the Old Testament for “doing their own thing.”
They believe that music produced by percussion instruments and accompa-
nied by dancing was common in religious services. Consequently, they
maintain that some styles of rock music and dancing are appropriate for
church services today.

A careful study of thefunction of musicinthe Old Testament reveals
otherwise. For example, in the Temple musicians belonged to the profes-
sional clergy, played only onlimited and special occasions, and used only few
specific musical instruments. There was no possibility to turn the Temple
service into a music festival where any Jewish “rock band” could play the
entertainment music of thetime. Musicwasrigidly controlledinthe Temple.
What istrue of the Templewaslater true also of the synagogue and the early
church. This survey will help usto understand that in music, asin al areas
of life, God does not give us the license to “do our own thing.”

The Institution of the Music Ministry. The transition from the
unsettled, nomadiclifeinthedeserttoapermanent lifestylein Palestineunder
the monarchy afforded the opportunity for developing a music ministry that
would meet the needs of the worshipping congregation at the Temple. Prior
to thistimethe referencesto music are primarily in conjunction with women
singing and dancing to cel ebrate special events. Miriamled agroup of women
in singing and dancing to celebrate the overthrow of the Egyptians (Ex 15:1-
21). Women played and danced for the conquering David (1 Sam 18:6-7).
Jephthah’ s daughter met her father with timbrels and dance upon his return
from battle (Judg 11:34).

With the establishment by David of a professional music ministry of
Levites, music making was restricted to men. Why women were excluded
from serving as musicians in the Temple is an important question that has
baffled scholars. We shall comment upon it shortly. Women did continue

making music in the social life of the people.
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Thebook of Chroniclesdescribeswith considerabledetail how David
organized the music ministry of the Levites. An insightful analysis of how
Davidaccomplished thisorganizationisprovided by thedoctoral dissertation
of John Kleinig,The Lord’s Song: The Basis, Function and Sgnificance of
Choral MusicinChronicles.” For the purposeof our study, welimit ourselves
toabrief summary of thosefeaturesthat arerelevant for theministry of music
today.

According tothefirst book of Chronicles, David organized themusic
ministry in three stages. First, he ordered the heads of the Levitical families
to appoint an orchestraand achoir to accompany thetransportation of theark
toitstent at Jerusalem (1 Chron 15:16-24).

The second stage occurred after the ark had been safely placed inits
tentinhispalace(2 Chron8:11). David arranged for theregular performance
of choral music at the time of the daily burnt offerings with choirs in two
different places (1 Chron 16:4-6, 37-42). One choir performed under the
|eadership of AsaphbeforethearkinJerusalem (1 Chron 16:37), andtheother
under the leadership of Herman and Jeduthun before the altar in Gibeon (1
Chron 16:39-42).

The third stage in David's organization of the ministry of music
occurred at the end of David's reign when the king planned for the more
elaborate music service that would be conducted at the temple that Solomon
was to build (1 Chron 23:2 to 26:32). David established a pool of 4,000
Levites as potential performers (1 Chron 15:16; 23:5). From this group he
formed aprofessional Levitical choir of 288 members. The Levitemusicians
accounted for more than ten percent of the 38,000 Levites. “ Some kind of
examination was probably necessary for the process of selection, since
musical ability is not always inherited.”®

David himself wasinvolved together with hisofficialsin the appoint-
ment of twenty-four leaders of the watches, each of whom had twelve
musicians for atotal of 288 musicians (1 Chron 25:1-7). Thesein turn were
responsible for the rest of the selection of the musicians.

TheMinistry of theMusicians. To ensurethat therewould be no
confusion or conflict between the sacrificial ministry of thepriestsandthe
music ministry of the Levites, David carefully delineated the position,
rank, and scope of the ministry of the musicians (1 Chron 23:25-31). The
performance of the ministry of music was subordinate to the priests (1
Chron 23:28).

The nature of the ministry of the musiciansis graphically described:
“They shall stand every morning, thanking and praising the Lord, and
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likewise at evening, and whenever burnt offerings are offered to the Lord on
sabbaths, new moons and feast days, according to the number required of
them, continually before the Lord” (1 Chron 23:30-31).

The context suggests that the musicians stood somewherein front of
thealtar, sincetheir music performance coincided with the presentation of the
burnt offering. Thepurposeof their ministry wasto thank and praisetheL ord.
They announcedtheL ord’ spresenceto Hisassembled people(1 Chron 16:4),
reassuring them of His favorable disposition toward them.

In 1 Chronicles 16:8-34 wefind aremarkable hymn of praisethat was
sung by the Temple choir. “ This song consists of portions of Psalms 105, 96,
and 106, which were reworked and recombined to produce this remarkable
liturgical text. Thesongitself beginsand endswithacall to thanksgiving. A
concluding petition and doxology areappendedin 1 Chronicles 16:35-36. We
thushavein 1 Chronicles 16:8-34 a carefully crafted composition which has
been placed there to demonstrate the basic pattern of thanksgiving which
David instituted for performance by the singers in Jerusalem.”®

Successful Music Ministry. The music ministry at the Temple was
successful for several reasonswhich arerelevant for our church music today.
First, the Levite musicianswere matureand musically trained. Wereadin 1
Chronicles15:22 that “ Kenaniah thehead L evitewasin charge of thesinging;
that was his responsibility because he was skillful at it” (NIV). He became
director of music because he was an accomplished musician able to instruct
others. The concept of musical skill is mentioned several timesin the Bible
(1 Sam 16:18; 1 Chron 25:7; 2 Chron 34:12; Ps 137:5). Paul also alludesto
itwhen hesays: “1 will singwithmy spirit, but I will also sing with my mind”
(1 Cor 14:15, NIV).

The choir consisted of a minimum of twelve adult male singers
between the ages of thirty and fifty (1 Chron 23:3-5).2° Rabbinical sources
report that the musical training of aLevitical singer took at least five years of
intensive preparation.!* The biblical principleisthat music leaders must be
maturewith anunderstanding of music, especially today asweliveinahighly
educated society.

Second, the music ministry at the Temple was successful becauseits
musicians were prepared spiritually. They were set aside and ordained for
their ministry liketherest of the priests. Speaking to theleaders of the Levite
musicians, David said: “ Sanctify yoursel ves, you and your brethren. . . Sothe
priestsandtheL evitessanctifiedthemselves’ (1 Chron15:12, 14). TheL evite
musicians were given a sacred trust to continually minister before the

Lord (1 Chron 16:37).
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Third, theLevitemusicianswerefull-timeworkers. 1 Chronicles9:33
states. “ Now thesearethe singers, the heads of father’ shouses of the L evites,
dwelling in the chambers of the templefreefrom other service, for they were
on duty day and night.” Apparently the Levites ministry of music entailed
considerable preparation, because we read that “David left Asaph and his
brethren there before the ark of the covenant of the Lord to minister
continually beforetheark aseach day required” (1 Chron 16:37). Thebiblical
lesson is that ministers of music must be willing to work diligently in
preparing the music needed for the worship service.

Lastly, the Levite musicians were not singing artists invited to
entertain the people at the Temple. They were ministersof music. “Theseare
the men whom David put in charge of the service of song in the house of the
Lord, after the ark rested there. They ministered with song before the
tabernacle of the tent of meeting” (1 Chron 6:31-32). Through their musical
servicethe Levites “ministered” to the people. In five other instancesin the
Old Testament, the Levites are said to minister to the people through their
music (1 Chron 16:4, 37; 2 Chron 8:14; 23:6; 31:2).

The ministry of the Levite musiciansiswell defined in 1 Chronicles
16:4: “Moreover he appointed certain of the Levites as ministers before the
ark of theLord, to invoke, to thank, and to praisethe L ord, the God of Israel.”
Thethreeverbsused in thistext—"invoke,” “thank,” and “ praise”—suggest
that themusicministry wasavita part of theworshipexperienceof God' speople.

Anindication of the importance of the music ministry can beseenin
the fact that the Levite musicians were paid out of the same tithes given for
the support of the priesthood (Num 18:24-26; Neh 12:44-47; 13:5, 10-12).
Thebiblical principleisthat thework of aminister of music should not be“a
labor of love,” but a ministry supported by the tithe income of the church. It
standsto reason that if alay person volunteersto help in the music program
of the church, such service does not need to be remunerated.

Summing up, the music ministry at the Temple was conducted by
experiencedand matureL eviteswhoweretrainedmusically, prepared spiritualy,
supported financialy, and served pastoraly. As Kenneth Osbeck observes. “To
minister musicdly in the Old Testament was a great privilege and a most
responsibleservice. Thisisdtill true of achurch music-ministry today. Inavery
real senseweareNew Testament Levites. Thereforethese principlesestablished
by Godfor theLevitica priesthood should be noted asvalid guiddlinesfor music
leadersin aNew Testament church.”*2

The Levitical Choir and the Sacrificial Ritual. The book of
Chronicles presents the musical ministry of the Levites as part of the
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presentation of the daily offering at the Temple. The ritual consisted of two
parts. First came the blood ritual which was designed to atone for the sins of
the people through the transference of the blood of the sacrifice to the Holy
Place (2 Chron 29:21-24). Thisservicecreated theritual purity necessary for
God' s acceptance of His people and the manifestation of His blessing upon
the congregation. During this ritual no songs were sung.

Once the rite of atonement was completed, the burnt offering was
presented uponthealtar. Thisritual signalled God’ sacceptance of Hispeople
and the manifestation of His presence. John Kleinig explains that “As the
sacrificeswerebeing burnt upon the altar, the trumpets, which announced the
Lord’ s presence, called for the prostration of the congregation in His pres-
ence, and the song of the L ord was sung by themusicians[2 Chron 29:25-30].
Thus, thechoral service cameafter therite of atonement had been compl eted.
It did not attempt to secure a favorable response from the Lord but presup-
posed such aresponse assomething already given. Themusiciansproclaimed
the Lord’ s name during the presentation of the sacrifices, so that he would
cometo His people and blessthem, as He had promised in Exodus 20:24 and
demonstrated in 2 Chronicles 7:1-3." 3

The function of the music during the sacrificial ritual was not to
overshadow or replacethe sacrificeitself, but to enlist theinvolvement of the
congregation at certain designated moments during the service. In other
words, the Israelites did not go to the Temple to hear the Levite bands
performingin sacred concert. Instead, they went to the Templeto witnessand
experience God' s atonement for their sins. The music that accompanied the
atoning sacrifice invited them to accept and celebrate God' s gracious provi-
sion of salvation.

At atimewhen many Christians choosetheir churchesin accordance
with themusical style of worship, we need to remember that in the Bible, the
musicwasnever anendtoitself. Inthe Templethe music served enhanced the
sacrificial service by enlisting the participation of the congregation at certain
specific moments. 1n the synagogue and the early church, music reinforced
the teaching and proclamation of the Word of God. To betrueto thebiblical
witness, our church music must support the teaching and preaching of God' s
Word, and not overshadow it.

TheMusical Instrumentsof the Temple. David instituted not only
thetimes, place, and wordsfor the performance of the Levitical choir, but he
also “made” the musical instruments to be used for their ministry (1 Chron
23:5; 2 Chron 7:6). Thisiswhy they are called “theinstruments of David” (2
Chron 29:26-27).
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To the trumpets which the Lord had ordained through Moses, David
added the cymbals, lyres, and harp (1 Chron 15:16; 16:5-6). Theimportance
of this combination as divinely ordained is indicated by the fact that this
combination of instruments was respected for many centuries until the
destruction of the Temple. For example, in 715 B. C., King Hezekiah
“stationed the L evitesin the house of the Lord with cymbals, harps, and lyres,
according to commandment of David and of Gad the king's seer and of
Nathan the prophet; for the commandment was from the Lord through his
prophets’ (2 Chron 29:25).

Thetrumpetswereplayed by the priestsand their number ranged from
twointhedaily worship (1 Chron 16:6; Num 10:2) to seven or moreon special
occasions (1 Chron 15:24; Neh 12:33-35; 2 Chron 5:12). “Inworship at the
Temple the trumpets gave the signal for the prostration of the congregation
during the presentation of theburnt offering and the performanceof thechoral
service (2 Chron29:27-28). ... Whilethe L evitical musiciansfaced thealtar,
the trumpeters stood facing them in front of the altar (2 Chron 5:12; 7:6).” 4
Thisarrangement highlighted the responsibility of the trumpetersto givethe
signal for the congregation to prostrate and for the choir to sing.

The cymbals consisted of two metal plates with reflexed rims about
10-15incheswide. When struck together vertically, they produced aringing,
tinkling sound. Someappeal to theuse of cymbalsto arguethat Templemusic
had arhythmic beat like rock music today, and, consequently, the Bible does
not forbid percussion instruments and rock music in the church today. Such
an argument ignoresthefact that, asKleinig explains, “the cymbal swere not
used by the precantor to conduct the singing by beating out the rhythm of the
song, but rather to announce the beginning of the song or astanzain the song.
Sincethey were used to introduce the song, they were wielded by the head of
choir on ordinary occasions (1 Chron 16:5) or by the three heads of the guilds
on extraordinary occasions (1 Chron 15:19). . . . Since the trumpets and the
cymbals were played together to announce the beginning of the song, the
players of both are called the ‘ sounders' in 1 Chronicles 16:42.” 1

In his book Jewish Music in Its Historical Development, A. Z.
|del sohn notes that in the worship of the Temple only one pair of cymbals
were used and that by the leader himself. “ The percussive instruments were
reduced to one cymbal, which was not employed in the music proper, but
merely to mark pauses and intermissions.”*¢ In a similar vein, Curt Sachs
explains,“ Themusicinthe Templeincluded cymbals, and the modern reader
might conclude that the presence of percussion instruments indicate rigid
beats. But thereislittledoubt that the cymbal s, as el sewhere, marked theend
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of alineand not thebeatsinsideaverse. . . . A word for rhythm does not seem
to existsinthe Hebrew language.” '’ Theterm “ Selah,” which occursin some
psalmsto mark the end of astanza, may indicate the place wherethe cymbals
were struck.

Thethird group of musical instruments was comprised of two string
instruments, the lyres and the harps, which were called “the instruments of
song” (2 Chron 5:13) or “theinstrumentsof God' ssong” (1 Chron 16:42). As
indicated by their descriptive name, their function was to accompany the
songs of praise and thanksgiving to the Lord (1 Chron 23:5; 2 Chron 5:13).
The musicianswho played the harps and the lyreswould themsel ves sing the
songtotheir ownaccompaniment (1 Chron 9:33; 15:16, 19, 27; 2 Chron 5:12-
13; 20:21).

In his book The Music of the Bible in Christian Perspective, Garen
Wolf explainsthat “ String instruments were used extensively to accompany
singing since they would not cover up the voice or the *Word of Jehovah'’
whichwasbeing sung.”*® Great care wastaken to ensurethat thevocal praise
of the Levitical choir would not be overshadowed by the sound of the
instruments.

Restriction on Musical Instruments. Some scholars argue that
instruments like drums, timbrel (which was a tambourine), flutes, and
dulcimers were kept out of the Temple because they were associated with
pagan worship and culture, or because they were customarily played by
womenfor entertainment. Thiscouldwell bethecase, butit only goesto show
that there was a distinction between the sacred music played inside the
Temple and the secular music played outside.

A restrictionwasplaced onthemusical instrumentsand art expression
tobeusedintheHouseof God. God prohibited anumber of instrumentswhich
were allowed outside the Temple for national festivitiesand social pleasure.
The reason is not that certain percussion instruments were evil per se. The
sounds produced by any musical instrument are neutral, like a letter of the
alphabet. Rather, the reason is that these instruments were commonly used
to produce entertainment music which was inappropriate for worship in
God’s House. By prohibiting instruments and music styles, like dancing,
associated with secular entertainment, the Lord taught His people to distin-
guish between the sacred music played in the Temple, and the secular,
entertainment music used in social life.

Therestriction on the use of instruments was meant to be abinding
rulefor future generations. When King Hezekiah revived Templeworship
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in 715 B.C., he meticulously followed the instructions given by David.
Weread that the king “ stationed the L evitesin the house of the Lord with
cymbals, harps, and lyres, according to the commandment of David. . . for
the commandment was from the Lord through his prophets’ (2 Chron 29:25).

Twoandahalf centurieslater whenthe Templewasrebuilt under Ezra
and Nehemiah, the same restriction was applied again. No percussion
instruments were allowed to accompany the Levitical choir or to play asan
orchestraat the Temple(Ezra3:10; Neh 12:27, 36). Thisconfirmsthat therule
was clear and binding over many centuries. Thesinging and theinstrumental
music of the Templewereto differ from that used in the social life of the people.

L essonsfrom the TempleMusic. What lessonscanwelearnfrom
the music of the Temple? The absence of percussion musical instruments
and of dancing bands in the music of the Temple indicates, as noted
earlier, that adistinction must be made between the secular music used for
social entertainment and the sacred music employed for worship service
in God's House.

No “Jewish Rock Bands’ were at the Temple to entertain the people
withloud rhythmic music, becausethe Templewasapl ace of worship and not
asocial club for entertainment. Percussion instruments like drums, tambou-
rines, timbrels or tabrets, which were commonly used for making entertain-
ment music, were absent in the Temple music. Only the cymbals were used,
butinalimitedway. They marked theend of astanzaand the cessation of the
singing.

Thelesson for ustoday isevident. Church music should differ from
secular music, because the church, like the ancient Temple, is God’' s House
inwhichwe gather to worship the Lord and not to be entertained. Percussion
instrumentswhich stimul ate peopl e physically through aloud and relentless
beat are as inappropriate for church music today as they were for the
Temple music of ancient Israel.

A secondlessonisthat themusical instrumentsused to accompany the
choir or the singing of the congregation should not cover up the voice. Like
the string instruments used in the Temple, musical instruments used in the
churchtoday should support thesinging. Musical instrumentsshould serveas
a hand-maiden to the Word of God which is sung and proclaimed. This
means, for example, that organ music should not be so loud as to drown the
voice of the congregation.

On numerous occasions | have been in churches equipped with
powerful electronic organs that are played so loud that the voice of the
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congregation cannot be heard. Biblical principle indicates that the function
of the organ isto support the singing of the congregation; not to cover it up.
Thisprincipleappliesnot only to organ music, but to any other instrument or
an orchestra that accompanies a choir or a singing congregation.

Some argue that if we are to follow the example of the Temple, we
need to eliminate in the church such instruments as the piano and the organ,
because they are not string instruments. Such an argument ignores the
distinction between a biblical principle and its cultural application.

The biblical principleisthat instrumental music accompanying the
singing should aid the vocal responseto God and not drownit. In Bibletimes
this was best accomplished by the use of string instruments. Note that
trumpets and cymbals were used in the Temple, but not to accompany the
Levitical choir. Nothingwaswrongwiththeseinstruments. They simply were
not seen as suitable to accompany the singing, presumably because they do
not blend well with the human voice, besides supplanting it.

Another point is that instruments like the organ or the piano were
unknown in Bible times. Were we to exclude from our life today al that the
Bibledoesnot explicitly mention, weshould not eat pi zza, applepie, oricecream.

The important biblical principleisthat music in God's House, both
instrumental and vocal, must respect and reflect the sacredness of the place
of worship. Wheninstrumentsareused to accompany thesinging, they should
support the human voice without supplanting it.

(2) The Music Ministry in the Synagogue

The function of music in the synagogue differed from that of the
Temple, primarily because the two institutions had different purposes. The
Temple was primarily where sacrifices were offered on behalf of the whole
nation and of individual believers. The synagogue, on the other hand,
emerged most likely during the Babylonian exile as the place where prayers
were offered and scripture was read and taught. While there was only one
Temple for the whole nation, according to the Tamud, there were 394
synagogues located in Jerusalem alonein Jesus' time.

The difference in function between the Temple and the synagogueis
reflected in the different roles that music played in these two institutions.
While the music of the Temple was predominantly vocal, with string
instruments aiding the singing, the music of the synagogue was exclusively
vocal, without any instruments. Theonly exception wasthe shofar—theram-
horn that served as asignal instrument.
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In the Temple the ministry of music wasin the hands of professional
musicians. Their choral music was an accessory to the sacrificia ritual. We
might say that the music was “sacrifice-centered.” The participation of the
congregation was limited to affirmative responses as “Amen,” or “Hallelu-
jah.” By contrast, in the synagogue the service, including the music, wasin
thehandsof lay personsand their musicwas, asCurt Sachscall it, “logenic,”*°
that is, “Word-centered.”

Little evidence suggests that musical instruments were ever used in
the synagogue service. We know that after the A.D. 70 destruction of the
Temple, the only instrument used in the synagogue service was the shofar.
The reason, as Eric Werner explains, was “partly because of the hostility of
the Phariseestoinstrumental music, and partly because of the deep mourning
forthe Templeandtheland, and thedisappearanceof theL evitical functions,
including the provision of music for the sanctuary. . . . The exclusion of
instruments from Jewish worship remained in force generaly for many
centuries; only at the loss of political power by the rabbis in the nineteenth
century Emancipation, did instrumental music once again appear in the
(liberal) synagogue, and the exclusion still remains in force where, as in
modern Israel, orthodox rabbis retain some power.” %

Blurring of Music and Speech. Thedistinction between music and
public speech was blurred in the synagogue, because the word-centered
worship migrated back and forth between speech and song. The musical
ambiguity of the synagogue service was caused by the fact that much of the
service consisted of prayers and the public reading of the Scriptures, which
often took the form of chanting, known as “cantillation.”

“The concept that theentire Old Testament wasoriginally intended to
be chanted (sung) isanew concept to church musicians and pastors, but it is
along established fact among scholars of Bible music. Thereasonthat itis
suchawell-kept secret isthat wetend toignorewhat we do not understand.”

“The intonations or cantillations, mentioned as far back as the first
century, were cast into a system of modes or formulae, one for each of the
booksof theBibleintendedto bepublicly read. . .. Littleisknownabout when
the transition from declamatory to musical reading was first evidenced,
except that the Psalms were sung in temple worship. 1delsohon and Werner
both believe that the chanting of Scripture, in oneform or another, went back
perhaps as far back as Ezra (fifth century B.C.), and that its eventual
complexity and organization wasthe result of hundreds of years of crystalli-
zation.”#
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“The Talmud scorns those who read the Scriptures without melody
and study the words without singing. Service, based on reading the Holy
Books, was musical throughout, alternating between the cantor’ s chant and
the tunes of the congregation. In both formsit waswhat we call cantillation,
though not in the stagnant monotone of a Christian lesson, but rather in the
noble fluency of Gregorian melodies.”?

One of the surprising discoveries of recent yearsisthat the accents of
the Masoretic Hebrew Text are musical notations. Thismade it possible for
SuzanneHaik-V antourato deci pher theancient music of theBible, whichwas
found to consist of a seven-note diatonic scale, strikingly similar to our
modern diatonic scale.®*

Relevance of Synagogue Music for Today. What |essons can we
learn from the ministry of music at the synagogue? Are we required to chant
scripture today as the Jews have historically done in the synagogue? No.
Nothing in the Bible commands us to sing the Scriptures. This does not
excludethepossibility of learning scripture by meansof the* Scripture song”
and “Psam-singing.” In fact, considerable efforts have been done in recent
times to set to music numerous Psalms and Bible passages.

We have seen that the ministry of music at the synagoguewaslargely
aministry of the Word. The Jews cametogether to the synagoguein arather
informal setting to pray, read, and sing the Scriptures. For them, music was
not an end to itself, but ameans of praising the Lord by chanting His Word
and thus learning His revealed will.

At atime when much of CCM is deficient in scriptural content and
Christian artistsoften draw the attention of the peopletotheir singing abilities
rather than to the teachings of God’s Word, it isgood to remember that the
music of the synagogue, which Jesus Himself sang, was*“Wor d-centered” —
it was designed to teach and proclaim the great Scriptural truths.

Does our church music help us to hear the Word of God clearly?
Remember that “faith comes from hearing the message, and the message is
heard through the word of Christ” (Rom 10:17, N1V). Church music should
help us hear the Word of God through its sound, the character of the
composition, and itslyrics.

Another important lesson is that the music of the Temple and syna-
gogue was distinct from that of the pagan society. While much of the music
played in the pagan society wasimprovised, “therigid training of the Levites
asdescribed by Josephus and rabbinical sources|eft little room for spontane-
ousimprovisation. . . . Inthisrespect the Temple[and the synagogue] music
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must have been untypical of Middle Eastern music, in which improvisation
isnormally indispensable.” %

(3) TheMusic Ministry in the New Testament

To speak about a music ministry in the New Testament may seem
completely out of place. The New Testament is silent about any “musical”
officein the church. Outside the book of Revelation, in which musicis part
of arich eschatological drama, only a dozen passages refer to music.

None of these passages, however, gives us aclear picture of therole
that music playedin church servicesduring New Testament times. Thisisnot
surprising, because New Testament believers did not see their worship
gatherings as being much different from those of the synagogue. Both were
conducted in an informal setting, with lay people leading out in the prayer,
reading, singing, and exhortation. The New Testament referencesto worship
gatherings reflect to alarge extent the worship service of the synagogue, as
scholarly studieshaveestablished.? Thefundamental differencebetweenthe
two was the messianic proclamation, which was present only in the
Christian worship.

Of thetwelvereferencesto musicinthe New Testament, fiverefer
toit metaphorically (Matt 6:2; 11:17; Luke 7:32; 1 Cor 13:1; 14:7-8) and,
consequently, are not relevant to our study. The remaining seven shed
important light, especialy when they are seen within the broader context of the
synagogue worship, which was known and practiced by the Chrigtians.

Four references to music are found in the Gospels. Two mention
instrumental music and dancing in conjunction with the mourning for the
death of a girl (Matt 9:23) and the celebration upon the return of the
Prodigal Son (Luke 15:25). Two passages are parallel and mention Christ
singing a hymn with His disciples at the conclusion of the Last Supper
(Matt 26:30; Mark 14:26). Most likely thiswas the second portion of the
Jewish Hallel sung at the compl etion of the Passover meal. It consisted of
Psalms 113 to 118.

Onetextrefersto Paul and Silassingingwhileinjail (Acts16:25). We
have no way of knowing whether they sang psalms or newly composed
Christian hymns. Theaboveexamplestell usthat music accompanied various
activitiesinthe social and religiouslife of the people, but they do not inform
us about the role of music in the church.

I nstructionsRegar ding M usic. Few instructionsregarding church
music are found in the Epistles. James states that if a person is cheerful
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“Lethimsing praise” (James5:13). Theimplicationisthat singing should
spring from a cheerful heart. Presumably the singing of praises occurred
not only privately at home, but also publicly in the church. Other texts
suggest that the singing of hymns of praise was afeature of the church service.

More specific information comes to us from Paul, who provides us
with insights into the role of music in the New Testament worship services.
In the context of his admonitions regarding ecstatic manifestations at the
Corinthian church, Paul calls for a balance in music making by urging that
singing be done with the mind aswell asthe spirit: “1 will sing with the spirit
and | will sing with the mind also” (1 Cor 14:15). Apparently some sang
ecstatically without engaging the mind. Senseless singing is like senseless
speech. Both dishonor God. AsPaul says. “ God isnot aGod of confusion but
of peace” (1 Cor 14:33).

Paul’ s admonition to sing with the mind, or with understanding, is
relevant for us today, when the singing done in some charismatic churches
consists of emotional outbursts of ecstatic shouting which no one can
understand. Our singing must be with understanding because God expects
from Hisintelligent creatures “arationa worship” (Rom 12:2—Ilogike, that
is, “logical” in the Greek).

Singing should be for spiritual edification and not for physical
stimulation. Paul says: “When you come together, each one has a hymn, a
lesson, arevelation, atongue, or an interpretation. Let all things be donefor
edification” (1 Cor 14:26). This text suggests that the church service was
rather informal, like that of the synagogue. Each one contributed something
to the worship experience.

Somememberscontributedahymntotheservice. Mostlikely ahymn
was anewly composed song of praise directed to Christ. Bible scholars have
identified several Christ-centered hymnsin the New Testament. Theimpor-
tant point isthat the singing, likeall partsof the church service, wasto edify
the congregation. The biblical principle, then, isthat church music should
contribute to the spiritual edification of the believers.

Psalms, Hymns, and Spiritual Songs. Thetwo remaining Pauline
texts (Eph 5:19; Col 3:16) are the most informative about music in the
New Testament. Paul encourages the Ephesians to “be filled with the
Spirit, addressing one another in psalms and hymns and spiritual songs,
singing and making melody totheLordwith all your heart” (Eph 5:18-19).
Inasimilar vein, the apostle admonishesthe Colossians: “ L et theword of
Christ dwell inyourichly, teach and admonish one another in all wisdom,
and sing psalms and hymns and spiritual songs with thankfulnessin your

hearts to God” (Col 3:16).
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Both passages provide the earliest indication of how the apostolic
church differentiated between the psalms, hymns, and spiritual songs. Itis
hard to draw hard-and-fast distinctions between these terms. Most scholars
agree that the three terms loosely refer to the various forms of musical
compositions used in the worship service.

The psalms most likely are those of the Old Testament, though there
may have been some Christian additions. The hymns would be newly
composed songsof praisedirected to Christ. Some evidencefor these Christ-
centered hymns appears in the New Testament (Eph 5:14; 1 Tim 3:16; Phil
2:6-11; Col 1:15-20; Heb 1:3). The spiritual songs probably refer to
spontaneous prai se songs which the inspiring Spirit placed on the lips of the
enraptured worshipper (1 Cor 14:15).

Thephrase*” addressing oneanother inpsalmsand hymnsand spiritual
songs’ suggests that the singing was interactive. Presumably some of the
singing was responsorial, with the congregation responding to the song
leader. The singing was to be done with “thankfulness’ and “with all your
heart.” Through their singing, Christians expressed their wholehearted
gratitude “to the Lord” for His marvellous provision of salvation.

Christ-Centered Hymns. While in the synagogue the singing was
“word-centered,” that is, designed to prai se God by chanting HisWord; inthe
New Testament church the singing was “ Christ-centered,” that is, designed
to extol Christ’s redemptive accomplishments.

A good example of a“Christ-centered” hymnisfound in 1 Timothy
3:16, which consists of an introductory sentence (“ Great indeed, we confess,
isthe mystery of our religion”), which isfollowed by six lines:

He was manifested in the flesh,
vindicated in the Spirit,

seen by angels,

preached among the nations,
believed in the world,

taken up in glory.

This hymn embodiesin acryptic way the fundamental truths of the
Gospel message. As Ralph Martin explains, “By a series of antithetical
coupletsin which asecond line complementsthe thought of thefirst line, the
Gospel message . . . isset forth. It treats of the two world orders, the divine
and human; and shows how Christ has brought together the two spheres by
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Hiscoming fromtheglory of the Father’ s presenceinto thisworld (‘ reveal ed
intheflesh’: cf. John 1:14; Rom 8:3) and by Hislifting up of humanity back
againinto thedivineream. Thusheaven and earth are joined, and God and
man reconciled.” %

The celebration of Christ’s redemption is the basic theme of other
New Testament hymns (Phil 2:6-8; Col 1:15-20; Heb 1:3), and especialy in
the book of Revelation. We noted in the previous chapter that the angelic
choir around God’ sThronesingsanew song saying: “Worthy artthoutotake
the scroll and to open its seals, for thou wast slain and by thy blood didst
ransommenfor God, fromevery tribeand tongueand peopleand nation, and hast
made them a kingdom and priests to our God” (Rev 5:9-10). The “Christ-
centered” singing done by the church on earth reflects the “ Lamb-centered”
singing done by the living creatures in heaven.

A Pagan Witness. A most telling evidence of “Christ-centered”
singing by the early church isfound in the private correspondence between
the Roman Governor Pliny and the Emperor Trajan. In aletter writtenin A.
D. 112, Pliny reported to the emperor that he tortured some young Christian
deaconesses in order to find out what possible crimes were committed by
Christiansin their religious gatherings.

To hissurprise, Pliny found that “The sum total of their guilt or error
amounted to no morethanthis. They had met regul arly beforedawn onafixed
day to chant verses aternately among themselvesin honor of Christ asif to
agod, and also to bind themselves by oath, not for criminal purpose, but to
abstain from theft, robbery and adultery, to commit no breach of trust and not
to deny a deposit when called upon to restoreit.” %

What an inspiring pagan testimony about early Christian worship!
Christiansbecameknownfor singingto“ Christ asif toagod,” andfor binding
themselves to follow His example in their lifestyle of purity and honesty. It
is evident that the main theme of their songs was Christ. They witnessed for
the Lord by singing about Him and living godly livesin His honor.

Thewitnessof the New Testament singing isrelevant for ustoday. Is
our singing “Christ-centered” like that of the apostolic church? Does our
church music praise the Savior for His past, present, and future redemptive
accomplishments? Doesit give usagreater appreciation for Christ’ screative
and redemptive love?

If you are tempted to listen to rock music, ask yourself: Do the best,
rhythm, and lyric of thismusic help meto appreciate the purity, majesty, and
holiness of Christ? Doesit magnify His character? Doesit have appropriate



Biblical Principlesof Music 201

words, apuretone, and alovely melody? Music about Christ should be like
Christ, reflecting the purity and loveliness of His character.

No Instrumental Music in the Early Church. None of the New
Testament references to music examined above makes any allusion to
musical instruments used by New Testament Christians to accompany the
singing. Apparently Christians followed the tradition of the synagogue in
prohibiting the use of musical instrumentsin their church services because of
their pagan association.

Undoubtedly Paul understood that music could be an effective re-
source to help the church fulfill the overwhelming tasks of evangelizing the
Gentiles. He knew what would work in attracting people. He says: “For Jews
demand signsand Greeks seek wisdom” (1 Cor 1:22). But hechosenot touse
Gentile or Jewish idiomsto proclaim the Gospel. Why? Because he wanted
to reach people, not by giving them what they wanted, but by proclaiming to
them what they needed. “But we preach Christ crucified, a stumbling block
to the Jews and folly to Gentiles, but to those who are called, both Jews and
Gentiles, Christ isthe power of God” (1 Cor 1:23-24).

The outright condemnation of musical instruments, sometimes even
of theharp and thelyre, ispresent inthewritings of numerousearly Christian
authors. In hisdissertation on Musical Aspectsof the New Testament, William
Smith concludeshissurvey of thecritical attitudeof churchleaderstowardthe
use of musical instruments by listing several reasons, of whichthefirst three
are asfollows:

“(@) Most important of al, at least ostensibly, seems to be the
association of instruments with the worship of heathen cults.

(b) The employment of instruments at secul ar excesses asthe theater
and the circus.

(c¢) The sensuality of instrumental music and its aesthetic ef-
fects.”®

Contrary tothecurrent philosophy that rock music can beadopted and
adaptedtoreachthesecular society, theearly Christiansdistanced themsel ves
not only from secular songs but also from the musical instruments used for
secular entertainment and pagan worship. In his book The Sacred Bridge,
Eric Werner concludes hisstudy of musicintheearly church: “Uptothethird
century, the Christian sourcesreflect amost the same attitude toward Helle-
nistic musi c ascontemporary Judaism. Thevery samedistrust of instrumental
accompaniment in religious ceremonies, the same horror of flute, tympanon
[drum], and cymbal, the accessories of the orgiastic mysteries are here in
evidence.”* The same point is emphasized by the The New Grove' s Dictio-
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nary of Music and Musiciansin its description of the early church: “The ban
on dance in the worship service shows that rhythm did not have much of a
place in the liturgy.”3!

We cannot approve the early Christians' radical rejection of all
musi cal instrumentsfor church servicessimply becausethey wereused by the
pagansin socia and religiouslife. Y et we must commend them for recogniz-
ing the danger of bringing into the church the music and instruments which
were associated with a pagan lifestyle.

The early church understood the fundamental truth that adopting
pagan music, and theinstrumentsused to produceit, could eventually corrupt
the Christian message, identity, and witness, besides tempting peopleto fall
back into their pagan lifestyles. Eventually thisiswhat happened. Beginning
from the fourth century when Christianity becamethereligion of the empire,
the church tried to reach the pagans by adopting some of their practices,
including their music. The result has been the gradual secularization of
Chrigtianity, aprocessthat is still continuing today. The lesson of history is
clear. Toevangelize peoplewiththeir secular idioms, ultimately resultsinthe
secularization of the church itself.

Part 3
DANCE IN THE BIBLE

There are conflicting opinions concerning dance and its use in the
worship service of ancient Israel. Historically the Seventh-day Adventist
church has maintained that the Bible does not sanction dancing, especialy in
the context of theworship service. Inrecent years, however, the question has
been reexamined, especially by Adventist youth leaders who claim to have
found biblical support for dancing.

Shall WeDance? A good exampl e of thisnew trend isthe symposium
Shall We Dance? Rediscovering Christ-Centered Standards. This research
was produced by twenty contributors and is based on the findings of the
“Valuegenesis Study.” This study is the most ambitious project ever
undertaken by the Adventist church to determine how well the church
transmits its values to the new generation.

Theback cover of Shall We Dance? indicatesthat thebook is*jointly
sponsored by the Department of Education of the North American Division
of Seventh-day Adventists, the Jonn Hancock Center for Y outh Ministry, La
SierraUniversity, and La SierraUniversity Press.” The combined sponsor-
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ship by four major SDA ingtitutions suggests that the content of the book
reflects the thinking of major Adventist institutions.

For the sake of accuracy, it must be stated that the opening statement
of theintroduction says: “ Thebook isnot an official statement of the Seventh-
day Adventist Church regarding standards and values. Rather it isan invita-
tion to open discussion regarding lifestyle issues. Hopefully even better
biblical principleswill become the bedrock for our distinctivelifestyleaswe
movefrom the peripheral, but ever-present issuesto the weightier matters of
living the Christian life.”

The clarification that the “book is not an official statement of the
Seventh-day Adventist Church” isreassuring, because, in my view, some of
the conclusions hardly encourage the development of “even better biblical
principles.” A caseinpoint arethefour chaptersdevoted to danceand written
by four different authors. These chapters present avery superficial analysis
of the Biblical referencesto dance. For example, the chapter entitled “ Danc-
ing with a User-Friendly Concordance,” consists primarily of a listing of
twenty-seven Biblereferencesto dancing, without any discussionwhatsover.
The author assumes that the texts are self-explanatory and supportive of
religious dancing. This is indicated by the fact that he closes the chapter,
asking: “How could we dance before the LORD today? What type of dance
would it be? Why do people dance nowdays?’3? Surprisingly the author
ignoresthat no dancing ever took placeinthereligiousservicesof the Temple,
synagogue, or early church.

The conclusionsderived from an examination of the biblical view of
dancing are concisely stated in five principles, the first of which says:
“Principle 1: Dance is a component of divine worship. When we study
Scripture we find that what it says about dance and dancing is not only not
condemnatory, but in some cases positively prescriptive: ‘Praise him with
trumpet sound; praise him with lute and harp! Praise him with timbrel and
dance; praise him with strings and pipe’ (Ps 150:3-4).” 3

The author continues: “A half hour with a good concordance leaves
the lingering impression that thereis moreto atruly Biblical perspective on
dance than has previously met our Adventist eyes. Of some 27 referencesto
dance (dance, danced, dances, dancing) in the Scriptures, only four occur in
a clearly negative context, and even these references nowhere describe
dancing as the object of God' s displeasure.”3*

This chapter presents this surprising challenge to the Adventist
church: “Aschallenging asit isto our notion of respectability and decorum,
it seems evident that Adventists should give new thought and study to the
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inclusion of dance as part of the worship of God, at least in selected
communities and on specia occasions.”*

Three Major Flaws. After spending not “a half hour” but severa
days examining the biblical data relevant to dance, | find this conclusion
unsubstantiated and its challenge unnecessary. For the sake of clarity, | wish
to respond to the position that “dance is a component of divine worship” in
the Bible by submitting what in my view are three mgor flaws of his
methodology:

(1) Thefailureto provethat dancing wasindeed acomponent of divine
worship in the Temple, synagogue, and early church;

(2) The failure to recognize that of the twenty-eight references to
dance or dancing in the Old Testament, only four refer without dispute to
religious dancing, and none of these relate to worship in God's Housg;

(3) The failure to examine why women, who did most of the
dancing, were excluded from the music ministry of the Temple, syna-
gogue, and early church.

No Dance in the Wor ship Service. If it were true that “dance is a
component of divine worship” in the Bible, then why is there no trace of
dancing by men or women in the worship services of the Temple, the
synagogue, or the early church? Did God' s peoplein Bibletimes neglect an
important “component of divine worship”?

Negligence does not seem to be the reason for the exclusion of dance
from the divine service, because we noted that clear instructions were given
regarding the ministry of music in the temple. The Levitical choir wasto be
accompanied only by string instruments (the harp and the lyre). Percussion
instruments like drums and tambourines, which were commonly used for
making dance music, were clearly prohibited. What wastruefor the Temple
was a so true for the synagogue and later for the early church. No dancing or
entertainment music was ever allowed in God's House.

Garen Wolf reaches this conclusion after his extensive analysis of
“Dance in the Bible": “First, dancing as part of the Temple worship is
nowheretraceablein either thefirst or thesecond Temple. Second, of the 107
timesthesewordsareusedintheBible[Hebrew wordstranslated as“ dance’],
only four times could they be considered to refer to religious dance. Third,
none of these references to religious dance were in conjunction with the
regular established public worship of the Hebrews.”

It is important to note that David, who is regarded by many as the
primary example of religious dancing in the Bible, never instructed the
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L evitesregarding when and how to danceinthe Temple. Had David believed
that dancing should be a component of divine worship, no doubt he would
have given instructions regarding it to the Levite musicians he chose to
perform at the Temple.

After all, Davidisthefounder of themusic ministry at the Temple. We
have seen that he gave clear instruction to the 4,000 Levite musicians
regarding whento sing and what instrumentsto useto accompany their choir.
Hisomission of dancing in the divine worship can hardly be an oversight. It
rather tells usthat David distinguished between the sacred music performed
in God's House and the secular music played outside the Temple for
entertainment.

An important distinction must be made between religious music
played for entertainment in asocial setting and the sacred music performed
for worship in the Temple. We must not forget that the whole life of the
Israelites was religiously oriented. Entertainment was provided, not by
concerts or plays at a theater or circus, but by the celebration of religious
eventsor festivals, often through folk dancing by women or men in separate
groups.

No romantic or sensually oriented dancing by couples ever occurred
inancient Isragl. The greatest annual dance took place, as we shall see, in
conjunction with the Feast of Tabernacles, when the priests entertained the
peopleby doing incredibleacrobatic dancesthewholenight. What thismeans
isthat those who appeal to the biblical referencesto danceto justify modern
romantic dancing inside or outside the church ignore the vast difference
between the two.

Most people who appeal to the Bible to justify modern romantic
dancing would not beinterested in the least in the folk dancing mentioned in
the Bible, where there was no physical contact between men and women.
Each group of men, women, and childrendiditsown “show,” whichin most
cases was a kind of march with rhythmic cadence. | have seen “ The Dance
Around the Ark” by the Coptic priests in Ethiopia, where many Jewish
traditions have survived, including Sabbathkeeping. | could not understand
why they calledit“dance,” sinceit wasmerely aprocession by the priestswho
marched with a certain rhythmic cadence. To apply the biblical notion of
danceto modern dance, ismisleading to say theleast becausethereisaworld
of difference between the two. This point becomes clearer aswe survey the
references to dance.

The Referencesto Dance. Contrary to prevailing assumptions, only
four of thetwenty-eight referencesto dancerefer without disputeto religious
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dancing, but none of these have to do with public worship conducted in the
House of God. To avoid burdening the reader with atechnical analysisof the
extensive use of the six Hebrew wordstranslated “ dance,” | will submit only
abrief alusion to each of them.

The Hebrew word chagag is translated once as “ dance” in 1 Samuel
30:16in conjunction with the* drinking and dancing” of the Amalekites. Itis
evident that thisis not areligious dance.

The Hebrew word chuwl is trandated twice as “dance” in Judges
21:21, 23, with reference to the daughters of Shiloh who went out to dancein
the vineyards and were taken as wives by surprise by the men of Benjamin.
Againthereisno doubt that in this context thisword refersto asecular dance
done by unsuspecting women.

The Hebrew word karar is trandlated twice as “dance’ in 2 Samuel
6:14 and 16 whereit states, “ And David danced before the Lord with all his
might . .. Michal thedaughter of Saul |ooked out of thewindow, and saw King
David leaping and dancing before the Lord.” More is said about the
significance of David’s dance below. In this context it suffices to note that
“these verses refer to a religious type of dance outside the context of the
Templeworship. Thewordkarar isonly usedin Scriptureinthesetwoverses,
and is never used in conjunction with Temple worship.”

The Hebrew word machowal istranslated six timesasdance. Psalm
30:11 usestheterm poetically: “Thou hast turned for me my mourning into
dancing.” Jeremiah 31:4 speaksof the“virginsof Isragl” who “shall goforth
inthedance of the merrymakers.” The samethought isexpressed inverse 13.
In both instances the references are to social folk dancing done by women.

“PraiseHim with Dance.” Intwo important instances, machowal is
trandated as “dance” (Psams 149:3 and 150:4). They are most important
becauseintheview of many peoplethey providethestrongest biblical support
for dancing as part of church worship. A close look at these texts shows that
this popular assumption is based on a superficial reading and inaccurate
interpretation of the texts.

Linguistically, the term “dance” in these two verses is disputed.
Some scholars believe that machow! is derived from chuwl, which means
“tomakean opening”*®*—apossibleallusiontoa“pipe” instrument. Infact
thisis the marginal reading given by the KJV. Psalm 149:3 states: “L et
them praise hisnameinthedance” [or “withapipe,” KJV margin]. Psalm
150:4 reads: “Praise him with the timbrel and dance” [or “pipe,” KJV

margin].
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Contextually, machowl appears to be a reference to a musica
instrument; in both Psalm 149:3 and 150:4, the term occursin the context of
alist of instruments to be used for praising the Lord. In Psalm 150 the list
includes eight instruments. trumpet, psaltery, harp, timbrel, string instru-
ments, organs, cymbals, clashing cymbals(KJV). SincethePsalmistislisting
al the possible instruments to be used to praise the Lord, it isreasonable to
assumethat machowal dsoisamusica instrument, whatever itsnaturemight be.

Another important consideration is the figurative language of these
two psalms, which hardly allows for aliterally interpretation of dancing in
God's House. Psalm 149:5 encourages people to praise the Lord on the
“couches.” Inverse 6, the praising isto be done with “two-edged swordsin
the hands.” Inverses 7 and 8, the Lord isto be praised for punishing the
heathen with the sword, binding kingsin chain, and putting noblesin fetters.
It is evident that the language is figurative because it is hard to believe that
God would expect peopleto praise Him by standing or jumping on couches
or while swinging a two-edged sword.

The same is true of Psalm 150 which speaks of praising God, in a
highly figurative way. The psalmist calls upon God’s people to praise the
Lord “for his mighty deeds” (v. 2) in every possible place and with every
availablemusical instrument. In other words, the psalm mentionsthe placeto
praise the Lord, namely, “his sanctuary” and “his mighty firmament”; the
reason to praisetheLord, namely, “for hismighty deeds. . . accordingto his
exceeding greatness’ (v. 2); andtheinstrumentsto beusedto praisethelLord,
namely, the eight listed above.

This psalm makes sense only if we take the language to be highly
figurative. For example, thereisno way in which God’ s people can praise
the Lord “in hismighty firmament,” because they live on earth and not in
heaven. The purpose of the psalm is not to specify the location and the
instruments to be used to praise for church music. Nor it isintended to
give a license to dance for the Lord in church. Rather, its purposeis to
invite everything that breathes or makes sound to praise the Lord every-
where. Tointerpret the psalm asalicenseto dance, or to play drumsinthe
church, isto misinterpret theintent of the Psalm and to contradict thevery
regulation which David himself gave regarding the use of instrumentsin
God' s House.

Celebration Dance. The Hebrew word mechowlah is translated
seventimesas“dance.” Infiveof the seveninstancesthe danceisby women
who celebrate a military victory (1 Sam 18:6; 21:11; 29:5; Jud 11:34; EX
15:20). Miriam and the women danced to celebrate the victory over the
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Egyptian army (Ex 15:20). Jephthah’s daughter danced to celebrate her
father’ svictory over the Ammonites (Jud 11:34). Women danced to cel ebrate
David' s slaughter of the Philistines (1 Sam 18:6; 21:11; 29:5).

I n the remaining two instances, mechowlah is used to describe the
naked dance of Israelitesaround the golden calf (Ex 32:19) and the dance
of the daughters of Shiloh in the vineyards (Jud 21:21). In none of these
instances is dance a part of aworship service. Miriam’s dance may be
viewed asreligious, but so werethe dances performed in conjunction with
the annual festivals. But these dances were not seen as a component of a
divine service. They were social celebrations of religious events. The
same thing occurs today in Catholic countries where people celebrate
annual holy days by organizing carnivals.

TheHebrew wordraquadistranslated four timesas* dance” (1 Chron
15:29; Job 21:11; 1s13:21; Ecc 3:4). Onceit refersto how “children dance”
(Job 21:11). Another isto “satyr dancing” (Is 13:21), which may refer to a
goat or afigure of speech. A third instanceis a poetic reference “to atimeto
dance” (Ecc 3:4), mentioned in contrast “to a time to mourn.” A fourth
reference is to the classic example of “King David dancing and making
merry” (1 Chron 15:29). In view of the religious significance attached to
David s dance, special consideration is given to it shortly.

Dancein the New Testament. Two Greek words are transated as
“dance’ in the New Testament. The first is orcheomai, which is trandated
four timesas*“to dance” with reference to the dancing of Herodias' daughter
(Matt 14:6; Mark 6:22) and achildren’ sdance (Matt 11:17; Luke 7:32). The
word orcheomai meansto dancein arank-like or regular motion and isnever
used to refer to religious dance in the Bible.

The second Greek word translated as “dance” ischoros. It isused
only oncein Luke 15:25 with reference to the return of the prodigal son.
We are told that when the elder son came close to the house “he heard
music and dancing.” The translation “dancing” is disputed because the
Greek chorus occurs only once in this passage and is used in extra-biblica
literaturewiththemeaningof “choir” or “group of singers.” * At any rate, thiswas
afamily reunion of a secular nature and does not refer to religious dancing.

The conclusion that emerges from the above survey of the twenty-
eight referencesto danceisthat danceinthe Bible was essentially asocial
celebration of special events, such as a military victory, a religious
festival, or a family reunion. Dance was done mostly by women and
children. The dances mentioned in the Bible were either processional,

encircling, or ecstatic.



Biblical Principlesof Music 209

No biblical references indicate that men and women ever danced
together romantically as couples. AsH. Wolf observes, “Whilethe mode
of dancing is not known in detail, it is clear that men and women did not
generally dance together, and there is no real evidence that they ever
did.”*° Furthermore, contrary to popular assumptions, dancein the Bible
was never done as part of the divine worship in the Temple, synagogue,
or early church.

Dancing in Pagan Wor ship. Most indications of religious dancing
intheBiblehaveto dowiththeapostasy of God’ speople. Thereisthedancing
of thelsraglites at thefoot of Mount Sinai around the golden calf (Ex 32:19).
Thereisanallusiontothedancing of thelsraelitesat Shittimwhen“thepeople
began to play harlot with the daughter of Moab” (Num 25:1). The strategy
used by the M oabites women was to invite | sraglite men “to the sacrifice of
their gods’ (Num 25:2), which normally entailed dancing.

Apparently the strategy was suggested by the apostate prophet,
Balaam, to Balak, king of Moab. Ellen White offers this comment: “At
Balaam’ ssuggestion, agrand festival in honor of their godswas appointed by
theking of Moab, and it was secretly arranged that Balaam should inducethe
Israglitesto attend. . . . Beguiled with music and dancing, and allured by the
beauty of heathen vestals, they cast off their fealty to Jehovah. Asthey united
in mirth and feasting, indulgence in wine beclouded their senses and broke
down the barriers of self-control.”“

Therewas shouting and dancing on Mount Carmel by the prophets of
Baal (1 King 18:26). The worship of Baal and other idols commonly took
place on the hill with dancing. Thus, the Lord appeals to Israel through the
prophet Jeremiah: “Return, faithless people; | will cure you of backdliding. .
.. Surely theidolatrous commotion on the hillsand mountainsisadeception”
(Jer 3:22-23, NIV).

David Dancing Beforethe Lord. The story of David dancing
“before the Lord with all his might” (2 Sam 6:14) while leading the
procession that brought the ark back to Jerusalem is viewed by many as
the most compelling biblical sanction of religious dancing in context of a
divine service. In the chapter “Dancing to the Lord,” found in the book
Shall WeDance?, Timothy Gillespie, Seventh-day Adventist youthleader,
writes: “ We can dance to the Lord like David, reflecting an outburst of
excitement for the glory of God; or we can introspectively turn that
excitement inward, reflecting on ourselves and our selfish desires.”*? The
implication of this statement seemsto be that if we do not dance unto the
Lord like David, we repress our excitement and reveal our self-



Biblical Principlesof Music 210

centeredness. Isthiswhat the story of David’s dance teaches us? Let us
take a close look at it.

Tosay theleast, David' sdancebeforetheark poses serious problems.
In thefirst place, David “was girded with alined ephod” (2 Sam 6:14) like
apriest and “ offered burnt offerings and peace offerings before the Lord” (2
Sam 6:17). Note that the ephod was a sleeveless linen waistcoat garment to
beworn only by the priests asan emblem of their sacred office (1 Sam 2:28).
Why did David choose to exchange his royal robes for those of a priest?

Ellen White suggests that David revealed a spirit of humility by
laying aside hisroyal robesand attiring “ himself inaplain linen ephod.” 3
This is a plausible explanation. The problem is that nowhere does the
Bible suggest that the ephod could be legitimately worn by someone who
was not a priest. The same holds true when it comes to sacrifices. Only
the Levite priests had been set aside to offer sacrifices (Num 1:50). King
Saul was severely rebuked by Samuel for offering sacrices: “Y ou have
done foolishly; you have not kept the commandment of the Lord your
God” (1 Sam13:13). By offering sacrifices dressed like a priest, David
wasassuming apriestly rolein additionto hiskingly status. Such anaction
cannot be easily defended biblically.

David’sBehavior. More problematic is David’ s manner of danc-
ing. Ellen White says that David danced “in reverent joy before God.”*
Undoubtedly thismust have been true part of thetime. But it would appear
that during the dance, David may have become so excited that he lost his
loin cloth, because Michal, hiswife, rebuked him, saying: “How the king
of Israel honored himself today, uncovering himself today beforethe eyes
of hisservants’ maids, as one of the vulgar fellows shamelessly uncovers
himself!” (2 Sam 6:20). David did not dispute such an accusation nor
did he apologizefor what he did. Instead, heargued that hedid it “ before
the Lord” (1 Sam 6:21), and that he was prepared to make himself even
“more contemptible” (1 Sam 6:22). Such a response hardly reveals a
positive aspect of David’s character.

Perhaps the reason David was not troubled by his uncovering during
the dance isthat thiskind of exhibitionism was not uncommon. We aretold
that Saul also in an ecstatic dance “stripped off his clothes, and he too
prophesied before Samuel, and lay naked all that day and all that night” (1 Sam
19:24; cf. 10:5-7, 10-11).

Itisaknownfact that at thetime of theannual festivals, special dances
were organized where priests and nobleswould perform acrobatic featsto
entertain the people. There is no mention, however, of the priests uncov-
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ering themselves. The most famous dance was performed on the last day
of the Feast of Tabernacles, and it wasknown asthe® Dancesof the Water-
Drawing Festival.”

The Talmud offers a colorful description of this Water-Drawing
dance which was performed in what is known as the women’s court of the
Temple: “Pious men and men of affair danced with torchesin their hands,
singing songs of joy and of praise, and the L evites made music with lyreand
harp and cymbal s and trumpets and countless other instruments. During this
celebration, Rabbi Simeon ben Gamaliel issaidto havejuggled eight torches,
and then to have turned a somersault.”+

Dances done by men or by women in Bible times, within the context
of areligious event, were aform of social entertainment rather than part of a
worship service. They could be compared to the annual carnival celebrations
that take place today in many Catholic countries. For example, during the
three daysbefore Lent, in countrieslike Brazil, people organize extravagant
carnival celebrations with endless types of colorful and sometimes wild
dancing, similar to the Mardi Gras in New Orleans. No Catholic would
consider such dances as part of the worship services.

The same is true for the various types of dances mentioned in the
Bible. They were social events with religious overtones. Men and women
danced, not romantically as couples but separately in processional or
encircling dances. In view of the religious orientation of the Jewish
society, such folk-type dances are often characterized asreligious dances.
But there is no indication in the Bible that any form of dance was ever
associated with the worship service in God’'s House. In fact, as noted
bel ow, women were excluded from themusic ministry of the Templ e, apparently
because their music was associated with dancing and entertainment.

Women and Music in the Bible. Why were women excluded
from the music ministry of the Temple, first, and of the synagogue and
early church later? Numerous biblical passages refer to women singing
and playing instrumentsin the social life of ancient Israel (Ex 15:20-21,;
1 Sam 18:6-7; Jud 11:34; Ezra 2:64-65; Neh 7:66-67), but no references
inthe Bible mention women participating in theworship music of God' sHouse.

Curt Sachs notes that “ Almost all musical episodes up to the time of
the Temple describe choral singing with group dancing and drum besating. .
..Andthiskind of singing wasto agreat extent women’ smusic.”“ Why then
were women excluded from the music ministry of the Temple, when they
were the main music makers in the Jewish society?
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Scholarswho have examined thisquestion suggest two major reasons.
One reason is musical in nature and the other sociological. From amusical
perspective, thestyleof music produced by women had arhythmicbeat which
was better suited for entertainment than for worship in God’s House.

Robert Lachmann, an authority on Jewish cantillation, is quoted as
saying: “ The production of the women’ s songsis dependent on asmall store
of typical melodicturns; thevarious songsreproducetheseturns—or some of
them—timeand again. . . . Thewomen’ s songs belong to a species, theforms
of which are essentially dependent not on the connection with the text, but on
processesof movements. Thuswefind here, in placeof therhythm of cantillation
and itsvery intricate line of melody, aperiodica up and down movement.”#’

Women’ smusic waslargely based on arhythmic beat produced by
tapping with the hand the tabret, toph, or timbrel. These are the only
musi cal instruments mentioned inthe Bibleasbeing played by women and
they arebdievedtobethesameor very smilar. Thetabret or timbrel seemstohave
been a hand drum made up of awooden frame around which asingle skin was
stretched. They were somewhat similar to the modern tambourine.

“Itisinteresting to note,” writes Garen Wolf, “that | have not been
abletofindasingledirect referenceto women playing the nebel [the harp]
or the kinnor [the lyre]—the instruments played by men in the music
worship of the temple. There can be little doubt that their music was
mostly of adifferent species than that of the male L evite musicians who
performed in the Temple.”*

The tabret or timbrel was played largely by women in conjunction
with their dancing (Ex 15:20; Jud 11:34; 1 Sam 18:6; 2 Sam 6:5, 14; 1 Chron
13:8; Ps 68:25; Jer 31:4). The timbrel is also mentioned in connection with
strong drink (Is5:11-12; 24:8-9).

Secular Nature of Women’s Music. From a sociological perspec-
tive, women were not used in the ministry of music of the Temple because of
the social stigma attached to their use of timbrel and the entertainment-
oriented music. “Women in the Bible were often reported as singing a non-
sophisticated kind of music. Usually at its best it was for dancing or funeral
mourning, and at itsworst to aidinthe sensuousappeal of harlotsonthestreet.
In hissatire about Tyre, Isaiah asks. ‘ Shall Tyresingasan harlot? (1s23:15.
KJV; or asrendered in the margin, ‘It shall be unto Tyre as the song of an
harlot’).” 4

Itisnoteworthy that femalemusicianswereextensively usedin pagan
religious services.® Thus, the reason for their exclusion from the music
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ministry of the Temple, synagogue, and early Christian churches was not
cultural, but theological. It was the theologica conviction that the music com-
monly produced by women was not suitable for the worship service, because of
its association with secular and, sometimes, sensua entertainment.

This theological reason is recognized by numerous scholars. In his
dissertation on Musical Aspectsof the New Testament, William Smithwrote:
“ A reaction to the extensive employment of female musiciansinthereligious
and secular life of pagan nations, was doubtless a very large factor in
determining Jewish [and early Christian] opposition to the employment of
women in the musical service of the sanctuary.”*!

The lesson from Scripture and history is not that women should be
excluded from the music service of thechurchtoday. PraisingtheLordwith
music is not amale prerogative, but the privilege of every child of God. Itis
unfortunate that the music produced by womenin Bibletimeswas mostly for
entertainment and, consequently, not suitable for the divine worship.

The lesson that the church needs to learn from Scripture and history
is that secular music associated with entertainment is out of placein God's
House. Those who are actively involved in pushing for the adoption of pop
music in the church need to understand the biblical distinction between
secular music used for entertainment and sacred music suitable for the
worshipof God. Thisdistinctionwasunderstood and respectedin Bibletimes,
and it must berespected today if the churchisto remain asacred sanctuary
for the worship of God rather than becoming a secular place for social
entertainment.

CONCLUSION

Several important biblical principlesrelevant to church music today
have emerged during the course of this study. An attempt will be made to
summarize them by way of conclusion.

Music hasaspecial placeand purposein God’ suniverse. Itisadivine
gift to the human family through which human beings can express their
gratitude to God while experiencing delight within themselves. Pleasure in
singing comesnot from arhythmic beat that stimulates people physically, but
fromthevery experienceof praisingtheLord. “How good itisto sing praises
to our God, how pleasant and fitting to praise him” (Ps 147:1. NIV).

SingingisseenintheBibleasan offering of thanksgiving to the Lord
for theblessingsof creation, deliverance, protection, and salvation. Wefound
this concept expressed especially in Psalm 69:30-31: “I will praise God's
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name in song and glorify him with thanksgiving. This will please the Lord
more than an ox, more than a bull with its horns and hoofs.”

God does care about how we sing and play during the worship
service. Heisnot pleased with unintelligible “loud noise,” but with orderly,
melodious, and intelligible singing. Those Bible texts that speak about
making “ajoyful noise” or “aloud noise’ unto the Lord do not teach usto
praise God with excessive amplification of the human voice or musical
instruments during the worship service. Such a notion is derived from a
mistranslation of ruwa as*loud noise.” Thecorrect transation asfoundinthe
NIV is*“shouting for joy.”

Music ministry is to be conducted by people who are trained, dedi-
cated, and spiritually minded. This lesson is taught by the Temple’'s music
ministry, which was performed by experienced and mature L eviteswho were
trained musically, prepared spiritually, supported financialy, and served
pastorally. This principle established by God for Temple musicians is
applicable to ministers of music today.

Musicisto be God-centered, not self-centered. Thenotion of praising
the Lord for entertainment or amusement isforeign to the Bible. Percussion
instruments which stimulate people physically through aloud and relentless
beat are asinappropriate for church music today asthey werefor the Temple
music in ancient Isragl.

Wefound that the musicinthe Templewas* sacrifice-centered,” that
is, designed to praise God for the provision of forgiveness and salvation
through the sacrificial offerings. In the synagogue, the music was “Word-
centered,” that is, intended to praise God by chanting HisWord. Intheearly
church the music was “ Christ-centered,” that is, designed to extol Christ’s
redemptive accomplishments.

The Bible does not support the kind of romantic or sensual dancing
which is popular today. Nothing in the Bible indicates that men and women
ever dancedtogether romantically ascouples. Wehavefoundthat danceinthe
Biblewasessentially asocial celebration of special events, such asamilitary
victory, areligiousfestival, or afamily reunion. Most of thedancingwasdone
by women who were excluded from the music ministry of the Temple,
synagogue, and early church because their entertainment music was deemed
unsuitable for the worship service.

Thebiblical principlesof musicoutlined aboveareespecially relevant
today, when the church and the home are being invaded by various forms of
rock music which blatantly rejects the moral values and religious beliefs
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espoused by Christianity. At atimewhen the distinction between sacred and
secular music is blurred, and many are promoting modified versions of
secular rock music for church use, we need to remember that the Bible
calls usto “worship the Lord in the beauty of holiness” (1 Chron 16:29;
cf. Ps 29:2; 96:9).

No entertainment type of music was allowed in the Temple, syna
gogue, and early church. The same should betruein the church today. Those
who disagree and want to adopt pop music for their church services arefree
to have their own music. But let those who hold to the authority of Scripture
keep to music that praises God in a way which is neither sensational nor
sensual—amusic whichreflectsthe beauty and purity of God’ scharacter and
celebrates His marvelous creative and redemptive accomplishment for the
human family. May the Lord give us the discernment and desire to fill our
homes and churches with music that meets His approval, rather than the
applause of the world.
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Thecurrent controversy over theeffectsof rock musicislargely based
on aesthetic, social, religious, and/or political concerns rather than on
scientific studies of its mental and physical effects on humans. Subjective
evaluationsof music can giveriseto endlesscontroversies, becausethey are
based on personal taste and/or cultural considerations.

We are reminded of the attempts that Hitler made to eliminate the
“primitive” and Negroid traits of black music by establishing norms to
determine what constituted suitable music for the German people. Among
other things, the Third Reich decreed: “ The so-calledjazz compositionsmay
contain no more than 10% syncopation. The rest must consist of a natural
legato flow completely void of the hysterical rhythmicturnssotypical of the
musi c of the barbarian races which appeal to the dark instincts so foreignto
the Germanic race (the so-called ‘riffs’).”?

It is evident that the Third Reich did not succeed in eliminating “the
hysterical rhythmic” music of “the barbarian races,” because it wasonly a
few yearsafter thefall of Hitler’ sempirethat rock music cameinto existence
with a stronger rhythmic driving beat than jazz. Today, the effects of rock
music are criticized not only by some politicians, preachers, and social
analysts, but also by accomplished musicians.

-219-
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For example, the well-known Norwegian concert pianist Kjell
Bekkelund, stated: “ The pop-culturerepresentsabasic humanlie. It portrays
human beingswithout problems and restrictions, dreaming about new sexual
conquests, social careers, and acceptance by ‘the upper crust.’ It isguilty of
unlimited degradation of thewoman, considering her only asasex object. The
goal of the pop industry, in my opinion, seemsto create individualsthat ‘ do
not have to think.””2

Some may wish to question the personal opinions of music criticslike
Bakkelund because they are based on subjective evaluation of pop music. It
isthereforeimperativetolook at scientific studiesontheeffectsof rock music
on the human body.

Objectives of This Chapter. Based on several recent and signifi-
cant, scientific studies, this chapter examines the physical and mental
effects of rock music on human beings. Dueto length limitations, only a
sampling of the studies s cited.

The chapter isdivided into two parts. Thefirst dealsin amore general
way with theinfluence of music on the human body. It considers, especialy,
how music affects the functioning of the brain, the hormone production, and
the rhythms of the body.

The second part examines some of the specific effects of theirregular,
relentless, loud rock beat on the human body. Specific referenceis made to
how therock beat placesthe human body under stressby increasing the pulse
rate, the blood pressure, and the production of adrenaline. Consideration is
also given to theimpact of the deafening noise of rock music on the hearing.

Part 1
THE INFLUENCE OF MUSIC

Natural laws govern the chemistry of body and mind as well as the
physical and mental effects of music. These laws have been studied with
scientific experimentsand careful observations. When measuring the effects
of music stimuli, researchers look for such physiological responses as the
increased pulse rate and the electrical resistance of the skin. Of course, a
spontaneous music experience involves much more than a measurable
physical response. Nevertheless, it is the physical presence of sound that
influences our reactions.

M ost peopledo not pay much attention to the laws of music andignore
the impact that music makes on their physical, social, and mental health.
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Today the choice of musicislargely determined by personal taste. Thistrend
reflectsthe consumeristic orientation of our society where many people stuff
themselves uncritically with inferior “junk food” which causes numerous
psychological aswell asphysical disorders, such asthelack of concentration
and | earningdisabilitiesamong school childrenandyoung students. Thesame
uncritical attitudeisfound in the consumption of inferior and harmful music.

Sound Waves and the Brain. To appreciate the effects of music, we
need to be aware of the basi c processesthat take place in the human ear at the
sound of music. The sound waves (vibrations) hitting the ear drum are
transformed into chemical and nerveimpul seswhich register in our mind the
different qualities of soundswe are hearing. What many do not know is that
“the roots of the auditory nerves—the nerves of the ear—are more widely
distributed and have more extensive connections than those of any other
nervesinthebody. . . . [Dueto this extensive networking] thereis scarcely a
function of the body which may not be affected by the pulsations and
harmonic combinations of musical tones.”?

The investigation into the influence of music on the human body has
largely been conducted by abranch of medicine known as“music therapy.”
In 1944, The Music Research Foundation was established in Washington,
D.C., in order to explore and develop new methods for controlling human
behavior and emotions. The American government funded this research
because of the acute need for psychiatric treatment of the war veterans who
suffered injuries connected with shell shock during World War I1.

A most important discovery was soon made. Researchers found that
music is registered in the part of the brain which normally is stimulated by
emotions, bypassing the brain centers dealing with intelligence and reason.
IraAltschuler, one of the researchers, explainsthat “Music, which does not
depend upon the master brain (centers of reason) to gain entrance into the
organism, can still arouse by way of the thalamus—the relay station of all
emotions—sensations and feelings. Once a stimulus has been able to reach
the thalamus, the master brain is automatically invaded.”*

What this meansis that “ music attacks the nervous system directly,”®
bypassing the master brain. Someresearchersare of the opinionthat the sense
of hearing, more than the other senses, makes the greatest impact on the
autonomous nervous system through itsauditory pathways.® Though conclu-
sions of various studies differ, the common denominator is that auditory
stimuli directly affect the nervous system.

Studies have shown that the impact of music on the nervous system
and the emotional changes brought about by the thalamus directly or
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indirectly affect such processes as the heart rate, respiration, blood
pressure, digestion, hormonal balance, and moods and attitudes.” This
helps us understand why the relentless driving beat of rock, directly
impacting thebody, can have such awiderange of physical and emotional
effects.

Music and Hormone Production. Even Ruud, sound researcher
and music professor at The Institute of Music, University of Oslo,
Norway, maintains that an understanding of the automatic connection
between music and emotional reactions poses some problems, because
one can hardly generalize the concept of music or use such elementary
models to explain psychological problems.2 While recognizing the con-
ceptual limitationsof music, other researchershavereached somespecific
conclusions.

Itisawell-known fact that the endocrine system regulates not only the
functions of theinternal organs, like the heart and the respiratory organs, but
alsotheendocrine glands. Theseglandsare controlled by thethalamuswhich
is closely connected with our emotions. Mary Griffiths, a physiologist,
explainsthat “the hypothalamus control s the excretions of thethyroid gland,
the adrenal cortex and the sexual glands. Thus it influences the speed of
metabolism . .. aswell asthe production of sex hormones. . . . Hypothalamus
hasamarked effect ontherel ease of the autonomous responses brought about
by fear, anger, and other emotions.”®

Ruud pointsto recent research which provesthat music mightinfluence
the monthly cycle of women. One study has aso found an increase of the
luthenizing hormone (LH) while listening to music.’® Other studiesindicate
that music releases adrenaline and possibly other hormones. It also
influences the electric skin resistance of the body which, in turn, affects
and governs the moods of a person.!

Whileit istrue that the response to music varies with each individual,
thusmakingit difficultto generalizeitseffects, thefact remainsthat themusic
industry and theworld of businessknow how to usemusicto create or change
moods and to sell merchandise.

The Effects of Rhythm. A Russian scientist, Ivan P. Pavlov, con-
ducted experiments on the effects of music on dogs. He published the results
of hisexperimentsaround the beginning of the century. Hisresearch contrib-
uted significantly to the devel opment of thefield of behavioral psychology in
America. Pavlov conducted testsonthereflex reactionsof hisdogstorhythm.
Hefoundthat when heplayedrapid rhythmshisdogsreacted with excitement;
slower rhythms had a calming effect. When exposed to syncopated rhythms,
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the nervous systemsof the dogs seemed manipul ated, and they appeared to be
confused and did not know how to react. Theasynchronic rhythmsmadethem
very bewildered.

L ong beforethe emergence of rock music, European concert audiences
were given a foretaste of the effects of rhythm when Igor Stravinsky’s
symphonic work “Rite of Spring” was performed in Paris in 1913. This
composition caused a violent reaction. Shortly after its opening movement,
the audience seemed to bein astate of shock. Themusic consisted of aseries
of discordscoupled with disconnected and incoherent and violent rhythms. It
took only afew minutes before the concert hall was boiling with rebellion.
After ten minutes, fighting broke out between those who disliked the music
and those who liked it.

One might wonder whether it wasthe hard rhythms of the music or the
protest against this new kind of music that caused the uproar. Similar
reactionsoccurred afew yearslater when Arnold Schonberg’ satonal twelve-
note music (music without fixed tonality, neither major nor minor keys) hit the
European concert public like a lightning bolt. This break from the old music
traditions seems to have heraded a new age characterized by experimentation
with hard rhythms.

Today, hard rhythms, likethose of rock music, nolonger cause popul ar
uproars. On the contrary, many have become addicted to them. The driving
beat of rock music isdominating the everyday life of young people in many
parts of theworld. Social analystsare greatly concerned becauseit seemsthat
only throughaheavily pul satingrock begat isit possibleto get throughtotheyoung
people. Ruud also expresses this concern: “My concern is that pretty much al
music for children and youth must be rhythmically appealing in order to break
throughthesoundbarriers. Thisinturnshutsthemout fromother typesof listening
experience.” 12

Consonance or Dissonance? Critics of rock music generally appeal
to the harmful physical effects of its rhythm which overshadows the mel ody
and lyrics. They explain that good music should consist of acombination and
balance among five basic elements:

Melody: Tones arranged to make atune.

Tonecolor: The quality of the sound produced by instruments or the voice.
Harmony: The stacking of tones so as to create chords.

Rhythm: A specific allotment of time given to anote or syllablein averse

and the time meter of a composition of music.
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Tempo: The speed of the rhythm in which the piece isto be played or
sung.

Every one of these five elements consists of rhythmic vibrations and/
or rhythmic cycles. Each note vibrates at specific frequencies. A middle“A”
vibrates 440 times per second. The tone color is dependent upon the combi-
nation of the vibrations of the natural overtones inherent in each note.

Harmony hasto do with the combination of notesinavertical relation-
ship. Intervalslike thirds, fifths, or sixths appear to the listener as harmonic
or consonant compared with seconds and sevenths which sound discordant
because of the frequency relationship between the notes. A perfect fifth and
a perfect octave sound very harmonious due to the mathematical ssimplicity
present in their relationship. If we mix other notes of varying frequencies,
other combinations and qualities of sound appear either in the direction of
consonance or dissonance.

Exposure to music with “harmonic” rhythms reinforces the rhythmic
cyclesof the human body, synchronizing nerve messages, enhancing coordi-
nation, and harmonizing moods and emotions.

By contrast, exposuretomusicwith“disharmonic” rhythms—*whether
it bethe‘tension’ caused by dissonanceor ‘noise’ or the unnatural swings of
misplaced rhythmical accents, syncopation, and polyrhythms, or inappropri-
ate tempo—can result in avariety of changesincluding: an altered heart rate
with its corresponding change in blood pressure; an overstimulation of
hormones (especially the opiates or endorphins) causing an altered state of
consciousness from mere exhilaration on one end of the spectrum to uncon-
sciousness on the other; and improper digestion.”*®

Our body’s association with certain elements of music is so pro-
found that “short of humbing the entire brain, neurologists have been
unable to suppress rhythmic ability. Doping either side of the brain, or
many regions at once, ill leavesthe patient able to count and clap intime.”4

Thestudiesontheeffectsof * disharmonic” rhythmson the human body
help usto understand better why theemphatic rhythm of rock music exercises
such an hypnotic influence on the lives of so many people today.

Various Uses of Music. Music has been used for different purposes
during the course of human history. One function has been to ease the
monotony of labor by synchronizing themovementsof workers. Infact, many
folk songs originated in this way. This is especially true of the Negro
Spirituals which trace their originsto the work songs of the African Ameri-
cansindlavery. Testsconducted in places of work have shown that unlessthe
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music is adjusted to the particular environment and type of work, precision
and accuracy suffer.®®

In the Soviet Union, an institute for medical and biological studies
reported test results showing that music rhythm and tempo had an
immense impact on the human organism. “Specially selected music
increases the working capacity of the muscles. At the same time, the
tempo of the movements of the worker changes with the change of the
musical tempo. It is as if the music determines a good rapid rhythm of
movement.” 1

Rhythm has also been used to excite people during religious rituals.
Thishasbeentruefor thefestive celebrationsof theancient wild orgiesof the
Dionysius cult, the war and religious dances among the American Indians,
and thevoodoo ritesof West Africa. Theserepetitive, rhythmic, and monoto-
nous dances usually result in trance-like reactions.

The shamans use drum patterns to achieve contact between humanity
and the occult dimensions. Ruud observes. “It looks like the tension-
regul ating elementsof rhythm are consciously being used. During thegradual
progress of theritual the rhythmic tension isregulated so that it corresponds
to the spirit of that particular disease. The tension-building music is
contrasted by afreer and more syncopated formdesignedto serveasakind
of release towards the end of theritual.*’

In many cultures, music is used also for healing. The “ medicine man”
plays a rhythmical pattern which has a hypnotic effect on the mind of the
patient. Western psychologists may find this phenomenon difficult to ex-
plain. Ruud notesthat “when such a healing ritual actually workswe might
find it difficult to assesstherole of the music, especially for those of uswho
arerooted in the present educational -psychological orientation. Thiskind of
musi ¢ psychol ogy might not accept the claimsthat musi ¢ possesses universal
gualities that effect the listener regardliess of culture and education.®

Music Rhythm and Body Rhythm. Music with a strong rhythm
causes a senso-motoric reaction in the human body. When soldiers get tired,
arousing march createsincreased energy. Inhisbook MusicinHospitals, Van
de Wall, explains. “Sound vibrations acting upon and through the nervous
systemgiveshocksinrhythmical sequencetothemuscles, which causethem
to contract and set our armsand hands, legsand feet in motion. On account
of this automatic muscular reaction, many people make some movement
when hearing music; for them to remain motionless would require con-
scious muscular restraint.”
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Rhythmic elements are definitely present in the human body and in
other organisms. Psychologist Carole Douglis states: “We are essentially
rhythmic creatures. Everything, from the cycle of our brain wavesto the
pumping of our heart, our digestive cycle, sleep cycle—all work in
rhythms. We are amass of cycles piled one on top of another, so we are clearly
organized both to generate and to respond to rhythmic phenomena.”

Every human being functions according to a rhythmic tempo. Thisis
partly related to therhythm of the heart, which runs between 60 and 120 beats
per minute. A normal pulse runs between 70 and 80 beats per minute. Some
studies indicate that people seem to function best when they associate with
personswho have asimilar rhythmic “tempo.” Wetend to react unfavorably
to people who are either too keyed up or too slow.%

These rhythmic or cyclic phenomenamay be observed on all levels of
biological organization. Within an organism, processes appear that are not
only accidental and self-controlled, but also self-amplifying and essential to
life, likethebrain activities, theheartbeats, and therespiratory cycle. All these
life-important rhythms are synchronized with other cellular activities and
cooperate harmonically with al the other bodily functions.?

Problems occur when we tamper with cycles and body rhythms. This
is awell-known fact in medicine. When the body is exposed to many and
continuousdisharmonic stimuli, several of thestressmechanismsof our body
areputinastateof alert. If these defense mechanismsareoverly strained, the
natural harmony of the biological rhythmsis disturbed. This causes dishar-
mony and may lead to collapse. Unless the balance is restored, the stress
situation may result in afundamental pathological disorder.

Researchershave observed aconnection between disturbance of the
body rhythms and such diseases as diabetes, cancer, and respiratory
ailments. Since most regulatory mechanismsareneutral inorigin, itisnot
surprising that many pathological alterations could also occur in neutral
structures. Inthe case of brain cells, this“disordering” can manifest itself
not only in the physical state of neurons but also in the harmony of their
functioning. Consequently, the behavior of the organism may become
seriously affected.®

We find examples of thiskind if we deprive persons of sleep or let
drops of water constantly hit their forehead, a method used in torture of
prisoners. Researcher David A. Noebel saysthat therhythminrock music
creates an abnormally high secretion of sex and adrenaline hormones and may
cause changesin the blood-sugar levelsand the amount of calcium inthe body.?*
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Since the brain receives its nourishment from the blood sugar, its
function decreases when the blood sugar isdirected to other partsof the body
to stabilize the hormonal balance. At the point when insufficient blood sugar
reaches the brain, moral judgment is greatly reduced or even completely
destroyed. Thisiswhat happens when the rhythm of rock music changesthe
blood-sugar levelsin the body.

Part 2
THE EFFECTSOF ROCK MUSIC

To better understand the effects of rock music on the human body, itis
important to know first of all how the music rhythm works. The rhythmic
element of music consists of measurements of time divided into bar cycles.
Themost common time unitsare groups of bars containing two beats (double
time), three beats (triple time), or four beats (quadruple time). In quadruple
time (like 4/4 time), the main natural accents fall on beats one (the primary
accent or stress) and three (thesecondary accent or stress). Theprimary accent
on one is, of course, the stronger of the two. This could be illustrated as
follows: ONE, two, THREE, four.

In rock music and similar forms, the accent pattern is reversed, so
that beats two and four are accented instead of one and three, as pictured
in the measure that follows: one, TWO, three, FOUR. By reversing the
order, rock makes the rhythm the most important part of the sound and
creates a conflict with the body’s natural rhythmic cycles. This effect,
knownas*back beat” or “break beat,” causesnervoustension (a“high”) because
it goes against the rhythm of the heart beat and other rhythms of the body.

Addictive Power of Rock. The “high” caused by the irregular rock
rhythm increases the heart rate, weakens a subject’s strength, and has
addictive power. Psychiatrist Verle Bell offersagraphic explanation of how
the rock beat causes addiction: “One of the most powerful releases of the
fight-or-flight adrenaline high is music which is discordant in its beats or
chords. Good music follows exact mathematical rules, which cause the mind to
feel comforted, encouraged, and ‘ safe” Musicianshavefound that whenthey go
againgt these rules, the listener experiences an addictive high.”%

Bell continues noting that “like unscrupulous ‘diet’ doctors who
addicted their clientsto amphetaminesto ensuretheir continued dependence,
musicians know that discordant music sells and sells. As in al addiction,
victims become tolerant. The same music that once created a pleasant tingle
of excitement no longer satisfies. The music must become more jarring,
louder, and morediscordant. One startswith soft rock, thenrock ‘n’ roll, then

on up to heavy metal music.”?
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John Diamond, a New York physician, has conducted numerous
experimentsontheeffectsof rock music. In 1977, heserved aspresident-el ect
of the International Academy of Preventive Medicine. He found that rock
music is the most serious form of noise pollution in the United States.
Particularly harmful is the rock music which employs an “anapestic” beat,
wherethelast beat istheloudest, suchas“dadaDA.” Accordingto Diamond,
this kind of music can “heighten stress and anger, reduce output, increase
hyperactivity, weaken muscle strength and could play a role in juvenile
delinquency.”#

Body’'s Rhythm Under Stress. These behaviora disorders occur,
according to Diamond, because rock music causes a breakdown in the
synchronization of thetwo sidesof thebrain sothat the symmetry betweenthe
two cerebral hemispheresislost. He conducted an experimentinaNew Y ork
factory whererock music wasplayed all day. When the music was switched
to non-rock, Diamond found that plant productivity increased by 15% while
the number of errors made decreased by the same number.?®

Diamond published hisfindingsinthe book Your Body Doesn’t Lie.
He explains that the anapestic beat, characteristic especially of rock
music, is disruptive because it is the opposite of the heartbeat and thus
places the normal body’ s rhythm under stress. This results in perceptual
difficulties and manifestations of stress. In young people these manifes-
tations may include decreased performance in school, hyperactivity and
restlessness, decreased work output, more errors, and general ineffi-
ciency. Inadultsthe symptomsinclude reduced decision-making capacity
on the job, anagging feeling that things just are not right, and the | oss of
energy for no apparent reason.?

In his own laboratory, Diamond tested the effects of rock music by
measuring the strength in the deltoid muscle of the arm. He found that a
normal man could withstand about 45 pounds of pressure onthearm, but this
was reduced by about a third when the anapestic beat was played in the
background.®* The purpose of Diamond’ s research was not to seek aban on
rock music, but towarn peopleagainst itsdangers. Hesurmised: “ Rock music
isnot going to kill anybody, but | really doubt if Mick Jagger isgoingtolive
aslong as Pablo Casals or Segovia.”3

Russian researcherscameto similar conclusions. They found that rock
music has “a tremendously harmful psychic effect.”3? Addressing arally of
Russian youth, the medical team who conducted the experiments announced
that rock music was “like a series of alarm signals, causing surges of
concentrated energy which must be released somewhere.”* The energy is
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channeled into brawls and fights which, the Russian doctors pointed out, isa
common feature of Western rock concerts.®

Even Ruud explains how loud and rhythmic rock music creates aneed
for muscular reactions and bodily movements: “1f the stimulus of sound via
the brain stem and the limbic system is unable to express itself in terms of
physical motion, it may result in unfortunate stress symptoms, that is, an
increased alertness and alarm preparation in the system that find no release.
Seeing that this condition is dependent on the intensity of the stimulus, we
may understand why people exposed to noise would be prone to experience
stress symptoms. Loud and syncopated music will likewise create extensive
limbic activity plus vegetative and hormonal reactions, or stress reactions.
These forces might be neutralized by means of dance.”*

ThePulseRate. Animportant measurableeffect of therock beat isits
influence on the rhythm of the heart, irrespective of whether the body isin
motion or not. Ann Ekeberg, a secondary college teacher and music re-
searcher, involved someof her colleagues—musicteachers—in experiments
with their students. Before the test, each student’ s pul se was recorded. Then
a hard rock record was played for 5 minutes. During the test, students
remained quiet in their seats. At the end of the test, the pulse rates were
checked again and an average was recorded. The result showed an increase
in the pulse rate of 7-12 beats per minute while rock music was played.

Thesix columnsbelow represent the school classeswhich participated
in Ekeberg’'s experiment. The dark gray column represents the pulse rate
before the rock music was played and the light grey column the pulserate
after the students had listened to 5 minutes of hard rock.

Totest the validity of Ekeberg’ sresults, | conducted my own tests on
my studentsat the Bergen SDA secondary school in Norway. Werecorded an
average increase in pulse rate of 10 beats per minute when the students
listened to “Hell’ sBells’ by the group AC/DC. When we played an “ Air” by
Bach, the pulse rates went as low as 5 beats per minute below their normal
pulse. Thedifferenceof 15 heartbeats per minuteisquiteremarkable. Itisfair
to say that | chose two very different pieces of music.

It is noteworthy that students who were fans of AC/DC had stronger
responses than those who disliked the music. The test proves that various
types of music affect us physically in different ways. The excess energy
generated by the rock beat causes the heart to beat faster, even when the
subject is sitting till on a chair. This may explain why rock fans find it
difficulttosit still whilelistening to pul se-accel erating music. Their accumu-

lated energy craves for some kind of release.
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The Norwegian music professor Even Ruud conducted similar tests
ontheeffectsof rock music at the Kargjan Music Institutein Salzburg. He
found: “ Syncopated rhythms are especially able to cause extra systolic
beats, beatsthat cometoo soon. Itisalso possibletoincreasethe pulserate
by dynamic changes, like the crescendo and decrescendo of a drum roll.

. Physiological reactions are dependent on the type of music being
played. Forms like dance music or marches tend to trigger motoric
responses, while other forms seem to cause changes in respiration and
pulse rates.” %

Increased Production of Adrenaline. Roger Liebi, aSwissmusician
and expert in biblical languages, maintainsthat anincreasein pulserate a'so
increasestheblood pressure. Inturn, thisleadsto anincreaseintheproduction
of adrenalin. This processisadefense mechanism against stress, which helps
to keep the body on the alert by increasing the blood flow in the musclesand
easing the intake of oxygen.®’

If the pul sestresscontinues, aswith alengthy rock concert with loud
and monotonous music, an excessive amount of adrenalin is produced,
which the enzymes of the body are unable to dispose of. Theresult isthat
some of the adrenalin changesinto another chemical called adrenochrome
(C,H,O,N). Thisisactually apsychedelic drug similar toLSD, mescaline,
STP, and psylocybin. Adrenochrome is a somewhat weaker composition
than the others, but tests show that it creates adependency similar to other
drugs. “One cannot therefore be astonished when the public at rock
concerts or in discotheques get ‘high,” go into a trance and lose self-
control.”3®
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The increased secretion of hormones caused by rock music is con-
firmed by other studies. David Noebel, a medical researcher, explains:
“Under rock music, the secretion of hormonesismore pronounced. . . which
causes an abnormal imbalance in the body’ s system, lowers the blood sugar
and calcium levels and impairs judgement.”* He cites medical research
indicating that “The low frequency vibrations of the bass guitar, along
with the driving beat of the drum, affect the cerebrospinal fluid, whichin
turn affects the pituitary gland, which in turn directs the secretions of
hormones in the body.” 4

Human reaction to rock music is so overwhel ming that neurol ogists
have been unable to suppress the physical response to its rhythms.
Experiments have been made to dope each half of the brain or several
areas of the brain simultaneously, but the patient still responds to beat of
the rhythm.*

Pulsating Light Effects. Therhythmic stimuli of rock music can be
intensified with pulsating lights. For example, laser and strobelightsused
in discotheques and in rock concerts intensify and amplify rhythmic
manipulation. Jean-Paul Regimbal, a Canadian researcher, explains how
the phenomenon works: “Lights that constantly change their color and
intensity disturb the ability for orientation and the natural reflexes. When
the change between light and dark takes place six to eight times per second
the sense of depth is seriously impaired. If this happens 26 times per second
the alpha waves of the brain do change, and the ability to concentrate is
weakened. Shouldthefrequency of changebetweenlight and dark exceedthis
and last for a considerable length of time, one’s control over the senses
might cease completely. For thisreason it isno exaggeration to claim that
rock combined with light effects results in a downright ‘rape of one’'s
consciousness.’” 42

Baumer, a German researcher, comments on the effects of such
manipulation on the bodily functions (especially at extremelevels): “ The
person enters an ecstatic state with epileptic-like cramps, in which he or
she screams, bites, roars with laughter, urinates, and tears his or her
clothes in an intense feeling of joy and happiness.”“ For this reason,
people prone to epileptic seizures are warned to stay away from disco-
theques where strobe lights are being used, seeing that these pulsating
lights tend to cause seizures.

A combination of lightsand soundsintensify the effects of therhythm,
because the body is unable to decide whether the in-coming rhythms are
compatible with its own. The secret behind rhythmic manipulation isfound
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in the sound and light waves that affect the nervous system by acting like
sequential shocks to the muscles, causing the arms and legs to move. This
explainswhy people at arock concert find it hard to resist the urge to move.
To remain immobile would require considerabl e restraining effort.

The above phenomena are easily observed in the popular rock culture
and rave parties where light and sound are used in rapid alternation, with
monotonous and repetitive patterns, in order to make the maximum effect on
the audience.

Peter Bastian, a well-known Danish musician and teacher at The
Royal Music Academy of Copenhagen, describes how relatively simple
and peripheral elements can manipulateindividuals so that their behavior
changes unconsciously. “I once observed a somewhat scary scene
involving a boy and a slot machine. The music from the machine con-
tained a subliminal message in the form of heartbeats that gradually
increased their frequency. The boy got more and more excited and finally
threw himself at the machine.—He couldn’t ‘hear’ the heartbeats, but the
‘message’ had its effect.”#

Ann Ekeberg refers to a similar example. During a rock concert in
Sweden, panic gripped the audience and three personsweretrampled to death
while many otherswere hurt. Whilethe police and paramedicstried to revive
the sufferers, theyouthful crowd hurled all sortsof swear wordsand insulting
remarks at them. In an interview, Jan Agrell, a Swedish professor and a
specialist in mass psychosis, commented on this behavior: “A crowd pos-
sessed by mass psychosis behaves like a stampeding herd of buffaloes, and
you will not be able to get through to them. . . . Pop music has magic power
and causes people to act in unison.”#

A DeafeningNoise. Volumeisamostimportant el ementinrock music.
Stacks of equipment are needed to produce the required amount of amplifi-
cation in order to make the desired physical impact. Volume for volume's
sakeisadefining trademark of hard rock. Lemmy Kilminster, of the popular
rock band“Motorhead,” told Hit Parader that hisgroup wanted to see“blood
coming out of everyone's ears, if possible. Nothing dangerous, just enough
to let us know they are having agood time.”# If rock music must be played
so loud to cause blood to come out of peopl€e' s ears to ensure that “they are
having a good time,” then it can hardly be said that there is “nothing
dangerous’ about it. Onthecontrary, numerousscientific studieshave shown
that the high noise level of rock music can harm the body in several ways.

In controlled experiments, Andrew Neher discovered that rhythmic
drumming has neuro-physiological effects, resulting in auditory driving
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responses (changes in the electric potential in the brain) which can be
measured on the electro-encephal ograph.*” Neher added that subjective re-
sponses included “fear, astonishment, amusement, back pulsing, muscle
tightening, stiffness in the chest, tone in background, humming, rattling,
visual and auditory imagery.”* Such responses are hardly compatible with
the spirit of Christianity.

For many years, the medical profession has warned that loud rock
musi ¢ can cause problems, especially hearing loss. In 1967, Charles Lebo, a
medical researcher, presented apaper onthe subject tothe CaliforniaMedical
Association. Thehighlightsof hisspeechwerereportedinthemagazineHigh
Fidelity: “The very sound of this amplified art form may present as great a
traumato the inner ear as the general quality of the music often doesto the
inner man.” 4

L ebo made sound measurementsof rock musicintwo San Francisco
establishments where he recorded noise levels between 100 to 119
decibels at the rock joints. He found that the noise levels “were capable
of producing both temporary and permanent inner ear damage in the
musicians and audience.” *°He concluded: “ Since the inner ear damage of
thetypeproduced by noi seexposureiscumul ativeand permanent, thedesirability
of lower levels of amplification for thistype of live music is gpparent.”

Even Ralph Nader, a well-known American consumer activist,
becameinvolved in thisissue and proposed that Congress should classify
rock music above certain prescribed decibelsasa* public nuisance.”*>He
concluded: “Acoustic trauma from rock ‘n’ roll music is emerging as a
very threat to the hearing quality of young peoplewho expose themselves
to substantial durations of this music by live rock groups with high
amplification.” %3

Impaired Hearing. Ralph Rupp, an audiologist at the University of
Michigan Speech Clinic, agrees with Nader that local government should
enforce a 100-decibel level on rock played in clubs> He warned against
headphones: “ Unfettered by parental monitoring, they may pulseto therock
ritual with such an abandon that permanent damage to the inner ear is
almost assured.”*

Many young people spend their days completely wrapped in a sound
blanket through the use of a Walkman ouitfit, portable “ sound blasters,” and
other forms of stereo systems at home as well as in discotheques and other
places of entertainment. The long-term effects of constant listening to loud
rock music cannot be determined.
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In 1992, the Norwegian Broadcasting Company, NRK, ran sometests
aimed at the problem of loud sounds and impaired hearing. The three tests
showed that 40% or 50% or 70% of musi ciansexperienced | ossof hearing due
to the extreme volumes at rehearsals and performances. Many found it
difficult to hear general conversation, and some were plagued with a con-
stantly piercing tone generated in the ear (tinnitus).

Some rock concerts may reach volume levels of 110-135 decibels,
whilethethreshold for damagetothehearing standsat 85 decibels. Thisisnot
aproblem limited to the performers only; it affectsthe listenersaswell. The
walkman is regarded as one of the worst culprits.

Hearing tests on persons enlisting in the military services in Norway
revealed a marked degree of hearing loss among the youth. These impair-
ments proved to becomeincreasingly noticeablewith age. Researchersare of
the opinion that this problemisasocial catastrophe of alarming dimensions.
All kindsof loud music, even powerful passagesfrom asymphony orchestra,
might pose problems, but the electrically amplified music is definitely the
greatest problem.

Manufacturers of sound systems know fully well what effects sound
amplification has on people. Geoffrey Marks, director of Cerwin Vega, a
loudspeaker production plant in Los Angeles, acknowledges that tests show
that onebecomessexually aroused when dancingto music at avolumeof 100-
120 decibels.**When asked if disco music might haveasimilar effect, hesaid,
“Absolutely! If the sound system performs properly we can manipulateit so
that people get sexually aroused. But the volume must be right. It is also
important that the basshastheright effect. The bassiswhat actually governs
and directs our feelings. It penetrates our body and affects our nerves. We
havetested this particular volume on people and have seen how they respond
with rapid sexual arousal. They seem to find it hard to resist. The low bass
frequencies have a powerful influence on body and emotions.”®’

Themusicindustry isobviously capitalizing ontheeffectsof thestrong
vibrations of the bass especially present in rock music in order to induce the
physical stimulationmany areseekingfor. Thesevibrationshit below thebelt,
causing thelistener to lose the benefits of hisor her controlling mechanisms.
For thisreason, the manufacturers continuously striveto improvethe effects
of thekilowattsso that the physical effectsmay reach ever increasing heights.

Evidence for the negative effects of rock music comes from different
sources and countries. In closing, | cite a report filed from Moscow by
correspondent Martin Walker for the English newspaper Times on Sunday.
Walker reportsthat a Russian research project Sovyetskaya Rossiya made “a
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stunning discovery” regarding rock music. “The wilder the music, the lower
is the young peopl€e’ s working ability.”®

Professor G. Aminev, head of the psychol ogy department at Bashkiria
University, found that “Heavy metal listeners are affected by the psycho-
physiological mechanismsof addiction. If they areisolated from such music
for aweek their general level of health declines, they become moreirritable,
their hands start to tremble and their pulse becomesirregular. Some of them
refused to continue with our experiments after thethird day. Thismeansthat
we are witnessing a certain kind of illness. It seemsthat rock music does not
only have apsychological influence but a biochemical onetoo, for it seems
connected with the appearance of the morphinetype substanceswhichinduce
‘pleasure.””*

Professor Aminev continues explaining that studies of Russian school
children exposed to heavy-metal discos showed “a worsening of memory,
loss of attention, afall in reading speeds, and an increase in aggressiveness
and stubbornness.”

CONCLUSION

Scientific investigations have shown that music affects the heart rate,
respiration, blood pressure, digestion, hormonal balance, neural networks of
the brain, rhythms of the human body, moods, and attitudes. The enormous
influence of music onthephysical, mental, and emotional aspectsof our body
should be of great concern to Christians who accept the summons to
consecrate their whole being as “a living sacrifice, holy and acceptable to
God” (Rom 12:1).

Theirregular, relentless, and loud beat of rock music placesthe human
body under stressby increasing the pul serate, blood pressure, and production
of adrenalin, and by impairing the hearing quality of people. More impor-
tantly, we havefound that rock music doesnot just ticklethe ear—it jamsthe
brain like afreight train.

The constant repetition, the incessant beat, and the avalanche of
decibelsmakesrock music capabl e of blasting the emotionsand themind. By
impairing the functioning of the mind, rock music makes it impossible to
reflect on truth, honesty, integrity, and, above all, to offer a“rational [logike
in Greek] worship” (Rom 12:1).
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It is remarkable that a book such as this should still be thought
important enough to be published at thisjuncturein history. Fifty years after
the advent of rock ‘n’ roll, questioning the validity of rock is considered as
decidedly uncool, even naive. Rock, highly instrumental in revolutionizing
the most revered values of American society, is now an established and
accepted fact—a major part of the national musical scene. Take away rock
and its spin-offs and one has little musical activity left. Not only isit the
most popular music in the United States; it is the most popular music in
the world. One hears the unmistakable sounds of its strident tangle of
ingredients everywhere.

Objectives of This Chapter. This chapter isdivided into two parts.
The first examines some of the factors which contributed to the gradual
acceptance of pop music into the Christian church. Attention is given to the
inadequate evangelical criticism of rock music and to the influence of the
secular culture upon the church.

The second part of the chapter considers some of the characteristics
of the societal worldview which have favored the flourishing of rock music.

-239-
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Consideration isgiven to materialism, amoralism, hedonism, and rel ativism.
These popular ideol ogies, which stem from the naturalistic movement of the
seventeenth century, have fostered a climate conducive to the acceptance of
rock music. Rock, in turn, has promoted the disintegration of Judeo-
Christian values.

Part 1
HOW POP MUSIC ENTERED THE CHURCH

Inthe 1950sand 1960swhen rock wasjust emerging, it wascommon-
placefor preachers and societal criticsaliketo lambaste the form. Respected
musicians of the “classical” type stayed away from it, and music education
programs ignored it. Dire warnings pronounced the consequences of rock.
“Rock music will rot the minds of our youth,” we were told. Lamentably,
these prophets turned out to be right in more complex and interwoven ways
than they imagined.

Early Rock Criticism. In those early years, it was fashionable for
pastors and evangeliststo spend time and energy on theevilsof rock ‘n’ roll.
As a college student, | remember how David Wilkerson, noted Teen Chal-
lenge founder, |eft in the middle of one of his crusade meetingsto go after a
rock drummer, the son of one of thelocal church members, who was playing
agiginalocal bar during servicetime. The congregation shared Wilkerson's
concern and stayed in an attitude of prayer and meditation while Wilkerson
dealt with the youth. When Wilkerson returned, however, he came without
the young man. He reported: “I have never seen a young man so under
conviction.” Wilkerson (and many like him) considered rock to be a serious
threat to spiritual health.

Asamatter of fact, the evangelical religious establishment took rock
so serioudly in those early years that special ministries arose to counter its
spreading popularity and influence. One of the first anti-rock pamphlets
published was David Wilkerson's own The Devil’s Heartbeat: Rock and
Roll!* Here he listed 16 sins that he attributed to rock music.

Other evangelists like Bob Larson, a converted rock musician, the
Peters Brothers, and Craig and Mary Harrington were energetically teaching
and preaching caution regarding this new musical form. Seminars, specia
meetings, and crusades abounded as preachers everywhererailed against the
new form.

Criticism Flawed. Unfortunately, thereformers’ messagehad afatal
flaw that would prove to be its undoing. The emphasis tended toward
examining texts and dissecting record covers (graphics). They criticized the
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lifestyleof rock musicians; thedrugs; theillicit and pornographic sex natural
to the rock scene; the emphasis on Satanism, witchcraft, and cults; the
subliminal messages; backward masking; couple dancing; and lewd and
suggestive performance practice. In other words, they criticized everything
except themusic itself! Besides mentioning the“beat” and slight concern for
instrumentation, the music was essentially ignored.

Christians refrained from criticizing the music of rock for severd
reasons: their unfamiliarity with aesthetic principles; lack of knowledge of
musical grammar; indifference toward or downright dislike of “classical”
musi c; anupbringing, henceafamiliarity, withthe pop musicgenreof thefirst
part of the 20th century; afailureto cometo gripswith the appeal of rock for
Christianyoung people; an unwillingnessto pay thepricefor athoroughgoing
biblically based musical aesthetic; and/or the inability to apply scriptural
principles to music.

In addition, religious-rock critics somehow intuitively knew that if
they denigrated the music itself, most of their own music would have to go.
| remember vividly how struck | was with the dichotomy between the anti-
rock sentiment and the pro-rock singing in a service held by a well-known
evangelist. How could thisbe? Theanswer liesin understanding of the nature
of music.

Because music was believed to be of little consequence and quite
unable to bring forth the content of intent, one merely had to analyze text,
musicians' life-styles, or performance practice, for example, to ascertain its
suitability. The music itself then could bein any style aslong aswords were
appropriate. Many well-meaning critics fell into this trap. Often they would
end their commiserations with examples of “good” rock with Christian
words. Otherwise it was similar to or at least heavily influenced by the very
rock music they were opposing.

A wholenew pop genrearosefrom an obviousneedtoreject anti-faith
textual content while retaining the musical form—akind of have your-cake-
and-eat-it-too approach to the dilemma. Soon the wholesale flood of rock,
“Christian” and non-Christian aike, began itsinexorable takeover of Chris-
tian worship asthe power of the young peopl e of the 60s, 70s, and 80s began
to flourish.

I nconsistent Criticism. Inaddition, confused Christian|leaderswaffled
ontheir anti-rock stances. Frominitially reviling rock, Wilkerson eventually
recanted after realizing that he was actually using “soft rock” in his own
meetings. Among his new guidelines was afourth one which stated, “It is
unscriptural to criticize another’ stastein music.” ® All that he had previously
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taught and preached, he now countermanded. Rock was acceptable because
music was beyond criticism. Musically autonomous in their own right,
individuals were free to do as they pleased.

Amazingly, three years later Wilkerson reversed himself again: “I
cringe when | hear parents and ministers say, ‘Don’'t judge.’ | say they had
better obey God’ sWord and judge righteousjudgment, beforethey losetheir
children to the seductionsof thisage. Parents are now so easy and nonchal ant
about the music their kids listen to. They say, ‘Well, each generation hasits
own style of music. Wedon't likeit, but it ssemsthekidslikeit. And they do
sing about Jesus, so it must be all right.” What incredible spiritual blindness!
If the music of devils gets kids up front to make adecision, it is acceptable.
How very dangerous. One of the reasons God's Spirit was lifted from the
JesusM ovement of thelast decadewastheir refusal toforsaketheir oldmusic.
They gave up pot, heroin, acohol, promiscuous sex, and they even gave up
perverted lifestyles. But they refused to give up their beloved rock.”

Wilkerson's inconsistency plays right into the hands of rock
enthusiasts. Differences among people are one thing. But when a re-
spected evangelist can’t make up his own mind, perhaps all of it isonly
amatter of opinion. If areligiousleader’ steaching moves back and forth
and back again, credibility andtrust arelost. Disreputeisbrought uponthe
whole field of biblical/musical judgments. Not surprisingly, the relativ-
ists claim victory.

Waning Resolve. Even more common are Christians who initially
resisted theincursionsof rock intothechurch but gradually relinquishedtheir
misgivings. Astheyears pass, the weariness of doing battletakesitstoll. The
attitude of the wider culture toward the acceptance and the promulgation of
rock as the musical norm of our time has convinced all but the most ardent
critic that rock’ s musical styles are here to stay. “If you can’t lick ‘em, join
‘em” became a common position.

Of course, this trend toward easing into the mainstream is not
limited to music. For example, Jerry Falwell’s no-holds-barred posture
concerning homosexuality has been toned down. The pressure to legiti-
matizehomosexuality asjust an alternatelifestyleappearsto have changed
Falwell’ s approach.

In an atmosphere of blaring Christian rock, Falwell at the Liberty
University chapel hour recently explained hisnew view with language which
Time reported as sounding “a bit strange. ‘We can have friendship with
homosexuals,’” he says. ‘' You need to learn that. . . . If we are to have areal
Christian witness to millions of gay and lesbian people we have to use our
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language carefully.”” And so hedoes, usingthepolitically correct term*“ gay”
rather than the harsher language used previously. He apologized for his
former attitude to “200 gay people of faith” in ameeting with Soulforce, an
ecumenLcal homosexual group directed by the Rev. Mel White, ahomosexual
activist.

Undoubtedly, Falwell hasnot changed hisbasic belief. But hisnew
rhetoricisanindication of thetremendous power that culturewields. The
best example of the weakening resolve of religious leaders toward rock
and rock-influenced music is also the least noticeable because broadly
accepted change comes slowly. Spread over decades, movement takes
place in an evolutionary fashion. Church music changes are no different.

Thevast mgjority of youthful churchgoersknow little of the tumultu-
oustransformation caused by therock revolution. To question such anormal
part of daily aesthetic life is astounding. Because young people have grown
up with rock, it is normal. Older people, bombarded as they are by blatant
sounds from every quarter, eventually get used to the din. Their aesthetic
sensitivity becomeshardened, and thewholeissue simply fadesaway. “ What
was all the fuss about yearsago,” they wonder.

Evangelical Tendency Toward Musical Accommodation. Thereis
another compelling reasonfor theeventual acceptanceof rock by evangelicals.
The 20th-century evangelical church hasalwaysused popular musical forms.
Evangelicals easy familiarity with popular forms made rock’s eventual
acceptance almost aforegone conclusion. Thewonder isthat it took so long.

Whilemany churchescurrently areengaged inincorporating themost
recent popular religiousmusicinto their services of worship, such aphenom-
enon is relatively recent for denominations like Presbyterian, Methodist,
L utheran, and Episcopalian. But the more aggressive evangelistic denomina-
tions, such as Baptist, Pentecostal, and Christian and Missionary Alliance,
adopted a pragmatic approach from the outset. They used anything from
culture which brought about the desired resullt.

Consequently, evangelistic denominations pattern their music after
the fashionable, secular, musical forms popular with the culture of the times.
The gospel song is a prime example. Taking its cue from Stephen Foster
songs, campfire melodies, Y MCA songs, and thelike, it eventually incorpo-
rated many popular musical idioms and traits from Tin Pan Alley and
Hollywood. This music was commensurate with the developing popular
music industry.
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Thousands upon thousands of these religious songs were written,
strictly speaking, asthereligious counterpart of the secular popular forms of
the day. With their toe-tapping, catchy air, people enjoyed singing them.
Textswere direct, experiential (emphasizing thefirst person), and generally
limited to salvation themes. This form neatly bridged the gap between light
musical fare and heavy textual themes,

If the gospel song had been recognized early on for what it isand had
been dealt with accordingly, the evangelical church might now beabit wiser
concerning the present pop foray. Donald Hustad has noted, “1 have tended
tofeel that my friend Calvin Johansson’ s sharp indictment of the gospel song
wasoverdrawn. . . . But, in thisinstance, Calvin’ sindictment was prophetic.
Thedegjavu genielet out of the bottle—the genie of commercial popreligious
music propagated by modern entertainment performance and media—has
become a dragon which would challenge St. George. Isit possible that the
churchmust now finally break itstieto secular pop music, and especially with
the religious copycat businesses (radio, TV, concerts, recordings, videos,
publishing) for al the reasons Johansson has given—especially these three:
(1) because of the exceedingly primitive nature of much modern popular
musi ¢, which hasbecome so strong acultural iconthat it cannot serveanother
master (God); (2) because copying the ever-changing stylesof contemporary
pop (from country to rock to rap to karioke to reggae) both suggests and
insures that the church’s only identity is that of novelty-seeker; and (3)
because such copying can only cgnti nue to encourage the fracturing of the
church along generational lines.”

Rock Influences Chur ch Pop. Denominationswhich adopted the
popular pragmatic philosophy of the gospel-song movement were poised
to accept the church music spin-offs of the rock-music revolution almost
by osmosis. Tuned in to pop cultural developments, it took virtually no
time at all for someone to ask the inevitable question: “Why not talk to
young people abOléIt Jesus in their own language, and with the sound of
their own music?’

Thequestionthat haddrivenreligious, popular, Christianmusicfor 50
years was again being invoked. In hundreds of churches acrossthe land, the
musi ¢ which had caught the fancy of the younger set was poised to make the
jump from rock concert, bar, and club to the chancel.

In spite of al the time, money, and effort spent to counter it, rock
musi c swept away all the objections. Regardless of what was said or done, no
preaching or zealot-led, album-fed bonfires could effectively keep this
perceived evil at bay. Inconsistent evangelical criticism, along-term continu-
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ing erosion of resolve, and an evangelical pragmatic philosophy all contrib-
uted to the acceptance of rock as abasis for a new pop church music.

Interestingly, though liberal denominations had no particular prob-
lem with accepting pop in everyday secular life, they made every effort to
maintain historic musical standardsinworship. For themost part, pop forms,
particularly rock, were not even an issue. But when membership roles
dwindled significantly and younger worshipers who had grown up with rock
became more influential, the pragmatism of survival and of placating taste
suggested taking another look.

Withacuefromthelarger church-growthmovement, liberal churches
eventually beganto adopt themusical formsused by evangelicals. For Roman
Catholics, the watershed event which allowed for the admittance of popular
music into the liturgy was the second Vatican Council (1962-1965). More
than 1500 years of musical tradition were set aside as guitars magically
appeared to accompany the Catholic pop version of evangelical Jesusmusic.

The church was ill prepared to deal with this incursion of popular
musi cfor tworeasons. First, many churchesdo not haveacl ear understanding
of what it means to be “in the world but not of it,” musically speaking.
Moreover, the pilgrim mentality necessary to maintaining such a postureis
out of fashion.

Thinking of the church asthe Body of Christ which ministersin and
to the world without being corrupted or unduly influenced by it is a concept
alien to those who have “accommodation” as their modus operandi—a
tempting positioninaworld whichischanging at a most an exponential pace
and in aworld which has cometo treat change as not only afact of life but a
way of life. Tradition becomes an enemy (except when nostalgiaisafactor).

The second reason that the church was unprepared to deal with the
rock revolution was its misunderstanding of the power of culture.

ThePower of Culture. Anthropol ogists define culture asthe sum
total of everything thereisto know about apeople: their beliefs, practices,
understanding, and symbols; their food, bathing suits, education, fami-
lies, religion, music, hairpieces, burial customs, work, war, tatoos, moral -
ity, forks, and language. Lifeisnot only lived in aculture. Lifeisculture.
Culture is the environment into which a child is born and reared, the
aggregate stateinwhichlifeislived. No one escapes culturefor everyone
isapart of it.

Theoverwhelming power that culture exercisesupon anindividual or
socia structureisnot generally understood, at least to itsfull extent. Instead
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of people possessing culture, it is culture which possesses them. Thereisno
way to escapeit. Weimagineourselvesto befreeand independent, yet weare
bound by laws, customs, and mores.

Even the Amish, who have purposively isolated themselvesfrom the
wider culture, cannot escapeit entirely. Incometaxes, toolsforged in modern
factories, buggiesrunning on thelatest rubber formulations over aroad made
by modern earth-moving equi pment, public schools, and storesall attest tothe
difficulty of escaping their environment. It is not a distortion to say that we
are prisonersof culture. No matter how much we fantasize about being free,
that dream is mostly illusory.

Certain areas of life exist in which decisions can be made which go
contrary tothe prevailing cultural grain. Someof thesedecisionsareobvious.
Christians believe that they continue to have an obligation to uphold the Ten
Commandments, for example, though the wider culture haslargely rejected
them. Even here, however, theinfluence of cultureisso strong that Christians
are not immune to culture s ability to subtly redefine the moral center of the
average believer.

Culture soverwhelming power is hard to discern becauseit isformi-
dably difficult to analyze culture from within. Yet that is exactly what
Christians are called to do. It requires Herculean effort, specia insight, and
sengitivity. Such atask will be successful only to the extent that onerelieson
divine revelation.

Who Controls Culture? The operative question is “Who controls
culture?’ Isitapurely neutral, human endeavor?lsit Satan’ splayground?Or
does God control human activity? Regardless of how the answers are
nuanced, scripture provides ample evidence that though God is in ultimate
control, He allowed humans to choose good or evil in the Garden.

Having chosen evil, our now fallen raceisclearly prejudiced toward
that evil and remains under Satan’ sinfluence. Healing the breech caused by
thefall occurs as men and women accept God'’ s offer of salvation. Y et, even
then, the regenerate retain vestiges of the Adamic. Sin, selfishness, and sloth
still operate. St. Paul’ sdilemmaof doing what he knows he should not and
not doing what he knows he should isevery Christian’s cross. Perfection
is still far off.

Scripture is replete with admonitions to beware of the world
system. “Never give your heartsto thisworld or to any of thethingsinit.
A man cannot lovethe Father and love theworld at the sametime. For the
wholeworld system, based asitison men’ sprimitivedesires, their greedy
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ambitionsand theglamor of all they thi nl7< splendid, isnot derived fromthe
Father at all, but from the world itself.” “Who gave himself for our sins,
that he might deliver usfsrom thispresent evil world, according to the will
of God and our Father.”

“Y eadulterersand adulteresses, know ye not that the friendship of
theworldisenmity with God’)whosoever thereforewill beafriend of the
world isthe enemy of God. »? We could go on and on. The Word does say
that “God so loved the world,” but that was the motivation behind His
giving His Son to redeem the fallen world. Culture needs to be viewed
with great wariness.

A Normless Culture? Culture is driven more by the unregenerate
than the regenerate, as seen by an analysis of the norms of our society. Our
nation has drifted so far from Judeo/Christian ideals that our Post-Modern
culture has been referred to as “ Post-Christian.” 1t is an apt label. At every
juncture, Christian values have been softened and/or obliterated.

It isonething to have an individual president behave immorally and
unethically. It isquite another to note the acceptance of such behavior by the
population. Will Herberg's 1968 statement, “ Todellg’ s culture comes very
close to becoming a non-moral, normless culture,”  should be amended to
read, “Today’s cultureis, in most quarters, anon-moral, normless culture.”

Theintervening years have brought us to the point where traditional
valuescan nolonger be assumed. Thegluethat holdsour culturetogether has
broken down. Normlessness has become our new “norm.” Androck musicis
one of the prime instigators.

Driving the re-valuing revolution is the operative underlying
worldview of society. The Church is, of course, part of culture. But it is
also supposed to be supra-cultural—above culture—speaking to the
world from asupernatural vantage point. If it isboth of culture and above
culture, it is absolutely imperative that it continually monitors the wider
culture’'s movements in order to crosscheck them with its own divine
standards and assumptions.

What Values Drive Our Culture? The church does speak out on
issues which are clearly, even blatantly, unchristian; murder and gross
immorality are still believed to be wrong. However, the places that need the
most careful watching are the more subtle attitudes and innuendos of culture
which signal drifts from a Judeo/Christian center.

Thequestionis. “What isthereal, down-to-earth, working worl dview
of our culture?’ “What are the assumptions which make us the people we
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are?’ “How do they work themselvesout inthedaily life of our nation?” And
finally, “How do these assumptions compare with those of abiblically based
worldview?’

The conglomerate philosophic center of a nation defines its culture
more than anything else. Some cultures eat with spoons, and others eat with
forks and use knives as pushers, but these are only peripherally significant.
The important issues change the basics of life. Value systems which
reflect the collective thought of a people must be noted and responded to
by the Church.

Even though the worldview of a nation is not a unified, clearly
articulated, or agreed upon set of assumptions, the average acted-upon
understandings of most people are enough to ascertain the worldview
assumptions which drive a particular culture. These characteristics must
be apprehended.

Part 2
SOCIETAL WORLDVIEW CHARACTERISTICS

All things considered, the operative worldview molding our national
lifeis naturalism. In biblically based theism, God-ordained objective prin-
ciples govern life. These originate with God and are given to usin law and
grace, principle and example.

Naturalism. Inthe 17th century, thefirst chinks appeared. Think-
ers reduced God’s status to that of absentee landlord, an entity removed
from the world. Although theoretically He still existed, He became of
little importance in daily life. Known as deism, the absent clockmaker
worldview, God (the clockmaker) created theworld, wound it up, and then
left it alone to run on its own.

The concept of an absent, uninvolved God |led peopleto concludethat
the human raceis coldly aone. Nietzsche's proposal that God was dead did
not seem farfetched. Further, it wasnot astretch to postul ate that God was not
only absent, but perhaps never existed. Thus, naturalism. There is no God.
Theonly eternal entity ismatter. Humans must make the best of their chance
existence because there is no overall purpose or design to life. Humans are
mere products of Mother Nature and have theright to live astheir individual
subjective tastes desire.

Naturalismis now the dominant worldview philosophy which drives
Western culture (as well as societies under the West's strong influence).
Arising in the 18th century, it has finally come of age. Spawning many
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permutations, including some major world-changing ones (such as secular
humanism, Marxism, nihilism, existentialism, and new agethought), natural -
ism seemsto be hereto stay. “ 1t dominatesthe universities, collegesand high
schools. It provides the framework for most scientific study. It poses the
backdrop against which the humanities continueto strugglefor human val ue,
aswriters, poets, paintersand artistsin general shudder Lﬂ’ldel’ itsimplications.
... horival worldview has yet been able to toppleit.”

The philosophic assumptions of naturalism affect society signifi-
cantly. Thegeneral characteristicswhich describe our national lifearethe
result of naturalism. The basic core beliefs of people stem from certain
central assumptions. Societal characteristics are part of a larger overall
scheme. Some may appear to be harmless; but asapart of naturalism, they
are deadly.

Materialism. Naturalism’s contention that only matter is eternal
puts a priority on things. Such an emphasis is not found in theism. Our
preoccupation with buying and selling, with obtaining and storing, is a
glorification of a central naturalistic assumption that “what you see is
what you get.”

The cosmos is redlity; life after death, non-existent. Life's signifi-
cance is bound together with that which is sensual. Celebrating the eternal
stuff of existence in material things plays into this theme of the priority of
possessions. Goods are away of life.

Amoralism. Itisnot surprising that naturalism embraces an ambigu-
ousview of morality. Naturalismisnot merely against the concept of theistic
morality—it holds that there is no absolute moral standard in thefirst place.
Morals are essentially a private matter. If one wishes to adopt a certain
standard, that isfinefor that individual . On the other hand, someone el se may
believeinno moral standardsat all. Since morality isahumaninvention, one
isfreetoinvent morals. Neither position, itisbelieved, issuperior totheother.
Naturalism is morally neutral.

Naturalism has had adevastating effect on people’ sunderstanding of
thepower of musictoinfluencecharacter. Theancient Greek doctrineof ethos
and the early church’s circumspect attitude toward music has become
unacceptable to modern society. Stripped of any foundational absolutist
assumptions, naturalism’s tenets of no mora right and wrong affect all
disciplines. Who would argue that music affects character when thereis no
such thing as character in the first place? Amorality has had the effect of
dismissing centuries of ethical/musical concerns.
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Never mind that most of the children and young people who have
committed heinous crimes in the last two decades have invariably been
attracted to rock music. Such anecdotal evidenceisunscientific, but that does
not makeit unreliable or unimportant. Music must not beregarded asan elr21tity
without amoral component, yet that is exactly what naturalism infers.

Selfism and Hedonism. Naturalism hasno frame of reference except
the natura evolutionary world driven by chance processes of evolution.
Humans are prisoners of a mistress we do not know except for some vague
notion of aconnection to eternal, impersonal cosmic molecules. Life hasno
outside-imposed purpose or meaning from some higher order of being.
The individual positions his center of existence in the only thing that
makes any sense.

Given the mechanistic orientation and emptiness of the naturalistic
order, the self is al he has. Making life more bearable by escaping the
determined world of impersonal natural selection is one way to fill the
emptiness of existence. Of the many forms that escape takes, aprimeway is
to seek out pleasure.

Entertainment hasbecome anational pastimewith millionsof dollars
and millions of hours spent on sports, Hollywood productions, and the
popular music “industry.” The desire to please ourselves while we have the
chanceisentirely consistent with the naturalistic assumption that thereisno
larger life, no heavenly city to aspireto at death. Living for themoment inan
escape mode seemsto bealogical way to forget the capriciousnessof the past
and the grimness of the future.

Hedonism holds that pleasure isthe highest good. Enjoyment and
funarelaudabl e pursuits. And why not? No absol utelevel sof pursuit exist
innaturalism. Itisaworldview turned in onitself. Theindividual, though
heisin some way determined, authenticates his existence by ordering his own
world around self and doing it in the least taxing, most pleasing manner.

Relativism. Naturalismtakesadimview of absol utes. Thisworldview,
more than any other, has promoted one of the most visible characteristics of
the age in which we live—relativism, a philosophy which avoids authority
and optsfor taste. Since the 1950s, relativism has been amajor player in the
daily lives of millions of people. Naturalism, in the past 50 years, has
trumpeted the superiority of asweeping relativistic subjectivity. Itsloveaffair
withthesubjectiveisamatter of necessity rather than choice. Having no place
to go for absol ute standards and val ues, subjective invention becameitsonly
option.
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Inaway, naturalism’ sfoundationisitshiggest dilemma. Itsinsistence
that there is no God (and all that implies) is central to its proclamations.
Carried to itslogical conclusion, naturalism ends in nihilism, a negation of
everything. But life aswe know it could not be lived nihilistically. Negating
things like traffic lights or poison mushrooms does not prevent one from
paying the price should they be ignored. So it is with naturalism. Although
ultimate authority isdismissed, areas exist in which we need to trust experts.
We should do better to let atrained pilot fly a 747 rather than anon-pilot. A
surgeon isbetter qualified to operate on atoethan aplumber is. Innaturalism,
a certain chameleon-like transformation allows for objective changes in
application. Yet in the area of aesthetics, naturalism’s penchant for the
subjective is clearly inviable. Taste, pure and simple, is the operative way
musical selection is made.

Rock’ sInfluenceon Cultur e. Undoubtedly, naturalistic presupposi-
tions fostered a climate in which rock music flourished. Materialism,
amoralism, selfism, hedonism, and relativism supported the musical sounds
of rock and itstextual philosophy. However, it istoo facile to conclude that
rock was simply a result of naturalism and subsequent more extreme
worldviews. The relationship between rock and worldview assumptionsis
complex. Rock was as much a cause as an effect. It had an agenda, and that
agenda, inculcated in its texts and more importantly in its music, served to
mold culture in its own worldview image. Rock was used to further the
secular humanism of a godless and naturalistic worldview.

Rock musicians had immense power. The music served asacatalyst
tolaunch the most sweeping popul ar revolution of value systemsthe Western
world had ever seen since thetime of Christ. Traditional notionsof morality,
ethics, aesthetics, and societal values based on Judeo/Christian theism were
turned upside down.

Robert Bork notes thisflip-flopping of societal values: “We are now
two nations. These are not, as Disraeli had it, the rich and the poor, or, as
presidential commissionsregularly proclaim, whites and blacks. Instead, we
aretwo cultural nations. Oneembodiesthe countercul tureof the 1960s, which
today isthe dominant culture. . . . The other nation, of those \1/§/ho adhere to
traditional norms and morality, is now a dissident culture.” Singers and
musicians became the heroes and idols of the target audience, the young.
Absorbing countercultural values through the music they listened to, the
young brought their value system along with them when they matured into
adulthoood.
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Most evangelical church youth of the 60s were amenable to the
suspicion of parents, pastors, and teachers concerning rock. That did not
keep them from assimilating it, however. Because it was heard every-
whereyoung peoplewent, they could hardly avoidit. Astimewent on and
rock became more and more extreme in its text and music, everyone,
including adults, was swept along by thetide. Eventually, it wastaken for
granted—a fact of life.

The real danger of rock is not that it will take over the music of
worship completely—religious hip-hop, punk, and heavy metal congre-
gational fare. The real danger is more subtle. The great danger is the
insidiousinfluence of rock music on the music of Christian worship and on the
daily listening habits of those who patronize the Christian music field.

The church is not in any imminent danger of its vocal music taking
onacidrock characteristics, although some churcheshavedoneso. Of course,
dozens of CCM soloists, bands, and ensembles are thoroughgoing rockers.
But for the most part, the influence of rock on congregational music should
be the greatest concern.

Rock and ReligiousPop. Presently, the Church’ shiggest dilemmais
inthewider field of worship music, which hasbeen influenced by rock music.
Popular religious music is flooding the church as never before. Most of this
music cannot be categorized as out-and-out rock. Y et the musical formu-
lations are quite out of character for music that is supposed to be a
reflection of the gospel.

A closer ook at thislarge body of music indicatesthat althoughitis
not strictly rock, it does have many of the characteristics of popular music.
While very few churches would tolerate the incursion of hip-hop into
worship, for example, most are coming to welcome music with a decidedly
pop air. It is, therefore, more useful to consider the broader category of
popular music (which includes rock) in Chapter 10, rather than the more
narrow genre of rock. Looking at pop forms asawhol e cuts across demarca
tion lines of sub-categories and looks at the broad spectrum of the religious
pop music field.

We need to consider pop music as agenre, asaclass, and asastyle.
Such criticism is distinctly out of fashion, that question supposedly having
been settled in pop’s favor thirty years ago. But history has shown that
whol esal eaccommaodation to culture changesthe gospel . Who would dispute
the claim that lighter, more “fun” music on the part of evangelicals has
accompanied a simultaneous reduction of piety and discipline?
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Granted, such astate ought not belaid at thefeet of music alone. Other
factors have contributedto it: a feel-good approach to faith, a culture of
trivialization, an easing of moral constraints, the breakdown of the family
unit, distrust of authority, an erosion of belief in the sovereignty of God, and
so on. But on balance, music has had a disproportionate influence on the life
of the church.

We Livein a Pop Culture. When the music histories of the 20th
century are written, the most prominent musical feature to emerge will bea
large scal e shift from art music to popular music. Thedramatic change can be
chronicled by noting thewaninginterestinclass cal musicasthecentury wore
on. Thisis not to say that classical music is dead, but its future is at best
uncertain. It may eventually be found only as a museum artifact should our
present value system continue.

Community-concert associations, arts councils, and the like were
forced into programming more and more pop concerts in order to attract
the audience necessary to stay afloat. Even the most prestigious sym-
phony orchestras resorted to adding pop attractions or a separate pop
concert series in order to keep the orchestra financially viable. Choral
societiesaswell as church choirswhich sang ahigh standard of repertoire
dwindled in number.

Popular singers of thefirst half of the century kept some modicum of
vocal beauty in their singing (Bing Crosby and Dennis Day, for example),
while the last half of the century experienced vocal sounds that became
increasingly ugly. Machines made mass marketing of recordings a multi-
million-dollar enterprise. Pop soloists and groups after World War 11 served
torevolutionizewesternlifein every way. Doing so gave them, with the help
of commercial marketing strategists, astranglehold onthemol ding of musical
taste. College and university curricula reflected lagging interest, as did the
disappearance of the neighborhood piano teacher. All in all, the century
showed that music cannot be divorced from the devel oping traitsof asociety.
The values of a people show up in what they sing and play.
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*kk*k*

One cannot get around it. What the church does represents what the
church is. A congregation that lies to the city council is showing off its
Christianity (or lack of it). A church board that deceives the pastor is giving a
witness of itsfaith. A Christian-education program which isall but nonexistent
is dysfunctional in working out the Great Commission!

So al-encompassing is biblical theism that everything the church
embraces becomes an analogue of itsfaith. That iswhy the actions of the church
aresoimportant. It speaksnot only foritself, but foritsLord. Whenit actsinways
that are contrary to its very covenant, such actions are still perceived as
representing God. When its actions are consistent with its faith, such actions
likewise represent the Almighty. Whatever we do in word or deed, good or bad,
becomes a working symbol of lifein Christ.

Since we cannot avoid witnessing, the only question that remains
concernsthe content of thewitness. If the symbol isvirtuous, consistent with the
faithinevery way, thewitnesswill be positive. The gospel will be promoted and

-255-
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glory will begivento God. However, when thewitness or symbol isinconsistent
with God’ sWord, when it shows (viaits own language medium) characteristics
which areoppositeto thetraitsof thegospel, then the symbol bringsdisreputeon
the full gospel. Such representations do much harm to the cause of Christ. They
need to be rejected. Whether it’s heretical preaching, sentimentalized calendar
art, or inappropriate music, the quality of witnessis determined by its integrity
to gospel principlesin its own medium.

An analysis of the characteristics of popular music,l a genre which
includes many styles, must of necessity be quite general. The traits mentioned
hereareendemictoall of them. It should al so be noted that within each category
of popular music, fromrapto Broadway to CCM, therearelevelsof worth. Music
isnot al of the same quality.

Obviously, the broad category of popular music in no case has the
standard of excellence found in art music, amusic of great integrity and depth.
Ifitdid, it would by definition no longer be popular music. “Pop,” as| amusing
the term, refers to that which is made for the express purpose of becoming
popular at the expense of those compositional traits which yield a music of
artistic greatness.

Objectives of This Chapter. This chapter attempts to help the reader
understand the fundamental differences between the values and goals of pop
musi ¢ and those of the Gospel . Eight specific areasare compared and contrasted.
Theanalysisof these areas show that pop musicisinimical tothegospel and can
ultimately pervert its meaning and relevance for today.

Church Music as a Symbol. Music is often thought of as a text
lubricator, a means to worship, a kind of background halo hanging over the
congregation, or even an emotional stimulant which punctuates preaching.
Church music, however, is something quite different. Thevery least that church
music should doistofurther thegospel . Although thisinfluence of themusic may
be totally subconscious, we should not take it for granted. To do so may be
perilous. Too many believethat the gospel furthered by musicisfoundinthetext
itself apart from the music. They consider the music merely as accoutrement to
thetext. Thisisamisunderstanding of the comprehensive nature of the reach of
church music.

Church music hasapowerful propensity for communicating viaitsown
language medium—notes, rhythm, harmony, texture—something much larger
thanitself. Trying to split the message of church music from its medium simply
is not possible, even though that mistake is often made.
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Acknowledged or unacknowledged, church musicisasymbol. Itisa
symbol of Christianity, Christian theism, or, in short, the gospel. It is a
symbol, not because of style or quality, but because of its use. That is, the
word “church,” used adjectivally, describesthe useto which churchmusicis
put. Since “church” is a description of the whole Christian enterprise,
“church” (or “Chrigtian”) music is music which likewise describes Chrigtianity.

(1) Entertainment Versus Edification

Thefirst and most obvioustrait of all pop musicisthat it isentertaining,
a fact generally missed by those who use religious pop music in worship.
Nevertheless, entertainment is at its very heart. Myopic and narcissistic, pop is
oriented around musical pleasure based on individualistic whim and caprice
rather than on objective musical value and worth. No matter how vehemently
people deny it, pop entertains. That iswhy it exists.

Pop musicians know this and readily design their renditions to be
frivolous, if not witless. This fun music with its constant bombardment of
musical silliness tends to reform the listener in its own image, a result which
eventually may turn out to be anything but “fun.” Again, easygoing, breezy,
informal, mad, wild, secular, or Christian, pop music has at least one thing in
common—it entertains.

Pop’smusical composition insuresthat thisis so. Entertainment occurs
whenmusiciscrafted devoid of musical reason. Harmony, melody, rhythm, and
timbreare shapedto befunand viscerally stimulating. Without theoretical depth,
pop utilizes a construction which isempty of serious musical thought. It isone-
sided, costing thelistener littleintheway of intellectual investment. Sweet, sour,
saccharine, or belligerent, pop washes over the listener with gay abandon. Its
purpose, itsraison d' étre, is to amuse.

The Gospel Is Not Entertainment. Gut-wrenching, life-changing
redemption haslittleincommonwith amusement. Jesus’ sacrificewasnotanidle
pastime. Nor isthelife He callsusto either frolicsomeor filled with tomfoolery.
Christiansare called to alifethat is painful at timesand yet is sometimesfull of
unspeakablejoy. TheChristlifewasnever intendedtobefrivol ousor supercilious.
Further, the worship of the Saviour, the One who suffered, died, and rose again
togiveusnew life, ought not reflect popular culture’ scontemporary predilection
for trivialization.

Worship which focuses on providing the worshiper a rollicking good
timeissacrilege. Inaccommodating thegospel to society’ sloveof entertainment,
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worship isturned around 180 degrees. Even though we believe such worshipis
directed toward God, in redlity it is directed toward people. What we utilize in
worship is that which pleases us, the created. We want things we like—things
which feed our selfish drive for having a good time. Naturalism’s hedonistic
tendenciesend up in the house of the Lord. Infact, worship whichisbased onits
entertainment quotient isidolatrous. The worshiper isworshiping self.

It should be obvious that to use popular music of any type in worship
simply turns worship into entertainment, no matter what category, stripe, style,
or subspecies of musicit is. Whether rock, CCM, swing, or ragtime is used, the
end result will be the same: convoluted worship, trivialization of the faith, and
immaturing of the believer.

Ontheother hand, great music edifiesthelistener. The composer invests
inthework musical traitswhich call the listener to reflect seriously on levels of
musical content that go beyond the temporal. With emotional and intellectual
balance asaresult of competent craft, musical depth in great music sympatheti-
cally resonateswithin the heart and mind of thelistener inthemanner of agestalt.

Thosewho givetheir whole beingsto apiece of finemusic aretranslated
to realms beyond description. They are enlightened and moved. These experi-
ences leave them with a sense of wonderment. In the manner of genera
revelation, the listener is built up and edified. Far beyond entertainment, fine
music brings one face to face with aworld which reflects God’ s glory.

(2) Novelty Versus Creativity

Popular Music Is Novel. It relies on facile decoration (often obnox-
iously obvious!) to provide the illusion of true creativity. It requires constant
changing becauseit doesn’t wear well. The Top 40 areacasein point. Continual
dropping and adding of titles indicate how the genre needs the momentum of
changeto stay aive.

Disposability supportsakind of fad approach to composition which pop
music must have in order to survive. Integrity defaults to expendability. Pop
music cannot tolerate the degree of creativity that art music demands because
then it would cease to be pop. Novelty depends upon hype and gimmicks,
plentiful in the annals of pop history.

Some of the more extreme innovations are not only novel; they are
bizarre. Biting the head off a dove or amplifying the throbbing thump of an
ear-splitting trap set may be novel, but certainly they have little to do with
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credtivity. The latter may be defined as making with imagination and integrity.
Imagination comes from the innate talent and vision that an artist possesses.

The competence of compositional craft determinesthework’ sintegrity.
Both imagination and craft are necessary. It isafallacy to think of creativity (in
the sense we are using the term) as simply “newness.” In fact, creativity only
existsasit mirrors, haltingly to be sure, the creativity of Almighty God. When
God looked back upon the world that He made in the initial creation, the Bible
saysthat “ God saw every thing that he had made, and, behold, it wasvery good”
(Gen1:31,KJV). Thisisastatement of quality. Thecreationwasnot only created,
it was created good. More than that, it was created with a high degree of
excellence; it was created very good.

Creative Excellence. God, the “Maker of heaven and earth,” saw fit to
tell usof Hiscreatorship at the outset of Hisrevelation to us. Further, Hetellsus
that we are madein Hisimage. Among the variouswaysthat Hisimageisshown
in us, certainly the one which stands out among all the othersisthe fact that we
have been made in the image of a creator. When reading the Bible from the
beginning, the narrative begins with the fact of God’ sexistence. Thenthereisa
recounting of theinitial creation. When we come to verse 26 of Genesis 1, the
only thingswe have been told about Himisthat Heexistsand that Heisacreator.
“Letusmakemaninour image, after our likeness’ leadstothelogical conclusion
that we have been made creatorsin the likeness of a Creator.

Creativity isno small thing. It isthefirst thing we know about God and
the first thing we know about humans, which gives it a certain priority. The
councils which framed the creeds (such as the Nicene and Apostles creeds)
recognized the importance of God'’ s creatorship by affirming it at the outset of
each formulation: “We believe in one God, the father, the almighty, maker of
heaven and earth.” And again “| believe in God, the Father almighty, maker of
heaven and earth.”

When using God's creativity as a model, it is imperative to note that
whatever Hemade, it was made excellently. Even moreto the point, the products
of God's creativity were not banal, trite, mad, or wild. They were not casual,
hackneyed, or stereotyped. They were not easygoing, trifling, silly, or wacky.
Nor were they disposable or expendable. To be sure, when Adam and Eve
disobeyed in the garden, all of creation was brought under the curse of sin. But
even so, we see alevel of creation which defines for us creative excellence.

Pop Music Lacks Creative Excellence. Popular music does not
aspire to the highest degree of creative excellence. It is too facile, too
obvious. It lacks the musical craft and imagination of great music. While
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some pop songs may be better than others, nonerisetothelevel of excellence
foundin seriousmusic. It may benovel, but it doesnot have Godly creativity.

Since pop has no musical depth (as in art music), the inevitable
conclusion is that pop creativity and Godly creativity run counter to one
another. This makes pop an inadequate medium for theistic witness. Since
oneof God' smain attributesisHisexcellent creativity, wetestify about Him
best when our church music witnessis deeply creative. Novel church music
may be fun to listen to, but musically it suggests that the Christian faith is
similarly slick. Itimpliesthat the author of such asuperficial faithislikewise
a creative lightweight—hardly afitting representation of God Almighty.

We know that Jesus, as agent of creation, literally holds the universe(s)
together by the power of Hisword. Creatio continua, God’ scontinuing creation,
speaks eloquently of His power to sustain what He originally created, and that
that sustainability is just as credtive as the original creation. Moreover, God
choosesto work through humansin the continuation of creation. Hehasgiven us
acreation mandatetofulfill the potential He placed intheworld at the beginning.
Hence, humans are arms of God' s creatio continua.

If humansareto be God’ screative agents, the Church should realize that
it too is part of God's cregtive cal. The Body of Christ on the earth, in its
representation of what it meansto witnessto God’ sgrace, should include works
of the highest creativity of which humans are capable. The corporate worship of
the Churchisitscollectivewitness. Can one omit the musical meansof Godly
creativity and expect good witness through forms which are absolutely
poverty stricken?

Popular culture has so captured the minds and hearts of the Church that,
without a second thought, worship has become stripped of much musical
creativity. Thislowersthe standards of the Church in order to meet the approval
of thewider culture. Ought the Church be awarmed-over version of the society
itistrying to save? That does not make sense. What isneeded isfirm resolve. A
beginning would be to avoid pop church music which is reminiscent of our
culture’ s infatuation with the novel. We should rely instead on that which has
inculcated in it the Godly attribute of high creativity.

(3) Immediate Gratification Versus Delayed Gratification

The general aesthetic principle upon which pop is based is immediate
gratification. Thisprinciple, morethan any other, definesthegenre. Every aspect
of the musical structure, whether melody, harmony, rhythm, texture, or form, is
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built upon the notion of supplying musical gratification in the quickest, most
direct manner. Little aesthetic subtlety existsin pop. Just asour cultureisone of
credit card immediacy NOW, so pop mirrors culture by being a music of
expeditious indulgence NOW.

ImmediateGratification. Themusic of popisconspicuously easy to
assimilate. Thisfact alone accountsfor the rapidity with which it wears out.
Themusical components of pop rarely outlivethelistener’ sinterest in them.
They are composed for easy assimilation which provides no significant
challengeto thelistener. That which isfully comprehended is asinteresting
asyesterday’ snewspaper. Nostal giaexcepted, new songs supplant theoldin
an endl ess parade because the aesthetic principle of immediate gratification
demands constant turnover if the genre is to be perpetuated.

Leonard Meyer has shown that when musical goals are “reached in the
most immediate and direct way,” ? aestheticvalueissli ght. In addressing pop and
art music, Meyer suggests that the difference between “art music and primitive
music lies in speed of tendency gratification. The primitive seeks amost
immediate gratification for his tendencies whether these be biological or musi-
cal. Nor can hetolerate uncertainty. Andit isbecause distant departuresfromthe
certainty and repose of the tonic note and lengthy delays in gratification are
insufferableto himthat thetonal repertory of the primitiveislimited, not because
hecan’tthink of other tones. Itisnot hismentality thatislimited, itishismaturity.
Note, by the way, that popular music can be distinguished from real jazz on the
same basis. For while ‘pop’ music whether of the tin-pan-alley or the Ethelbert
Nevinvariety makesuseof afairly largerepertory of tones, it operateswith such
conventional3 cliches that gratification is amost immediate and uncertainty is
minimized.”

The speed of tendency gratification is an indicator of musical value.
Pop’ s goal-inhibiting tendencies are negligible; art music’s are significant. To
the degree that the final tonic, for example, is creatively worked toward, the

ultimate arrival of the concluding cadence, postponed until the subtly crafted
digressionshavebeenworked through, isthedegree of valueapiecehasattained.

If there ever was an aesthetic principle which perfectly matched a
culture, it is this principle of immediate gratification. From “How to Play the
Pianoin Ten Easy Lessons’ to instant mashed potatoes to contractual theology
to sex outside of marriage, the prevailing attitude of our cultureisto consummate
desire with an immediacy which finds delay repugnant.

Such practicecutsacrossthebroad cultural frontandisstrongly ingrained
inthecollectivepsyche. Itisclearly seeninthecasual attitudetoward fornication
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and adultery. If immediate gratification has bent morality to itsown norms, how
much more should we expect that it has done the same to society’s aesthetic
appreciation. Thisiswhy pop isamusical analogy of our culture' s values.

Delayed Gratification. The opposite corollary of immediate gratifica-
tionisdelayed gratification. It isone of the key aesthetic principlesemployedin
the creating of music of integrity and worth. My experience over alifetime of
rehearsing college and church choirshasbeen that music of delayed gratification
wears well over weeks and months of rehearsal. But popular music of
whatever ilk does not fare aswell. Choristerstire of rehearsing its predict-
able tunes and harmonies.

In spite of any technical difficulty, when musical components exude
obvious musical patterns that are trite, the very thing that makes the music
popular inthefirst placeisthething which killsit in rehearsal. The same can
be said for careful listening. Pieceswhich can be assimilated without travail,
so to speak, do not have the power to engage the listener for long.

The mystery is gone, the challenge dissipated, the music plastic. But
music built on delayed gratification has built into it distance, adventure, and
challenge. Thejoy of anticipation is apropellant toward eventual gratification.
The process of listening isone of looking forward, of new discovery, of finding
in the music a similitude with the human condition.

A Gospel Principle. Delayed gratification is a major gospel principle.
Consistent with God’ sdealing with humanity, the New Testament continuesthe
Old Testament pattern of progressive revelation. From the earliest encounter
with Abraham to the ascension of our Lord, “that which is to come” always
entices us. Hebrews 11 chronicles heroes of the faith who died in the hope of
receiving that which was promised.

The New Testament reveal sthat Christianswill someday sit down at the
M essianicbanquet. Someday, therewill beno pain, no sorrow; someday, wewill
receive an incorruptible body; some day, the lion and the lamb will lie down
together. Christ hasdied. That ispart of thehistorical record. Itis truethat Christ
isrisen, but there is aso the hope that Christ will come again. Christianslivein
hope. We do not now receive everything coming to us. Wewait until thefullness
of time. That is delayed gratification.

Some day we will be completely vindicated. But not now. Included
in God's dealing with us is a time line. Life is a process; our Christian
experienceisajourney. Though we are fully sons and daughters of our Lord
at conversion, more isto come. If the Christian lifeisanything at all, itisa
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process of maturing—a process of becoming conformed to the image of the
Son. That takes time. Full gratification is delayed. The travail of making us
into what God wants us to be a mark of our Christian human condition.

The concept of delayed gratificationisalsoabasiclifeprinciple. Itisthe
way God made the natural world. Life comes from seed, then growth toward
maturity. The end of lifeis encapsulated in time. It doesn’t happen all at once.
Additionally, progress toward the eventual goal isimpeded by difficulties and
detours. Theseincursionsmakelifeadifficult roadtotravel. Nonetheless, rightly
understood, the rigors of life have a purpose because they give meaning and
shape to existence.

Pop Music Is Not the Musical Gospel. These considerations should
cause usto reject the present headlong acceptance of immediate gratification as
basic life strategy. It is not how God designed life. Nor is it the model for the
Christian walk. Aesthetic works based on immediate gratification are unable to
aspire to greatness because they are out of step with Godly design. Asalife
principle, agospel principle, and an aesthetic principle, immediate gratifica-
tion fails.

Put in this light, why is the Christian church so enamored with pop
music? Based asit must be onimmediate gratification, pop isincapable of being
the musical gospel. Its medium of notes, rhythm, and harmony is unable to
display general revel atory gospel witness. Pop musicsimply haslittleincommon
with the gospel.

Worship is an activity which ought to be consonant with scripture and
with the Christian walk. Thefact that much worshipisbeing filled with forms of
music built on the aesthetic principle of immediate rather than delayed gratifica-
tion is grievous. Such has all the ear marks of pop worship and has more in
common with theworld than with heaven. Worship inconsi stent with the gospel
is, once more, no worship at all.

(4) Low Standards Versus High Standards

Popular music’ s standard is determined by the lowest common denomi-
nator of public taste. Music for the populace means music which rises no higher
than the inclination of the least astute listener. It is predisposed toward the
lowering of musical appreciation becauseit doesnot call for the hearer toriseto
ahigher level of musical competence.

L ow Standards. What is provided ison the basis that it will not be too
cultured, too erudite. Twentieth-century pop music decreasesthelevel of musical
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sophistication. It reflects the adamic nature of sloth and laziness and fosters a
declining ability to compose, play, and sing well. People need high aspirations
to excel. The problem with pop is that, as agenre, it isfixated on mediocrity.

Conversely, musicof artistry assumesthenormal cy of high expectations.
Composers don’t write “down” to an audience, even at the subconscious level.
Unlike pop composition, which exists within an assumed framework of the
necessity of mass acceptability, art music expects the listener to rise to the
standard set by art work. The hearer does not determinethe aesthetic level of the
composer’s craft. Rather, the composition is made to reflect the very highest
aesthetic excellence.

Whether performersor audiences“understand” or “like” the pieceisnot
relevant to the compositional process. If the work is at too high a level, the
audience isinvited to rise to that level. There is no dumping down, no writing
down. Great music calls usto be our best musical selves. Its assumption is that
people have the ability to make friends with the highest and best forms of art.
Quality comesfirst.

High Standards. Scripture, too, calls for high standards. These are
easily seen, for example, inthe Ten Commandmentsand inthe Lord’ srequiring
Israel to remain separate from surrounding cultures. Not so readily perceived,
perhaps, are the New Testament standards under grace. Not being accountable
to the ceremonial law might seem to indicate afree-for-all. Because humans
look at the outward appearance but God looks at the heart, is behavior a
concern any longer?

Jesus Himself gives us direction in Matthew 5. Under the law, adultery
and murder wereforbidden but under Hisreignlust and anger areal so prohibited.
It seems clear that a higher standard is set under grace. Now a person’s heart is
an additional battleground onwhichright must prevail. Further, all that Jesushad
to say about personal purity, practicing the God-controlled life, giving good for
evil, discipline, and the call to leave everything for the cause of Christ shows
unequivocally that grace calls us to a higher standard than the law ever did. In
other words, grace fulfillsthe law.

Thisbeing the case, little support isshown for popular culture' s propen-
sity for the lowest common denominator. By accepting the basest cultural
standards, the norm simply degrades society. If the gospel call is to high
standards, then Christians have a duty to promote them wherever they have the
opportunity.
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High Standards in Church Music. In worship especialy we should
expect the high standards of scripture to be borne out in the works of our hands.
Music in church must be of acaliber that rises above the low musical standards
of the world. Simply because a song isliked is no reason to use it. People may
be comfortable with it, but acceptance by a cultural milieu of populists and
adamic principlesplaced by Godinthenatural world, principleswhicharecross-
cultural and timeless, may be circumvented.

Composers and performers are able to do whatever they desire without
concern for the musical worth of what they are doing. While this may appear to
befreedom, it really islicense. It hasacost: poor music. The statement over the
court house in Worcester, Massachusetts, is noteworthy: “Obedience to law is
liberty.” Extreme subjectivity isan invitation to anarchy. That isthe situationin
pop musicfromacompositional basis. Doingthat whichisrightinone sowneyes
may seem like artistic freedom. It isn’t. It is artistic chaos.

Biblical theism, onthe other hand, isessentially an objectiveworldview.
God is the boss. His Word rules. While He gives us choice, it is choice with
consequences. We will pay the penalty for choosing wrongly. Despite the fact
that God is mystery and that His Word may be interpreted incorrectly, Erik
Routley has asserted that on all matters of importance, God speaks in scripture,
if not by direct reference, thenby inference. No scriptureisof privateinterpretation.
Such subjectivity isextremely dangerous. The objective nature of God’ sdealing
with humankind ought not be lost.

Theistic objectivity is important because it is a means by which
aesthetic worth can be established. Pop practice, based asit is on subjective
taste, is a musical genre consistent with naturalistic assumptions and is
contrary to theism. Thisis one reason why pop music, secular or Christian,
isunable to be amusical analogue of the gospel. Its natureis so far removed
from the locus of biblical revelation that it is actually an anti-gospel form.
Great music is based on objective theistic norms. Pop is based on subjective
naturalistic ones. Acknowledged or not, pop’s presuppositions do incalcu-
lable harm to musical art. They do even more harm to the cause of Christ.

Objective Divine Revelation. God' s revelation to humankind is not a
figment of subjective imagination but a matter of objective reality. Reordering
of theworldviasupernatural directiveisentirely consistent withthefact of God’s
sovereignty. Such interferencein the affairs of humansisboth authoritarian and
commensurate with biblical theism. Ascreatures, we are obliged to discover the
parameters of the Creator’s dealing with us—a discovery which is more in-
formed by God' s determinations than ours.
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Our relationship to God is fundamentally objective. A theist’ srelation-
ship to theworld issimilar. Thisis not to suggest that there isno human tint to
what isobserved and known; rather, godly preceptsand principlesexist apart
from human observation. Living in a subjectively driven world is difficult.
Relativism so infects the atmosphere in which we live that objective judg-
ments are next to impossible to execute, let alone consider.

But consider them we must. If we countenance acrack inone area, itis
bound to spread to others. Using objective musical judgments on the music of
worship isimportant. Allowing music ministry to run on the subjective musical
taste of worshiperswill broaden to other faith/life territory. Because popular music
istaste driven, it has atremendous propensity toward individua subjectivity.

People in control of the musical contents of worship who are unable to
see through popular culture and who do not know or do not recognize basic
objective aesthetic rudiments choose music on the basis of preference. The
objectivenatureof theismisthen musically thwarted. Worship promotesamusic
which is fundamentally out of sync with the biblical record. In choosing
subjectivity over objectivity, worship is based more on subjective taste than on
objective value—a human-centered focus. Worship centered on humans be-
comes worship of humans.

(5) Commercialism Versus Non-Commer cialism

Pop musicisfirmly ensconced in commercial enterprise. Since accept-
ability determines sales, the music work is influenced by consumers' demand.
The imaginative and technical characteristics of popular music as awhole are
shaped by what a songwriter knows about the general expectations of the
audience. Even musicianswho attempt something that isfar afield, evenbizarre,
do not do so without considering its impact on the audience.

Mar ket Driven. Naturally sub-categoriesof listenersinthepopfieldare
numerous; someareattuned to acid rock, othersto country or perhaps CCM, hip-
hop, or gangstarap. Whatever the sub-style, composers are well aware of what
it takesto “turn on” their audience.

Successful writersof popular music arerecognized not onthebasisof the
inherent, objective aesthetic worth of their songs but on how many recordings
have been sold or tickets purchased. Crowd-pleasing is a must in the popular
field. Fadsin voguetoday will, of necessity, mutate or be supplanted tomorrow.
Yet the style has an innate cyclical nature which makes it a natural for
commercial, consumer-driven enterprise, so it is easy to see why the fickle

changeability of the public is so pronounced.



Pop Music and the Gospel 267

Business has exploited the transient nature of pop. Recently the
music arm of Time Warner and EMI announced a 20 BILLION dollar
merger. Considering the millionsthat are spent each year on popular music
of all stripes, these giants sense further money-making potential in thefield.
Publicly traded, these businesses know that the bottom line is shareholder
earnings. If there ever was a question about the profit motive in popular
music, it can now belaidto rest. Even the so- called Christian Contemporary
Music field is dominated by afew conglomerates Artisout. Money isin.

The language used to describe popular music shows its business orien-
tation. Pop music is a product. It belongs to an industry. Song writers are
providersand their songs commodities. The music they write and the bandswho
perform it are mass merchandized for maximum penetration and saturationin a
market. Musical production must bevendible. If it doesn’ t sell, asongisfinished.
Hence, taste makerstry to insure that a particular piece will be profitable.

Air time, performer exposure, advertisements, and widespread media
coverage whip up enthusiasm for anew song or album. The costs are enormous,
but with standard entrepreneurial practice, the potential for even greater returns
isrecognized. Pop music is no different from any other manufactured device. It
is beholden to businessfor its very life.

Obviously, composers haveto earn aliving just like everyone else. The
difference between pop and art music that the composer writes, however, isthat
the former is an entity which has been shaped by the necessity of being
acceptable. Toinsurethis, imaginative and technical characteristicsof themusic
areinfluenced by what the composer knows the public want—who, it might be
added, are neither sensitive nor able musicians themselves.

On the other hand, the classical composer, taking on a commission
for anew work, does not tie hiscompositional technique to thefoibles of the
commissioner. Although parametersare often given to the composer (such as
length or performance forces), no composer worth his salt would allow his
musical integrity to be compromised by strictures to his compositional
technique. The making of a genuine work of art is not tied to acceptability.

The composer of art music maintains control over the compositional
process. Moreover, its success is not dependent on making money for huge
corporations. Its success is determined by its adherence to an objective
aesthetic criteria—imagination and technique achieved with creative excel-
lence. While pop is thoroughgoing commercial music, great art hasalife of
its own, independent of saleability. Its essence lies in aesthetic goodness.
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TheGospel IsNot aBusiness. Profitisnotitsmotive. Storing up this
world’s goods or thinking of the kingdom of God as a temporal entity is
antithetical to gospel teaching. Material possessions are seen in scripture as
a hindrance to achieving God’s best. Y et contemporary business practices
are often used as models for church organization and development.

The whole church-growth movement borrows heavily from com-
merce. Terminology (“sinners” are out, “unchurched” is in), methodology
(congregations are consumers), and staff organization (the pastor is the
CEO) all come from the business model. A church based on this paradigmis
bound to earthly, pragmatic, industrial thinking. Biblical methods are sub-
sumed under an avalanche of “modern” ones. The Body of Christ turnsinto
afirm.

The business model works well for the pop-music industry. Treating
music asaproduct allowsit to control the art work from beginning to end. Even
in the Christian music world, profit motive and shareholder return motivate the
industry. All major labels are now owned by profit-driven conglomerates:
Zomba, Gaylord Entertainment, and Time Warner.

Worship hastaken on acommercial flavor. Not only doesbusinessserve
asamodel for the church, but commercialism has strongly affected the quality
of congregational musical composition in worship. Songs with a commercial
aesthetic are being sung, and some churches sing nothing but this type of
music. Tightly controlled licensing of these songs protect the rights of the
copyright owners.

Thus, churches have to pay aroyalty to use most CCM songs, either
directly or through licensing companies such as Christian Copyright Licens-
ing International (CCLI). Now the drive to make money makes church
services “markets.” Although the gospel isinherently noncommercial, com-
mercialism shapes the church’s worship when religious pop music is used.

(6) Indulgent Versus Disciplined

Popular music of all kindsismusically undisciplined. Its compositional
traits tend toward the facile, the manipul ative, the effect. It opts for indulgence
and eschewsrestraint. Without compunction, pop goesfor thejugular; aesthetic
contemplation, tempered and ordered by reason, is replaced by hedonistic
titillation. Popular music provides emotionalistic satisfaction in the manner of a
cheapthrill. Whatismissingisthearduousjourney towardthearrival. Thetravail

of birthing something valuable is anathema to pop.
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To change the sentimental syrupy melodies of Tin Pan Alley, the brash
vulgarity of rock’ stunes, the coarseness of country, or the bedlam of rap, amore
disciplined compositional approach would change the locus of the genre so that
it would be unrecognizable. Pop cannot tolerate musical discipline. Itsform has
become more and moreunruly. Heavy metal and acid will be supplanted by even
more audacious effrontery because pop breeds disorder.

Music of Excellence Must Be Disciplined. For example, certain
notes of the diatonic scale have voice-leading tendencies which limit the
composer’s choices. These tendencies come from the natural pull of steps
and half steps within the context of the piece’ s texture. They exist whether
we agree with them or not, but good writing demands that they be taken into
account. We can ignore them. To do so results in a degradation of quality.

The same can be said for the aggregate processes of composition. One
writes in the tension between law and freedom. That tension is compositional
discipline. Without it, music becomes either bound or indulgent; hence, great
music always resides in the discipline between freedom of expression and the
restraint of principle.

Called to be disciples, Christians have aduty to embracediscipline. Itis
themark of adisciple. Christian disciplineisintended to affect not only religious
things like prayer or Bible reading; it also ought to impact family life, driving
habits, diets, and leisure time.

Included in such a comprehensive list is music and worship. For
composition to begood, to beasymbol of thegospel, and to beuseful inworship,
it must shun indulgence. The antidote to compositional indulgence is composi-
tional discipline.

W or ship Needs Disciplined M usic. Our permissive society iSSso prone
to having its desires satisfied that it is a shock when they are denied. Y et, the
gospel isabout the fulfillment of one’'s self-denial. “If any man will come after
me, let him deny himsalf, and take up hiscross, and follow me” (Matt 16:24, KJV).

Dietrich Bonhoeffer realized thisin hisbook of The Cost of Discipleship.
Cheap grace might be fun and entertaining, but costly grace is the grace of the
gospel. The counter measure to worship which tendsto musical indulgenceisthe
inclusion of disciplined formsin the service of worship. Songs which are more
ascetic and classic than romantic and popular promote the kind of discipline
necessary to foster maturity. When a parishioner inquired of the late Dr. Erik
Routley why he couldn’t have particular music in church, he answered, “You
can’'t haveit because it is not good for you.”



Pop Music and the Gospel 270

(7) Prettiness/Grotesgueness Ver sus Beauty/Truth

Pop music endeavors to be pretty (as in the case of pre-WWII popular
forms), flamboyant, downright grotesque, or even perverted (asinthe case of the
post-WWII pop). Needing immediate punch without listener exertion calls pop
to be direct and without listener discomfiture. Ease of consumption means just
that—assimilation without aesthetic travail. In order to meet this requirement,
pop’ sappeal must beinstantly apparent; it haslittletimetomakeitscase. Thefirst
impression of asong either makes or breaksit. Therefore, the music needs some
kind of hook to arrest listener interest. That necessity is met by designing the
piecearound an element which most directly appeal sto aspecificaudience. Early
pop music settled on making the tune “pretty,” meaning openly affected,
gushing, sentimental, or “nice.”

Later, other forms of pop grabbed listeners by exploiting outlandish
rhythms, or by featuring unmusical vocal or other sounds so loudly that they
tended to mesmerize the listener. Whatever the case, popular music had little
depth because it had to expose itself in amanner which held nothing in reserve.
The important general impression of the first few bars of a song allowed no
highbrow aesthetic impediments to come between the song and its potential
audience. It had to opt for a single, apparent, superficial characteristic which
made its case without question. From prettiness to sordidness, pop makes its
unambiguous stand.

Great Music TakesAnother Tack. The concept of great musicisto
engage the listener in a consideration of the beautiful. Such an engagement
requires the composer to invest levels of imagination and craft which, when
contemplated, reveal themselvesin an endlessarray of wonderment and awe.

Artistic beauty has little to do with pleasantness. It goes beyond
surface decoration and deals with reality. Artists reveal beauty, not by
making something pretty (or as is the case with anti-art, by making it
singularly kooky), but by making something wholesome. Musical beauty is
very much akin to the Hebrew concept of beauty. “How beautiful arethefeet
of them that preach the gospel of peace, and bring glad tidings of good
things!” (Rom 10:15, KJV). Feet are not universal symbols of physical
beauty. Quite the contrary. The theistic view holds that good action makes
something beautiful.

Integrity and exemplary action result in beauty. Musical beauty is the
result of composition which is put together well and has a requisite component
of artistic goodness. Asuniversal aesthetic principlesare held to and worked out
with imagination and integrity, the art work exudes beauty. Thus, art can deal
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with unpleasant subjects and yet show classic beauty. For example, Benjamin
Britten’sWar Requiemisbeautiful initsinvestigation of the horrors of war. Art
music’ sbeauty isnot theresult of making the piecesound attractivebutinmaking
it artistically excellent.

The Bible, too, finds beauty and truth in good action. Integrity and
whol esomenessyield beauty—beauty that is not merely the outward appear-
ance of aface, for example, but the inner workings of character. The result
of doing the right thing may not appear “pleasant,” but it will always be
“beautiful.”

Church MusicMirrorsthe Gospel. The church needsmusic programs
which disavow prettiness and embrace beauty. Saccharine sweet church music,
along with increasingly strident popular forms, need to be eliminated. Worship,
if itisto be “worth” something, needs music that mirrors the gospel. Although
the crucifixion is not a pretty picture, it isabeautiful one. The reality of Jesus
pain and sorrow is not avoided or glossed over in the gospel accounts.

Jesus, the Lamb of God, central to God’ sredemptive purpose (apurpose
planned from the foundation of the world), did what needed to be done and did
it well. Gospel-inspired music needs to give the same attention to its substance
and style. Rather than focusing on the outward appearance, as is done in pop
music, composers need the kind of compositional conscientiousness that yields
profundity of craft. The inner workings of church composition should at least
display an affinity for compositional character whichisinspired by theintegrity
of gospel truth. The music of achurch indicates morethan musical preference—
it isthe peopl€e's collective testimony.

(8) Aesthetic Imbalance Versus Gospel Balance

A key aesthetic concept isthe principle of abalanced unity and variety.
Such a theorem is fundamental to art of all kinds. Every piece of music ever
composed comes under its broad reach: rock, pop, sacred, thrash, or classical.
The extent to which a piece fulfills an artistic balance between its unifying
devicesand itsvarying ones, we can ascribe worth (asfar asthis principle goes)
to the composition.

This aesthetic principle was placed by God in the natural world. When
welook at theleavesof awhite oak tree, we can ascertainthat every leaf isclearly
awhite oak leaf. There are no red oak or maple leaves on a white oak. Unity
prevails throughout the tree.
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Aesthetic Imbalance. Unity is a mark of God’s creation; it gives
cohesionto every created thing. On the other hand, too much cohesion stifles
inventiveness and invites boredom. If we carefully look again at our white
oak tree, we notice that while all the leaves are white oak leaves, no two of
them are exactly the same. So here we have not only unity but also variety.
If only variety were at work, absolute chaos would result. The fact that God
made the world well connected yet varied within that connectednessisaclue
as to how artistic works ought proceed. Both parts of the proposition are
necessary. Unity and variety need to exist in beneficent balance.

Since pop isamusic of immediate gratification, it must have some way
to accomplish that immediacy. A primary one is to make the music overly
repetitious. Pop music is overunified. Certain elements are repeated again and
again for the sake of easy assimilation. It might be the reiteration of a cliched
harmonic formula repeated ad nauseam or a melodic fragment (similarly
uninventive) repeated over and over again. Both are without the benefit of
meaningful technical variety.

Hardly any pop musi c existswithout the steady hammering of percussion
or percussive devicesin an incessant cacophony of noise. It is essential for pop
to have something about its musical elementswhich overunifiestheform. Much
pop of thelast several decades givesnihilistic and anarchistic impressionsto the
listener. Almost always this is accomplished through wild and orgiastic-like
singing, playing, and el ectronic decibel overkill. Evenif onecan get through this
level of chaos, one is bound to find few levels of technical excellence. The
impression of complete pandemonium is accomplished through repetition vio-
lently, even savagely, executed.

Aesthetic Balance. The best music has aesthetic balance between unity
and variety. The numerous ways this can be accomplished marksthe profundity
of great composition. Musicians committed to honest creativity have at their
fingertips awealth of possibilities which cannot be plumbed evenin alifetime.

God has made the world an inspiration for every composer. At every
turn, one finds evidence of the tremendous variety within creation’s overall
unity. Composers shouldn’'t try to circumvent God's way of doing things.
Listeners aso have an obligation to encourage the highest and best arts—those
with abalanced unity and variety.

If God so made the world that there is a balance between sameness
and difference in nature, we should expect a certain consistency in His
dealings with us.
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Onecanreadily seeunity and variety at work inhumanrel ationshipswith
the AlImighty. God made usall onefamily (unity), yet each personinthat family
isunique (variety). Hisdealingswith each of usaretail ored to what He knowsof our
contextual condition. His relationship with each oneis personal and individual.

On the other hand, God has certain limits beyond which He will not
go. God will not toleratethe breaking of Hislaws. All who areredeemed must
come through Jesus because He is the only mediator between God and
humanity. Thevariety in Hisindividual dealingswith humankind must come
within the unity of laws He has laid down. There ais just balance between
treating all humans the same and treating each one differently.

God Does Have a Balance. On adeeper level, we find balance in what
are essentially mysteries. Humans are so finite and God so infinite that He
ultimately resortsto paradox in relating to His creatures. God is at once up and
down, inside and out. He is immanent yet transcendent, loving yet our judge.
Scripturetellsusthat thefirst will belast andthelast first; that inlosing our lives,
we find them. In weakness we are strong, and in giving we receive.

Life(resurrection) comesviadeath (crucifixion). God directsthe affairs
of human beings, yet He allows us to choose. He is absolute sovereign, yet He
givesusfreewill. One hymn says, “| sought the Lord, and afterward | knew He
moved my soul to seek him, seekingme.”  Calvinists and Arminians have been
arguing the relative merits of opposite positionsfor centuries. Each armed with
biblical chapter and verseeventually arriveat animpasse. Theseareinexplicable
mysteries.

God has abalance between sovereignty and free will, but it isabalance
incomprehensible to the finite mind. Both sides of each paradox are fully and
completely true. The sides are not watered down to meet in the “middle.” The
balance is something only the infinite can comprehend. The best we can do is
acknowledge the mystery.

What is germane to our consideration here is that music is the best
languagewehavefor dealing withmystery. It wasV an Cliburn who echoed what
musi cianshaveknownfor centuries: “ Theother arts, though highly inspirational ,
are not as mysterious as music, for music is something you cannot see, you can
only hear it and fedl its impact.7l believeit was Plato who said, ‘Musicisto the
mind what air isto the body."”

Church Music Must Have a Balance. Unfortunately, not all music is
able to deal with mystery equally. Pop music is made purposefully light and
direct so that there is little ambiguity. That is its exact ethos. Not intent on
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searching out great mysteries, it aims instead to entertain. Music of creative
excellenceand aesthetic bal anceisabl eto search out the hidden meaningsbehind
the musical symbols. Exactly what happens is a mystery.

Somehow grest art touches anerve deep in the recesses of the heart and
mind. We are transported to realms beyond the temporal. In being lifted up, we
touch something of the transcendent. The musical and gospel balance between
unity and variety ultimately givesway to abalancethat is* explained” only by faith.

Churchmusic desperately needsmusical art that reinforcesthe depths of
aesthetic wonderment in faith. Entertaining and titillating the congregation with
pop music is a sure way to promote infantilism. Church music of excellence,
delayed gratification, and abalanced unity/variety isthegospel inmusical action.
It belongs in worship. The transcendent nature of great music has so much to
give—it is unacceptable to substitute pop music for it.

Summary. The foregoing comparison between the traits of pop music
and the characteristics of the gospel can be summarized as follows:

Pop Characteristics Gospel Characteristics
Entertainment Edification

Novelty Creativity

Immediate Gratification Delayed Gratification
Low Standards High Standards
Subjective Worldview Objective Worldview
Commercial Non-Commercial
Indulgent Disciplined
Pretty/Grotesque Beauty/Truth

Aesthetic Imbalance Gospel Balance

Thetwo listsare strikingly opposite one another. Pop characteristicsare
antipathetic to gospel characteristics. It seemsobviousthat amusic (pop) which
isso unlikethething it issupposed to represent (the gospel) isunableto embody
the gospel in its medium of witness (music). Hence, pop is useless in spiritual
endeavor. If itisused, it doesthe cause of Christ much harm by painting an untrue
picture of what the Christian lifeis.

Because the power of music is so strong, worship music which is
consistently entertaining, novel, immediately gratifying, standardless, subjec-
tive, commercially-driven, undisciplined, pretty or grotesque, and unbal anced,
plants the idea in the Christian that faith is like these things. One cannot go to
church week after week and be fed religious pop without being negatively

affected.



Pop Music and the Gospel 275

If the enemy were to devise a strategy to keep Christiansfrom realizing
their spiritual potential, he could do no better than to include in his plan the use
of pop inworship. Y et theincursion of worship and praise music after the model
of pop is an accomplished fact in many churches.

Revival of Worship Music Needed. A revival of wholesome worship
music is needed. To degrade worship into areligious mimicry of pop cultureis
not only heartbreaking but an outrage. Every religious leader and congregant
should do al in his or her power to protect the integrity of worship. How we
worship affects the Body of Christ.

Products of firmslike Integrity Music, Inc., Maranathal Music, or EMI
provide not only the general traits of pop, but the more extreme traits of various
types of rock music. Driving bests, consistent syncopation, funk-like harmonies,
back beats, and clipped, unlyrica “melodic” lines combine in strident cacophony.

The overall musical impression is one of bodily looseness, viscera
rhythmic manifestations, and sexual gyration. Thevocal timbrecalledfor by this
music tellsthe whole story. Just listen to a professional recording. Hard, harsh,
unfocused vocal sounds are the norm. Lyrical beauty gives way to stridency—
even brutal screaming. Tension-produced gutteral utterances do horrendous
damagetothevocal mechanism. They al sodamagetheaesthetic sensitivity of the
listener. No one can listen to thismusic for long before the decibel overload and
the nihilistic sounds corrode one' s ability to respond to great music. Adherents of
rock dismiss such pronouncements. They tend to call such music simply
high-energy music.

For the Christian two things are worth noting: first, rock musicians
generally allow that rock isfor dance (we' re not talking folk dance); second, the
definition of musical rhythm impliesflow. Ironically, the incessant hammering
of rock’s beat inhibits flow. This type of repetitive pounding immobilizes true
rhythm. The rock beat paralyzes and incapacitates the listener into trancelike
states of reflexivity. Very little energy resides in immobility.

TheNeed toEvaluateW or ship M usic. Worshipleadersshould analyze
the Praise and Worship music they are giving their congregations. It is under-
standabl e for busy peopleto get caught up in an assembly’ s preferences (shaped
as they are by their daily listening habits) and in the stupendous marketing
schemes of Praise and Worship providers.

But music directors, pastors, and othersneed to eval uate what is happen-
ing. Believing that anything a worship company publishes is fine because it
publishes*” Christian” material isfoolish. So-called Christian publishersactually
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ought to be screened more carefully than others because their materials are used
in worship.

Conversely, the gospel list of edification, creativity, delayed gratifica-
tion, high standards, non-commercialism, discipline, beauty/truth, and gospel
balance are traits which can be found in great music. If music directors and
pastors wish to find a music which exhibits these traits, they need go no farther
thanmusicwhichiscompositionally excellent. Such musicneed not becomplex.
It just needs to be good.

Societal Aesthetic Decline. In addition to concern for the quality of
worshipmusic, alarger, moreinclusiveconcernexists. Thecauseof thedifficulty
with musical standards in the church is, at bottom, the aesthetic decline of the
population at large. If the average level of musical appreciation were commen-
surate with thenormsof great music, music directorsand pastorswould not foist
pop music on their congregations. Because people either prefer or tolerate
popular music, it has been provided. Because the church has bought into the
consumer societal model, people eventually get what they want.

One solution to the dilemmais for the church to encourage the making
of, performing of, and listening to great music inthe everyday life of the average
citizen. The church would surely wage an intensive educational campaign if
people were losing their ability to read the Bible. Similarly, the church should
mount adriveto reinvigorate musi c-educati on programs, amateur musi c making,
local symphonies and choruses, and piano lessons. It should discourage the
purchaseof popinfavor of “classical” music. Itisshortsighted to believethat the
Body of Christ has no business with the very things that are causing it so much
trouble. We are called to be salt in the world.

Throughout these pages, it has been stressed that popular music is
made for entertainment. It is amusement music. The title of one giant
company tells it all—Gaylord Entertainment. Word Records and Thomas
Nelson were purchased by Gaylord Entertainment for $120 million in
January of 1997.° The leadership of Gaylord Entertainment obviously felt
that the new acquisitions would enhance their product line. It is naive to
believe that such musical styles can shed their entertainment stripes and all
of a sudden no longer entertain simply because they are used in worship.
Calling entertainment music “ministry” doesn’t change its entertaining
ethos. It is dishonest to imply that religious pop is anything other than
entertainment.
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CONCLUSION

Theforegoing comparativeanal ysisbetween theval uesof thegospel and
thoseof pop music hasshownthat theoverall tone of thegospel shunspopularity.
A perusal of Jesus' teachings showsastringency unacceptabl e to the crowdsHe
taught. Think about Hisviews on worldly possessions or revenge or turning the
other cheek. Recall that although the multitudes loved His miracles, they
eventualy crucified Him.

Wanting an earthly king to put thingsright, they were not prepared to
deal with Jesus' ideas on the Kingdom. Our Lord knew this. He could not
have made plainer the gospel position: “Enter yein at the strait gate: for wide
isthe gate, and broad isthe way, that |eadeth to destruction, and many there
be which go in thereat: Because strait is the gate, and narrow is the way,
which leadeth unto life, and few there be that find it” (Matt 7:13-14, KJV).

Jesus acknowledged that few will choose that Kingdom, the narrow way
that leadsto life. It has no popular appeal. On the other hand, many will choose
the wide gate that leads to destruction. It is the popular way with no Kingdom
requirements. The gospel of Christisagospel of the hard way, thelong way, the
disciplined way. Although salvation is free, there is a personal cost in serving
God with standards to uphold and right choices to make. The gospel was not
watered down for easy acceptability; nor has it been changed to appeal to the
adamic nature. The conclusionisinescapable. The gospel wasnot intended to be
“popular.”

If the gospel was not made for popularity, it is senseless to put it to
musical formswhich aremadefor popularity. Indoing so, we promoteadifferent
gospel. That isthe point of thisdiscussion. Musicis not theissue. The gospel is
theissue. The problem with pop isnot merely that it is poor music; the danger of
popisitsdiabolical ability to denude the gospel and deludethe believer. If there
ever was areason to abandon pop in the sanctuary, thisisit. Pop transformsinto
acaricature of itself whatever it touches—even the gospel.



Pop Music and the Gospel 278

ENDNOTES

1. Some monthsafter Ken Meyer’ shook All God’ sChildrenand Blue
Suede Shoeswas published (1989), | received aphone call from him. During
the conversation he assured me that he had had no knowledge of my Music
and Ministry: A Biblical Counterpoint (Peabody, MA, 1986) when writing
his book, in spite of the fact that both of us, independently, had come to
similar conclusions concerning pop music characteristics.

2. Leonard Meyer, “Some Remarks on Value and Greatness in
Music,” in Aesthetic Inquiry: Essays on Art Criticismand the Philosophy of
Art, ed. Monroe C. Beardsley and Herbert M. Schueller (Belmont, CA,
1967), p. 263.

3. Ibid., p.178.

4. Christopher Cooper, “Venerable or Not, EMI Was Bound to Be
Absorbed,” The Wall Street Journal (January 25, 2000), section A, p. 13.

5. Ted Olsen, “Will Christian Music Boom for New Owners?’
Christianity Today (April 28, 1997), p. 80.

6. “1 Sought the Lord,” The Hymnal 1982 (New Y ork, 1985), number 689.

7. Van Cliburn, “Great Music a Gift from God,” Artsin Religion 19
(Winter 1969), p. 3.

8. Ted Olsen, “Will Christian Music Boom for New Owners?,”
Christianity Today (April 28, 1997), p. 80.



Chapter 11
ROCK MUSIC
AND
EVANGELISM

by
Guenter Preuss
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young people overcome their addiction to rock music and make good
musical choices.

*kk*k*

Shakespeare’ sdictum, “Tobeor not to be,” can be paraphrased today
to read “To rock or not to rock.” The battle over whether or not rock music
should be used for church worship and evangelism is being fought across
denominational lines. This is true not only in America but also in many
Western countries, including my own country of Germany.

The use of rock music, especially at Adventist youth rallies in
Germany, is creating enormous polemics. For example, on June 19, 1999, a
youth rally was organized in Nurnberg which was attended by 1,900 people.
A rap song was played for the special music before the sermon. While some
of theyouth were delighted by that music, others sent letters of protest to the
conference and union officers, who apologized for what had happened.
Unfortunately, this was not an isolated incident as Adventist rock bands
have become aregular feature at youth rallies.

-279-
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Some Adventist CCM artists—rock, pop and gospel singers—
passionately defend the use of their music for church worship and
evangelistic outreach.® Others strongly protest against what they perceiveto
be the music of Babylon. Contenders on both sides of the music debate are
pondering their strategiesin order to win converts to their cause.

Theongoing debate affects me deeply because music hasalwaysbeen
the passion of my life. For the past 15 years| have served, first, asChairman
of theMusic Department of the Adventist College and Theological Seminary
at Collonges-sous-Saléve in France (1985-1995), and, then, asMusic Direc-
tor of the SDA Baden-Wuerttemberg Conference in Germany (1995-2000).
| am one of the founders of the European “ Adventist Music Society” (1999).
Therecent invasion of loud pop musicinto our Adventist churches, especially
at youthrallies, hascaused meto spend countlesshoursexamining rock music
from social, moral, physiological, psychological, and biblical perspectives.
This essay represents a brief summary of some aspects of my research.

Objective of This Chapter. This chapter addresses this funda-
mental question: Canrock music, inwhatever form, be used to keep youth
within the church and to reach out to secular-minded people outside the church?

It would be presumptuous to assume that this chapter providesthe
definitive answer to such a hotly debated issue. The best | can hope for
is to stimulate a constructive dialogue among church musicians, youth
leaders, and administrators. In addressing this divisive issue, it is
imperative to learn to disagree without becoming disagreeable to one another.

The chapter isdivided in two parts. Thefirst part parts definesthe
terms and the issues of the current debate over the use of rock music. The
second part focuses specifically onthe use of rock musicto evangelizethe
secular-minded people, especially the young. Special attention is given
to some of the popular arguments used to defend the use of rock music in
evangelism.

Part 1
DEFINING THE TERMS

A meaningful analysisof thecurrent debate over theuseof rock music
for church worship and evangelism presupposes an understanding of the
issuesinvolved and of the meaning of thetermsused. Thuswe attempt first
to define the major terms and concepts around which the debate revolves.

Sacred Music. A good placeto start iswith the definition of “sacred
music.” There are those who contend that music per seis neither sacred or
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secular—it isaneutral thi ng.2 For them, what makes music “sacred” is not
itsstyle, butitslyrics. Thispopular view isflawed both historically, theol ogi-
cally, and scientifically. Historically, it ignores the fact that the music
performed at the Temple, synagogue, and early churchwasdifferent fromthe
music played at social events for entertainment. As shown in Chapter 7,
“Biblical Principlesof Music,” themusic and theinstrumentsassociated with
dancing and entertainment were excluded from the Jewish and Christian
places of worship.

Theologically, thenotionthat musicisaneutral thingisnegated by the
Christian call to sanctification (1 Thess5:23)—acall that encompassesall the
realmsof life, including music. Sanctification presupposesaseparationfrom
the world in order to be set aside and consecrated to the service of God.
Whatever isusedfor theserviceof Godissacred, thatis, set asidefor holy use.
Thisistruenot only of music but of speechaswell. The profanelanguage
used in the street isinappropriate in church. In the same way, rock music
used in bars or nightclubs to stimulate people physically cannot be used
in the church to elevate people spiritually.

From abiblical perspective, mixing the sacred with the profaneisan
abominationtotheLord (Prov 15:8; 15:26; Is1:13; Mal 2:11). Tousetherock
idiom in the church or in evangelism means “to offer strange fire before the
Lord” (Lev 10:1. KJV), or, asthe New English version rendersit, “ unautho-
rized fire.” Paul emphasizes this principle: “Take no part in the unfruitful
works of darkness, but instead expose them” (Eph 5:11).

Scientifically, the notion that music is neutral is discredited by
research onthe physiological, psychological, and social effectsof music. The
“neutralists’ could be likened to the members of “ The Flat Earth Society.”
They should try their theory on music therapists, psychologists, behavioral
scientists, or even on surgeons and dentists who use music as an anasthestic.
Thepower of musicto alter themind and affect the body isawell-established
scientific fact.

Sacred music reflects the majesty, harmony, purity, and holiness of
Godinitsmelody, harmony, rhythm, text, and performance practices. Itsgoal
is not to entertain or draw attention to the performer’s ability, but to glorify
God and toinspire believersto conform to theimage of God. Thisistrueaso
of evangelistic musicwhichfocuseson God’ ssaving graceand itstransform-
ing power in the life of penitent sinners.

Rock Music. Defining rock music is a most difficult task because,
during its half-century of existence, it hasgenerated awholetribe of children
and grandchildren. The old “Stones’ are still “Rolling,” and they have
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become the literal grandfathers of the newest techno and rap freaks. The old
man, called“Rock ‘n’ Roll,” married all kindsof famouswomenwho have
given birth to milk-and-coffee babies, such as jazz-rock, classic-rock,
latin-rock, polit-rock, and others.

Nodrug hasbeenleft untouchedleadingto psychedelic, acidrock, and
ecstasy-punched rave parties. Techno freaks claim that “their” music is a
world of its own, not just another “rock” style. In reality, however, Techno
shares the common characteristics of rock music and sets new records in
noise, tempo, and ecstatic effects.

The basic musical elements of rock, including “Christian” rock, are
volume, repetition, and beat. It isamusic designed not to be heard, but to be
felt, to be drowned in. “Turn on, divein and drop out” isthe motto and the
effect searched for. Its main instruments are amplified electrical guitars,
el ectrical bass, drum set with adominating one-beat, often accentuated onthe
second and thefourth beat. Keyboard instrumentslike piano and synthesizers
are often added.

Rock musicconveysaphysically drivenfeelingcalled” groove.” This
feelingiscaused by adight differenceintiming betweenthemain“ one-beat”
in the drums and the “offbeat” effect of the other instruments or the singers.
This“groovefeeling” compels peopleto dance. Some“bang” it out with the
whole body.

Rock singing does not use the techniques of classical music based on
a relaxed larynx and rich harmonic overtones. Instead, it employs high-
pitched strained voicing, using “ shout and scat” techniquesin order to obtain
a top level of emotiona touch. The Iyrlcs are secondary to the music.
Scientists speak about “signal Ilstenlng,” which means that the mention of
aword or ashort phrase sufficesto evokethetopic and to stir up thelistener’s
emotions. Each one of the hundreds of different youth culture groups have
their own “signal” vocabulary.

M ost rock music does not seek abalancein composition among the
melody, harmony, and rhythm. The music is dominated by a relentless
rhythmic beat and general loudness which are designed to penetrate the
bodiesof thelistenerswith emotlonal stimulation, whiledisconnecting, at
least in part, their master brain.” Gotthard Fermor, a German Protestant
theologian who is a strong defender of “Christian” rock, acknowledges
that allsthe elements of rock music are designed to generate an agitated
trance.
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The capacity of rock music to ater the mind and stimulate the body
raises an important question: Can the rock idiom, in whatever version, be
legitimately used to worship God in the church and to evangelize the unsaved
outsidethe church? The conclusion of thisinvestigationisNO, for thesimple
reason that the medium affects the message. The medium we use to worship
God and proclaim the Gospel determines the quality of our evangelistic
efforts and the nature of the message to which people are won.

Contemporary Christian Music. To define Contemporary Chris-
tian Music (CCM) isnot an easy task, becauseit comesin avariety of species
likethefamous57 brandsof Heinz soup. Not all CCM isrock music, although
thetwo areoften confounded. Itisestimated that about ninety percent of CCM
comes in awide variety of rock styles. The multicolored spectrum of this
industry reaches out from the “pastel” of folk, youth-choir music, country,
chanson, ballad, gospel, to the “brighter tones” of folk rock, country rock,
gospel rock, and, finaly, the incredible “blinding colors’ of Christian hard
core, heavy metal and techno.

Betweentheseextremesisthe“glitter” of rap, hip-hop, latin, reggae—
al “sanctified” through“ Christian” lyricsand an ever-increasing audience of
believersand unbelievers. Mgjor Christian bookstoreshavealargesectionon
music that usually is divided into the following categories. Contemporary,
which includes every type of popular music; Praise Worship, which covers
awiderange of rock styles; Rap, Country, Hard, Alternative, Techno-Drive,
thelast threeof whichincludeharshrock stylessuchaspunk, metal, ska, retro,
industrial, etc.; Southern Gospel and Black Gospel, whichincorporateawide
variety of heavy beat music.

Musically speaking, most “Christian” rock is no different from
secular rock, except for thelyrics. All thevariousstylesof rock from soft rock
to hard rock, acid rock, punk rock, metal rock, rap, etc., are available in a
“Chrisgtian” version. The deception is self evident. Christians addicted to the
secular rock beat can satisfy their craving for rock just by listening to a
“Christian” version.

Related to CCM, and dependent upon it, is Contemporary Worship
Music (CWM). Many of the same artistsinvolved in CCM are also activein
CWM, often recording in the same secular corporations. The significant
differenceisinthelyrics, which aremorebiblically based. An exampleisthe
song “How Magestic Is Your Name” by Michael W. Smith. Mainly it
represents a type of soft rock. Two major problems with CWM s that it
generaly incorporates rock rhythms with a heavy bass line and is very
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repetitious. Jesuswarned against using vainrepetitionsinworship (Matt 6:7).
Thistypeof musicisadopted by moreand more Adventist young peopl evgho
are organizing bands and, in some cases, achieving professional status.

LiberalsVersusConservatives. Thedebate over theuseof modified
rock music in church worship and evangelism involves two groups. On the
one side are the so-called “Liberals,” who say: “We must keep our youth in
the church”; “We must update”; “We must use new methods to reach the
secular mind.” The Liberalstend to overemphasize God’ slove and forgive-
ness in order to justify the use of questionable methods of evangelism.

Ontheother sideof thedebatearethe so-called“ Conservatives,” who
say: “Dotheyouth dictate what wearetodo?’ “Whereisthe message of the
Biblewhenwelower our standards?’; “ Canweconvert theworld by bringing
worldly music into the church?’

"Liberals’ accuse “Conservatives’ of being “Puritan body haters.”
“Y ou cannot bear enjoyment,” they say. In some cases, the criticismisvalid.
Some* conservatives’ view the Christianlifeasgloom and doom. They label
as sinful any legitimate expression of joyful excitement. This is not right
because Christians who have experienced Christ’s redeeming grace have
reason to shout for joy.

Thereal issue behind the whole debate is the method of interpreting
the Bible. While the “ Conservatives’ are sometimes accused of interpreting
Paul’ s warnings against worldliness too narrowly, the “Liberals’ can be
accused of taking David's dance out of context in order to justify rock
evangelism. Each sidetendsto find rational and biblical reasonsfor their
positions.

Part 2
ROCK MUSIC AND EVANGELISM

Todefinetheroleof musicinevangelismisproblematicfor twomajor
reasons, one biblical and the other contemporary. From abiblical perspec-
tive, musicisnever used asamediumfor evangelizingthe Gentiles. The only
Bible text which could be twisted to support aform of music evangelism
iIsActs 16:25, where we are told that Paul and Silas, while languishingin
ajail at Philippi, were “singing hymns to God, and the prisoners were
listening to them.”

We are not told whether the singing was intended as awitnessto the
prisoners or as an expression of confidence in God’ s protection. Most likely
both motives were present. Whatever the motives were, thistext offerslittle

insight into the apostolic use of music for evangelism.
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Intherest of the Bible, musicisaways presented in the context of the
worship of God and not of evangelistic outreach to the Gentiles. Asshownin
Chapter 7, the music in the Temple was “sacrifice-centered,” praising God
for the provision of salvation through the sacrificial offering. In the syna-
gogue, the music was “Word-centered,” praising the Lord by chanting the
very words of Scripture.

In the early church, music was “ Christ-centered,” extolling Christ’s
redemptive accomplishment. Any evangelistic impact of the worship music
was indirect. Gentiles who heard God’ s people singing in some instances
may have been attracted and converted to the worship of the true God. No
explicit indications, however, suggest that music wasever used asameansto
attract Gentilesto the Christian faith.

Ecumenical Music. From a contemporary perspective, the role of
music in evangelism is a problem because ecumenism discourages prosely-
tizingamong Christian churches. Today evangelismisdefined moreinterms
of interconfessiona communion than of proclamation of the Gospel as
understood by different denominations. Christianrock artists, stemmingfrom
different churches, espouse virtually the same expression of a minimal
Gospel. Doctrinal differences do not really matter and should not be ex-
pressed in song. What mattersisjoining together in praising the Lord. Even
the whole “pop life style” is often regarded by theol ogian;s as something
“authentic” that should be accepted rather than condemned.

Evangelistic music, instead of bringing people from the world to
Christ, often bringsthe world’ sagendainto the church, thus undermining
theidentity and mission of the church. Music, ingeneral, and evangelistic
rock music, in particular, stand in danger of becoming asign of thetimes
by participating in the destruction of the very Christian valuesit wantsto
communicate.

Evangelistic Music Versus Church Music. Many believe that
evangelistic music should be different from church music becauseitsgoal is
to reach people where they are. This creates a gap between evangelistic and
worship music, which, if not properly controlled, can ultimately resultinthe
establishment of new churchescharacterized by their new worshipstyles. The
process can be graphically described.

First, thereisthe conviction that secularized people must be reached
by meansfamiliar to them (“ pick them up where they are”). By doing this, a
gap is created between the music service at the evangelistic crusade and that
of the weekly worship service at the church. This leads to the second step
which involves changing the old-fashioned worship style at the church into
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anew “modern” style in order to accommodate the secular-minded people
who are brought into the church.

The result is step three, when societal trends set the agenda for the
church which becomes caught in a never-ending race trying to keep up with
the latest fad. Today the church chooses “ Christian” rock music, tomorrow
it will adopt “Christian” drama, and the following day “Christian” lottery or
gambling. Incidentally, all of these activities are already taking place within
some churches. The end result is that the evangelistic rock music that was
intended to reach and change the people of the world ultimately transforms
the church itself into the likeness of the world.

But the spiral of change does not stop here. The fourth step occurs
when pluralism devel opswithin each denomination. Groupssharing thesame
tastes organize themselves in separate congregations. Then comes the last
step when different churches with the same worship styles approach each
other to form a new denomination.

New Worship-Style Denominations. Today a number of new
denominations have come into existence, not because of the discovery of
new biblical truths, but because of new worship styles that better satisfy
the expectations of the baby-boomer generation. The market-driven
“seeker-churches” and the “body-oriented” charismatic movements con-
stitute new brands of evangelism that claim to be role models for the
Christian world to follow.

The issue is no longer dogmatic unity but worship unity.8 Music
becomes more important than biblical teachings, because the goal isto give
peoplewhat they want to experience now rather than what they need to know
to become citizens of God’s eternal Kingdom.

This process helps us understand why the adoption of pop music is
becoming ahot issue within the Seventh-day Adventist Church. Many of its
members fear that the adoption of a new style of worship, driven by pop
music, ultimately will undermine the church’s prophetic claim. They are
concerned that if the current trend continues, Adventists, who are known as
“the people of the Book,” eventually will become known as “the people of
rock,” like many contemporary evangelical churches.

The solution to the dilemma is to be found not in eliminating any
distinction between evangelistic and church music, but in keeping thetwoin
closeproximity. Thereisaneed for a“decrescendo” of musical stylesineach
evangelistic meeting, from a more lively type of music to more meditative
music, which predisposes people to reflect on the truths of God's Word

presented at the meetings.
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Two Strategies. The debate over whether “to rock or not to rock” in
evangelism largely stems from two opposite strategies. One strategy is
“Message-oriented”—the church must preach the message of salvation
without looking for results that could be generated by the use of pop music.
The second strategy is “ Seeker-friendly,” believing that it must adopt the
idiom of the people to be reached.

The “ Seeker-friendly” Christians defend the use of rock music in
evangelism because they believe that rock is part of today’ s culture and thus
is needed to penetrate the rock generation. They justify their strategy by
referringto Jesuswho hassent usintotheworld (John 17:18), and to Paul, who
said: “Tothoseoutsidethelaw | becameasoneoutsidethelaw” (1 Cor. 9:21).
Unfortunately, they ignore the second half of the verse: “not being without
law toward God but under thelaw of Christ” (1 Cor. 9:21). " Thelaw of Christ”
did not allow Paul to use the popular Greek choral songs or Roman playsto
reach the masses.

Had Paul been a*“ Seeker-friendly” strategist who was determined to
reach the massesusing their philosophical or musical idioms, then hewhould
have become a popular evangelist, drawing capacity crowds wherever he
went. But this was hardly the case. In his letters he tells us that amost
everywhere he met opposition, persecution, even stoning sometimes. To
survive, he often fled from place to place. The reason is that Paul chose to
preach the Gospel, not by couching it in the popular idioms of the Roman
culture, but by proclaiming it in clear and compelling words.

With prophetic insight Paul warned that in the last days some will
adopt acompromising strategy. “ For thetimeiscoming when peoplewill not
endure sound teaching, but having itching ears they will accumulate for
themselves teachers to suit their own likings’ (2 Tim 4:3). The mention of
“itching ears’ remindsoneof theuseof pop musictoday to satisfy the*itching
ears’ of the rock generation.

On the opposite side, we have today the “Message-oriented” Chris-
tians who carefully analyze any innovative method before using it, because
for them what countsisthe proclamation of the message. “We areto preach,
not to look for success,” they say. Jesuswas also almost alone at the end, yet
His apparent defeat became His greatest victory.

A negativeattitudetoward innovative methodsthat can enrich church
worship and improve the effectiveness of the evangelistic outreach is
deplorable. Christ Himself was a keen observer of the culture of His people
and borrowed fromit valuabl e object |essonsfor histeaching. Like Christ, we
need to besensitivetothecontemporary culture, including music, and borrow
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whatever can belegitimately used to reach men and women with the message
of salvation.

Music and Culture. The music used in church and in evangelism
must besensitiveto culture. Thisistruenot only inWestern countriesbut also
in developing countries, where, sometimes, missionaries ignore the native
music and expect the people to learn and adopt Anglo hymns. That raises a
guestion: Is the music of our worship services and evangelistic campaigns
serving only the prevailing culture or enhancing also the content of the
message? Our goal should be to meet both objectives. We need to carefully
analyzethecultureand borrow those elementsthat can enhancethe preaching
of thefull message. God’ smessage needsto be heard inaway that isrelevant
to people, but it must not be distorted by idioms like rock music, that
contradict its values.

Evangelistic music needsto be both “ Seeker-friendly” and “Mes-
sage-oriented.” It needs to be understood by the listener, but it must not
distort the message. Evangelistic music can borrow valuable material
from everywhere (from the past and from other countries), but it must
avoid the music that fails to portray the beauty of Christ’s character and
the seriousness of the whole plan of salvation. Most rock music failsto
give a*“sacred shiver.”

Evangelistic music must reflect Christ’s courage in confronting
the culture of Histime with the principles of God's Kingdom. Christ did
not meet the expectations of His contemporaries, not even those of His
disciples. Similarly, Paul summons believers to confront the world with
the principles of the Gospel, rather than conforming to its values (Rom
12:1).

The use of rock music in evangelism should be avoided because it
remindsyoung peopleof their rebelliouspast. It can serveasaregress iontool
towards their own childhood, as psychologists explain it.

By using rock in evangelism, Christians contrl bute to the general
increase of physical stimulations and aggrven&es Happinessis mixed
with erotic undertones and joy with aggressiveness. " We should be messen-
gersof God’sreal joy and peace.

The use of rock in evangelism is inappropriate, not only because its
values are inimical to the Christian faith, but also because it represents a
panthei sticand syncretisticformof religionwhichinvitesitsfollowerstoplug
intothesupernatural by meansof dance, sex, and drugs. Using suchamedium
in evangelismislike introducing “ strange fire” in God’ s House.



Rock Music and Evangelism 289

Rock Music Drawsthe Crowds. A maor argument used to defend
the use of rock music in evangelism is the fact that it draws huge crowds at
pop Gospel concerts. No one disputesthisfact. But thisis hardly surprising
since rock has become an indispensable part of today’ s youth culture. Many
teenagers are so immersed in rock music that a Gospel concert where this
musicisplayed providesthemwith an outlet to enjoy their music without the
condemnation of their parents or church.

Pop Gospel concertsdo not call enough for spiritual or moral commit-
ment. They mainly offer young people what they want—entertainment. Pop
gospel musician John Allen acknowledges the danger of such concerts: “It
seemsundeniablethat most of theaudienceistheresimply toenjoy themusic,
not to think hard about anything: and thereisareal danger of the emergence
of a' Greenbelt Christians,” consisting of semi-converted, shallowly commit-
ted teenagerswrllg)se Christianity meanslittle morethan that the enjoyment of
festival-going.”

We live today in a pleasure-oriented society, where people have a
much greater appetite for what is amusing and pleasing than for what is
edifying. Empiric research has shownltshat adolescentstendto listenlessand
lesscarefully eventotheirownmusic.  Itisbecomingincreasingly difficult
to motivate peopl eto attend meetingswheretheonly attractionis God and the
study of His Word. But this must never become an excuse for giving people
what they want.

Our biblical mandate isto present to people what they need to hear:
God' splan and expectationsfor their lives. Theclaim that rock music draws
the crowdsisirrelevant from abiblical perspective. Our real concernisto be
true to principle, not to be popular.

If apostolic Christianity was to be judged by the number of people
converted, then it was hardly a successful movement. Why? Because by the
end of thefirst century, all the evangelistic efforts conducted over aperiod of
almost seventy years, had converted only about 0.6 percent of the population
of theRomanempire. Thlsamounted toonemillion Christiansinapopulation
of about 181 million." By contrast, in the fourth century when Christianity
becameapopul ar movement and pagans entered the church by thethousands,
the result was spiritual decline and apostasy of the church. This shows that
numbers can be deceptive. Massive conversions sometimes bespeak of
spiritual decline and apostasy.

Only Rock Music Reaches Teenagers. We hear people constantly
saying: “ Teenagerstoday will not cometo church. We can only reach them
with rock music.” Is this true? Surprisingly, there are many evangelical
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churcheswhere no rock musicis played, and yet they arefilled with young
people. Could it be that those who are clamoring for rock music are not the
unsaved after all?

John Blanchard rai ses these pointed questions: “Isit truethat it isthe
unsaved whoinsist onthemusic?Or itisnearer thetruthto say that itisyoung
Christians who enjoy it so much that they insist on it? Isit true that the
unconverted friendsof Christiansadamantly refuseto attend any evangelistic
presentation except amusical one? Or isit truer to say that they are almost
never asked? Isn't it true that young Christians in}éite friends to Gospel
concerts as afirst resort rather than as alast resort?’

If the reports are correct that thousands of young people are saved
every year through* Christian” rock music, then onewonderswherethey are?
If the claim about mass conversion made by so many rock groupsiscorrect,
thenwe should seeanoticeabledecreasein violence, drug use, civil disobedi-
ence, and premarital sex. Unfortunately, thisisnot thecase. Theredity isthat this
music of entertainment confirms patterns of aggressiveness and violence.

Rock Music Produces Excellent Results. Promoters of “ Christian”
rock music claim that God is blessing their efforts and thousands of young
peopleare saved. Mylon LeFevre, known as“ The Solid Rocker,” claimsthat
tens of thousands have signed their decision card at his concerts: “ There are
52,000 people who have signed alittle cardsthat says, ‘ Tonight, for the first
time, | understl%nd who Jesusis and how He does things, and | want Him to
bemy Lord.””

The popular Christian press reports similar accounts of mass “deci-
sions’ registered at pop Gospel concerts. We arethankful for every soul who
issaved regardless of the method of evangelism. Thereisno reason to doubt
that some of the rock bands are genuinely concerned for the salvation of
young people through their music and concerts. But the fact that God uses
such meansto save peopleisnot of itself an indication that every meansthat
works is biblically valid. | believe that people are saved, not because of
Christian rock, but in spite of it.

Franky Schaeffer perceptively pointsout: “ Theexcusethat ‘ some-
times people are saved’ is no excuse at all. People have been saved in
concentration camps because God can bring good from evil, but thisdoes
notjustify theevil.” Mosesobtai ned excellent resultswhen hestruck the
rock at Kadesh-barnea and produced enough water for all the Israelites
andtheir livestock (Num 20:1-20). Y et God punished him for what hedid.

Evangelistic methods must be tested, not by their results, but by
their faithfulness to biblical principles. When evangelism is not con-
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trolled by biblical teaching, then it becomes a performance in manipula-
tiveskills, rather than amanifestation of the power of truth. Truesalvation
comes through the proclamation of true doctrine. A corrupted or watered
down presentation of the Gospel through a rock concert makes the
decisions suspect.

Paul Blanchard reportson asurvey of 1,829 young people conducted
by his organization in England, Wales, Scotland, and Northern Ireland. The
young people came from seven major denominations. “The poll indicated
that of the 1,829 young people concerned, only thirty-nine, or 2.1%, were
converted at a Gospel concert. (Even thistiny figure almost certainly gives
an exaggerated picture; the poll did not a%( whether the musical presentation
was the specific means of conversion).”

The reports of mass “decisions’ for Christ made at pop Gospel
concerts are suspect, not only because of the message but al so because of the
atmosphere created by the music itself. Powerful music can produce
emotional decisions, but abiblical conversionisnot theresult of anemotional,
unthinking response. It involves a genuine repentance wrought by the Holy
Spirit through the preaching of the biblical Gospel.

Atmost pop Gospel concerts, themusicisso loud and raucousthat the
words are hardly heard. How can the Gospel be presented in its convicting
power when thewords can hardly be heard? This exposesthe contradiction
of the defenders of “Christian” rock. On the one hand, they claim that the
lyrics make the music Christian, yet, on the other hand, the lyrics can hardly
beheard. If they wereseriousabout their claim, they would reducethevolume
of the instrumental music so that the message of the songs could be heard
clearly and distinctly.

The big question is whether rock music really communicates the
Gospel without distortion. After all, itisvitally important for the Gospel to
be biblically received. The acceptance of the Gospel presupposes the use of
themind. “Youshall lovethe Lord your God with all your heart, and with all
your soul, and with all your mind” (Mark 12:30). In view of the fact that in
biblical psychology, heart, soul, and mind are used interchangeably to refer
to the intellect, the mental response to God is paramount. Rock music,
however, is designed to befelt, not to be heard. Its appeal isto the body and
not to the mind. How then can a person understand the Gospel through rock
when its music bypasses the mind? The rock fan may understand the rock
signals (whatever they mean), but he can hardly understand the Gospel.

Practical Suggestionsfor Youth Rallies. In planning for youth
rallies like concerts or music festivals, several considerations should be
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kept in mind. First of all, the motivation of the event should not be to
imitate the popular rock scene. We need to seek healthy alternativesto the
music played in discothequesand night clubs. Of course, friends can and should
be invited, but they should be informed about the specia nature of the event.

In planning for the musi ¢ program, two considerations should be kept
in mind. What thought associations will the music produce and what what
will bethe possiblephysical impaclt;?Organi zersshould ensurethat themusic
is played with moderate loudness.” A pleasant but sober atmosphere should
characterize the meeting. Emphasis should be on astrong spiritual message,
and on congregational singing rather than on performing bands. Creative
playfulness should be a self-evident fact and reality. Y oung people need to
experiment. We must inspire and challenge the youth, while being open to
some unusual results. But youth leaders should never abandon their respon-
sibility of providing loving guidance.

The volume of the instruments accompanying the singing should
be very moderate. They should support the singing and not supplant it.
Often | have seen that young people do not become enthusiastically
involved in singing is because the music istoo loud and they cannot hear
their voices. The song |eader directing the congregational singing should
ensure that the musicians follow his directives in keeping the volume
under control.

Clapping, tapping, and swinging are out of placeinthechurch, but
they could be allowed in a moderate way at outdoor rallies. Great care
should betaken, however, to prevent the unruly behavior characteristic of
rock concerts, with stamping, whistling, yelling, etc. The instrumental -
ists, the song leader, and the speakers should work together to ensure that
the singing and the preaching reflect the distinctive characteristic of
Adventist meetings. Times of joy should alternate with times of medita-
tion, and even quietness.

Theprogram should start withfreshandlively musictoarouseinterest
and establish agood contact with the people. The function of themusicisto
serve as a servant of the Word. Simple heart-to-heart preaching and short
biblical messages should be the main emphasis in any youth evangelistic
program. At the end, the music should be calmer and meditative, inviting the
youth to renew their commitment to the Lord.

Y outh cultures split into more and more different global cellssuch as
bikers, surfers, fun sporters, etc. Each onehasitsownmusical language. This
offersan opportunity to create specific Christian or Evangelical or Adventist
musical subculture. Convincing presentations will at least reach the earnest

seekers among today’ s youth.
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Musicians, pastors, and teachers should gather young people around
them and plan together how to create an authentic Adventist music program
suitable for church service and evangelism. They should take the time to
choose together appropriate music for the occasion. Classical music pre-
sented with enthusiasm and quality can sti II impressyoung people. Thesame
goesfor carefully performed folk styles

CONCLUSION

The search for an effective way to reach secular-minded people with
the Gospel has led many church leaders and musicians to adopt vanous
versions of rock music for communicating the Christian message " we
commend the motives of these peopl e, but we question thelegitimacy of their
method for several reasons.

Rock music is not a neutral vehicle for Christian lyrics. The music
itself is a powerful language. Rock music in evangelism works on imagina-
tion and on thought associations, asany music. But rock music misrepresents
the claims of the Gospel by encouraging worldly values. It makes people
believethat they are all right, when in reality they desperately need aradical
changeintheir lives—aconversion experience. Asamediumwhich promotes
instant gratification, violence, drugs, sex, and pantheistic self-redemption,
rock music perverts the message of the Gospel simply because the medium
affects the message.

Rock musicinevangelism underminestheeffort to construct astrong
moral foundationintheyouth. Instead of promoting self-control, temperance,
respect for authority, and purity, it teaches self-indulgence, intemperance,
disobedience, pleasure seeking, and immature behavior.

Rock musicimpairsthediscriminatory sense of right and wrong built
within our conscience. The constant puffing up of emotions destroys guilt
barriers. It wraps people up in aguiltlessand shamel ess sel f-sati sfaction that
ultimately makes the recognition of evil impossible. Christ calls for the
recognition of our lostness in order that we might receive His gracious
provision of salvation. Listeners should capture a glimpse of divine awein
order to sense God' s calling to a complete commitment, to achangein life-
style, including music habits.

Rock evangelism confirms the “rock religion” which fosters a mix-
ture of half-conscious religious feelings and behaviours that tend towards
ecstasy and the occult. It isimperative for Christians to keep a safe distance

from such idolatrous practices.
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Rock music also has a strong physical impact mainly through its
volume and pounding beat. The music needsto be loud in order to be “felt”
by the listeners. The pounding beat of rock leads to dancing, stamping, or
head banging. The result of this heavy load of sound energy isthat the mind
switches off and leaves the field to the emotions to take over. Christians
should not allow their mindsto beimpaired by sounds or drugs, becauseitis
through their minds that they honor God by living sanely and soberly.

God’ sproven method of evangelismisthe*foolishnessof preaching”
(1 Cor 1:21. KJV). He has committed to us the message of reconciliation (2
Cor 5:18). Our responsibility isnot to contaminate thismessagewith worldly
idioms, likerock music. Thereisno need for the manipulation and stimula-
tion of rock music to save people. Evangelism has been and is greatly aided
by Christlike music presented by Christlike performers; but ultimately, itis
the proclamation of the Word of God, accompanied by the convicting power
of the Holy Spirit, that brings people into a saving relationship with Jesus
Christ. May our evangelistic efforts be centered on the Rock of Ages, rather
than on the rock music of our age.
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The music played at the inauguration of Nelson Mandela as President
of South Africa was radically different from the music played at the inaugu-
ration of William Clinton as President of the United States. The former was
driven by excitement, jubilation, and dance. The latter was characterized by
a stately and somewhat somber mood. The two presidential inaugurations
were celebrated with two different cultural styles of music. Was the American
music better than the South African one? Obviously not! Each music style was
appropriate for the culture in which the events took place.

Culture entails the characteristic features and behavior of a group of
people and the ideas and values that they espouse. “It is the sum total of their
language, dialect, thoughts, actions, and behavior that has been learned and
transmitted through the years.”! Culture is the badge of identity of a people.
Consequently, a knowledge and understanding of the language, customs,
music, and other elements of culture increases one’s level of tolerance,
acceptance, and appreciation of a particular culture. What was once unfamil-

-297-
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iar can be understood on its own terms—as the people understand it. Today
we have greater opportunities for learning about different cultures, due to
technology, travel, and media which have made this world smaller—a global
village. Instant communication exposes us daily to different cultures in a way
that was unthinkable in the past.

Elements of Cultural Music. Each culture defines its music accord-
ing to its own criteria. These involve value judgments about aesthetics—
judgments about what is proper and beautiful; contexts—the notion of when
and how often music is performed as well as the occasion and its association
with lifestyles; social organization—the age, gender, and racial and ethnic
composition of the group; status of musicians—that is, their training or lack
of it; stylistic elements—the characteristic sounds, levels of pitch, meter,
timbre, and dynamics that a group understands as its own; genres—the
standard units of the repertory; fext—the way language and music are mixed
together; composition—that is, whether the music is composed by an indi-
vidual or by a group; transmission—that is, whether the music is transmitted
by a system of notation, by imitation, or by memory; and movement—the
physical activity, the dance, and the musical instruments used in the produc-
tion of the music. These are some of the elements that help define the music
of a particular culture.

Ethnic music is generally based upon an oral tradition and originates
from or is shaped by its role and function in society. Music in non-Western
societies generally has a religious or philosophical context, and musical
practices are determined by value systems within that particular framework
which seek to preserve the sacred or mystical nature of music. Each group has
its own sources of sound, scale system, timbre, selection and arrangement of
pitches, intervals, and vocal styles (sometimes hovering around a single tone,
speech inflections, timbre changes, sliding tones, shakes of the voice, etc.)
which are all a part of the characteristic sonority.

Most often, ethnic music is uncultivated and engenders an emotional
response from the listener. Many elements of music are linked to words or
text, with pitch variations that are subtle but essential. They are simple in
texture and consist of repetition or repetition with change which is fundamen-
tal, and have their own characteristic rhythm and harmony. They also have
their own characteristic instruments—chorodophones or strings; aeroghones
or winds, idiophones or percussion; and membranophones or drums.

African Music. In the African culture, music encompasses cer-
emonial life, work, and leisure activities. Music has been transmitted
orally and has served to communicate history and current events. It also
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has preserved communal values and solidarity, expressed feelings that
could not be verbalized, and created a way to maintain a spiritually
healthy community.

African music has no theoretical base. It is functional and social in
purpose—dance, entertainment, rituals, and ceremonials. By being a
tonal language, pitch height is vital to the meaning of words. Therefore,
it is easy to make a transition from speech to songs. In some instances,
there is a fine line of demarcation between the two.

Some characteristics of the performance are call and response,
vocal polyphony, spontaneity, slurs, slides, and glissandos. Because the
music is unrehearsed, there is no concern for a right or wrong way of
singing. The music is designed to invoke a response from the listener as
an acknowledgment of what is3being said. The body also can be used to
help beat rhythms or to dance.

The cultural diversity of music reminds us that variety is God’s gift
to humanity. Being a God of variety, He understands that all forms of
worship are shaped by culture and environment. Today God is worshiped
in a variety of ways according to culture, style, and geographic location—
even within the same denomination. With such a cultural diversity, it is no
wonder that there is controversy about what is acceptable or unacceptable
music for worship.

Objectives of This Chapter. The overall objective of this chapter is
to consider whether or not culture really matters to God, especially when it
comes to church music. Is there one particular music style that God expects
us to adhere to? Are our value judgments about God’s ideal worship music
really His values?

The more specific objective is to discuss whether or not the use of rock
music, in its various versions, can be legitimately justified as a cultural
expression of the African-American heritage. From a Christian perspective,
should music be evaluated in terms of its cultural association or on the basis
of the biblical distinction between the sacred and profane, which applies to
any culture?

With these questions in mind, this chapter has two parts. The first part
looks at rock music in its cultural setting. Specifically, it examines the
prevailing assumption that rock music is part of the African-American
heritage and, consequently, is a legitimate form of expression. Our study
shows that this assumption is inaccurate. There is a substantial difference
between the structural components of rock music and those of African-

American heritage music.
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The second part of the chapter suggests some basic principles to guide
Christians in making good musical choices. Consideration is given to six
important characteristics of sacred music. The aim is to help the reader define
what constitutes sacred music, not on the basis of biblical principles but of
cultural concerns.

Part 1
ROCK MUSIC AND ITS CULTURAL ROOTS

The roots of rock music are generally traced back into the West
African slave culture, which was eventually taken to the West Indies and
finally to the southern part of the United States. Primitive, home-made
instruments were gradually replaced by the clarinet, guitar, trumpet,
trombone, double-bass, and drums, all of which were used to create a
special rhythm.

When African slaves were brought to America, they were stripped of
two very important elements of any culture, namely, music and language.
They were forced to speak and sing in a vernacular that was totally foreign
to them. As time passed, however, they developed a vocabulary, a dialect, and
a music that became distinctly their own.

Negro Spirituals. Music played a very important role in the lives of
the slaves, because it enabled them to express their emotions according to
their own traditional culture rather than of that dictated by their masters. Their
music became known as “Negro Spiritual.” Their songs were inspired by the
hardships experienced by the slaves: whippings, beatings, destruction of the
family unit, lynching, and other abuses.

Although Negro Spirituals had a religious or philosophical context,
they became the community songs based upon oral traditions emanating from
Africa. Their content centered around aspects of everyday life and served as
an aid for participants to interact and communicate with each other, to create
solidarity, to relieve the monotony of work, and to alleviate fatigue. The
Negro Spiritual idiom also gave the community an opportunity to comment
on its own situation while providing each member with a sense of belonging
inthe midst ofa confusing and terrifying world. Though rhythmic in music, Negro
Spirituals always expressed the hope of God’s deliverance of His people.

Because the slaves were denied the right to learn reading or writing,
they had to learn anew language by ear. This resulted in the evolution of anew
dialect which is reflected in the rhythm of many Spirituals and their arrange-
ments. The Spirituals became the songs sung in a strange land, giving
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inspiration to a people denied their instrument of communication (drum)
and forced to acc%pt the Puritan idea that their dance and former life in
Africa was sinful.

The swing of the spiritual is also a part of the religious experience
of the African American and is more of a feeling and a nuance than a
notation. For this reason, performance is based upon popular entertain-
ment practices.

It is unfortunate that many of the Negro Spirituals are becoming
lost or unknown to this younger generation because they are so seldom
sung and passed along. The result is that many African Americans do not
know their own musical heritage, especially the circumstances under
which the Spirituals were born. Instead, the youth of today tend to
gravitate toward contemporary Black music, which they claim as their
own “heritage” music.

Black Classical Music Heritage. Black youth today ignore the
contribution of Black composers who created and performed classical art
forms long before and even during slavery days. For example, Ignatius
Sancho (1729-1780) wrote the book entitled 7heory in Music, dedicated to the
Princess Royal of England, and composed Twelve Country Dances for
harpsichord (1779). Chavalier de Saint Georges (1739 or 45-1799) was a
violinist and conductor for the Opera’s Academie Royal in Paris and wrote
operas, symphonies, string quartets, concertos, and more.

The Rev. Richard Allen (1760-1831) was the author of the first Black
church hymnal. George A. Polgreen Bridgetower (1779- 1860) was a good
friend of Ludwig van Beethoven and was so highly respected that he was hired
by the Prince of Wales to play in the court orchestra.

Francis “Frank” Johnson (1792-1844) was an American Black com-
poser from Philadelphia who became the first to win acclaim in America and
in England and take a musical ensemble abroad to perform in Europe. He was
also the first to introduce the promenade concert to the America, the first to
establish a school of Black musicians, and the ﬁrstStO have his compositions
published as sheet music (1818). The list goes on.

This sampling of Black composers and performers suffices to
show that Blacks do have a legitimate classical musical heritage and do
not need to seek their musical roots in rock music, a music that rejects
Christian beliefs and values. Today, over five thousand Black composers
and performers have recorded. This information is significant because it
shows that Black music and musicians no longer need to be relegated to

the rock genre.
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Negro Spirituals, beautiful though they may be, represent a sad but
significant chapter in the history of Black people. Their contribution to
religious music has not been fully recognized. One reason Blacks tend to
gravitate toward rock music and claim it as their “heritage” music is because
rock does not have the negative association that spirituals have. Black rock
musicians and performers are respected for their talent and are portrayed as
prosperous individuals who have contributed to the music scene. Hence, they
become the icons and role models for those Blacks who seek to rise above the
stigma of the past.

Rock Music and African Music Heritage. The prevailing as-
sumption that rock music is a legitimate expression of African-American
heritage ignores the significant differences that exist between the two.
African-American heritage music is predominantly melodic and is based
upon the rhythm of the dialect. Rock music, on the other hand, is based
upon and is driven by a beat that overshadows and dominates all other
musical elements.

The roots of the rock beat are to be found not in the religious music of
the African-American heritage, but in secular and often irreligious music
known as “Rhythm and Blues.” This music became the expression of those
Blacks who strayed away from or rejected the Christian faith. They wanted
to become respected entertainers by playing a secular music. The mood ofthe
Blues is one of sadness, punctuated by a regular, heavy beat. The emphasis
is on the pleasures of this world, especially the enjoyment of illicit sex before
or outside marriage.

After World War II, White entertainers, fascinated by the beat of
the Blues, began to copy this style of music and augmented the instrumen-
tation with electric guitars, bass, and drums. Soon this music was popu-
larized by singers like Bill Haley, Chuck Berry, Buddy Holly, and,
especially, Elvis Presley. From this fusion, a new musical style was
born—Rock and Roll. The latter differs from the Blues because of its
constant drum beat that makes it conducive to dancing.

The distinction that we find in African-American music between
the religious Negro Spiritual and the secular, irreligious Rock and Roll
reminds us of the simple fact that in all cultures we can expect to find some
music which is pro-Christian and some which is anti-Christian in its
values. This is the result of the fall of humankind which is present in every
age, country, and culture. “All have sinned and fall short of the glory of
God” (Rom 3:23).
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Rock Versus Heritage Music. A closer look at the characteristics
of the African-American heritage music and those of rock music reveals
significant differences. While heritage music preserves and fosters unity,
rock music creates division and influences rebellious attitudes toward
moral values and a disrespect for authority. Perhaps the similarity is due
to the fact that the drum, a key instrument in both situations, is involved. The truth
is that, other than the use of the drum, neither has anything in common.

In the African tradition, drums are considered to be “society drums”
which speak a language that could be understood by the people of the culture.
They are functionally based and social in purpose. They serve as a means of
communication—signaling, dance, entertainment, rituals, and other ceremo-
nies. Even the body was used as a drum to beat rhythms.

In rock music, drums are also a key instrument for they create a static
punctuation through incessant pounding that is so characteristic of this type
of music. While most people use the terms “rhythm” and “beat” interchange-
ably, there is a technical difference between the two. The “beat” is vertical in
structure, and is, by definition, a regular recurring pulsation, like the heart
beat. “Rhythm,” on the other hand, is horizontal in structure and results from
a combination of long and short note values that create a flowing, forward
motion. Scholars have traced the origin of rock music back to the African
drum because of the complex rhythms that are also said to call forth
supernatural evil beings.

Are Drums Evil? The myth that drums are evil originated from
European missionaries who went to Africa and could not relate to the culture.
Africa was nicknamed the “Dark Continent” not only because of the skin
color of’its inhabitants, but “mostly because the outside world knew very little
about the geography and the peogles of'this vast land mass, particularly in the
area south of the Sahara Desert.

Drums were and still are an integral part of African culture. However,
because the missionaries did not understand the intricacies of playing them
and because they were sometimes used in voodoo and other rites involving
spiritualism, they were deemed evil. Failing to deal with African music on its
own terms led the missionaries to substitute these traditions for those
European standards familiar to them. Consequently, this acculturation at-
tempted to strip Africans of one of the most important elements of their culture.

By observation, one can see that all drums are not created equally and
that they do not all have the same function. For example, authentic African
drums are constructed from wood and animal skins. “They may be played at
religious ceremonies of social gatherings, traditional dances for children’s

games, for work, and for war.”
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What the missionaries failed to realize was that, as an instrument, the
drum is not sinful per se and the rhythm of the drum is merely a language—
atool of communication that could travel much farther than the human voice,
due to the nature of its acoustics. In fact, the drum is to the Africans what the
shofar or the trumpet was to the Israelites.

Two Kinds of Drums. Today, drums seem to be the most controver-
sial of all instruments. This is partly due to their traditional association with
conjuring up evil spirits, and partly because of the way they are used in rock
music to produce its relentless beat.

In Western music, however, drums have two categories—pitched
(timpani, steel drums, tom-toms, etc.) and non-pitched (snare, bongos,
drum kit often referred to as a trap set, etc.). The “drum kit” (bass, tom-
toms, snare, suspended cymbal, hi-hat) descends from the European military and
marching-band instruments and is the source of contention today.

In the 1920s, jazz drummers experimented with one person play-
ing several instruments, using feet as well as hands. As technology and
techniques improved over the ensuing years, the drum kit became one of
the main components of popular music, rock bands, jazz ensembles, and
even gospel music.

It is interesting to note that these drums are played mostly with
sticks or mallets, while African drums are played with the hands. In light
ofthis, the ensuing discussion on drums is in reference to the drum kit, and
the principles cited also apply to electronic instruments—synthesizers,
drum machines, and all others that reproduce the sound of acoustic
instruments.

Effects of Rock Music. The birth of rock has impacted upon various
cultures around the world. In fact, the widespread popularity of rock is
causing the gradual loss of many cultural traditions, and a decline in social
mores. Initially, when the “pop music” of the 1950s was called “rock and
roll,” it still exhibited some characteristics of “good” music. The melody was
still the dominant element.

Within a few years, however, the emphasis shifted from the head
(melody) to the body (rhythm) both in message, sound, and nuance. Rock
music gained popularity when the Beatles came to America in 1964, bringing
with them drums, amplified instruments, and “the beat” which became the
dominant element, totally displacing melody and harmony. Even the spelling
of their name—BEATles—announced the arrival of a new type of music that
would soon attract people around the world. Rock is a type of music that was
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created to be felt and not heard—a music that would anesthetize the senses of
people from every culture.

As rock has hardened over the years, its hypnotic beat has inundated
all genres of music, including Gregorian Chant, the most monotonous of all
sacred music. In addition to its hypnotic beat, another dimension has been
added to ensure total mind control—video recordings. While the body is
bombarded by the pulsation of the beat, the mind is hypnotized by the rapid
fluctuation of light in the video.

For example, when a television is on in a dark room, one can better
observe the strobe effect of the light upon a wall. This is due to the frequency
with which the scenes change. While the effect is not as noticeable in a room
with light, the result is the same because the eyes are focused in one
direction—that of the flickering light.

In October of 1999, Dr. Neil Nedley appeared on Three Angels
Broadcasting network on the program, “Health for a Lifetime.” He delineated
from his book, Proof Positive, seventeen dangers of watching entertainment
shows, such as MTV, with fluctuating lights which he calls “the rapid change
of reference scene.” The seventeen dangers are:

* Hypnosis

* Reduced interest in reading and learning

» Weakened brain power

* Promotion of poor life-style habits (smoking, drinking, eating,

morals, etc.)

* Obesity

* Increased daydreaming

» Weakened creativity

* Reduced power of discrimination—inability to tell right from

wrong

* Conditioning to non-reaction response (laugh at rape, and crime)

* Violence lightly regarded

* Irritability

* Increased aggression

* Accelerated sexual activity

* Addictedness

* Reduced time for productivity

* Lessened family time

 Adverse effect upon spiritual pursuits

The effects of the “rapid change of reference scene” are parallel to
another phenomenon of rock music called “switching.” This causes the
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body to incur confusion and alarm, perceptual difficulties, a decrease in
performance (in school and work output), hyperactivity and restlessness,
reduction in decision-making capacity, and a loss of energy for no
apparent reason.

There is also a drop in blood sugar (the brain’s nutrition source)
which, over a period of time, results in structural changes in the brain cells.
This subsequently renders the body unable to distinguish between that which
is good or that which is harmful, and, in so doing, impairs the capacity to make
moral decisions. This mental effect is significant to our ensuing discussion on
worship styles.

The Real Origin of Rock Music. While the birth of rock music is
traced to the 1950s, the phenomenon of rock music is not new. The Bible
suggests that the gripping hypnotic drum beat, which has so adversely
affected humankind, originated with Lucifer, the crowning act of creation in
heaven. “Thou hast been in Eden the garden of God. . . the workmanship of
thy tabrets [drums] and of thy pipes was prepared in thee in the day that thou
wast created” (Ezek 28:13. KIV).

Satan desired to “be like the Most High” through rebellion and
deception. Ultimately he was expelled from heaven, and from that day he has
sought to malign God’s character and erase His image in humankind. His aim
is to etch his own image upon the character of every individual. This can be
seen especially in the rebellious and perverted behavior engendered by rock
music.

The influence of the rock beat is not a new phenomenon. Some of the
characteristics of rock music already existed at the time of Moses. We read
that upon returning to the Israelite camp after receiving the Ten Command-
ments on Mount Sinai, Joshua said to Moses, “‘There is a noise of war in the
camp.’ But he said, ‘It is not the sound of shouting for victory, or the sound
of cry of defeat, but the sound of singing that [ hear.” And as soon as he came
near the camp, and saw the calf and the dancing, Moses’ anger burned hot.”
(Ex 32:17-19).

The Israelites danced around the golden calf at the sound of the
beat. Centuries later it was the dance of Herodias’s daughter that influ-
enced the demise of John the Baptist. Biblical examples such as these
indicate that rhythmic, dancing music has been around for a long time and
has played a majorrole in fostering opposition to God’s will and and moral
perversion.
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By worshipping the golden calf, the Israelites rejected the Creator
and Redeemer God, choosing instead to worship an object of their
creation. Having just emerged from Egyptian bondage, the Israelites were
still in bondage to that cultural influence. They imitated the idolatrous
worship that they had witnessed for so long by employing the rhythmic
dance they had learned in Egypt.

The “mixed multitude” that joined the Israelites undoubtedly
influenced their apostasy. Although their worship around the golden calf
was spirited, they were not spiritual. Spirituality manifests itself in
attitudes and behavior that coincide with that which is scripturally
acceptable to God.

Two Ancient Worship Styles. By way of contrast, visualize another
scene, namely, the inauguration of the Temple by Solomon. We are told that
all the Levite singers “made themselves heard in unison in praise and
thanksgiving to the Lord. . .. The song was raised, with trumpets and cymbals
and other musical instruments, in praise to the Lord, ‘For he is good, for his
steadfast love endures for ever,’ the house, the house of the Lord, was filled
with a cloud . . . for the glory of the Lord filled the house of God”’(2 Chron
5:13-14).

The music of the Levite choir and that of the worshippers of the golden
calfwas similar in the sense that both involved a loud and emotional response.
However, the one obvious difference between the two is that one expressed
an authentic worship of God and the other was a counterfeit. It is significant
that Joshua initially perceived the music directed to the golden calf as being
the noise of a battle. Such a description fits well the blasting noise of rock
concerts.

Unlike the singing at the inauguration of the Temple, God was not
present at the worship of the golden calf because it was the worship of a man-
made idol. God declared, “They made a calf in Horeb and worshipped a
molten image. They exchanged the glory of God for the image of an ox that
eats grass. They forgot God, their Savior” (Ps 106:19-21).

Their music was an outward expression of an inward condition. The
“noise” of their music was a cacophony of sound—discord, clamor, commo-
tion, disharmony, and pandemonium. The same characteristic attitudes—
commotion, disharmony, and behavior—are present today in the rock music
that counterfeits the worship of God.

Two Worship Styles Today. Two worship styles still exist today.
One is known as the conservative style and the other the liberal style. The
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church music in the conservative worship style is derived from the European
tradition and consists of hymns, anthems, classics, and some contemporary
Christian music.

The organ and piano are the main instruments used, although other
instruments are employed as well. Contrary to what some people say, the
music of this worship style is not dead or dull. On the contrary, some of the
most lively, beautiful, and moving music is rendered within this style. A
determining factor is a dynamic, competent, and spiritual song leader who can
inspire the congregation to sing wholeheartedly.

The liberal style of music, on the other hand, is more Pentecostal and
improvisational in nature. Usually it consists of gospel music that fosters a
foot-tapping, hand-clapping, and body-swaying response. Instrumentation
includes drums, electric guitars, and synthesizers which are coupled with the
piano and organ. In most cases, the musicians (and some pastors), although
quite talented in other areas, have had little or no musical training; conse-
quently, they perform mainly by ear. Because music within this context is
erroneously called “heritage” music by some, the quest for cultural preser-
vation is at times taken to the extreme.

“Black music” is more or less a label that has been attached to a style
and sonority of music that is generally associated with African-American
culture because it bears certain ethnic characteristics—compound meter
(sometimes referred to as long meter), rich harmonies, rhythm, syncopa-
tion, improvisation, bending and surging of notes, ornamentation, blues
notes, and the like.

Some think that contemporary styles are heritage music because of
these characteristics and because they are popularized by Black artists. By
definition, however, “heritage” music is that which has been passed on to
succeeding generations. This is hardly the case with the various versions of
contemporary rock music. It is rightly called “contemporary,” because it
departs from both the African and European music heritages. We have shown
that there is a radical difference between the heritage music of the Negro
Spirituals and that of rock music.

The tendency today, among various ethnic and religious groups, is to
deify their culture through icons, symbols, and the music that best represents
them. They deem worship less meaningful if it does not fit into their cultural
values and personal tastes. They seem to forget that culture, like anything in
this world, is tainted by sin. This means that culture must be tested by the
normative authority of Scripture and not vice versa.
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The “Language” and “Dialect” of Music. After pondering for
some time the ongoing debate over worship styles, I sense that the cause
of the problem may not necessarily be the worship style itself, but the
musical “language” and “dialect” that are used. Language is a communi-
cation tool made up of a vocabulary that is understandable and meaning-
ful to the hearer.

The “dialect” associated with the language is what groups people
together and becomes their identification badge of kinship. Anyone who
speaks the language with a different dialect is usually called a “foreigner.”
When Paul listed “tongues” as one of the spiritual gifts, most likely he meant
not only the ability to speak different languages but dialects as well.

To further illustrate the point, let us consider the various kinds of
“languages” that exist within the same language. For example, there is
legal language, street language, professional language, sports language,
academic language, musical language, and the list goes on. If the vocabu-
lary of any of the above “languages” is configured in a way that all cannot
understand, then it becomes a “foreign language™ and is utterly useless to
the hearer.

The same is true for music. For example, what is known as
“ebonic” or “Black” music has crept into the church and has changed the
“language” and “dialect” of music from sacred to commercial sounding.
The result is that a new musical culture was born, which is resisting and
rejecting the European musical tradition, especially when it is elevated to
“the standard” to evaluate music.

The psychological scars resulting from this conflict have not yet
healed. This conflict has affected the worship experience of many. “Walls of
separation have been built up between the whites and the blacks. These walls
of prejudice will tumble down of themselves as did the walls of Jericho, when
Christians obey the Word of God, which enj oings on them supreme love to their
Maker and impartial love to their neighbors.”

Edification. In worship, the operative word is edification. If the
musical “language” is foreign to the congregation, it is irrelevant and
meaningless and becomes as “sounding brass, or a tinkling cymbal.” The
message is lost, and the church is not edified. This is one reason why the
Catholic church finally permitted the mass to be conducted in the vernacular
of the people.

If the musical language is foreign to the congregation, how can it be
edifying? When we offer our music with the Spirit and with understanding,
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heavenly musicians join in with us. God expects us to cultivate our voices so
we can speak and sing in a way that all can understand.

Music in worship must be edifying to the congregation. When it is
rendered in a form that is foreign to the hearer, it is meaningless. This does
not mean that everything is appropriate for worship as long as it is expressed
in the idiom of the culture. As noted earlier, our culture must be tested by
Scripture, and not vice versa. Unfortunately, often in an attempt to emphasize
cultural identity, the latter becomes the object of worship.

The Danger of Ethnic Pride. Itis interesting to note that before the
civil rights movement, ministers preached the doctrines of the church without
being concerned about ethnic differences. But after the civil rights movement,
many ministers became caught up in culturalism and began preaching on the
attributes of a race, instead of those of Christianity. Thus, were born the
concepts of “Black power” and “Black awareness.” Christianity was placed
in competition with culture. The music began to reflect this philosophy as well.

We must be aware of the captivating influence of ethnic pride which
is used by the enemy to divert our attention from God. Christian principles
transcend cultural boundaries, because the blood of Jesus Christ was shed for
every person in every race, and every culture. What meritdo these issues have
in light of our salvation? Jesus Christ taught that there are no territorial lines,
castes, or ethnic pride in God’s kingdom.

In 1969 the Edwin Hawkins’ arrangement of “Oh Happy Day”
crossed the line. Never before had a “religious” song been aired on secular
“Top 40” radio programs, to say nothing of becoming a number-one hit.
Since then, many religious-record companies have come into existence.
They have provided opportunities for more Black artists to become
involved in religious rock.

As various rock groups sprang up after the debut of the Beatles,
their music and lifestyle changed for the worse. Drugs, sex, violence, and
all sorts of immorality became prevalent among the youth culture and
reached its zenith at the Woodstock concert in 1969. At this time, some
young people, who had been searching for something better without
finding it, decided to “Try Jesus.” Thus the “Jesus Movement” came into
existence. Youth around the country began to “get high” on Jesus as they
sang religious songs to the rock beat that they so dearly loved. This
marked the beginning of the Contemporary Christian Music industry or
what I call “pop gospel” music.



Rock Music and Culture 311

How Rock Music Entered the Church. How has rock music been
able to enter the church? A major reason is the weak spiritual leadership of
pastors who have been easily swayed by popular demand. Paul warned that
“the time will come when they will not endure sound doctrine; but after their
own lusts shall they heap to themselves teachers, having itching ears; and they
shall turn away their ears from the truth, and shall be turned unto fables” (2
Tim 4:3-4. KJV). Popular pressure can sway weak leaders, as illustrated by
the example of Aaron. He feared for his own safety and thus yielded to the
whims of the Israelites. Had Aaron stood for principle, most likely he could
have averted the apostasy at Mount Horeb.

“How oftenin our own day, is the love of pleasure disguised by a ‘form
of godliness!” A religion that permits men, while observing the rites of
worship, to devote themselves to selfish or sensual gratification, is as pleasing
to the multitudes now as in the days of Israel. And there are still pliant Aarons,
who, while holding positions of authority in the church, Willg yield to the
desires of the unconsecrated, and thus encourage them in sin.”

When leaders are weak or afraid to take a stand, they tend to yield to
the whims and desires of the parishioners. Instead of leading, they are led,
causing their own eternal loss as well as that of the people entrusted to them.
Today, as in ancient Israel, the problem is leadership more than membership.
When leaders fail to lead the people into paths of righteousness, they allow
them to follow the path to self-destruction.

Church leaders need to understand that though certain musical
styles reflect “the language” and “the dialect” of a particular people, they
do not necessarily represent the principles of God’s Word. Often in
Contemporary Christian music, the holy is mixed with the profane, because the
ultimate concern is to make sales, rather than to save lost sinners.

Music produced for the sake of profit, entertainment, and sensation-
alism does not foster spiritual growth. Instead, it weakens intellectual and
moral powers, dulls our appreciation for that which is sacred, and has an
adverse effect upon our prayer life and Bible reading.

In many instances, the spirit and manner in which Contemporary
Christian Music is performed reflects the entertainment environment of the
secular concert, night club, disco, etc. The music sounds like R & B, Rock,
Rap, Jazz, Country Western, or some other pop genre. It is inundated with
sensual overtones that dazzle, excite, and induce undulation. When the holy
is mixed with the unholy and is incorporated into our worship, it becomes a
blemished offering that God cannot accept.
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Even during Jesus’ day, the system had become so corrupt that the
Lord expressed His righteous indignation by expelling the money changers
from the Temple because they had commercialized God’s House. There
exists today the same need to protect the integrity and sanctity of the worship
place, including its music. It is imperative for church leaders to teach their
congregations how to worship God in the beauty of holiness by explaining to
them the basic principles of sacred music.

Part 2
PRINCIPLES OF SACRED MUSIC

Music is God’s gift to the human family. It is a powerful tool that can
uplift, edify, inspire, elevate, evangelize, reinforce doctrines and beliefs,
subdue uncultivated traits of characters, and promote harmony. It can fix
words in the memory and impress the heart with spiritual truth. It can serve
as a weapon against discouragement and bring heaven’s gladness to the soul.

Discerning “good” music thathonors God may be easier for some than
for others. The following elements of good music should serve as a guide for
those who are interested in understanding more fully what constitutes sacred
music that honors the Lord.

Unity. A first characteristic of sacred music is found in 2
Chronicles 5:13 where we are told that the Levitical singers were to “make
themselves heard in unison in praise and thanksgiving to the Lord.”
There was an unmistakable oneness and harmony in the sound of their
music. The voices and the instruments blended together. Unity is vital in
Christian music.

A characteristic of much contemporary music is improvisation. Often
instrumentalists or vocalists improvise, composing and performing simulta-
neously on the spur of the moment. Hot bands are known for “doing their own
thing,” blending in but not in any planned manner. Musical renditions are
often inundated with or motivated by sensationalism (vocal gymnastics,
excessive use of ornamentation, keyboard runs, lavish chords, etc.) in order
to dazzle, excite, or induce undulation, hand clapping, swaying, etc. Such
music is characterized by polarization and discord, and not by “unison in
praise,” like in sacred music.

Practice is needed to present our best music to the Lord. Some
Christians believe that practicing in order to praise the Lord is unnecessary,
because singing should be natural. The attitude that a few minutes of choir
practice before the service is sufficient hardly reflects the importance the

Bible places upon music.
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To achieve unity, musicians must have a knowledge and understand-
ing of the nature and function of their instrument in music making, especially
drums. They need to understand that drums should be orchestrated to add
“color” to the music and not be loud and overpowering or distracting from
the message of the music. When the instruments overpower the melody,
harmony, and lyrics to the point that the message is lost, then the rendition
does not edify the listener because there is no “unison in praise.”

Word-Centered. A second characteristic of sacred music is its
“Word-centeredness.” It helps to hear the Word of God more clearly. Sacred
music, presented to the Lord and heard by His people, should strengthen the
message of the Gospel and not cheapen it. The Bible tells us that “faith cometh
by hearing, and hearing by the word of God” (Rom 10:17, KJV). Music should
contribute to the hearing of the message of God’s Word which builds faith.

This means that the sound of the music must harmonize with the
words. Biblical truths are heard in words, and the music must not distort or
push into the background “the word of truth” (Col 1:5). If the volume or the
dissonance of the music are such that the words cannot be heard clearly, then
the whole performance becomes an absurd and disrespectful exercise.

Praise and Thankfulfness. A third characteristic of sacred music is
its praise and thanksgiving to God. The Temple choir was “heard in unison
inpraise and thanksgiving to God” (2 Chron 5:13).  Repeatedly the Scripture
summons us to sing praises to the Lord with thanksgiving (Ps 7:17; 47:6-7,
18:49; Jud 5:2; Ez 3:10; Jer 20:13).

Contemporary Christian Music places considerable emphasis on
praise, but those songs which express meaningful praise are scarce. Some of
them are trite, shallow, simplistic, and entertaining. While the hymns of the
Bible extol the greatness of God and His mighty works, much of contempo-
rary music uses constantly the first and second person pronouns.

The first recorded song in the Bible has these remarkable words: “The
Lord is my strength and my song, and he has become my salvation” (Ex 15:2).
Moses refers to God as “my song,” because the whole song is consecrated to
the honor of God and is intended to praise Him for delivering His people.

Can this be said of the “Christian” rock music characterized by
beat, rhythm, loudness, and syncopation? Does such music express the
purity, majesty, and holiness of God? Does it celebrate God’s marvellous
creative and redemptive accomplishments? Music about God should be
like God, reflecting Him, and communicating something of the beauty of

His character.
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Ministry Unto the Lord. A fourth characteristic of sacred music
is its goal to minister “unto the Lord,” as opposed to entertain the listener.
The difference between the two is perceived by both the listener and the
performer. Sacred music that ministers to the Lord exalts His holiness and
majesty, while entertainment music seeks to bring attention to the musician.

As Jacob Aranza points out, “the musician becomes another music
star and the main attraction in place of the Lord. In such cases, Jesus just
becomes the platform for the musician to display the flesh. This would be like
Jesus riding into Jerusalem on a donkey and the people applauding the
donkey. How foolish and sad!”

Inhisbook A Philosophy of Church Music, Robert Beglund writes: “If
entertainment is a prime goal of church services then music that primarily
entertains is appropriate. However, one is hard pressed to develop abiblically
based argument that advocates entertainment as a primary (or even second-
ary) goal in church services.”

There is a clear distinction between sacred music that ministers
“to the Lord,” and so-called “Christian” music that entertains the listener
at home or in church. “In the former (ministry) the musician and listener
are moved by the music, by the godly character it reflects, and by the clear
message of the lyrics. In the latter (entertainment) the musician and
audience are moved by the performer’s ability to communicate, influence,
control, and inspire. In ministry, attention is drawn by the vehicle to the subject
of the music. In entertainment, the vehicle causes the focus to be on itself.”

Music is either sacred or secular. The holy should not be mixed with
the profane. “Teach my people the difference between the holy and profane,
and cause them to discern between the unclean and the clean”(Ezek 44:23,
KJV). This biblical imperative applies to the music as well.

There is no such thing as “gospel jazz,” or “Christian Rap,” or
“Christian Rock.” Such labels are an oxymoron. To assume that music that
promotes perversion can be made into a medium that proclaims salvation just
by changing its label and lyrics is like believing that the devil can be made
into a Savior just by changing his job description.

The gospel is the good news that Jesus suffered inhumane abuse in
order to gain our salvation. To trivialize the message of the gospel by mixing
it with that which is secular (commercialism) is not only sacrilegious, but is
also an affront to the magnitude of Christ’s atoning sacrifice.

Rap “music” is rhythmic speech which contradicts the biblical direc-
tiveto “sing” and make a “melody.” The enemy does not want us to “sing unto
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the Lord,” so he created a counterfeit singing. Unfortunately, there are those
who have deluded themselves into believing that such music can be used to
lead others to Christ. God never has nor will He ever use the devil’s tools to
attract sinners unto Himself.

“There is always danger, when the common is mingled with the
sacred, that the common will be allowed to take the place of the sacred. .
. .When objectionable matter is mingled \ixgith sacred matter. . .[God’s]
blessing cannot rest upon the work done.”

Godly Living. A fifth characteristic of sacred music is its capacity to
encourage disciplined, godly living. Discovering God’s will for our lives
should be the constant concern of every serious-minded Christian. “This is the
will of God, your sanctification” (1 Thess 4:3). Sanctification does not come
easily. It is not handed over to Christians on a plate.

“The Christian life is a fight, not a festival; a conflict, not a concert.

It is a constant battle against the forces of evil and calls for vigilance,

discipline, sacrifice, and spiritual determination. Does your music tend to lead

you in these directions, or does it tend to be soft, slushy or sentimental? Does

it help you focus your mind on things that are “true . .. noble . . . right ... pure
.lovely . .. .admirable . . . praiseworthy’? (Phil 4 8). !

Sacred music helps us to live in the world without becoming part
of it (1 John 2:15). This has been the Christian challenge in every age.
Today the challenge has become more intense because Christians are
pressured from every side to conform to those philosophies, standards,
values, and life-styles that are diametrically opposed to those presented in
Scripture. Sacred music should inspire us to renew our commitment to the
Lord, saymg “Iwould be, dear Savior, wholly Thine; Teach me how, teach
me how.”

“What voice are you hearing in your music? Does it appeal to the
sensual or to the spiritual? Does it seem to have its roots in this world or in
heaven? Does it stimulate pure appetites or impure? Does it lead you to want
more of the world’s values or less? Are godless people comfortable with it or
embarrassed by it? Does it help or hinder a desire to break free from the
worldly way of doing things? There is no neutrality here—the Bible makes
it clear that ‘Anyone who chooses to be a friend of the world becomes an
enemy of God” (James 4:4.NIV). The question is not essentially one of what
you like, but of whom you love.”

Music Suitable for Heaven. A sixth characteristic of sacred
music is its suitability for heaven—the homeland of music. God revealed
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to the apostle John that there will be music in heaven. In one of the most
breath-taking passages in all of Scripture we are told that every creature
in heaven and earth joined together in singing: “To him who sits upon the
throne and to the Lamb be blessing and honor and glory and might for ever
and ever” (Rev 5:13).

Is the music you enjoy suitable to praise God in heaven? Does it give
undivided glory to “the Lamb, that was slain”? (Rev 5:12). Can you imagine
this music being played or sung by heavenly beings? Can you imagine
yourself singing the same song while standing before the indescribable
majesty of the triune God? It is important to remember that “Our citizenship
is in heaven” (Phil 3:20.NIV) and every aspect of our lives, including our
music, should be a preparation for that glorious experience.

CONCLUSION

Cultural diversity began when God confused the languages at the
tower of Babel and subsequently “scattered [the people] abroad from thence
upon the face of all the earth” (Gen 11:8.KJV). Each people group became
relevant in their own uniqueness. Their badge of identity is reflected in their
music, language, dialect, behavior, ideas, and values which were learned and
transmitted from one generation to the next. It is the gift of uniqueness that
God gave to humanity.

Music can be classified in four major categories: art music, church
music, folk music, and “pop”’/commercial music. Each of these is distinctly
different. Of these categories, “pop”’/commercial music, which is character-
ized by the rock beat, is the only one that has aggressively infiltrated each of
the others and has blurred their distinctive features. By so doing, it makes all
music sound similar.

The widespread popularity of rock music around the world is causing
the gradual disappearance of some musical traditions, especially among the
youth. They have no desire to preserve the classical music which has come
down to them, because they find it dull and irrelevant. It does not stimulate
them physically like rock music. This sentiment is transferred into religious
music. Hymns, which are the didactic aspect of religious beliefs, are being
replaced by praise songs which are more lively, but they often lack biblical
content and music quality.

A humorous story may serve to illustrate the difference between
hymns and praise songs. A farmer attended a city church one weekend. Upon
returning home his wife asked him, “How was the service?” “Well,” said the
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farmer, “It was good. They did something different, however. They sang
praise choruses instead of hymns.” “Praise choruses?” said his wife, “What
are those?” “They’re sort of like hymns, only different,” said the farmer.
“Well, what’s the difference?” “Well, it’s like this. If I were to say to you,
‘Martha, the cows are in the corn,” well that would be a hymn. If on the other
hand I said to you, ‘Martha, Martha, Oh Martha, MARTHA, MARTHA, the
cows, the big cows, the brown cows, the black cows, the white cows, the
COWS, COWS, COWS, are in the corn, are in the corn, are in the corn, are
in the corn,” well, that would be a praise chorus.”

Praise songs can be described as one phrase, two chords, three hours.
When punctuated by a rock beat, this is the result—mindless repetition that
soon becomes hypnotic in its effect. Some seek to glorify this hypnotic type
of music by labeling it as a “cultural heritage.”

The purpose of worship is to glorify God, not culture. When culture
becomes the focus and the foundation upon which worship is based, then the
true motive for worship is lost. God accepts the worship of people of all
cultures offered to Him in their different languages and music styles, but in
each culture a distinction must be made between what is holy and unholy,
sacred or profane.

Frequently, the question is asked, “What is wrong with rock music?
After all, it is part of my cultural heritage.” The Word of God advises us to
resolve this question, asking instead, “What is right with rock music?” Does
it glorify God (1 Cor 10:31)?

The question for the Christian must be: “What will please the Lord?
Is there anything good about rock music that will please the Lord? Does it
promote Christian values? Does it give a repentant view of human depravity?
Does it build up the Christian faith or does it tear it down? Does it glorify God
or extol human perversions?

The answer to these questions is not difficult to find, because the
message of the various versions of rock music is loud and clear. Its emphasis
is on violence, rebellion, anarchy, sexual promiscuity, drug culture, occult-
ism, homosexuality, and not on peace, faithfulness, temperance, and holiness.

We are serving a God who says: “My thoughts are not your thoughts,
neither are your ways my ways” (Is 55:8). The challenge of our Christian life
isto “try to learn what is pleasing to the Lord” (Eph 5:10), rather than to follow
the dictates of our cultural heritage or societal trends. Let us remember that
if God is not pleased with our worship, including our music, then all our
efforts becomes idle chatter—*sounding brass and tinkling cymbal” (1 Cor

13:2.KJV).
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Musician and teacher, Henry Edward Krehbiel, once quipped: “ Of dll
thearts, musicispractised most and thought about least.”* Rather thantaking
this as arebuke, in today’ s postmodern world a significant number would
respond with the words, “Bravo, and that’s how it ought to be!”

Indeed, many people are convinced that music is to be felt and
experienced, not thought about and analyzed. Because feelings are very
subjective, thecommon view isthat music meansdifferent thingsto different
people, and hence its usage must be considered a matter of culturally
conditioned taste and preference. The notion that music is in some way
governed by morality or that musical expressions could or ought to be
evaluated as right or wrong, appropriate or inappropriate according to
external norms, is considered preposterous.

Objectives of This Chapter. This chapter examines the prevailing
assumption that music, apart fromitslyrics, ismorally neutral. Theexamina-
tion of this popular assumption is vitally important because defenders of
“Christian” rock strongly appeal to the alleged neutrality of music to justify
their adoption of modified versions of rock for worship and evangelistic

-319-



Music and Morality 320

outreach. If thispopular assumptioniscorrect, thentheeffortsto Christianize
rock music must be commended, but if it is mistaken, then Christians ought
to be warned about the moral consequences of their efforts.

Thischapter isdividedintothreeparts. Thefirst part definestheissues
and looks at the morality of music from ahistorical perspective. The second
part considers how the medium of music affectsthe messageit conveys. The
last part examines the correlation between music styles and different
conceptions of God.

Part 1
AN HISTORICAL PERSPECTIVE

Defender sof Music Neutrality. Thealleged music’ smoral neutral -
ity isdefended by peoplefrom all walksof life. A few exampleswill suffice
for the purpose of our study. Listen to the ailmost irate statement of Maurice
Zam (former director of the Los Angeles Conservatory of Music) madein a
Chicago Tribune column to Ann Landers in 1993: “Let us emancipate
ourselvesfrom the myth that music hasanything to dowith morals. Music
isasamoral asthe sound of the babbling brook or thewhistlingwind. The
tonesE, D, and C can be sung to thewords, “I loveyou,” “I hateyou,” or
“three blind mice.”?

On face value, this illustration seems to hold, so people accept the
premiseaswell. Infact, many today would agreewith Zam, includingalarge
proportion of Christians.

Whether overwhelmed with the complexity of the issues or ssimply
ambivalent, many Christians question whether or not decisions for Christ
need to be made regarding music. A growing number feel that providing
lyrics are acceptable, the musicitself isnot really an issue either for worship
or everyday use. For them, music is simply a medium and as such is
morally neutral.

Thisview isforcefully presented in DanaKey’ sbook Don’t Stop the
Music. A Christian rock musician, Key openly states that “sound is not the
importantissue. It'smeaning. It' swhat the song issaying—and thelyricsof
asong arewhat gives usthat meaning.” He goesonto assert: “| believe that
music (particularly instrumental music) isabsolutely void of moral qualities
for either good or evil. Thisisnot to say that there is not good instrumental
music or bad instrumental music. Instrumental music can begood or bad, but
that isn’'t atheological issue—it's an artistic one.
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“The ‘goodness’ or ‘badness’ of instrumental music is based on the
performers’ competenceand skill. If themusicisplayedwithout skill itisbad.
If it is performed skillfully, it is good.”3

Isthe Message Only in the Lyrics? Thomas Dorsey, the famous
gospel musician, cameto the same conclusion. He said: “The messageis
not in the music but in the words of the song. It matters not what kind of
movement it has, if thewords are Jesus, Heaven, Faith, and Life then you
have asong withwhich God is pleased regardless of what criticsand some
church folk say.”*

Michael Tomlinson, writing in Ministry in September 1996, took a
similar stance. He wrote: “I believe music itself is without moral qualities
either for good or evil. The question has more to do with what the music is
employed to say or do than with the music per se.”®

Even classically trained Christian musicians go along with these
ideas. Inhisbook, Music Through the Eyes of Faith, Harold Best (Wheaton
College) took the position ghat “with certain exceptions art and especially
musicaremorally relative.”  Harold B. Hannum, well-known and respected
Seventh-day Adventist musician and scholar, also maintained that “moral
matters have to do with human actions and relations to others, not with the
notesof acomposition.”” Later inthesamework heaffirmedthat “ moral and
religious values should be kept separate from purely aesthetic ones.”®

The evident strength and assurance in these statements seems to
suggest aconsensus. So, why cannot theissue belaid torest onceandfor al?
Perhaps the indignant suggestion that conservative religionists and other
“self-appointed guardians of morals’ (as Zam termed them) keep their
interfering nosesout of it and | et others get on with using and enjoying music
according to their tastes and preferencesisvalid? Or isit? Isthere another
side to thisissue?

Now, it should be said that it is legitimate to affirm that aesthetic
values are distinct from moral values. Aesthetic criteria such as “unity,
variety, balance, climax, integrity, logic and afeeling of inevitability . .
9 arerightfully used in evaluating both musical compositions and per-
formances. However, before dismissing all evaluation as simply amatter
of assessing these parameters according to culturally conditioned taste
and preference without reference to any moral dimension, it is worth
considering further.
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Morality of Music in Ancient Cultures. In contemporary Western
culture, musichascometo beviewed almost exclusively asaform of harmless
entertainment intended to provide pleasure and create congenial atmospheres
withindividualsconsultingtheir likesand dislikesasthebasisfor usage. This
was not so, however, in earlier times. For example, two and ahalf millennia
ago, music was considered to be such a potent and influential force in
society that leading philosophers and politicians advocated its control by
the nation’s constitution. This was the case in Athens and Sparta, city
states of ancient Greece.

In Japan in the third century A. D., an imperial office of music (the
Gagaku-ryo) was established to control musical activities.’® Other ancient
cultures, including those of Egypt, India, and China, evidenced similar
concerns. Legislation or q9vernmental censorship of thiskind isconsidered
almost unthinkabletoday.  But, even during thetwentieth century, Commu-
nist, Fascist, and Islamic regimes voiced concerns about and implemented
laws within their borders to control music.

Why all the fuss? What was the problem? For the ancients the
problem was clear. They believed music affected the will, which in turn
influenced character and conduct. For example, Aristotleand Plato taught
that “Music. . . directly imitates (that is, represents) the passions or states
of the soul—gentleness, anger, courage, temperance, and their opposites
and other qualities; hence, when one listens to music that amadous a
certain passion, he becomes imbued with the same passion; and if over a
long time he habitually listens to the kind of music that arouses ignoble
passions his whole character will be shaped to an ignoble form. In short, if
one listens to the wrong kind of music he will become the wrong kind of
person; but, conversely if he Iistengto theright kind of music hewill tend to
become the right kind of person.”

There isno mistaking the clear relationship of music and morality in
thisunderstanding. Half aworld away in China, Confucius expressed avery
similar understanding: “If one should desire to know whether akingdom is
well-governed, if its morals are good or bad, the quality of its music will
furnish the answer. . . . Character isthe backbone of our human culture, and
music is the flowering of character.” 3

The Greeksand Chinesewerenot aloneintheir view. Theideathat
music hasmoral influenceisevident among early Christianwriters,'* the
Roman writer Boethius,® and many others. Even the statement of a
prominent contemporary cultural anthropologist, Alan P. Merriam, has
strong implications for the connection between music and morality. He
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wrote: “ Thereisprobably no other human cultural activity whichissoall-
pervasive and which reaches into, shapes, and often controls so much of
human behaviour.” ¢

So what do we make of this? Clearly thereiswide historical support
apart from recent religious writerst’ that music and morality are intimately
connected. Isthisnotion arelic of ancient superstition, or doesit have some
validity? One thing is clear, while some think that music is amoral,
historically many others believed the very opposite. Obviousdly, it would be
risky to decide the issue by mgjority vote.

Music and the Fall. Before pursuing this line of investigation
further, onetheol ogical point deserves consideration. Clyde S. Kilby framed
theissueintheform of aquestion: “A man may tie hisshoelacesor brush his
teeth amorally, but can he create anything apart from some degree of moral
involvement?’*® A good number of Christians feel somewhat uneasy about
the idea that on a sin-infested planet products of human creativity (which
originate from deep within) are somehow undefiled and not subject to moral
evaluation. AsKilby observed, common tasks may be adjudged as amoral,
but can we really make that assessment of a product of human creativity?

Thereisgeneral consensusthat song lyricsneed to be evaluated as
either compatible or incompatible, right or wrong, inrelation to Christian
faithand outlook. But what about themusicitself? Doesn’tit need similar
assessment? Unguestionably, if we respond in the affirmative, we enter
a difficult arena with another raft of perplexing issues to confront.
However, why should that challenge manipulate us into a default accep-
tance that music is an amoral island?

Why, then, have so few Christians grappled with this problem?
Furthermore, why have so many argued for the moral neutrality of music, and
theartsasawholefor that matter? Frank E. Gaebelein makesthefollowing
perceptiveobservation which throwsconsiderablelight onthis: “ Thebulk
of the work being done in the field of Christian aesthetics represents
Roman and Anglo-Catholic thought. Its roots go deep into sacramental
theol ogy, Thomism, Greek philosophy, and such great writersasDante.” 1

The dominance of Roman and Anglo-Catholic thought in thefield
of Christian aestheticsis highly significant. During the Middle Ages of
Western culture history, human creativity came to be seen as an aspect of
humanity that was not touched by the Fall—an intact remnant of the
original imago dei. Hence, in evaluating the arts, appeal was made to
aesthetic criticism to ensure good quality art, but moral accountability
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was never an issue because the creative impulse was considered to be
essentially pure and innocent. Even the immoral life of an artist was
considered of little moment as long as he/she produced aesthetically
superior art.?® Only the best was good enough for God, and the best was
equated with aesthetic excellence.

So aesthetic evaluation came into prominence in Christian circles
to the point that it eclipsed moral considerations. While the church
dominated society, aesthetic excellence tended to be defined in terms of
the religiously acceptable. However, as the church lost its hold, society
became more secular, multipleworldviews surfaced, and aesthetic plural -
ism also emerged.?

As aesthetic excellence continued to be upheld asthe only way to
evaluate music, good quality rock, rap, thrash metal, classical, jazz,
Country and Western, soul, and ahost of other musics, eachwiththeir own
individual aesthetic standards, have inevitably become acceptable forms
of musical expression, even in worship contexts.

Music Vulnerable to Sin. For many Protestants, however, this
paradigm does not take into account the “radical distortion” that sin has
wrought in every field of human endeavour. Building on a concept of Emil
Brunner, Gaebelein suggested that “those areas of thought and activity that
areclosest to our humannessand our relation to God aremost severely twisted
by the bentnessin us.” %

Gaebelein goes on to explain how he understood this to work out in
lifeasfollows: “...inthe more objective fields like physics and chemistry
they arelessaffected until in mathematicsthe distortion approacheszero. By
such an estimate, the arts, which speak so subjectively and so very personally
regarding who and what we areinrelation to our Maker, arevery vulnerable
tothedistortionthat sin hasbrought into theworld. Thismeansthat Christian
artistsand all of usfor whom the arts are an essentia part of life and culture
must constantly be keeping our eyes open to themarks of the Fall inthem and
inusalso.”%

For Gaebelein, this does not mean that humanity istotally worth-
less, and neither is the image of God utterly wiped out. By the exercise
of God’'s common grace, “humanity has been in the past and can still be
today wonderfully creative to His glory.”?* However, we cannot be
thoughtlessly laissez faire here.

If Gaebelein’slogiciscorrect, then Christians of evangelical Protes-
tant persuasi on have no option but to expl ore meaningful and legitimateways
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toevaluatemusic, not only to determinewhat isbeautiful, but al soto establish
what ismorally compatible with the worldview we espouse. Thisin no way
supports cavalier, simplistic assessmentsthat lack integrity and are spawned
through ignorance. What | am suggesting is no easy task, or perhaps many
otherswould have already successfully tackled it. But, here are two sugges-
tions as a beginning. They both highlight the fact that the supposed moral
neutrality of music isreally untenable.

Part 2
THE MESSAGE IN THE MEDIUM

Speaking at the Second International Symposium on Musicin Medi-
cineat Ludenscheid, West Germany, in 1984, Manfred Clynes (aneurophysi-
ologist, researcher, inventor, and acclaimed pianist) made the following
statement: “Musicin fact isan organization created to dictate feelings to the
listener. The composer is an unrelenting dictator and we choose to subject
ourselves to him, when we listen to his music.” %

Music Dictates Feeling. What does this prominent scientist mean
when he saysmusic “dictatesfeelings?” How can music do this? Onesimple
way to understand how this happens is to tune into a movie soundtrack,
bypassing the picture for a while. How much can you determine about the
film’s action ssimply by listening to the background music?

Alternatively, imagine a scene in a sci-fi horror movie in which a
lethal monster spider iscreeping up on aninnocent, unsuspecting child. You
canamost “ hear” the creepy background music, can’t you? But, why dofilm
producers use music to accompany such scenes, especially when some
would have us believe that words, not music carry meaning? And how do
producersdecidewhat musicto dubwiththe scene? Why isn’t “ approach-
ing monster music” dubbed onto a movie scene of a birthday party or a
baby nursery?

If lyrics such as “sleep baby sleep” were set to “approaching
monster music” would it becomealullaby? Or would addition of the text
“Jesuslovesmethis| know” render it suitablefor children’ sworship? In
thislast example, would we only want to make sure that the “ approaching
monster music” was composed creatively and performed skillfully, or
wouldweevaluatethemusic asintrinsically inappropriate, evenwrongin
that context?
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Music Communicates Apart from Words. While this may be an
obvious example, several salient points about the nature of music are
highlighted hereand they must not belost to our discussion. First, music apart
from lyricscommuni catesamessage. Musicisnot aneutral medium. Words
are not required in order for music to have meaning. Film producers make
decisions about music, not lyrics, in background music applications.

Second, while some may argue that music means different thingsto
different people and that its affect is really only a matter of conditioned
response, this does not account for certain major assumptions made by film
producers. For example, incorporating music on afilm soundtrack takesfor
granted that music impacts all people similarly. Indeed, if thiswere not the
case, a music soundtrack would be pointless. Even when afilm is released
internationally, only language tracks are changed. The musical sound track
that “dictatesthefeelings,” as Clynes put it, staysthe same. The underlying
belief is that background music will communicate the same message to all
viewers, even across cultural boundaries.

Third, whileit cannot be denied that with the rise of globalized mass
media some mass conditioning regarding musical associations may have
occurred, itisalso clear that music’ simpact isnot only amatter of condition-
ing. Even before mass conditioning could be said to be a factor, producers
seemed to be able to predict very accurately what music fitted with specific
scenes or sequences. It has never been a hit-and-miss venture.

Research over the last thirty years or so has verified that the way
music is constructed and performed embodies certain inherent character-
istics that have long provided intuitive clues to its meaning. That's
precisely why the secular industry makes informed decisions about the
musicit usesquiteapart fromlyricsthat may or may not be present. Sadly,
the“ children of thisworld” seem to bewiser than the“ children of light” 2
in some of these things.

Music and Human Feelings. In the recently established disci-
pline of sentics, thereisone example of how agrowing body of documen-
tary evidence is deciphering how human emotion is expressed and
perceived, and how music is, in fact, aform of emotion communication.
Indeed, respected contemporary thinkers about music have continued to
affirm the conclusions of the Greeks about music representing the pas-
sions or states of the soul.

For example, Susanne Langer: “ Thetonal structureswecall ‘music’
bear acloselogical similarity to theformsof humanfeeling. ... The pattern
of musicisthat . . . form worked out in pure, measured sound and silence.
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Musicisatonal analog of emotivelife.”? Inasimilar vein, Gordon Epperson
maintained: “Musicisthe expression . . . of the emotions; an aural image of
how feelings feel, how they operate.”

In the development of sentics, Clynes has begun to show how music
does this. Having demonstrated that the expression of emoti on occurs
through certain predi ctableforms (which hetermed essenti cforms) CIynes
has gone on to show how musicians can mani pul ate the pitch and | oudness of
individual tonesto embody essentic formsinamelody line. Thisisachieved
much the same way tone of voice is modulated to make a sentence meaning-
ful. Hedescribesit thus: “1n producing amel ody, acomposer placesthenotes
sothat they ineffect fit theoutlineof theappropriateessenticform.....Musical
tones are placed at suitable points along the path of an essentic form so that
internally they can act asmarkersinthegeneration of theform. Thatisto say,
the musical tones engender internally the motor pattern of essentic form
corresponding also to program points of atouch expression of the same
quality.”%

When composers construct well and performers read and interpret
their compositions accurately, powerful communications can take place.
Indeed, when an essentic form is expressed well “amelody has direct access
to engender the emotional quality inthelistener without the need of auxiliary
symbolism.”3t AsClyneselaborated: “. . . it cantouchtheheart asdirectly as
can aphysical touch. A caress or an exclamation of joy in music needs not
to be conscioudly trandated into atouch caress or a physical ‘jump for joy’
to be perceived asof suchaquality. It doesso directly through perception of
essentic form.” 32

Besides using the tones of a melody line, further embodiment of
emotional communication can be demonstrated in the structure of the
rhythmic pulse.®

Music Conditioned by M essage. Of course, all thisbringsZam’s
illustration quoted earlier into perspective. Actually, | amsureZamisaware
that thetonesE, D, and C never existinclinical isolation in apiece of music.
The surrounding harmonies, rhythms, phrasing, accentuation, etc., make
those three tones take on avariety of emotional colorations. Any composer
setting Zam'’ sthree setsof lyrics(“I loveyou,” “I hateyou,” and “threeblind
mice”) to music would not compose identically in each case®* This is
precisely where Zam'’ s point begins to break down.

Without trying to be comprehensive at this point, enough has been
provided to substantiate that a body of research now exists that demon-
strates that music does communicate meaningfully in away that can and
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ought to be evaluated for appropriateness, and even rightness or wrong-
ness in a given context.

From a Christian viewpoint, emotions like anger, hate, fear, love, or
joy are not intrinsically good or bad. However, to present the lyric, “Jesus
lovesmethis| know” with an accompanying musical/emotional message of
fear and suspense would not simply be aharmless mismatch of cognitive and
affective communication. According to Christian belief, it would surely be
crass misrepresentation of the Gospel (especially inlight of 1 John 4:18) and,
hence, morally wrong, not merely aesthetically poor.

The samewould betrueif lyricsabout Jesus' lovefor humanity were
presented accompani ed by music portraying anger, violence, and aggression.
Such mixed messages provide a confused communication of truth whichis
morally reprehensible, not just a matter of taste.

Celebration of Violence. Thislast scenerio isnot merely anidle,
hypothetical example. Inthelate 1980sto early 1990s an extension of so-
called heavy-metal rock music emerged and became known as Thrash or
Speed Metd. Theviolenceand aggressioninthemusicwassuitably acted outin
the accompanying moshing pit where fans gyrated to the music in frenzied
thrashing movements, sometimes even breaking limbs in the process.

This type of music continued to be popular and was much in
evidence at the 1999 Woodstock Music Festival. In an essay in Time,
August 9, 1999, Lance Morrow described the arson, pillaging, and free-
lance mayhem that “was much in the spirit of themusic” at thefestival .*
A crowd the size of Rochester, New Y ork, in hot conditions and under the
influence of drugs and “vehemently moronic music” became ariot. He
summed it up in the words: “Garbage in, garbage out.”

When this form of music first emerged, however, some churchesin
Los Angeles sponsored concerts and devel oped worship services around a
Christian form of this music to cater for enthusiasts. Even Contemporary
Christian Music magazinewasdivided on whether to support or condemnthis
new phenomenon.®” Whiletheolder, maturer commentatorstriedtoweighup
the pros and cons of violence in a Christian context, arguing about the end
perhaps justifying the means etc., aletter from ayoung person to the editor
of the April issue of the same magazi ne seemed to cut through the confusion.

AlisaWilliamsfrom Chicago wrote: “What’ swith this‘Moshing for
the Master’ crap? [Feb. '89] Some of those thrash people have their heads
screwed up. | seeabsolutely nothing Christian about diving into an audience
on top of people or running around like maniacs, risking being trampled to
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death! Thiskind of violence hasno placeinaChristian concert. Noviolence
at al should be involved!

“Now asfor their ‘thrash’ sound—it’sabit too wild. | know weall
have different musical tastes, but once you over step a certain point it’ s just
unbearable. | know you meanwell—Youwanttobring t h o s e
headbanging unbelieversto Christ—but | think you’ vetakenit abit far. God
blessyou anyway! By theway, thisletter isnot from an old granny. 1'm 15
years-old!”

What this young person saw so clearly highlights the hypocrisy of
allowing themarket to dictate music choice. Despitetherecognized meaning
of this music, some considered it acceptable ssimply because it was popular.
If wehaveno external moral yardstick by whichto evaluate our music, market
forceswill becomethemoral rudder by default. Ironically, withinaChristian
musi ¢ context, thismeansthat you end up with those knowing least about the
Gospel determining most about its expression. No wonder we are left with
a plethora of mixed and confused musical messages.

Part 3
THE MATTER OF STYLE

There is an even more pervasive factor that needs to be taken into
consideration. It is often said by Christians discussing music that musical
styleisnot anissue.® Thisideaisusually strongly argued by those supporting
music’'s mora neutrality. This view reflects a stance taken in Western
musicology over the past severa centuries. Since the Enlightenment, when
the anti-supernaturalist bias realy began to grip Western culture, most
disciplineshave sought to becomeindependent of metaphysical andreligious
considerations. Even in the study of the development of musical stylesthis
isevident.

It has become fashionable to explore and emphasi ze the influence of
environmental, sociological, economic, and even biological factors, despite
general acknowledgment that religion is intimately intertwined with the
development of music in every known culture.** However, ethno-musicolo-
gists working in non-Western cultures are gradually dragging Western
scholars back to someimportant correctivesin their understanding of how a
musical style develops.#

Music Styles Reflect Theological Views. Before continuing this
discussionfurther, however, weneedtodefinewhatismeant by “style.” Style
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has been simply described as “a characteristic way of doing something.”?
Style is a term used amost exclusively of human actions or creations. It
designates a product of human choices. Clearly, in musical compositions,
humansdo not createthetones, but the way tonesare combined, how they are
sounded, how they are organized in timeis all a product of human choice.
Hence, these factors become known as characteristics of a particular style.

So, what drives the choices behind the development of style? Why
composethisway, and not that? Paul Tillich once gave succinct utteranceto
asweeping truth which shedslight on these questions. Hewrote: “Religion
asultimate concernisthe meaning-giving substance of culture, and cultureis
thetotality of formsinwhichthebasic concern of religion expressesitself. In
abbreviation: religion is the substance of culture, culture is the form of
religion.”*

It is becoming increasingly evident that fundamental beliefs or
worldview factors are one of the major determinants of music style. In other
words, that which rulesthe heart, formstheart.** For example, inany culture
there is an observable human quest for compatibility between fundamental
beliefs and the character of art utilized in areligious setting.

J. H. Kwabena Nketia, describing sacred music in Africa, stated this
was a fundamental principle that appears to underlie the use of music in
worship: namely, that the selection of music used, the control of musical
formsandinstrumentsisin accordancewith the conceptualization of thegods
or of theindividual focus of worship.*® Similar substantiation could be cited
from various other religions and cultures.

Early Christian Music and the Concept of God. How this
happens is well illustrated in the Islamic context. Al Farugi describes
how thel slamic sacred music styleismoul ded by asignificant, fundamen-
tal belief—the nonphenominal and transcendent aspects of divinity. To
worship such agod wasto |leave the everyday world behind and enter an
awe-inspiring realm. Noting thistheological emphasisin both Islam and
early Christianity, she observed the following of their music: “Religious
music . . . avoided the emotive, the frivolous, the unfettered responses
either to great joy or great sorrow. The limited range and contiguity of
notesin Gregorian and Quranic chant, the preval ence of stepwise progres-
sion, the avoidance of large melodic |leaps—all these contributed to this
demand. The relaxed tempos, the calm and continuous movement, the
rejection of strong accents and changes of intensity or volume were
likewise conducive to an attitude of contemplation and departure from
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worldly involvement. The use of regularly repeated metric units would
havetended to arouse associ ati ons, kinaesthetic movementsand emotions
incompatible with the notion of religiosity among Muslims and early
Christians. Theseweretherefore avoided. . .. Music contributed little or
nothing to dramatic/programmatic content or tone painting imitating the
objects, events, ideas or feelings of this world. Hence abstract quality has
been a marked feature. . . . Formal characteristics accorded with this
tendency, making elements of unity and change dependent upon correspor-
dence with poetic units rather than with narrative or descriptive factors.”

She continued by demonstrating that not only structure but also
performance practice was belief-driven. “Performance practice, relying on
the human voice, has avoided the secular associations which instruments
might bring, as well as the chordal harmonies which could be suggestive of
emotional or dramatic effects. Even the use of the human voice or voices. .
. hasavoided the sensual and imitativein order to enhancethe spiritual effect
on the listener.”#’

Music Stylesand the Concept of God. Noticethe detailed extent
to which style is influenced by belief in this case. As one would expect,
emphasison theimmanent conceptualization of deity spawnsavery different
style of music, including a deliberate rejection of the abstract and the
contemplative in favor of a strongly psychophysiologicaly stimulating
musical expression. Repetitive rhythm is emphasized over melody and
harmony, and percussive instrumental playing (often with a loud perfor-
mance style) which promotes group participation and instinctive movement
is commonplace.

Whereas in the transcendent orientation, meditation, or contempla-
tion of the deity’ s revelation of himself isworship’s goal, in the immanent
orientation possession is the ultimate desired outcome. Two very different
conceptions of god engender two very different styles of music because that
which rules the heart, forms the art.*®

Asone beginsto explore theintimate connection between worldview
and music style, it becomes clear why Tillich suggested that it may be
possible to “read styles” with appropriate discernment to detect which
ultimate concerns are driving them.*

The demonstrable relationship between style and belief exposes the
superficiality behind the claim that musical styles are neutral and incapable
of proclaiming worldview.® Infact, the very oppositeistrue. Music styles
arevalue-laden. They areveritableembodimentsof beliefs. Stylisticfeatures
arebroughtinto existenceinasearchfor fitting aesthetic expression of deeply
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held truths about the really real. If this is so, then decisions about the
appropriateness, even rightness and wrongness of musical styles, especially
for worship contexts, are mandatory, not merely amatter of cultural tasteand
preference.

Indeed, Titus Burckhardt has a point when he writes. “ Granted that
spirituality initself isindependent of forms, thisin noway impliesthat it can
be expressed and transmitted by any and every sort of form.”%! Hewent onto
note that “A spiritual vision necessarily finds its expression in a particular
formal language; if that language is lacking, with the result that a so-called
sacred arts borrows its form from some kind of profane art, then it can only
be because a spiritual vision of thingsis aso lacking.”>2

In other words, Christianshaveamoral responsibility to seek not only
fitting lyrics for their songs but a musical style that legitimately expresses
their understanding of God and of life. Further (even if it is not openly
recognized), theevidenceindicatesthat theissuessurrounding sacred, music-
style discussions extend far deeper than petty likes and dislikes.

At the bottom line, the clash over sacred music stylesisreally aclash
of underlying beliefs about the ultimate nature of reality, not just inconse-
guential aesthetic preferences. Perhapsthat’ swhy the discussionsjust won't
go away, because intuitively people sense a deegper substratum even if they
can't verbalize it.

CONCLUSION

Three major conclusions emerge from the preceding investigation
into the morality of music.

First, to seriously espouse the idea that music is a morally neutral
medium may be understandable from a secular viewpoint or if one believes
that human creativity is untouched by the Fall. However, if one believesin
amoral universelovingly and purposefully created, but infected by sintothe
extent that a terrible distortion has marred (though not totally obliterated)
God's image in humankind, one is committed to both appreciating the
evidences of good in our world and aso recognizing and distinguishing the
evidences of evil.

The creative element (so closely tied to the very core of human
nature) cannot be considered immune from sin’sdistortions. The answer is
not to espouse moral neutrality in this domain, but to thoughtfully and

prayerfully work out ways of facilitating discernment.
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Second, whileindividual |ettersin an al phabet may be neutral, asthey
are combined together into words, phrases, and sentences, they take on
meaning that can be evaluated as refined and decent versus crude and rude;
reverent and respectful versus blasphemous and offensive; appropriate
verssus inappropriate; right versuswrong, and so on becauseof theideasthey
encapsulate. In the same way, while individual tones may be neutra in
themselves, they never appear inisolation. Inmusicthey areawayspresented
in conjunction with other tones, played with certain accents, in certain rhythmic
formations, and sounded on certain instruments.

Theability to understand more precisely thevocabulary and syntax of
music’ s emotional communication is beginning to emerge. Hence, evaua-
tions of calm and peaceful versus angry and aggressive, bold and reassuring
versus fearful and apprehensive, appropriate versusinappropriate, right versus
wrong areincreasingly possible. If accurate matching and assessment of music
ispossiblein movie production, it issurprising, even ludicrous, to suggest that it
isimpossible in the worship setting.

Third, asthe evidence mountsthat stylesof music areartistic embodi-
mentsof significant worldview factorsinthebelief systemsof individualsand
cultural communities, the implications for moral evaluation are imperative
for Christians. Taste and preference cannot be the arbiter of appropriate/
inappropriate musical styles. However, eval uations cannot be made simplis-
tically or superficialy.

Although a start has been made in my doctoral dissertation, much
more study isrequired to provide increased discernment in “reading” styles
of music and making accurate assessments. Clearly, this task is not an
optional endeavour. The evidence gathered makes it imperative.

“Thinking about music,” athough sadly neglected as Krehbiel sug-
gested, is a very important task and one that will be rewarded with great
insightsinto oneof God’ snoblest giftsto humankind. 1t may also openaway
for Christiansto devel op auniqueand more consi stent aesthetic witnesstothe
worldview they hold. At present Christians tend to be followers rather than
leadersin the arts, especially in music.

Christianity claims that it has a life-enhancing and life-changing
message for the spiritual, mental, physical, social, and emotional facets of
humanity. But, what distinctive aesthetic witness to a lost world is being
givenin Christianmusical communication? If itexistsat al, itisinthelyrics;
not in the music. Essentially the message is that in God’ s kingdom we do
music the same as the world doesiit.
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Risieri Frondizi posed a significant and worthwhile challenge when
hewrote: “The essence of the moral reformer and of the creator in thefield
of the arts lies in not adjusting to the predominant norms, or tastes, but
unfurling the flag of what ‘ought to be’ over and above people’s prefer-
ences.”*® Thisisthe twenty-first century’s challengeto all dedicated Chris-
tians committed to unfurl the flag of God' s Kingdom.
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Chapter 14
FROM ROCK MUSIC
TO
THE ROCK OF AGES
by
Brian Neumann

Brian Neumann is a South African musician who spent 16 years of his
life in the Rock-Pop industry before returning to the Seventh-day Adventist
church. He worked as a vocalist, guitarist, composer, and performer, both
in Europe and South Africa. Polydor Records—one of the largest interna-
tional recording companies in Germany—signed up his band 7The Reespect,
and released the popular record, “She’s so Mystical.”

During this time his band appeared with musicians such as Elton John,
Janet Jackson, and the Communards. As a musician Neumann had the
opportunity of working in some of the best studios available in the recording
industry.

Since his conversion, Neumann has done extensive research into the
language of music and its mental, physical, and spiritual effects. At present
he performs and conducts music seminars across Africa, Europe, Canada, and
the United States.

seskeskoskosk

My spiritual pilgrimage from rock music to the Rock of Agesis a
painful story of addiction, self-destruction, and final redemption. Sharingthis
painful experienceislike opening awound that ishealing. Yet it ismy hope
that this pain can have a healing effect in my life and aredeeming influence
on the life of others.

| wasborninMalawi, Africa, on March 25, 1961, after Bill Haley and
“The Comets’” burst onto the scene in the fifties with “Rock Around the
Clock.” At that time, no one dreamed that rock ‘n’ roll would, indeed, rock
till the hands of the prophetic clock struck midnight. Bible studentswho look
down the prophetic unfolding of the end-time signs can sense more than just
theirony behind thisstatement by Nick Paul: “ Perhapsravetruly isthemusic

” l
at the end of the world. -330-
Main Menu
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Fromtheearly pioneer daysof Elvis, Little Richard, and awhole host
of other pop-rock celebritiesto the present trends of rap, techno, and rave, we
canstill feel, amost to the very core of our bones, the* shake, rattle, ‘n’ roll”
of that driving essence behind nearly all forms of popular music—the beat.

How Rock Music Entered My Life

Borninto the home of a Seventh-day Adventist missionary couple, in
the heart of Africa, it seemsabsurdthat I, their youngest son, would ever find
my way into theworld of rock. Y et it happened. By thetime| had reached the
age of three, we had moved near Cape Town, South Africa, and my mom and
dad were divorced. | felt rejected and cheated; and the circumstances of my
lifewerejust right for meto begin taking a course that would lead me further
and further from the faith of my birth. Let me tell you how it al began.

Until 1976, wedid not havetelevisionin South Africa. Thus, my early
exposureto popular music wasthrough radio and the recordsthat my friends
bought and shared withme. | comefrom afairly protected environment in my
Adventist home, so | was seldom exposed to the sounds of rock music. My
introductiontorock musicwasvery gradual. One songled to another, and soft
rock led to heavier rock.

In ashort time, my natural love for music and art was channeled into
the swirling, psychedelic “pipedream” of 70s rock. Instead of the meek and
lovely Jesus, my new heroes were pop stars who came and went as pawnsin
the hands of Satan—Jimi Hendrix, The Rolling Stones, Pink Floyd, Uriah
Heep, Led Zeppelin, Carlos Santana, and Deep Purple, to name afew. They
becamemy rolemodels. They took drugs, sol took drugs. They wereobsessed
with sex intheir dark existence, so | made sex adriving force of my lifealso.
Some rock stars dabbled in the occult, so I, too, became fascinated with the
Devil. By the timetelevision hit South Africain the mid 70s, my mind was
made up. | would no longer live according to the valuesmy family had taught
me.

Rock music soon became my heart and soul, the ultimate languageto
expressmy values, goals, and lifestyle. Asfor countless other young people,
rock music became the medium through which I could express my rebellion
against the values of my family, the church, and society.

Inarelatively short time, | became hooked to the “groove,” to the
wholeideaand philosophy that drove the thundering freight train of rock.
My mind and body became completely captivated. | was captured by the
power, the clothes, the fame, and the sheer global presence of the rock

revolution.
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My addictionto rock musicbecameso strong that | desperately sought
to satisfy my craving by constantly listening to, feeling, and feeding on the
hypnotic beat. Soon | found myself amost bodily severed fromtheworld and
religiousfaith of my parents. A new era, anew culture, had taken center stage
inmy life—asit has done in the lives of many others.

A Life of Rebellion and | solation

The rebellion and isolation that rock music brought to my life gave
prophetic realism to the words of rock star David Crosby: “1 figured the only
thing to do was to swipe their kids. By saying this I’'m not talking about
kidnapping, I’ mjust talking about changing the val ue system, which removes
them from their parents’ world very effectively.”?

Rock music did remove me effectively from my parent’s world.
Beforel wasout of my teens, | had run away from boarding school, run away
from home, been arrested by the police for drugs and theft, and fought,
sometimes physically, with fellow students and teachers. My mother’ s heart
was broken. At that time, it was hard for her to see any light at the end of the
tunnel, yet she persevered in constant prayer and faith, trusting that some day
aradical change would occur.

Evenif | had understood the mind-bending power of rock music,
most likely it wouldn’'t have made any difference. | still would have
chosen against any better judgment to do “my own thing.” Doing “your
own thing,” of course, is an oxymoron, because “doing your own thing”
invariably entailsfollowing the dictates of popular trends. Most kidswho
tell their parents, “1 want to do my own thing,” are saying in reality that
they want to do what the other kids are doing. They don’t want to be the
odd ones out.

In my case, doing my own thing meant expanding my recently
discovered musical talentsinto the psychedelic world of popular music.
My dream was to learn to play the guitar, which | was doing with haste,
so that | could work my way into the glamorous world of ‘sex, drugs,
fashion, and rock ‘n’ roll.” Of course, | knew—or thought | knew—that
thiswaswhat it wasall about. The advertising, thelyrics, the fashion, and
the lifestyle of my heroes sent aloud and clear message. The manager of
the Ralling Stones once stated unequivocally: “Rock 1S sex. You have to hit
teenagersin the face with it!”® Without question, rock hit me with full force.

Itiswell knownthat rock ‘n’ roll isdeeply ingrained in sex and the
avenues of the occult. For example, in 1994, two issues of the South
African metal magazine, Ultrakill, carried a back-page article entitled,
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“The Truth about the Devil.” It stated: “We' ve got Satan, Beelzebub,
Satan, the Serpent, and lord of misrule. Thereisamusical connectionwith
all of this. Even before heavy metal, the Devil took an interest in rock ‘n’
roll. Thevery term rock ‘n’ roll started life as a Black American expres-
sion for sex. And sinful procreation has been the Devil’s province for a
long, long time.”3

How Rock Music Rocked My Life

For those who do not understand the mechanisms at work in rock,
itisdifficult to perceive how something asapparently innocuousasmusic
can have such life-altering effects on those who expose themselvesto its
influence. Right from the very beginning, | sensed the effects of rock on
my mind and body.

Y earslater, | learned the scientific reasons for the physiological and
psychological effectsof rock music. Discovering these scientific reasonswas
noreal enlightenment tome. | had already lived and experienced the hypnotic
mind-bending power of rock. All that | learned, and am still learning, just
servesto corroboratewhat | painfully experienced during thoseyears| spent
listening to and performing rock music.

| was first exposed to heavy rock in the early 1970s. It immediately
grabbed my attention and it was impossible for me to break away fromit. |
religiously was absorbing the relentless, pulsating beat of rock. It caused an
incredible adrenaline rush in my body and evoked the feeling of reckless
abandon and fearless confidence. | knew, eventhen, that barring adivineact,
| would never be liberated from its grip on my life.

Suddenly, everything became possible, and not only possible, but also
acceptable. Thiswasthe age of free sex and drugs promoted by the world of
rock. | wanted to beapart of thisdreamworld. Themusic had astrange ability
tobreak downthewallsof resistancein my mind and opened meuptotheidea
of drug experimentation and awholehost of other things. Themusicitself had
become a drug to me.

Inreality, | didn’t need any other mind-altering substances. Themusic
itself created a“ high” of itsown. Of course, thisdid not diminish my need for
other “real” drugs. Rock only increased my desireto pushtheadrenalinehigh
to itsouter limits. The combination of rock and dangerous narcotics made it
possible to reach ecstatic “highs.” That which had been wrong suddenly
became right; that which was right became either boring or wrong. It is hard
to believe how rock and drugs can impair and even destroy one's moral

conscience.
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From the early days of rock, all of the big stars have known that rock
musi ¢ hasthe ability to hypnotize and weaken the moral resistance of people.
Jmi Hendrix himself explicitly stated: “Atmospheres are going to come
through music, because music is a spiritual thing of its own. You can
hypnotize people with the music and when you get them at their weakest
point, you can preach into the subconscious what you want to say.”®

Rock music and popular culture preached to my subconscious that
nothing waswrong with pre-marital sex. The result became evident in 1980;
oneyear after finishing high school, my girl friend became pregnant and gave
birth to ababy girl. Indeed, having children out of wedlock isone of the most
common characteristicsinrock culture. Thevery terminol ogy connectedwith
the rock culture has strong sexual or demonic overtones. For example, the
termsjazz, rock ‘n’ roll, groovy, mojo, funky, and boogie all have sexual or
demonic overtones.

Climbing the Rock L adder

After thebirth of our daughter, which we gave up for adoption, | was
busy establishing myself on the local music scene in South Africa. “Front
Page” was the name of the band | was with, and we were appearing on
television. Our music was played on some of the popular radio stations. We
weretouring and performing, and having radio and newspaper interviews. To
all intentsand purposes, wewere climbing theladder to the*“top of the stack.”

Drugs had become a natural part of my life, and my interest in the
occult which had begun in my youth was by now a full-blown obsession.
Astrology, numerology, and other occult practices became the order of the
day. Although I wasclimbing theladder torock success, | wasfallingfastinto
the downward spiral of rock ‘n’ roll outer darkness.

By the age of fourteen, | had had my first encounter with the spirit
world. My Seventh-day Adventist background made meforcefully aware of
thefactthat | wasplayingwithfire, but thedesirefor thefame, money andhigh
life of the popular rock culture had become so overpowering that | wasready
to sell my soul for the opportunity to be a part of it.

Thiswasliterally thepricel was prepared to pay. Oneday in my room
at Helderberg High School | poured my heart out to my lord—but my lordwas
no longer Christ. | made apromiseto the Devil that if he helped meto fulfill
my dream, | would give my lifeto his service.
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Germany: From the Top to the Bottom

In 1980, | was becoming known in the professional field of popular
music. For atime | performed with the popular local band Trapeze. Soon |
was invited to join the prestigious Front Page, and through the group I
established astrong friendshipwith Manlio Celloti, aleading Italian producer
of HI-Z Studios in Cape Town. Cellotti was instrumental in forming a new
three-member band which became known as The Reespect. Two members
of theband had performed with The Boys—apopular band that had ahit with
the song called “Fire.”

After ayear in the studio recording music for new albums, we were
invited to perform in Germany. In February 1986, | found myself on aflight
to Europe and to new horizons in my pursuit of musical euphoria. | met
therewith the other two band membersand Manlio, our new producer and
our manager.

Within three months of arriving in Germany, our rock band The
Reespect signed a contract with Polydor Recordsin Hamburg. (Weinserted
the extra ‘'€’ in the name of our band in order to give it a luckier numerical
value.) This prestigious record company handled record releases for such
bands as The Beatles, Level 42, Chris de Burg, and many other rock bands.

In 1986, Polydor released our first album “She’'s so Mystical” and
then “Mamma Mia.” The release of these albums opened new doors of
opportunity for us. We were invited to appear on a German L P compilation
of various hits with such artists as Janet Jackson and Elton John.

Our keyboard player, Thomas Bettermann, had come from the
famous international jazz ensemble Volger Kriegel, Mild Maniac. He
became aregular part of all our composition and studio work. In Septem-
ber 1986, we were flown from Cologne to Hamburg for amajor recording
convention. At the airport, we were met by a Polydor’ s representativein
an oversized black limousine. It looked like we were on our way to the
“big time.”

Life became a constant mirage of performances, studio sessions,
interviews, women, drugs, and more drugs. By thistime, my moral state had
deteriorated to such apoint that no type of vice was beyond me. The success
of our recordings caused dissension among our band members, our egos
clashed, and our different musical ideas, which had initially worked to our
advantage, now began to pull us apart. Eventually we broke up.

| launched into a solo career that found me in more studios doing
sessionwork. Sessionwork islikefree-lance performancewhereoneishired
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to do recording or live performance for different bands or studios. With this
change, my drug intake increased.

As you can imagine, by this time my life had turned into moral
wreckage. Paradoxically, in my twisted New Age concept of religion, |
thought | had reached akind of spiritual nirvana. Inreality, | wasscraping
the bottom of spiritual darkness. Faintly, at times, | would glimpse the
rays of true light that would flicker in, and | would grasp pathetically at
them, only to let them go and then find that the light was getting dimmer
and dimmer.

Itwasat thistimeinmy career that after amarathon studio sessionand
ahuge drug binge in Hamburg, | one day found myself face down on acold
bathroom floor in the home of afemale vocalist. | wasdrowning in my own
vomit, fighting for my life, and calling out to the God of my youthwhom | had
long since neglected.

Thiswas the most important life/death struggle of my life. For hours
| fought against the clutches of darkness that threatened to engulf me. My
body wasloaded with four daysof hash, speed, cocaine, and heroin. Had it not
beenfor God' scompassionand providential help, thebattlefor my lifewould
have been lost right then. But God heard my cry of desperation and, though
| deserved no grace, He snatched me from the edge of the precipice and gave
me another chance.

The Return to South Africa: A New Beginning

Something happened that day in Hamburg, Germany. My helpless
condition made me realize that there is only one God and only one true way
to life and happiness. | sensed that in Hismercy, God was willing to forgive
my sinful past and accept meback likethe Prodigal Son. My spiritual journey
had taken an important turn, but this was only the beginning of a tortuous
journey. Many times| experienced arelapseinto rock music before | gained
complete freedom from its addiction.

The first important step | took was to cancel all my previously
accepted engagements for recording and performing in Germany. | de-
cided to return to South Africato start my new life. Unfortunately, my
sudden decision disappointed and hurt quite a few people. My Swedish
girlfriend, my producer, and my flat mate were all affected by my urgeto
“just get out.”

But the peak of the mountain remained hidden from sight. The
seventeenyears| had spent performing rock and doing drugshad takenitstoll.
Looking back, | realize that not only the drugs and decadent lifestyle had
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consumed my body. The most important factor in the equation was the rock
music itself that instigated all sorts of evil in my life.

It isimpossible to describe the devastating effects of rock music on
my spiritual, moral, and physical life. The rock beat, apart from the lyrics,
attacked all the sensibilities of my organism with arelentless demonic force.
This has been true not only for me, arelatively unknown individual, but for
all thecountlessnumbersof celebrated victimsin the massi ve swimming pool
of rock ‘n’ roll.

The famous rock star David Bowie, with almost prophetic insight,
warned: “1 believerock ‘n’ roll is dangerous, it could very well bring about
avery evil feelingintheWest . . . it’sgot to go the other way now, and that’ s
wherel seeit heading, bringing about thedark era. . . . | feel that we are only
heralding something even darker than we are. Rock ‘n’ roll lets in lower
elementsand shadowsthat | don’t think are necessary. Rock has always been
the Devil’ s music, you can’t convince me that it isn't.”®

Numerousrock starshavespoken unequivocally about thedestructive
effects of therock beat on the human organism. John Lennon himself stated:
“Rock ‘n’ Roll isprimitiveand hasno bull. . . . It getsthrough to you. Its beat
comes from the jungle—they have rhythm.””

Punk Rock manager Malcolm McLaren declared: “Rock ‘n’ Roll is
pagan and primitive, and very jungle, and that’s how it should be! The
moment it stops being those things, it’sdead . . . the true meaning of rock is
sex, subversion, and style.”®

From Hard Rock to Christian Rock

Thereturnto my native South African soil left many looseendsuntied
overseas. These problems did not worry me because | was determined to
break away from my sinful past and forge anew life. | decided to follow the
example of Contemporary Christian Musicians by using my musical talent
and amodified version of rock music as awitnessing tool.

Instead of perverted lyrics, | began writing songs with a strong
prophetic, spiritual message that was biblically based. The style of music
was a mixture of funk, rock, rap, and commercial pop. Like many other
CCM artists, | believed | could reach especially theyounger generation by
presenting to them the message of the Gospel through the rock medium
which they readily recognized and accepted.

Herel liken my musical compromiseto acustomized car. Theinterior
of my vehiclewasdone upinthefabric of aChristian message, thebody work
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was graffitied with the dazzling paintwork of rock ‘n’ roll, and the windows
weretinted with the dark shadows of semi-spiritual blindness. No one could
really seeinside the vehicle | wasdriving. | never realized, at the time, how
inadequate my spiritual vision was.

In spite of my spiritua blindness, | sincerely felt that the Lord was
leading me in a new avenue of service for Him. The reasoning and logic
behind my choices and the decisions | was making appeared deeply sincere
and coherent to me, and the encouragement | received from those who were
blessed by my ministry confirmed my convictions.

Like Paul, | wanted to become “all thingsto al men, that I might by
all means save some” (1 Cor 9:22). Thislogic is used today by Christian
artists who create modified versions of rock music to witness to the world.
Unfortunately, they fail to understand that to becomeall thingsto all men does
not mean to compromise the purity and principles of the Gospel.

Nowhere does the Bible suggest that to effectively witness to the
world we must use the world' s methods. On the contrary, the Bible teaches:
“Donot bemismated with unbelievers. For what partnership haverighteous-
nessandiniquity?’ (2 Cor 6:14). Theapplication of thisprinciplecallsfor
courage to dissociate from the various forms of evil promoted by rock
music.

Once one accepts that the road to compromise is always progres-
sive, then one must recognizesininhisor her lifefor what itreallyis. And
when convicted of sin, the next step isrepentance. Once one hasrepented,
all would seem like a load of emptiness if that repentance were not
accompanied by true conversion—the putting off of the old and thetaking
on of the new.

To experiencetherenewing power of theHoly Spirit, we need to heed
His convicting voice and toss out the garbage hidden in our closet in order to
make room for purity and holiness. James reminds us that “ Friendship with
theworld isenmity with God. Thereforewhoever wishesto beafriend of the
world makeshimself anenemy of God” (Jam4:4). Ittook metimetolearnthis
important lesson. Needlessto say, my pilgrimagefromrock musictotheRock
of Ageswas arocky one.

Changing the Lyrics s Not Enough

When | left my rock-music career behind to begin composing and
performing “ Christian Rock,” much had changed inmy life. However, the
very thing that had captured me in the first place still remained. | was
addictedtotherhythmof rock musicitself. It had chained medown morethan
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all my other vices put together. The lyrics are very important, but the most
powerful element of rock music isits beat.

So many Christian artists try to justify the use of rock in Christian
services by the futile, illogical attempt of changing the lyrics. That had
become my pitfall, too. | failed to realize that | could not legitimately reach
the secular world by using alanguage that has been proven to be disastrous.

Christ mixed with the outcasts in order to reach them, but He never
oncesacrificed Hismoral principlesto attract thoseHewasministeringto. He
did not dress like a prostitute in order to reach one. He never became a
drunkard to reach the alcoholics. He did not practice dishonesty to pleasethe
tax collectors. He did not sing sensual music in order to excite people
physicaly. In al circumstances, He set an example of pure, refined, and
unblemished conduct. It wasHislifeof purity andintegrity combinedwiththe
convicting power of the Holy Spirit that touched the lives of so many.

Secular Rock and “Christian” Rock

In spite of contrary claims, no significant difference exists between
secular rock music and its “ Christian” version. Why? Simply because both
share the same musical rhythm and are driven by the same relentless beat.
Contemporary Christian Music in itsrock, rap, rave, jazz, metal, or related
forms shares the same accentuated, syncopated, and persistent rhythm of the
“rock beat.” Other aspectsmay al so be shared, but thebeat isthereal heart and
soul of it.

Irrespective of its lyrics, Contemporary Christian Music that con-
formsto rock’ sessential criteriain any sense cannot belegitimately used for
churchworship. Thereasonissimple. Theimpact of rock music, inwhatever
version, isthrough its music, and not through itslyrics.

Some argue that so-called “ Soft Rock” should not be placed in the
same category asthe other harder formsof rock. Thisisnot true. A lot of soft
rock, although slower in nature, still carriesaconsistent, syncopated beat and
often overaccentuates it. Another important point to consider is the expres-
sion, aimosphere, and delivery of soft rock.

Lyrics sung in a breathy, over-sentimental tone suggest an atmo-
sphere of love or lust between a man and woman. These hardly provide an
appropriatemediumto expresslovetoaHoly God. | am not talking only about
lyrics here, but also of atmosphere and tone. All words, whether spoken or
sung, are delivered in a unique tone to convey a specia intent.



From Rock Musicto the Rock of Ages 349

Music designed to express|ovefor Jesus should conform to what the
Greekscall agape-love, whichisunselfish—and not to what istermed eros—
love, which is erotic and self-centered. When choosing our Christian music
today, we haveto exercisegreat careand discernment because not everything
that comeswith a Christian label attached to it is necessarily Christian. This
istrue even if it does not have a heavy beat.

Music as an Evangelistic Crutch

Contemporary Christian Music is seen by many as an effective
medium to convert people to Christ. Surprisingly, however, nothing in the
Bible or in the history of the church indicates that music was ever used asan
evangelistictool. Theprimary function of musicistoworshipand praise God.
Itisthelack of faith in the power of the Holy Spirit that has made music for
many an essential crutch for evangelizing unbelievers and entertaining
believers. Theresultisthat our wor ship servicesarebecoming spirited rather
than spiritual.

Some have supplanted the power of the Holy Spirit with the hypnotic
spirit of music. They have been so blinded by the magical power of popular
musi c that they now eagerly accept thelieasif it werethetruth. | speak frankly
on the deceptive power of rock music in al its forms, because | have been
deceived by the samelie and know exactly how easy itistofall into thistrap.

Had | retained Contemporary Christian Music asonevital link to the
world of rock, it would have been just a matter of time before | would fool
myself into “comfortable Christian compromise” or fall right back into the
world of secular rock onceagain. Only aradical break from rock music cured
me from this addiction. It took me years to learn that lesson.

From “Christian” Rock Back to Secular Rock

My radical break from rock music was a gradual process, especially
since upon returning to South Africal had embarked on a“Christian” rock
ministry. Thislingering attachment to rock music proved to be my downfall.
Slowly | slipped back into milder drugs. | convinced myself that marijuana
was not so bad becauseitisanatural drug, used ritually by indigenous native
tribes as a peace-inducing herb. | began compromising also on the kind of
music | wasperforming. Thecompromisewaseasy becauseall | hadtodowas
change the lyrics. The music style remained the same. In spite of my good
intentions, | found myself gradually spiraling back into complete darkness.

It was not long before | reestablished my rock career in Cape Town.
By 1989 | became recognized as one of the national top guitarists and was
respected as a competent songwriter. | became very active onthelocal, live-
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music scene, building up a following of people who enjoyed my technical
rock-guitar style and who were looking for something new and original.
Weeks turned into months, months became years, and the endless cycle of
clubs, drugs, and socializing al but killed the spark of hope that once was
ignited in aforeign land.

Paradoxically, spirituality still remained an important aspect of my
life. | could spend hourswriting about the depthsto which | had sunk, while
still convincing myself that | washaving somedeep spiritual experience. One
reason was that | had sworn | would never get involved with heavier drugs
again, likecocaineand L SD. But somewherea ong theline, that promisewas
broken.

At some parties and during moments of willful weakness, | began
sharingalineof cocaineor two, acap of acid hereand there, and aspot of hash
if it were available. The compromises became endless and covered almost
every aspect of my existence, which in essence was encapsulated in that well
worn-out rock ‘n’ roll slogan, *“ Sex and drugsand rock ‘n’ roll.”

The Second Turning Point of My Life

In 1992, | experienced the second turning point. The Lord used two
personstoinfluencemy lifeinatangibleand permanent way. Oneof themwas
Sue, the young lady who eventually became my wife. The other was the
baby girl given up for adoption at birth and who | had dreamed of meeting
for many years.

| met Suefor thefirst timein 1988 in Cape Town, at alive concertin
which | was performing. We met again ayear later at arestaurant where she
was awaitress, not realizing that we were the same two people who had met
ayear before. Both times we were attracted to each other.

In 1990, ailmost two years after meeting Sue, | had the opportunity of
meeting my daughter who had been adopted amost ten years earlier by an
Adventist family, Pastor Tinus Pretorius and hiswife Lenie. | immediately
fell inlovewith my daughter Leonie, as her adoptive parents had named her.
| could see so much of myself inher, and felt astrange, new emotionthat | had
never experienced before.

Under normal circumstances, such ameetingwould never havetaken
place. When a child is given up for adoption in South Africa, the
biological parents lose their rights to see her or him again. But the
kindness and caring attitude of this pastor and his wife cannot be overes-
timated. Within less than a year of their first visit with me, they moved
with my daughter down to Cape Town. Pastor Tinus was assigned to two
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local Seventh-day Adventist churches. This new relationship had a tre-
mendous impact on my life, causing me to consider once again my
destitute spiritual condition.

Right at thistime, | received an offer from alady friend with strong
connectionstothemusicindustry in LosAngel esto continuemy music career
in the United States. The potential opportunities were too tempting to turn
down, and | made al the necessary arrangements to leave a the earliest
opportunity. But God had other plans for my life.

Suelearned about a prophecy seminar being held near our home. We
decided to attend the meetings. | was hoping to learn something new that |
could use in the music recording that | was working on.

At the prophecy seminar, | learned far more than | bargained for. As
aresult of those meetings, | canceled my ticket and travel arrangementstothe
United States. Within two months, Sue and | were baptized into the Seventh-
day Adventist church. Everything seemed to be just right. The new-found
truths satisfied our deepest convictions. Y et, just three months|ater, wewere
out of the church. Rock music was still in my soul. Once again, | was
performing on astage acrossthe country with my electric guitar slung around
my neck, churning out the message of rock ‘n’ roll to captive audiences
wherever | went.

No misery isworsethan knowing thetruth and yet running away from
God' s sanctifying power. Rebellion, compromise, and sorrow followed the
few steps | had taken toward Christ. But | thank God that He never gave up
on me. In spite of my timid steps toward Christ, | had not been willing to be
broken on the Rock.

The Final Turning Point

It is hard to believe how many times | relapsed into the rock scene
before gaining permanent freedom. | had once again compromised myself
right back into my previousexistenceasarock musician. Theonly way | knew
to survivewasto play music. | didn’'t have the faith in Jesusthat | needed to
see methrough making aradical break with the music scene, evenif it meant
financial lossfor awhile. The apparent issue of survival became the mecha-
nism the Devil used to trap me once again.

At thistime, | formed my own band called “Project Cain,” afitting
name for my spiritual despondency. | was busy recording with Duncan
Mckay, the popular keyboard player of the famous band 10 CC, when |
received acall to goto Port Elizabeth, acity located about 700 milesnorth of
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Cape Town. The contract called for me to perform there for three months. |
was hired as a solo rock artist performing six nights aweek at one of the top
night spotsin the city.

Port Elizabeth becamethefinal turning point of my spiritual pilgrim-
age. | rented a house far out in the country near a beautiful, isolated beach.
Since my performances were at night, | had time during the day to wander
alongthebeach andreflect onall that had transpiredinmy lifefor the past few
years. | believe that thisis where God wanted me to be.

Much of my professional life was spent surrounded by admirers and
rock musicians. But at last | found myself on an isolated beach where God
brought me face to face with my sinful past. During those three months, |
sensed the Holy Spirit speaking to me asnever before. Many dayswere spent
onthat lonely beach, examining theinnermost recessesof my confused mind.

Attimes, thehiddentruthsof my wounded soul werevery hardtoface.
| would break down in shameful anguish and allow thetears of repentanceto
flow like rivers of crystal clear water to wash away the stains of my sins.
Sometimes| couldalmost feel the presenceof thechidingand consoling Spirit
of God bringing spiritual healing to my life.

The door of acceptance stood wide open. Finally, | boldly walked
throughit and closed behind methe door to my sinful and dark past. Upon my
return home, in June 1994, Sue and | made the decision that by God' s grace
there would be no turning back into the world of rock. | severed al my
business rel ationships with the rock-music scene. On January 15, 1995, we
weremarried and decided to dedicate our livesto aspecial ministry on behalf
of those who seek deliverance from the hypnotic power of rock music.

Helping Othersto Find Deliverance from Rock

Today, | see myself as agrateful, living witness to what God can
do for those who are willing to allow Him to change their lives and tastes.
The goal of our ministry isto help Christians of all faiths to gain victory
over their addiction to rock music and to develop appreciation for good
Christian music.

During the past few years, | have traveled across Africa, Europe, and
North America conducting seminars on “Music and Worship” at churches,
schools, universities, hospital s, and many morevenues. Wholechurcheshave
reconsidered their stand onthe use of religiousrock after learning all thefacts
about its mental, physical, and spiritual effects.
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It hasbeenamost gratifying experiencefor meto see peoplewho once
were fans of my rock music leaving behind forever the discordant atmo-
spheres of rock and committing their livesto the Lord.

My deepest concern is for those who believe that rock music can be
rightly used to worship God, aslong asthelyricsarereligious or speak about
Jesus. | havewitnessed thefallacy of thisassumptiontimeandagaininmy life
and music ministry. Rock music, in whatever version, stimulates people
physically rather than elevating them spiritually. I’ve seen the fruits of
“Christian” rock in live concerts. They are essentially no different than those
of secular rock. | have heard every possible justification for the use of this
music in worshiping a holy God, but none of them is biblical.

Making Good Musical Choices

Experiencehastaught methat thereisadanger inteaching peoplehow
to make good musical choices by providing them with a clear-cut classifica-
tion of what | would consider appropriate listening music, both secular and
religious. This does not mean that good musical choices are smply a matter
of personal taste. Taste, whether stemming from a cultural or developed
personal bias, must be subject to certain musical, psychological, physiologi-
cal, and spiritual/biblical criteria.

In other words, just because | have developed a taste for heavy
metal or listening non-stop to Mozart’ s requiem does not mean that these
are good musical choices for me. Persons who have lost their taste for
water because over the years they have conditioned themselves to enjoy
whisky on therocks are not in aposition to argue that whisky is healthier
than water.

We have all been desensitized through the popular media, and our
ability to effectively discern between good and bad music (and ahost of other
things) has been seriously compromised. Thus, to make good musical
choices, oneiswise to ask five probative questions:

1. Doesthe music really have something worthwhile to say? Are
real moral truths communicated lyrically and instrumentally in the message
of the music? Or isthe music bland, repetitious, or coarse?

2. What is the intention behind the music? Is it sending out a
positiveor negativemessage? Whenyou listentothemusic, doyoufind that
itconformstothecriteriaspelled out by Paul in Philippians4:8 about thinking
and listening to whatsoever is pure, lovely, gracious, and worthy of praise?
Doesthe music elevate you spiritually or stimulate you physically? Answer-

ing these questions requires honesty and practiced listening.
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3. Istheintention of the music being communicated effectively?
Inother words, isthe musi cian asacommunicator good at what hedoes?Does
he or she generate an atmosphere of reverence or frivolity?

4. Arethemusical instrumentsused suitablefor communicating
the intention of the music? For example, if the music calls for flowing,
extended, melodious notes, are the instruments being used those that can
produce only short, percussive tones?

5. Arewe seeking theguidance of the Holy Spirit in our choice
of both secular and religious music? We must remember that spiritual
thingscan only bediscerned spiritually. Thismeansthat we need the Holy
Spirittoguideusinour choiceof music. Thisisespecially truetoday when
we have been exposed to so much information, musical and otherwise,
that has desensitized us.

We cannot rely solely on our judgment or taste when it comes to
making good musical choices. Wemust allow the Holy Spirit to enlighten us
on whether the music we are listening to has a spiritually uplifting effect, or
is making arebellious, depressive impact.

Weneedto beawarethat itisnot only heavy, beat-oriented music that
can have a negative effect on us. Some other types of music with no beat
whatsoever can dump usinto the depths of depression. Some of these styles
of music can be found in the classics, though they are usually recommended
as alternative to modern pop and rock.

It isimperative to let the Holy Spirit guide usin rightly interpreting
whether the atmospher e of asong is positive or negative. Thisdoesnot mean
that we put aside those guidelines that identify the objectionable aspects of
rock music. What it meansisthat wewill exercise our good judgment in tune
with the guidance of the Holy Spirit. This process may very well lead us to
discard awhole genre of music.

How to Make Radical Decisions Regarding Music

When faced with the challenge of making radical decisionsregarding
our music, aperson may ask: “What thenisthereleft tolistentoif all therock
music | like hasto go out thewindow?’ Don't let this attitude get in the way.
The devil would love to have us believe that rock is the only music worth
listening to. The practical way of approaching theissueisfirst to look at the
present situation from adifferent perspective, and then to consider our future
courseinamorepositivelight. Let mesharefivesuggestionsthat can helpyou
make radical decisions regarding music.
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1. Decide to become an individual by making up your own
mind regarding good music on the basis of real infor mation and not
from peer pressureor personal taste. Youwon't have to sacrifice your
personal taste or special preferences. They will simply have to become
sanctified and refined. You won’t need to go back into the nineteenth
century or the dark agesto please God and to live alife that respects the
body temple.

It is simply a matter of getting rid of bad music while retaining
good music. In this process, though you may get labeled as square or
fanatic, it will show that you had the courageto stand for what you believe
to be right and not follow the crowd. Indeed, you will then truly have
become unique.

No one likes to be considered a sheep or zombie that follows the
crowd without any individuality, yet thisis the case with most people. It
was true in my case. Nearly everything | did, as far as music, fashion,
language, and attitude were concerned, was the direct result of pressure
coming from popular trends. | was not an individual in the real sense of
the word. | started to like rock because it was the “in” music to listen to.
| worewhat | did becausefashion dictated that it wasa“ cool” way tolook.
In fact, part of the reason why “ Christian” Rock existsisthat Christians
are too scared to be different from the world.

2. Consider your new musical choices to be an adventure, a
processof discovery. Taketimeto defineand refineyour taste, to search out
the musical gemsin the pit of musical rot. Suddenly, you will discover that
what you considered the only option in music was but asmall fraction of the
good music available. It may take some searching and prayerful listening, but
inthe end it will be worth it all.

3. Consider thefive probative questions given above for making
good musical choicesand put themintopracticewhenyoulistentomusic.
Search out and retain that which conforms to these basic rules. In that
framework you will have room to exercise your own taste in music. Bear in
mind that after years of exposure to negative types of music, your taste may
have been perverted. Ask the Lord to help you recognize where your tasteis
defective. Once you fedl sure that this has been revealed, do not hesitate to
take the necessary step forward.

4. Listen carefully to lyricsto determine whether or not they
aretheologically sound. Thisisavery important exercisefor it would be
contradictory to havealovely melody withlyricsthat aretotally unbiblical
and insinuate an erroneous message. Ellen White correctly points out that
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a “song is one of the most effective means of impressing spiritual truth
upon the heart,” and can be effectively used to “proclam the gospel
message for thistime.”®

This means that the message of a song—words and atmosphere—
must be tested by the teaching of Scripture. After all, a song can preach
asermon. It would be downright shameful if we allowed singing evange-
liststo get away with unsound doctrinesin their lyrics, all in the name of
freedom of expression and artistic license. Evangelism provides an ideal
opportunity to combine the choosing of music with serious Bible study.
What a great combination!

5. Choose songs with lyrics that concentrate on pure and
ennobling aspects of life. Although a distinction remains between the
music we use for worship and that for personal relaxation, the underlying
principle of choosing that which is pure and ennobling remains the same.
Consider Paul’s admonition when making musical choices: “Finally,
brethren, whatever is true, whatever is honorable, whatever is just,
whatever ispure, whatever thingsarelovely, whatever isgracious, if there
isany excellence, if thereisanything worthy of praise, think about these
things” (Phil 4:8).

CONCLUSION

My spiritual pilgrimagefromrock musictotheRock of Agesgivesme
reason to believe that many sincere people are seeking for divine deliverance
from the addiction of rock music. The good news is that the God who
delivered me from the bondage of rock musicisableto liberate anyone who
turnsto Him for help.

The many years| spent as a performer, first of secular rock and then
of “Christian” rock, have fully convinced methat, in whatever version, rock
music embodiesaspirit of rebellion against God and the moral principlesHe
has revealed. The defining characteristic of the various forms of rock music
isand remainsthedriving, pul sating beat which can alter the human mind and
stimulate the physical, sensual aspect of human nature.

Our challenge today is to follow the example of the three Hebrew
worthies on the plain of Dura. They refused to bow down before the golden
image at the sound of Babylonian music. May God grant us wisdom and
courageto reject themusic of Babylon and to worship with music that honors
Him and ennobles our character.
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