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CHAPTER 1

INTRODUCTION

The purpose of this study is to examine Black and White Seventh-day Adventist
music in the liturgy in the United States, from 1840 to 1944.% It utilizes the theories of
ritual studies and liturgical theology to derive and compare the spiritual identity fostered

through music in the liturgy by these ethnic groups.

Background to the Problem

Challenges arising from differences in worship and music are not uncommon in
Christianity. Ethnicity often accentuates these distinctions. While some ethnicities may
have similar worship practices, their own distinctive cultures contribute to a rich diversity
in local practices and spirituality.

The Black and White Adventist congregations demonstrate this ethnic diversity,
providing a rich history for examination. Scholars suggests that worship differences
between them have been most notably felt in the latter half of the twentieth century, as

African American Adventists experienced convergences in equality and education, and as

! As a White American male, | recognize my own shortcomings and inherent biases in worship,
music, and race. | make no claims as to being an expert or knowing Black worship from the Black
American experience. As such, | rely on the experience and expressions of those | interviewed to inform
both my investigation and conclusions. | am also indebted to my former graduate assistant of two years,
Dorhel Davis. As a female African American who attended Oakwood University and is my same age, she
afforded me countless candid conversations about race, music, and worship.



gospel music proliferated.? Liliane Doukhan advocates that some of the worship diversity
in recent years may have been due to the influence of Vatican Council 11, Pentecostalism,
evangelicalism, and postmodernism.® This study seeks to examine the precursors to these
developments, thereby documenting both the similarities and differences in Black and
White Adventist spiritual identity as fostered through music in the liturgy.

Worship challenges did exist within Adventism in the first half of the twentieth
century. In the 1890s, Black and White Adventists typically joined together for worship.
Ellen G. White, one of the earliest Adventist leaders, saw these corporate gatherings as an
opportunity for the groups to learn from each other.* Yet at the turn of the century, racial
tensions, primarily in the southern United States, created a danger for Black and White
Adventists to worship together. In 1908, Ellen White counseled, “Let white and colored

people be labored for in separate, distinct lines, and let the Lord take care of the rest.”®

2 Mervyn A. Warren, “Black Seventh-day Adventists and Worship,” in Perspectives: Black
Seventh-day Adventists Face the Twenty-first Century, ed. Calvin B. Rock (Hagerstown, MD: Review and
Herald Publishing Association, 1996), 189. Mylas Martin, Oral History interview by Merlin Burt, April 23,
1997, at the James White Library, Andrews University, Berrien Springs, MI (Berrien Springs, MI: Center
for Adventist Research), 12. Wayne F. A. Bucknor, “The Changing Role of Music in the Liturgy of the
African American Seventh-day Adventist Church: Guidelines for Improving its Qualitative Use” (DMA
diss., University of Alabama, 2008).

3 Lilianne Doukhan, In Tune with God (Hagerstown, MD: Autumn House Publishing, 2010), 215-
217.

4 Ellen G. White, “Worship Styles,” Review and Herald (RH), December 3, 1895. Some Black
converts had been demonstrating excessive excitement, noise, and bodily exercise, while the Whites were
not showing Christian love and instruction in worship (a paraphrase of the “Worship Styles” statement).
The context of this statement is examined in chapter 5 of this study. Blacks were not alone in creating
excesses in worship, for in 1901, Ellen White also reproved a White campmeeting in Indiana where
fanaticism was made manifest through the use of music. Ellen G. White, Selected Messages, vol. 2
(Washington, DC: Review and Herald Publishing Association, 1958), 31-39.

5 Ellen G. White, Testimonies for the Church, vol. 9 (Mountain View, CA: Pacific Press
Publishing Association, 1909), 210.



This guidance was only to be the procedure “until the Lord shows us a better way.”®
However, separation continued and widened over the following decades.

The musical-liturgical practice of Adventism in the early twentieth century has
received little attention. During the 1930s and “40s, several significant liturgical changes
took place in the Adventist church. In 1932, the General Conference published its first
Church Manual. The manual recommended two orders of worship, a long and a short
form.” James L. McElhany, then vice-president of the General Conference, developed the
manual from extensive correspondence.® The production of this manual invites certain
questions: With whom did he correspond? Was this manual published to help unify
worship practice? If so, does this suggest there were multiple worship practices needing
to be curtailed? Was it meant to establish unity among Black and White cultures? Such
official church statements regarding church order and worship appear suspicious.® In
1941, the denomination published The Church Hymnal as the primary liturgical book for
congregational singing. Alma Blackmon notes, “The 1941 Church Hymnal contained
music of various nations of the world, and even hymns sourced from other

denominations, but there was no inclusion of the Negro spiritual.”'® These factors deserve

6 White, Testimonies for the Church, 9:207.

7 Seventh-day Adventist Church Manual (Washington, DC: General Conference of Seventh-day
Adventists, 1932), 151-2.

8 «“preface,” Church Manual, 5. McElhany served as General Conference president from 1936—
1950.

® Paul F. Bradshaw, “Ten Principles for Interpreting Early Christian Liturgical Evidence,” in The
Making of Jewish and Christian Worship, ed. Paul F. Bradshaw and Lawrence A. Hoffman (Notre Dame,
IN: University of Notre Dame Press, 1991), 3-19. Paul Bradshaw is a recognized liturgical scholar at the
University of Notre Dame, Indiana. Bradshaw’s ten principles are detailed in Chapter 2.

10 Alma Montgomery Blackmon, “Black Seventh-day Adventists and Church Music,” in



attention in setting the historical context for the worship music practices of Black and
White Adventism during the period.

Diversity in worship compounded in 1944, as the church began instituting
regional conferences as a means to more efficiently govern the gospel ministry among
Black Adventists.!! These regional conferences developed out of a number of factors:
racial tensions, leadership challenges, and evangelistic necessity. These circumstances

have been well documented.!? Differences in worship practices between Whites and

Perspectives, ed. Calvin B. Rock (Hagerstown, MD: Review and Herald Publishing Association, 1996),
183.

1 In order to understand these regional conferences, a word must be given regarding the general
organization of the Adventist church. The largest judicatory level of the worldwide Seventh-day Adventist
Church is the General Conference. The General Conference is divided into Divisions, which administrate
church governance in large continental regions of the world. The smallest level of organization is the local
church. In the United States, the sisterhood of churches is governed by a conference. Conferences generally
claim the territory of a single state, though large states or areas with significant population are divided into
two or even three conferences. These conferences are further organized into Union Conferences, which
comprise large geographic regions, such as the mid-west United States (or the US South). In 1944, the
regional conferences were formed to function as part of the administration for Black churches. The order of
institution of these regional conferences is as follows: Lake Region 1944, Allegheny 1945, Northeastern
1945, South Atlantic 1945, South Central 1945, Southwest Region 1946, Central States 1947, Allegheny
West 1967, Southeastern 1981. Constituents of these regional conferences have been predominantly Black,
though there have been other ethnicities as well. These conferences generally overlay the other conferences
within a Union. E. E. Cleveland pointed out, however, that regional conferences are not segregated and are
open to all races. Even so, these regions have been primarily Black in demographic, and thus have been
administrated by Black leadership. Edward E. Cleveland, Let the Church Roll On: An Autobiography
(Nampa, ID: Pacific Press, 1997), 63.

2 Delbert W. Baker, “Events Leading to the Establishment of Regional Conferences,” in Telling
the Story: An Anthology of the Development of the Black SDA Work, ed. Delbert W. Baker, vol. 2
(Nashville: Black Caucus of SDA Administrators, 1996), 7; Delbert W. Baker, “In Search of Roots:
Adventist African-Americans, Part 1: Exploring the History,” RH, February 4, 1993; Delbert W. Baker, “In
Search of Roots: Adventist African-Americans, Part 2: The Crucial Year,” RH, February 11, 1993; Delbert
W. Baker, “In Search of Roots: Adventist African-Americans, Part 3: A Providential Story,” RH, February
18, 1993; George R. Knight, Organizing to Beat the Devil (Hagerstown, MD: Review and Herald
Publishing Association, 2001), 145-151; Otis B. Edwards, “Origin and Development of the Seventh-day
Adventist Work among Negroes in the Alabama-Mississippi Conference” (Master's thesis, Andrews
Univeristy, 1942); Calvin B. Rock, “Institutional Loyalty versus Racial Freedom: The Dilemma of Black
Seventh-day Adventist Leadership” (PhD diss., Vanderbilt University, 1984); Charles E. Bradford, “Black
Seventh-day Adventists and Church Loyalty,” in Perspectives: Black Seventh-day Adventists Face the
Twenty-first Century, ed. Calvin B. Rock (Hagerstown, MD: Review and Herald Publishing Association,
1996), 18; David K. Penno, “An Investigation of the Perceptions of Clergy and Laity on Race-Based



Blacks may have been a contributing factor to the development of these conferences,
according to Mervyn Warren: “[The] structural change of the Black church within
Adventism suggests that the gradation was not about organizational configuration alone,
but also about identifying norms within Blacks themselves for all church matters,
including patterns of worship.”*3

Even amidst the similarities of Black and White Adventist worship, culture and
history would have played an important role in the style and use of music in worship.
Albert Raboteau shows that the religious life of African Americans is rooted in the slave
experience.* Drawing from Raboteau’s study, worship practice is therefore existential,
being based upon experience and historical background. Thus, worship practices may
vary among Black and White Adventists due to their different existential realities. Wayne
Bucknor affirms this, arguing that differences in worship music between White and Black
Adventists stem from their varied cultural backgrounds (European, colonial American,

African, and African American).'® Therefore, if worship music practices are existential,

Organizational Segregation in the Southern Union Conference of Seventh-day Adventists” (PhD diss.,
Andrews University, 2009), 17-26; Alfonzo Greene, “[Black] Regional Conferences in the Seventh-day
Adventist Church (SDA) Compared with United Methodist [Black] Central Jurisdiction/Annual
Conferences with White S.D.A. Conferences, from 1940-2001” (PhD diss., Loyola University Chicago,
2009).

13 Warren, “Black Seventh-day Adventists and Worship,” 189.

14 Albert J. Raboteau, Slave Religion: The “Invisible Institution ” in the Antebellum South, 1978;
updated ed. (New York: Oxford University Press, 2004). The slave experience of those of African descent
in the United States resulted in an existential paradigm for African Americans. Their experience of life is
intimately linked with their historical experience. Another of Raboteau’s significant contributions is his
demonstration of the diversity of descent of Africans living in North America. His work aids in establishing
the ideological nuances manifested by different people groups, such as African American and Afro-
Caribbean. Clifford Jones has similarly nuanced African American worship in the Adventist church as the
product of an existential experience. R. Clifford Jones, “African-American Worship: Its Heritage,
Character, and Quality,” Ministry 74, no. 9 (2002): 5-9.

15 Bucknor, “The Changing Role of Music in the Liturgy of the African American Seventh-day



being based upon experience and cultural background, then Black and White worship
may appear different due to varying experiences within distinctive cultures, while also
leaving room for similarities in worship where cultures overlap.

Underlying cultural practices are various ethnic worldviews. As a theological
activity, worship reflects and cultivates worldview, contributing to spirituality. Music in
the liturgy fosters the worshiping self, becoming the basis for one’s spiritual identity. In
this manner, liturgy is formative, but also becomes normative, for faith and doctrine. If
so, then the research may examine historical liturgical practices for the development of
historical theology and spirituality.® A need exists to examine the spiritual identity of

Black and White Adventists before 1944.

Problem
Many differences of music in the liturgy exist between Black and White Seventh-
day Adventists in the United States. Little scholarly attention has been given to the exact

historical nature of these differences and to their theological implications.!” None have

Adventist Church: Guidelines for Improving its Qualitative Use.” Pedrito Maynard-Reid, Diverse
Worship: African-American, Caribbean and Hispanic Perspectives (Downers Grove, IL: InterVarsity
Press, 2000); Benjamin Franklin Reaves, “A Study of Black Seventh-day Adventist Worship” (DMin diss.,
The Chicago Theological Seminary, 1974); James Richard Doggette, “Emotion and Rationality in African
American Seventh-day Adventist Worship” (DMin diss., Claremont, 1992); Mark P. Bangert, “Liturgical
Music, Culturally Tuned,” in Liturgy and Music: Lifetime Learning, ed. Robin A. Leaver and Joyce Ann
Zimmerman (Collegeville, MN: The Liturgical Press, 1998); James Thomas Bingham, “Liturgy and Ritual
as Religious Education: Implications for the Seventh-day Adventist Church” (PhD Diss., Andrews
University, 1984).

16 In Chapter 2, | explore the theory behind these claims.

17 Several dissertations and books have been written on topics related to this period’s Adventist
worship and music, however none have addressed neither the exact historical nature of the worship music
nor the worship theology of the church during this period. Wayne Bucknor’s research addresses the
changing role of music in African American Adventist worship, however he only gives a survey of the
worship music during my period of study. Bucknor, “The Changing Role of Music in the Liturgy of the



studied the liturgical history of the denomination from 1840 to 1944, nor has any
examined Adventist hymnody and congregational song as an indicator of spiritual
identity. As such, no historical comparative study has yet been done on the relationship
between music in the liturgy and the enjoining spiritual identity of Black and White

Adventists in the United States from 1840 to 1944.18

Purpose
The primary purpose of the present study is to describe the development of
spiritual identity among Black and White Seventh-day Adventist worshipers as derived
from their experience of music in the Sabbath liturgy, in the United States from 1840—

1944. This study seeks to: (1) establish a methodology for deriving spiritual identity from

African American Seventh-day Adventist Church: Guidelines for Improving its Qualitative Use.” Clifford
Jones presents an in-depth survey of the literature related to the history of Black Adventism during the
period under study. R. Clifford Jones, James K. Humphrey and the Sabbath-Day Adventists (Jackson, MS:
University Press of Mississippi, 2006), 82-112. Penno, “An Investigation of the Perceptions of Clergy and
Laity on Race-Based Organizational Segregation in the Southern Union Conference of Seventh-day
Adventists,” 18-26. James Doggette’s dissertation addresses the tension between emotion and rationality in
African American Adventist worship, not the exact historical nature of the worship music practice or the
derived theology. Doggette, “Emotion and Rationality in African American Seventh-day Adventist
Worship,” 27-82. Benjamin Reaves’ dissertation on Black Adventist worship dealt primarily with worship
issues after 1944. Reaves, “A Study of Black Seventh-day Adventist Worship.”

18 Brenda Aghahowa compares the worship music practices of two Black churches, one
Afrocentric and the other Eurocentric. Brenda Eatman Aghahowa, Praising in Black and White: Unity and
Diversity in Christian Worship (Cleveland, OH: United Church Press, 1996). Melva Costen examines both
the worship music and its revealed theology in African American worship, but she does not compare
explicitly with Caucasian American worship. Melva Wilson Costen, In Spirit and in Truth: The Music of
African American Worship (London: Westminster John Knox Press, 2004). Pedrito Maynard-Reid
compares the worship practices of African American, Caribbean, and Hispanic perspectives; he does not
give a comparison of Black and White Adventism. Maynard-Reid, Diverse Worship. Alfonzo Greene
compares the Black Adventist regional conferences with the Black Methodist conferences with the White
Adventist conferences, however his time period examines the period just after this study. His focus is on
administration, not worship music practice or theology. Greene, “[Black] Regional Conferences in the
Seventh-day Adventist Church (SDA) Compared with United Methodist [Black] Central
Jurisdiction/Annual Conferences with White S.D.A. Conferences, from 1940-2001.” James Bingham
addresses the relationship of liturgy and music, but does not give a deep examination of the theology of
worship music, nor does he compare Black and White worship; rather he compares Adventism among other
mainline Christian denominations. Bingham, “Liturgy and Ritual,” 62-76.



music in liturgy, demonstrating how music in the liturgy promotes, develops, and often
establishes spiritual identity in the existential experience of the worshiper. Therefore, the
thesis is tested by, (2) situating the historical context of liturgy and music among Black
and White Christians in the United States before 1840, and (3) tracing the development of
music in liturgy among Black and White Adventist Americans from 1840-1944; in order
to (4) explore the historical spiritual identity of these communities, as fostered through

the music in the liturgy.

Scope and Delimitations

The nature of a comparative study necessarily lends itself to a broad topic. Instead
of examining the entire liturgical practice of both the White and Black Adventist
churches, this study has been delimited to only music in the liturgy. This study does not
address the denomination’s theology of the Word, the Bible, nor does it examine the
context of preaching in the liturgy.

The scope of the study has been delimited in terms of time (1840-1944),
beginning with the Millerite movement, and extending until the establishment of the
regional conferences. Geographically, the study is delimited to the United States.
Ethnically, the study considers the spiritual identity of Black and White Adventists.

This research focuses on congregations that held significant influence during the
period, though relevant data from other Black and White congregations are considered,
where readily available. Among the leading Black churches are: Ephesus Church, New
York City; and Oakwood University Church, Huntsville, Alabama. The Ephesus Church
has been selected because it had its inception under the leadership of James K.

Humphrey, the apostatized Adventist pastor who first began calling for Black



conferences. The Oakwood University Church has been selected because it grew out of
the missionary work done by Edson White in the South. Among the White congregations
are: Battle Creek Tabernacle, Battle Creek, Michigan; and Takoma Park Church, Takoma
Park, Maryland. The city of Battle Creek served as a primary place of origin for the
Adventist church, with key denominational leaders in attendance. When church
headquarters were moved to Maryland, the Takoma Park church became a central house
of worship for denominational leaders. These prominent Adventist churches influenced
the denomination, and served as a crucible in which denominational leaders’ concepts of
worship were formed and executed. These churches were also selected in the hopes that
they would be most likely to have preserved artifacts and documents from the target time
period.

Because Adventism is part of the greater Protestant tradition, the worship
practices of other contemporary and ethnic denominations may be considered in
establishing historical, liturgical, and musical context. However, the other denominations

will be tangential to and not the focus of the research.

Justification
The racial dimension of the study provides control groups in which the Scriptural
beliefs are formally identical, but music, liturgy, and culture are different, which enable
the possibility to isolate to some extent the influence of music, liturgy, and culture on
theology from the Bible’s influence on theology and hermeneutics.
Research in this area of study is justified, as tensions regarding worship and music
frequently arise within Christianity and Adventism. Often, competing worship music is

viewed simply as having stylistic differences. However, if music is culturally defined,



and if cultural worship practices emit theology, then worship practices deserve critical
evaluation by Seventh-day Adventists in order to ensure their theological praxes are
rooted in biblical theology. As mentioned, neither the exact historical nature of the
worship music practices, nor the derived theologies of those practices have been
researched within Adventism during the period of 1840-1944. Chapter two details the
complex methodology for this study that draws upon the broad fields of inquiry: history,
ritual, music, and liturgical theology. Under the umbrella of history, the research
examines historiography, liturgical history, and oral history. Through ritual studies, the
methodology situates Adventist worship practices as ritual, in order to develop a heuristic
tool to interpret meaning in the liturgy. The disciplines of music include music as ritual,
hymnology, the psychophysiological effect of music, ethnomusicology, and semiology.
These disciplines pave the way for ascertaining the meaning of music in liturgy. Finally,
the field of liturgical theology enables this study to derive the theology from the historical
worship practices. This allows the methodology to explore factors of spiritual identity.
This comprehensive methodology offers a broader and deeper examination of the issues
involved in Adventist worship, while at the same time delimiting the focus to a particular
aspect of liturgy (music) and demographic (Black and White Adventists in the United
States). This methodology allows for a more nuanced understanding of cultural

perspectives and also helps prevent the imposition of modern ideology onto the past.

Overview of the Chapters
Chapter 2 of this study develops a methodology for determining elements of
spiritual identity, as manifest in liturgical music. This chapter provides the justification

and rationale for the study. It establishes the thesis that music in the liturgy promotes,
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develops, and often establishes normative modes of spiritual identity in the existential
experience of the worshiper. This methodology incorporates a wide range of disciplines,
including: history, culture, and liturgy; oral history; ritual studies, particularly music as
ritual; neurological, psychological, and physiological factors related to music;
musicology; hymnology; ethnomusicology; semiology; and liturgical theology.

Chapter 3 provides the historical context of spiritual identity and music in the
liturgy among Black and White Christian Americans, before 1840. This chapter surveys
developments in Black and White worship, liturgy, music, and issues of race. It also
provides the theological background and heritage for Black and White Adventists who
would emerge in the 1840s. Thus, this chapter gives special attention to the roots of
Black Christian worship and slave religion.

Chapter 4 examines music in the liturgy of Adventist Americans from 1840 until
1894. It demonstrates how music played an indispensable role in promoting and
solidifying Adventist spiritual identity, providing the critical interfacing of doctrine and
spirituality. This chapter follows a synchronic-diachronic historiography, establishing the
musical and liturgical practices of Adventism among Millerites (1840-1844), Sabbatarian
Adventists (1844-1860), and Seventh-day Adventists (1860-1894).

Due to the complexity of Chapter 4, Chapter 5 backtracks chronologically,
examining the historical development of Black and White Adventist music and race
relations, beginning with the Civil War (1861-1865) until the establishment of the
Regional Conferences in 1944, It surveys how Black Christians expressed their faith
through music as they sought to overcome White oppression. This chapter connects the

musical development from the Black spirituals to the blues. Importantly, this chapter
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contextualizes Ellen White’s comments regarding Blacks and Whites in worship. Finally,
this chapter details the hymnological development within Adventism until the 1940s,
revealing how music publication highlighted racial discrimination, and the shifting of
spiritual priorities of Adventists in the twentieth century.

Chapter 6 outlines the interconnectedness between the four leading Black and
White Adventist churches considered for this study. The development of liturgical
practice is detailed, revealing patterns for worship, the demonstration of power from
church leadership, and the normative nature of music in the liturgy. The chapter
culminates the study with an exposition of the spiritual identity of Seventh-day
Adventists, as revealed by musical-liturgical practices. The shared spiritual identity of

Blacks and Whites is explored, detailing the unique characteristics of both ethnicities.

Definitions

The following definitions aid the reader in knowing the scope of frequently used
technical terms in this study. Clarifying conceptions prevent the bias of underlying
presuppositions that may skew the research. If these definitional problems are not
addressed at the forefront, one risks taking “refuge in an implicit rather than an explicit
judgment of what constitutes™® these terms.

These terms are divided into two categories. The first may be understood as the
doxological, the second anthropological. Each section begins with the broader, more

principled terms and moves toward the more particular. The doxological group proceeds

19 “Hidden decisions [. . .] influence the investigation.” Jack Goody, “Religion and Ritual: The
Definitional Problem,” The British Journal of Sociology 12, no. 2 (June, 1961): 142, accessed December
14, 2017, http://www.jstor.org/stable/586928.
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through worship, liturgy, ritual, and music. The anthropological begins with culture, then
follows through ethnicity, race, Black American, White American, and racism. Finally,
spiritual identity is articulated, because it builds upon these doxological and

anthropological understandings.

Doxological Definitions

Worship

In this study, we understand worship to be attitudinal homage, grateful
submission, and praise, both in emotion and reason, toward God.?° Worship derives from
the English “worth-ship,” ascribing God’s worthiness to receive devotion as Creator-
Redeemer-Lord. The Oxford Dictionary of English offers a concise attitudinal definition
of worship as “the feeling or expression of reverence and adoration for a deity.”?* In
contrast, the Oxford English Dictionary (OED), an etymological dictionary, gives a more
complex definition: “To honour or revere as a supernatural being or power, or as a holy

thing; to regard or approach with veneration; to adore with appropriate acts, rites, or

2 David G. Peterson defines worship to indicate a “specific bodily gesture, expressing an attitude
of grateful submission, praise or homage to God.” Engaging with God: A Biblical Theology of Worship
(Downers Grove, IL: IVP Academic, 1992), 55. Thanksgiving and submission are essential aspects of
worship. Etymologically, praise is redundant with worship, deriving from Latin, pretiare, “to appraise,
value,” and Old French, preiser, “to value, to make a valuation of, to esteem, to attach importance to, to
laud, praise, speak highly of.” Oxford English Dictionary Online, “praise, v.,” accessed December 14,
2017, http://mwww.oed.com/view/Entry/149314?rskey=9Z799Kc&result=3. Though coming from different
origins, worship and praise share similar meanings, “to value, set a price, esteem worth.” Nonetheless, it is
helpful to actually include praise in the definition of worship, for it propels the act of forth-telling the
character of God. It also implicitly embraces the dual function of worship as both attitude and action.
However, praise also belongs in the realm of liturgy, for praise tends toward the action spectrum rather than
attitude. Praise can be feigned, a “lip service,” without any genuine worship of the heart. ““These people
honor me with their lips, but their hearts are far from me” (Matt 15:8, NIV).

2L Oxford Dictionary of English, s.v. “worship,” accessed December 14, 2017,
http://www.oxforddictionaries.com/ definition/english/worship.
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ceremonies.”?? While the OED may seem to muddy the waters a bit with a definition that
combines both attitude and action, it comes closer to the biblical concept.

The biblical semantic field for worship is broad and holistic. The most common
Hebrew term for worship, occurring over 170 times in the Old Testament (OT), is
histah®wa (mnnwi), “to bow down, worship, and to prostrate oneself.”? The
corresponding most common Greek word for worship in the New Testament (NT) is
proskuneo (tpookuvvem), generally meaning, “to fall down to kiss the ground before a
king or kiss their feet; to homage (do reverence to, adore); worship,”?* to render
“submission, adoration, and devotion to God.”? In the Septuagint (LXX), histah®wa is
translated with proskuneo 148 times in its 170 occurrences in the OT, highlighting the
significance that both these terms tend to be understood as corporate expressions of
“prostration,” “worship,” or even “obeisance.”?® These primary biblical terms indicate

both attitude and action of worship.

22 Oxford English Dictionary Online, s.v. “worship, v.,” accessed December 14, 2017,
http://www.oed.com/view/Entry /230346?rskey=4CkT8P&result=2.

23 Past scholarship parsed histah®wa as the Hithpael of sakd (vnn), “to bow down.” Histah®wa is
now understood to be Eshtaphal stem of sawd (717) 111, “to bow down,” a Ugaritic cognate of Sakd. Edwin
Yamauchi, “hawa,” in Theological Wordbook of the Old Testament, ed. R. Laird Harris (Chicago: Moody
Press, 1980), 267-69; Yamauchi, “3aha,” 914-15. Sahad is also related to sahah (¢nn), “bow down,” and its
derivative sah (vn), “low, lowly.” Sahah occurs seventeen times in the OT. Victor P. Hamilton, “S8ahah,” in
Theological Wordbook of the Old Testament, ed. R. Laird Harris (Chicago: Moody Press, 1980), 915.

24 C. Maurer, “proskunes,” in Theological Dictionary of the New Testament: Abridged in One
Volume, ed. Gerhard Kittle and Gerhard Friedrich (Grand Rapids, MI: William B. Eerdmans Publishing
Company, 1988), 948-49.

2 Walter Bauer, Greek-English Lexicon of the New Testament and Other Early Christian
Literature (BDAG), 2" ed., s.v. “proskuned.”

% Yamauchi, “hawa,” 268.
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For the purpose of distinction in this study, it is valuable to differentiate the
attitude from the action of worship as separate categories. Worship indicates internal
attitude, while liturgy means external action. Fernando Canale argues that one may
perform liturgy but may not actually be worshiping.?” Canale is correct in stating that
liturgy does not constitute worship. However, the biblical terms for worship demonstrate

that one cannot offer attitude without a corresponding action.

Liturgy

In the context of this study, liturgy is understood as the actions performed by
Christians in their personal existential experience of corporate worship.?® Liturgy may be
broadly understood as both worshiping and serving,?® but in this study, we will proceed
with a technical or narrowed use of liturgy to refer to the actions of worship and also

cultic services.® Liturgy’s semantic overlap with service provides a biblical and

27 “participation in liturgical forms and ceremonies is not worship. True worship can exist without
congregational liturgy.” Fernando Canale, “Principles of Worship and Liturgy,” Journal of the Adventist
Theological Society 20, no. 1 (2009).

28 Raymond Holmes defines liturgy similarly: “The actions of a congregation responding in
worship to Christ’s total ministry, and the words it speaks, by means of which it illustrates and defines the
content of its confrontation with God.”

2 Theological Dictionary of the New Testament (TDNT), s.v. “latreus;” TDNT, s.v. “leitourgeo,
leitourgia.” Liturgy as “service” shares similarities with the other NT service words, latreus (Aatpevw) and
diakoned (doxovem), though space in this study does not allow a deeper exposition. A complete exegetical
analysis of all three service oriented words is necessary for a biblical theology of service. Hess gives a
summary of the differences between the three service words: “Leitourged originally expressed voluntary
service for the political community, and then priestly service in the cultus. Latreuo primarily stresses
details of the cultus, but is then used for the inner attitude of worship. Diakoned and its derivatives, as their
etymology suggests, are used mainly for personal help to others.” Klaus Hess, “Serve, Deacon, Worship,”
in New International Dictionary of New Testament Theology, ed. Colin Brown, vol. Vol. 3 (Grand Rapids:
Regency Reference Library, 1971), 544. While each of these words carries its own theological weight, it is
relevant for this present study to note that the biblical usage of /eitourges and leitourgia incorporate much
of these three related words’ meanings.

0 BDAG, s.v. “leitourgia.” Leitourgia, in all its related Greek verbal and nominal forms, occurs
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theological rationale for the contemporary practice of referring to corporate worship as
“the Service.” Also delimiting liturgy to cultic services does not imply a Roman Catholic
or other similar connection. Instead, it builds upon the excellent definition of Raymond
Holmes for liturgy: “The actions of a congregation responding in worship to Christ’s total
ministry [leitourgia; see note 30], and the words it speaks, by means of which it

illustrates and defines the content of its confrontation with God.”3!

fifteen times in the NT. | have reorganized the material here into general categories of lexical meaning,
rather than the approach used by the dictionaries, which list the occurrences according to the verbal and
nominal forms. Hermann Strathmann, ““leitourgeo,” in Theological Dictionary of the New Testament, ed.
Gerhard Kittel and Gerhard Friedrich, vol. 4 (Grand Rapids: Eerdmans, 1964-1976), 226-228; Hess,
“Serve, Deacon, Worship,” 552-553. Bo Reicke, “Some Reflections on Worship in the New Testament,” in
New Testament Essays: Studies in Memory of Thomas Walter Manson, 1893-1958, ed. A. J. B. Higgins
(Manchester: The University Press, 1959), 194-195; Peterson, Engaging with God, 66-68. Leitourgia
draws from both the weaker popular use in classical Greek culture and also the cultic in the LXX. Seven
times it uses the popular meaning of general service to another (Rom 13:6; Rom 15:27; 2 Cor 9:12; Phil
2:25,30; Heb 1:7, 14). This means the spiritual service to God or service to humanity according to God’s
will. Two instances employ cultic language, though a spiritual or figurative interpretation is mandated
(Rom 15:16; Phil. 2:17), that is, these passages use cultic language, but certainly must not mean to be taken
literally. For instance, in Phil 2:17 Paul most certainly does not mean that he is literally a drink offering.
Five instances of liturgy in the NT are explicitly cultic (Luke 1:23, Heb 8:2, 6; 9:21; 10:11), referring to
Zechariah’s ministry at the temple and Christ’s ministry in the heavenly sanctuary. Acts 13:2 uses
leitourgounton in the context of a Christian gathering. It may be understood here as the “performance of
Christian worship.” Marvin R. Vincent, Word Studies in the New Testament, vol. 1 (New York: Charles
Schribner’s Sons, 1918), 514. Such a translation unites both the terms worship and liturgy. Klaus Hess
stated, “Compared with the LXX usage, [Acts 13:2] is something completely new. [. . .] Here the cultic
meaning is completely spiritualized and applied to Christian worship in prayer.” Hess, “Serve, Deacon,
Worship,” 552. Peterson, Engaging with God, 151; Reicke, “Some Reflections on Worship in the New
Testament,” 195; Earnst Haenchen, The Acts of the Apostles: A Commentary (Philadelphia: The
Westminster Press, 1971), 395. Rudolf Meyer saw a total spiritualization of the concept in the sphere of
cultic worship. He believed that by the time of Jesus, a “spiritualized” liturgy had become the norm through
the reading of scripture and prayer at the synagogue, over and beyond the cultic liturgy at the temple.
Rudolf Meyer, “leitourged,” in Theological Dictionary of the New Testament, ed. Gerhard Kittel and
Gerhard Friedrich, vol. vol. 4 (Grand Rapids: Eerdmans, 1964-1976), 219, 225. This perspective has
derived from Hans Wenschkewitz, Die Spiritualisierung der Kultus begriffe: Tempel, Priester und Opfer
im Neuen Testament, Archiv fir Neutestamentliche Zeitgeschichte und Kulturkunde (Leipzig: E. Pfeiffer,
1932). Albert Hogeterp takes issue with Wenschkewitz, arguing that cultic imagery must not be completely
spiritualized, for it was central to Jewish life. Albert L. A. Hogeterp, Paul and God’s Temple: A Historical
Interpretation of Cultic Imagery in the Corintian Correspondence (Dudley, MA: Peeters, 2006).

31 C. Raymond Holmes, Sing a New Song: Worship Renewal for Adventists Today (Berrien
Springs, MI: Andrews University Press, 1984), 15.
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The etymology of liturgy expands its semantic field. Liturgy derives from the
Greek, leitourgia (Aettovpyia), a compound word from leitos (Anitoc) “people,
community” and ergon (£pyov) “work”, literally meaning “the people’s work” or “the
work of the people.”32 The genitive “of” is ambiguous. Liturgy may mean the work
performed on behalf of the people, or the work performed by the people. While
Adventists have often conceived of liturgy as formal readings and read prayers, liturgy is
much more. As a public work, liturgy is a corporate, rather than individual, action.
Liturgy includes the order and elements of the service, including the actions of praying,
singing, reading, preaching, etc. The “Liturgy” refers to the totality of the public worship
gathering. This study focuses on the Seventh-day Adventist Sabbath morning Liturgy,
which is often referred to as the Service, the Divine Service, Divine Hour, the Eleven

O’clock Hour, or as simply “church.”

Ritual
In this study, ritual is a liturgical activity that contains associated meaning for the
worshiper. Ritual pertains to the meaningful actions in liturgy that tend to create

community, embed theological values, and provide the behavior through which the

32 Hess, “Serve, Deacon, Worship,” 551; Strathmann, “TDNT,” 216. The OED defines liturgy in
two primary ways. First, “With capital initial. [Liturgy’, as opposed to ‘liturgy’]. The service of the Holy
Eucharist: properly applied to the rite of the Eastern Churches. In liturgics, used specifically (with
qualification) of the different types of Eucharistic service.” Second, “A form of public worship, especially
in the Christian Church; a collection of formularies for the conduct of Divine service. Also, public worship
conducted in accordance with a prescribed form.” OED Online, s.v. “liturgy,” accessed December 14,
2017, http://www.oed.com/view/Entry/109293?rskey=91Czwq&result=1.

33 Roy E. Gane, Cult and Character: Purification Offerings, Day of Atonement, and Theodicy
(Winona Lake, IN: Eisenbrauns, 2005), 6-9.
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congregation believes it encounters God.3* For this research, ritual is delimited to the
actions that take place during the weekly Sabbath corporate liturgy, as opposed to
Sabbath-keeping in general or other spiritual disciplines practiced in one’s private
devotional life. Even still, it is helpful to understand that the weekly Sabbath morning
Service takes place within the context of Sabbath-keeping in general. General Sabbath-
keeping may be viewed as ritual for not only it is a weekly repeated action, but it carries
rich theological significance: God hallowed it and promises blessings for its keepers (Gen
2:3); it identifies God’s eschatological people (Rev 14:7); and it provides time for the
cultivation of holy fellowship with others, and relationship with Jesus Christ.® Such an
understanding of the Sabbath intensifies the importance of the God’s people gathering
together for Divine Worship on the seventh day. Contained in the weekly ritual of the
Sabbath Liturgy are many other rituals, including prayer, singing, reading Scripture, and
the hearing and preaching of the sermon. Each conveys meaning beyond the corporate
activity of liturgy. Ritual studies open the possibility for interpreting liturgical actions,
identifying embodied beliefs and values. Ritual will be discussed in greater detail in the

second chapter.

Music
Music could have easily been included in the anthropological category, even

considered as a subcategory of culture. Because music plays a fundamental role in

34 Mark Searle, “Ritual,” in The Study of Liturgy, ed. Cheslyn Jones et al. (New York: Oxford
University Press, 1992), 51-58.

3% Kenneth A. Strand, “The Sabbath,” in Handbook of Seventh-day Adventist Theology, ed. Raoul
Dederen (Hagerstown, MD: Review and Herald Publishing Association, 2000), 512-14.
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doxological expression, I have chosen to include it here. Nonetheless, music serves as a
fitting transition between the praise of God (doxology) by humanity (anthropology).

For this study, the primary definition for music is organized sound in space and
time, identifying an expression of cultural values and experience. The OED describes
music as “the art or science of combining vocal or instrumental sounds to produce beauty
of form, harmony, melody, rhythm, expressive content, etc.;”” and “musical composition
or performance.”*® The Merriam-Webster Dictionary expounds on the composition of
music, defining it as “the science or art of ordering tones or sounds in succession, in
combination, and in temporal relationships to produce a composition having unity and
continuity.”®” These definitions help establish an understanding of music that includes a
sense of reality (space and time), order (combining tones), and beauty (expressive
compositional elements viewed as pleasing).

Bruno Nettl critiques these and similar definitions as being primarily Western in
perspective, saying it is also important to understand music as a domain of culture, ritual,
and social organization.®® In discussing musical style, Lilianne Doukhan states, “The
concept of style, however, goes beyond an artist’s particular approach to composition.

Style is also determined by a society or culture and its values. Music is at its very core a

36 OED Online, s.v. “music (n. and adj.),” accessed December 14, 2017, http://www.oed.com
Iview/Entry/124108?rskey=PRWtZ6&result=1&isAdvanced=false.

37 Merriam-Webster.com, s.v. “music,” accessed December 14, 2017, http://www.merriam-
webster.com/dictionary/music.

38 Bruno Nettl, “Music,” in Grove Music Online. Oxford Music Online, accessed December 14,
2017, http://www.oxfordmusiconline.com/subscriber/article/grove/music/40476.
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cultural phenomenon, a mirror of society.”*® Expanding the definition of music for the
organization of sound as an identifier of expression of cultural values and experience
through ritual, invites non-Western music into the conversation. Black and White
Americans may understand music differently. From the outset, we recognize that music

goes beyond the musical score, espousing cultural aesthetics and values.

Anthropological Definitions

Culture

Scholars have struggled to define culture.*® An understanding of culture begins by
building upon the anthropological definition as given by the Oxford English Dictionary:
“The distinctive ideas, customs, social behaviour, products, or way of life of a particular
nation, society, people, or period.”* As Clifford Geertz so poetically said, “Believing [. .
.] that man is an animal suspended in webs of significance he himself has spun, | take
culture to be those webs.”*?

The OED gives further background to the development of the term, in that culture

derives from the Latin, colere, which means, “to cultivate,” but also “to worship.”** How

39 Doukhan, In Tune with God, 19.

40 Raymond Williams, Keywords: A Vocabulary of Culture and Society (New York: Oxford
University Press, 1976), 76.

41 OED Online, s.v. “culture, n.,” accessed December 14, 2017, http://www.oed.com/view/Entry
/457467rskey=mSpNqg&result=1&isAdvanced=false.

42 Clifford Geertz, The Interpretation of Cultures: Selected Essays (New York: Basic Books,
1973), 5.

43 OED Online, s.v. “culture: etymology,” accessed December 14, 2017, http://www.oed.com
Iview/Entry/45746#eid7740441.

20



can cultivation be related to worship? Richard Middleton notes that historically, a
metaphorical connection has been made between the cultivation or tilling of soil and the
cultivation of the mind.** Just as in the cultivation of soil may produce an abundant
harvest, the cultivation of the mind will also yield intellectual and character
development.*® Cultivation also applies to religious worship, in which worshipers
cultivate homage to a deity.*®

Worship, liturgy, and ritual belong within the larger classification of religion,
which is a “cultural universal.”*’ Many definitions of religion include reference to

supernatural beings.*® However, not all religions possess a belief in the supernatural .°

4 Richard Middleton, “Introduction: Music Studies and the Idea of Culture,” in The Cultural
Study of Music: A Critical Introduction, ed. Martin Clayton, Trevor Herbert, and Richard Middleton (New
York: Routledge, 2012), 5. However, Middleton goes further, stating that while many qualities of this
metaphor continue in the contemporary understanding of culture, the term has also taken on meanings of
perfection, elitism, and the equating of cultures. Cultures may have “distinctive ways of life, each
embodying a national soul.” Middleton, “Introduction: Music Studies and the Idea of Culture,” 5-6.

4 “The garden of the heart must be cultivated. The soil must be broken up by deep repentance for
sin. The soil once overgrown by thorns can be reclaimed only by diligent labor. So the evil tendencies of
the natural heart can be overcome only by earnest effort in the name and strength of Jesus. The Lord bids us
by His prophet, “Break up you fallow ground, and sow not among thorns” [Tim 6:9, 10]. “Sow to
yourselves in righteousness; reap in mercy” [Jer 4:3; Hos 10:12]. This work he desires to accomplish for us,
and He asks us to co-operate with Him.” Ellen G. White, Christ’s Object Lessons (Berrien Springs, Ml:
The College Press, 1900), 56.

46 OED Online, s.v. “cult,” accessed December 14, 2017, http://www.oed.com/view/Entry/45709?
rskey=CebsY8&result=1.

47 “It consists of beliefs and behavior concerned with supernatural beings, powers, and forces.
Cross-cultural studies have revealed many expressions and functions of religion.” Conrad P. Kottak,
Cultural Anthropology (New York: McGraw-Hill, 2000), 307. “Religion is found in all societies because it
meets universal (social and psychological) needs.” Stephen A. Grunlan and Marvin K. Mayers, Cultural
Anthropology: A Christian Perspective, 2nd ed. (Grand Rapids: Academie Books, 1988), 222.

48 “Religion is a worldview in which people personify cosmic forces and devise ways to deal with
them in ways that resemble the way they deal with powerful people in their society.” Robert Lavenda and
Emily Schultz, Core Concepts in Anthropology (New York: McGraw-Hill Higher Education, 2003), 68.

49 Brian M. Howell and Jenell W. Paris, Introducing Cultural Anthropology: A Christian
Perspective (Grand Rapids: Baker Academic, 2011), 176. Geertz gives a broad definition of religion that
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Perhaps it is best to understand religion broadly as the “shared beliefs and practices of a
society” which in turn shape the “doctrines and rituals of the religion.”* Building upon
these truisms, the systematic theologian Norman Gulley places worship and culture
together, stating:

Humans are worshipers. This stems from their creation by God (Gen. 1:26-31; 2.7,
20-25). They were made for God. If they do not worship God, they will worship
something else. This is why religion is found in every culture, however primitive or
advanced. Humans are designed to seek a center to life in order to give it meaning
and security.>!

Gulley echoes the reasoning of Augustine: “Humanity, which is but a part of your
creation, longs to praise you. You inspire us to take delight in praising you, for you have
made us for yourself, and our hearts are restless until they rest in you.”>? Furthermore,
Gulley follows the cultural-anthropological view of religion, in which worship and its
object will be culturally universal, even when belief in the supernatural is absent. For
example, fans of the National Football League may manifest all the types of rituals like as
in Christian worship, but instead replace God with the pigskin and the players, churches

for stadiums, vestments for apparel, the Eucharist with hot dogs and beer, and singing for

allows for these possibilities. Religion is “a system of symbols which acts to establish powerful, pervasive
and long-lasting moods and motivations in men by formulating conceptions of a general order of existence
and clothing these conceptions with such an aura of factuality that the moods and motivations seem
uniquely realistic.” Geertz, Interpretation of Cultures, 90.

50 Grunlan and Mayers, Cultural Anthropology, 220.

1 Norman R. Gulley, Systematic Theology: Prolegomena (Berrien Springs, MI: Andrews
University Press, 2003), 482.

52 “Et inquietum est cor nostrum donec requiescat in te.”” Augustine, Confessions: Books 1-8, trans.

Carolyn J.-B. Hammond, Loeb Classical Library, ed. Jeffrey Henderson (Cambridge, MA: Harvard
University Press, 2014), 1.1.
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cheering.® The National Football League even has its own communion of saints called
the Hall of Fame. Cultural anthropology adds credence to the view that worship is a
transcultural phenomenon.

And yet, worship is also contextual to a given culture.> Culture encapsulates the
shared values, actions, and experience of a group of people. “Worship is a social act,
embedded in cultures and societies, rather than an individual alone.”*® Worship and
music styles reflect a given culture. Contextualized manifestations of worship music
reveal implicit meaning within specific cultural worship settings.

In this study, culture is understood broadly, encapsulating these anthropological,

etymological, musicological and doxological associations.

Ethnicity
Ethnicity is “the fact or state of belonging to a social group that has a common
national or cultural tradition.”®® In addition, ethnicity derives from commonalities in

language, religion, history, geography, Kinship, race, tools, socialization practices, music,

53 Juan M. Floyd-Thomas, Stacey M. Floyd-Thomas, and Mark G. Toulouse, The Altars Where We
Worship: The Religious Significance of Popular Culture (Louisville, KY: Westminster John Knox Press,
2016), 150.

54 The Lutheran World Federation put forth a leading statement on worship and culture in 2006. In
it, four modes of the dynamic relationship between worship and culture are given: transcultural, contextual,
counter-cultural, and cross-cultural. In this definition of culture, I draw from two: transcultural and
contextual. Lutheran World Federation’s Study Team on Worship and Culture, “Nairobi Statement on
Worship and Culture: Contemporary Challenges and Opportunities,” Let’s Talk: Living Theology in the
Metropolitan Chicago Synod, no. 10.2, Worship and Culture (Winter 2006), accessed December 14, 2017,
http://mcsletstalk.org/worship-and-culture/nairobi-statement-on-worship-and-culture/.

%5 Charles E. Farhadian, ed. Christian Worship Worldwide: Expanding Horizons, Deepening
Practices (Grand Rapids: William B. Eerdmans Publishing Company, 2007), X.

% Oxford Dictionary of English, s.v. “ethnicity,” accessed December 14, 2017,
http://www.oxforddictionaries.com/us/definition/american_english/ethnicity.
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and other elements.>” Ethnic classification defines boundaries and maintains authentic
“traces” of identity,*® thereby creating ethnic groups that “share a common culture” and a
“common identity.”®® Ethnic often connotes “Other” or “minority,” and therefore within
the context of North America does not usually refer to “White.””®® However, as Miles and
Brown point out, the “Other” developed out of the Greco-Roman world, where Greek
was not ethnic, because it was not the “Other.”®! Today, Greek is an ethnicity. Then it
was Greek versus everything else. As a result of American history, today it is White
versus everything else. In this historical context, therefore, | recognize Whiteness as an
ethnicity,%? just as any other, for there are common cultural traditions and worldviews

that create this identity.

" Howard F. Taylor, “Defining Race,” in Race and Ethnicity in Society: The Changing
Landscape, ed. Elizabeth Higginbotham and Margaret L. Anderson (Belmont, CA: Wadsworth Cengage
Learning, 2012), 10; Kottak, Cultural Anthropology, 113; Victor Anderson, Beyond Ontological Blackness:
An Essay on African American Religious and Cultural Criticism (New York: Continuum, 1995), 12.

%8 Martin Stokes, “Introduction: Ethnicity, Identiy and Music,” in Ethnicity, Identity and Music:
The Musical Construction of Place, ed. Martin Stokes, Berg Ethnic Identities Series (Oxford: Berg
Publishers, 1994), 6.

% Taylor, “Defining Race,” 10.

60 Robert Miles and Malcolm Brown, Racism, Key ldeas, ed. Peter Hamilton (New York:
Routledge, 2003), 93.

61 Miles and Brown, Racism, 22-26, 101-102.

62 White ethnicity includes many ethnicities that look “white.” It is not limited to one country of
origin or one culture. Paula Harris and Doug Schaupp, Being White: Finding Our Place in a Multiethnic
World (Downers Grove, IL: InterVarsity Press, 2004), 14.
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Race

All people belong to one human race, by God’s creation.®® However, in the
American experience, race may be understood as a “social construction” of “how people
see each other, how they define their own identity, and how they are situated within a
social order,” as a result of which they are “treated as distinct in society because of
perceived characteristics that have been defined as signifying superiority or inferiority.”%*
As a result, race may be viewed as a cultural category.® Race is used for
“identification—for example, to place individuals into demographic groups for various
purposes—and as identity—the meaning individuals and groups ascribe to membership in
racial categories.”®® Identification may be assigned by physical appearance, such as skin
color. A biological definition is arbitrary at best, failing to capture the breadth and depth
of one’s racial identity.

Race is often perceived to be based on “physical appearance (skin color, hair

color and texture, facial features).”®” In the past, race was understood to be based upon

8 Dave Unander, Shattering the Myth of Race: Genetic Realities and Biblical Truths (Valley
Forge, PA: Judson Press, 2000), xvi, 8, 100.

8 Elizabeth Higginbotham and Margaret L. Anderson, “The Social Construction of Race and
Ethnicity,” in Race and Ethnicity in Society: The Changing Landscape, ed. Elizabeth Higginbotham and
Margaret L. Anderson (Belmont, CA: Wadsworth Cengage Learning, 2012), 3-4.

85 Kottak, Cultural Anthropology, 113, 138. “What is important about race is not biological
difference, but the different ways groups of people have been treated in society.” Higginbotham and
Anderson, “The Social Construction of Race and Ethnicity,” 3.

8 Kristen A. Renn, “Creating and Re-Creating Race: The Emergence of Racial Identity as a
Critical Element in Psychological, Sociological, and Ecological Perspectives on Human Development,” in
New Perspectives on Racial Identity Development: Integrating Emerging Frameworks, ed. Charmaine L.
Wijeyesinghe and Bailey W. Jackson Il (New York: New York University Press, 2012), 11.

67 Renn, “Creating and Re-Creating Race,” 11. Michael Banton and Jonathan Harwood give a

history of the term in The Race Concept (New York: Praeger Publishers, 1975). For a history of racial
theory in the century leading up to the beginning of Adventism, see Hannah F. Augstein, ed. Race: The
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biological distinctions, though today this is widely discredited. Genetic studies indicate
that “most physical variation, about 94%, lies within so-called racial groups.
Conventional geographic ‘racial’ groupings differ from one another only in about 6% of
their genes. This means that there is greater variation within ‘racial’ groups than between
them.”®8 These genetic findings suggest a common human race lineage to Adam and Eve,
rather than the concept of separate biological races.

Concepts of race vary across societies and through time, further stressing that race
is an arbitrarily defined social construction.®® Nikki Khanna indicates that “blackness” in
the United States is based on the “one drop rule” legislated in various forms, meaning
that if a person has just one drop of African blood, then that person is legally Black.” For
example, a racially mixed child born to one Black parent and one White parent will be
perceived by White American culture as Black.” There are countless shades of color in

the United States. The one drop rule necessitates that these individuals be labeled,

Origins of an Idea, 1760-1850, ed. Andrew Pyle, Key Issues (Bristol, England: Thoemmes Press, 1996).
Lee Baker explores the concept of race as it pertains to American society and the quest for racial equality
for African Americans, specifically during the research period of this study: Lee D. Baker, From Savage to
Negro: Anthropology and the Construction of Race, 1896-1954 (Berkeley, CA: University of California
Press, 1998).

8 Executive Board of the American Anthropological Association, “Statement on Race,” (May 17,
1998), 1, accessed December 14, 2017, http://www.americananthro.org/ConnectWithAAA/Content.aspx?
ItemNumber=2583.

89 Miles and Brown, Racism, 19-53; Abby L. Ferber, Planting the Seed: The Invention of Race
(Belmont, CA: Wadsworth Cengage Learning, 2012), 24-27.

0 In the United Kingdom, blackness is any non-White. Brazil bases blackness on physical
appearance, not ancestry, with several descriptors of skin color. Nikki Khanna, Biracial in America:
Forming and Performing Racial Identity (New York: Lexington Books, 2011), ix-Xi.

"L Similarly, a child of African American descent could be raised in a Caucasian home. Her entire

culture would be White, even though her biology reveals a different skin color. She would identify as
White, though society would perceive her as Black. Kottak, Cultural Anthropology, 139.
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“Black” if they contain any African heritage. Notable Blacks in American history have
had mixed ancestry of both Black and White, including Frederick Douglass, Booker T.
Washington, W. E. B. DuBois, Malcom X, Martin Luther King Jr., and even the 44th
President of the United States, Barack Obama.”> Obama’s “Black” presidency highlights
the arbitrariness of race based on physicality alone. He can just as easily be labeled White
or Asian as he is Black.” The major victory of his election for race, and in particular for
African Americans, was not because a one-drop-Black-American was elected, but that
one was elected who shared the characteristics, values, and experience of Black (and
Asian) America.

The arbitrary nature of racial categorization does not eliminate the need for terms
such as Black and White. On the contrary, it requires them. Because race is based on
social constructions which construct identity, utilizing these terms will enable us to speak
broadly about these racial groups. Black and White are capitalized, as is the case with
similar ethno-socio-cultural adjectives like English, Spanish, and Jewish. Khanna states
that “the categories black and white are mere illusions [. . .] because [. . .] the illusion of
race has taken on a life of its own. We continually create it and re-create it in our social
lives, and in doing so, we give it meaning. Put another way, race itself may not be real,

but prejudice, discrimination, and racism are.”’* While these categories may be mere

2 Khanna, Biracial in America, x.

8 Michael Omi and Taeku Lee, “Barack Like Me: Our First Asian American President,” in Race
and Ethnicity in Society, ed. Elizabeth Higginbotham and Margaret L. Andersen (Belmont, CA: Wadsworth
Cengage Learning, 2012), 139.

4 Khanna, Biracial in America, xi; Howard Winant, Racial Conditions: Politics, Theory,
Comparisons (Minneapolis: University of Minnesota Press, 1994), 21.
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illusions within the human race, being perceived as Black or White makes these racial
categories a real experience—just as much today as in the days of Jim Crow.

Race does matter—and it matters a lot—in education, in workplaces, in [religious]
communities, in health care systems, in courts and policing, in everyday interactions,
and in our identities, complex as those might be because of the multiple social
locations in which people’s identities emerge.”

Race matters, because whether it is perceived or real, it shapes identity, even
contributing to one’s spiritual identity. Therefore, in this study, the races of Black and
White must be understood as broad social classifications. We will now turn to these turns

for further definition and exploration.

Black/African American

My primary term for persons of African descent in the United States is Black
American. Based on the discussion of race, blackness encompasses a particular societal
and cultural identity that includes ancestry to slavery, the experience of oppression by the
hands of Whites, soul religion, and the quest for freedom. Many terms have been used,
such as, Negro, Afro-American, Colored, Black, African-American, and African
American. Today, African American tends to be preferred, without the use of the hyphen,

though this practice is not universal.’® In this study, African American will be used

S Higginbotham and Anderson, “Preface,” x.

76 |t seems that the use of African American began in prominence in the 2000s, though its use can
be seen in the 1990s. African-American tended to be the practice in earlier studies, while some have
perpetuated its use in the 2000s. Grammatically speaking, African American would be the proper term
when African is the single adjective. African-American would be correct when the hyphenated term is used
jointly as an adjective, as in African-American religion. However, due to anecdotal conversations with
Black persons stating, “I am not a hyphenated American!” as well as the recent academic trends, I choose
to use the term African American, without the hyphen. | do not seek to perpetuate the shame-based culture
of hyphenating other fellow Americans, implying they are not enough or somehow lesser Americans than
any other people group. The following are prominent works that adopt the contemporary term, in
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infrequently, so as to emphasize race (Black), rather than ancestry.’’ In direct quotations
the term in the source will be used, such as “colored” or “negro.” Further nuance may be
observed in the fact that West Indians of African heritage do not view themselves as
African American, but Afro-Caribbean,’® even when currently living in the Unites States,
Europe, or elsewhere. It is also important to note that African ethnicity is different from

being African American. While these do not share the same ethnicity as African

chronological order, beginning with the oldest first: C. Eric Lincoln and Lawrence H. Mamiya, The Black
Church in the African American Experience (Durham, NC: Duke University Press, 1990); Milton C.
Sernett, African American Religious History: A Documentary Witness, 2nd ed. (Durham, NC: Duke
University Press, 1999); Melva Costen shifted her terminology to African American in Costen, In Spirit
and in Truth: The Music of African American Worship; Michael Battle, The Black Church in America:
African American Christian Spirituality (Malden, MA: Blackwell Publishing, 2006); William T. Dargan,
Lining Out the Word: Dr. Watts Hymn Singing in the Music of Black Americans (Los Angeles: University
of California Press, 2006); Jones, Humphrey; Melva Wilson Costen, African American Christian Worship,
updated ed. (Nashville: Abingdon Press, 2007); Samuel G. London, Jr., Seventh-day Adventists and the
Civil Rights Movement (Jackson, MS: University Press of Mississippi, 2009); Jason E. Shelton and Michael
O. Emerson, Blacks and Whites in Christian America: How Racial Discrimination Shapes Religious
Convictions (New York: New York University Press, 2012); Gerardo Marti, Worship across the Racial
Divide: Religious Music and the Multiracial Congregation (New York: Oxford University Press, 2012). A
selection of prominent works demonstrates the older practice of using African-American: James H. Cone,
Black Theology and Black Power (New York: Harper & Row, 1969); Raboteau, Slave Religion; Jon
Michael Spencer, Protest and Praise: Sacred Music of Black Religion (Minneapolis: Fortress Press, 1990);
in the 1990s, Melva Costen used the older term, see Melva Wilson Costen and Darius Leander Swann, eds.,
The Black Christian Worship Experience, Black Church Scholars Series (Atlanta: The Interdenominational
Theological Center Press, 1992); Eileen Southern, The Music of Black Americans: A History, 3rd ed. (New
York: Norton, 1997); Timothy E. Fulop and Albert J. Raboteau, eds., African-American Religion:
Interpretive Essays in History and Culture (New York: Routledge, 1997); Maynard-Reid, Diverse Worship;
Flora Wilson Bridges, Resurrection Song: African-American Spirituality, The Bishop Henry McNeal
Turner/Sojourner Truth Series in Black Religion, ed. Dwight N. Hopkins (Maryknoll, NY: Orbis Books,
2001); Ronald Radano, Lying Up a Nation: Race and Black Music (Chicago: The University of Chicago
Press, 2003); Scott Haldeman, Towards Liturgies that Reconcile: Race and Ritual among African-
American and European-American Protestants, Liturgy, Worship and Society, ed. Dave Leal et al.
(Burlington, VT: Ashgate Publishing Company, 2007); Mark A. Noll, God and Race in American Politics:
A Short History (Princeton, NJ: Princeton University Press, 2008).

" “Given the centuries of mixing among Africans, Europeans, and the indigenous populations of
the Americas, the majority of people labeled monoracial are likely multiracial. In fact, approximately 6
percent of all ‘whites’ have some black ancestry, and an estimated 75 to 90 percent of American ‘blacks’
have non-black ancestry.” Khanna, Biracial in America, Xii.

78 Jones, Humphrey, 197, notes 3 and 4.
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Americans, they do share what it means to be Black and experience discrimination due to
their skin color. But these other ethnicities do not share the Black American experience
that is unique to those of the African diaspora with a slave heritage in the United States.
Though subtle, these distinctions are important, and are seen to play a significant role in
the development of the Black leadership and diverse ideologies among Black ethnic

groups.

White/European American

In this study, the term White American refers to those persons of fair or white
skin color, living in the United States, with ancestry from Europe. Many have
experienced White benefit (and privilege),” and likely possess the deeply ingrained

thinking and acting of overt and/or silent racism and microaggressions.&° Caucasian and

79 “Privileges are the economic extras that those of us who are middle-class and wealthy gain at
the expense of poor and working-class people of all races. Benefits, on the other hand, are the advantages
that all white people gain at the expense of people of color regardless of economic position.” These benefits
include, but are not limited to: police protection, housing, and education. “It is not that white Americans
have not worked hard and built much. We have. But we did not start out from scratch. We went to
segregated schools and universities built with public money. We received school loans, Veterans
Administration (VA) loans, housing and auto loans unavailable to people of color. We received federal
jobs, apprenticeships and training when only whites were allowed.” Paul Kivel, Uprooting Racism: How
White People Can Work for Racial Justice, 3rd rev. and expanded ed. (Gabriola Island, BC: New Society
Publishers, 2011), 31-33; Naomi Zack, White Privilege and Black Rights: The Injustic of U. S. Police
Racial Profiling and Homicide (New York: Rowman and Littlefield, 2015), 3-4; Harris and Schaupp, Being
White: Finding Our Place in a Multiethnic World, 15.

80 Harry Singleton argues that White “racist ideology masquerad[es] as Christian faith!” Harry H.
Singleton, 111, White Religion and Black Humanity (Lanham, MD: University Press of America, 2012), ix.
Overt racism is obvious outward modes of systemic oppression based on skin color. An example of this
would a Black lynching by White supremacists, such as the Klu Klux Klan. Just as malicious, though often
undetected, is silent racism. A “cultural phenomenon,” silent racism is the “unspoken negative thoughts,
emotions, and assumptions about black Americans that dwell in the minds of white Americans, including
well-meaning whites that care about racial equality.” It is unspoken, and “fuel[s] everyday racism and other
racist action.” Not all Whites are affected in the same way, but “all whites are infected.” Barbara
Trepagnier, Silent Racism: How Well-Meaning White People Perpetuate the Racial Divide, 2nd ed.
(Boulder, CO: Paradigm Publishers, 2010), 15; Terrance MacMullan, Habits of Whiteness: A Pragmatist
Reconstruction (Bloomington, IN: Indiana University Press, 2009), 170. Silent racism provides the cultural
basis for microaggressions. Microaggressions are “brief, everyday exchanges that send denigrating
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European American have both been used in the past and in the contemporary literature,
however both have their shortcomings. Both of these terms must be addressed.

Caucasian is actually a misnomer, being a title given by Johann Friedrich
Blumenbach to the “white” race of humanity, deriving from the region of Caucasus, a
mountain range between the Black Sea and the Caspian in Southeast Europe.®! Though he
originated the term from the Eastern European and Russian region, Blumenbach
understood the “first variety” of Caucasian to “belong to the inhabitants of Europe.”®?
Though he believed in monogenesis, he nevertheless created five classifications of human
races: Caucasian, Mongolian, Ethiopian, American, and Malay. He ranked them
according to a scale degree from the European, one which is said to be “better and
preferable to another.”® He believed the Caucasian had “that kind of appearance which,

according to our opinion of symmetry, we consider most handsome and becoming.”8

messages to certain individuals because of their group membership.” Derald Wing Sue, Microaggressions
in Everyday Life: Race, Gender, and Sexual Orientation (Hoboken, NJ: Wiley, 2010), xvi. Though
corporate worship should be a safe place of solace, spiritual practices may “stem from a faith community
perpetrating . . . microggressions,” becoming “more harmful than helpful.” “Whether it is liturgical
language, music, art, architecture, or the visual components often overlooked in liturgy, worship has the
power to affirm or exclude.” Cody J. Sanders and Angela Yarber, Microaggressions in Ministry:
Confronting the Hidden Violence of Everyday Church (Louisville, KY: Westminster John Knox Press,
2015), 125, 128-129.

81 OED Online, s.v. “Caucasian,” accessed December 14, 2017, http://www.oed.com/view/Entry
/29052?redirectedFrom= caucasian. Blumenbach first published On the Natural Variety of Mankind in
1775. In 1795, he introduced the term, “Caucasian.” Johann Friedrich Blumenbach, “On the Natural
Variety of Man [1795],” in The Idea of Race, ed. Robert Bernasconi and Tommy L. Lott (Indianapolis, IN:
Hackett Publishing Company, 2000), 27.

82 Blumenbach, “Natural Variety of Man,” 28.
8 Blumenbach, “Natural Variety of Man,” 27-28.
84 Blumenbach, “Natural Variety of Man,” 28. Abby Ferber comments that this attractive quality

referred to Blumenbach’s belief that this region “produced the world’s most beautiful women.” Ferber,
Planting the Seed, 25.
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Abby Ferber states that Blumenbach planted the seed of making judgments about race
based upon aesthetics. This value would become widespread, resulting in “the history of
racial categorizations [becoming] intertwined with the history of racism.”® Given this
history, advocating the use of Caucasian becomes untenable.

| prefer the term White American, for it encapsulates the White racial experience
in the United States.®® European American helps articulate the ancestry for many
Americans, as in the case with African American. This ancestry includes biological
heritage, but more importantly, the seed thought of racism. When speaking about
liturgical, cultural, or ideological traditions originating in Europe, | will use the term
European American.

Even though antecedents of thought and practice came from Europe, the
American continent has developed its own history and culture that deserves nuancing.
First, when tracing the development of music and liturgical history, much of Adventist
history has little to do directly with Europe, but rather the unique characteristics of
nineteenth and twentieth century America. Therefore, suggesting that White liturgical and
musical practices are European imposes a false historical continuity. | will seek to argue
that much of the liturgical and musical practice in Adventism is an American

development. Second, race relations in the United States are unique.®” The importation of

8 Blumenbach, “Natural Variety of Man,” 25.

8 As a White American, | have lived in both Europe and the United States, | can positively state
that my personal experience and culture is indigenous to the United States, not Europe. My race is not
European, it is White American, though | do love European pastries and pipe organs. In addition, Ethel
Bradford, the wife of Charles Bradford, has told me that have “soul,” an indication that I possess some
blackness in me, too.

87 While the United States’ problem with racism is unique, many other societies with a White
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Black slaves to Brazil and the Caribbean greatly exceeded the number brought to North
America.®® Though North America did not have as many slaves, the concentration of
slaves in the South, particularly by the end of the eighteenth century, and coupled with
the numerous racial laws in the early colonies—and even the US Constitution—have
contributed to the unparalleled racial problem that now faces the United States. | will
give more discussion to the racial laws in the United States in chapters three and five.
Therefore, casting the discussion in the light of race (Black and White) may show to be
more helpful in drawing out beliefs and values, than making the discussions about

ancestry (African American and European American).

Racism

“It is one of the penalties of toying with the race-notion that even a strong mind trying
to repudiate it will find himself making assumptions and passing judgments on the
basis of the theory he disclaims.””®®

majority have followed “‘similar patterns of racism against people of color,” such as in Great Britain,
Canada, France, Germany, Australia, and New Zealand. Kivel, Uprooting Racism, xxiii.

8 Between 1492 and 1867, Europeans brought at least 10 million Africans to the Americas. Brazil
likely had up to ten times as many African slaves as did North America. The Caribbean had up to six times
as many. Nell Irvin Painter, Creating Black Americans: African-American History and Its Meanings, 1619
to the Present (New York: Oxford University Press, 2007), 32-34. Raboteau indicates that the United
States’ slave population witnessed an “amazing” “rate of natural increase” unparalled by other regions. By
1865, United States slaves numbered four times that which had originally been imported. In contrast, many
of the other regions experienced such an extreme decimation of life, with numbers dropping to half or even
a third of that which had originally been brought across the Atlantic. In addition, he argues that the climate
and brutality of slaveholders, as well as greed toward an efficient male workforce, contributed to the high
mortality rate among slaves outside the United States. Raboteau, Slave Religion, 90-92.

8 Jacques Barzun, Race: A Study in Superstition (New York: Harper and Row, 1965), 29-30.
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Defining race and racism is challenging due to the ever-changing paradigms,
theories, politics,” and racially-based definitions.?* It also poses difficulty and risk, as it

exposes my own biases, assumptions, and covert beliefs of racism.

History of the Term

Racism is bound with the history of the concept of race. Robert Miles and
Malcolm Brown discuss racism as a dialectic process of representing Self and the Other.
This discourse of race is used to exclude and inferiorise the Other and include and
superiorise the Self. Racism, and particularly the representations of the Other based on
somatic features, can neither be limited to nor originating from Europe and the colonial
context, for it dates back not only to European Christianity, but to Greco-Roman times.®2

The term, racism, is relatively new. The OED only gives the earliest instance of
“racism” dating to 1903.% Miles and Brown indicate that racism arose out of two
processes. The first was the so-called scientific evidence of biological races. The second
was the reaction to the rise of Nazism and their identification of Jews as an inferior race,
based in part by the scientific “race” idea.®* In reaction to the Second World War, and its

aftermath, the United Nations Educational, Scientific and Cultural Organization

% Miles and Brown, Racism, 3-18.

%1 “White Americans and people of color in this country differ significantly in their definitions of
racism.” Trepagnier, Silent Racism, 3.

92 Miles and Brown, Racism, 19, 50-53.

9 OED Online, s.v. “racism: etymology,” accessed December 14, 2017, http://www.oed.com
Iview/Entry/157097?redirectedFrom=racism#eid.

9 Miles and Brown, Racism, 59.
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(UNESCO) issued a normative statement in 1951 stating that race was determined by
biological differences. It also noted, however, that “some biological differences between
human beings within a single race may be as great as, or greater than, the same biological
differences between races.”® Racial theory based on biology perpetuated through the
twentieth century, even though the horror of it had culminated in the genocide of Jews by
Hitler’s regime.®® These views became normative, even though anthropology and science
would refute them.

Even prior to the twentieth century, in fact, the entire history of the United States
had already been defined by race. Sherrow Pinder notes that “America’s commitment to
‘whiteness’ started with the arrival of the colonists who sought to view First Nations and
Blacks as physically different from themselves. In fact, skin color became the early form
of America’s racism.”%” She continues, saying it was “not an accident” that the 1790
Naturalization Act excluded all non-Whites from citizenship. Over the next hundred
years, American life became a racial hierarchy of “ontological complexities,” for the
“victimization endemic” was based upon non-being versus being, non-White in relation

to “whiteness.” Pinder defines whiteness as “a system of domination that upholds a white

% UNESCO, “Statement on the Nature of Race and Racial Differences,” in The Race Concept:
Results of an Inquiry, ed. UNESCO, The Race Question in Modern Science (Westport, CT: Greenwood
Press, 1952), 15; Margaret Mead et al., eds., Science and the Concept of Race (New York: Columbia
University Press, 1968).

% Gretchen E. Schafft, From Racism to Genocide: Anthropology in the Third Reich (Chicago:
University of Illinois Press, 2004).

9 Sherrow O. Pinder, Whiteness and Racialized Ethnic Groups in the United States: The Politics
of Remembering (New York: Lexington Books, 2012), ix.
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identity as an essential something.”%® Barbara Trepagnier notes that most Whites think in
terms of “racist” and “not-racist” categories, while neglecting to acknowledge
institutional racism, and worse, silent racism which may be found in everyday acts of

racism that “uphold the racial status quo.”®®

Racism Defined

In this study we will adopt the definition of racism, as succinctly stated by Paul
Kivel: “Racism is the institutionalization of social injustice based on skin color, other
physical characteristics and cultural and religious difference.”*?’ Due to the specific
dynamics between Blacks and Whites in this present study, Kivel’s refined definition
toward White racism is essential: “White racism is the uneven and unfair distribution of
power, privilege, land and material goods favoring white people. [. . .] White racism is a
system in which people of color as a group are exploited and oppressed by white people

as a group.”t0t

Attitudes and Effects
In her Masters Thesis, Kessia Reyne Bennett articulates the dynamic nature of

racism by distinguishing between racist attitudes and racial discrimination: “Racist

% Pinder, Whiteness and Racialized Ethnic Groups, ix.

% Trepagnier, Silent Racism, 3.

100 Kivel, Uprooting Racism, 2. The OED gives a similar definition of racism: “A belief that one’s
own racial or ethnic group is superior, or that other such groups represent a threat to one’s cultural identity,
racial integrity, or economic well-being; (also) a belief that the members of different racial or ethnic groups
possess specific characteristics, abilities, or qualities, which can be compared and evaluated.” OED Online,

s.v. “racism.”

101 Kivel, Uprooting Racism, 2.
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attitudes are held by those that believe that one race is inherently superior to another;
racial discrimination is any action or policy which relates to people differently on the
basis of their race, that is, it is unfair treatment of one racial group over another.”%2
Attitudes spill over into effects. The effects of racism'® include prejudice,'®

discrimination,% White supremacy,'% and White proscription.1%’

102 Kessia Reyne Bennett, “Resistance and Accommodation to Racism among Early Seventh-day
Adventist Missionaries in the American South: A Case Study on Relating to Oppressive Cultural Practices
in Missions” (Master's thesis, Andrews University, 2011), 3.

103 The OED concludes its definition of racism with its effects: “Hence: prejudice, discrimination,
or antagonism directed against people of other racial or ethnic groups (or, more widely, of other
nationalities), esp. based on such beliefs.”

104 prejudice “fuels further acts of violence toward people of color.” Kivel, Uprooting Racism, 2.
Thomas Pettigrew defines prejudice as an “irrationally based, negative attitudes against certain ethnic
groups and their members.” He continues, indicating that prejudice is “value-laden,” for it is perceived to
be “bad” and “wrong.” “Prejudiced attitudes violate two basic norms, one cognitive and the other
affective—"the norm of rationality” and “the norm of human-heartedness.” Thomas F. Pettigrew,
“Prejudice,” in Prejudice: Dimensions of Ethnicity, ed. Stephan Thernstrom, A Series of Selections from
the Harvard Encyclopedia of American ethnic Groups (Cambridge, MA: Belknap Press, 1982), 2.

105 The OED defines discrimination as the “unjust or prejudicial treatment of a person or group,
especially on the grounds of race, gender, sexual orientation, etc.” OED Online, s.v. “discrimination,”
accessed December 14, 2017, http://www.oed.com/view/Entry/54060?redirectedFrom=discrimination.
Shelton and Emerson contend that racial discrimination, “the dynamics of race-based oppression and
privilege,” has significantly contributed to the varying degrees of “religious sensibilities” between Blacks
and Whites in the United States. Shelton and Emerson, Blacks and Whites, 21.

106 White supremacy parallels the definition of White racism: “A social system based on or
perpetuating the political, economic, and cultural dominance of white people.” OED Online, s.v. “white
supremacy,” accessed December 14, 2017, http://www.oed.com/view/Entry/4210257?redirectedFrom
=white+supremacy.

107 White proscription is therefore a conscious exclusion by Whites towards Blacks regarding
positions of power. William B. Gravely, “The Rise of African Churches in America, 1786-1822,” in
African-American Religion: Interpretive Essays in History and Culture, ed. Timothy E. Fulop and Albert J.
Raboteau (New York: Routledge, 1997), 136.
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Definition of Spiritual Identity

Spirituality is the totality of the religious life.2% As Geoffrey Wainwright stated,
spirituality is “the combination of praying and living.””*%® Many factors influence
spirituality and help shape spiritual identity. Within the liturgy, such elements may
include the place, architecture, apparel, art, ceremonies or rites, and music. It may also be
formed through the reading and study of Scripture, personal prayer, and even one’s way
of life.*1% This research focuses on the use of music in the rites of the liturgy as playing a
significant role in spirituality. Edward Yarnold says, “Liturgical music can express a
spirituality of sober restraint (German chorales), a sweet sentimentality, an otherworldly
peace (Gregorian chant), or contact with the secular (liturgical folk music). The choice of
instrument—organ or guitar?—can likewise represent a choice of spiritualities.!** These
musical-liturgical practices help shape the spirituality of the worshiper. The worshiper
takes these practices and in turn applies them in the personal life of devotion. In turn, the
personal life is brought back to the corporate, and a cycle ensues.

Because this study also examines race as it relates to worship, this study seeks to
see how identity is expressed and experienced through spirituality. As James Cone notes,

“black worship is not derived primarily from [Catholic or Protestant] theological and

108 A “function of religion is identification. It tells us who we are.” Grunlan and Mayers, Cultural
Anthropology, 225.

109 Geoffrey Wainwright, “Types of Spirituality,” in The Study of Spirituality, ed. Cheslyn Jones,
Geoffrey Wainwright, and Edward Yarnold (New York: Oxford University Press, 1986), 592.

110 Edward Yarnold, “Media of Spirituality,” in The Study of Spirituality, ed. Cheslyn Jones,
Geoffrey Wainwright, and Edward Yarnold (New York: Oxford University Press, 1986), 39-43.

11 Yarnold, “Media of Spirituality,” 39.
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historical traditions,” but rather from the Black experience.'? That experience is “rooted
in slavery, suffering, active critical engagement with authoritative power, and
overcoming,” and comprise the “black sacred cosmos.”!

The question is not about spirituality alone, but spiritual identity. Spiritual identity
may therefore be understood as the beliefs and values that make up the entire religious
life, as shaped by history, culture, music, Scripture, and personal experience. This study
will not fully articulate a Black and White Adventist spiritual identity. Rather, this study

seeks to explore spiritual identity as derived from music in the liturgy.

112 James Cone, “Black Worship,” in The Study of Spirituality, ed. Cheslyn Jones, Geoffrey
Wainwright, and Edward Yarnold (New York: Oxford University Press, 1986), 481.

113 Shelton and Emerson, Blacks and Whites, 47.
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CHAPTER 2

METHODOLOGY: WORSHIP MUSIC AS SPIRITUAL IDENTITY

The Challenge of Liturgical Historiography

Setting out to write a history of the spiritual identity of Black and White Seventh-
day Adventists in the United States, as experienced through music in the liturgy, poses
many challenges.! The passing of time has silenced important voices. Culture and society
have witnessed significant shifts. Adventist theology has developed from the 1840s until
today, and Adventist liturgical traditions have morphed from a simple American
revivalistic order of worship to, in some cases, very elaborate liturgical structures.
Presuppositions about why we do what we do in worship have either changed or been
forgotten. It becomes critical, therefore, that great care be given to the historiography of
the church’s liturgical practices of the nineteenth and early twentieth centuries, and that
the liturgical practices be represented accurately. In this chapter, | seek to devise a
methodology through which liturgical practices can be studied, in order to explore the

historical spiritual identity of the Black and White Adventist communities. The purpose

1 As a White American male, | recognize my own shortcomings and inherent biases in worship,
music, and race. | make no claims as to being an expert or knowing Black worship from the Black
American experience. As such, | rely on the experience and expressions of those | interviewed to inform
both my investigation and conclusions. | am also indebted to my former graduate assistant of two years,
Dorhel Davis. As a female African American who attended Oakwood University and is my same age, she
afforded me countless candid conversations about race, music, and worship.
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of this methodology is to provide justification for the thesis, that music in the liturgy
contributes to the shaping, modifying, and establishing spiritual identity.

Quentin Skinner, one of the leading figures of the Cambridge School of
intellectual historians, said that historiography must begin by “seeing things their way’”:

[W]e need to make it one of our principal tasks to situate the texts we study within
such intellectual contexts as enable us to make sense of what their authors were doing
in writing them. My aspiration is not of course to enter into the thought-processes of
long-dead thinkers; it is simply to use the ordinary techniques of historical enquiry to
grasp their concepts, to follow their distinctions, to appreciate their beliefs and, so far
as possible, to see things their way.?

Historiography always ought to accurately represent intellectual history.
However, liturgical history is not merely intellectual history. No “long-dead thinkers”
provide texts for examination of a twentieth-century Seventh-day Adventist historical
theology of worship or music.® Liturgy, of which worship music is a part, does not
function like this. The worship of common people is earthy, organic, and too proto-
theological to see things their way. That is not to say that worshipers are primitive, but
that many worshipers often do not give disciplined theological reflection upon their
religious practices. Most worshipers are not trained in theological thinking, but rather, are
trained in theological doing, embodying theology in the way they worship. If they have

not reflected, then how can we see things their way? It becomes apparent, and all too

2 Quentin Skinner, Regarding Method, Visions of Politics, vol. 1 (New York: Cambridge
University Press, 2002), 3; Alister Chapman, John Coffey, and Brad S. Gregory, eds., Seeing Things Their
Way: Intellectual History and the Return of Religion (Notre Dame, IN: University of Notre Dame Press,
2009), 2.

3 Except, perhaps, Ellen G. White, though even her writings only give her perspective on worship
and music. Her writings in no way represent the actual lived worship and corresponding beliefs of the
church in every local context. She left a formative, at times even normative legacy for Adventist worship,
parts of which will be addressed in Chapter 4.
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soon in this study, that more than the typical methods of church history must be used in
writing a liturgical history and derived theology.

This chapter provides an overarching rationale for this study. It reflects on the
complex, but essential, methodology for finding meaning in music used for corporate
worship. Many factors must be considered in order to rightly elucidate an accurate
understanding of the historical, cultural, political, liturgical contexts of music in corporate
Adventist worship. More significant and challenging, however, is comprehending how
music can possess meaning and convey theology in word, sound, and action: worship
music as theology.

| am arguing that music making should be conceived as theology, not simply
having a theology in the lyrics. Often when speaking of the theology of music, one turns
to the text of the music, as in the Trinitarian text of the Doxology:

Praise God, from whom all blessings flow;
Praise Him, all creatures here below;
Praise Him above, ye heavenly host;
Praise Father, Son, and Holy Ghost.*

In addition to examining the theology of song text, this study seeks the meaning
of the historically-culturally-liturgically embedded meaning in the music itself. Making
music in Christian liturgy embodies and conveys a theology, beyond words, even in
sound and action. It is a way of theologizing, a doing of theology that, in its essence, is as
valid as that done by the academic theologian in his ivory tower. Viewing worship music

as theology may be even more natural and organic than the rigid confines of systematic

4 Seventh-day Adventist Hymnal (SDAH) 694.

42



theology, providing a more accurate source for historical theology than the countless
theoretical-theological writings by long-dead thinkers. A theologian may suggest what
ought to be believed, but liturgy manifests what is actually believed by the theological
practitioners of worship in the assembly. Liturgical music thus represents embodied
spiritual identity, the beliefs and values that make up the entire religious life. This
methodology centers on worship music’s manifest liturgical theology as an expression of
spiritual identity.

In this chapter, several disciplines must be utilized in order to construct a
methodology for deriving spiritual identity from music in the liturgy. First, the methods
for writing liturgical history deserve attention. Several philosophical and theological
challenges arise, in which it becomes critical to engage in this historiography from a
biblical perspective. Addressing these issues combats the tendency of the historian
approaching the writing process from being blinded by theological, cultural, and racial
biases.

Second, adding to the conventional methods of liturgical history, this
methodology incorporates oral histories, enhancing this study with the memories of those
living today who experienced firsthand the period under question. These interviews and
recollections add vital descriptions of the manner in which the liturgy was conducted.

Third, this methodology builds upon the historical context and lived testimony, by
turning toward ritual studies, a discipline central to liturgical theology. Ritual studies
contribute to the methodology by asserting that non-verbal action in worship, such as

music making, communicates meaning. If true, then music as ritual in liturgy provides
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data for interpretation of theology. Beliefs and values of a community are projected onto
and through music, enabling its ritual signification of meaning.

Fourth, we must explore the dynamic relationship between the effect of music and
its meaning in the experience of the worshiper. A hermeneutic for understanding this
process is multi-faceted. It begins by examining the psychophysiological effect upon the
listener. The listener interprets the effect and may also bring past experience and culture
to bear upon the musical experience, further affecting meaning. The quest for meaning in
music also includes the historical-liturgical context, the musical score, and the cultural act
of making and listening to music.

Fifth, this chapter posits the thesis that music in corporate worship shapes,
intensifies, modifies, and even establishes spiritual identity. Through the manifest
liturgical theology, the beliefs and values of the worshiping community may be drawn
out. Examining the worship music of Black and White Adventism reveals a historical
spiritual identity. Understanding this historical development will enable the modern
church to better evaluate and utilize its worship music practices so that it can be

intentional about the spirituality it hopes to foster among its members.

Liturgical History
The methods of liturgical history establish the context for studying worship
music. Attempts have been made in the last two centuries to develop a method for
interpreting liturgical history. As a forerunner of the Liturgical Renewal Movement that

emerged following Vatican 11,°> Gregory Dix made a seminal contribution in 1945, with

° Robb Redman, The Great Worship Awakening: Singing a New Song in the Postmodern Church
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The Shape of the Liturgy.® Dix compared the structures of liturgical form, advocating a
fourfold shape to the Eucharistic liturgy of “taking, giving thanks, breaking and
distributing.”” Dix surmised that if similarities exist among liturgies, then the compared
liturgies must have historical relatedness. However, he assumed a mono-linear
developmental model of the Eucharist. Paul Bradshaw has convincingly refuted this
theory.® Similarly, caution is advised in assuming a mono-linear development of
Adventist liturgical practices, from the order of worship to the music used in worship.
The value of Dix’s contribution may be seen in finding meaning in the very ordering of a
liturgy. Liturgical structure should not be overlooked.

In a classic work in the field, Anton Baumstark (1872-1948) applied the
comparative method to the study of liturgical history.® Fritz West demonstrates that
Baumstark’s method was built upon the scientific method which claims that life-forms
evolved from the simplest to more complex. This implied that liturgical practices begin

from one source at the most basic and simple level and develop into more complex

(San Francisco: Jossey-Bass, 2002), 72-92.
6 Gregory Dix, The Shape of the Liturgy, 2nd ed. (London: Continuum, 1945).

7 Simon Jones, “Introduction,” in The Shape of the Liturgy (London: Continuum, 2005), xviii.
Jones gives an overview of the various contributions Dix made to liturgical studies. He also reviews the
literature refuting Dix’s arguments.

8 paul F. Bradshaw, The Search for the Origins of Christian Worship: Sources and Methods for
the Study of Early Liturgy, 2nd ed. (New York: Oxford University Press, 2002), 6-8; Paul F. Bradshaw and
Maxwell E. Johnson, The Eucharistic Liturgies: Their Evolution and Interpretation (Collegeville, MN: The
Liturgical Press, 2012), 1-24.

® Anton Baumstark, Comparative Liturgy, trans. F. L. Cross, rev. ed. (London: A. R. Mowbray,
1958).
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structures.'® While liturgies do evolve, they do not always progress from the simple to
complex.

A great illustration of “devolution” from complex to simple may be found in the
Methodist tradition. Following the First Awakening in England, the liturgy advocated by
John Wesley in 1784 in his Sunday Service was simplified from the Anglican liturgy:

Scripture sentences
Exhortation

General Confession (unison)
Prayer for Pardon

Lord’s Prayer

Versicles & Responses
Psalm with Gloria Patri

First lesson OT

Te Deum

Second lesson NT

Jubilate

Apostles’ Creed

Versicles & Responses
Three collects (Day, peace, grace)
Prayer for Supreme Rulers
Prayer for St. Chrysostum
Grace (2 Cor. 13:14)1

However, Wesley’s liturgy appears complex in comparison with the tradition’s
simplification in the decades following the Second Great Awakening in 1864:

Singing
Prayer with Lord’s Prayer

10 Fritz West, The Comparative Liturgy of Anton Baumstark, The Alcuin Club and the Group for
Renewal of Worship (Bramcote, Nottingham, England: Grove Books, 1995).

11 Russell E. Richey, Kenneth E. Rowe, and Jean Miller Schmidt, The Methodist Experience in
America: A Sourcebook, vol. 2 (Nashville: Abingdon Press, 2000), 34-35. See also John Wesley, John
Wesley’s Sunday Service of the Methodists in North America, 1784, ed. James F. White (United Methodist
Publishing House, 1984).
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Reading

Preaching

Doxology

Dismissal

Apostolic Benediction'?

Baumstark is helpful, but for the opposite reason he intended. While liturgy may
develop into more and more complex systems, it may also become simpler over time. The
larger context of the Methodist movement in the nineteenth century would indicate that
the 1864 liturgy allowed for more freedom in the Spirit over and against the traditional
complexity handed down from England. A similar exploration of the complexity and
simplicity of Adventist worship is examined in this study.

Bradshaw acknowledges, however, that Baumstark’s legacy has been fruitful for
many leading liturgical scholars.*® Bradshaw’s work is more “cautious and
sophisticated,” not only examining liturgical structure, but also relying on historical
research:

It proceeds from a close comparison of the similarities and differences [sic] between
liturgical practices in different geographical regions, temporal periods, or
ecclesiastical traditions to a hypothesis which attempts to account satisfactorily for
the origin and development of those practices both in the light of the tendencies
already observed in the evolution of other liturgical phenomena and within the
context of their known historical circumstances. Obviously, such a process works
better for periods when historical data is more plentiful, and especially after the
emergence of actual liturgical texts, than it does in the less clearly defined world of
the first three or four centuries of Christian history.*

12 Richey, Rowe, and Schmidt, Methodist Experience, 34-35.

13 Bradshaw recommends scholars such as Engberding, Mateos, Taft, and Winkler. Bradshaw,
Search, 14.

4 1bid., 14.
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In this study, I draw on the comparative method where liturgical documents and
descriptions abound. Numerous bulletins exist for the White Adventist churches of Battle
Creek, Michigan and Takoma Park, Maryland. However, none are apparently extant for
the Black Adventist churches of Ephesus, New York and Oakwood, Alabama. More
challenging for the Frontier tradition, of which Adventism is a part,’® is the fact that
though bulletins may exist, or may have existed in the churches, liturgical text was never
written down. There are no written prayers, rubrics, or other liturgical text. However,
Adventist worship is still liturgical. If liturgy is the actions of worship, then every
Christian tradition is liturgical, even if it does not follow the patterns of liturgy in the
typical “liturgical” traditions, such as Roman Catholic, Anglican, and Lutheran. As
Horton Davies astutely points out, “Even spontaneity runs into a stereotype, and
supposedly aliturgical worship has its own awkward structure that makes it a liturgy.”*° |
contend that even Davies’ understanding of liturgy is too weak. Liturgy does not just
mean rubrics, structures, and stereotypes. Worship as attitude cannot exist on its own. As
attitude turns to action, the worshiping community performs its liturgy, because liturgy is
the action of all worship.

The so-called “scant” record of Adventist liturgy in the first half of the twentieth
century lends itself to the methodology used for early Christian studies. Bradshaw’s

methodology therefore is valuable for the present research. He has built upon these early

15 James F. White, Protestant Worship: Traditions in Transition (Louisville, KY: John Knox
Press, 1989), 171-191.

16 Horton Davies, Worship and Theology in England: From Cranmer to Hooker, 1534-1603,
Combined ed., 6 vols., vol. 1 (Grand Rapids: William B. Eerdmans Publishing Company, 1996), 293.
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liturgical scholars while also seeking more objectivity by subjecting liturgical documents
to external and internal historical criticism, “the hermeneutics of suspicion.”” Bradshaw
argues that many liturgical historians have treated sources as “simply offering raw factual
data, and have failed to consider such matters as the particular character of the text, the
author’s aims and intentions in its compositions, and the context in which it was
written.”!8 Bradshaw emphasizes that only in answering these questions may the
researcher find an adequate interpretation.

The approach of Nicholas Miller, Professor of Church History at Andrews
Seventh-day Adventist Theological Seminary, nuances Bradshaw’s epistemological
methodology. Miller teaches an “open critical” philosophy and methodology for
historiography.!® This perspective navigates between the pitfalls of pure skepticism and
unquestioning acceptance of historical liturgical documents. With this methodology, one
may analyze documents carefully, even using tools of historical criticism, such as literary
and form analysis, and questions relating to a possible editions or redactions to
materials.?’ These methods may be useful in determining the historical context, date,

place, and originator of a document.

17 Bradshaw, Search, 14-20.
18 1pid., 15.

19 Nicholas P. Miller, “Naked in the Garden of the Past: Is There a Seventh-day Adventist
Philosophy of History?” (Unpublished Paper, Andrews University, 2015), 13-17.

20 In an earlier article Miller wrestles with Adventist epistemology, seeking a way in which one
may engage with critical methods, without abandoning the Adventist belief in the veracity of biblical
revelation. | am advocating that the methodology put forth therein for theology may also guide the
Adventist historian. Nicholas P. Miller, “Divided by Visions of the Truth: The Bible, Epistemology, and
the Adventist Community,” Andrews University Seminary Studies 47, no. 2 (2009): 256, 262.
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However, his method also allows for truth in historical claims. A principle of
absolute skepticism leads to no knowledge at all, and an inability to accept historical
documents and actors on their own account. Critical thinking, coupled with faith (not just
in God, but also in the document itself) can lead to an open perspective:

[A] critical historian would examine the age and provenance of the stories regarding
the miraculous events, and decide as a historical matter whether there is reliable
evidence to support the historicity of the stories. Ultimately, however, she will not be
so much concerned with passing judgment on them, as to whether they did or not
occur. Rather, the focus will be on the beliefs and motives of those passing them
along, how they help us understand the religious mindset and beliefs of those that
originated them as well as those that spread them.?!

In presenting history, the findings of critical thinking as well as faith can
contribute to the possible interpretation of the data.?? It allows the historian to be
sensitive and open to all the data available. Instead of being closed to certain possibilities
in history, due to one’s own bias, one may allow the history to speak for itself. Instead of
being dogmatic in one’s interpretation, Miller suggests presenting an open argument that
may examine both sides.??

While a self-confessed “splitter” of liturgical history,?* Bradshaw tends to
continue to “lump” data that is favorable to his own interpretation. He gives little

attention to the history of Sunday keeping in the early church, as his own confessional

21 Miller, “Naked in the Garden,” 14-15.

22 Nicholas Miller, “Class Notes for November 30, 2011,” in CHIS 940 Historical Method and
Historiography (Berrien Springs, MI: Andrews University, Seventh-day Adventist Theological Seminary,
2011).

23 Miller, “Divided by Visions of the Truth,” 258.

24 Bradshaw, Search, ix.
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bias prevents him from considering the other side of the argument, namely, Sabbath
keeping.?® It appears that in this regard, Bradshaw succumbed to the temptation of
looking into the proverbial well of time, only to see his own reflection. Bradshaw’s own
bias serves as a caution for this study regarding the possibilities of bias and anachronism
in issues of race and worship practices.

Miller’s methodology redeems Bradshaw’s by not only being suspicious of
historical data, but also allowing the data to speak for itself. 26 This approach becomes
even more necessary in this present research in dealing with the worship perspectives of
Blacks and Whites. Valuable caution is given to not pass judgment on the historicity or
factualness of the claims made by ethnic groups, but instead to see how the ideas and
practices impacted and influenced the wider Adventist Church in areas of worship, music,
theology, and spiritual identity.

In The Making of Jewish and Christian Worship, Bradshaw articulates ten
principles to guide the student of liturgical history toward a more open-minded approach

to historical liturgical sources. Important for this present study are Bradshaw’s “Ten

25 Bradshaw, Search, 178-82. Bradshaw mentions the work of two Adventist scholars: Samuel
Bacchiocchi and Kenneth Strand. See notes 26 and 34 in Search. While | was a student of Bradshaw at the
University of Notre Dame, Bradshaw specifically called out Bacchiocchi as simply following an Adventist
confessional bias. Maxwell Johnson, Bradshaw’s Doktorsohn, similarly presents a one-sided narrative for
Sunday in Sacraments and Worship, presenting not even one source as evidence of Sabbath-keeping, again
revealing bias. Maxwell E. Johnson, ed. Sacraments and Worship: The Sources of Christian Theology
(Louisville, KY: Westminster John Knox Press, 2012). For additional sources on the dynamic nature of
Sabbath observance in the early church, see Kenneth A. Strand, ed. The Sabbath in Scripture and History
(Washington, DC: Review & Herald Publishing Association, 1982); Samuele Bacchiocchi, From Sabbath
to Sunday: A Historical Investigation of the Rise of Sunday Observance in Early Christianity (Rome, Italy:
The Potifical Gregorian University Press, 1977). Though | disagree with the conclusions of Bradshaw and
Johnson, I am indebted to them for instilling in me an interest in liturgical studies while | was their student
at the University of Notre Dame during my Master of Sacred Music program.

% Miller, “Naked in the Garden,” 15.
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Commandments” for liturgical studies. While Bradshaw addresses the early church, it is
the suspicion in his “commandments” that provides the hermeneutic for Adventist
liturgical history:

1. What is most common is not necessarily most ancient, and what is least common is
not necessarily least ancient.

2. The so-called Constantinian revolution served as much to intensify existing trends
as it did to initiate new ones.

3. Authoritative-sounding statements are not always genuinely authoritative.

4. Legislation is better evidence for what it proposes to prohibit than for what it seeks
to promote.

5. When a variety of explanations is advanced for the origin of a liturgical custom, its
true source has almost certainly been forgotten.

6. Ancient church orders are not what they seem.

7. Liturgical manuscripts are more prone to emendation than literary manuscripts.

8. Liturgical texts can go on being copied long after they have ceased to be used.

9. Only particularly significant, novel, or controverted practices will tend to be
mentioned, and others will probably be passed over in silence; but the first time
something is mentioned is not necessarily the first time it was practiced.

10. Texts must always be studied in context.?’

Translating Bradshaw’s commandments illumines how his hermeneutics of
suspicion apply to the present research:

1. The most common hymns and service orders may not be the most “ancient” or
“historic” Adventist liturgical practices. Those practices that are less practiced among
early twentieth-century Adventists may be closer to pioneer practices than the most
popular.

2. The 1932 Church Manual legislation of long and short orders of service may have
intensified existing trends rather than to necessarily have initiated new ones.

3. Authoritative-sounding statements, such as the 1914 General Conference
Committee legislation, which forbade the use of Christ in Song during the Divine
Service may not have carried any practical authority. That is, no one may have
followed its request.

4. The 1914 statement may have more to do with issues surrounding Frank Belden,
and also perhaps musical styles within Christ in Song, than to explicitly promote the

27 Bradshaw, “Ten Principles for Interpreting Early Christian Liturgical Evidence,” 3-19.
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1886 Hymns and Tunes (HT). Legislation may also be evidence for prohibiting a
certain racial liturgical practice, rather than simply advancing a theology of liturgy.
5. Numerous accounts exist for the entrance of the ministers and corresponding
musical activity and piety of the congregation. Has the source of this been forgotten?
Did the practice originate with Methodism, revivalism, or Ellen White? Can we be
certain of any origins of Adventist liturgical practice? What may be more important
in the end, is not knowing the origin, but knowing the historical meaning of a practice
during the period.

6. Church bulletins and oral history details may have as much to do with idealized
liturgical order and theology of liturgy than the actual historical liturgical theology.
7. Bulletins, liturgical orders, and oral histories are prone to emendation. What is
printed and what may have transpired may have been different.

8. Hymn texts may have been in print, though many hymns in the collection were not
sung.

9. As in early Christian studies, the mundane business of the regular Sabbath Divine
Services may not have been recorded, and yet is so critical for an accurate historical
liturgical theology.

10. Music must be examined in its liturgical and historical context. Liturgical
practices are part of the greater Christian tradition and useful in understanding beliefs
about worship.?

Complementary with Bradshaw’s method, James F. White, the late Methodist
liturgical scholar, advocated a method in which the purpose of liturgical studies was to be
descriptive of a worship community’s piety, time, place, people, prayer, preaching, and
music.?® White noted that liturgical scholars typically are concerned with “texts and

rubrics, which frequently mean little to worshipers. People in the pews are often

28 Bingham, “Liturgy and Ritual,” 124.
29 White, Protestant Worship, 16. Another very helpful book applying the study of liturgical

history specifically to the North American Christian worship traditions is James F. White, Christian
Worship in North America: A Retrospective, 1955-1995 (Collegeville, MN: Liturgical Press, 1997).
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oblivious to such matters. One does not experience baseball by reading the rules of the
game. Our concern is to examine the experience of the worshiper.”

This study values White’s categories of music and people in the context of liturgy
and the historical milieu. Though White pointed to people as the center of the liturgical
project, his own Protestant Worship gave little attention to the people among the rich
racial diversity of American worship.3!

Scott Haldeman, a White American and Assistant Professor of Worship at
Chicago Theological Seminary, indicates that liturgical scholarship has tended to be
myopic.

Widely ecumenical, as representatives of the central mainline [sic] denominations
(Anglican, Lutheran, Presbyterian, Methodist, and, even the United Church of Christ)
joined Roman Catholic leaders and scholars in detailed study of ancient documents in
hopes of revitalizing contemporary liturgical practice, the conversation was (and in
many quarters, remains) almost exclusively “white”.3?

Haldeman continues, arguing that while many, if not most, liturgical scholars
“remain committed” to “discovering and defining” the “shape” of Christian liturgy, a
trend set forth by Gregory Dix.3® Constance Cherry, Associate Professor of Worship and
Christian Ministries at Indiana Wesleyan University, teaches a broader liturgical structure

which assists the analysis of Christian traditions, particularly those outside of the

30 White, Protestant Worship, 16.
%1 Ibid., 198.
32 Haldeman, Liturgies that Reconcile, 130.

% 1bid., 130.

54



mainline. Cherry’s order goes beyond the four-fold pattern of Dix at the Eucharist,
encompassing the entire liturgy. She advocates a dialogical order:

God Gathers
[Humanity Surrenders]
God Speaks

Humanity Responds
God Sends®*

Cherry’s pattern may be helpful towards a theology of liturgy, and perhaps even
as an interpretive pattern. This broad schema may well fit a diversity of liturgical orders
of service. Yet while prescriptive and interpretive, Cherry’s model fails to see things their
way. Varying cultures may view their liturgical order differently based upon their
experience, even if an interpretive pattern is imposed. This five-fold pattern may indeed
illuminate many, if not most, liturgical orders, but it may not be the pattern perceived by
the worshipers.

Haldeman points out that the order of service of the “almost entirely white
ecumenical liturgical reform movement” of the late twentieth century has overlooked the
unique liturgical order of African Americans.®® James Cone looks upon the history of
Black worship as having the components of “preaching, singing, shouting, conversion,
prayer, and testimony.” R. Clifford Jones, President of the Lake Region Conference of

Seventh-day Adventists, sums up Black worship as having three fundamental categories

34 “Humanity Surrenders” is my own construction. Cherry includes such a response within “God
Gathers.” In Cherry’s order, this section reads: “The person experiences discontinuity between the divine
and the human (amazement, unworthiness, confession, denial, etc.).” Constance M. Cherry, The Worship
Architect: A Blueprint for Designing Culturally Relevant and Biblically Faithful Services (Grand Rapids:
Baker Academic, 2010), 45.

3 Haldeman, Liturgies that Reconcile, 131.
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of music, prayer, and preaching.® And different still, W. E. B. Du Bois labeled it as “the
preacher, the music, and the frenzy.”*” Eric Lincoln and Lawrence Mamiya state that in
the Black Church, “singing is second only to preaching as the magnet of attraction and
the primary vehicle of spiritual transport for the worshiping congregation.”® However,
Pedrito Maynard-Reid views music in Black liturgy as more significant:

In the African-American community, music is to worship as breathing is to life. So
important is music (particularly vocal music) to the worship service that it has been
said it is possible to ‘have church’ without an outstanding sermon, but not without
good singing. [. . .] If music is to worship what breathing is to life, then it is possibly
the most essential ingredient in the liturgy.3®

Jones, Maynard-Reid, and Lincoln and Mamiya collectively suggest that at times
African Americans have perceived their liturgy differently than Americans of European
decent. If we are to begin by “seeing things their way,” we must consider the cultural
experience and perceptions of both Blacks and Whites in order to give an accurate
historical description of liturgical practice. If people are the center of liturgical history,
then it is imperative to examine that history with an open mind toward the possibilities of

perceived similarities and differences in liturgical order.

% Jones, “African-American Worship: Its Heritage, Character, and Quality.”

$7W. E. B. Du Bois, The Souls of Black Folk, 1903; reprint ed. (New York: Dover Publications,
1994), 116. It should be noted that Du Bois, himself an African American, was specifically speaking as a
northerner visiting southern Black churches of the Invisible Institution.

3 Lincoln and Mamiya, Black Church, 346. | am arguing in this study that, while different, the
music also shapes the faith of White worshipers.

39 Maynard-Reid, Diverse Worship, 69-70. Lincoln and Mamiya similarly say, “Good preaching
and good singing are almost invariably the minimum conditions of a successful ministry. Both activities
trace their roots back to Africa where music and religion and life itself were all one holistic enterprise.”
Lincoln and Mamiya, Black Church, 346.
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Liturgical history provides the context for the development of spiritual identity as
influenced by music. Comparisons may be made between liturgical forms, though caution
must be exercised as similarities may not actually have a historical connection. The
researcher must also be aware that liturgies may not only evolve, as in progress, but also
devolve, becoming simpler. Suspicion may be warranted toward the data while also
practicing some degree of trust to allow the data to speak for itself so as to prevent the
researcher from imposing judgment or rejection of the data. This opens the door for
consideration of liturgical practices that are foreign or counter-cultural to the researcher,
such as in this present study of Black and White worship practices. Placing people at the
center of the liturgical history enables the study to see things their way. This
methodology opens the research not only to textual evidence, though important, but also

to the lived experiences and stories of the worshipers themselves.

Oral History
The difficulty of ascertaining meaning in the traditional methodology of
examining textual orders of worship lies in the fact that it cannot account for the
perceived reality of the liturgy. The recent history of this present research affords the
opportunity to conduct oral histories in order to hear from the persons still living with
memories from the latter decades of the period, from late 1920s to the 1940s. These
memories allow the present research to go beyond text and provide first-hand knowledge

of the worship and music during the period.
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Oral history “is the use of [a video or audio] recorder to capture the memories of
the past through personal interviews.”*® Not only does oral history uncover the past, it
also preserves it for the future. Once recorded, a transcript of the interview is created and
verified with the interviewee. These transcripts are often stored at an archive.*!

Incorporating oral histories in this study affords me the opportunity to acquire and
preserve facets of Adventist worship and music history that may otherwise be lost.*?
While an important record of history, these oral histories must not be simply taken as
historical fact, but as emotions, opinions, and interpretations of the past. Donald Ritchie,
Historian Emeritus of the United States Senate, gives important guiding questions to aid
in parsing these historiographies:

Were they in a position to experience events firsthand or are they simply passing
along secondhand information? What biases might have shaped their original
perceptions? Have interviewees forgotten much of their past because it was no longer
important to them or because the events were so routine that they were simply not
memorable? How differently do interviewees feel now about the events they are
recalling? What subsequent incidents might have caused them to rethink and
reinterpret their past? How closely does their testimony agree with other documentary
evidence from the period, and how do they explain the discrepancies?*?

While challenging, these questions do not preclude value in the data gleaned from

the interview process. Ritchie states that these questions do not necessarily “disqualify an

40 James R. Nix, “Oral History Interview Guide,” CAR, 2.

41 All the transcripts of the present research will be given to the Center for Adventist Research at
the James White Library, Andrews University, Berrien Springs, Michigan.

42 Nix, “Oral History Interview Guide,” 6.

43 Donald A. Ritchie, Doing Oral History: A Practical Guide, 2nd ed. (New York: Oxford
University Press, 2003), 34.
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interviewee from giving testimony, but answering these questions as completely as
possible helps the interviewer and future researchers to assess the value of the
information recorded.”**

Researchers should also beware that some memories become nostalgic, creating a
rosy picture of the “good ole days,” which may have been actually quite negative. Or
similarly, the history could be a figment of the imagination. President Calvin Coolidge
said the folks of his hometown in Plymouth, Vermont, would “remember some of the
most interesting things that never happened.”*® The interviewer’s task is to move the
interviewee “away from nostalgia” and engage the past “candidly and critically.””*

As with the possibility of becoming nostalgic, public memory may also affect the
recollection of the interviewee. Public memory, a people group’s collective conception of
the past, “involves symbols and stories that help a community define and explain present
conditions according to how it remembers (or wants to remember) the past.”*’ While
these could take the form of parades, sporting events, or other celebrations in a secular
context, this could also be the liturgy of a religious community. Interviewers must aware
of this possibility and work toward helping the interviewee move past public memory and

into personal experience.*®

4 Ritchie, Doing Oral History, 34.

45 William Allen White, A Puritan in Babylon: The Story of Calvin Coolidge (New York:
Macmillan, 1938), vii.

46 Ritchie, Doing Oral History, 35.
7 Ibid., 36.

“8 1bid., 37.
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Ronald Grele, former director of the Oral History Research Office at Columbia
University, as well as former president of the Oral History Association, argues that in oral
history, the narrative does not only belong to the interviewee. The narrative found in the
transcript may be referred to best as a “conversational narrative” between the interviewer
and the interviewee.*

The interviewer comes to the interview with a different agenda than the
interviewee. The interviewee seeks to tell his or her story, a narrative. The interviewer,
however, seeks to be descriptive and analytical of the history. Thus, the interviewer tends
to ask questions that help the present research, but may not be the interviewee’s own
narrative. The end result is an oral history that is the product of both parties, a
conversational narrative. As a researcher, one should be open and honest with oneself
that the interview process may profoundly shape the oral history.

While the liturgical history of texts, bulletins, and hymnals provide context for the
study, oral history captures the worshiper’s emotional response to the theological praxis
of liturgy. It helps people recognize their own historiography. Oral history assists in
placing people at the center of the history, bringing to life once-dead texts, and allowing
us to see things their way. Oral history provides an excellent bridge between the past and
present, offering descriptions of the behavior of the congregation and musicians in the
liturgical experience of worship and music. This behavior during the liturgy and its

implicit meaning belong to the realm of ritual studies, to which we now turn.

49 Ronald J. Grele, “History and the Languages of History in the Oral History Interview: Who
Answers Whose Questions and Why?,” in Interactive Oral History Interviewing, ed. Eva M. McMahan and
Kim Lacy Rogers (Hillsdale, NJ: Lawrence Erlbaum Associates, 1994), 2. For more, see Ronald J. Grele,
Envelopes of Sound: The Art of Oral History, rev. ed. (New York: Praeger Publishers, 1991).
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Ritual Studies

As has been stated through this chapter thus far, the primary goal of this study is
to describe the development of spiritual identity among Black and White Seventh-day
Adventist worshipers as derived from their experience in music and liturgy. This
methodology first establishes the historical and liturgical contexts. Within that context
comes the actions of worship and the experience of music in the liturgy. These actions
provide a rich source of “text” for finding meaning. These meaningful liturgical actions
may be understood as ritual. In this section, we question whether Adventist liturgy may
be considered ritual, explore schools of thought regarding ritual, and how ritual applies to

music in worship.

Ritual in Adventism?

To begin, one could question whether the actions of Seventh-day Adventist
worship could be considered ritual. Adventist worship has widely been viewed as
nonritual activity, perhaps closer to what scholars call functional ceremony, “merely
social even in explicit meaning.”® Viewing Adventist worship as ceremony, as opposed
to ritual, may be associated with the American Protestant tendency to view ritual
negatively, lumping it with popery. Such a critical view has a long history in the United

States, deriving from America’s Puritan roots.>!

%0 Evan M. Zuesse, “Ritual,” in The Encyclopedia of Religion, ed. Mircea Eliade, vol. 9 (New
York: Macmillan, 1986), 405.

51 Puritanism is embedded in American society, with contemporary movements reacting in
conservation of or liberation from its historical values. Mark A. Noll, A History of Christianity in the
United States and Canada (Grand Rapids: William B. Eerdmans Publishing Company, 1992), 390-395. For
the background to Puritan views on ritual and liturgy, see Davies, Worship and Theology, 255-293. The
Reformers valued spontaneity over and above traditional liturgy, rejecting the earlier forms of worship.
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Norval Pease agreed with this perspective, arguing that Adventism arose from this
milieu as reformed worship matured.®? The spirit of genuine worship “could not be
experienced until the barnacles of excessive forms, rituals, and liturgy were removed.”
Pease echoed Ellen White who wrote, “The evil of formal worship cannot be too strongly
depicted, but no words can properly set forth the deep blessedness of genuine worship.”>*
Upon surveying White’s teachings on worship, Denis Fortin demonstrates that White
frequently contrasted outward formalism with genuine meaning and piety in worship,> as
represented in White’s statement, “The Lord is not glorified by your lack of spirituality,
by your dry formalism.””® Categories of thought have changed since White’s time. It may
be observed however, that Pease and White did not negate ritual in Adventist worship,
but believed that excess and dry formalism must be removed.®’

| contend that Pease’s argument is not against forms, even rituals, of worship, but

against excessive or meaningless forms and rituals. For illustration, let us consider the

However, this did not remove the essential nature of religious ritual among the so-called free churches.
This Reformation principle has continued into Adventism. Lori Branch, Rituals of Spontaneity: Sentiment
and Secularism from Free Prayer to Wordsworth (Waco, TX: Baylor University Press, 2006).
52 Norval F. Pease, And Worship Him (Nashville: Southern Publishing Association, 1967), 34-35.
%3 Pease, And Worship Him, 34.

5 Ellen G. White, Testimonies for the Church, vol. 9 (Mountain View, CA: Pacific Press
Publishing Association, 1948), 143.

% Denis Fortin, “Ellen G. White’s Theology of Worship and Liturgy” (Unpublished paper,
Biblical Research Committee, October 17, 2006).

%6 Ellen G. White, “To Madison and Howard Miller,” July 23, 1889 (Letter 4, 1889, par. 39), in
The Ellen G. White 1888 Materials (Silver Spring, MD: Ellen G. White Estate, 1987), 404.

57 “Our concern is that we avoid excessive and improper liturgy. By improper liturgy we mean that
which is not an accurate expression of our theology.” Pease, And Worship Him, 51.
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actions of the elders entering the platform in the Adventist liturgy, since it involves
actions and music. The elders enter to the singing of “The Lord is in His Holy Temple”
(SDAH 692).%8 The elders kneel and the congregation sings and prays. A holy hush is felt
over the congregation. Are these not repetitive, prescribed, rigid, even stereotyped actions
by the ministers? Historically, and especially in the period of this research, all Adventist
churches followed this same activity every Sabbath. We who are living in the wake of
this liturgical precedent will find in some traditional congregations a great rigidity among
older church members who insist that this “ceremony” continue. This action of worship is
not just ceremony, an explicitly social event. It is also not only repetitive and prescribed.
It also carries attached meaning for the worship participants. The question remains: Is this
activity ritual? Whether or not Adventist worship is ritualistic depends upon how ritual is

defined.

Three Categories for Ritual
Scholars have wrestled to find an accurate definition for ritual. As Edmund Leach
stated, “[There is] the widest possible disagreement as to how the word ritual should be
understood.”®® Some question whether ritual should be used for “all kinds of pre-
patterned behavior” or specifically for religious contexts.®% With so many perspectives on

ritual, how may we proceed? Insight may be gleaned from many of the fields of thought

%8 Chapter 6 shows that the music may also be the Doxology, or the Gloria patri.

% Edmund R. Leach, “Ritual,” in The International Encyclopedia of the Social Sciences, ed. David
L. Sills, vol. 13 (New York: Macmillan, 1968), 526.

80 Searle, “Ritual,” 54.
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regarding ritual. These perspectives provide insight into understanding the complexity of
spiritual identity and how it is influenced by worship and music.

The late Mark Searle saw three categories for ritual: functional, formal, and
symbolic.%! The functionalist school also understands ritual as symbol. However, the key
difference is that the symbolic approach concerns itself with meaning. These categories
may overlap, even occur simultaneously within the same liturgy. | will briefly introduce
the main concepts of each, and then return as necessary with application to the present
research.

The functional view stems from the structuralist school of anthropology,
established by Claude Lévi-Strauss.®? This school of thought understands the purpose of
ritual in society as “that of expressing and reinforcing its structural and cultural
systems.”% Ritual is perceived in terms of how it serves human life.%* It helps people,
both individually and corporately, to withstand life’s challenges.®®

A formal definition of ritual sets ritual apart from other behavior, as it may be

identified as “repetitive, prescribed, rigid, stereotyped, and so on.”®® Roy Rappaport

61 Searle, “Ritual,” 54.

62 Claude Lévi-Strauss, Structural Anthropology, trans. Claire Jacobson and Brooke Grundfest
Schoepf, vol. 1-2 (New York: Basic Books, 1963).

8 Teresa L. Reeve, “Luke 3:1-4:15 and the Rite of Passage in Ancient Literature: Liminality and
Transformation” (PhD Diss, University of Notre Dame, 2007), 82.

8 Searle, “Ritual,” 54; Erik Erikson, “The Development of Ritualization,” in World Year Book of
Religion: The Religious Situation, ed. Donald R. Cutler, vol. 1 (Boston: Beacon Press, 1969), 711-732.

8 Clifford Geertz, “Religion as a Cultural System,” in Anthropological Approaches to the Study of
Religion, ed. Michael Banton (New York: Frederick A. Praeger, 1966), 1-46.

% Searle, “Ritual,” 54.
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believes ritual to denote “the performance of more or less invariant sequences of formal
acts and utterances not entirely encoded by the performers.”®” This perspective views
ritual as formalized actions, such as a certain prescribed manner of kneeling, praying,
singing, etc. Broadly, these sequences tend toward invariance at each occurrence, and are
not explicitly defined by the performers.®® The prescribed rites of the Roman Catholic
Mass have been viewed as fitting this description. This formal conception of ritual may
likely be what Pease and earlier Adventists thought when they rejected ritual. However,
as | hope to set out in the following chapters, Adventism similarly took on “repetitive,
prescribed” and “formal acts” by worshipers. Liturgical orders fit this theory well. An
order is a certain kind of activity that has form and sequence. A patterned activity is a
way the congregants belong, involving inclusion and exclusion, membership and
competence—and ultimately, shaping spiritual identity.

The third definition of ritual, the symbolic, perceives ritual as a form of
communication and an action that conveys meaning,®® though we can seek understand
this definition further than this. Evan Zuesse expands on this communication of meaning
in ritual: “those conscious and voluntary, repetitious and stylized symbolic bodily actions
that are centered on cosmic structures and/or sacred presences. (Verbal behavior such as

chant, song, and prayer are of course included in the category of bodily actions.)”’® His

57 Roy A. Rappaport, Ritual and Religion in the Making of Humanity, Cambridge Studies in Social
and Cultural Anthropology, ed. Meyer Fortes et al. (New York: Cambridge University Press, 1999), 24.

% Roy A. Rappaport, Ecology, Meaning and Religion (Richmond, CA: North Atlantic Books,
1979), 173-222.

69 Searle, “Ritual,” 55.

0 Zuesse, “Ritual,” 405.
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symbolic definition embraces the formal, while also signifying something beyond itself.
A conscious and voluntary action implies that the worshipers are aware of their
repetitious actions. It also implies they understand the meaning of their actions. Zuesse
states that the bodily actions of the worshipers point toward God’s Presence, a meaning
that demands awareness of the worshipers.

Let us now turn to the contributions of Victor Turner. Turner and the functional

school offer numerous insights into the liturgical activity of Adventist worship.

Functional Ritual Further Explored

Victor Turner, a British cultural anthropologist, has been considered “one of the
most important voices in ritual theory in the twentieth century.””* He early defined ritual
as “prescribed formal behavior for occasions not given over to technological routine,
having reference to beliefs in mystical beings or powers.”’> However, in reality, his
treatment of ritual had less to do with pointing toward “mystical beings” and rather,
focused on how ritual affected social and cultural identity. Turner, together with Mary
Douglas,”® was not interested in the connection with the divine model of ritual. Together,
they followed the anthropological social structure, not “magic” manipulating the divine.

Some rituals are functional, like social glue. They are not transcendental or

sacred. Functional ritual helps structure the way people mark off one reality in society

"L Reeve, “Liminality and Transformation,” 70. I am indebted to Reeve’s synthesis of
understanding on Turner’s work.

2 Victor W. Turner, The Forest of Symbols: Aspects of Ndembu Ritual (Ithaca, NY: Cornell
University Press, 1967), 19.

3 Mary Douglas, Purity and Danger: An Analysis of the Concepts of Pollution and Taboo, reprint
ed. (Boston: ARK Paperbacks, 1984).
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from another. As such, ritual is a fundamental act of differentiation, how humans act and
think, both behavioral and cognitive. For example, ritual helps humans know things they
would not otherwise know. It is a constitutive experience. Sabbath is not only the day of
rest, but also the last day of the week. The Sabbath is essential to the entire week.
Experiencing part of the ritual is essential to understanding the entire sequence of the
pattern.

Turner further developed the functionalist-structuralist perspective, as he focused
on communitas and anti-structure in rites of passage. In his study of Ndembu ritual, he
built upon the work of Arnold van Gennep’* and the liminal phase of rites of passage.
Van Gennep viewed all rites of passage as having three phases: “separation, margin (or
limen, signifying “threshold” in Latin), and aggregation.”” Van Gennep states:

Although a complete scheme of rites of passage theoretically includes preliminal rites
(rites of separation), liminal rites (rites of transition), and postliminal rites (rites of
incorporation), in specific instances these three types are not always equally
important or equally elaborated.”®

In order to interpret van Gennep, Turner expanded the theory by viewing ritual as
enacted and embodied symbolism. “A symbol is a thing regarded by general consent as

naturally typifying or representing or recalling something by possession of analogous

" Arnold van Gennep, The Rites of Passage, trans. Monika B. Vizedom and Gabrielle L. Caffee
(Chicago: University of Chicago Press, 1960).

S Victor W. Turner, The Ritual Process: Structure and Anti-Structure (Chicago: Aldine
Publishing Company, 1969), 94.

6 van Gennep, The Rites of Passage, 11.
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qualities or by association in fact or thought.””” For Turner, ritual as symbol pointed
beyond itself to social structures and beliefs.

Turner’s conversion to Roman Catholicism further impacted his understanding of
ritual as symbol. He became interested in how symbols can be actions and activities, not
just things like a cross. Symbols may have double or even multiple meanings. “A single
symbol, in fact, represents many things at the same time: it is multivocal, not univocal. Its
referents are not all of the same logical order but are drawn from many domains of social
experience and ethical evaluation.”’® Symbols are like storage systems. They absorb
multiple meanings with multiple references, avoiding reduction to a single meaning.
Turner’s major contribution is shifting anthropological understanding of symbol from
objects, like a stone, altar or icon, to activity. Symbols work, not only with cognitive
engagement, but also with kinetic. It is in kinetic behavior that cultural systems may be
communicated. Says Clifford Geertz, “Behavior must be attended to, and with some
exactness, because it is through the flow of behavior—or, more precisely, social action—
that cultural forms find articulation.””®

Turner interpreted van Gennep’s rite of passage through the symbolic nature of
ritual:

The first phase (of separation) comprises symbolic behavior signifying the
detachment of the individual or group either from an earlier fixed point in the social
structure, from a set of cultural conditions (a “state”), or from both. During the
intervening “liminal” period, the characteristics of the ritual subject (the “passenger”)

" Turner, Forest of Symbols, 19.
8 Turner, Ritual Process, 52.

8 Geertz, Interpretation of Cultures, 17.
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are ambiguous; he passes through a cultural realm that has few or none of the
attributes of the past or coming state. In the third phase (reaggregation or
reincorporation), the passage is consummated.®°

At this point, the passenger arrives at a relatively stable state, and is
reincorporated into the structure of society. Thus, the liminal period constitutes Turner’s
anti-structure, the “betwixt and between” state in which the individual “possesses
nothing,” may be as though “ground down to a uniform condition to be fashioned anew,”
and where “rank and status disappear”®* from the prevailing society’s “hierarchical
system of politico-legal-economic positions.””®® Turner notes that liminality blends
“lowliness and sacredness,” “homogeneity and comradeship.” It is in this modality of
equitable relationship, communitas, that the passengers share in humility.%

While rites of passage and liminality have often been applied and understood in
the context of typical Christian rites such as baptism, weddings, or funerals, great
potential lies in understanding the divine liturgy as a liminal event. Such thinking is not
as foreign to evangelical, even Adventist, thinking as it may first seem. Today, one may
often hear the phrase, “the ground is level at the cross,” when inviting worshipers to
partake in the ritual often referred to as the altar of prayer, or even at traditional altar
calls. Though no altar is physically present in Adventist liturgy, congregants are invited

to come to the front of the worship space. This ritual action signifies going by faith to the

80 Turner, Ritual Process, 94-95.
81 |bid., 95.
82 |bid., 96.

8 |bid., 96-97.
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heavenly sanctuary where Christ intercedes on their behalf, offering his sacrificial merits
on their behalf. This is believed to take place at the altar of incense in the heavenly
sanctuary. Thus, the worshiper experiences a dynamic interaction between the altar of
burnt offering typified by the cross and the altar of incense in the heavenly sanctuary.
Thus, within the Sabbath liturgy, liminality may be experienced by the worshipers. The
liminal nature of the Sabbath service may be understood as a significant factor in
establishing community and spiritual identity among the worshipers.

The Sabbath liturgy may also be understood as a “rite of intensification,” in which
the rituals “bring the community together, increase group solidarity, and reinforce
commitment to the beliefs of the group.”* Catherine Bell and others support such a view
of ritual. Bell positively viewed Turner (and Douglas) as focusing on “the role of ritual in
the maintenance of social groups,” tending “to analyze ritual as the expressive
deployment of the symbolic structures that undergird a group’s common world view.”®®
Bell sees a second approach to ritual, foremost articulated by Geertz, that focuses on the
integral role ritual plays in how values are adapted to life’s changing circumstances.® For
Bell, it is in ritual that “the participants still possess and re-embody strategies with which
to express an adequate or potentially powerful articulation of the values by which the

community orders and reorders the events and emotions of their lives.”®” Nathan

8 Grunlan and Mayers, Cultural Anthropology, 222.
8 Catherine Bell, “Ritual, Change, and Changing Rituals,” Worship 63, no. 1 (1989): 32.
% Ibid., 32.

8 1bid., 41.
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MitchelI®® further points out that through this new perspective, Turner “focused upon the
unfolding identity (individual and social) of persons involved in the ritual process rather

than upon the process itself.”8°

Religiously Symbolic Ritual

Adventist liturgy occurs in the context of high theological significance to the
worshipers, due to liturgy’s religiously symbolic nature. Previously, we saw Zuesse
stated that in ritual, the bodily actions of the worshipers pointed toward sacred presences.
Zuesse’s definition is helpful, though eclipsed by the precision provided by Roy Gane.

Roy Gane, Professor of Hebrew Bible and Ancient Near Eastern Languages at
Andrews University, Seventh-day Adventist Theological Seminary, defines ritual as “a
privileged activity system that is believed to carry out a transformation process involving
interaction with a reality ordinarily inaccessible to the material domain.”® Activity
becomes ritual when combined with meaning: “Ritual = activity + attached meaning.”®*
Gane further argues that rituals are inherently meaningless. While actions may continue
to be performed as mere tradition, Gane argues that “all ritual has some kind of meaning

or it is not ritual.”%

8 ] had the privilege of taking the course Ritual Studies from Mitchell during my master’s
program at Notre Dame. | am indebted to him for planting the seed that would germinate and grow into this
present study. Mitchell is now Emeritus Professor of Liturgical Studies at the University of Notre Dame.

8 Nathan D. Mitchell, Liturgy and the Social Sciences (Collegeville, MN: The Liturgical Press,
1999), 50.

9 Gane, Cult and Character, 15.
9 |bid., 6.

% 1bid., 7.
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What then? Does Gane contradict Turner and the anthropological school? What
about activity systems like games, entertainment, or dance? Gane states that “if an
activity system was never believed to have any kind of ‘efficacy,” whether religious,
magical, social, or otherwise, [he] would not regard it as ‘ritual,” at least not in the full
sense of the word.%®

Perhaps one may be more inclusive when it comes to viewing activity as ritual.
With Gane’s reasoning, a group of children playing tag in the park would not be viewed
as ritual. It could be questioned, “How can this activity possibly contain meaning?” This
activity may certainly not mean anything religiously. But it provides the quintessential
components for meaning for this social group of children. Even in tag, children form
communitas and identity within the social group. Playing tag in the park is ritual, since it
contains social meaning among the participants. The distinction here is that it is not
religious ritual with symbolic theological meaning. Tag belongs in the realm of socially
functional ritual, creating identity and community. Liturgy, on the other hand, possesses
more polyvalence—it is both functional and religiously symbolic.

Perhaps this is what Mitchell means when he discusses the embodiment of
meaning in ritual:

The meanings of ritual unfold from within the ritual action itself; they are not
imported from outside the ritual event. Rituals are not necessarily meaningful, if by
the term meaning one implies access to a set of codes (references) found beyond or
outside the ritual performance itself. Rituals are meaningful not by reason of what
they refer to, but in virtue of what they actually do, individually and socially. For this
reason, ritual symbols are evocative rather than referential. They invite response, not

9 Gane, Cult and Character, 7.
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explanation or decoding. Their meaning is in their performance, not in some secret
hidden truth or doctrine.®*

In the case of playing tag, meaning is evocative and embodied in the performance.
However, this contradicts Gane’s following point. “Without some kind of attached
meaning, we would not know that ritual activities constitute a cohesive activity system,
let alone a ritual.”®® From a social science perspective, Mitchell’s proposal has merit.
However, in the realm of religiously symbolic ritual, Gane’s position holds fast. For
example, in the context of ritual in the book of Leviticus, Gane argues that the activities
of laying hands on a sacrificial animal cannot possibly justify meaning on purely physical
grounds. Meaning must be applied to the activity system.

To further lay merit to Gane’s claim, Mitchell could consider his own Roman
Catholic Liturgy of the Eucharist. The Presentation of the Gifts—of bread and wine—
contain no intrinsic meaning in the physical activity of bringing them to the altar. The
Eucharistic Prayer, which directly follows the Presentation, illuminates the activity with
rich theological meaning. Even the term, altar, demands meaning beyond itself.
Otherwise, it is merely a functional table. In religious activity systems, meaning must be
applied.

Gane proposes the following criteria for distinguishing between ritual and

nonritual activity systems: “To be ritual, an activity system 1) must be formulaic, and 2)

% Mitchell, Liturgy and the Social Sciences, 49.

9 Gane, Cult and Character, 7.
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must carry out a cognitive task transformation process in which an inaccessible entity is
involved.”%®

What about secular cultures whose rituals do not point to entities outside
themselves? Teresa Reeve cautions that not all cultures contain ritual with any religious
beliefs attached.® It is fair to point out that Gane is saying inaccessible entity, not being.
While not every ritual may involve belief in an inaccessible being, entities could include
concepts or theologies. Clifford Geertz suggested that “symbol-systems”, like ritual,
communicate conceptions of religion, cosmology, and ideology.® “Sacred symbols
function to synthesize a people’s ethos—the tone, character, and quality of their life, its
moral and aesthetic style and mood—and their worldview—the picture they have of the
way things in sheer actuality are, their most comprehensive ideas of order.”%®

Thus, the liminality of ritual provides a type of rite of passage in which the
worshiper experiences a transformational process involving inaccessible entities, which
could include theological concepts or spiritual beings. In my theological perspective, the
liminal event of Adventist ritual is the Word of God, in which the worship experiences a
transformational process in relationship with the Holy Spirit. In this light, ritual embodies

a process in which the worshiper may process beliefs and values, out of which the

% Roy E. Gane, Ritual Dynamic Structure, Gorgias Dissertations 14: Religion, vol. 2 (Piscataway,
NJ: Gorgias Press, 2004), 68.

9 Reeve, “Liminality and Transformation,” 73.
% Geertz, Interpretation of Cultures, 216.

9 Geertz, “Religion as a Cultural System,” 3.
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worshiper’s spiritual identity may become intensified, modified, or established (more on

this later in the Liturgical Theology section of this chapter).

Ritual Methodology

No theory of ritual should be completely discounted, though there are dangers in
reading too much into historical practices. We must ever be careful to “see things their
way.” Bell advocates that a broad approach be given to ritual. One must be sure not to
minimize the amount of “preliminary framing of the data in terms of such powerful
categories as ritual [and] religion,” but that both the theories of ritual and the historical
context be utilized in the methodology.*%° Grimes adds that multiple factors must be
considered, including the cultural, social, ethos, and worldview.*%! This research begins
by establishing the historical, cultural, and liturgical context in Chapter 3. In Chapter 6,
the ethos and worldview will be drawn out from the data, presenting the development of
spiritual identity through worship music.

Social anthropologist Martin Stringer, professor of Liturgical and Congregational
Studies at the University of Birmingham, England, seeks to show what anthropology and
the study of ritual bring to liturgics. His methodology lends itself well to this present
study. Church bulletins provide liturgical context. However, he warns, that ritual studies
“is not simply a case of running up some kind of order of service but rather making a note

of everything that happens, whether it was supposed to or not, noting who does what,

100 Catherine Bell, Ritual: Perspectives and Dimensions (New York: Oxford University Press,
1997), 266.

101 Ronald L. Grimes, Ritual Criticism: Case Studies in Its Practice, Essays on Its Theory
(Columbia, SC: University of South Carolina Press, 1990), 90.
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where it is done, and at what point in the rite the action takes place.”'%? Ritual studies
goes beyond the order of service toward seeking a description of the manner in which
worship activities are performed, including not only the leaders, but also the
congregation. Oral histories and other historical accounts of actual worship practice
further illuminate the ritual process, providing multiple vantage points for deriving

meaning.

Adventist Liturgy as Ritual

What about Adventist liturgy? Can it be viewed as an activity system that is
formulaic which interacts with a reality beyond itself? Do the actions of Adventist
worship convey meaning beyond themselves?

To answer, we must recognize that Christian worship is a significant human
behavior, in that God’s people gather to pay him homage in the forms of liturgy. The
forms of liturgy are both the various actions, or “work of the people,” and the cultic
activity of their High Priest, Jesus Christ.

Now the main point in what has been said is this: we have such a high priest, who has
taken His seat at the right hand of the throne of the Majesty in the heavens, a minister
[leitourgos] in the sanctuary and in the true tabernacle, which the Lord pitched, not
man. But now He has obtained a more excellent ministry [leitourgias], by as much as
He is also the mediator of a better covenant, which has been enacted on better
promises. (Heb 8:1-2, 6)

The liturgy of Jesus Christ, both his sacrifice and high priestly ministry, stands

central to the entire message of the book of Hebrews.1% It stands central to Seventh-day

102 Martin D. Stringer, “Liturgy and Anthropology: The History of a Relationship,” Worship 63,
no. 6 (Nov 1989): 512.

103 Christ and His high priestly liturgy is the center of the chiastic structure in the book of
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Adventist Christology, soteriology, and ecclesiology in worship: the solution to
humanity’s problem of sin defilement is through purgation by the application of Christ’s
blood, resulting in the cleansed conscience of both the individual and corporate
worshipers (Heb 9:9, 14; 10:2, 14, 22).1% The liturgy of Jesus Christ, both his sacrifice
and high priestly ministry, provides the acceptable means for humanity to “draw near” to
God (4:16; 7:19, 25, 10:1, 22; 11:6, 12:18, 22).1% We may enter God’s presence only
through the liturgy of the One Mediator (1 Tim 2:5).1% Raymond Holmes summarizes the
significance of the correspondence between humanity’s liturgy and Christ’s:

For the New Testament believers the priestly cultus had reached its end with the
sacrifice and ascension of Christ, and they proclaimed in the gospel the leitourgia
which took place on Calvary’s cross and continues in Christ’s heavenly ministry. The
new community, the church, consists of priests who have access to God by faith in
Christ, and a High Priest who is performing the leitourgia (ministry of service) before
God on behalf of His people.?’

Hebrews. Albert VVanhoye, Structure and Message of the Epistle to the Hebrews, Subsidia Biblica (Rome:
Pontificio Istituto Biblico, 1989), 40.

104 Richard M. Davidson, “Typology in the Book of Hebrews,” in Issues in the Book of Hebrews,
ed. Frank B. Holbrook, Daniel and Revelation Committee Series, vol. 4 (Silver Spring, MD: Biblical
Research Institute, 1989), 144-145.

105 peterson, Engaging with God, 238.

106 |n 1894, Ellen White gave a series of talks to the students at the Australian Bible School
Chapel. In an address to students on February 23, White showed how praise to God as prayer is mingled
with the blood of Jesus Christ the heavenly High Priest, making the worship acceptable to God the Father.
“We must bring our heart offerings to God in thanksgiving and praise. [. . .] Come before him as children
of God and offer him praise. Christ takes that praise and offers it to God for us, and mingles it with incense.
It was so hard for me to see how our weak praise could glorify God, but when | got a view of this, that
Christ takes that praise and offers it to the Father himself then it is acceptable. [. . .] When we come to him
and confess those sins and offer him praise, he takes our praise and offers it to the Father. | want you to see
that this is s0.” Ellen G. White, “Address to Students,” February 23, 1894 (Manuscript 15, 1894, par. 2, 22,
24), Ellen G. White Estate, Silver Spring, MD.

197 Holmes, Sing a New Song, 13.
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In Ellen White’s writing, she did not shrink from ritual activity in worship.
Rather, she insisted that it be meaningful. She also understood that there was a cognitive
process in which an otherwise inaccessible entity, Jesus Christ and God the Father, was
involved:

When we bow in prayer [activity], let us remember that Jesus [an otherwise
inaccessible entity] is with us. When we go into the house of God, let us remember
that we are not going into the place of worship alone. We bring Jesus with us. If the
people of God could have a realizing sense of this fact, they would not be inattentive
hearers of the word. There would not be a cold lethargy upon hearts, so that those
who profess his name cannot speak of his love.1%

Fernando Canale, Emeritus Professor of Theology and Philosophy at Andrews
University Seventh-day Adventist Theological Seminary, interprets Christ’s presence in
the liturgy relationally in the Word and the Holy Spirit. “When public worship takes
place, God the creator makes himself present in Christ through the Word and the Holy
Spirit, and in response, disciples offer a renewed commitment of faith, spiritual songs,
praise, thanksgiving, and devotion.”'%® Communion with God is an interpersonal,
relational, and cognitive process, taking place through the various rituals of worship,
private or public.

This theological foundation is significant, for it provides a rationale for why
Adventist liturgy may be understood as ritual. All the various rituals of Adventist

liturgy—Kkneeling, standing, singing, preaching, praying, Scripture reading—signify

108 Ellen G. White, “The Conditions of Fruit Bearing,” Signs of the Times (ST), April 18, 1892.
“Although God dwells not in temples made with hands, yet He honors with His presence the assemblies of
His people. He has promised that when they come together to seek Him, to acknowledge their sins, and to
pray for one another, He will meet with them by His Spirit.” Ellen G. White, Prophets and Kings
(Mountain View, CA: Pacific Press Publishing Association, 1943), 50.

109 Canale, “Principles of Worship and Liturgy,” 102.
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meaning beyond their actions. Worship and liturgy hold close relationship in their
dynamic process of communicating beliefs. Worship asserts the reality of its object and
defines its meaning by reference to it. How worshipers reference the object takes a
particular form as liturgy. In turn, modes of worship—Iliturgy—suggest and shape
conceptions of worship, God, the world, humanity, and salvation (see section, Liturgical
Theology). Through these rituals, Adventists worship by faith in the heavenly sanctuary
before the Father, through the Son, and in the Holy Spirit. This faith process is embodied
as ritual, expressing beliefs and also informing them. Ritual significantly shapes the
spiritual identity of believers.

In the traditional Adventist liturgy of the twentieth century, the entrance of the
elders onto the platform seems to fit the religiously symbolic definition of ritual. Could it
be that this entrance rite conveys the meaning that the worshipers are now in the presence
of the Divine? Gane indicates that not only must activity systems be formulaic, but they
must be controlled. “Controllers of ritual are those who carry out or monitor ritual
activities in accordance with authoritative formulaic rules.”*'° The entrance rite has not
only been formulaic, as described above, but has also been governed by the Church
Manual since 1932.1! John Nixon suggests that the Adventist liturgy of the Church
Manual became authoritative over time:

In a sense the form of the worship service, which was adhered to fairly strictly,
became the substitute for an official ecclesiology. If Adventist worship could not be
grounded in a coherent biblical thesis it could at least be safeguarded by a strong

110 Gane, Ritual Dynamic Structure, 69.

111 General Conference of Seventh-day Adventists, Church Manual, 150-52.

79



organizational formality, and this is exactly what came to pass. Uniformity of practice
developed into a worship tradition that eventually became the established orthodoxy,
and worshipers in the pews learned to identify a particular order of service as
constituting authentic Adventist worship. In the more conservative congregations,
deviation from this order came to be looked upon as heretical.}*2

Adventist liturgy could not influence theology if it did not function as ritual.
Indeed, Adventist liturgy functions as ritual, for it is an activity system that conveys
meaning, carrying out a process of interaction with God.

Searle emphasizes the “essential polyvalence of ritual,” in that it may mean
different things to different people, and that it may operate at different levels and arenas
of thought simultaneously:

Thus a liturgical rite may explicitly mediate contact with the divine while
simultaneously rehearsing the participants in the community’s value system, covering
over potential sources of conflict in the community, and consolidating the power
structure operative in the community by associating it with the sacred and thus with
the unquestionable.*3

In the context of Nixon’s historiography, Searle’s comments ring true (though not
desirable!). Ritual studies provide the hermeneutic for historical worship practice, in that
it recognizes that in Adventist worship, the congregation gathers to corporately make
contact to God through Jesus Christ in the heavenly sanctuary. Historically, however, the
Adventist liturgical rite also consolidated the power structure of liturgy by associating it
with the sacred, essentially saying, “These practices must mean these things in this

context,” and thus making the liturgical tradition normative. The liturgy became the

112 John S. Nixon, “Towards a Theology of Worship: An Application at the Oakwood College
Seventh-day Adventist Church” (DMin diss., Andrews Univeristy, 2003), 20.

113 Searle, “Ritual,” 55.

80



doctrine of the church, and eventually became the standard of belief. To challenge the
liturgy would amount to heresy. Whether or not liturgy indeed becomes unquestionable
leads the conversation to liturgical theology, to which we will turn later in this chapter.
This present research will help tease out some of this history and suggest a trajectory for
musical-liturgical practices leading to the present day.

Examining liturgy as ritual is essential to the study of liturgical history. “To study
liturgy as ritual is to study liturgy, whether in history or in the present, in its empirical
reality as a species of significant human behaviour.”'* This is even more so when
considering the importance of liturgy in the life of the worshiper. Says Stringer, “We
must begin to look at the liturgy as it is experienced by the man or woman in the pew and
try to understand the effect that it has upon them during the performance of the rite itself
and throughout their lives, also the way in which this effect is being achieved.”'® The
ritual and its meaning create an entire system of values and principles that may shape the
worshiper.!1°

With a multiplicity of meanings for ritual given above, it should be understood
that ritual is not, by default, unchangeable. Ritual is not fixed to Roman Catholic liturgy,
mainline Protestantism, or the prevailing White liturgy in Adventism. Ronald Grimes
argues against the “conservative fallacy” that symbols (activity systems) cannot be

generated or changed.!’ This research seeks to add historical veracity to Grimes’

114 Searle, “Ritual,” 52.
115 Stringer, “Liturgy and Anthropology,” 517.
116 |bid., 514, 517.

117 Ronald L. Grimes, Beginnings in Ritual Studies, rev. ed. (Columbia, SC: University of South
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fieldwork, which shows that rites change and are even created by cultures, a process
Grimes calls ritualization.!®

Ritualization occurs differently across time and cultures. Grimes proposes Six
“modes of ritual sensibility” as the “embodied attitudes” that accompany diverse ritual
expressions. These six are as follows:

1) ritualization (bodily, ecological)

2) decorum (interpersonal, formal)

3) ceremony (intergroup, political)

4) magic (technological, causal, means-end oriented)
5) liturgy (religious, sacral)

6) celebration (playful, dramatic, aesthetic)*°

Thinking more broadly about ritual opens the door to possibilities of
understanding the diversity of ritual among Black and White Adventists. Several modes
may be present in one worship service. Different cultures emphasize certain modes more
than others. When one mode dominates, it could be understood as, for example, rites of
celebration. Awareness to these modes allows the present research to utilize such modes
while seeking to elucidate the historical spiritual identity of Adventism. Grimes’s
expanded taxonomy further illuminates the potential of ritual modes as a methodology for

interpreting diverse ritual practices. See Figure 1, “Modes of Ritual Sensibility.”

Carolina Press, 1995), 61.
118 Grimes, Beginnings in Ritual Studies, 40-44.

119 Grimes, Beginnings in Ritual Studies, 40-41.
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Figure 1. Modes of Ritual Sensibility, from Ronald L. Grimes, Beginnings in Ritual
Studies, rev. ed. (Columbia, SC: University of South Carolina Press, 1995), 57.
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Grimes’ taxonomy provides multiple modes for interpreting Adventist ritual.
Some cultural contexts in this present research may lean toward ceremony and its
imperative voice in worship. Others may emphasize the reverence of liturgy, while still
another could espouse the expressive playfulness of celebration. Searle viewed Grimes’s
taxonomy as useful and insightful, but he thought it could be difficult to differentiate
ritual from other social activities, such as a parade or routine. Nonetheless, he indicated
that these modes of ritual open “the way for a certain ‘hermeneutics of suspicion’ [as
advocated by Bradshaw] in liturgical studies, particularly for the purposes of identifying
the ways in which, for example, ‘ceremony’ (display of social power) may be
masquerading as ‘liturgy’ or even ‘celebration’.”1?

We have seen thus far that Adventist liturgy may be understood as ritual, in broad
categories of functional, formal, and religiously symbolic. As a liminal event, Adventist
worship encounters God in His Word, a threshold experience intended to change the
worshiper’s character for life and service. In this way, the liminality of Adventist liturgy
contributes to community and identity. As religious activity, meaning must be applied in
order to be understood as ritual. Additionally, liturgical activity systems reference and
even influence worldviews and ideologies. Understanding the various expressions of
ritual modes allows a diversity of cultures to be examined. In light of these concepts of
ritual, deeper understandings of Adventist liturgy may be understood and mined for

meaning.

120 Searle, “Ritual,” 56.
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If Adventist liturgy may be understood as ritual, then some of the most prominent
liturgical elements—music & singing—must also be understood as ritual. Perceiving
worship music in the context of ritual provides a fundamental hermeneutic for deriving

historical theology and spiritual identity. To music we will now turn.

Music and Meaning
Musicology has an important role in this methodology. We must consider many
aspects of musicology, including: music as ritual, the phenomenological effect of music
upon the listener, the locus of meaning in music, and the theological nature of music in
the liturgical context. These fields of music point the research toward an
“ethnotheomusicology” of Blacks and Whites, articulating how the music affects
worshipers, how they construct meaning around the musical experience, and how music

in worship ultimately contributes to, and even shapes, spiritual identity.

Music as Ritual
In the Seventh-day Adventist liturgy, making music is a ritual act, for it signifies
worship. To praise God in song is to say more than words of praise. “He who sings, prays
twice.”'?! As religious ritual, worship music receives and conveys meaning, as much as

an act of prayer. Ellen White asserts, “Singing, as a part of religious service, is as much

121 This saying has been erroneously attributed to Augustine of Hippo. This saying does not exist
in his writings, though he did say something similar: “For he that singeth praise, not only praiseth, but only
praiseth with gladness: he that singeth praise, not only singeth, but also loveth him of whom he singeth. In
praise, there is the speaking forth of one confessing; in singing, the affection of one loving.” Augustine
Exposition on the Book of Psalms, Nicene and Post-Nicene Fathers, series 1, vol. 8, edited by Philip Schaff
(New York: Christian Literature Publishing, 1886), Psalm 73:1.
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an act of worship as is prayer.”*?? Similarly, as Catholic priests often say at the beginning
of Mass, following the processional hymn: “Let us continue our prayer.”%3

Music in worship is also something more than bowed prayer or celebratory praise.
It is not meant to be merely a piece of literature, as poetic texts or composed scores.
Rather, it is a work of art. It performs what it means. In music, performance and meaning
co-reside. For example, consider a portion of Psalm 23. Read the following text, silently,
as you have been reading this chapter:

The Lord is my shepherd;

I shall not want.

He maketh me to lie down in green pastures:
He leadeth me beside the still waters.

He restoreth my soul:

He leadeth me in the paths of righteousness
For his name’s sake.

When one reads silently, one often misses the possible meanings when the text is
read aloud. In my teaching a course on worship, | have heard several students comment
on how one of the Pauline Epistles “came alive” when he heard an actor recite an entire
book from memory, performed with feeling and energy. The performance of Scripture
communicates meaning beyond the mere definitions and syntax of words.

Read the text again, out loud. Perform it. Read it with meaning and feeling. Did it
sound different? Did it communicate meaning differently? The recitation of Scripture

invites passionate performance for a greater conveyance of meaning. Read aloud and

122 Ellen G. White, Patriarchs and Prophets or the Great Controversy Between Good and Evil as
Illustrated in the Lives of Holy Men of Old (Oakland, CA: Pacific Press, 1890), 594.

123 | have been enriched by the spirit of prayer fostered by the numerous priests with whom | have
ministered over the past ten years as a musician in the Roman Catholic Church.
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with feeling, Psalm 23 is a succession of sensations, a significance exceeding cognitive
recognition, and yet still communicating.

Ritual performance, including the performance of music, communicates
symbolically. “Non-verbal dimensions” must be considered alongside written texts.
Liturgical historiography values written texts, including prayer books and hymn texts.
However, the discipline has tended to be overly-focused on texts. While liturgical texts
give a record of what may have been said, they are too fragmentary as to what was done.
Today, in various Christian denominations, | have witnessed pastors, priests, and
congregations not say what was printed in a prayer book, bulletin, and hymnal. These
printed sources do not accurately portray what was actually performed. Searle further
stated that “while it is possible to reconstruct the beliefs of a community on the basis of
their fragmentary verbal expression in the rite, it is more important to trace the trajectory
of the ritual doing and to ask, not what is being said, but what is being done.”?*

Don Saliers provides keen insights into the role of music as ritual in Christian
worship. He suggests that music communicates in “non-discursive symbolism,”1%
expressing the “verbally inexpressible.”'?® Saliers effectively demonstrates how music
embodies and symbolically conveys meaning through ritual: “Music is intimately related
to the narrative quality of human experience, presenting our temporality in symbolic

form, but always bodily perceived through the senses. Ritual contexts activate the

124 Emphasis his. Searle, “Ritual,” 57.

125 Don Saliers, Music and Theology (Nashville: Abingdon Press, 2007), 6. Saliers is Emeritus
Professor of Theology and Worship at Candler School of Theology, Emory University, Atlanta, GA.

126 galiers, Music and Theology, 9.
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formative and expressive power of sound with respect to the deep patterning of human
affections.”?’

Saliers further articulates the connection between music, spirituality, and ritual:
“Music confers upon human language addressed to God the appropriate silence and
mystery required by prayer. Music is the language of the soul made audible especially as
music is the performative mode of the prayer and ritual engagement of a community.”*?8
Saliers echoes the essence of Paul’s message in the parallel passages of Colossians 3:16
and Ephesians 5:18-19. “Let the word of Christ richly dwell within you, with all wisdom
teaching and admonishing one another with psalms and hymns and spiritual songs,
singing with thankfulness in your hearts to God”” (New American Standard Bible
[NASB]). Paul reiterated his point more musically in Ephesians 3:19: “Singing and
making melody with your heart to the Lord” (NASB). Music embodies the communal
ritual act of expressing worship—both reason and affection—toward God. “Whether
around campfires, in fields of harvest, or in temples and churches, the communal act of
singing has formed and expressed deep human emotions.”*?® Because music expresses
worship through thoughts and emotions, congregational music holds a place of
significance in the spiritual identity of the worshipers.

Richard Crawford, an American hymnologist, writes how early American

Protestant sacred music carried meaning: “A piece of music [. . .] accumulates impact

127 saliers, Music and Theology, 7.
128 |bid., 4.

129 1hid., 5.
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over time not because it changes itself, but because it stores more and deeper cultural
meanings for those who sing and hear it.”**° Crawford goes on to indicate four ways
congregational singing contributes to the spiritual life of the worshiper. | have separated
the paragraph into numbered points; after each | give an explanation.3!

1. “Usually cast in rhymed meter, the stylized form of a psalm- or hymn-tune’s text
makes it easy to remember and separates it from other kinds of verbal
communication.”

Poetic meter is the basic rhythmic structure of a verse of text. For example,
iambic tetrameter indicates that the accent or rhythm of the meter is da-DUM, equaling
one metrical foot. One iamb equals two syllables. Tetrameter means four iambic feet: da-
DUM, da-DUM, da-DUM, da-DUM. Tetrameter equals eight syllables. The second
official Seventh-day Adventist hymnal, The Seventh-day Adventist Hymn and Tune Book
for Use in Divine Worship, commonly known as Hymns and Tunes (HT),*3 begins with a
hymn for worship, “O Thou Who Dwellest Up on High,” set to the melody named OLD
HUNDREDTH. The following is stanza three:

O bless us as we meet today,

While unto thee we sing and pray;
O bless the word of truth we hear,
And to each heart be very near.'®

130 Richard Crawford, “Preface,” in The Core Repertory of Early American Psalmody, ed. Richard
Crawford, Recent Researches in American Music, vol. X1 and XII (Madison, WI: A-R Editions, 1984), ix.
Crawford’s immediate context addresses early American Protestant sacred music, congregational singing,
and more specifically, psalmody.

131 Each of the points come from the same location: Crawford, “Preface,” Early American
Psalmody, ix.

132 The Seventh-day Adventist Hymn and Tune Book for Use in Divine Worship (HT) (Battle
Creek, MI: Review and Herald Publishing House, 1886).

133 HT, 1, stanza 3.
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The text has a rhyme scheme of AABB: day/pray, hear/near. Set in Long Meter, each
poetic line comprises eight syllables. Hymnologists notate this as Long Meter (LM)
(8.8.8.8). One may pair this LM hymn with many LM tunes, beyond OLD
HUNDREDTH. The regular rhythm and rhyme scheme make this text easy to remember.
Additionally, as Crawford points out, people do not speak in this manner, which
immediately sets apart hymn texts from other kinds of verbal communication.

2. “Setto atune and sung, the text draws added impact from the music, which both
governs the tempo and helps to establish and intensify a mood.”

The sound waves of music set music apart from other types of ritual. The tune and
accompaniment contribute to the emotion of the worship environment more than does
most spoken words. More will be said about the effect of music upon the worshiper in the
next section. This phenomenological nature of music as it relates to worship must not be
overlooked,*®* particularly how diverse congregations embody and codify meaning. The
sounds of music—melody, harmony, rhythm, tempo, volume, and timbre—add sonic
meaning to the words of a song. Music deepens the meaning of the text. The mood of the
words, “Amazing grace, how sweet the sound,” has been greatly established and
intensified through its common pairing with the tune NEW BRITAIN.

3. “Sung by a group, the music creates a strong, if temporary, community of shared
purpose; as words flow in measured pace from many lips, they release meanings
to feel and to ponder.”

Point three builds upon point two. As the religious community gathers to sing to

God, the tempo (or speed) of the music keeps congregational participants unified. A

134 One can overlook it, but at the peril of misunderstanding the phenomenological nature of music
relating to worship.
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shared tempo establishes order, creates community, and unifies the assembly’s purpose
for worship.

When an individual engages in the true spirit of worship in the liturgy, every song
becomes a liminal event. The worshiper searches his/her conscience while singing words
of truth. Singing together creates communitas, a shared community of praise, petition,
and surrender. Worshipers share an emotional bond, engaging in a cognitive
transformational process, together pondering the significance of the words sung and the
meaning of their ritual action of singing. Singing in worship asserts the reality of the
worship object, namely, God. Through singing, worshipers not only experience
communitas with each other, but also with God, with whom they share the cognitive
process. Singing is horizontally and vertically relational.

4. “As part of religious ritual, a piece appears in a context of high significance to the
participants.”

Building from point three, Crawford asserts that singing is a part of religious
ritual. Congregational songs appear in high significance, because believers sing in
worship to God. The ritual significance of music endears the songs to the hearts of the
worshipers. Adventism views its Sabbath liturgy as significant, thereby leveraging the
congregational songs sung on Sabbath as a fundamental mode for instilling Adventist
spiritual identity. For example, the ritual of singing Second Coming hymns in the liturgy
contributes to the significance of the message in the experience of the worshipers. When
worshipers view the liturgy as important, they also view the components of the service to

be important.
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As significant ritual music, the aforementioned hymn, “O Thou Who Dwellest
Upon on High,” (mentioned above in point one), reveals a liturgical theology of the
service. For convenience, | again include the text for stanza three:

O bless us as we meet today,

While unto thee we sing and pray;
O bless the word of truth we hear,
And to each heart be very near.**®

Being placed at the beginning of HT, the text speaks both to the beginning of a Divine
Service and also to the entire worship to be sung throughout the hymnal. The text teaches
that the worshipers gather to the liturgy for singing, prayer, and hearing truth. Most of all,
by singing the hymn, the worshipers seek to draw comfort by acknowledging God’s
presence as they sing. The ritual act of singing this hymn intensifies the theology of the
text.

Songs of experience become embedded into the spiritual identity of the worshiper.
Dirk Ellis, citing hymnologists Harry Eskew and Hugh McElrath, points out that “a
significant portion of what Christians believe is ‘formulated [more] by singing hymns
than by preaching or Bible study.’”*% Ellis adds further: “there exists a close connection
between what a church and its people believe, and in time become, and what they

sing.”**” Ray Crozier indicates that social groups establish normative preferences that

15 HT, 1, stanza 3.

136 Harry Eskew and Hugh T. McElrath, Sing with Understanding: An Introduction to Christian
Hymnology (Nashville: Church Street Press, 1995), 63; Dirk R. Ellis, “The Relationship Between Liturgical
Practice and Spirituality in the Church of the Nazarene with Special Reference to John Wesley’s Doctrine
of Christian Perfection” (PhD Diss, Andrews University, 2012), 577-78.

137 Ellis, “The Relationship between Liturgical Practice and Spirituality,” 578.
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contribute to a sense of identity. “Musical preferences have considerable implications for
personal and social identity,” as a result of which, the musical preference provides
security of deep identification with those who share the same convictions.!3 The ritual
experience of music plays an important role in establishing the spiritual identity of the
worshiper.

We have established that music carries ritual significance in the Adventist
worship. This meaning deepens when coupled with the emotional effect of music.
Richard Crawford makes a fifth point regarding Protestant congregational song:

5. “When repeated again and again [. . .] a sacred piece can store and focus the
singers’ and listeners’ emotional experience, which then stands ready to be tapped
and, perhaps, also changed and enriched by the next repetition.”

During the ritual of music, a dynamic process occurs. This process influences the
interpretation and conveyance of meaning. This is the objective psychophysiological

effect of music in religious ritual.

Obijective Psychophysiological Effect of Music
Many experience a wide range of emotions during music in worship. Many
witness the pull of music to begin tapping toes or clapping. The question is, “What is
music’s effect upon, and interpretation by, the listeners? In what way does music affect
the listeners? How does this impact the listeners’ interpretation? How do preconceived
theologies impact music’s effect? Answers to these questions point toward a dynamic

relationship between musical effect, theology, and spirituality.

138 W. Ray Crozier, “Music and Social Influence,” in The Social Psychology of Music, ed. David J.
Hargreaves and Adrian C. North (New York: Oxford University Press, 1997), 72-73.
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The musical effect upon the person—intellectually, physically, and emotionally—
must be considered, for, principally speaking, music is not to be seen in a score, but to be
heard with the ears and felt with the body. Jeremy Begbie posits, “Musical practice is
inescapably bodily. . . . Our own physical, physiological and neurological make-up
mediates and shapes the production and experience of sound to a very high degree.”*®
He further argues that “musical experience as embodied action” contains and informs
theology.4°

In Chapter 1, | defined music as organized sound in time. Sound waves and
human bodies are observable phenomena. Therefore, researchers can study music for a
baseline of objective psychophysiological effect upon the listener. Jayne Standley
conducted research on 129 human conditions,**! observing the effect of music upon
persons in those conditions. Standley found notable effects of music upon patients
through behavioral observations and physiological measures, however, “self-reports by

patients indicate[d] less of an effect of music.”**? These findings are significant, for often

139 Emphasis his. Jeremy Begbie, Theology, Music and Time, Cambridge Studies in Christian
Doctrine, ed. Colin Gunton and Daniel W. Hardy (Cambridge: Cambridge University Press, 2000), 15.
Begbie is a systematic theologian and research professor at Duke University.

140 Begbie, Theology, Music and Time, 19.

141 Some examples of these variables include: podiatric pain, paediatric respiration, pulse, use of
analgesia, blood pressure, grasp strength, headache pain intensity, and length of labor during childbirth.

142 Cited in Leslie Bunt, “Clinical and Therapeutic Uses of Music,” in The Social Psychology of
Music, ed. David J. Hargreaves and Adrian C. North (New York: Oxford University Press, 1997), 258-9.
Also of note, Standley found pre-recorded music to be less effective than live music. The implications for
this are important for worship ministry, though they extend beyond the scope of this study. By inference,
live music is more effective upon worshipers than tracks for solo music and congregational singing. The
live musician is able to “adapt the music in line with patient needs.” The music experienced on Sabbath
contributes toward spiritual healing, but physical healing as well.
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listeners do not know they are manifesting observable and measurable effects of music.
On the other hand, the study indicates the significant role the mental processes play in the
perceived effects of music. This role is not limited to the subjectivity of meaning
constructed by the listener. Later in this section, we will return to the role of cognition
and how it relates to the psychophysiological effect of music.

The psychophysiological effect of music contributes to the methodology of
interpreting liturgical theology. This methodology allows the researcher to consider what
people do and feel in worship,*® suggesting why worshipers construct the meaning they
do, and giving cues toward interpreting theology and spirituality.

By its very nature, composers—from Palestrina to Bach, from Frank Belden to
Thomas Dorsey—design music to affect the listener emotionally, physically, and
intellectually. Lilianne Doukhan indicates that many elements of music affect humanity,
such as timbre, tempo, volume, texture, and more. However, due to their prominence in
much of Protestant American music, Doukhan focuses her discussion on melody,
harmony, and rhythm.'** However, considering the musical elements from a transcultural,
non-Western perspective, Alice Parker stresses that melody and rhythm (not harmony)
are “intrinsic to human beings,” leaving harmony and polyrhythm to be subsets of

melody and rhythm.#> Due to the nature of melody and rhythm, these elements affect

143 John Sloboda, Exploring the Musical Mind: Cognition, Emotion, Ability, Function (New York:
Oxford University Press, 2005), 345.

144 Melody is the horizontal organization of music, such as in a hymn tune. Harmony is the vertical
organization of music, such as in two voices sounding together. Rhythm is the organizing of sound into
groupings of beat, meter, and accentuation. Doukhan, In Tune with God, 21-27.

145 Alice Parker, The Anatomy of Melody: Exploring the Single Line of Song (Chicago: GIA
Publications, 2006), xv; Paul Hindemith, The Craft of Musical Composition, trans. Arthur Mendel, rev. ed.,
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humanity at an intrinsic, basic level. Broadly speaking, harmony and rhythm are no less
significant than melody in how they phenomenologically affect the listener. Doukhan
stresses, “It is a general assumption that the emotional impact of music resides in the
particular qualities of melody. In reality, harmony and rhythm [. . .] play a much more
important role when it comes to touching our emotions.”4

While not negating the important role of melody, the historical development of
American music reveals an intensification of the emotional influence of harmony and
rhythm. This effect of music plays an important role in the historiography of this study.
Chapters 4-6 demonstrate that over time, Adventist worship music expression adopted the
prevailing Western musical subsets of harmony and an increased emphasis on rhythm
through the predominant liturgical usage of nineteenth century gospel hymnody and later
musical styles. Melody and rhythm dominated the hymnody of the nineteenth century, as
seen in the extant records of White and Black spirituals. With the publication of Hymns
for Those Who Keep the Commandments of God and the Faith of Jesus in 1855,'4’ James
White encouraged an Adventist expression of piety through harmony, as this was the first

Adventist hymnal with musical notation.!#® Thereafter, Adventist liturgical music

vol. 1 (New York: Associate Music Publishers, 1945), 175. Kostka and Payne begin their textbook, Tonal
Harmony, with these words: “One thing that distinguishes Western art music from many other kinds of
music is its emphasis on harmony.” Stefan Kostka and Dorothy Payne, Tonal Harmony: With an
Introduction to Twentieth-Century Music, 4th ed. (New York: McGraw-Hill, 2000), xi.

146 Doukhan, In Tune with God, 21.

147 James S. White, ed. Hymns for Those Who Keep the Commandments of God and the Faith of
Jesus, (Rochester, NY: The Advent Review Office, 1855).

148 Adventists sang in harmony prior to this publication, but the singers improvised the harmony.
Chapter 4 includes a historical example of this.
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fostered the organic elements of music—melody and rhythm—and the subset of
harmony, explicitly in the notation. More importantly, however, as Protestant
congregational music evolved in the late nineteenth century, the intrinsic element of
rhythm began to take a more prominent role in gospel hymnody. American music further
took shape in the styles of blues, jazz, and Black gospel, espousing the subsets of
harmony and polyrhythm. In American worship, the intrinsic elements of melody and
rhythm gave way to an increasing predominance of harmonic and polyrhythmic
expressions.

Having considered the importance that melody, harmony, and rhythm play in the
history of American and Adventist worship music, let us examine further the nature of
melody, harmony, and rhythm.

The impact of melody should not be overlooked. “When we listen to music, what
we perceive as a tune is simply a succession of separate tones; it is we who make it into a
continuous melody.”**® The memory of meaning created in the sequence of melody
impacts the worshiper. Brian Wren agrees, saying, “Evidently, the tune has its own work
to do, not independently of its lyric, but autonomously in relation to it.”**® Fred Pratt
Green poetically captured the contribution of music in worship when he wrote, “When in
Our Music God is Glorified”:

How oft, in making music, we have found
A new dimension in the world of sound,

149 Anthony Storr, Music and the Mind (New York: The Free Press, 1992), 170.

150 Brian Wren, Praying Twice: The Music and Words of Congregational Song (Louisville, KY:
Westminster John Knox Press, 2000), 68.
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As worship moved us to a more profound
Alleluial®!

Music, particularly hymn tunes, bring a realm of meaning beyond what the hymn texts
offer, emotionally affecting the worshiper. “It is inadequate to regard the tunes we sing
merely as a means of vocalizing their lyrics.”*>2 Rather, Brian Wren argues,
congregational song “is an indispensable component of Christian public worship.”*>

Harmony also affects the emotions. The intervallic relationship of pitches forming
harmony create degrees of consonance and/or dissonance. Composer Paul Hindemith
conceptualized harmony as a spectrum from the extremely consonant to the extremely
dissonant, understood as “harmonic fluctuation.”*>* His degrees of harmonic tension
teach a hierarchy of tension and relaxation created by a progression of pitches sounding
together. These degrees of harmonic fluctuation form “pleasant, agreeable sounds,” or
“unpleasant, distressing sounds,” becoming “associated with relaxation and closure” or
“with forward movement and tension,” bringing “structure and organization to the
music.”1®

Among the three musical elements, rhythm holds the potential to affect humanity

the most. In the 1930s, Carl E. Seashore conducted clinical studies on the effects of

151 The Seventh-day Adventist Hymnal (Hagerstown, MD: Review and Herald Publishing
Association, 1985), 32:2.

152 Wren, Praying Twice, 69.
153 Wren, Praying Twice, 97.
154 Hindemith, The Craft of Musical Composition, 115-120.

155 Doukhan, In Tune with God, 22.
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music, long before the advent of rock and roll.**® Seashore found that rhythm had a
psychophysiological affect upon the listener:

[Rhythm] affects the circulation, respiration, and all the secretions of the body in such
a way as to arouse agreeable feeling. Herein we find the groundwork of emotion; for
rhythm, whether in perception or in action, is emotional when highly developed, and
results in response of the whole organism to its pulsations. Such organic pulsations
and secretions are the physical counterpart of emotion.*>’

Rhythm is like the foundation for the construction of a musical edifice. The advance team
has prepared the site for the project, laying the groundwork of emotion. Furthermore,
Seashore argued, rhythm stimulates and excites:

Pronounced rhythm brings on a feeling of elation which not infrequently results in a
mild form of ecstasy or absent-mindedness, a loss of consciousness of the
environment. It excites, and it makes us insensible to the excitation, giving the feeling
of being lulled.*®®

Seashore followed this by giving an example of a waltz dance:

[Music] starts the organic, rhythmic movements of the body the moment it is heard,
and one is drawn, as it were, enticingly into the conventional movements of the
dance. But no sooner is this done, in the true enjoyment of the dance, than one
becomes oblivious to intellectual pursuits, launches himself, as it were, upon the
carrying measures, feels the satisfaction of congenial partnership, graceful step,
freedom of movement—action without any object other than the pleasure in the
action itself. There comes a sort of autointoxication from the stimulating effect of the

156 While valuable in its own right, Seashore’s research reveals the type of scientific inquiry being
made concerning music in the first half of the twentieth century, the period of examination in Chapters 5
and 6 of this study.

157 Carl E. Seashore, Psychology of Music (New York: McGraw-Hill Book Company, 1938), 143-
44,

158 Seashore, Psychology of Music, 142.
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music and the successful self-expression in balanced movements sustained by that
music and its associations.*®

The early research of Carl Seashore foreshadowed the complex findings of
contemporary research. Music, rhythm in particular, affects and even elicits emotions and
physical response. As Carroll Pratt said, “Music sounds the way moods feel.”1%

Music affects the listeners in a given setting. However, the basal emotional effect
becomes difficult to quantify, due to the multitude of interpretations. In my course on
church music, | conduct an experiment with my students to determine the multiplicity of
effect and meaning in a given listening example. | observe a diversity of responses: some
students smile, nod their head in time with the rhythm, or clap their hands; other students
respond to the same piece of music with inquisitive looks, arms crossed, even furrowed
brows, indicating displeasure. My experience parallels that of Doukhan:

As | play the various excerpts of music, the students all react in some way to the
music, but they do so in very different ways. Their interpretations may vary
considerably, according to the basic mood of the music, or the students may not be
sensitive to or touched by the music at all. What for some feels invigorating or
transcendent, comes across as boring or uninspiring to others. %

Music has a psychophysiological affect upon humanity, but to what extent
depends on the listener’s interpretation and construction of meaning. Two primary

schools of thought exist regarding music and its effect. The “cognitivist” school views

159 Seashore, Psychology of Music, 142-43.

160 Carroll C. Pratt, The Meaning of Music: A Study in Psychological Aesthetics (New York:
McGraw-Hill Book Company, 1931), 203. “Carroll Pratt’s remark about music sounding the way that
moods feel, for instance, now seems apter than ever.” Aaron Ridley, Music, Value and the Passions (Ithaca,
NY: Cornell University Press, 1995), 139.

161 Doukhan, In Tune with God, 38. Emphasis hers.

100



music as “expressing” emotions without “inducing” them. The “emotivist” school holds
that music causes emotions.'®? Donald Hodges’ survey of the literature reveals that more
empirical studies support the emotivist position, though “researchers have not adequately
distinguished between emotion and mood, and have not dealt with serious
methodological [and even philosophical] shortcomings.”%2

John Sloboda, Emeritus Professor of Psychology at Keele University and
internationally renowned scholar of the psychology of music, lumps Hodges in the
emotivist school, calling it the “pharmaceutical” model. He reasons, “Can we choose
what mental processes to engage during some musical activity? If we cannot, then there
is the possibility of a rather simple approach to the psychology of music. Each type of
music will have a particular mental effect on a person, just as a particular drug will have a
reliable effect on human physiology.”®* He posits that the pharmaceutical model is
“hopelessly inadequate,” suggesting one can intellectually approach a musical encounter
in a number of ways:

1. | can pay no attention to the music at all, and pursue my own thoughts, memories,
and fantasies.

162 Isabelle Peretz, “Towards a Neurobiology of Musical Emotions,” in Handbook of Music and
Emotion: Theory, Research, Applications, ed. Patrik N. Juslin and John A. Sloboda (New York: Oxford
University Press, 2010), 99.

163 Donald A. Hodges, “Psychophysiological Measures,” in Handbook of Music and Emotion:
Theory, Research, Applications, ed. Patrik N. Juslin and John A. Sloboda (New York: Oxford University
Press, 2010), 297. Juslin et al. propose a theoretical framework that seeks to address the impasse that
includes cognitive appraisal and psychological induction mechanisms, including: brain stem reflexes,
evaluative condition, emotional contagion, visual imagery, episodic memory, and musical expectancy.
Patrik N. Juslin et al., “How Does Music Evoke Emotions? Exploring the Underlying Mechanisms,” in
Handbook of Music and Emotion: Theory, Research, Applications, ed. John A. Sloboda and Patrik N. Juslin
(New York: Oxford University Press, 2010), 605-42.

164 Sloboda, Exploring the Musical Mind, 346.
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2. | can derive personal associations to the music. [. . .]

3. | can exercise an analytic or critical faculty with respect to some aspect of the
music. [. . .]

4. | can engage with the music in a non-analytic, contemplative mode, in which,
while being attentive to it, I am not focusing on any particular event, or making
specific judgements [sic]. | am “letting the music wash over me”.

5. | can engage with the music by attending to the relationship between myself and
others also engaged in the music.6®

Sloboda’s list demonstrates that humans are not robotic computers with 1°s and 0’s of
on—off switches. Sound waves enter the ear, and the brain’s cognitive processes engage
with them in a multiplicity of ways. From this list, Sloboda argues that cognition can
override the psychophysiological effects of music. And yet Sloboda makes room for the
pharmaceutical approach. He explicitly states that some emotional states are caused by
music:

It seems clear that there are at least some musically generated affective states which
are not simply triggered through association to previously experienced instances of
the same or similar music. Music has some inherent characteristics which promote
affective responses.®

His points resonate with the research of Isabelle Peretz, a specialist at the
University of Montreal in the neurocognition of music. She demonstrates that lower-level
reasoning (emotion) of the subcortical route of the brain indicates music can cause
affective states as seen through the startle reflex, sensory dissonance, and a combination

of the two.®” Through her innovative brain lesion study involving handicapped

165 Sloboda, Exploring the Musical Mind, 346.
166 1bid., 355.
187 peretz, “Towards a Neurobiology of Musical Emotions,” 106-10. Peretz notes that when

listening to scary music, like that used in horror films, a multiplicity of factors affect perception, all of
which require the role of the amygdala. When listening to only the sound recording, this music could be
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patients, 68 Peretz is able to target areas of the brain that brain imaging cannot. She
demonstrates that cortical functions, the region of the brain responsible for higher-level
reasoning (cognition), “are key brain systems in the emotional cortical circuit subserving
musical emotions.”*%® This means that music causes basic emotions, like happiness,
sadness, anger, and fear.

However, in healthy brains the emotive function works in tandem with the
cognitive processes. Sloboda relates this reality to contemplative worship:

It is necessary to mentally instruct oneself to forget where the music comes from, to
forget one’s associations to it, to forget whether one likes it or not, and simply let it
work its effect. There is a strong element in worship of quieting one’s own inner
voices to “let God speak”. This is often expressed as a subjugation of one’s own will
and inclinations to God’s. Precisely because music does have such strong personal
associations, but also of its own nature evokes emotional responses which may be
quite at variance with one’s personal predispositions towards it, there is a clear sense
in which the contemplation of music embodies the particular challenge to “self” that
marks out contemplative worship.1"

startling, but may not elicit fear. When coupled with the visual cues of a horror film, the music elicits fear
in the listener. Many factors contribute to the extent to which this particular music affects the listener.
However, “It remains to be determined if involvement of the amygdala precedes or follows a cortical
perceptual relay. To this aim, one would need to specify the nature of the musical features that may express
danger from music. [. . .] Dissonance, rhythmic irregularities, and expectancies, are elaborate musical
features that may require cortical mediation. It remains possible that the amygdala could be triggered by
coarser acoustical features, such as high-spectral sounds, highly dynamic sounds, or highly unpredictable
sounds.” Ibid., 110. While scary music likely elicits specific emotions in the listener, this study does not
venture into the exotic, unusual, or scary. The worship atmosphere of Adventist liturgy typically espouses
more predictability, serenity, and contemplation. Even still, Peretz’ research opens new possibilities for
interpretation of the unusual or exotic in liturgical style.

188 Only through brain lesions, a type of brain damage that turns off specific neurological function,
can causation of music on brain region be tested. Peretz argues that this is a major weakness in brain
imaging techniques, because the cortical and subcortical systems cannot be mechanically unlinked without
lesions. Peretz, “Towards a Neurobiology of Musical Emotions,” 105-106, 114.

169 Peretz, “Towards a Neurobiology of Musical Emotions,” 113.
170 Sloboda, Exploring the Musical Mind, 357. Italics his. All Christian worship could be

considered contemplative, since worshipers contemplate who God is and what He has done through the
various liturgical acts.
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For most worshipers, music does not simply have an objective psychophysiological effect
upon the listener. The listener’s own cognitive function also subjectively influences the
extent to which the music has a psychophysiological effect.

Sloboda’s reasoning and Peretz’ neurological evidence pave a middle way. Room
must be given to the phenomenological nature of music and its psychophysiological
effect upon the listener. This effect of music must not preclude the power of the cognitive
faculties which may govern and, in many cases, override the psychophysiological. A
dynamic relationship exists between cognition and emotion, both of which interact
simultaneously in liturgical music.

This middle way harmonizes with “construction theory,” which essentially argues
that the human brain is “born knowing” how to create patterns out of life’s multiplicity of
stimuli. Such is the case with language. An infant immediately begins seeking to
construct meaning from the words her parents speak to her. As in music, the sound waves
enter the ear, are converted to neural signals to the brain, and cause a
psychophysiological affect. The brain immediately begins constructing meaning to these
sensations, seeking a sense of structure and pattern. Much more than the pharmaceutical
model, construction theory allows for variance of perception of music between listeners
based on musical experience, age, and background, and allows for cultural differences in
music. “Construction theory therefore allows a better theoretical fit between music

perception research and ethnomusicology.”"

11 Harold Fiske and Jack Heller, “Music Psychology,” Grove Music Online. Oxford Music
Online, accessed December 14, 2017, http://www.oxfordmusiconline.com/subscriber/article/grove/music
/A2267271. Fiske and Heller refer to this type of construction theory as “hard construction theory.” In
contrast, soft construction theory “assumes invariant processing across all listeners regardless of musical
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An extensive study of the effect of music upon mood was conducted by Walter
van Dyke Bingham, from 1920 to 1923. The study investigated 20,000 persons who
reported the effects produced on their moods caused by a variety of 290 recordings of
vocal and instrumental musical compositions. The study found that “a musical
composition not only produces a mood change in the listener, but that it also induces a
markedly uniform mood in a large majority of the members of an audience.”*’?> How does
one harmonize this with construction theory? Does the effect of music override the
construction of meaning created by the individual? No, not if Peretz’ research is correct.
The effect of music resides in the dynamic interplay of cognition and emotion. The large
quantity of 20,000 individual test subjects confirms a shared constructed meaning and
psychophysiological effect. Within a shared culture today, 20,000 individuals could
gather for a Rolling Stones concert. At such a concert, the “emotional connotations of
musical stimuli are consistent and predictable.”*”® The emotional effect of music is
consistent and predictable within a shared culture. Even within a multi-cultural worship

service, there are shared understandings of music. “Music not only expresses emotion

culture.” Soft construction theory comes very close to the behaviorist or pharmaceutical model.

172 Max Schoen, The Psychology of Music: A Survey for Teacher and Musician (New York: The
Ronald Press Company, 1940), 89; Leonard Gilman and Frances Paperte, “Music as a Psychotherapeutic
Agent,” in Music and Your Emotions: A Practical Guide to Music Selections Associated with Desired
Emotional Responses, ed. Emil A. Gutheil (New York: Liveright, 1952), 31.

173 John A. Sloboda and Patrik N. Juslin, “At the Interface Between the Inner and Outer World:

Psychological Perspectives,” in Handbook of Music and Emotion: Theory, Research, Applications, ed. John
A. Sloboda and Patrik N. Juslin (New York: Oxford University Press, 2010), 81.
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that is perceived by listeners, it also evokes emotions in listeners.”*’* The emotional
effect of worship music is consistent and predictable in a common worship culture.

This predictability allows the present research to examine worship music patterns
and their relationship to spiritual identity, due to the marked similarity between differing
occurrences of weekly Sabbath services and the common worship culture in the various
churches. All worship music contexts are emotional, though these will be different
emotions. This complex interfacing of emotion and cognition includes the musical
phenomenon, the listener, and the environment or situation of the music.'”

Theology drives musical emotions significantly. “Musical emotions depend to a
considerable extent on the goals and motives of the listener.”1’® The listener approaches
the liturgy with certain a priori beliefs about what is to be experienced. Theological
presuppositions foster a cognitive process that simultaneously affects the emotive
domain, causing the worshiper to become emotionally intertwined with the experience.

In this research methodology, | am arguing that as a person experiences music in
worship, music affects the person physically, emotionally, and intellectually. While
experiencing the effect of music, the individual interprets and constructs meaning around
the physiological and psychological experience. This meaning derives from the
interpreted experience of the phenomenological effect of music upon the person,

additionally filtered through one’s personal history, culture, and life experience.

174 Sloboda and Juslin, “Interface,” 82.
175 1pid., 86.

176 1bid., 90.
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Now that we have explored the complexity of musical effect upon the listener, let

us look more closely at how the listener constructs meaning.

Music, Meaning, and Theology

“Music is a universal language,” used to be the saying of musicologists in the
1930s and 40s, presenting a “unified view of culture” that believed all cultures
understand music in the same way.’” This view does not take into account the
complexity and diversity of musical expression found throughout the world. The saying,
“Music is a language,” is a metaphor, comparing music to language. All metaphors have
truth to them, but not in every way. Doukhan argues that some have exaggerated the
metaphorical tie to language, misconstruing the true nature of music.'’® It is inadequate to
define music as only sound waves. As we will see, music is organized according to the
language of a particular culture.

Comparing music to language requires some nuance. A specific culture
understands and communicates through a particular musical language. In his seminal
work on ethnomusicology, Bruno Nettl says: “Music is one of the few universal cultural

phenomena, for no people is known which does not have some kind of music.”*"® Nettl

177 Bruno Nettl, The Study of Ethnomusicology: Twenty-Nine Issues and Concepts (Chicago:
University of Illinois Press, 1983), 36.

178 Doukhan, In Tune with God, 37-40. See also: Begbie, Theology, Music and Time, 20-28.

179 Bruno Nettl, Theory and Method in Ethnomusicology (London: The Free Press of Glencoe,
1964), 3. Nettl continues: “In spite of the great variety of musical styles the world over, there is enough
homogeneity in musical behavior to make identification of music as such possible and simple. Thus, it is
necessary for anthropologist, if he is to be fully informed about a particular culture, to know also something
about the musical behavior of the people.”
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observes that cultures use music for “communicating with the supernatural,” in “religious
worship,” for “aesthetic enjoyment,” and “emotional expression.”*8 He further asserts,
“Music is a cultural universal, it is not a universal language.”*®* Music is found in every
culture, however an individual does not understand every culture’s music.

Music speaks the particular language of its culture. Every culture has language.
Chinese may be spoken in the United States, but it does not mean that all Americans will
understand the language. Its sound waves enter the ear, but if the listener does not know
the language, it sounds like noise, or at least as organized patterns of sound the listener
cannot decipher. All the elements of music possess “cultural flavor.” Composers create
melodic patterns, “shaped according to the scale patterns” of a given culture.'® As a
person grows accustomed to cultural language, the brain creates an emotional connection
to the music, leaving a lasting memory in the listener.

Style is the way the elements of music (including melody, harmony, and rhythm)
interact. The genres of Baroque, Classical, Blues, and even the multiplicity of streams of

hymnody each possess unique stylistic-cultural languages.'8® One may be fluent in

180 Bruno Nettl. “Music.” Grove Music Online. Oxford Music Online, accessed December 14,
2017, http://www.oxfordmusiconline.com/subscriber/article/grove/music/40476.

181 Bruno Nettl, Excursions in World Music, 6th ed. (Upper Saddle River, NJ: Pearson, Prentice
Hall, 2012), 13.

182 «while Western melodies use the diatonic scale built on 12 equidistant semitones, Arabic and
Asian tunes use scales made of five or six tones within the octave (pentatonic and whole tone) and may
accommodate intervals smaller than the semitone.” Doukhan, In Tune with God, 21.

183 Such as Eskew and McElrath’s taxonomy of English nineteenth-century hymnody. Eskew and
McElrath, Sing with Understanding, 146, 148, 151, 160. Similarly, Michael Hawn has given seven streams
of contemporary congregational song since Vatican Il. C. Michael Hawn, “Introduction: Streams of Song,”
in New Songs of Celebration Render: Congregational Song in the Twenty-First Century, ed. C. Michael
Hawn (Chicago: GIA Publications, 2013), xxix-xxxiii. The multiplicity of streams illustrates the rich
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Classical music (Mozart, Haydn), but may not be able to communicate intelligibly with
Romantic music (Rossini, Chopin), even though they possess many similarities in style.
These styles belong to certain cultural groups and espouse the culture’s values.*®* Closer
to the paradigms of this study, the Black spirituals speak a different language than the
hymns of classical Protestant hymnody. The cultural language of Black and White
worship music must be considered as foundational to translating these modes of musical
communication to a shared meaning in the minds of the worshipers.

In other words, much of the meaning in music is subjective, based on personal
experience, history or background, and culture. Doukhan states, “Musical experiences
always happen in a context, and we naturally establish a connection—an association—
between the musical event and the environment in which it takes place.”®® These
associations reach beyond the immediate context of the musical event to the recesses of
the mind, making connections with multiple traces of memories.

As we seek to understand a musical language, consideration must be given to the
actual performing of music and the listening of music:

Music is primarily something human beings do, it contrasts with a very strong stream
in musicology that sees music as fundamentally about works, usually written down,
treated as self-contained objects that can be understood, to a large extent at any rate,
without thinking about what gave rise to them, the composer’s circumstances, the
way they have been interpreted, the way people react to them, and so on. The work, in

diversity of musical worship expression among the broad Christian tradition.

184 «“Music at its very core is a cultural phenomenon, a mirror of society.” Doukhan, In Tune with
God, 19.

185 Doukhan, In Tune with God, 65; Nettl, Theory and Method in Ethnomusicology, 3.

109



other words, is isolated from its context, past and present, and regarded as if it were
the “real” music.18®

More often than not, listeners of music in the pew do not consider the score of music or
the composer and background of the music.!8” When singing a hymn, congregants give a
cursory glance at the score in the hymnal, in order to simply know what to sing.

This discussion of examining the performative context and the experience of the
listener stems from the influential work of Jean-Jacques Nattiez, Music and Discourse:
Toward a Semiology of Music.'® Semiology is the study of signs, thus, in the case of
musical semiotics, it is the study of the meaning of the symbols of music, such as musical
notation, structures, and meaning through correlations. Musical semiotics has tended to
focus on the printed score and the experience of sound as it relates to the score.'® Many

styles of music do not have a score, but only have an oral tradition of composition and

186 Jeremy Begbie, Resounding Truth: Christian Wisdom in the World of Music, Engaging Culture,
ed. William A. Dyrness and Robert K. Johnston (Grand Rapids: Baker Academic, 2007), 39.
Ethnomusicology has followed this perspective in earnest. For a discussion on the development of the
discipline, see the following works, particularly the introduction sections by Helen Myers: Helen Myers,
ed. Ethnomusicology: An Introduction, The Norton/Grove Handbooks in Music (New York: W. W. Norton
and Company, 1992); Helen Myers, ed. Ethnomusicology: Historical and Regional Studies, The
Norton/Grove Handbooks in Music (New York: W. W. Norton and Company, 1993).

187 Beghie, Resounding Truth, 40-41.

188 Jean-Jacques Nattiez, Music and Discourse: Toward a Semiology of Music, trans. Carolyn
Abbate (Princeton, NJ: Princeton University Press, 1990); Maeve Louise Heaney, Music as Theology:
What Music Says about the Word, Princeton Theological Monograph Series, ed. K. C. Hanson et al.
(Eugene, OR: Pickwick Publications, 2012), 84-92; Jenefer Robinson, ed. Music and Meaning (Ithaca, NY':
Cornell University Press, 1997).

189 peter Kivy, Sound and Semblance: Reflections on Musical Representation (Princeton, NJ:
Princeton University Press, 1984); Eduard Hanslick, On the Musically Beautiful: A Contribution Towards
the Revision of the Aesthetics of Music, trans. Geoffrey Payzant (Indianapolis: Hackett Publishing
Company, 1986); Robert S. Hatten, Musical Meaning in Beethoven: Markedness, Correlation, and
Interpretation (Bloomington, IN: Indiana University Press, 1994).
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improvisation.'®® The work of Nattiez stands apart from other musical semiotics,
drawing on “the widest possible range of semiotic influences” that includes
ethnomusicological sources.'®! Nattiez advocates a three-part consideration to the
meaning of music: the historical background and purpose of the composer, the object of
music itself, and aesthetic experience of the performer and listener.'% Nattiez* work is
revolutionary to the field of semiotics and music, for he took a broader view of meaning.
Aniruddh Patel summarizes Nattiez well, when he states, “In this view, meaning exists
when perception of an object/event brings something to mind other than the object/event
itself. This definition stimulates systematic thinking about the variety of ways in which
music can be meaningful.””1%

To begin, we must understand the building blocks of semiology: subject and
object. In grammar, the object in a sentence is acted upon by the subject, such as, “Bach
composed a cantata.” Bach is the subject and cantata is the object. Bach acted on a
cantata by composing it. When dealing with psychophysiology in music, music has an
objective effect upon the listener, at the base emotional level:

Composition - Listener
(subject) (object)

190 Heaney, Music as Theology, 93.
191 Hatten, Musical Meaning, 300-301.
192 Nattiez, Semiology of Music, 10-17.

193 Emphasis his. Aniruddh D. Patel, Music, Language, and the Brain (New York: Oxford
University Press, 2008), 350.
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In this scenario, the musical composition has a subject matter comprised of sound waves,
structure, and style. The music here is the subject, for it acts upon the listener. There is an
objective psychophysiological effect at the subcortical level of the brain.

However, when entering the realm of meaning, the paradigm of subject/object
reverses. The listener constructs subjective meaning upon the object, music:

Composition < Listener
(object) (subject)

In this case, the human brain constructs patterns of meaning to interpret the stimuli of
music, a subjective construction. The listener brings to bear upon the musical event her
own subjective musical experience, age, and cultural background. These scenarios
happen often simultaneously, resulting in a dynamic interaction of both the composition
and the listener as subject/object.

Historically, composers have understood the meaning of their compositions to
flow from composer to the listener:

composer - composition - performers > listeners

This semioticist view places little emphasis on the listener’s personal role in constructing
subjective meaning. Viewing these four—composer, composition, performers, and
listeners—as activities—composing, performing, and listening—validates the active role
each actor makes in the construction of meaning. A multi-directional meaning exists
among the listeners and performers. The flow of meaning is not one-directional due to the
objective and subjective nature of music discussed earlier.

composer > composition <->  performer <> listener
(subject) (object) (subject) (subject)
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The composer approaches the compositional activity with her own subjective
experience, culture, and purpose, bringing it to bear on the composition (object).
Likewise, the performer renders the composition through her own subjective skill and
hermeneutic toward performance practice, as well as experience and culture. Similarly,
the listener brings his subjective experience and culture as she hears the performance in
the music event. Furthermore, the music may have an objective effect upon both the
performer and the listener, because the object, music, contains its own subject matter that
stands alone from the composer.

A common reality, however, is that for most listeners—and even many
performers—the composition (object), its historical background, cultural context and the
composer’s purpose are lost or forgotten:

composer —/— composition —/— performer <-> listener

With the passing of time and changes to society and cultures, meaning also changes or is
completely lost, since the relationship between a cultural group and the object of music
has changed or been forgotten. The listener and performer may even associate the music
with a completely different context than originally composed. This is observed with
George F. Root’s (1820-1895) “Tramp, Tramp, Tramp, the Boys are Marching,” a Civil
War march song. Today we sing the same tune to the words, “Jesus Loves the Little
Children.” Associations have been completely lost, yet the psychophysiology of the tune

continues to affect the listeners to movement and joy. Associations can also vary between
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two listeners.!® Thus meanings in music shift and are dynamic based upon history,
cultural, and personal experience.

This does not mean, however, that the historical context of the object, the intent of
the composer, and other semiological methods should be forgotten. George Root
collaborated with William Bradbury (1816-1868), the composer of “Jesus Loves Me,”
toward the advancement of the Sunday School movement of the late nineteenth century.
Root himself likely introduced his tune, “Tramp, Tramp, Tramp,” into the movement. In
time, the tune has lost the meaning of the Civil War, and today, the listener associates the
tune with “Jesus Loves the Little Children.” Though disassociated due to the passing of
time and change of culture, this tune has been intimately linked with children’s ministry
for over a hundred years. Musical meaning may be subjective, but it may be illuminated
by excavation and exegesis of its history.

The musical object deserves careful study and evaluation for meaning. Both
researchers and worshipers should consider the printed score, composer, performer, and
the performance event. The challenge remains, however, for the listener to understand the
composer and performer’s intent for meaning. Research demonstrates that “the messages
which artists attempt to communicate through their work are rarely recognized by the
perceiver.”!% Both musicians and congregants must put forth effort to communicate

authentically. The score and performance deserve attention by the listener to what the

194 «“None of this, of course, is to say that associative response is not for some listeners the only
form of affective response a musical experience can afford. It is merely to say that for other listeners other
kinds of response are possible.” Ridley, Music, Value and the Passions, 124.

195 Adrian C. North and David J. Hargreaves, “Experimental Aesthetics and Everyday Music

Listening,” in The Social Psychology of Music, ed. David J. Hargreaves and Adrian C. North (New York:
Oxford University Press, 1997), 92.
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composer and performer say, and not just what the listener thinks and feels about it.
When not carefully listening or studying the score, the listener loses important
opportunities for deeper understanding.

When the composer and performer—contextual purveyors of meaning—are
missing from the equation, it does not connote that only the listener’s subjective meaning
applies. Quite on the contrary, music continues to sound in the listener’s ear, creating a
psychophysiological effect. The cultural background and purpose with which the
composer created the music, plus the manner in which the performer rendered the
composition, contribute to the subject matter of the sound. In the words of Marshall
McLuhan, “The medium is the message.”2% It behooves the listener to seek an
understanding of the background and purpose of the music so as to nuance one’s
perception of the music.

The task of finding meaning in worship music is different from the scientific
inquiry of laboratory tests. Investigations of worship music cannot completely remove the
variable of culture. In the worship music setting, we do not want to remove culture, for
worship must always be contextualized.!®” The shared culture and the knowledge of the
musical language must be assumed to a certain extent. Christians who gather for worship
want to be there, want to be affected by the music, and believe the ritual music conveys

significance about their faith.

19 Marshall McLuhan, Understanding Media: The Extensions of Man (New York: Mentor, 1964),

197 Lutheran World Federation’s Study Team on Worship and Culture, “Nairobi Statement on
Worship and Culture: Contemporary Challenges and Opportunities,” 2-3.
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Therefore, in a worship setting, the dynamic meaning of music conveys an
“acoustical” theology.®® Descriptions found in letters, periodicals, and oral histories of
this research reveal conceptions of music and theology as manifest in the behavior of the
worshipers.® Brian Wren, renowned hymn writer, expands the conception of theology,
implying how music both communicates theology in sound, and may also help expand
the theological project in general:

Christian theology as reasoned enquiry hopes not merely to express and convey the
faith called forth by God’s self-disclosure [. . .] but to explore, discover, and know
more about it. If there are [nonverbal] ways of exploring, discovering, and knowing
[. . .] about God [. . .] they are doing theology, not merely expressing it, conveying it,
or doing non-theological work with theological implications.?%

Performers and worshipers alike “do theology” when they worship through music. “The
theologian/performer must engage in responsible pragmatic and moral evaluation of the
effects” of the music.?%* Furthermore, the worshiper in the pew must also be understood
as the theologian/performer, as she performs her music before the audience of One. In
this vein of thought, Christopher Small’s concept of “musicking” is helpful. “To music is

to take part, in any capacity, in a musical performance, whether by performing, by

198 saliers, Music and Theology, 21.

199 «One may construct formulations of the system of ideas about a concept and even a word by
observing relevant behaviour.” Nettl, “Music,” Grove Music Online, 2.

200 Wren, Praying Twice, 352. Much has been written on the relationship between music and
theology. Space does not allow for an exposition of these valuable works, though here | recommend a few:
Jeremy S. Begbie and Steven R. Guthrie, eds., Resonant Witness: Conversations between Music and
Theology (Grand Rapids: Eerdmans, 2011); Begbie, Resounding Truth; Paul Brainard, ed. Reflections on
the Sacred: A Musicological Perspective (New Haven, CT: Yale Institute of Sacred Music, Worship and
the Arts, 1994).

201 philip E. Stolzfus, Theology as Performance: Music, Aesthetics, and God in Modern Theology
(New York: T&T Clark, 2006), 251.
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listening, by rehearsing or practicing, by providing material for performance (what is
called composing), or by dancing.”2%

Mary McGann has helped pioneer the study of music in liturgy.?%® She affirms
that music in liturgy reveals theology. “Each [cultural] idiom is not only an acoustic/sonic
tradition, but a carrier of social customs, of ritual expectations, of spirituality, and of
cosmology.”?%* This theology resides not only in the texts of music, but also in the
compositional sound that complements the text, evoking thoughts and emotions in a
particular cultural context. This is music functioning as theology.

The methodology for finding meaning in music is complex. As a part of religious
ritual, music provides a mode of expression of beliefs, and also conveys meaning to the
worshipers. It promotes community, creating emotional connection to others and the
theology the songs declare. Music affects the worshipers emotionally, physically, and
intellectually. This effect may take place at the base emotional level, but is also nuanced

by higher reasoning. Music may cause the worshiper to have objective reactions to the

202 Christopher Small, Musicking: The Meanings of Performing and Listening (Middletown, CT:
Wesleyan University Press, 1998), 9.

203Nt that she has been the first, but she has articulated essentially a methodology that provided a
springboard for the one developed in this study. The namesake for this chapter and study, Worship Music
as Spiritual Identity also derived from her title. Mary E. McGann, Exploring Music as Worship and
Theology, American Essays in Liturgy, ed. Edward Foley (Collegeville, MN: Liturgical Press, 2002); Mary
McGann, “Interpreting the Ritual Role of Music in Christian Liturgical Practice” (PhD diss., Graduate
Theological Union, 1996). See also: Edward Foley, Ritual Music: Studies in Liturgical Musicology
(Beltsville, MD: The Pastoral Press, 1995); Philip V. Bohlman, Edith L. Blumhofer, and Maria M. Chow,
eds., Music in American Religious Experience (New York: Oxford University Press, 2006); Monique
Ingalls, ed. Christian Congregational Music: Performance, Identity and Experience (Burlington, VT:
Ashgate Publishing Company, 2013). Jon Michael Spencer has advocated “theomusicology” as a
designation for a “method for theologizing about the sacred, the secular, and the profane.” Jon Michael
Spencer, Theological Music: Introduction to Theomusicology (New York: Greenwood Press, 1991), 3. His
method goes beyond the liturgical context of this research, though his principle is the same: music reveals
theology.

204 McGann, Exploring Music as Worship and Theology, 9.
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music, but the worshiper also brings her a priori convictions of history, culture, and
personal experience to the music event. These background presuppositions inform the
effect of music, allowing the worshiper to construct meaning and associate it with the
music. As a signifier of meaning, music functions much like language, though understood
only within a cultural context. Thus, music provides a significant mode for expressing the
beliefs and spirituality of the worshipers within a particular context.

Let us now turn to liturgical theology to examine more fully how music in liturgy

manifests and shapes the beliefs of the worshipers.

Liturgical Theology
Theologia Prima

Consideration must be given to the liturgical and extra-liturgical texts that help
articulate the historical liturgical theology of Adventism during the period. From out of
these texts emerges the task in my methodology to discover the “consistent patterns of
thought and behavior found in racially diverse worship services and see how these
patterns affect the congregation [and denomination] as a whole.”?% These patterns of
acting/singing/thinking provide the liturgical theology which contributes to the overall
spiritual identity among worshipers.

Liturgical theology may be understood as “the theological work of the liturgical

assembly, not the work done by an academic upon liturgical material.”2% It begins with

205 Marti, Worship across the Racial Divide: Religious Music and the Multiracial Congregation, 9.

206 David W. Fagerberg, Theologia Prima: What is Liturgical Theology?, 2nd ed. (Chicago:
Hillenbrand Books, 2004), ix.
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the assumption that liturgy proclaims theology. Though not a theologian in the academic
sense, Ellen G. White keenly perceived this reality. She declared that “modes of worship”
reveal conceptions of God, the world, humanity, and even salvation.2” When Christians
gather for worship, modes of worship—Iiturgy—implicitly and explicitly embody
theology. The performance of Christian liturgy is a form of doing theology.

When Christians speak of theology, they often refer to the work done by scholars.
This discipline is considered theologia seconda, “second-level” theology, for it “concerns
itself with describing, analyzing, criticizing, and organizing the doctrines” of theology.?%®
In contrast, liturgy is understood as theologia prima, first-level theology, for it includes
the “actual living-out and personal practice of religion.”?%® A parishioner, even a child,
enacts theologia prima while singing praise or kneeling for prayer. For example,

kneeling, singing, keeping the Sabbath—all liturgical acts—"reflect the theology of the

207 <1t js Satan’s constant effort to misrepresent the character of God, the nature of sin, and the real
issues at stake in the great controversy. His sophistry lessens the obligation of the divine law and gives men
license to sin. At the same time he causes them to cherish false conceptions of God so that they regard Him
with fear and hate rather than with love. The cruelty inherent in his own character is attributed to the
Creator; it is embodied in systems of religion and expressed in modes of worship. Thus the minds of men
are blinded, and Satan secures them as his agents to war against God. By perverted conceptions of the
divine attributes, heathen nations were led to believe human sacrifices necessary to secure the favor of
Deity; and horrible cruelties have been perpetrated under the various forms of idolatry.” Ellen G. White,
The Great Controversy between Christ and Satan: The Conflict of the Ages in the Christian Dispensation
(Boise, ID: Pacific Press Publishing Association, 1911), 569; Karl Tsatalbasidis, “If the Foundations are
Destroyed, What Can the Righteous Do,” Adventists Affirm (Fall 2008): 57. Conceptions of God, the
world, and humanity are considered the first principles, or philosophical foundations for all knowledge.
Fernando Canale, “Philosophical Foundations and the Biblical Sanctuary,” Andrews University Seminary
Studies 36, no. 2 (Autumn 1998): 184-185.

208 Millard J. Erickson, Christian Theology, 2nd ed. (Grand Rapids: Baker Academic, 1998), 21.

209 Erickson, Christian Theology, 21.
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worshipers.”?1% Chronologically speaking, the worship of Christians reveals their first
expressions of theological thought.

Liturgical practices reveal an often “unreflected-upon” theology. A congregation
does not often purposefully reflect upon their worship actions, nonetheless, their actions
manifest theological meaning. Consider the unbeliever who comes into the Christian
worship experience, and falls on his face declaring, “God is here!” (1 Cor 14:24-25). The
unbeliever has not reflected on the deep theology he has just performed. However,
Scripture teaches that bowing before God is an act of worship (Ps 95:6). While the new
worshiper had not reflected upon his theology, his liturgy of bowing signified belief, a
theologia prima.

Some scholars, particularly Roman Catholics, take theologia prima to mean the
first source of theology, the locus theologicus. Aidan Kavanagh, late professor of
liturgical theology at the University of Notre Dame, believed that Christian theology had
fallen from theologia prima into theologia secunda, the formulation of theology by
means of reason and based upon written sources such as the Scriptures, not the actions of
the liturgy. He emphatically called the discipline, liturgical theology, for the subject,

liturgy, governs the object, theology—hence, liturgical theology.?!! Catholic theologians

210 pease, And Worship Him, 31, 42.

211 Aidan Kavanagh, On Liturgical Theology, The Hale Memorial Lectures of Seabury-Western
Theological Seminary, 1981 (Collegeville, MN: The Liturgical Press, 1992), 77.

120



view liturgical theology as normative for the “larger theological enterprise.”?? In this

Catholic model, praxis becomes the basis for theory.?!3

Lex Orandi Lex Credendi
In the history of Christian theology, liturgical practices became the source for
soteriology, and by extension, the source for all theology. Maxwell Johnson, professor of
liturgical studies at the University of Notre Dame, states, “Several of the central Christian
doctrines were prayed liturgically long before they were formalized dogmatically.”?'*

Sometimes doxological practices have been given as the defense for orthodox beliefs.?'®

212 Fagerberg, Theologica Prima, ix, 61, 119.

213 The net effect of this thinking replaces the authority of Scripture with a plethora of sources:
experience, tradition, history, culture, liturgy, and even Christ. One observes this thinking in the long line
of major modern theologians: Kierkegaard, Schleiermacher, Ritschl, Herrmann, Barth, Brunner, Bultmann,
Moltmann, and Pannenberg. See Gulley, Prolegomena, 381-382. Therefore, modern theology has ancient
roots. This is not to say that other sources of authority are not formative, but that an Adventist hermeneutic
places Scripture as the ultimate authority.

214 Johnson, ed. Sacraments and Worship, xiv. While historically this has been true, most of these
developments were unbiblical. “The speed with which the early Christians tobogganed into apostasy takes
one’s breath away.” C. Mervyn Maxwell, “Change of the Sabbath,” in History of Sabbath and Sunday:
[papers handed out in class] (CAR), 3. A prime example of the interplay between doxology and orthodoxy
in the liturgy may be observed in the historical development of the Eucharist. While rightly understood as
thanksgiving and “good grace”, the Eucharist primarily developed in the early centuries as a sacrifice of the
Christian towards God. This sacrifice developed into a work of the priest on behalf of the people in order to
achieve justification. The Roman Catholic priesthood usurped the liturgical role of Jesus Christ as High
Priest in the heavenly sanctuary. Herein lies the OED’s primary definition of Liturgy: the Divine Service,
or work of the people to please God. As stated in the third edition of the English Roman Missal, the priest
says, “Pray, brethren that my sacrifice and yours may be acceptable to God, the almighty Father.” “The
Order of Mass,” The Roman Missal, 3rd ed. (2010), accessed December 14, 2017, https://
www.magnificat.net/romanmissal/pdf/PewCard4pages_195x270_site.pdf. For more on the development of
the doctrine of sacrifice, see: Frances M. Young, The Use of Sacrificial Ideas in Greek Christian Writers
from the New Testament to John Chrysostom, Patristic Monograph Series, vol. 5 (Cambridge: The
Philadelphia Patristic Foundation, 1979); Robert J. Daly, The Origins of the Christian Doctrine of Sacrifice
(Philadelphia: Fortress Press, 1978), 135-140; Maxwell E. Johnson, “The Apostolic Tradition,” in The
Oxford History of Christian Worship, ed. Geoffrey Wainwright and Karen B. Westerfield Tucker (New
York: Oxford University Press, 2006), 8.

215 The relationship between doxology and orthodoxy serves as fundamental issue for all liturgical

theologians. The English Methodist and great liturgical theologian Geoffrey Wainwright suggests that the
liturgy, or work of the people, finds its “focal point and function” in the holism of the Christian life. “Into
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In the words of Prosper of Aquitaine (c. 390 — c. 455), ut legem credendi lex statuat
supplicandi, meaning, “So that the rule of supplication may establish the rule of
believing.”?'® This complex Latin phrase has often been quoted in short form, lex orandi
lex credendi, which means, “The rule of praying is the rule of believing.” Kavanagh
stressed the importance of the grammar of the patristic maxim, arguing that the predicate
makes the phrase clear—it is the law of supplicating that establishes (statuat) the law of
believing. “The predicate statuat does not permit these two fundamental laws of belief
and worship in Christian life to float apart or to be opposed to each other, as in the ‘tag’
form lex orandi, lex credendi.”?!” Kavanagh correctly analyzed Prosper’s statement, but
he places normative authority in the liturgy, the source prima for establishing the

Christian faith.?*® Johnson agrees: “The practice of Christian worship forms the belief of

the liturgy the people bring their entire existence so that it may be gathered up in praise,” which is
doxology, “the praise of God.” Wainwright’s entire systematic theology centers on this theme: Geoffrey
Wainwright, Doxology: The Praise of God in Worship, Doctrine, and Life (New York: Oxford University
Press, 1980), 8. Liturgical theologians have connected the term, “doxology,” with the similar term,
“orthodoxy.” Doxology and orthodoxy are related linguistically. Orthodoxy’s definition is expanded from
simply “right teaching,” to being equally understood as “right glory,” “right praise,” or “right worship.”
David W. Fagerberg, What is Liturgical Theology? A Study in Methodology (Collegeville, MN: The
Liturgical Press, 1992), 302; Kavanagh, On Liturgical Theology, 81-83; Don E. Saliers, Worship as
Theology: Foretaste of Glory Divine (Nashville: Abingdon Press, 1994), 40.

216 “In inviolable decrees of the blessed apostolic see, our holy fathers have cast down the pride of
this pestiferous novelty and taught us to ascribe to the grace of Christ the very beginnings of good will, the
growth of noble efforts, and the perseverance in them to the end. In addition, let us look at the sacred
testimony of priestly intercessions which have been transmitted from the apostles and which are uniformly
celebrated throughout the world and in every catholic church; so that the law of prayer may establish a law
for belief [ut legem credendi lex statuat supplicandi].” Prosper of Aquitaine, Episcoporum Auctoritates,
Patrologia Latina, ed. Jacques P. Migne, 209. Translation Johnson, ed. Sacraments and Worship, 50-51.
Prosper of Aquitaine was a Gallican layman and one of the earliest disciples of Augustine of Hippo. In
battling the semi-Pelagian controversy, he utilized the church’s liturgical supplication for grace as an
argument for the causative role of divine grace in salvation.

217 Kavanagh, On Liturgical Theology, 91.
218 Alexander Schmemann further asserted, “The accepted doctrine of the Church sees in ‘the

tradition of sacraments and sacred rites’ an inviolable element of Tradition, and thus also one of the sources
which theology must utilize if it seeks to expound fully the faith and life of the Church.” In his note,
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the church [. . .]. In turn, worship itself is formed further by that belief and, further still
continues to form people into believers and disciples of the crucified and risen Lord.”?%°

Not all have viewed Prosper’s maxim as unidirectional. Geoffrey Wainwright,
liturgical theologian and British Methodist, articulates the critical distinction between
Catholics and Protestants regarding lex orandi, lex credendi:

Roman Catholicism characteristically appeals to existing liturgical practice for proof
in matters of doctrine. There lex orandi, lex credendi is most readily taken to make
the (descriptive) pattern of prayer a (prescriptive) norm for belief, so that what is
prayed indicates what may and must be believed. Protestantism characteristically
emphasizes the primacy of doctrine over the liturgy. The phrase lex orandi, lex
credendi is not well known among Protestants, but they would most easily take the
dogmatic norm of belief as setting a rule for prayer, so that what must be believed
governs what may and should be prayed.??

However, not all Catholic liturgical theologians view the maxim as dogmatically
as Kavanagh and Fagerberg. Jesuit liturgical theologian Edward Kilmartin recognized a
greater reality, that worship and theology influence each other. “The law of prayer is the
law of belief, and vice versa [emphasis added].”??! Even for Wainwright the Latin tag is

flexible, demonstrating the dynamic relationship between worship and theology.

Schmemann cited the Eastern Orthodox Catechism: “Concerning Sacred Tradition,” which states, “The
term ‘Sacred Tradition’ refers to the fact that those who truly believe in and honour God transmit by word
and deed, to one another and as ancestors to descendants, the doctrine of the faith, the law of God, the
Sacraments and sacred rites.” Alexander Schmemann, Introduction to Liturgical Theology, trans. Asheleigh
E. Moorhouse, 3rd ed. (Crestwood, NY: St. Vladimir’s Seminary Press, 1986), 17-18. In other words, the
Sacred Tradition is how the theology of the Church is fully communicated.

219 Johnson, ed. Sacraments and Worship, Xiv.
220 Wainwright, Doxology, 251-252, 218.

221 Edward J. Kilmartin, Christian Liturgy: Theology and Practice, vol. 1, Systematic Theology of
Liturgy (Kansas City, MO: Sheed and Ward, 1988), 97.

123















eight-page hymnbook, speaks volumes to the importance of music for these early
Adventists.

White’s earlier twenty-four-page publication in 1847, “A Word to the ‘Little
Flock,”” concisely articulated core theological concepts. Following this paper, the intense
evangelistic Sabbath Conferences of 1848-1849 ensued, in which the Sabbatarian
Adventists began to organize and develop their theology and structure for the movement.
In December of 1849, White announced the hymnbook in the periodical, The Present
Truth,*? publishing the hymnbook in March of 1850.%

White’s publication of the 1849 hymnbook is significant. Publishing a book
nearly fifty pages containing key theological concepts, would certainly serve as a catalyst
to promote unity among the flock. It was also to promote correct teaching; the hymnbook
was a “choice selection of hymns applicable to our faith and hope at this time.”*

Even more, White’s move demonstrates the importance of music among the
developing Sabbatarian Adventists. The Bible and one’s hymnbook were essential to
one’s practice of spirituality. “This is the doctrine of the Bible, as well as the language of

devotion. Doubting souls, who are ashamed of your past interest in God’s truth, you must

42 James S. White, “Hymns for God’s Peculiar People that Keep the Commandments of God, and
the Faith of Jesus,” Present Truth, December 1849, 47.

43 James S. White, “Hymns for God’s Peculiar People that Keep the Commandments of God, and
the Faith of Jesus,” Present Truth, March 1850, 64. Regarding getting the paper and new hymnbook out,
Ellen White wrote that it “took all James’ time to write for the paper and get out the hymn book. We do not
have many idle moments.” Ellen G. White to Brother and Sister Collins, February 18, 1850, (Letter 4,
1850).

4 J. B. Cook, “Doubting,” The Advent Testimony, March 1846, 13.
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... change both your Bible and Hymn Book.”*® The Bible and one’s hymnbook were a
source of doctrinal truth. Singing the truth rooted one in the faith.*

Though it would not be until 1855 in which a Sabbatarian Adventist hymnbook
would receive musical notation, the 1849 hymnbook was certainly intended to be sung.
The reader of the hymnbook would need to know a tune to which she would sing the
hymn. If the hymns were a source of doctrinal instruction then, at best, White and others
must have viewed music as a pleasurable tool in teaching. Music was used for the
purpose of edification in scriptural truth.

The Sabbatarian Adventists more than doubled their hymnody during the early
1850s. With the publication of the Advent and Sabbath Hymns in 1852 and the
Supplement in 1853, the number of pages of hymns went from forty-eight to 112. The
Supplement added thirty-two more pages. In 1854, Anna White (1831-1910) compiled
Hymns for Youth and Children. White was only 23 when she published this songbook.
She believed that right doctrine could be made enjoyable through music:

In compiling the following Hymns, the object has been to select those of worth and
poetic merit, in whose lines is breathed the spirit of truth; and to avoid the popular
and prevailing errors of the age. As the minds of the young are readily impressed by
Hymns adapted to pleasant music, we see the necessity of their songs of praise
containing correct sentiment. A pure theology should be sustained by pure Hymns.*’

4 James S. White, “Obedience,” RH, September 1850, 41.

46 Liturgical theologian, Geoffrey Wainwright, agrees, stating, “At its most characteristic, the
Christian hymn may perhaps be considered as a sung confession of faith.” Wainwright, Doxology, 183.

47 Anna White, Hymns for Youth and Children (Rochester, NY: Advent Review Office, 1854),
Preface.
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During this time, advertisements in the RH announcing Advent and Sabbath
Hymns and the Supplement appeared in almost each issue. These ads ran until the 1855
hymnbook was published. In preparing for the new 1855 hymnal, Hymns for Those Who
Keep the Commandments of God, James White desired greater conformity in public
worship. He also desired that music to be a part of social and family gatherings and
devotions. It was his effort that in singing, the peculiar people would profess the truth:

We have now commenced the work of compiling and publishing a Hymn Book for
the use of the Church of God scattered abroad. It is designed to promote, not only
public worship, but also social and family devotions.

It requires much care to select and prepare Hymns adapted to the faith of those
who “keep the commandments of God and the faith of Jesus.” Our object has been to
select those of merit, which express the faith and hope of the Church, as set forth in
the Scriptures of truth, and which are free from the prevailing errors of the age.
Singing is an important part of the worship of God; and, certainly, those who would
worship him “in spirit and in truth,” should seek to express truthful sentiments in all
their songs of praise. As most Hymns sustain some one or more of the popular
“fables” of the times, it will be seen that our task in selecting is difficult.

We design giving about fifty pieces of music in the last part of the Book, which
will greatly promote uniformity and correctness in singing among the scattered
Churches, which is very desirable.*®

When the hymnbook was finally released, White expanded it with more hymns
and music than planned. “The new hymn book is printed and in the hands of the Binder.
It contains 352 pp. and 76 pieces of music.”*® In this hymnbook, the Adventists received

over six times the original number of pages of hymns as they had possessed in 1849.

48 James S. White, “The New Hymn Book,” RH, April 3, 1855, 165.

49 White, “The New Hymn Book,” 208.
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This was the first Sabbatarian Adventist hymnal to receive an index, with
categories for: Public Worship, Holy Scriptures, The Law of God, The Sabbath,
Repentance, Faith, Baptism, The Lord’s Supper, The Sleep of the Saints, First
Resurrection, Second Advent, Waiting for Christ, The Judgment, The Kingdom of God,
Christian Fellowship, Christian Holiness, Christian Warfare, Watchfulness and Prayer,
and Family Devotions.*® Tying these theological themes with the act of singing signified
a theological association with singing. These poetic verses might have been read, prayed,
or preached, but they were certainly sung.

The remaining seventy-six pages are indexed as “Miscellaneous, with a piece of
music commencing with nearly every left-hand page, while the right-hand page contains
a hymn, or hymns, of the same meter, appropriate to the music.””® This was the first
Sabbatarian Adventist hymnal to receive any actual musical notation. The Supplement of
1858 and the Additional Supplement of 1860 brought more pages of tunes.

The new hymnal of 1855 received great reviews among the Adventist leadership.
Evangelist John N. Loughborough praised the 1855 hymnbook. “The Hymns are such as
the remnant may sing in the Spirit. The Music is what is needed to promote order and
harmony in singing. The arrangement of Hymns under different and appropriate subjects
I consider excellent.”®? Merritt Cornell wrote from Battle Creek, Michigan with his

critique:

0 Hymns (1855), Index.

51 James S. White, “Hymns for Those Who Keep the Commandments of God, and the Faith of
Jesus,” RH, March 20, 1855, 200.

52 John N. Loughborough, “New Works,” RH, March 20, 1855, 200.
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| have examined critically 224 pages of the new Hymn Book, and am much pleased
with the choice and variety of Hymns. Heretofore we have been deprived of
appropriate Hymns for several points in our faith. I think the churches generally will
appreciate the new Book, not only for the variety and excellence of the Hymns, but
also for their order and good arrangement.>?

Similarly, Joseph Clarke had high praise for this hymnal, even nine years after its
publication. “The hymn-book is the fruit of much experience and care, and all who
worship in the holy assembly need a hymn-book like this, the best no doubt in the
world.”*

Advertisements for this 1855 hymnal ran in the RH for the next six years,
appearing in almost every issue until the revised edition was published in 1861. The
Supplement to the Advent and Sabbath Hymns was also periodically advertised along
with the 1855 hymnal. The insistence of the publishers to get these songbooks into the
hands of the scattered flock not only demonstrates their interest in a theologically unified
body, but also indicates their desire for music to be among them as well.

Let us now turn to the liturgical practice of the Sabbatarian Adventists. The
liturgical practices will contextualize the application and use of Sabbatarian hymnody in

the spiritual life.

Sabbatarian Adventist Liturgical Practice

In this section, we examine the liturgical practice of Sabbatarian Adventists. We
first consider the topic of religious enthusiasm in liturgical practice, offering perspective

for the manner in which these Christians worshiped. Following this brief exposition, we

%8 Merritt E. Cornell, “The New Hymn Book,” RH, April 3, 1855, 208.

% Joseph Clarke, “Books on the Present Truth,” RH, August 30, 1864, 106.
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turn to the development of the liturgical order during this period. These facets of
Sabbatarian Adventism provide the context for the sung liturgical practices, which we

explore in the next section.

Demonstrative Worship

Sabbatarian Adventist worship was demonstrative, often exhibiting great religious
enthusiasm, and valuing the spirit of freedom. Within the course of its first decade (1845—
1855), the movement developed from a perspective of trusting liturgical exercises for the
rule of faith, toward more fully embracing the centrality of the Bible, both liturgically and
spiritually.

Merlin Burt indicates Adventists expressed their worship of God through
“dramatic physical and emotional activity,” sometimes “with intense charismatic-like
experiences.”® Though Burt rightly uses the phrase, “charismatic-like,” it is
anachronistic to simply label all the activity as charismatic.%® The reader tends to read
into nineteenth-century Adventist liturgy meanings developed by the Charismatic
Movement of the late twentieth century. More importantly, enthusiastic worship is not
synonymous with supernatural activity. Burt’s phrase, religious enthusiasm, comes closer

in describing the manner of early Adventist liturgical practice.

%5 Merlin D. Burt, “Ellen G. White and Religious Enthusiasm in Early Adventist Experience,” in
The Ellen G. White Letters and Manuscripts with Annotations, ed. Timothy L. Poirier, vol. 1, 1845-1859
(Hagerstown, MD: Review and Herald 2014), 917; Levterov, “Early Adventist Worship, 1845-1900s,” 67-
72.

%6 Arthur L. White, Charismatic Experiences in Early Seventh-day Adventist History (Washington,
DC: Review and Herald Publishing Association, 1973).
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Alternatively, Michael Campbell uses the phrase, “ecstatic experiences,” though
he makes no distinction or classification of the various practices. His article lumps
together all liturgical behavior as ecstatic. Too much lumping has taken place among
Adventist research on liturgical history, warranting more Bradshaw splitting. These
practices may be better classified as following: Those of an enthusiastic nature, such as
swooning, shouting, jumping, dancing, and clapping; those of a worship posture, such as
prostration, weeping, and even being “slain” to the ground; and supernatural
manifestations, including visions, speaking in tongues, healings, and dreams.>” It does not
stand to reason to label all these behaviors and manifestations as charismatic, ecstatic or
enthusiastic; rather, all these behaviors are demonstrative. The various liturgical practices
outwardly demonstrate worship. Prostration,*® or even being “overpowered by the Spirit
of God as to lose all strength,”*® neither belong to the category of religious enthusiasm,
nor ecstatic experiences. They are better understood as demonstrative of worship.
Therefore, in an effort to be most descriptive, | have termed this section, demonstrative
worship, for it encapsulates the breadth of enthusiasm, supernatural manifestations, and
the outward display of reflective worship as well.

Early Sabbatarian Adventists valued freedom in worship, with outward

demonstration of the effects of the working of the Holy Spirit. At one service, James

5" Michael W. Campbell, “Ecstatic Experiences,” in The Ellen G. White Encyclopedia, ed. Denis
Fortin and Jerry Moon (Hagerstown, MD: Review and Herald Publishing Association, 2013), 791.

%8 Prostration may best be understood within its theological-ritual context, an English meaning of
the Hebrew hiszah®wé and Greek proskuneo. See Chapter 1.

% Ellen G. White, Testimonies for the Church, vol. 1 (Mountain View, CA: Pacific Press
Publishing Association, 1948), 44.
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White noted, “The meeting at first moved quite heavily; but near its close the brethren
began to get free.”®® White intentionally sought freedom in worship, “consciously leading
the “brethren’ to this freedom of expression.”®*

During the Millerite period, Adventists had demonstrated great fervor and
excitement in their services. They worshiped “nearly all night,” with “great excitement,”
“noise of shouting,” and “clapping of hands.””®? Even during this period, some felt the
enthusiasm could be taken to extremes. James White later recalled, in 1868, the
perspective of Elder Plummer, a Millerite, who

had no objections to shouts of praise to God, over victories won in his name. But
when persons had shouted “Glory to God” nine hundred and ninety-nine times, with
no evidence of one victory gained, and had blistered their hands in striking them
together with violence, he thought it was time for them to stop.®®

It is imperative to remember that Adventism arose during the Second Great
Awakening and its great religious fervor, as discussed in Chapter 3. Ellen (Harmon)
White first belonged to the “shouting Methodists.”%* Her experience and views have
tended to be normative for Adventist liturgical history, justifying a closer look at the

manner of worship practice during this period.

60 [James S. White], “Eastern Tour,” RH, November 15, 1853, 148.
61 Camacho, “Early Seventh Day Adventist Religious Meetings,” 5.

62 White, Life Incidents, 157; Levterov, “Development of the Adventist Understanding of Ellen
White’s Gift,” 28.

63 White, Life Incidents, 158-59.

84 James R. Nix, “Another Look at Israel Damman” (Unpublished Paper, Ellen G. White Estate,
2004), 12.
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In February, 1845, White had gone on tour to relate the encouraging news of her
first vision with fellow Adventists, visiting the towns of Poland, Orrington, Garland,
Exeter, Atkinson, Palmyra, and Topsham.®® She attended an enthusiastic worship
gathering on February 15, 1845. This meeting was led by Israel Dammon and Elder Hall
in the home of James Ayer in Atkinson, Maine.® Just a day or days before the Atkinson
worship service, she received her “Bridegroom vision,” while staying in the home of
Israel Dammon in Exeter.%’

She received this vision within the context of the broader theological outlook, the
Bridegroom View, which was held by many Adventists in the wake of the Great
Disappointment. The Bridegroom View, ranging from January 1845 until about January
1847, was a theological perspective that interpreted the meaning of the Great
Disappointment of October 22, 1844. Bridegroom Adventists were split between those
who maintained that Christ’s second coming was still a future event, and those who
believed Christ had returned on that date, spiritually to their hearts. Ellen White received
her second vision, the Bridegroom vision, in the midst of this developing theological
outlook. Her vision conjoined the parable of the ten virgins in Matthew 25 with the
coming of the Son of Man to the Ancient of Days in Daniel 7. As the Bridegroom, Christ

had gone in before the Father to receive the Church as His bride at the “marriage supper,”

8 Herbert E. Douglass, Messenger of the Lord: The Prophetic Ministry of Ellen G. White (Nampa,
ID: Pacific Press Publishing Association, 1998), 473.

% Burt, “Religious Enthusiasm,” 926.

57 Ellen G. Harmon to Joseph Bates, July 13, 1847, Letter 3, 1847.
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on October 22, 1844. At the Second Coming, Christ will receive his Bride when he
gathers up His saints.®®

White experienced the Bridegroom vision just days before she met with the group
of spiritualizing Adventists in Atkinson on February 15, 1845. Significant theological
differences divided Bridegroom Adventists. It is imperative for the reader to notice here,
that the Bridegroom vision spoke to these differences, addressing even ontological
understandings. However, at the time, White herself did not make these theological
distinctions | seek to point out here. She first published the vision in a letter dated
February 15, 1846,% and then published it again in a broadside on April 6, 1846.7° In her
letter to Joseph Bates on May 30, 1847, she retold her reception of the Bridegroom
vision, stating she received the vision at the home of Israel Dammon in Exeter in early
February, 1845: “I had a view of Jesus rising from His mediatorial throne and going to
the holiest as Bridegroom to receive His kingdom. They were all deeply interested in the
view. They all said it was entirely new to them.”’* This vision made explicit to White,
that Jesus had not come spiritually, but had shifted His ministry in the heavenly

sanctuary.

6 Merlin D. Burt, “The ‘Shut Door’ and Ellen White’s Visions,” in The Ellen G. White Letters
and Manuscripts with Annotations, ed. Timothy L. Poirier, vol. 1, 1845-1859 (Hagerstown, MD: Review
and Herald Publishing Association, 2014), 43.

8 Ellen G. Harmon to Enoch Jacobs, February 15, 1846, Letter 1, 1846.

"0 Ellen G. Harmon, “To the Little Remnant Scattered Abroad,” Broadside, (Manuscript 1, 1846).

"L Ellen G. White to Joseph Bates, May 30, 1847, Letter 3, 1847.
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The ontology of heaven became even more explicit with her third vision in the
spring of 1845. Merlin Burt summarizes the vision: “She was transported to the future
and walked with Jesus and the saints in the earth made new. There were literal trees,
grass, animals, and food. Jesus was a real person, as were the resurrected saints.”’?
Following White’s description of this vision, she includes the words to the hymn, “The
Better Land”:

We have heard from the bright, the holy land,
We have heard, and our hearts are glad;

For we were a lonely pilgrim band,

And weary, and worn and sad.

They tell us the pilgrims have a dwelling there—
No longer are homeless ones;

And we know that the goodly land is fair,

Where life’s pure river runs.

They say green fields are waving there,

That never a blight shall know;

And the deserts wild are blooming fair,

And the roses of Sharon grow.

There are lovely birds in the bowers green—
Their songs are blithe and sweet;

And their warblings gushing ever new,

The angels’ harpings greet.

We have heard of the palms, the robes, the crowns,
And the silvery band in white;

Of the City fair with pearly gates,

All radiant with light.

We have heard of the angels there, and saints,
With their harps of gold, how they sing;

Of the mount, with the fruitful tree of life,

2 Burt, “Religious Enthusiasm,” 927; Ellen G. White, Spiritual Gifts: My Christian Experience,
Views and Labors in Connection with the Rise and Progress of the Third Angel ’'s Message, vol. 2 (Battle
Creek, MI: James White, 1860), 52-55.
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Of the leaves that healing bring.

The King of that country, he is fair,

He’s the joy and the light of the place;

In his beauty we shall behold him there,

And bask in his smiling face.

We’ll be there, we’ll be there in a little while;
We’ll join the pure and the blest;

We’ll have the palm, the robe, the crown,
And forever be at rest.”

In vision and in song, White understood heaven and the Second Coming to be real.
Singing “The Better Land” drove home this theological perspective, embedding this
theology deep within White’s spirituality.

Sabbatarian Adventists did not use words like “ontology.” White did, however,
take issue with the spiritualizer faction among Bridegroom Adventists in the aftermath of
the Great Disappointment. She viewed some of their practices and theology as
fanaticism.”* The historical records do not indicate what message White shared at the
worship gathering in Atkinson. One can only speculate from silence.” She likely shared
her first vision, but may have also shared the Bridegroom vision she just days before

received.”®

8 White, Spiritual Gifts, 2:56.
" White, Spiritual Gifts, 2:39-40.
5 Nix, “Another Look at Israel Damman,” 13, 15.

76 No historian or theologian has addressed the significance of the content of White’s visions in
how they related to the liturgical practices of Sabbatarian Adventism.
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Late in White’s life, she more fully articulated a critique of the spiritualizer’s
liturgical theology, when, on April 17, 1901, she addressed the ministers at the General
Conference:

In the period of disappointment after the passing of the time in 1844, fanaticism in
various forms arose. Some held that the resurrection of the righteous dead had already
taken place. | was sent to bear a message to those believing this, as | am now bearing
a message to you. They declared that they were perfected, that body, soul, and spirit
were holy. They made demonstrations similar to those you have made, and confused
their own minds and the minds of others by their wonderful suppositions. Yet these
persons were our beloved brethren, and we were longing to help them. | went into
their meetings. There was much excitement, with noise and confusion. One could not
tell what was piped or what was harped. Some appeared to be in vision, and fell to the
floor. Others were jumping, dancing, and shouting. They declared that as their flesh
was purified, they were ready for translation. This they repeated again and again. |
bore my testimony in the name of the Lord, placing His rebuke upon these
manifestations. . . .

These things bring a reproach upon the cause of truth, and hinder the
proclamation of the last message of mercy to the world.””

White made these comments in the context of her response to the Holy Flesh
Movement of 1901.7® She viewed the Holy Flesh theology as similar to the teachings of
the spiritualizing Adventists of the late 1840s. Over the course of almost sixty years,
White had opportunity to reflect upon the meaning of the spiritualizer’s theology. Now,
in 1901, she clearly understood the ontology within their theological perspective. They

believed Christ had come spiritually, making their body, soul, and spirit purified. She

" Ellen G. White, Selected Messages, vol. 2 (Washington, DC: Review and Herald Publishing
Association, 1958), 34-35.

78 Katrina Blue, “Threads from an Old Fabric: New Discoveries Regarding the Holy Flesh
Movement in Indiana (1899-1901) and Ellen White’s Response,” Ellen White and Current Issues
Symposium 8 (2012); André Reis, “Elena G. de White y la musica,” in En espiritu y en verdad, ed. Adriana
Perera (Nampa, ID: Pacific Press Publishing Association, 2013).
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interpreted their demonstrations as the theological embodiment of their suppositions. In
other words, the fanatical religious enthusiasm manifested a spiritualizing liturgical
theology. White noted a progression: excitement, bodily manifestation, and the
declaration of purification. From a ritual studies perspective, the enthusiastic ritual
provided the liminal moment for purification, making the worshiper “ready for
translation.” The repetition of the ritual suggests a sacramental nature for their liturgical
practice.’®

In contrast, each of White’s first three visions taught a cosmology of a literal—
real—heaven, earth, and bodily return of Jesus Christ. While her earlier visions could be
open to greater possibilities of interpretation, her later visions progressively became more
and more closed, that is, explicit in theology. The Bridegroom vision held that Christ
moved into a different priestly role in the heavenly sanctuary. This vision was given just
before White went to the spiritualizers’ worship in Atkinson, at which the spiritualizers
demonstrated great religious enthusiasm.

Even prior to the third vision of a literal new earth, White’s Bridegroom vision of
the heavenly sanctuary emphasized heaven to be a real, physical, geographical place in
the universe. Jesus Christ himself is there, bodily, ministering on humanity’s behalf
during the eschatological Day of Atonement. The objective reality of Christ’s ministry is
ontologically external to the experience of the worshiper. The vision addressed, not only
the spiritualizers’ eschatology, but also their ontological understanding of worship and

spirituality.

" Fernando Canale, “Evangelical Model of Spirituality,” lecture for THST 814—Theological
Foundations for Christian Spirituality and Discipleship, Andrews University, 2012, lesson 7, slide 20.
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Therefore, White’s sequence of visions contributed to the development of
theology regarding religious enthusiasm in Adventist worship. Her Bridegroom vision
did not prohibit excitement, but tempered it.

Demonstrative worship continued among Sabbatarian Adventists, at least until
1850. At a conference in Topsham, Maine, twenty-eight Adventists gathered, actively
worshiping:

Sunday the power of God came upon us like a mighty rushing wind. All arose upon
their feet and praised God with a loud voice; it was something as it was when the
foundation of the house of God was laid. The voice of weeping could not be told from
the voice of shouting. It was a triumphant time; all were strengthened and refreshed. |
never witnessed such a powerful time before.®

White’s recollection highlights a spectrum of worship behavior, spanning from weeping
to shouting. In contrast to the earlier spiritualizing worship, there is no mention of noise
and confusion, though there was great religious enthusiasm in shouting.

Adventist reckoning of the Sabbath hours developed through liturgical practice:
via speaking in tongues, visions, and ultimately Bible study. In late 1846, about fifty
Adventists had accepted the Sabbath through the publication of Joseph Bates’ pamphlet,
The Seventh Day Sabbath, A Perpetual Sign.8* However, they were unclear as to when to
observe the Sabbath. Bates recommended following “equatorial time,” leading the little
flock to observe the Sabbath from six o’clock Friday evening until six o’clock Saturday

evening. This view prevailed for several years. In 1848, this appeared to be confirmed in

8 Ellen G. White to the Church in Brother Leonard W. Hastings’ Home, November 27, 1850,
(Letter 28, 1850).

81 Joseph Bates, The Seventh Day Sabbath, A Perpetual Sign (New Bedford, MA: Benjamin
Lindsey, 1846); White, Charismatic Experiences, 6.
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a worship service at which Brother Chamberlain spoke in tongues.®? The supernatural
manifestation carried much weight with the believers.

In the midst of the Sabbath question, Ellen White received a significant vision
regarding exercises and excitement. This vision is “a key document,”8* marking a
“pivotal change® among Sabbatarian Adventists.

| saw that the exercises were in great danger of being adulterated, and their former
opinion and knowledge governing in a measure their exercise, therefore implicit
confidence could not be placed in these exercises. But if anyone was lost to
everything around him, and he should be in the state that Paul was in, whether in the
body or out of the body, he could not tell, and God communicate to him through His
angels, there would be then no danger of a mistake.

| saw that we should strive at all times to be free from unhealthy and unnecessary

excitement. | saw that there was great danger of leaving the Word of God and resting
down and trusting in exercises. | saw that God had moved by His Spirit upon your

company in some of their exercises and their promptings; but | saw danger ahead. . . .

| saw that the burden of the message now was the truth. The Word of God should
be strictly followed and held up to the people of God. And it would be beautiful and
lovely if God’s people should be brought into a strait [place], to see the workings of
God through exercises of visions.8

This vision brought a renewed vigor to the Restorationist value of the Word of
God. Campbell states, “While it is clear that early Sabbatarian Adventists, and in

particular White, prior to 1850, expressed their beliefs in enthusiastic ways, after 1850

82 James S. White to [Stockbridge Howland], July 2, 1848.
8 White, Charismatic Experiences, 7.

8 Ibid., 7.

8 Campbell, “Ecstatic Experiences,” 792.

% Ellen G. White, “Vision at Paris, Maine,” Manuscript 11, 1850 (Dec. 25).
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such occurrences became less frequent and more guarded.”®” It wasn’t until 1855, in
response to Ellen White’s calls to return to the Bible, that John N. Andrews (1829-1883),
carefully investigated the Scriptures for evidence as to when to observe the Sabbath. He
concluded Sabbath lasted from sundown Friday until sundown Saturday.® Following
this, Ellen White received a vision in which an angel affirmed Andrews’ Bible study.
Furthermore, believers were to “press together,””® not only in unity, but also in worship
centered on God’s Word. From this point forward, Adventists placed liturgical priority of
the Bible over various modes of demonstrative worship.

Ellen White’s writings cooled significantly regarding religious enthusiasm during
the Sabbatarian period. This did not, however, preclude the possibility of demonstrative
worship among the movement. Merlin Burt concludes in his survey of Ellen White’s
teachings on the subject, that she “believed physical responses such as shouting, weeping,
laughter, and prostration were valid when prompted by the Holy Spirit.”%® Adventists
desired the Spirit of God to lead them in their freedom of worship. What followed was a
spirituality that allowed for religious enthusiasm in response to the Word, but not central
to experiencing God’s presence and counsel.

The ritual spirituality of Sabbatarian Adventists shifted in the light of Ellen

White’s counsels. As a result, Adventist worship shifted in modes of ritual sensibility.%

87 Campbell, “Ecstatic Experiences,” 792.

8 White, Charismatic Experiences, 7.

8 White, Testimonies for the Church, 1:116.
% Burt, “Religious Enthusiasm,” 931.

%1 See Chapter 2 and Ronald Grime’s taxonomy of modes of ritual sensibility.
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American revivalism and its accompanying spirituality embraced the mode of
ritualization, with a strong emphasis on the psychosomatic. Worship was exclamatory,
embodying beliefs through mannerisms and gestures. The religious fervor compelled the
worshipers to move. Camp meetings fit Grime’s mode of celebration, through its
expressive and festive nature. Worship was spontaneous, rather than compelled or
enforced. Thus, the spirituality of early Adventists shared some similarities with Black
Christians and slave religion.®? Following Ellen White’s counsel, Adventists began to
follow the modes of decorum and liturgy. Because God is a person to be respected,
worship took on an interpersonal frame of reference. Proper decorum began to be
expected very early among Adventism, beginning with the counsel of 1850. The ritual
mode also began a shift toward liturgy. This is important to notice. This trend became
normative and firmly established the denomination for at least the next 100 years. The
liturgical modes of ritual possess an ultimate frame of reference. Undoubtedly, Millerites
held this view too, as they eagerly anticipated the soon return of Jesus and the ultimate
destruction of sin. However, now, among Sabbatarian Adventists, the ultimate reference
turns toward Jesus Christ and his ministry in the heavenly sanctuary. This began to foster
the dominant mood of reverence. The voice of worship began shifting from exclamatory,
to interrogative and declarative. Instead of embodying religion through demonstrative
activity, the basic activity became being. Identity became tied to being God’s remnant
Advent people gathered for worship to hear a Word from the Lord. The motivation was

expectance (decorum), rather than cosmically necessary (liturgy). In the research

92 See Chapter 3’s discussion of the modes of ritual sensibility pertaining to slave religion and
African Traditional Religion.
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interviews of Chapter 6, the latter becomes more apparent. Nonetheless, from 1850
onward, Adventist spirituality in music and liturgy began to center on meditation and

worship, rather than demonstrative mannerisms.

Liturgical Order

Sabbatarian Adventists continued in the Christian tradition for their liturgical
practice.®* A common Sabbath order of service included opening Scripture, prayer, hymn,
and sermon.®* Other Sunday Christians followed the sermon with a hymn, prayer, and
benediction. Similarly, in some Adventist services a hymn and prayer followed the
sermon.® Due to the lack of Adventist ministers, regional quarterly conferences would be
held for worship, the Ordinances, business, and social activities.®® On two recorded
Sabbaths, hymns also served as bookends to the Lord’s Supper. The ordinances were
preceded by up to two hours of prayer and baptisms at a river.’” Sometimes they did not
always have a sermon, but used the time for testimonies of “faith, hope, trials and joys.””%
Some accounts appear to not mention any singing at all:

A prayer-meeting was appointed for First-day morning at nine o’clock, and at the
hour more than three hundred people were assembled. Two or three prayers were
offered, then the time was occupied by different brethren, who spoke to the point,

% Sunday School Advocate, “An Angel Caught Me,” in the RH, September 2, 1858, 123.

9 8. S. Griswold, “They Kingdom Come,” RH, December 6, 1853, 169.

% Uriah Smith, “Business Proceedings of the Battle Creek Conference,” RH, April 16, 1857, 188.
% Levterov, “Early Adventist Worship, 1845-1900s,” 60.

% D. Hildreth, “Meetings in Round Grove, IlI[inoi]s,” RH, July 7, 1863, 46; Mary Maxson, “The
Fast,” RH, September 20, 1864, 134.

% [James S. White], “Rochester Conference,” RH, August 4, 1853, 48.
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with freedom and power, till half past ten, when we took the stand and spoke nearly
two hours on the first and second angel’s messages of Rev. xiv, 6-8. It was thought
that there were four hundred people present. We never had a better hearing.

Camacho states, “At this meeting it appears as if there was no singing. Perhaps it was not
necessary at this meeting.””*?° The record does not indicate whether or not the
congregation sang. It is also reasonable to argue that because singing is so commonplace,
it was unnecessary to mention it. It is better for us to conclude that we don’t know if there
was music here. We cannot say with certainty one way or another. Though unlikely, it is
reasonable to conclude that some gatherings had singing, while others did not. A very
practical reason they may not have had singing could have been due to the lack of a song
leader with skill in leading a tune—a notable problem we will see in the next period.

In contrast, at another worship service the record does indicate there was singing:

The evening following First-day, the meeting was moved about two miles to the
Wesleyan Meetinghouse in Morley. The Spirit of God seemed to go with us. As the
people were coming in, the brethren sung [sic] with the Spirit and understanding also.
The place was heavenly. God’s Spirit rested down upon us. Bro. Andrews then gave
an excellent discourse from Titus ii, 13. He spoke with freedom of the “blessed hope”
and of the period when it would be realized. The congregation was large and
attentive.10!

This account mentions the singing, likely due to the spirit in which the congregation sang.

White noted, “The brethren sung with the Spirit and understanding also.”

9 [James S. White], “Western Tour,” RH, July 7, 1853, 28.
100 Camacho, “Early Seventh Day Adventist Religious Meetings,” 3-4.

101 “James S. White, “Eastern Tour,” RH, September 20, 1853, 84-85.
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On Sunday, October 9, 1853, believers gathered to celebrate the Lord’s
resurrection through the ritual of baptism. First, James White described the ritual:

On the morning of the 9th, the brethren and friends assembled at the water where
three were baptized. The Lord was with us. It seems that some, at least, of the
heavenly host hovered over that little brook where these believing souls were buried
[sic] with Christ in baptism. It was easy singing, praying and shouting. Glory to God!
how refreshing to the spirit to look back upon such sacred seasons.%

Then White supplied the meaning:

To those who would observe the first day of the week as a Sabbath, to commemorate
the works of redemption we would say, you have no need, neither have you a right, to
steal the holiness of the seventh day, and give it to the first day of the week, and then
keep it to celebrate redemption. Heaven has provided memorials of the crucifixion
and the resurrection, with which the church should be satisfied, and let the Sabbath
rest remain as a memorial of Jehovah’s rest on the first seventh day of time. The
Lord’s Supper was instituted to shew forth the Lord’s death, while baptism shews
forth his resurrection.%®

Sabbatarian Adventists argued in their publications that the seventh-day Sabbath,
not Sunday, was the primary day for religious exercises.!%* They believed Christ turned
the Sabbath into a “great temple of divine worship, where sacrifices, prayers, hymns of
praise and holy teachings alone should be witnessed,” a day sacred to “divine worship
and deeds of benevolence.”*% While pioneers emphasized worship on Sabbath, they also

held worship services on any day of the week for religious gatherings, such as meetings

102 James S. White, “Eastern Tour,” RH, November 1, 1853, 133.

108 White, “Eastern Tour,” 133.

104 James S. White, “Your Fifth Proof,” RH, November 29, 1853, 162; Uriah Smith, “Thoughts for
Consideration,” RH, February 14, 1854, 32; Merritt E. Cornell, “Extracts from the Records of the Supreme
Court of Ohio, Concerning Sunday Laws,” RH, November 11, 1858, 197.

105 Christian Chronicle, “Observance of the Sabbath,” RH, February 16, 1860, 100.
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and conferences.!%® At conferences, business sessions were regarded as separate from
religious exercises.!?” As a devotional experience, religious exercises were held by some
on the evening of the last day of the year, beginning the new year with God.1%®

Uriah Smith taught that having the right frame of mind would make one’s
religious exercises “heavenly and profitable.”*® In the terms of this study, having the
attitude of worship will make liturgy—the actions of worship—of merit and benefit to
one’s spirituality. Similarly, Alfred Hutchins stated that without a change of mind, of
heart, by Christ, “spiritual truths and exercises can neither engage nor influence the

heart.”’110

Sabbatarian Adventist Music in Worship
Sabbatarian Adventists frequently wrote in to the RH, giving testimony and
admonishing the growing flock to keep the Advent hope. As they penned their letters and
articles, they mentioned hymn titles, made allusions to texts, and quoted entire hymn
verses. Frequently the RH editors, James White and Uriah Smith, published hymns, and

occasionally they even included the music. These instances are so abundant that it is

196 On a Sunday for conference: Uriah Smith, “The Conference,” RH, May 27, 1858, 13; Idem.,
“Battle Creek Conference,” RH, October 2, 1860, 156; Joseph Bates, “A New Argument for Consciousness
in Death,” RH, October 23, 1856, 197.

107 Uriah Smith, “Business Proceedings of the General Conference of June 3-6, 1859,” RH, June 9,
1859, 20.

108 Raymond F. Cottrell, “Watch Night,” RH, January 21, 1858, 81.
109 Uriah Smith, “Keeping the Heart, No. 2,” RH, October 9, 1856, 177.

110 Alfred S. Hutchins, “Prayer,” RH, July 8, 1858, 61.
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impossible to address them all in this chapter. | have mentioned most of these
occurrences in the following footnotes.

Christ’s return and the hope of heaven continued to be paramount in the
Sabbatarian Adventist spirituality, often expressing this hope through poetry.!!! Heaven
is a musical place,'!2 and Christ’s coming will be musical.** Sabbatarian Adventists
sought to imitate heavenly glory by means of their music in worship on earth. Christ’s
coming meant not only an eschatological hope, but a culmination of earthly singing and

participation in the music of heaven.!'* Sabbatarian Adventists understood Christ’s

11 H. N. Stevens, “A Brief Exposition of the Angels of Revelation,” RH, December 23, 1851, 72;
L. O. Stowell, “The Love of Heaven,” RH, September 2, 1852, 72; Uriah Smith, “The Lord Will Come,”
RH, October 16, 1855, 57; Annie Smith’s book, Home Here, and Home in Heaven, is an entire book of
poetry centered on heaven and the second coming. Here | reference an example of a poem specifically
connecting heaven, Christ’s coming, and music: Annie R. Smith, “Home, Round Whose Radiant Throne
Forever Burns,” Home Here, and Home in Heaven. Part Il. Home in Heaven (Rochester, NY: Advent
Review Office, 1855), 14-28; Idem., “True Happiness,” Home Here, 106-108; “Sonnet,” from Am. Presb.,
in RH, August 20, 1857, 126; Susan Elmer, “Prepare for Heaven,” RH, October 21, 1862, 166.

112 Samuel W. Rhodes, “Dear Friends in Christ,” RH, October 28, 1852, 100; Sarah M. Swan,
“Our Home,” RH, December 10, 1857, 38; “I have thought of Heaven’s music. If that of earth be so sweet,
what must the music of heaven be?” “Sacred Meditations,” from Guide to Perfection, in RH, June 17, 1858,
35; “There will be in heaven worship, doubtless, in its gentlest song, and its loudest and universal
acclaim—all the harmonies of its sound; the involved and exciting mysteries of music; the powers of its
eloguence and its expression exhausted on that work of praise, when the redeemed shall cry: ‘Worthy is the
Lamb.” . .. How great a matter it will be, to be found at length in heaven. How amazing! ‘Then to grace
how great a debtor!’” The last phrase alludes to the hymn, “Come Thou Fount,” however, this hymn was
not published in the Adventist hymnals at this point; “Heaven,” from Independent, in RH, October 13,
1859, 167; Susan Elmer, “Heaven Lost,” RH, October 9, 1860, 165; Susan Elmer, “The Wise,” RH,
October 28, 1862, 171,

113 Vincent, “The Glorious Resurrection,” from The Midnight Cry, 1843, in RH, December 9,
1852, 117; G. Greenwell, “The Nobleman’s Journey,” RH, October 3, 1854, 62

114 Ellen encouraged her son, William Clarence (W. C., or Willie), that at Jesus’ coming, he would
participate in the music of heaven. “When Jesus comes, He will call for that good boy, Willie White, and
will put upon your head a wreath of gold, and put in your hand a little harp that you can play upon, and it
will send forth beautiful music.” Ellen G. White to W. C. White, March 14, 1860, (Letter 3, 1860).
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coming to be filled with the singing of angels and the saints.*® Salvation prepared the
faithful to enjoy participating in the music of heaven.!®

The music of heaven especially captivated the hopeful interest of the pioneers,
expressing their hope through numerous hymns on heaven and the second coming.!*” The
144,000 “are to sing a song that the ‘great multitude’ can never learn, and ‘follow the
Lamb whithersoever he goeth;’ hence, they are Messiah’s attendants and musicians.”!8

Writing on the future redeemed in heaven, Ellen White penned, “Soon | heard a voice

115 Ellen G. White, “Letter from Sister Harmon,” The Day-Star, January 24, 1846; Idem., “To the
Little Remnant Scattered Abroad,” Broadside 1, April 6, 1846; Idem., “To Those Who are Receiving the
Seal of the Living God,” Broadside 2, January 31, 1849; Idem., “The Present Truth,” RH, August 1, 1849;
“Hoping unto the End,” from the Rural New Yorker, in RH, August 6, 1857, 110;

116 Uriah Smith, “The Connection Between Holiness and Eternal Happiness,” RH, October 16,
1860, 174.

17 A, Wheelock, “The Glorious Hope,” from The Circular Letter of the Berea Baptist Church, NY,
in the RH, April 18, 1854, 100. “O Brother Be Faithful,” Hymns (1852), 19, published in “O Brother Be
Faithful,” RH, September 27, 1853, 89. “Jerusalem, My Happy Home,” Hymns (1852), 69, also published
in “Jerusalem! My Happy Home!” RH, October 10, 1854. “If through Unruffled Seas,” Hymns (1855), 214;
“If, Through Unruffled Seas,” RH, March 20, 1855, 200. “I’m but a Stranger Here,” Hymns for Those Who
Keep the Commandments of God and the Faith of Jesus (1861), 356, hereafter referred to as Hymns (1861);
“Heaven is My Home,” RH, November 12, 1857, 8. Uriah Smith published a hymn, “Homeward Bound,”
on the backpage of the Review, noting that a Brother Whipple had sent in the music and text. He wondered
who could sing “this beautiful piece of music” without “reviving his hope or renewing his courage.” He
then makes the following comment with a quote from the hymn: “We trust that we are indeed homeward
bound, and that the time will soon come when ‘Glory to God! We shall shout evermore, We’re home at
last, home at last.”” “Homeward Bound,” RH, December 17, 1857, 47; it was later published in Hymns
(1861), 351. “O Happy Day” was first published in the Review, later to be published in Hymns (1861), 181;
“O Happy Day,” RH, January 21, 1858, 88. “O Solemn Thought,” from “The Dream of Pilate’s Wife,” in
the American Vocalist, was reprinted in RH, May 20, 1858, 8; while the music was not found in the 1855
hymnal, it does appear in Hymns and Tunes (1861), 188. “Forever with the Lord,” Hymns (1855), 212; text
by James Montgomery, 1835; Hymns (1855) uses ST. THOMAS; however, in a posting in the Review, the
music is by Isaac B. Woodbury: “Forever with the Lord,” RH, July 29, 1858, 88. Two final hymns are
found in the Review, but | have not been able to find them in any subsequent Adventist hymnal, suggesting
that some hymns were only published in the Review but never in a hymnal; “Will You Go,” RH, November
25, 1858, 8; Robert Grant, “None but Thee,” RH, November 13, 1860, 201.

118 “The One Hundred and Forty and Four Thousand,” RH, July 3, 1856, 76. This quote derives

from a pamphlet which the editors of the Review sought to refute. The editors give points, both on which
they agree and those they disagree. This statement on music is one they did not contest.
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that sounded like many musical instruments, all sounding in perfect strains, sweet and
harmonious. It surpassed any music | had ever heard. It seemed to be so full of mercy,
compassion, and elevating, holy joy. It thrilled through my whole being.”*!® She desired,
more than anything else, to see Jesus, to worship Him, and worship Him in music. In
1852, she stated, “My affections, interest, treasure, all, is in the bright world to come. |
long to see the King in his beauty, whom angels adore, and as they bow, cast their
glittering crowns before him, and then touch their golden harps, and fill all heaven with
their rich music.”'?° Sabbatarian Adventists did not lose their hope of Christ’s soon
coming, continuing to express this hope liturgically at the Sabbath divine service through
congregational singing.

At public worship, music was not the object, but a means for devotion. “The
exercise must not be regarded as musical, but religious. . . . So with the singing of hymns;
that manner which most effectually engages the hearts of the congregation is best, though
it may lack musical elegance.”*?! Music was not the object or focus of worship. Rather,
music was an act of devotion to the focus himself, Jesus Christ. Echoing the words of
Charles Wesley, “Jesus the soul of music is.”'?2 Public worship embodied a rich theology

that joined together heaven, music, worship, and most of all, Jesus:

119 Ellen G. White, “The Future,” RH, December 31, 1857, par. 7, 12.

120 Ellen G. White, “To the Brethren and Sisters,” RH, June 10, 1852, par. 16.

121 Uriah Smith, “Worship in Singing,” RH, February 2, 1860, 83.

122 Charles Wesley, “Music,” RH, June 24, 1858, 41; Wesley also penned many second-coming
hymns: “Lift Your Heads, Ye Friends of Jesus;” “Lo! He Comes, with Clouds Descending;” “I Call the

World’s Redeemer Mine;” “Thou Judge of Quick and Dead;” “Jesus, Faithful to His Word;” “Stand the
Omnipotent Decree;” and “Come, Let Us Anew Our Journey Pursue,” as cited in “A Revolution in the
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HEAVEN. Did you ever hear of a name more sweet? It is the personification of all
that is holy, just and good. It is the home of angelic hosts, who with meekness,
simplicity and fervent love worship the Most High in the beauty of holiness. And
there is the city with its brilliant walls, golden streets, shady walks, fragrant flowers,
luscious fruit, and pleasant music. But the sinner’s Friend is the crowning attraction
of the place. In him we behold all that is lovely, all that is pure, all that is good.%

Music sung from the heart was a genuine act of worship. It expressed a relationship with
Jesus. By this ritual act, spiritually by faith, the worshiper participated in the music of
heaven.

Singing shaped and intensified the Advent hope coupled to a relationship with
Jesus. Susan Elmer wrote to the Review, admonishing readers to keep courage as they
travel through this “dark world of sin and sorrow” to “that better land.” She urged that
they had ample reason to “take courage,” for:

Jesus now is passing by,
Calling mourners to him.

The editors printed this text as block quote signifying it was poetry. The text
alluded to the hymn, “Drooping Souls.” The full text of the hymn portrays the full import
of her letter:

1 Drooping souls, no longer grieve,
Heaven is propitious;

If on Christ you do believe,

You will find him precious.

Jesus now is passing by,

Calling wand’rers to him;

He has died that you and |

Might look up and view him.

Primitive Protestant Faith,” RH, October 28, 1862, 170.

123 “Help from Heaven,” RH, July 10, 1860, 64.
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2 From his hands, his feet, his side,
Flows a healing fountain;

See the consolation tide,
Boundless as the ocean.

See the living waters move,

For the sick and dying;

Now resolve to gain his love,

Or to perish trying.

3 Grace he offers full and free,
Drooping souls to gladden;

Hear him say, “Come unto me,
Weary, heavy laden”:

Though your sins like mountains high,
Rise and reach to heaven,

Soon as you on him rely,

All shall be forgiven.!?

Elmer’s allusion is notable. She did not select the first line of the hymn, which
would be common if a hymn was only casually known. Rather, she drew out a portion of
the text in the middle of the stanza, and personalized it by paraphrasing “wand’rers” to
“mourners.” This indicates that she knew the hymn well. It is plausible that she sang the
hymn enough to have internalized the text. Thus, as she penned her letter, seeking the
words to signify her intended meaning, a hymn from her experience “popped” into her
memory. The hymn had become part of her thinking, because it had been part of her
experience. It had helped shape her spirituality and also gave expression to it.

Following a worship gathering, the worshipers sang the “farewell” hymn. The
account does not give the title, leaving the researcher to only speculate that it may have

been “Never Part Again.” Jim Nix notes that this hymn has been used by Adventist

124 Susan Elmer, “Brother Smith,” RH, January 5, 1860, 55; This hymn was later published in
Hymns (1861), 422.
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congregations since the Millerite movement. He has found that it has been used at most
General Conference sessions since 1922. The hymn was also a favorite of William
Miller. The text was written by Isaac Watts in the early 1700s, though the tune and
chorus have changed over time.'?> Regardless of the hymn and tune, the account makes
clear the ritual function of congregational singing and its expression of their beliefs:

Monday forenoon we held another meeting and it was the best meeting of the whole;
sweet union and love prevailed in the meeting. We then sang the farewell hymn and
with sad yet joyful hearts parted—sad that we must part with those we love so well
and had taken such sweet counsel with; but joyful that our hearts had been
strengthened and comforted together, that the clear light of truth had shone upon us,
and that we were soon to meet to part no more, where no discord or disunion
reigns.1%

The farewell hymn ritualized the goodbye. The worshipers added meaning to the
ritual, believing that when Christ returns, they would never part again. That a hymn was
referred to as the farewell hymn implies that this hymn was commonly known in this
way; it had often been used in this manner. The farewell hymn signified this hope;
singing it deepened the impression.

While the hymnbook cultivated spirituality during divine worship, its influence
extended into the Christian life, health, work, the family circle, and sanctification. Due to
the pervasiveness of music, musical qualities were desired in an individual, musical
achievements were desired in the life, and wholesome music was meaningful.*2” A letter

was sent in to the RH, stressing the importance of music for one’s health:

125 Nix, Early Advent Singing, 44-45.
126 Ellen G. White to Brother and Sister Howland, November 12, 1851 (Letter 8, 1851).

27 Uriah Smith, “A General History of the German Seventh-day Baptists,” RH, February 19,
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Music, like painting and statuary, refines, elevates, and ennobles. Song is the
language of gladness, and it is the utterance of devotion. . . . Song is the outlet of
mental and physical activity, and increases both by its exercise. No child has
completed a religious education who has not been taught to sing the songs of Zion.
No part of our religious worship is sweeter than this. In David’s day it was a practice
and a study.*?®

Similarly, music makes work more pleasurable. “Many a pious housewife has
made the hours seem short as to the merry music of her wheel her heart has sung.”*?
What was her song? Her companion on the life journey, Jesus, was to be the song of her
heart in all of life’s duties. “The song that the glorified will sing above, is a song of praise
to him who has redeemed them from all sin.”*3°

Writing to the RH, G. W. Holt built upon this concept from the verse in
Colossians 3:16-17: “Let the word of Christ dwell in you richly in all wisdom, teaching
and admonishing one another in psalms, and hymns, and spiritual songs, singing with
grace in your hearts to the Lord. And whatsoever ye do in word or deed, do all in the
name of the Lord Jesus, giving thanks to God and the Father by him.” Holt taught that
music was a means to prepare the heart for holiness. Music must be filled with the grace

of the Lord in the heart.13!

1857, 122.
128 James S. White, “Extracts from Letters: Music Healthful,” RH, July 29, 1862, 71.
129 Theodore L. Cuyler, “Christ a Companion on the Life-Journey,” RH, August 12, 1862, 83.

130 Uriah Smith, “The Connection Between Holiness and Eternal Happiness,” RH, October 16,
1860, 174.

131 G. W. Holt, “Holiness of Heart,” RH, August 19, 1852, 59. See also John A. Laughhead,
“Experience: From Brother Laughhead,” RH, December 23, 1851, 67.
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Ellen White wrote very little about music during the period. Due to prejudice
against her visions, James avoided publishing his wife’s writings from 1850-1855, later
called the “silent years.”*32 What she did write was important. She urged young believers
to cultivate a song of praise in their hearts:

The young can find words enough to express their ardent affection for each other. . . .
Why, at the mention of Jesus nhame whose love was so exalted, so devoted, so pure,
do they hold their peace? Dear friends, have you no words to speak in Christ’s favor?
... Why! O, why! do we not hear your voices in the full gratitude of your soul speak
forth his praises? Why are not the praises of God heard gushing from your
affectionate hearts, warmed by a Saviour’s love? His love should call forth music
from the soul and lips [emphasis added]. What is the matter children? “Out of the
abundance of the heart, the mouth speaketh.” . . . You must be devoted, yes,
consecrated to God. He wants the whole heart. He is a jealous God, and he requires
the whole heart, and the warmest affections. . . . Awake and love and adore thy
Redeemer. Be a living example to others, and give full proof that you are Christ’s
disciples.t®

Love for God should be called forth as music from the soul. Giving of the whole
heart should bring forth songs of praise. Music as a metaphor could indeed be the intent
of White in this passage. As the Adventists demonstrated in their writing, the spiritual
music of the heart most fully resembles the true music of heaven. But could not this
passage be also taken literally? Love for God should be called forth as music from the
soul and lips. White desired the young and old to respond to God’s love with their hearts

and mouths, thoughts and actions.

132 Jerry Moon and Denis Kaiser, “For Jesus and Scripture: The Life of Ellen G. White,” in The
Ellen G. White Encyclopedia, ed. Denis Fortin and Jerry Moon (Hagerstown, MD: Review and Herald
Publishing Association, 2013), 37.

133 Ellen G. White, “Thankfulness, and the True Object of Our Affections,” Youth’s Instructor,
February 1, 1856, par. 6.
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White expressed her love for Jesus in the context of music. Jesus’ voice is “richer
than any music that ever fell on mortal ear.” Following this statement, White quoted the
third stanza of the hymn, “Sweet Rest in Heaven,” its first line beginning “O When Shall
| See Jesus?”134

Our eyes shall then, with rapture,
The Saviour’s face behold,

Our feet, no more diverted,

Shall walk the streets of gold,;
Our ears shall hear with transport
The hosts celestial sing,

Our tongues shall chant the glory
Of our Immortal King.'%

Her worship response to Christ’s “musical” voice was through singing. God’s “love

should call forth music from the soul and lips.”*3 Only the redeemed can sing the songs

134 «Sweet Rest in Heaven,” Hymns (1855), 91-92, no. 146.

135 |bid, par. 18. Ellen G. White to Harriet Hastings, August 11, 1851, (Letter 3, 1851). “I long to
see the lovely Jesus whose countenance lights up the glorious city; Him whom angels adore, and as they
bow, cast their glittering crowns before Him, and then touch their golden harps and fill Heaven with their
rich music, of songs to the Lamb. The language of my soul is, ‘Though dark are the waters, and rough is the
wave, if Jesus permits the wild surges, I’ll brave. For that heavenly music hath ravished me so, I’ll join in
the chorus, I’ll go, let me go.” My soul is on wing for glory.” White’s quote is stanza three from the hymn,
“What Heavenly Music,” written by her husband, James. Ellen G. White to Brother and Sister Dodge,
December 21, 1851 (Letter 9, 1851).

136 Ellen G. White, “Thankfulness, and the True Object of Our Affections,” Youth Instructor,
February 1, 1856, par. 6.
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of experience.'® The purpose of music is the expression of praise for the love of God in
Christ for our redemption.*® In this way, singing is a testimony.!3°

In 1859, four years after James White published the 1855 hymnbook, Joseph
Clarke wrote to the RH, lamenting the poor congregational singing he had witnessed.
Apparently, the hymnbook and its supplements had not been well assimilated. Either
believers were not reading the music correctly, were not listening to the song leader, or
the hymns were being lined-out in poor fashion. Whatever the case, Clark pointed the RH
readership to some principles and the purpose of singing in worship:

At such times, notice the voice and style of the one chosen to lead (and some
judgment is necessary in this) and keep the ear open and alive to the harmony. Do not
let zeal to be heard, overpower the zeal to hear; but rather let the ear control the voice.
Always bear in mind, that whatever peculiar taste an individual or locality may have
for slow or rapid execution of music, all must yield to one regular movement, when
we all meet together for worship; and all must move in union, as to the time, pitch
and force of sounds. Let us strive to sing as well as possible, with the spirit and
understanding also.°

On another occasion, Clarke wrote the RH, urging the importance of family

worship in the homes. It was in the family worship that the children would learn “many

137 Ellen G. White, “To the ‘Little Flock,”” RH, April 1, 1850.

138 Ellen G. White, “Experience and Views,” RH, July 21, 1851, Art. A, Par. 17; idem., “Beauties
of the New Earth,” The Youth’s Instructor, October 1, 1852, par. 5. “If you love God and keep his
commandments, when Jesus takes his faithful children home, he will give you a crown that will never dim;
and you may freely eat of the immortal fruit of the tree of life, and of its healing leaves, and never more
know sickness or sorrow; but your happiness will be complete, as you sing redemption’s song.” Idem.,
“Exhortation to the Young,” The Youth’s Instructor, January 1, 1854.

139 «“Your song will be ‘Hear, what the Lord has done for me.” Your hearts can beat with ardent
affection and love for Jesus, who first loved you.” Ellen G. White, “Thankfulness, and the True Object of
Our Affections,” The Youth’s Instructor, February 1, 1856.

140 Joseph Clarke, “Music,” RH, November 10, 1859, 200.
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musical lessons a year.” He told the parents, “If you neglect this important, pleasant and
light duty, and your children should fail to learn to sing, who do you think will have to
answer for the neglect, and consequent irreparable loss?**! Eternal interests were at stake
for the children through worship and music shared at the family gathering. Parents were

responsible for developing their children’s spiritual identity through music.

Sabbatarian Adventist Summary

The Sabbatarian Adventists continued their avid use of music to proclaim their
unique faith. From 1844-1860, the Sabbatarian Adventists witnessed a significant
expansion within their hymn repertoire. Within the timespan of sixteen years, this little
flock utilized nine hymnbook publications. The number of pages of hymns grew from
almost fifty pages to over 450, a factor of nine. These numbers of hymns give strong
indicators to the value of music among these Adventists.

Sabbatarian Adventists desired their hymnody to serve as a unifier among their
brothers and sisters, gathering all together under one faith, one present truth. These
hymns were not only to be devotional poetic text, but they were intended to be sung.
When difficulties arose among the flock pertaining to a lack of uniform melodies,
numerous publications of hymns with tunes were put forth. It was believed that music
was a valuable means for public and private devotion, even suitable for social gatherings.

In the latter half of the period, more tunes were published, both within
hymnbooks and supplements, and even in the movement’s periodical. The tunes were

provided, not only to promote liturgical unity among believers when they gathered for

141 Joseph Clarke, “Music for Children,” RH, July 24, 1860, 78.
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corporate worship, but also to furnish a source of joy as they proclaimed their faith in
song. It may be observed from the prolific publication of these songbooks that
Sabbatarian Adventists held a high view of music. “All this production of hymnals by the
White family reveals much of the worship practices of early Adventists in general.”42
The formative role of music in discipleship created a circuit between the divine
service and family worship. The purpose of congregational song was to acculturate to the
heavenly music of above. Congregational singing in worship focused on Jesus, glorifying
Him, and His soon return. Even without musical skill, all were invited to worship through
the prayerful song of the heart. Music in worship took a prominent place in Sabbatarian

Adventist liturgical expression.

Seventh-day Adventist Church (1860-1894)

Sabbatarian Adventists officially selected the name, Seventh-day Adventist, on
Monday, October 1, 1860, at a conference in Battle Creek, Michigan.'*® The following
year, 1861, the Seventh-day Adventist Publishing Association'* and the Michigan
Conference of Seventh-day Adventists were organized.*® On May 20, 1863, the General

Conference of Seventh-day Adventists was officially organized, providing the growing

142 Wearner, “Worship in the Early Life of Ellen G. White,” 12.
143 Urjah Smith, “Fifth Session,” RH, October 23, 1860, 179.

144 Uriah Smith, “Second Session,” RH, April 30, 1861, 189. It was incorporated May 3, 1861.
[Uriah Smith], “The Review and Herald,” RH, May 7, 1861, 200.

145 1t was voted on in the early hours of Sunday morning, October 6, 1861, apparently after
deliberating all night. “The Conference convened for business purposes, evening after the Sabbath, Oct. 5,
at 6:30 pm. [. . .] Adjourned to 8 o’clock in the morning.” Uriah Smith, “Doings of the Battle Creek
Conference,” RH, October 8, 1861, 149.
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body of Sabbatarian Adventists an organizational structure for global mission.'*® In this
new period of organization, Adventists began to explore what a Seventh-day Adventist
liturgy would look like. Because it was now an official Christian denomination, it would
experience the growing pains of what this new identity would mean. Things would not be
settled. However, it is in this period that we begin to see an abundance of musical
expression, the first known record of a church bulletin, and more liturgical
standardization. The concluding time period for this section of the chapter has been
selected as 1894, for it was in 1894 that James Edson White (1849-1928),4” son of
James and Ellen White, pushed off from the shores of the Kalamazoo River, in Allegan,
Michigan on the Morning Star steam boat to advance the ministry among Blacks in the
American South. This adds a significant new component to the story of Adventist music

history, warranting further consideration in Chapter 5.

Seventh-day Adventist Hymnody and Instruments
Hymnody
Adventist hymnody continued to flourish during this period. James White
continued to actively publish new songbooks, though the growing church began to take a
broader committee approach. White’s second son, Edson, took up his father’s mantle, and
continued with numerous hymnals during the period. The following is a selected list of
the most common hymnals of the period:

1861 Hymns for Those Who Keep the Commandments of God and the Faith of

146 Uriah Smith, “Constitution of General Conference,” RH, May 26, 1863, 205.

147 Referred to hereafter as Edson White.
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Jesus, 529 hymns on 464 pages.'*®

1863 The Sabbath Lute, 42 hymns on 48 pages.'#°

1869 Hymns and Tunes for Those Who Keep the Commandments of God and
the Faith of Jesus, 424 pages, 536 hymns, and 125 tunes.t*

1872 Hymns and Spiritual Songs for Camp Meetings and Other Religious
Gatherings.®!

1876 Hymns and Tunes for Those Who Keep the Commandments of God and
the Faith of Jesus, Rev. ed. of 1869, 1 more hymn and 19 more tunes.*>
Commonly known as Spiritual Songs.

1878 Song Anchor: A Choice Collection of Favorites for Sabbath School and
Praise Service, 159 pages, 137 hymns, 133 tunes, 10 composed by J. E.
White.1%3

1880 Temperance and Gospel Songs, for the Use of Temperance Clubs and
Gospel Temperance Meetings, 134 songs and hymns, 108 tunes.*>*

1881 Better Than Pearls, 70 gospel songs, 50 tunes, and nearly 200 hymns. 1%

1882 Pearly Portals for the Sabbath School, 160 pages, 147 items, mostly
gospel songs.*>®

148 James S. White, Hymns for Those Who Keep the Commandments of God, and the Faith of
Jesus (Battle Creek, MI: Steam Press of the Review and Herald Office, 1861).

149 General Conference of Seventh-day Adventists, The Sabbath Lute (Battle Creek, MI: Steam
Press of the Seventh-day Adventist Publishing Association, 1863).

150 General Conference Committee, Hymns and Tunes: For Those Who Keep the Commandments
of God and the Faith of Jesus (Battle Creek, MI: Steam Press of the Seventh-day Adventist Publishing
Association, 1869). Hereafter, Hymns and Tunes (1869).

151 James S. White, ed. Hymns and Spiritual Songs for Camp-Meetings and other Religious
Gatherings (Battle Creek, MI: Steam Press of the Seventh-day Adventist Publishing Association, 1872).

152 General Conference Committee, Hymns and Tunes for Those Who Keep the Commandments of
God and the Faith of Jesus (Battle Creek, MI: Steam Press of the Seventh-day Adventist Publishing
Association, 1876).

153 3, Edson White, Song Anchor: A Choice Collection of Favorites for Sabbath School and Praise
Service (Battle Creek, MI: Review and Herald Publishing House, 1878).

154 . Edson White, Temperance and Gospel Songs, for the Use of Temperance Clubs and Gospel
Temperance Meetings (Battle Creek, MI: Review and Herald, 1880).

155 J. Edson White, Better than Pearls (Battle Creek, MI: Review and Herald Publishing
Association, 1881).

156 D, S. Hakes, Pearly Portals for the Sabbath School (Oakland, CA: Pacific Press, 1882).
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1886 The Seventh-day Adventist Hymn and Tune Book for Use in Divine
Worship (HT), 1139 hymns and tunes, 51 miscellaneous old melodies.
1891 Songs of Freedom, 100 songs on religious liberty.®

157

The 1861 Hymns for Those Who Keep the Commandments of God, and the Faith
of Jesus was not a new hymnal, but rather a revision and unification of the 1855
hymnbook and its subsequent supplements. In his review of the hymnbook, preacher
Joseph H. Waggoner alluded to this fact, while also giving the book strong accolades:

DEAR BRO. WHITE: | have received the new Hymn Book, and am very much
pleased with it. The arrangement of the hymns, by paging the hymns retained as they
are in the old book, is excellent. I think we have a book now that is suited to every
want, both in hymns and music. It is to be hoped that more attention will be paid to
the music, that there may be more uniformity in our congregational singing. The
tunes in this book are sufficient in number and variety for every purpose. As a whole,
| think it is as complete and perfect as may be attained unto, and feel confident that it
will give general satisfaction.>®

It was not uncommon for the reader of the RH to find in many issues a piece of
music with a hymn text. As hymnbooks were published including music, the editors
found it possible to include music in their periodical as well.*%° Near the end of the
period, three popular tunes were made available for individual purchase: “Sweet Hour of
Prayer,” “Nearer My God to Thee,” and “Morning of Zion’s Glory.”*®! Often these

individual hymn printings in the Review would appear in later hymnals.

157 General Conference Committee, Hymns and Tunes.

138 Franklin E. Belden, Songs of Freedom (New York: National Religious Liberty Association,
1891).

159 Joseph H. Waggoner, “Dear Bro. White,” RH, September 3, 1861, 112.
160 James S. White, “New Music,” RH, October 7, 1862, 200.

161 White, “New Music,” 152.
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In 1863, another “valuable little collection” of “Hymns and Tunes” was published
under the title, The Sabbath Lute. %2 This collection was made available alone, or bound
together with the 1861 hymnbook.1%® Though small, this hymnal published many hymns
and tunes heretofore not published among Adventists.

It wouldn’t be for another six years, when, under the leadership of the newly
formed General Conference, that the first official hymnal of the Seventh-day Adventist
Church would be published. In 1869, Hymns and Tunes for Those Who Keep the
Commandments of God and the Faith of Jesus was printed.'®* The church continued the
small format of three and one-half inches by five inches.

Hymns and Tunes, as it was commonly called, was not a songbook for revival
meetings. The hymnal was “designed to promote not only public worship, but also social
and family devotions,” for “singing is an important part of the worship of God; and those
who would worship him in spirit and in truth, should seek to express truthful sentiments
in all their songs of praise.”* It appears that worship, namely public worship, was its
primary purpose, as indicated by the volume’s full title, The Seventh-day Adventist Hymn
and Tune Book for Use in Divine Worship. While James White had edited previous

Adventist hymnals, this hymnal was the work of a committee, including George Butler,

162 James S. White, RH, June 9, 1863, 120.

163 |bid., 16.

164 Hooper and White, Companion, 20.

185 General Conference Committee, “Preface,” in The Seventh-day Adventist Hymn and Tune Book

for Use in Divine Worship (Battle Creek, MI: Steam Press of the Seventh-day Adventist Publishing
Association, 1869), iii.
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Uriah Smith, J. H. Waggoner, A. R. Henry, Edwin Barnes, and Franklin E. Belden as
music editors. The editors credited neither hymnists nor tune composers.

The purpose of the hymnal was ecclesiological. The editors purposed to “select
and prepare Hymns of worth and poetic merit, which express the faith and hope of the
church as set forth in the Scriptures of truth, . . . and free from the prevailing errors of our
time.”%® Furthermore, they desired the inclusion of tunes to “greatly promote uniformity
and correctness in singing.”*%” The need for the inclusion of music in the hymnal may
have been motivated by the earlier reports of Joseph Clarke, indicating poor
congregational singing among Adventists.2% Linda Mack notes that this hymnal
demonstrated a maturation of the church, including “hymns of worship, faith, Lord’s
Supper, Christian experience, and family devotion.”16°

Other hymnals were published by the church during this period, seeking to
address special purposes. Camp meetings continued among Adventists, leading James
White to publish a work specifically for camp meetings in 1872, entitled, Hymns and
Spiritual Songs for Camp Meetings and Other Religious Gatherings. This collection was
not to take the place of the official church hymnal.}’® Hymns and Spiritual Songs’ title
ought not be mistaken for the 1876 republication of HT, which was commonly referred to

as Spiritual Songs. Figure 6 shows the very worn cover of HT (1876). The word “Songs”

166 General Conference Committee, “Preface,” iii.
167 bid.

168 Mack, “Seventh-day Adventist Hymnody,” 3.
169 1bid., 3.

170 «“Compiler’s Note,” Hymns and Spiritual Songs, i.
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Figure 6. Cover of HT (1876) faintly shows the title, Spiritual Songs.

may be faintly read, with Sp-“iritual” just above it. The “Sp” have been worn off. It is
this hymnal that Uriah Smith referenced in the Review as being the hymnal out of which
they sang at the dedication of the Dime Tabernacle.

In 1878, Edson White published Song Anchor: A Choice Collection of Favorites
for Sabbath School and Praise Service. The Song Anchor held several firsts. It was the
first Adventist hymnal providing music for all the hymns; it provided the authorship of
hymns and tunes, including copyright information; it introduced Christmas songs into
Adventist hymnody; ten of Edson White’s own compositions were included, as well as
the first work of Franklin E. Belden (1858-1945); and it was the first Adventist hymnal

to include temperance hymns.
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In 1886, the General Conference of Seventh-day Adventists published the “largest
and most comprehensive hymnbook ever published by the church,”*"! entitled, The
Seventh-day Adventist Hymn and Tune Book for Use in Divine Worship. The editorial
committee comprised of George Butler, Uriah Smith, J. H. Waggoner, A. R. Henry, and
Edwin Barnes. Barnes and Frank Belden edited and composed the music for the
songbook.

As indicated in the title, the General Conference purposed this hymnal for Divine
Worship on Sabbath mornings. This hymnal built upon the foundation long established
by the Adventist tradition of hymnbook publishing.

The importance of sacred song, as a part of the worship of God, has been recognized
from the very beginning of the denomination in whose behalf the present work is
issued. Among their earliest publications was a small collection of hymns, expressive
of their faith, and breathing a spirit of consecration and devotion to God and his
work. 12

The editorial committee believed the hymns to be “strictly in harmony with the teachings
of the Scriptures,” and therefore commended the hymnal to all “who are waiting for the
coming and kingdom of CHRIST, humbly hoping that it may prove a means of increasing
their love to God and his worship, and aid them in the preparation necessary to associate
with the redeemed, and join in singing the new song on MOUNT ZION.”*”® The
Committee understood hymnody to foster spirituality, believing it would not only root

them in the Advent faith, but prepare them for Christ’s soon return and the blessed hope

171 Hooper and White, Companion, 27.
172 «“preface,” Hymns and Tunes (1886), iii.

173 1pid., iv-v.
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of joining the music in heaven. The 1886 HT would continue as the official Seventh-day
Adventist hymnal for fifty-five years, when, in 1941, the church would publish the 1941
Church Hymnal. Other hymnals, such as the 1900/1908 Christ in Song challenged HT for
primacy in liturgical use,!’* meaning that HT fell out of use as newer hymnals gained
popularity.

The active music publishing of the White family and the denomination
demonstrates the continued value the Seventh-day Adventist Church placed on
congregational singing and its role in spiritual growth. Other important hymnological
developments took place during the period, affecting the trajectory and spiritual praxis of

Adventists.

Instruments in Worship

Throughout their history, Adventists have contended over the use of instruments
in worship. While some, such as the White family, advocated a broad use of instruments
in public worship, others appear to have discouraged their use, based on association.
Millerites viewed the organ and other instrumental music as extravagances of the
times.1”® During the Sabbatarian Adventist period, the RH published articles and poems

criticizing the spirit of worship in the mainline Protestant churches, decrying as religious

174 This issue will be addressed in Chapter 5.

175 George W. Kinney, “Brother Himes,” ST, April 10, 1844, 79. Emily C. Clemens, “Pilate and
Herod Made Friends, Part 1,” ST, April 17, 1844, 82.
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mockery, a “monstrous organ,”*’® church bells, ornate architecture,’” and a “fashionable”
gallop or dance played on the organ.'’® Gary Land interpreted this data, concluding that
for the first thirty years, Adventists sang a cappella, unaccompanied with instruments.”®
Land likely drew his conclusion from the negative language used by Adventists about
instruments.

Throughout the nineteenth century, none of the data explicitly state that
Adventists sang a cappella. As observed in Chapter 3, Presbyterians, Baptists, and
Methodists wrestled with the use of the organ in worship. These traditions viewed a
cappella lining out as futile, leading the churches to finally incorporate the organ (c.
1850) to facilitate improved congregational singing. It stands to reason that the Millerites
continued in the a cappella stream, due to their Restorationist beliefs. The Christian
Connexion and Millerite exodus from the mainline churches likely contributed to the
perpetuation of a cappella singing.

The sources heretofore cited, while mentioning the organ, do not prohibit the
organ. The White family encouraged the use of instruments in their life and writings. In

the 1850s and 60s, Edson and Henry White both played the melodeon for family worship

176 James S. White, “Selections,” RH, June 26, 1855, 255; “Aristocratic Christianity,” Lockport
Telegraph, in RH, March 27, 1856, 207.

17 C. T. Catlin, “Reflections on Hearing a Church Bell,” RH, March 14, 1854, 62.

178 Merritt E. Cornell, “Worship in New York,” in The State of the Churches (Battle Creek, MI:
Seventh-day Adventist Publishing Association, n.d.), 21-22.

17 Gary Land, Historical Dictionary of the Seventh-day Adventists (Lanham, MD: Scarecrow
Press, 2005), 205.
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in their home.*®% By the 1870s, resistance to instrumental music in worship continued,
leading Ellen White to write: “Call to your aid, if practicable, instrumental music, and let
the glorious harmony ascend to God, an acceptable offering.”!8! In 1877, James White
used a reed organ at a California camp meeting. John Loughborough argued from Psalm
150 that the Bible permits the use of the organ in worship. Many in the congregation
noted the improvement in the congregational singing.®? The narrow perspective held by
some in the church did not resonate with James White:

When S. D. Adventists were a humble people, in the earlier days of their brief history,
most of the old hands, those who have been pillars in the church, were opposed to
instrumental music. They even objected to the pure and solemn tones of the organ to
accompany vocal music in the house of God. We respect conscientious men and
women wherever they may be found, and while we may think that their consciences
are unnecessarily tender upon the matter of introducing the organ into church
worship, we would treat them with great respect, and would be very careful not to
wound them unnecessarily. 8

How can it be that so many opposing views to the organ could have been
published under James White’s editorial oversight, if he wasn’t opposed to it? The RH
promoted a forum where Sabbatarian Adventists dialogued. They critiqued the spirit of
self-worship, but not the use of instruments, per se. White agreed with his

contemporaries’ critique of the churches, but he did not agree with the view of some to

180 No evidence explicitly states they did not play for public worship as well. In the section below,
Music and the Second Coming, the musicianship of Edson and Henry is noted.

181 Ellen G. White, Testimonies for the Church, vol. 4 (Mountain View, CA: Pacific Press
Publishing Association, 1881), 71.

182 C. Warren Becker, “‘Such as Handle the Harp and Organ’: Organs and Their Masters in the
Seventh-day Adventist Church,” Adventist Heritage 14, no. 1 (1991): 6.

183 James S. White, “Leadership,” RH, June 17, 1880, 392.
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abandon all instruments and styles of music associated with the other churches. He
compiled hymns for his numerous hymnbook publications, with most of the text and
tunes coming from other Christian churches, indicating he did not close his mind to the
music of other denominations.

Adventists believed the other churches had fallen, and their extravagant music
posed as a facade, covering up their erroneous doctrines and moral emptiness. The
advocacy for musical instruments by the White family must be noted, for it contributed to
an increasing openness toward instruments in worship. From the known extant evidence,
some Adventists sang accompanied by the organ by the 1870s.

The Battle Creek Dime Tabernacle had a reed organ since its dedication in 1879,
(see Figure 7). The Tabernacle’s congregation long sought for a pipe organ for liturgical
use, but Ellen White counseled the congregation to advance the ministry of the church,
rather than further the extravagance of their liturgy and pride of their hearts. They did,
however, purchase a two-manual pipe organ, installing it at Battle Creek College in 1881
(see Figure 8). Upon closer examination, the music on the key desk appears to be Johann
Sebastian Bach’s, “Toccata and Fugue in D Minor,” Thematisch-systematisches
Verzeichnis der musikalischen Werke von Johann Sebastian Bach: Bach-Werke-
Verzeichnis (BWV) 565 (Figure 9). This evidence suggests that Barnes taught significant
organ literature at the college, though this repertoire could not be played at the Dime
Tabernacle due to the lack of a pedal board. Barnes could have played some of the organ

literature, but not much, because of the Dime Tabernacle’s organ’s deficiencies.
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Figure 7. The reed organ of the Battle Creek Dime Tabernacle.
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Figure 8. The organ at Battle Creek College.
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Figure 9. Music on the key desk, “Toccata and Fugue in D Minor,” BWV 565.

Edson White also advanced the use of diverse instruments in worship through his
hymnal production. He published Temperance and Gospel Songs, for the Use of
Temperance Clubs and Gospel Temperance Meetings in 1880. This hymnal provides
evidence for the use of instruments in worship. In some copies of Temperance and
Gospel Songs (1880), Edson White placed an advertisement: “Orchestra Score for music

in this book can be obtained by addressing J. E. White, Battle Creek, Mich.”184

184 Wayne Hooper and Linda Mack discovered this advertisement. Hooper and White, Companion,
25; Mack, “Seventh-day Adventist Hymnody,” 4. The James White Library at Andrews University holds
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The White family heritage of music making continued in Edson. He sought to
push the church ahead in its use of instruments in worship, as shown through his
advertisements of orchestral scores and the sales of keyboard instruments. His
advertisement suggests an Adventist market for the use of orchestral instruments in
worship, at least in temperance gatherings. If Adventists were not using orchestral
instruments in worship, then in the least we can infer that Edson promoted the use of
instruments.

Similarly, Ellet Waggoner published a notice in the ST in 1887, noting that the
New England Conservatory of Music in Boston, Massachusetts, proposed free instruction
for aspiring missionaries. Instruction included:

Vocal and instrumental music, the art of teaching vocal music to children; a general
knowledge of piano and reed-organ tuning and adjusting, such as will make it
possible for them to meet the practical wants of isolated fields; and a knowledge of
the fundamental principles of harmony, sufficient to enable them to arrange native
music and write the accompanying parts.18

Waggoner felt this generous offer would be met with “hearty response,”
suggesting that many Adventists would eagerly take up learning music, including various
instruments. In a similar vein, an 1893 notice in the Daily Bulletin indicates that

Adventist’s own schools valued instruments. Union College in Lincoln, Nebraska

ten copies of this hymnal. One copy resides in the stacks of the main library. The Center for Adventist
Research holds the nine others. Three of these are bound together with the Song Anchor. Only one copy has
this advertisement in the back leaf of the hymnal. Perhaps of significance, this specific hymnal is about ¥4
inch shorter than the other copies. This evidence suggests there were more than one printing of the hymnal.
On this same rare page, Edson also advertised pianos and organs for sale, as well as “any piece of sheet
music ever published.” M2131 .S3 W422 c.1 at the Center for Adventist Research.

18 Ellet J. Waggoner, “Back Page,” ST, January 6, 1887, 16.
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“purchased eight musical instruments, six organs and two pianos, at a cost of twelve
hundred dollars.”8

In the 1890s, Adventists were cautious toward some types of instrumentation,
particularly toward the Salvation Army bands. Waggoner reported in the American
Sentinel, that in Ashland, Wisconsin, Salvation Army officers “were committed to jail for
one week for marching on Sunday to the music of a cornet and flute.”*8” A report given at
the General Conference indicated that those in the Salvation Army had similarly been
treated in Switzerland. “In Basel, they were confined to one small section of the city, and
were not allowed to use any kind of musical instrument.””188

At the Muncie, Indiana camp meeting of 1900, Adventists worshiped with these
Salvation Army Band instruments, including a bass drum, a cymbal, two tambourines,
string bass, two or three violins, two flutes, two trumpets, and an organ.'® By all
descriptions, worshipers demonstrated exceedingly great enthusiasm at the liturgies.
Ellen White referred to the music of the Muncie camp meeting as a “bedlam of noise.”%

The “bedlam of noise” counsel challenges the Adventist church even to this day.

186 Archibald R. Henry, “Report on Union College,” General Conference Daily Bulletin, February
26, 1893, 396.

187 Ellet J. Waggoner, “Back Page,” American Sentinel, March 6, 1890, 80.
18 [No author], “Article VI,” General Conference Daily Bulletin, March 10, 1891, 53.
189 Hattie H. Haskell to Sara McEnterfer, September 17, 1900.

190 White, Selected Messages, 2:36.
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Both André Reis and Katrina Blue carefully document how the holy flesh
theology drove the excitement of the Muncie camp meeting.!%! Reis argues the
innovation of using Salvation Army Band instruments for the first time in worship
contributed to the excitement of the Muncie camp meeting. He cites the Muncie Morning
Star, saying this was the “first time that musical instruments were used in an Adventist
[camp meeting], except the organ.”**? The Indiana Conference President “calmed the
participants,” saying the Bible permitted these instruments.'®3 Blue argues the musicians
played in total disorder, as a possible interpretation of the bedlam of noise.

What seems most likely, in my opinion, is that worshipers came to the camp
meeting with certain theological expectations as to what was to take place at the worship,
namely, the purification of the flesh through the enthusiastic liturgy. Adventists came to
the worship event unaccustomed to the style of a Salvation Army Band. The novelty and
the loudness of the music did psychophysiologically affect the worshipers, stirring them
to excitement. Based on the methodology established in Chapter 2, it stands to reason that
loud rhythmic music, even in the style of a Salvation Army Band, can stir up excitement.
Remember from the methodology, that the worshiper brings a priori beliefs to each
experience. If the worshiper expected to be purified in the liturgy, and believed a

demonstrative worship facilitated such a theology, the worshiper would open oneself to

191 Reis, “Elena G. de White y la musica.”; Blue, “Threads from an Old Fabric.”
192 Reis, “Elena G. de White y la musica,” 39-40, (English translation, unpublished, 6).

193 1bid.
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the music, and enter into an excited, even ecstatic, state of mind. The music would
contribute to this overall effect.

This type of music in a large Adventist gathering was likely new. But we cannot
say with absolute certainly that Adventists had not used instruments other than the organ
before this time. The Muncie Morning Star report does not harmonize with the abundance
of evidence of instrumental use, documented at least twenty-three years prior. This much
is certain. Adventists continued to struggle with the use of instruments in worship. Even
by the twentieth century, some took issue with the use of instruments. On the other hand,
and stemming from the beginning of the movement, others, such as the White family,
consistently advocated the use of instruments in worship.

| propose a moderate conclusion from the history of instruments in Adventism in
the nineteenth century. Theological a priori contribute to the effect of music upon the
worshiper. Musicians may abuse instruments in worship, but when used rightly,

instruments add unity and beauty to the worship of God.

Seventh-day Adventist Liturgical Order
Seventh-day Adventists shared a common liturgical order with the American free
church and mainstream evangelical traditions. The Review often republished writings by
Theodore L. Cuyler, a leading Presbyterian minister and religious writer. In critiquing the
state of prayer meetings, he gave a common order of worship. Understandably, prayer
meetings are not the same as a church service, though Cuyler’s description is quite
similar.

The meetings are usually formal and stereotyped; they begin with “Mear” and
“Ortonville,” or “Old Hundred,” then a chapter lazily read, then a deacon, then an
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“opportunity for remarks,” then a silent pause, then a hymn or a deacon, and the
closing prayer dismisses the handful to their homes.*®*

The common order is as follows: Opening hymn or doxology, scripture reading, a
read message by the deacon, a sharing time (remarks), a time of meditation and prayer, a
closing hymn, closing prayer, and dismissal. By now Adventist hymnody held an
indispensable presence in the liturgy. Services almost always began with a hymn. 1%
Some even closed the Sabbath day with the singing of a hymn.1%

Conference gatherings continued to be an invaluable source for liturgical records.
The conferences were not just for church business, but were for gathering and worship.®’
Because this practice was so common for conferences, the trustees held running ads in
1863 and 1865 in the Review, noting that meetings of the Seventh-day Adventist
Publishing Association were “for the transaction of business. There will be no conference
held in connection with it, and no especial religious exercises.”%® However, in 1864, the
Association noted that it would hold religious exercises on both Saturday and Sunday at
its annual meeting. While they would meet for business, the weekend meetings would be

“devoted exclusively to religious exercises.”%

194 Theodore L. Cuyler, “A Word about Prayer-Meetings,” RH, August 8, 1865, 75.

195 Uriah Smith, “Fourth Session,” RH, October 23, 1860, 178; James S. White, “Report of
Conference of Seventh-day Adventists,” RH, May 26, 1863, 204, 206.

19 D, Hildreth, “Closing the Sabbath,” RH, November 27, 1860, 14.

197 John N. Loughborough and Moses Hull, “Report from Brethren Loughborough and Hull,” RH,
July 7, 1863, 45.

198 James S. White, “Appointments,” RH, September 8, 1863, 120.

199 «“General Conference Committee, “Annual Meeting of the S. D. A. Publishing Association,”
RH, April 12, 1864, 160. The same practice was also used at the Vermont State Conference of the same
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On extended conferences, Adventists held services not only on Sabbath, but also
on Sunday, even having baptism and the Lord’s Supper (the ordinances).?% To begin a
Michigan annual conference, religious exercises marked the beginning of the session.
James White preached an appropriate message for a worship gathering, choosing the text,
“For where two or three are gathered together in my name there am | in the midst of
them” (Matt 18:20).2°* White’s text suggests a development of theological thought
toward worship, though quite implicit. The conference was a corporate gathering in

which worshipers believed God to be present.

A Need for Reform

By the early 1860s, order in the service demanded attention. Some held services
as long as three hours. Merritt Cornell recommended that services be kept two hours or
even one hour for testimony meetings. Some sang entire hymns between testimonies, a
practice which he recommended should be discontinued. He advocated singing a verse of
a hymn that spoke to the spirit of the testimony and then moving on to the next speaker.
He expressed concern that Adventist services should contain life. If these reforms did not
work, he recommended closing the meetings, or getting down and crying “mightily to
God to break the spell and arouse the people,” so that the people may be “strengthened,”

“encouraged,” and “blessed.”?%2

year. Stephen Pierce, “Vermont State Conference,” RH, May 3, 1864, 184.
200 Joseph Bates, “Meetings in Michigan,” RH, July 8, 1862, 45.
201 Uriah Smith, “Michigan Annual Conference,” RH, October 14, 1862, 156.

202 Merritt E. Cornell, “Are Ye Unworthy to Judge the Smallest Matters?” RH, January 28, 1862,
68.
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In Chapter 1, | established that worship is attitude and liturgy is action. This
means that one can “go through the motions” of liturgy, without actually worshiping;
one’s praise may be “lip service.” In similar language, the RH published an article
entitled, “None other Name,” that alluded to Acts 4:12 that states that in Jesus, “There is
none other name under heaven given among men, whereby we must be saved.”
“Religious exercises, good resolutions, altered habits” are “ineffectual” in finding the
“peace of mind” that only Jesus can bring.2%

In this vein, Hannah More cautioned against heartless worship, which led to
formalism. One needed a willingness of heart and mind to rightly engage in religious
exercises:

The heartless homage of formal worship, where the living power does not give life to
the form, the cold compliment of ceremonial attendance, without the animating
principle, as it will not bring peace to our own mind, so neither will it satisfy a jealous
God. [. . .] These well-intentioned persons seem to spend no inconsiderable portion of
time in religious exercises, and yet complain that they make little progress. 204

She also instructed that “If some things which are apparently innocent,” and yet
“awaken thoughts which ought not to be excited,” they may “abate our love for religious
exercises.”2%

This religious contemplation and worship included the spiritual practice of

congregational singing. Uriah Smith published the following quotation in the Review:

203 «“None Other Name,” RH, December 1, 1863, 7.

204 Hannah More, “Mistakes in Religion,” RH, December 18, 1860, 34. As Fernando Canale states,
“Liturgy is meaningless without worship.” Canale, “Principles of Worship and Liturgy,” 110.

205 Hannah More, “Cultivation of a Devotional Spirit,” RH, January 8, 1861, 57.
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It is the duty and privilege of the church to sing; a duty which she can no more
perform by proxy, than she can pray, or repent, or believe, or hope, by proxy. No
body of Christians so long as they feel they have any thing to say to God in the house
of prayer, will consent to stand or sit silent, and employ a few thoughtless and giddy
persons to perform in their name,—or rather in their stead,—a part of the devotions so
near akin to the worship of the celestial host. I have not doubted for many years that
the exclusive performance of sacred music in the church by a few select, professional
singers, is at once to defraud the church of her privilege, and to offer an insult to the
Almighty.20®

Smith valued congregational singing. These convictions stem from the Christian
tradition discussed in Chapter 3, in which the Presbyterian, Baptist, and Methodist
churches sought to uplift the priesthood of all believers. Worship in singing was not to be
done by proxy.

Counseling on congregational singing, William Gage wrote the Review, stating
that those who “love this branch of the worship of God,” understand the formative—and
even normative—nature of singing in worship. He cautioned fellow believers that, just
because a song is sung in worship, or written by Dr. Watts, does not make it biblical
truth. Hymnists may contradict the truth in God’s Word. God’s blessing in music often is
perverted by Satan.2%” Therefore, worship leaders and congregations alike should pay
close attention to the hymn texts. If one were careless, Satan might lead the singer away
through unbiblical theology. Though the music might be beautiful, it would not make the

erroneous texts right. Music, poetry, and art, ““so beautiful in their places as the

206 He did not give a source for the material, but included quotes around the paragraph, indicating
the thought originated elsewhere. “Congregational Singing,” RH, August 30, 1864, 107.

27 William C. Gage, “Music,” RH, February 7, 1865, 85. This view was later advocated in the

1880s and 90s: Ellet J. Waggoner, Bible Study. Letter to the Romans. No. 14,” General Conference Daily
Bulletin, March 23, 1891, 213; Idem., “In Christ We Have All Things,” ST, April 6, 1891, 107.
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handmaids of religion,” often “demand for themselves the worship which is due to God
alone.”2%

Joseph Clarke continued his contribution to the Advent movement regarding the
importance of congregational singing. He discussed the continuing difficulties that
plagued the Advent believers in their congregational singing. Clarke expressed his
theology of music more explicitly. “How glorious, how elevating, to hear the full melody
of hundreds of voices, all tuned aright, all consecrated, ascending to heaven!”’?%® Clarke
desired the Advent believers to sing in unity, sing in and with the Holy Spirit, sing with
understanding, and sing for the glory of God.

In a similar vein, not all Adventists knew many tunes for congregational worship.
The Church Record of Wright, Michigan made two important decisions at its church
board meeting in 1861: 1) “Resolved to send for Bro. Russell of Monterey forthwith to
assist us in becoming familiar with enough tunes in our hymn book in order that the
singing part of worship be improved,” and 2) “Realized that Bro. Russell be paid for his
assistance in singing from the Church fund.”?%° These resolutions are significant. First,
they indicate that not many were familiar with the tunes that had been published in the
1855 hymnbook. They desired more variety in their worship services. This would
improve the singing part of the worship. They also understood that singing was a part of

worship. We can infer from this that they understood Scripture, prayer, and preaching

208 [Uriah Smith], “Amusements,” RH, February 7, 1865, 87.
209 Joseph Clarke, “Congregational Singing,” RH, June 24, 1862, 29.

210 Wright, Michigan Church Records, 1861, 14. A scan of this document was given to me by Stan
Hickerson.
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were also part of the worship. Additionally, before Adventists formally organized as a
denomination in 1861, they recognized the importance of paying a musician in order to
foster a more spiritual worship.

During this period, Adventists sought to select music appropriate to the liturgical
order and type of liturgical service. On one occasion, a “hymn of praise” was sung, and it
was “appropriate for the Sabbath morning.”?!! It seems that the service began with this
hymn of praise. The second comment suggests the hymn of praise contained content
making it appropriate for a Sabbath morning service, as opposed to a social meeting or
other kind of service. Its appropriateness may have also extended appropriately to the

sermon, delivered by James White, on the subject of the seventh-day Sabbath.

Dedication of the Dime Tabernacle
A much deeper illustration of the intentional musical-liturgical theology

appropriated by Seventh-day Adventist leaders may be observed in the dedication of the
Battle Creek, Michigan, Dime Tabernacle in 1879. Much data remains on this important
liturgical history, including the actual service bulletin, and Review and newspaper
articles. These sources reveal a rich historical theology through the use of music. While
others have considered various aspects of this history,?*2 none have examined the
musical-liturgical-theological history. In order to better analyze this event, we must first

consider the history of the Adventist church in Battle Creek.

211 Uriah Smith, “Celebration at Battle Creek,” RH, May 2, 1865, 172.

212 gee the following notes.
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The earliest Sabbatarian Adventists arrived in Battle Creek, Michigan, in 1852.2%3
In 1855, Sabbatarian Adventists transferred the RH office from Rochester, New York, to
Battle Creek, Michigan.?!* The earliest Battle Creek Adventists gathered in the Hewitt
home at 338 West Van Buren.?!®

Adventists established three meetinghouses in Battle Creek. The first
meetinghouse was erected in 1855 in Battle Creek, on Cass Street and the corner of Van
Buren Street.?'® Two years later, the burgeoning congregation sought a larger worship
space, erecting their second meetinghouse in 1857, also on VVan Buren Street, just west of
Cass Street.?!” John Loughborough claimed it was at this meeting house “that most of the
points of order as now established among us were formulated.”?'® Order does not mean
liturgical order, but church order, or organization. At this meetinghouse, the movement
established the tithing system and established formal organization: they took the name
Seventh-day Adventist (1860), and organized the Michigan Conference (1861) and the

General Conference (1863).21° This meetinghouse served well the Battle Creek

213 Washington Gardner, History of Calhoun County Michigan: A Narrative Account of its
Historical Progress, its People, and its Principal Interests, vol. 1 (New York: The Lewis Publishing
Company, 1913), 403.

214 James White, “The Office,” RH, September 4, 1855, 36; A. A. Dodge, “Meeting at Battle
Creek,” RH, October 2, 1855, 56.

215 Noel A. Brathwaite, “West End Settlement 1852—1863, a Reconstruction,” 2. DF 453, CAR.
216 |pid., 207.

27 John N. Loughborough, “Second Seventh-day Adventist Meeting-House,” Missionary
Magazine 13, no. 6 (June, 1901): 266, History of first four churches in Battle Creek, DF 453, CAR.

218 [ oughborough, “Second Seventh-day Adventist Meeting-House,” 267.

219 |bid., 267-68.
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Adventists for nine years. This house of worship was sold to the AME church in 1866,
allowing the Adventists to raise their third meetinghouse in 1866.2%° Even though this
meetinghouse seated 500, it proved too small for the rapid growth of the congregation.??

In 1879, Adventism erected one of its greatest houses for worship, the “Dime”
Tabernacle. It was called the Dime Tabernacle, for James White had called on each
Seventh-day Adventist to give one dime, or ten cents, every month for a year, totaling
$1.20.222 White later called upon the Battle Creek citizens to support the Dime
Tabernacle project as the pledges and funds from Adventists were not coming in as
hoped.??®

Stephen Haskell presented to the General Conference session in March 1878 that
“a larger house of worship in Battle Creek has become absolutely necessary.” Haskell
based his argument on the increasing numbers of worshipers due to the College,
Sanitarium, Publishing Office, and general meetings. The General Conference Committee
carried a motion in support of Haskell’s appeal, supporting a collaborative effort between

the General Conference Committee, the presidents of the different State Conferences, and

220 Gardner, History of Calhoun County Michigan: A Narrative Account of its Historical Progress,
its People, and its Principal Interests, 403-404. Loughborough supplied the year. John N. Loughborough,
“The Third Meetinghouse in Battle Creek, Mich.,” Missionary Magazine 13, no. 7 (July 1901): 319,
History of first four churches in Battle Creek, DF 453, CAR.

221 James S. White, “The Dime Tabernacle,” RH, July 11, 1878, 20. Some records indicated the
third meetinghouse held 600 worshipers, as Smoot later described in his history of the Dime Tabernacle
and its predecessors. Joseph G. Smoot, “Building the ‘Dime’ Tabernacle,” Lake Union Herald 71, no. 14
(April 10, 1979): 8.

222 White, “Dime Tabernacle,” 20.

223 James S. White, “A Circular to the Citizens of Battle Creek, Relative to the Dime Tabernacle,”
History of first four churches in Battle Creek, DF 453, CAR.

347



the Battle Creek building committee, to undertake “the erection of such a building as is
now demanded.”??* Similarly, after the Tabernacle had been built and dedicated, Ellen
White affirmed the Dime, casting her commentary in the context of worship. “In order to
accommodate the students at the College, the patients at the Sanitarium, the laborers at
the Office, and the large number of worshipers constantly coming in from abroad, the
erection of this spacious house of worship was a positive necessity.”??® The Tabernacle
seated 3000 worshipers.

On March 6, 1879, James White published a special notice in the Review
advertising that the General Conference would run from March 27-31, with a dedication
of the Tabernacle on Sabbath, March 29.2%° Two weeks later, the General Conference
Committee postponed the session until April 17-21, “because Bro. and Sister White
cannot well be present before that time.”?” Just above that notice, James White gave his
own reason: “We like the climate in winter [in Texas].”??® James White was in Texas on

a “cattle-drive.”??° To be precise, White was busy buying and selling buffalo, wildcat

224 «“Bysiness Proceedings of the Third Special Session of the General Conference of Seventh-day
Adventists, March 1, 1878, Fifth Session, Meeting-house in Battle Creek,” in General Conference Session
Minutes from 1863 to 1888, 122, accessed December 14, 2017, http://documents.adventistarchives.org
[/Periodicals/GCSessionBulletins/GCB1863-88.pdf.

225 Ellen G. White, “The Holidays,” RH, December 11, 1879, 189.

226 James S. White, “Special Notice,” RH, March 6, 1879, 80.

227 General Conference Committee, “Special Session of General Conference,” RH, March 20,
1879, 96.

228 James S. White, “Return from Texas,” RH, March 20, 1879, 96.

229 As Jim Nix is oft to say at the Seminary Heritage Sabbath at Battle Creek each September.
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forbid those practices that did not follow the set pattern, as well as become normative for

the church at large.

Seventh-day Adventist Music in Worship

In this section, we will consider five categories for how Seventh-day Adventists
utilized music in their cultivation of spirituality. First, we examine how Adventists
connected music to their spiritual discipleship. Second, the development of gospel music
and its varied reception by Adventists is considered. Third, we look at the musical
expression and liturgical theology manifest by Black Adventists, as well as the White
descriptions of Black worship. The fourth section brings rich expressions of the Sabbath,
Scripture, comfort, and a love for Jesus. Finally, the last section brings the chapter full-
circle, revealing an enduring commitment to the pillar doctrine of the second coming.

This advent hope buoyed spirits through everyday life until life’s end.

Music and Spiritual Discipleship

Adventists occasionally sent in hymns to the Review, when they were “happy in
singing it,” and when it may “cheer the hearts of other lone pilgrims.”?’® Hymnody tied
together distant believers. Hymnody was also a tool in discipleship and evangelism,
where no other method would reach the heart.?"

Horace Hastings endeavored to publish tracts with the latest and best spiritual

content to support Adventists and non-sectarians. He was reported to have “multitudes”

270 [Uriah Smith], “This Week’s Review,” RH, February 1866, 80; [Uriah Smith], “Redemption,”
RH, November 14, 1865, 185.

271 Cora Osborne, “Remarks,” General Conference Daily Bulletin, March 23, 1891, 211.
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Then give me my Bible and let me obey it,
Instead of the statutes and doctrines of men;
Aside for a moment, forbid I should lay it,
To listen and argue for dogmas again.”?%?

Elvira Nutting urged others not to be discouraged if prayers are not answered
immediately. “Our heavenly Father knows what is best for us. I love to read and think of
the good hymn which says,

Prayer is appointed to convey,

The blessings God designs to give;

Long as they live should Christians pray,
They learn to pray when first they live.”?%

On one occasion, after celebrating the Lord’s Supper, the worshipers sang a
hymn, as was common to do. However, instead of going out from the worship place, the
worshipers remained, “while the stillness of [Christ’s] death rested upon us.” This
quietness was finally broken when they began singing a “song of Zion.” Mary Maxson
felt that “the language of every heart seemed to be,

Nearer, my God, to thee,
Nearer to thee;

E’en though it be a cross
That raiseth me.”2%

292 Sarah A. Doud, “From Sister Doud,” RH, May 15, 1866, 191. “The Family Bible,” Hymns
(1861), 437.

29 Elvira A. Nutting, “From Sister Nutting,” RH, January 1864, 54; “Prayer is Appointed to
Convey,” Hymns (1855), 253; Hymns (1861), 160.

2% Mary F. Maxson, “From Sister Maxson,” RH, February 16, 1864, 95; “Nearer, My God, to
Thee,” Sabbath Lute, 6.
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It is unclear whether they sang this hymn or a different song of Zion. Maxson’s word
choice suggests this hymn text captured the “language of every heart.” This season of
worship and fellowship left all with the “feeling that the chain of love had been drawn
around us more closely than ever before, binding our hearts together in the holy bonds of
Christian fellowship.”?*® Corroborating the evidence from H. L. Doty’s letter to the
Review, “Nearer My God to Thee” espoused the common spirituality of Adventists in the
1860s. “The general feeling of the little church here is expressed in the hymn ‘Nearer My
God to Thee.”2%

The Review published a story about two “mothers in Israel” conversing with a
pastor. One gave fluent testimony of her religious experience. The other could not find
the words to express her faith. With tears in her eyes she replied,

“I cannot tell how I feel, the words don’t come, but here is a hymn which will speak
for me, and from out the faded and worn leaves of her pocket-book she took a bit of
paper bearing the marks of constant use; her friend opened it, and not without
emotion, read:

Just as | am, without one plea,

But that Thy blood was shed for me,
And that Thou bid’st me come to Thee,
O Lamb of God, | come, | come.?’

“Yes, that’s it,” she said, smiling through her tears, “Just as | am.”?%

2% Maxson, “From Sister Maxson,” 95.
2% H. L. Doty, “The Cause in Michigan,” RH, May 31, 1864, 3.
297 The hymn had not yet been published in Adventist hymnals.

2% «Just as I Am,” RH, October 4, 1864, 152. See also Ellet J. Waggoner, “Back Page,” ST,
September 29, 1890, 504.
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The piece of paper on which the hymn was written reveals it bore constant use. The
elderly woman had sung this hymn countless times, carrying this hymn with her wherever
she went, using it whenever she needed it. The hymn brought her much comfort and

communion with her Savior. The experience of singing the hymn rooted her spirituality.

Music and the Second Coming

Readers of the Review continued to write in, seeking to encourage other fellow
believers not to waste their time and lives on earthly things, but to live for the future.
Alfred Hutchins wrote the Review, encouraging believers to draw their hearts “upward to
God, his dear Son and holy angels, to heaven and heavenly things.” He sought to lift their
spirits, that if they believed the blessed hope, then they could “talk of the exceeding great
and precious promises,” and playing music and joining the “songs of the Redeemed.”?%
After speaking of heaven, Hutchins cites a hymn, declaring,

Beautiful rest, all wanderings cease,
Beautiful home of perfect peace.

The text comes from the hymn “Beautiful Zion, Built Above.”3% Soon thereafter,
he quoted another hymn, saying:

Thro’ all eternity to thee,
A joyful song I’ll raise;
But O, eternity’s too short
To utter all Thy praise.

299 Alfred S. Hutchins, “Something to Talk About,” RH, June 17, 1862, 21.

300 «“Beautiful Zion, Built Above,” Hymns (1861), 382.
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This text is stanza five from the hymn, “When All Thy Mercies, O My God!”3%
These allusions suggest a strong connection between Hutchin’s faith and spirituality as
expressed through music. Music helped shape and intensify Hutchin’s hope in the second
coming, especially heaven.

Julia Dayton found expression for her admonition in the second and third stanzas
of the hymn, “O Where Shall Rest Be Found””:

This world can never give
The bliss for which we sigh.
Its fairest glories shortest live,
And all its pleasures die.

Beyond this vale of tears

There is a life above,

Unmeasured by the flight of years,
And all that life is love.>02

Church members took note when worship services blessed them. Jotham Aldrich
wrote to the Review, to testify “that the religious exercises of all the meetings during the
Conference [at Adams’ Center, New York] were of a highly interesting character.”3%
Aldrich gave commentary on the preaching, noting that Sabbath evening (Friday night)
Brother Fuller preached, Brother White preached twice “on the Sabbath and “with good
freedom.” Brother Andrews preached twice “on first-day.” And Sister White “had good

liberty in bearing her testimony,” as a result of which, “prejudice had to yield; and some

301 Hutchins borrowed the hymn from outside the Adventist hymnals.

302 Julia A. Dayton, “Wasted Lives,” RH, August 16, 1864, 91; “Where Shall Rest be Found,”
Hymns (1861), 410.

303 Jotham M. Aldrich, “New York Conference Report,” RH, December 1, 1863, 3.
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at least, and | doubt not, many, saw things pertaining to our faith in much more favorable
light than before.”

The next year, Mary Maxson attended the Adam’s Center conference as well. She
gave similar commentary in the Review about the powerful sermons preached. Her
passionate spirituality came to light when she began quoting hymns in an effort to

express her hope.

While listening to the prayers and exhortations of our dear brethren and sisters, we
felt to praise God that the time was so near at hand, when

“Hope shall change to glad fruition,
Faith to sight, and prayer to praise!”3%

This text comes from the hymn, “Jesus, | My Cross Have Taken.”3% The first and
last stanzas give context:

1. Jesus, I my cross have taken,
All to leave and follow Thee;

All things else | have forsaken;
Thou from hence my all shall be.
Perish ev’ry fond ambition,

all I’ve sought or hoped or known;
Yet how rich is my condition!
While | prove the Lord my own.

4. Haste then on from grace to glory,
Armed by faith, and winged by prayer,
Heav’n’s eternal days before thee,
God’s own hand shall guide thee there.
Soon shall close thy earthly mission,
Soon shall pass thy pilgrim days;
Hope shall change to glad fruition,

304 Mary F. Maxson, “The N. Y. Conference,” RH, October 25, 1864, 173.

305 «Jesus, [ My Cross Have Taken,” Hymns (1855), 267.
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faith to sight, and prayer to praise!

Later in her article, she again cites hymnody to give expression to her faith.

We enjoyed the Conference more than words can express. But when the hour of
parting with our dear brethren and sisters arrived, our hearts were filled with sadness;
yet our sorrow was mitigated with the thought that:

“Beyond the parting and the meeting,
We shall be soon;

Beyond the farewell and the greeting,
We shall be soon.”3%

Following this declaration, Maxson’s expression became more ecstatic and
worshipful, giving praise to God for the blessed hope of Jesus soon return:

Praise God for this blessed hope! As we gathered at the depot too early for the cars,
we joined in singing that grand, and soul-thrilling hymn,

“On Jordan’s stormy banks | stand,
And cast a wishful eye

To Canaan’s fair and happy land,
Where my possessions lie.”

And as we sung the chorus,

“We’ll join the pilgrim band,
And then to glory go.

We’re traveling to a better land,
My home is not below,”

we felt like shouting praises to God that we had ever been permitted to join the
despised band that are seek-a [sic] home “beyond the withering blast of time.” And,
glory to God, that beautiful home will soon be ours. We are almost there.

3% This hymn is not in the Adventist hymnals. Maxson’s text derived from Horatius Bonar’s 1857
text, “Beyond the Smiling and the Weeping,” Dictionary of Hymnology, 140.
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The high point of Maxson’s article comes at her quotation of the hymn, “On Jordan’s
Stormy Banks,” a second-coming hymn,*” and also known as “Pilgrim’s Band.” Most
certainly, the sermons she mentioned impacted her faith. She, like other Advent believers,
rooted their hope in the testimony of Scripture. However, from her own words, hymnody
heightened her expression, revealing her passion for Christ’s soon return. Sermons and
even Scripture could not leave such an enduring impression. Remember Richard
Crawford’s point about congregational singing in Chapter 2: “A piece of music . . .
accumulates impact over time not because it changes itself, but because it stores more
and deeper cultural meanings for those who sing and hear it.”%% Advent hymnody
expressed, established, and promoted Maxson’s spirituality. The hymns actually
established the faith in an ongoing manner that sermons could not. Though sermons
influenced her faith, the hymns impressed the messages deep into her heart. As Paul
admonished the Colossians: “Let the Word of Christ richly dwell within you [. . .] with
psalms and hymns and spiritual songs” (Col 3:16, NASB).

Mary Howard wrote to the Review, telling of her continued hope in the second
coming. She admonished the Adventist believers to continue to wait patiently for the
return of Christ, though He tarried. The old words of Isaac Watts continued to resonate
among Adventists, for she concluded her letter, quoting from his hymn, “In Thine Own
Ways, O God of Love”:

Hark! the Redeemer rends the sky!
A mighty voice before him goes -

307 “On Jordan’s Story Banks I Stand,” Hymns (1852), 49, no. 59.

308 Crawford, “Early American Psalmody,” ix.
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A voice of music to his friends,
But threatening thunder to his foes.

309

The hymn provided artful expression in poetry to the prose of her letter. Singing the
hymn anticipated the music at Christ’s soon return. Hearing Jesus’ voice will be as music
to the ears of His friends, the Adventists.

Music often provided the last expression of spirituality for many deathbed
worshipers. In the obituary notice for Brother Claflin, it notes his family sang the hymn
of Watts, “Alas! and Did My Saviour Bleed.”'° Claflin only murmured the tune while
the others sang, until they came to the last two lines of the verse, and “his voice broke in

clear and distinct”:

Here Lord, | give myself away,
‘Tis all that I can do.3!*

Claflin participated in the music by murmuring the tune. Yet, his spirituality was
caught up in the closing lines of the hymn. Similarly, two days before Mary Hadden

passed away due to dysentery, she “broke the silence” by singing a hymn.3?

309 This hymn does not appear in Adventist hymnody; Mary W. Howard, “To-day, If Ye Will Hear
His Voice,” RH, June 16, 1863, 22. Watts’ original words began the stanza with “Hark! The Eternal rends
the sky.” Howard may have changed the words of this stanza to better harmonize with the views of Anti-
Trinitarianism, for early Adventists “weren’t initially convinced that Jesus was without beginning.”
Woodrow Whidden, Jerry Moon, and John W. Reeve, The Trinity: Understanding God’s Love, His Plan of
Salvation, and Christian Relationships (Hagerstown, MD: Review and Herald Publishing Association,
2002), 192. It is also possible Howard copied the hymn from another denomination, though Hymnary.org
does not have a scan of such a version of the text. That the text was by Watts suggests that many Adventists
even knew the song and sang it, knowing to change the words. Unfortunately, no Adventist hymnal
possesses any variation of this hymn.

310 Isaac Watts’ hymn, “Alas! And Did My Saviour Bleed,” was not published in the Adventist
hymnody at this time. Claflin must have taken it from another denomination’s hymnal.

811 [Uriah Smith], “Obituary Notices,” RH, January 17, 1865, 63.

312 Joseph Bates, “Obituary Notices,” RH, November 7, 1865, 183.
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Henry Nichols White (1847-1863), son of James and Ellen White, died at the
young age of 16 from pneumonia.®®® Henry was a talented young man, and provided his
family with rich musical expressions of worship. “He possessed an uncommon love for
music, and during the last few years of his life, he applied himself very closely to its
study and practice.”** Family and friends remembered his voice to be a “clear, full, tenor
voice,”3™® and was known to accompany himself singing while playing the melodeon. 3

On his deathbed, Henry’s hope in the second coming remained firm. He sought to
encourage his family, admonishing them to look to heaven. He desired God to comfort
his mother’s aching heart. To his father, he stated, “Father, you are losing your son. You
will miss me, but don’t mourn. It is better for me. I shall escape being drafted, and shall
not witness the seven last plagues. To die so happy is a privilege.” Then he requested his
younger brother, Edson, to play for him “Mount Vernon” on the same melodeon that
Henry had played so many times before. When Edson returned to Henry’s side, Henry
said, “Music in heaven will be sweeter than that.”*!” He promised his mother, “I shall

meet you in heaven in the morning of the resurrection, for I know you will be there.”318

313 The previous winter, 1862-3, he committed his life to the Lord in baptism at a revival in the
Battle Creek church. Uriah Smith, An Appeal to the Youth: Funeral Address of Henry N. White, At Battle
Creek, Mich., Dec. 21, 1863, Who Died at Topsham, Maine, Dec. 8th; Also a Brief Narrative of His Life,
Experience and Last Sickness (Battle Creek, MI: Steam Press of the Seventh-day Adventist Publishing
Association, 1864), 20.

314 Smith, Appeal to the Youth, 20.

315 |bid., 21.

316 |bid., 22.

317 1bid., 30.

318 |bid., 31. Elijah and Mary Gaskill reminisced that Henry often sang of the resurrection, singing
no. 240, “When Shall We Meet Again?”” Hymns (1855), when Henry and the Whites visited the Gaskills in
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Uriah Smith included two hymns, “Pilgrim Band*!® and “Evergreen Shore,”3?
arranged by Henry, in Appeal to the Youth. “Pilgrim Band” reveals very little harmonic
progression and counterpoint among the four-part harmony on four staves. The tenor
holds the tune, while the alto and soprano show very little creativity in part writing.
Henry’s young compositional hand reveals an eagerness and potential cut short. At best,
Henry provided a simple harmonic accompaniment in which the sweet melody and
message could sound forth.3?!

His setting for “Evergreen Shore” is not unique to him; the harmonization is
original to the composer, William Bradbury. Henry combined the four-part
harmonization into three staves, with the tenor and alto sharing a staff. As in Bradbury’s
arrangement, the soprano holds the melody.3?? Henry particularly liked this song. The
first verse and chorus follow:

We are joyously voyaging over the main,
Bound for the evergreen shore,

Whose inhabitants never of sickness complain,
And never see death any more.

Chorus:
Then let the hurricane roar,

their home. Elijah and Mary Gaskill, “Dear Brother and Sister White,” in Appeal to the Youth, 87.

319 “pjlgrim Band” is “On Jordan’s Stormy Banks,” Hymns (1852), 49, no. 59.

320 The text and tune do not appear in official Adventist hymnody until HT, 1365. This raises the
question: Where did Henry get the music? It is a present mystery. Hymnary.org gives a publication date of
1889. Certainly, this date is incorrect, as HT had it in 1886.

321 Smith, Appeal to the Youth, 34-35. Edwin Stiles wrote in to the Review noting that Henry
arranged “Pilgrim Band” himself, “and used to sing [it] so sweetly.” Edwin C. Stiles, “From Bro. Stiles,”

RH, March 1, 1864, 111.

322 Smith, Appeal to the Youth, 37-38.
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It will the sooner be o’er;

We will weather the blast,

And will land at last,

Safe on the evergreen shore.3%3

Henry’s love of music demonstrates powerfully the role music played in the
spiritual life of Advent believers. The hope of the second coming was experienced and
expressed through music, finding words for worship in hymns. The hope of the
resurrection and Christ’s soon return had not been lost sight of among Adventists through
the passing of time since the Great Disappointment. When Adventists were laid to rest,
they trusted in the core of their Adventism, a spirituality fostered through music.

At the funeral of her husband, Ellen White spoke of her hope of seeing him,
“upon whose large affections [she had] leaned, with whom [she had] labored,” her
“peloved treasure,” on the morning of the resurrection.®?* She concluded her message,
just as James would have wanted, pointing her listeners to heaven and its music.

The morning of the resurrection is too bright. And then I look to that morning when
the broken family links shall be re-united, and we shall see the king in his beauty, and
behold his matchless charms, and cast our glittering crowns at his feet, and touch the
golden harp and fill all Heaven with the strains of our music and songs to the Lamb.
We will sing together there. We will triumph together around the great white
throne.3%

Following her message, “an appropriate hymn was impressively rendered.” The record

does not indicate which hymn was sung. However, we know James White went to rest

323 Smith, Appeal to the Youth, 39.

324 Uriah Smith, In Memoriam: A Sketch of the Last Sickness and Death of Elder James White,
Who Died at Battle Creek, Michigan, August 6, 1881, Together with the Discourse Preached at His
Funeral (Battle Creek, MI: Review and Herald Press, 1881), 41-42.

825 Smith, In Memoriam, 43.
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looking forward to seeing his Lord a-coming, hearing the band of music sounding

through the air.

Seventh-day Adventist Summary

The establishment of the Seventh-day Adventist Church in the early 1860s
brought with it attempts at reforms in music and liturgy. Music continued to play an
indispensable role in regular worship gatherings, though local congregations struggled
with quality. The dedication of the Dime Tabernacle revealed a rich liturgical theology,
using music to promote and intensify the ritual significance of the event. The joint effort
of Dudley Canright and Wolcott Littlejohn to create a unified Adventist liturgical
theology through the formation of a church manual was not received by the church at
large. This left the state of Adventist liturgical practice without clear guidance. It also left
local churches free to worship as they chose. Nonetheless, Littlejohn’s church manual
tended toward description more than prescription, for his liturgical framework differed
little from the prevailing liturgical practice heretofore observed among preceding
Adventists.

Music continued to strengthen and express the Advent message through songs
about the Sabbath, Scripture, relationship with Jesus, and His soon return. Numerous
accounts in the Review reveal a fervent faith rooted in hymnody. Throughout the period,
Adventists embraced many traditions of musical expression, though they tended to favor
the dominant genre of gospel hymnody. Black worship utilized music to drive liturgy
forward and embody liturgical theology. Hymnody provided words for worship, and the
only means of testimony for some. At the end of life, Adventists held firm to the nearness

of Christ’s return, expressing their hope in song.
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Chapter Four Summary

The Adventist movement and message should not be separated from its music.
Music has been evidenced to have been a driving factor in all three stages of Adventist
development, among Millerites, Sabbatarian Adventists, and Seventh-day Adventists.
Joshua Himes mobilized the Millerite movement through frequent editions of Millerite
hymnbooks. These books contained songs of the message, but inherited a shared
influence by Whites and Blacks. James White continued the legacy of Himes among
Sabbatarian and Seventh-day Adventists, urging Adventists to sing only from the
movement’s songbooks. White believed music would establish the faith, fostering a
distinctive Adventist spiritual identity. Hymnody continued to flourish after White’s
death, as his son, Edson and others published many hymnals in the late nineteenth
century. From the beginning, Adventists borrowed from the broader Christian tradition of
hymnody, though in each period, they have shown a preference for the prevailing styles
of the day, regardless of concern expressed by some.

Adventist liturgy did not follow the tradition of a specific denomination, but
rather continued in the heritage of American revivalism. Any attempt to view Adventist
liturgical heritage more narrowly does a disservice to the historical context. Throughout
the nineteenth century, liturgical practices continued to be quite diverse, with liturgical
appropriateness and local preferences fostering variety. Amidst the variety and
spontaneity, a gradual shape began to take place, featuring singing, prayer, Scripture,
sermon, and still more singing. Sources are abundant for Adventist liturgical and musical

practice in all periods, though the shape of Adventist liturgy, as seen through the well of
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time, appears murky at best. We cannot fully articulate with absolute certainty what
Adventist liturgy always looked like.

Adventists borrowed from tradition, though their distinctive beliefs brought
something new to the liturgical-theological marriage. The Adventist pillars of faith
reshaped the experience of liturgy, and these landmark doctrines were especially
cultivated through singing. Any discussion on the development of Adventist doctrine
should include the development of Adventist hymnody, for the hymnody instilled the
faith experientially. Such a conclusion comes, not only from the liturgical practices, but
from the words of the pioneers themselves. Both clergy and laity, men and women,
testified to the significant role music played in their spirituality.

Adventist hymnbooks featured hymns on all the major Adventist doctrines.
However, the second coming always came to the forefront in the majority of testimonies.
Adventists loved to sing about the second coming, and hearing the voice of their Savior
brought music to their ears. The ear of faith caught the distant music of the retinue of
angels and Christ sounding the trumpet of the archangel. Their hearts longed to join the
redeemed around the throne of God in heaven as they sing His praises for all eternity.

The love of God and hope of His Son’s return blessed many hearts, though these
teachings tended toward being other-worldly. Adventists viewed the second coming as
the solution for societal woes, leading White Adventists to lessen their emphasis on social
justice, namely, real political freedom for Blacks. However, Blacks and Whites tended to
worship together, especially in the northern free states. Whites held sympathy for

southern Blacks, though their sympathy did not propel them to social action.
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In this chapter, I have sought to tell the story of the development of Adventist
spirituality through music. This is a shared history between Blacks and Whites. The self-
same music fostered a shared spiritual identity among both Black and White Adventists.
The second coming and its promise of heaven stood central to this spiritual identity.
Moreover, Adventists expressed this hope and participation in the music of heaven by the
actual singing of hymns. Hymnody therefore rooted and established this shared

spirituality among Black and White Seventh-day Adventists.
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CHAPTER 5

THE DEVELOPMENT OF ADVENTIST MUSIC AND RACE
RELATIONS FROM THE CIVIL WAR TO
THE REGIONAL CONFERENCES
Introduction
This chapter examines the historical development of Black and White Adventist
music and race relations in the United States, beginning with the Civil War (1861-1865)
until the establishment of the regional conferences in 1944.1 This chapter expands upon
the historical development explored in Chapters 3 and 4. Chapter 3 examined the
historical and theological context for Black and White Christians in the United States
before the emergence of Adventism in the 1840s. Chapter 4 focused on the development
and expression of music in liturgy by Adventists during the nineteenth century. That
chapter, however, did not address the sociological developments between Blacks and
Whites in the United States. Therefore, this chapter seeks to further establish some of that

context, as it relates to the development of Black and White Adventist music.

1 As a White American male, | recognize my own shortcomings and inherent biases in worship,
music, and race. | make no claims as to being an expert or knowing Black worship from the Black
American experience. As such, | rely on the experience and expressions of those | interviewed to inform
both my investigation and conclusions. | am also indebted to my former graduate assistant of two years,
Dorhel Davis. As a female African American who attended Oakwood University and is my same age, she
afforded me countless candid conversations about race, music, and worship.
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Section one of this chapter traces how the Civil War affected the Black
experience in the United States, surveying how Black folk expressed their faith through
music. A progression is shown from the spirituals to the blues, both of which gave voice
to an oppressed people seeking to overcome. The blues paved the way for the gospel
music which would develop later in the twentieth century. This section traces cultural and
historical developments from the Civil War to the establishment of the Black work in the
South. The history herein contextualizes the statements by Ellen White regarding Blacks
and Whites in worship. Continued racial discrimination, and the need for the
advancement of the Adventist message among Blacks, compelled many voices to call for
a distinct cultural ministry among Blacks, ultimately establishing the Regional
Conferences in 1944.

As section one leads into the chapter demonstrating how Black Americans
expressed their cultural ethos musically, section two situates the shared musical
development among both Black and White Adventists in the denomination’s hymnal
publications. It surveys the publication of the popular songbook compiled by Frank
Belden in 1908, Christ in Song. It posits that gospel hymnody became the prevailing
mode of musical expression in Adventist worship during the first half of the twentieth
century. However, other philosophies of congregational song led to the publication of the
1941 Church Hymnal, in which both Black and White spirituals, as well as many gospel
hymns were excised from the Adventist corpus. These developments highlighted the
racial discrimination during the period and contributed to the ever-growing complexity of
music preference and spiritual identities fostered through music among Seventh-day

Adventists.
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Black Christian Expression in Music
Following the Civil War

Nobody knows de trouble I’ve seen
Nobody knows but Jesus

Nobody knows de trouble I’ve seen
Glory hallelujah!

Civil War, Reconstruction, Jim Crow, and Music

The contentious issues of race and slavery continued to foment until they erupted
in the American Civil War (1861-65). Many factors contributed to the war, including
political, economic, and social pressures. Underlying all these, slavery was the primary
force. “Slavery was America’s greatest object of worship.”? The Protestant value of the
right of private judgment contributed to the various interpretations of the Bible, either in
favor of or against slavery.® While many biblical debates are contentious, this
hermeneutical issue was a bloodbath. The Civil War claimed about three-quarters of a
million American soldiers. However, Abraham Lincoln delivered his executive order, the
Emancipation Proclamation, on January 1, 1863, granting freedom for over three million
Black men and women in the South.* On December 18, 1865, the states ratified the

Thirteenth Amendment of the Constitution, abolishing all slavery in the nation.

2 Trevor O’Reggio, “Slavery, Prophecy, and the American Nation as Seen by the Adventist
Pioneers, 1854-1865,” Journal of the Adventist Theological Society 17, no. 2 (Autumn 2006): 148.
O’Reggio paraphrases the language of the following: “The blood of the Redeemer, the influences of the
Holy Spirit, the love of the great Father of spirits, are held sacred; but not so sacred as slavery. . .. The
family altar, the nursery, the Sabbath School, the house of prayer, the Christian ministry, the church, the
assembly of the saints are held sacred, but not so sacred as slavery.” “The Sacredness of Slavery,” The
Principia, in RH, June 11, 1861, 17.

3 Mark A. Noll, America’s God: From Jonathan Edwards to Abraham Lincoln (New York:
Oxford University Press, 2002), 386-400.

4 “To Ellen White, the Emancipation Proclamation freeing the slaves ranked in significance with
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Immediately following the Civil War, many sought to tell the story of the Black
American experience. No more suitable medium existed than the spirituals. The earliest
collection of Black spirituals was published in 1867, entitled Slave Songs of the United
States. It contained 126 spiritual texts and tunes.® Eileen Southern calls attention to the
use of the term spiritual or sperichil found in the introduction to this collection.® These
terms, she argues, go undefined in the Foreword to the collection, indicating common
usage by the 1860s. For some Black Americans of the nineteenth century, the spiritual
was apparently spelled and pronounced “sperichil.”’

Following the Civil War, Black spirituals developed into two veins. One vein was
the “grass roots spiritual,” the music of the common folk, as an expression of one’s
experience in bondage, and one’s hope in God for deliverance. The spirituals received
influence from African folk songs, White camp meeting songs, and the hymnody of Dr.
Watts through the practice of lining out.2 Nevertheless, they are their own creation,
stamped with originality. The second vein belonged to a “‘correct’ European style”

popularized by the traveling minstrels, the Fisk Jubilee Singers (1871-1878).°

the deliverance of the children of Israel from Egyptian bondage.” Jones, Humphrey, 98.

5 Williams F. Allen, Charles P. Ware, and Lucy M. Garrison, eds., Slave Songs of the United
States (1867; reprint, New York, 1971).

6 Southern, Music of Black Americans, 181. “When visitors from the North were on the islands,
there was nothing that seemed better worth their while than to see a ‘shout’ or hear the ‘people’ sing their

‘sperichils.”” Allen, Ware, and Garrison, eds., Slave Songs of the United States, i.

" Such (mis-)spellings are common in the text of spirituals, such as, “I’m gwine to Alabamy” or
“Dere’s no rain to wet you,” from Slave Songs of the United States.

8 Dargan, Lining Out the Word.

9 Eskew and McElrath, Sing with Understanding, 187; J. B. T. Marsh, The Story of the Jubilee
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Harry Eskew and Hugh McElrath, writing from a White perspective, state that
“African American spirituals were not published in collections designed for
congregational singing until the early to mid-20th century.”*® Whether or not spirituals
were published did not determine the suitability of spirituals for congregational use.
Through the oral tradition, Black congregations regularly sang the spirituals at worship
gatherings, in the form of vocal solos, through call-and-response between a leader and the
congregation, and singing congregationally, as is common with a hymn. Indeed, even
White congregations sang the White spirituals via an oral tradition or from memory. |
question for whom Eskew and McElrath believe the Black spirituals were published? For
Black congregations or White? The Black spirituals did not begin to be accepted among
predominantly White denominations until the twentieth century.

More importantly, it appears that Eskew and McElrath simply did not review the
available collections. Upon my examination, the 1867 Slave Songs volume featured texts
and clearly noted melodies for a congregation to follow. Musical publication of the Black
spirituals developed further, when, in 1882, Marshall W. Taylor, a Black Methodist
minister, published Plantation Melodies, the short title for A Collection of Revival Hymns
and Plantation Melodies. This volume added four-part accompaniment for the hymn
texts. Several factors make this collection noteworthy. The collection not only included

Black spirituals, but also White and Black gospel hymns, totaling 150 songs.!! In

Singers, with Their Songs (London: Hodder and Stoughton, 1877).
10 Eskew and McElrath, Sing with Understanding, 187.
11 “These [revival songs] were sung in the white congregations of the South, and were found in old

religious books. . . . The ‘Plantation Melodies,” originated with the colored people themselves, and are the
outgrowth of their peculiar experiences, reflections, and fancies.” Marshall W. Taylor, A Collection of
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addition, Taylor ministered in the Lexington, Kentucky, Conference of the White
Methodist Episcopal Church.'? Taylor purposed for his congregation to use this hymnal
in public worship. He believed this work benefited the greater society:

My work is to rescue [the slave songs], lest after all these good fruits they themselves
perish from the minds of men. Their influence is not done. The race is free, an era of
light and culture has dawned, but ere all the fruits of freedom be gathered these
melodies have many a mighty task to perform, in lifting up bowed hearts to Jesus and
overturning the prejudices against color, which are so ruinously wide-spread.
Whoever will learn and sing these melodies, drinking from the same spring whence
they flow, will of necessity grow warmer in feeling for those whose fathers sang them
first.13

Beyond congregational use, Taylor’s collection promoted the spiritual among the
greater society. He believed that the singing of these plantation melodies would bring
reconciliation to the races and also foster spiritual growth. Therefore, even as early as the
1880s, collections of Black spirituals were being designed for White and Black
congregational use.

Not only were collections being designed for congregational use, but also
traveling choruses, such as the Fisk Jubilee Singers, greatly aided the promotion of
spirituals. The influence of the Fisk Jubilee Singers must not be underestimated. This
singing chorus not only promulgated the spiritual in the United States, but also Europe.

Through the efforts of this group, a “large part of the Western world was introduced to

Revival Hymns and Plantation Melodies (Cincinnati, OH: Marshall W. Taylor and W. C. Echols, 1882), ii-
iii.

12 Southern, Music of Black Americans, 263. Taylor, Hymns and Plantation Melodies, i.

13 Taylor, Hymns and Plantation Melodies, 4-5.
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the folksongs of black America.”** This evidence is only one contributing factor to the
promulgation of the Black spiritual. Many other instrumental factors added to this genre’s
popularity and recognition, but these are beyond the scope of this study.®®

The significance of the Black spiritual had reached the ears of influential
European composers. Such was the case of Bohemian composer, Antonin Dvorak. He
believed that this repertoire ought to play a vital role in America’s musical future.

| am now satisfied that the future music of this country must be founded upon what
are called the negro melodies. . . . These are the folk-songs of America, and your
composers must turn to them. All of the great musicians have borrowed from the
songs of the common people. . . . In the negro melodies of America | discover all that
is needed for a great and noble school of music. They are pathetic, tender, passionate,
melancholy, solemn, religious, bold, merry, gay, or what you will.*®

Black spirituals received significant notoriety, demonstrating a broad
dissemination of the genre. The spirituals rapidly gained recognition throughout society,
becoming a source of pride among Black Americans. These songs told the experience of
what Blacks, as a people, had gone through. From generation to generation, the spirituals

became a unique source for cultivating Black spiritual identity, the “soul of Black folk,”

14 Southern, Music of Black Americans, 230-31.

15 Other factors included the concert stage set for vocalists, instrumentalists, orchestra, band, and
also festivals and composers. See Southern, Music of Black Americans, 227-64.

16 Antonin Dvorak, “Negro Melodies,” The Musical Record (Boston), July 1893, 13. Dvoiak
influenced many Black Americans, many even traveled to Europe to study with the composer, including
Harry Burleigh, the first Black composer and concert artist to achieve national distinction. Later that year,
Dvotak completed and conducted his Symphony No. 9 in E Minor, “From the New World,” Op. 95, B. 178,
incorporating motifs from the music of First Nations and African Americans. Southern, Music of Black
Americans, 267-71.
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“the most beautiful expression of human experience born this side the seas,” and “the
singular spiritual heritage of the nation and the greatest gift of the Negro people.”’

Following the Civil War, the musical expression of the Black experience in
American proliferated, not only by means of the spiritual, but by other musical means.
These other musical genres of blues, jazz, and other similar genres reflected the shifting
American cultural landscape. These have often been misunderstood as secular music.
Rather, these song forms reflect an ethos ensconced in the American racial climate,
demonstrating a religiosity just as potent as the Black-spirituals-legacy that formed them.
The “most important” of the “cultural products originating or emerging from the African
American religious experience” is “music.” Historically, it has been

a primary form by which African Americans have expressed their deepest longings,
hopes, and concerns. The field hollers, from which blues music originated, the
spirituals of slaves, the rise of black gospel music in the early twentieth century, the
“freedom songs” of the civil rights movement, and the bitter skepticism of some
contemporary rap all speak to the deepest issues of African American religious
culture. In African American history, music and religion cannot be separated, for
religion fundamentally has been defined through musical expression. Even more
important, it is vital to understand the origins of African American religious culture,
for it has been the basis for much of broader American culture, particularly popular
music.®

These musical-spiritual expressions emerged from the ashes of the Civil War.
Over fifteen decades have followed since General Robert E. Lee surrendered,

ending the Civil War on April 9, 1865. The real civil war did not cease, however, for to

17 Du Bois, The Souls of Black Folk, 156.

18 Paul Harvey, Through the Storm, Through the Night: A History of African American
Christianity (New York: Rowman and Littlefield Publishers, 2011), 3.
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this day, countless Black Americans have suffered and died at the hands of White
violence. “The violence generated by white racism is one of the obvious realities of
American society.”*® Emancipation thus offered only proclamation—Iip-service.? The
decade following the war is known as the era of Reconstruction, 1865-1877.2* The Union
attempted to mend the effects of the war, by rebuilding of the nation, and promising more
equity between Blacks and Whites, through the passage of the Reconstruction Act of
1867. Blacks were promised jobs, land,?? citizenship, and the right to vote.?* However,
White supremacists did not relinquish control so easily. “Slavery by another name”
emerged, with Whites re-enslaving many Blacks through indentured servitude,
victimizing Blacks through the unjust practice of sharecropping as Whites benefitted
from Black labor, selling Blacks into labor camps, and compelling others to labor on the
railroad,? leading many to sing:

Captain, go side-track yo’ train
Captain, go side-track yo’ train,

19 Herbert Shapiro, White Violence and Black Response (Amherst, MA: The University of
Massachusetts Press, 1988), xi.

20| do not imply Lincoln was disingenuous. The ensuing decades revealed the difficulty in
changing an entire society.

2L Eric Foner, Reconstruction: America’s Unfinished Revolution, 1863-1877 (New York: Harper
& Row, 1988); Hugh Davis, “We Will Be Satisfied With Nothing Less ”’: The African American Struggle for
Equal Rights in the North during Reconstruction (Ithaca, NY: Cornell University Press, 2011).

22 The Southern Homestead Act (1866).

2 Fourteenth Amendment (1866).

24 Fifteenth Amendment (1870).

% Douglas A. Blackmon, Slavery by Another Name: The Re-enslavement of Black People in
America from the Civil War to World War 1l (New York: Doubleday, 2008).
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Number three in line, a-coming in on time,
Captain, go side-track yo’ train.?

The failure of Reconstruction led to the period of Jim Crow, in which federal and
state governments enforced racial segregation in the United States. By the 1890s,
governments enforced de jure racial segregation, mandating the “separate but equal”
status for Blacks. In 1896, the Supreme Court ruling in Plessy vs. Ferguson, had
established the “separate but equal” principle, undergirding segregation in “social
structures across the South.”?” While Blacks enjoyed enfranchisement through the
abolition of the Three-Fifths Compromise,? the separate status perpetuated
discrimination: de jure discrimination in the South and de facto discrimination in the
North.2° As a result, the US government perpetuated the conception that Blacks were
inferior to Whites. The experiential ontology for Blacks and Whites continued to be
different due to law and practice. This began the period of Jim Crow that lasted until the
Civil Rights movement of the 1960s.

Jim Crow originated with the minstrel show performed by Thomas Dartmouth

Rice, or “Daddy Rice, a Father of American Minstrelsy.”*° Rice was a White American

26 Southern, Music of Black Americans, 224.

27 In 1954, the Supreme Court reversed the “separate but equal” principle in Brown vs. Board of
Education, marking “the starting point for a generation of civil rights activity.” “A Chronology of African
American Religion,” Ixix, Ixxii.

28 Enfranchisement granted Black Americans the right to vote.

2 De jure means “by law”; de facto means “by practice.” The South enacted laws enforcing
segregation. The North did not have official laws on segregation. However, because racist ontology
perpetuated in the North, Whites continued segregation in practice.

30 Southern, Music of Black Americans, 90.
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who performed with his face painted black, speaking with an African American
vernacular. His show stereotyped Black Americans for having poor speech and comical
characteristics. He popularized the genre, particularly through his singing of his “Jim
Crow Song”:

First on the heel tap, den on de toe
Ebery time | wheel about I jump Jim Crow.®

Due to the blackface minstrelsy,®? an origination from musical performance, Jim Crow
became a derogatory association for Blacks. These shameful practices capture the tenor
of segregation legislation in the late nineteenth century, leading to the slang coinage of
the phrase, Jim Crow laws.

In the context of Jim Crow, Blacks in the North and the South continued to
experience systemic racism. This ensuing period has been known as the “nadir of
American race relations,”*? for, from 1877 until the early twentieth century, Black
Americans experienced systemic racism, losing many civil rights, experiencing

segregation and legal discrimination based on skin color, and severe intimidation and

31 Southern, Music of Black Americans, 91.

32 Southern indicates that with the new freedom, Black performers could now perform the
minstrelsy, instead of blackface White performers. The public enjoyed genuine Black faces. Southern,
Music of Black Americans, 232.

33 Rayford W. Logan, The Negro in American Life and Thought: The Nadir 1877—-1901 (New
York: The Dial Press, 1954); Timothy E. Fulop, ““The Future Golden Day of the Race’: Millennialism and
Black Americans in the Nadir, 1877-1901,” in African-American Religion: Interpretive Essays in History
and Culture, ed. Timothy E. Fulop and Albert J. Raboteau (New York: Routledge, 1997), 230.
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suffering at the hands of White supremacy, such as lynchings.3* It was the darkest period,
an all-time low. If slavery was the storm, Jim Crow was the night.*

As a result of the continued systemic racism, Black musical expression evolved
into new idioms. By the turn of the century, blues developed from these depths. “Blues
reflects the personal response of its inventor to a specific occurrence or situation. By
singing about their misery, blues singers achieve a kind of catharsis and life becomes
bearable again.”*® Drawing from Chapter 3, in which we observed the practical holism in
the Black community—all of life is sacred—the blues gave religious expression for the
musician, through themes such as: having no money, being left by a lover, and losing a
job. Through singing the blues, musicians lamented their plight in society.

| laid in jail, back to the wall;

Brown skin gal cause of it all.

I’ve got the blues; I’m too damn mean to talk

A brown-skin woman make a bull-dog break his chain.®’

Look’d down de road jes’ as far as I could

Well, the band did play “Nearer, my God, to Thee.”
| got the blues, but too damn mean to cry,

| got the blues, but too damn mean to cry.3®

34 James H. Cone writes vivid, lucid, and heartbreaking accounts of the history and significance of
lynching, in The Cross and the Lynching Tree (Maryknoll, NY: Orbis Books, 2011), 3-12.

35 An allusion to “Precious Lord, take my hand . . . through the storm, through the night, lead me
on,” by Thomas Dorsey, 1932.

36 Southern, Music of Black Americans, 334.

37 Eber C. Perrow, “Songs and Rhymes from the South,” Journal of American Folklore 28, no.
108 (1915): 190.

38 Howard W. Odum, “Folk-Song and Folk-Poetry as Found in the Secular Songs of the Southern
Negroes,” Journal of American Folklore 24, no. 93 (1911): 272.
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The first text expresses the blue feeling of being in jail, allegedly due to a Black woman.
This context appears secular and earthy. However, as the text appears to go on,* the poet
expresses the tension of feeling too hurt to cry, and the promise that God is with him,
through the allusion to the hymn, “Nearer, my God, to Thee.” In the context of suffering,
the blues blended the secular and the sacred, balancing “despair with hope. . . . As long as
African Americans could sing and play the blues, they had some hope that one day their
humanity would be acknowledged.”*° Blues melodies depicted these sentiments, deriving
the genre’s name from the “blue notes” caused by altering the melodic scale, in which the
third, fifth, seventh, and occasionally the sixth scale degree are lowered or sung at pitch.
This means that the third and sixth scale degrees, normally a major interval when in a
major key, could be lowered a half step. Likewise, the fifth and seventh of a chord could
be lowered a half step. Musicians decided how they wanted to render these intervals,
meaning that they could keep the interval in its major position, or lower it a semitone.*
These alterations suggested lament, despair, or hope, depending on the musician’s
rendering of the music. The text at the opening of this section expresses the sentiment

best:

39 Southern combines the two texts into eight lines of poetry. Southern, Music of Black Americans,
335.

40 Cone, The Cross and the Lynching Tree, 21.

41 Southern, Music of Black Americans, 336.
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Nobody knows de trouble I’ve seen
Nobody knows but Jesus

Nobody knows de trouble I’ve seen
Glory hallelujah!#

Beginnings of the Gospel Ministry among Black Adventists

Adventism developed within the societal milieu of American racism.
Accommodation to White prejudice demanded that Black Adventist ministers employ
culturally contextual ministry practices. During the late nineteenth century, Adventist
ministers began to segregate worship and ministry between Blacks and Whites.

Black Millerites skillfully preached to both Black and White audiences, devoting
energies to Blacks in particular.*® Eri L. Barr may have been the first Black Adventist
minister,** though no available records indicate whether or not he was ordained. By all
accounts, Charles M. Kinny was the first African American ordained by the Seventh-day
Adventist Church in 1889,%° and has been called the “Father of Black Adventism.”**

Kinny’s family moved from Richmond, Virginia to Reno, Nevada in pursuit of the

42 Cone, The Cross and the Lynching Tree, 20-21.

43 Baker, “Ellen White’s Relationship to Black People,” 43-44.

4 Stanley D. Hickerson, “Was Eri L. Barr the First Black Adventist Minister?” RH, April 6, 2015.

4 «“A Chronology of African American Religion,” Ixviii. Trevor O’Reggio discusses the spelling
of Kinny’s last name, whether it should be Kinney or Kinny. He notes that all extant records of his letters
show a signage of “Kinny.” I choose to follow O’Reggio’s practice. Trevor O’Reggio, “The Father of
Black Adventism: Charles M. Kinny,” Journal of the Adventist Theological Society 25, no. 1 (2014): 116.

46 Ronald D. Graybill, “Charles M. Kinny: Founder of Black Adventism,” RH, January 13, 1977,
6-8; O’Reggio, “Father of Black Adventism,” 117.
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opportunity offered during the period of Reconstruction.*” He converted to Adventism
after hearing the evangelistic sermons of John Loughborough and Ellen White.*® Kinny
ministered at the first Black Adventist church in Edgefield Junction, Tennessee,
established in 1883 by the efforts of local member, Harry Lowe.*° He established several
Black Adventist churches: the third Black Adventist church, in Bowling Green,
Kentucky, 1891; the fourth Black Adventist church, in New Orleans, in 1892; and the
fifth Black Adventist church, in Nashville, Tennessee, in 1894.%°

Beyond establishing several Black Adventist congregations, Kinny rightfully
deserves the title of Father of Black Adventism for he recognized the racial prejudice in
the Seventh-day Adventist Church. During a time when Whites prevented Blacks from
leadership, Kinny was the first to call for separate judicatory branches of the
denomination for ministry targeting Black folk. Racially charged liturgical events in
Kinny’s experience paralleled those among earlier African Americans, as discussed in
Chapter 3 of this study. In particular, the circumstances regarding Richard Allen, the
AME, and the negro pew provided a historical precedent for the proposal made by Kinny

in 1891.

47 O’Reggio, “Father of Black Adventism,” 118.
48 Charles M. Kinney, “Early Days of Our Colored Work in America,” RH, February 6, 1930, 23.
49 Graybill, “Charles M. Kinny,” 7.

%0 O’Reggio, “Father of Black Adventism,” 127.
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In 1889, Kinny and his fellow Black Adventists experienced racial segregation at
his ordination service.>® This event, and apparently, others, led Kinny to speak out in
general terms about the injustices toward Blacks in divine worship.

On March 11, 1891, Kinny spoke before the General Conference, appealing for
more work to be done on behalf of “the colored race,” for “there has not been much done
for them; but the way is opening,” and he “hoped to see much more done to reach and
benefit that people.” Kinny claimed there were between eight and nine million people
needing to hear the Third Angel’s Message.>

At the 1891 General Conference, Kinny addressed the convention, giving his
conception of regional conferences. He wrote a significant document outlining twelve
propositions. Before outlining his proposal and grievances, Kinny stated that he and other
Black folk desired to worship together, for it was a blessing. “In the first place, a
separation of the colored people from the white people is a great sacrifice upon our part;
we lose the blessing of learning the truth—I have reference especially to general

meetings.”® While Kinny emphasized the “learning of truth” and information at the

51 Baker, “Events Leading to the Establishment of Regional Conferences,” 7. Neither Baker nor
other scholars indicate the source for the racial segregation at Kinny’s ordination service. Clifford Jones
writes, “On the day of his ordination, church officials tried to segregate Kinney and his members at the
camp meeting where the solemn service was to be held, only backing down when Kinney and his
congregation threatened to bolt.” Jones, Humphrey, 91. Jones cites the following for his source: Nathine
Washington, “Charles M. Kinney: The Man” (Unpublished term paper, Andrews University, 1975).
However, Washington does not discuss the event. The only subtle reference I can find is in Kinny’s
“Statement on the Concept of Regional Conferences,” as cited below in the discussion of this section. I
believe the event has taken on a sense of legend in the Black Adventist community. I, no doubt, believe
segregation took place at his ordination, just as Jones has described. However, | have not been able to
discover the primary source supporting this historiography.

52 “Seventh Meeting,” General Conference Bulletin, March 11, 1891, 70-71.

%3 ¢C. M. Kinney’s Statement on the Concept of Regional Conferences,” in Telling the Story, 2:8.
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general meetings, we must not miss the fact that these general meetings historically had
been neither for business, nor solely for preaching, but for worship. Kinny proposed for a
racial separation, not segregation, entailing entirely separate worship services at camp
meetings for the general meetings. Such a proposal struck deep to Kinny’s heart, causing
“great embarrassment and humiliation, and not only to me, but to my people also.”
Kinny and his people were neither embarrassed nor humiliated to propose this. Rather,
they had experienced these feelings in divine worship when they had been relegated to
the “negro pew” of the back seats in the general meetings.>® Thus, Blacks felt it better to
be completely separated in worship, than to experience the humiliation of sitting on the
back pew. As a people, they had experienced this too long. Kinny was clear; separation
for worship and for ministry was not because Blacks desired to be separate from Whites,
but due to the racial discrimination practiced by Whites. Kinny “saw these spiritual
convocations as essential venues to help solidify [Blacks in their] faith.”®

As mentioned in Chapter 4, Black and White Adventists worshiped together in the
northern United States. However, in the deeply segregated South, racial tensions soared,
creating an environment in which it was unsafe for Blacks and Whites to worship
together. Kinny personified an Adventist that did not discriminate based upon skin color,
but practiced wisdom regarding the systemic racism of the wider society. He urged: “That

Christian feeling between the two races be zealously inculcated everywhere, so that the

%4 «C. M. Kinney’s Statement,” in Telling the Story, 2:8.
%5 Ibid., 2:9.

% O’Reggio, “Father of Black Adventism,” 125.
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cause of separation may not be because of the existence of prejudice within, but because
of those on the outside whom you hope to reach.”>’

Adventist ministers were failing to make inroads among Blacks in the South, save
for a few bold ministers. Few Black Americans converted to the Adventist message. In
his appeal to the brethren at the 1891 General Conference session, Kinny kindly
expressed “his gratitude that the way is opening for the truth to go to his people (the
colored race) [sic].”®® Beyond writing his proposal, Kinny pleaded with the brethren,
hoping at least one heart would soften toward the “between eight and nine millions [sic]
of his people in the United States, waiting to hear the third angel’s message.” Kinny
reported that there were only two organized churches among Blacks, and some
unorganized companies. He “earnestly appealed for at least one white laborer of
experience to devote his entire time to the work among” Blacks in the South.®°

Kinny’s graciousness and humble spirit, requesting even just “one white laborer”
bespeak of the man’s immense wisdom and sensitivity to the prevailing White Adventist
culture. I imagine that during the ten days following his appeal, Charles Kinny agonized
to know whether or not anyone had heard his fervent appeals for the South. Not only
were his words heard, but they gained prophetic priority as the Messenger of the Lord

added her voice to his anthem’s strain.

57 «C. M. Kinney’s Statement,” in Telling the Story, 2:9.
%8 «“Seventh Meeting,” General Conference Daily Bulletin, March 11, 1891, 70.

%9 In the Seventh-day Adventist denomination, a “company” is a small congregation not yet
officially “organized” into a “church.”

60 «“Seventh Meeting,” General Conference Daily Bulletin, 71.
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Ellen White’s Appeals for the South
Ellen White felt burdened for the “colored people” of the South. On Sabbath,
March 21, 1891, she brought her concerns to thirty leaders of the church, gathered at the
Dime Tabernacle as part of the General Conference session. She delivered her historic
message, entitled, “Our Duty to the Colored People,” recognizing a lack of concern by
the White brethren toward the colored people of the South. She addressed the issue, head-
on:

There has been much perplexity as to how our laborers in the South shall deal with
the “color line.” It has been a question to some, how far to concede to the prevailing
prejudice against the colored people. . . . The Lord Jesus came to our world to save
men and women of all nationalities. He died just as much for the colored people as
for the white race.5!

Previously, while at worship in St. Louis, Missouri,®? the Lord had spoken vividly
to her: “All ye are brethren,” was presented to her “as if written with a pen of fire.”
Discrimination did not make some more or less the children of God. To despise someone
based on race was to despise Jesus Christ, demonstrating a need for heart transformation.
“The color of the skin does not determine character in the heavenly courts.”®3

She became more pointed in her commentary, indicating that Whites were
responsible for the conditions of Blacks:

Who is it that held these people in servitude? Who kept them in ignorance, and
pursued a course to debase and brutalize them . . . ? If the race is degraded, if they are

61 Ellen G. White, “Our Duty to the Colored People,” in The Southern Work, 1898, Reprint ed.
(Washington, DC: Review and Herald Publishing Association, 1966), 9.

52 Ellen White visited St. Louis shortly after Kinny had experienced firsthand the racial prejudice
there. Graybill, “Charles M. Kinny,” 7.

83 Graybill, “Charles M. Kinny,” 11, 13.
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repulsive in habits and manners, who made them so? Is there not much due to them
from the white people? After so great a wrong has been done them, should not an
earnest effort be made to lift them up? The truth must be carried to them. They have
souls to save as well as we.%

It is important to read White’s comments in historical context.

Notwithstanding her pointed statements condemning slavery and racism, Ellen White
was a product of her times, whose social theories and practices conspired to produce
in her a pragmatism that continues to confuse Blacks to this day, and that begs for
explanation and understanding. To the uninformed Ellen White comes across as
contradictory and confusing, and detractors have not relented in questioning and
castigating her for comments she made that seem to compromise the biblical
principles she espoused.®®

Some have the tendency to read these statements, thinking that Ellen White is saying that
today, Black people are degraded and repulsive in habits and manners, even ignorant.
Ellen White was addressing the condition of Blacks in the South who had only recently
been emancipated from slavery, only to be exploited through sharecropping, indentured
servanthood, violence by White supremacist groups, lynchings, and Jim Crow
segregation. Black folk paid the price for White privilege. Ellen White spoke within this
historical context.

Later, in 1895, White explained that a spiritual darkness enshrouded many in the
Black race, at that time. “But there are many among the colored people whose intellect
has been too long darkened to be speedily fitted for fruitfulness in good works. . . . Many
are slaves to debasing passions, and their character is of such an order as will not enable

them to be a blessing. Sin and depravity have locked up their senses.” She insisted,

8 Graybill, “Charles M. Kinny,” 14-15.

8 Jones, Humphrey, 99.
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Christ died for the colored people as verily as He died for the white people. Through
faith in Christ the colored people may attain unto eternal life as verily as may the
white people. Those whom the Lord sees neglected by us have been entrusted with
reasoning powers, and yet they have been treated as though they had no souls. They
have been wounded by a so-called Christian nation. They have been left by the
wayside, and decided efforts will have to be made to counteract the wrong that has
been done them.%

Had Whites sought to alleviate Black folk immediately following the War, Blacks would
not have been in the situation they were now in. The darkness and ignorance of Black
Americans was due to White neglect and White racist ontology. How insightful are Ellen
White’s words! Her words resonate with her contemporary, Frederick Douglass (1818—
1895), who, as we saw in Chapter 3, questioned the “Christianity”” of America: The
gospel had not been for all people; there was a White savior and a Black. Most insidious,
the Three-Fifths Compromise had indeed created separate ontologies, continuing even in
1895, for Blacks had been “treated as though they had no souls.”

Stronger still, Ellen White stated that the church had sinned in not making greater
efforts for Black folk of the South. Due to racial prejudice by Whites, missionary work
on behalf of Blacks would always be difficult. Nonetheless, she urged Whites and Blacks
to worship together. Worshiping together was the normative counsel from Ellen White.
“You have no license from God to exclude the colored people from your places of
worship. Treat them as Christ’s property, which they are, just as much as yourselves.

They should hold membership in the church with the white brethren.”®” Ideally, Ellen

% |talics added. Ellen G. White, “An Appeal for the Southern Field,” RH, November 26, 1895, in
Southern Work, 28. “Wounded” and “left by the wayside” are allusions to Christ’s parable of the good
Samaritan.

57 «“Our Duty,” Southern Work, 15. She continued, however, with conditional counsel. “Some
would think it right to throw down every partition wall and intermarry with the colored people, but this is
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White desired for Blacks and Whites to worship together, though she also understood that
Black ministers would have greater success ministering to fellow Blacks due to cultural
similarities and in light of White prejudice.

Four years later, Ellen White continued her argument for integrative worship,
saying that Whites had been devising plans that appeased the “prejudice of white people,”
and now, “a wall of separation in religious worship ha[d] been built up between the
colored people and the white people.”®® Whites were willing for Blacks to be converted,
“yet they were not willing to sit by the side of their colored brethren and sing and pray
and bear witness to the truth which they had in common.”®®

However, Ellen White gave additional liturgical counsel that | assume is difficult
for contemporary Black Adventists to read. “Among most of the colored people we find
unseemly practices in their worship of God. They become much excited, and put forth
physical exertions that are uncalled for in the solemn worship of God. Their superstitious

ideas and uncomely practices cannot at once be dispelled.”™ I caution the reader not to

not the right thing to teach or to practice.” The text indicates how her prohibition to intermarry is
contextualized for that time. Her first phrase, “throw down every partition wall,” indicates that the common
practice of not intermarrying was indeed a partition. In my assessment of the passage, she recognized how
sensitive some may be to the intermarrying between Whites and Blacks, and therefore discouraged the
practice, at that time.

% Ellen G. White, “Work Among the Colored People,” RH, April 2, 1895, in Southern Work, 19.
The Ellen White Trustees give the following note: “In the mid-1890’s Ellen G. White prepared ten articles
for the RH devoted especially to the work in the Southern field. The first was published on April 2, 1895.
The other nine appeared in the issues of November 26 to December 24, 1895, and January 14 to February
4, 1896. All except the first one (April 2, 1895), which apparently was overlooked by Edson White, were
chosen for publication in The Southern Work. The ten articles are reproduced here in their entirety.”
“Note,” Southern Work, 19.

59 White, Southern Work, 20.

0 Ellen G. White, “An Appeal for the South-2,” RH, December 3, 1895, in Southern Work, 33.
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interpret White’s commentary as a criticism of today’s contemporary Black liturgical
practice. Doing so ignores the history detailed in this chapter, as well as dismisses the
later historical developments of the twentieth century, particularly that of the Praise and
Worship movement. The twentieth century must be addressed and nuanced before
White’s comments should be considered to be applied to our contemporary practice
today. This study only begins to address the issue.

Instead, it is best to read White’s counsel in the context of her own writings, and
the liturgical context of both Adventism and historical Black American worship. In
Chapter 4, in the section, “Demonstrative Worship,” we considered the expressive nature
of early Sabbatarian Adventist liturgy. By 1850, Adventists discontinued many of the
enthusiastic and supernatural practices, due to White’s counsel not to trust in exercises,
but in the Word of the Lord. The anthropology and cosmology developed early in the
movement curbed some of the theological perspectives that espoused enthusiastic
worship. Specifically, the developing Bridegroom liturgical theology contrasted with that
of the spiritualizing Adventists. Those worshipers believed that Christ had come
spiritually to the heart, that is, ontologically into one’s being, and thus the enthusiastic
physical manifestations enabled the worshiper to free one’s self and engage with the
spiritual Christ in one’s heart. The progressive illumination through Bible study, and the
progressive revelation given to Ellen White, guided church leaders in their theology of
liturgy. Christ had moved from His heavenly throne into his High Priestly ministry,
beginning on October 22, 1844, the antitypical Day of Atonement. Heaven is a real place,
and therefore, Christ could not be ontologically in the worshipers’ hearts, spurring them

in physical manifestations.
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The shift in 1850 was a marked one. By the 1890s, Adventists manifested their
liturgical theology differently, all due to that theological shift forty years earlier.
Liturgical practice of the nineteenth century must be considered in its historical and
theological context. Ellen White’s counsel shaped Adventist liturgical practice, curbing
many enthusiastic practices. Adventist worship became more subdued. This reverential
approach to the liturgy reflected their experience and the development of Adventist
liturgical theology. Those earlier historical developments contributed to the spiritual
identity of Adventism in the late 1890s. Ellen White’s comments regarding Black
worship must be considered in the context of these broader historical and theological
developments.

| am not against demonstrative worship. Because early Sabbatarian Adventists
worshiped with great enthusiasm does not provide a unilateral justification for Black and
White demonstrative worship today. Picking and choosing which Adventist period one
wants to emulate—whether “enthusiastic” or “staid” worship—does not adequately take
into account these developments. Better arguments must be made—and can be made—
beyond the notion, “Early Adventists did it, so we should do it too.”

Furthermore, Black Christian liturgical theology absolutely must be brought to
bear upon these statements by White. In Chapter 3 of this study, we examined the
ontology of African and African American spirituality. This ontology held that the soul is
both timeless and spaceless, and the body is temporal and spatial, and that through the
timeless soul, the African descendent was thought to participate in the community of the
living and the dead. In slave religion, the actions of the body provided a means for

participation with the cosmos and God’s presence to the soul. Some ritual actions, such as

412



the ring shout, demonstrate this liturgical theology. Worshipers made contact with God
through the shouting and ecstatic liturgical behaviors.

These particular theological conceptions stood in contrast with the five pillars of
Adventism, especially the ontological clarity developed through the doctrines of the
heavenly sanctuary and conditional immortality. It is in this theological milieu that Ellen
White wrote her counsel regarding some of the worship practices of some Blacks in the
South.” From White’s Adventist theological perspective—not racial discrimination—she
spoke of unseemly practices in worship, calling the liturgical theology superstitious.
From an Adventist ontological perspective, some of the Black Christian liturgical
practices, as part of slave religion, were superstitious and unseemly, for they did not
harmonize with the Adventist worldview of reality. Such an evaluation ought not to
necessarily relate to Black Adventist liturgical practice today. This was the theological
and liturgical context at the time of Ellen White’s counsel in 1895.

In keeping in harmony with White’s tender counsel toward Blacks in the South,
the immediate context of her statement merits consideration. Just prior to her counsel on
the “unseemly practices” of Southern Blacks, White outlined the gospel message and
how it should translate into liturgical practice:

Avre there not those who can go from house to house, from family to family, and who
can repeat the A B C of true Christian experience? Let Christ be your text. In all your

"1 Jones notes that Ellen White’s son, in his ministry to Blacks in the South aboard The Morning
Star steamboat, “encountered Blacks who seemed bent on preserving whatever vestiges of their ancestral
past still remained among them.” Jones, Humphrey, 102. Adventism in general, and the White family in
particular, found difficulty harmonizing some aspects of slave religion with their faith.
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labor let it be apparent that you know Jesus. Present His purity and saving grace, that
by beholding, these people may become changed into the divine image.’?

The tenor of White’s 1850 counsel resonated clearly. By beholding Christ in his
Word, one would become changed into the divine image—not through ecstatic liturgical
behavior. Cory Wetterlin poignantly articulates Ellen White’s historical theology, that the
indwelling of Christ is relational in God’s Word, not ontological:

Indwelling is devotional in the sense of abiding surrender to Christ, which requires a
devoted dwelling on Christ’s character so that the believer’s character can be
transformed. The transformed character is the clearest understanding of indwelling.
By devotedly beholding the person of Christ and his character the believer’s character
has been so transformed that the word and character of Christ are literally being lived
out in the believer. He or she has the character of Christ living in him or her.”

This theology applied to the liturgy. In 1908, Ellen White addressed Ralph and
Mary Mackin, White-skinned Adventists from Ohio, whose spiritual experiences
included “prophetic messages, speaking in tongues, ‘extemporaneous’ singing, and
casting out demons.”’* In an interview with the couple White stated,

We must go to the people with the solid Word of God; and when they receive that
Word, the Holy Spirit may come, but it always comes, as | have stated before, in a
way that commends itself to the judgment of the people. In our speaking, our singing,
and in all our spiritual exercises, we are to reveal that calmness and dignity and godly
fear that actuates every true child of God. . . . It is through the Word—not feeling, not
excitement—that we want to influence the people to obey the truth.”™

2 White, “An Appeal for the South-2,” 33.

8 Cory Wetterlin, “Ellen G. White’s Understanding of Indwelling of the Holy Spirit: A
Chronological Study,” Andrews University Seminary Student Journal 1, no. 2 (2015): 51-52.

4 Burt, “Religious Enthusiasm,” 932.

S Ellen G. White, Selected Messages, vol. 3 (Washington, DC: Review and Herald Publishing
Association, 1958), 373, 375.
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Ellen White’s theology of liturgy knew no skin color. She believed Christ died for

the White just as for the Black. She admonished all of God’s children to worship Him,

rooted in the Word. Demonstrative worship may result, but as a result of the workings of

the Holy Spirit through the Word.

It is in this context we must read the rest of her counsel regarding Blacks and

Whites in worship:

We must not combat their ideas and treat them with contempt. But let the worker give
them an example of what constitutes true heart-service in religious worship. Let not
the colored people be excluded from the religious assemblies of the white people.
They have no chance to exchange their superstitious exercises for a worship that is
more sacred and elevating if they are shut out from association with intelligent white
people who should give them an example of what they should be and do. Let the
white people practice the self-denial necessary, and let them remember that nothing is
to be regarded as unimportant which affects the religious life of so vast a number of
people as that which composes the colored race. They conduct their worship
according to the instruction they have received, and they think that a religion which
has no excitement, no noise, no bodily exercises, is not worth the name of religion.
These ignorant worshipers need instruction and guidance. They can be won by
kindness, and can be confirmed in well-doing. Both old and young will need to be
instructed as one would instruct a family of children.’®

In the following decades, Black Americans who converted to Adventism heeded

Ellen White’s counsel. Her counsel guided both Blacks and Whites toward the Word of

God, dampening what Adventists at the time believed to be excessive excitement. Her

theology challenged the prevailing Black American lex orandi lex credendi. Through her

pen, she shifted the Adventist church toward a different principle: Sola scriptura statuat

lex orandi, only the Bible establishes the rule of worship. Contemporary worshipers are

6 White, “An Appeal for the South,” 33.
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free to disagree with the Adventists of the past, but they should not overlook the
historical development of liturgical theology and the prophetic voice that guided it.

Ellen White influenced the church in its liturgical theology. Her appeal at the
1891 General Conference also marked a turning point for people of color in the Adventist
church.

Ellen White can rightfully be called the initiator of the Black work. No person had a
greater impact on the inclusion and status of Black people in the Adventist Church; it
is impossible to talk about Black Adventist history without constantly referring to her
contributions. All significant workers in the early Black work, either directly or
indirectly, pointed to either Ellen White or her writings as the source of their
inspiration and guidance. There would have been little hope of the Black work had
Ellen White not championed the cause.””

The significance of White and her contribution to the Black work would have sounded
like wishful thinking—well-nigh impossible—in 1891. As she called upon many
ministers to answer Kinny’s call to the South, those appeals fell on deaf ears—all except

for Ellen’s son, James Edson White.

Establishing the Southern Work, 1894
James Edson White rightly deserves credit for leading, in earnest, the Seventh-day
Adventist message to Blacks in the South.”® After correspondence and soul-searching,
Edson White responded to the call of the Holy Spirit through the promptings of his

mother. In 1893, in an office being renovated, he found a copy of his mother’s appeal for

" Delbert W. Baker, “In Search of Roots: Adventist African-Americans Part 1, Exploring the
History,” RH, February 4, 1993, 14.

8 Other Adventists had already been ministering in the South, though Edson’s efforts brought the
needed energy and effort. Jones, Humphrey, 90-91, 101.
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Blacks in the South, Our Duty to the Colored People (1891), and, after reading it, felt
convicted to heed the call to serve the Black folk of the South.” He devised a two-
pronged strategy of education and evangelism, which he conducted upon his steamboat,
The Morning Star. In July 1894, Edson and his close colleague, Will Otis Palmer, pushed
off from the banks of the Kalamazoo River in Allegan, Michigan, charting a course out to
Lake Michigan, through Chicago, connecting major waterways to the Mississippi River,
and onward to the southern United States, arriving in Vicksburg, Mississippi, on January
10, 1895.8° For about the next decade, The Morning Star traveled up and down the River.
The team ministered to folks along the river, holding evangelistic meetings and worship
services aboard the boat.

In the worship services in the chapel of the boat, Blacks and Whites worshiped
together, however segregated, with Whites on one side of the chapel, and Blacks on the
other.8! Over 100 worshipers gathered in the chapel, singing out of Edson’s 1881
songbook, Better Than Pearls,®? a collection of “the best Gospel Songs, Hymns, and
Tunes for use in Tent and Camp-meetings, as well as in Revival, Social, and Praise

Service. . . . [containing] 112 pages, the first 70 of which are devoted to gospel songs. . . .

" Edwards, “Origin and Development,” 27.

80 J. Edson White, “The ‘Morning Star,”” The Gospel Herald, May 1898, 1; Ronald D. Grayhill,
Mission to Black America: The True Story of Edson White and the Riverboat Morning Star (Mountain
View, CA: Pacific Press, 1971).

81 Edson applied his mother’s counsel, accommodating to the structural racism of the region.
Jones, Humphrey, 103-104; Bennett, “Resistance and Accommodation to Racism among Early Seventh-day
Adventist Missionaries in the American South: A Case Study on Relating to Oppressive Cultural Practices

in Missions.”

82 J. Edson White, ““Morning Star’ Chapel,” The Gospel Herald, December 1898, 37.
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The remainder . . . contains over 50 tunes and nearly 200 standard hymns for church
service.”® White sold the hymnal to the Review in May 1882. This transaction enabled
the Review to make the “excellent” volume readily available, at an affordable price, as
HT cost too much for ministers in “new fields.”®* This purchase also afforded the Review
the ability to donate 300 copies to The Morning Star, allowing White the freedom to lead
worship and ensure that all had a copy to use.® The chapel housed a “wonderfully sweet
and powerful organ to lead in the singing.”%

The small hymnal afforded Edson White the opportunity to share the prevailing
liturgical practice of Adventism with both Black and White worshipers in the South. This
collection was especially suited for public worship, because it featured a broad list of
topics appropriate for the majority of theological and liturgical themes: Public Worship,
Social Worship, Closing Hymns, Dedication Hymns, Sabbath, Funeral Hymns, The
Judgment, Lord’s Supper, Coming of Christ, Holy Scriptures, Revival Hymns,
Miscellaneous, Baptism, Faith, Holy Spirit, Repentance, Ordination, Law of God, Family
Devotion, and Kingdom of God.®” The many churches and companies established in the

wake of The Morning Star likely used this hymnal, or were in the least, shaped by it. The

83 “Music Books,” RH, November 29, 1881, 351.

8 George I. Butler, “Better Than Pearls,” RH, May 9, 1882, 304.
8 J. Edson White, ““Morning Star’ Chapel,” 37.

8 J. Edson White, ““Morning Star’ Chapel,” 37.

87 “Index of Subjects,” Better Than Pearls, 110-111.
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liturgical themes of dedication, baptism, and ordination, necessitated such appropriate
hymns.

God blessed the ministry of Edson White in the South. In 1896, the Morning Star
team organized the Southern Missionary Society to “consider plans for work and methods
of labor, and to seek aid and council from God” for the southern work.® In 1901, the
denomination restructured this organization, forming the Southern Union Conference, as
a sisterhood of churches and schools in nine states.® In 1890, the Black membership in
the Seventh-day Adventist church was about fifty persons. By 1900, the membership
reached 300 Black Adventists in seven organized churches. By 1908, the Black members
numbered over a thousand.

Arguably the most significant development of the 1890s was the institution of the
Oakwood Industrial School, in 1896, in Huntsville, Alabama. Charles Kinny ministered
in Huntsville, and likely recommended the site—a former plantation with 360 acres and
sixty-five oak trees—to the church leadership in 1894.%° The industrial school curriculum
was patterned after the practical philosophy put forth by Booker T. Washington, and the
fine example of the Tuskegee Institute, also in Alabama. Edson White’s ministry along

the Mississippi River provided students to the new school.®* However, it was the word of

8 R. S. Owen, “Southern Missionary Society,” The Gospel Herald, May 1898, 7.

8 Delbert W. Baker, “Adventism Among African Americans,” in The Ellen G. White
Encyclopedia, ed. Denis Fortin and Jerry Moon (Hagerstown, MD: Review and Herald Publishing
Association, 2013), 587.

% Mervyn A. Warren, Oakwood! A Vision Splendid Continues, 1896-2010 (Collegedale, TN:
College Press, 2010), 10.

%1 Mervyn A. Warren, “Oakwood Industrial School,” in The Ellen G. White Encyclopedia, ed.
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Ellen White that delivered prophetic encouragement for the school. “In the night season |
was taken from place to place, from city to city, in the Southern field. | saw the great
work to be done—the work that ought to have been done years ago. We seemed to be
looking at many places. . . . One of the places that | saw was . . . Huntsville. The Lord led
in the establishment of [this school].%? Over time, the school adapted its curriculum, its
name reflecting the changes in its status: Oakwood Manual Training School (1904—
1917), Oakwood Junior College (1917-1943), Oakwood College (1943-2008), and
Oakwood University (2008—present). Today, Oakwood University is a four-year liberal
arts school, with about 2,000 students in undergraduate and graduate degree programs,
more than 100 faculty, and 1,200 acres.®® Though it is a historically Black college, today
it enjoys a diverse student body, faculty and staff, of White, Hispanic, Afro-Caribbean,

Afro-Latino, and African students.

The Dividing of Adventism
By 1908, racial tension had increased significantly in the American south. Since
the 1890s, the US Federal and State governments enacted laws that hindered the
economic mobility of Blacks in the South. James Cone points out several important social
factors that contributed to the dire plight of Blacks: the formation of the Ku Klux Klan in

1866; the novels, The Leopard’s Spots (1902) and The Clansman (1905), which portrayed

Denis Fortin and Jerry Moon (Hagerstown, MD: Review and Herald Publishing Association, 2013), 1007.
9 Ellen G. White to Leaders in the Southern Field, February 2, 1902, Letter 25, 1902, in
Manuscript Releases, vol. 2 [Nos. 97-161], 64; Idem., “Words of Counsel to Teachers and Students,” The

Huntsville School (Nashville: Southern Publishing Association, 1909), 9.

9 Warren, “Oakwood Industrial School,” 1007.
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the Klan as “redeemers of the South.”%* By the 1890s, “lynching fever gripped the South,
spreading like cholera, as white communities made blacks their primary target, and
torture their focus.”® A reign of White terror gripped the South.

In this context, Ellen White delivered challenging counsel. Over the past one
hundred years, Adventists leaders have wrestled to understand and how to appropriate
this counsel to the various contexts of ethnic ministry. In an October 19, 1908 appeal,
entitled, “Proclaiming the Truth Where There is Race Antagonism,” she shared her
burden:

| am burdened, heavily burdened, for the work among the colored people. The gospel
is to be presented to the downtrodden Negro race. But great caution will have to be
shown in the efforts put forth for the uplifting of this people. Among the white people
in many places there exists a strong prejudice against the Negro race. We may desire
to ignore this prejudice, but we cannot do it. If we were to act as if this prejudice did
not exist we could not get the light before the white people. We must meet the
situation as it is and deal with it wisely and intelligently.%®

Besides bringing glory to God, Ellen White’s highest value appears to be that of saving

souls in God’s kingdom. She felt burdened for Black folk that they hear and receive the

gospel. Similarly, she did not want White Americans to lose out on the light of truth.
Following the principle of careful prudence, she called for mono-cultural ministry

among Blacks and Whites, extending to the area of worship.

% Cone, The Cross and the Lynching Tree, 4-5.

% Cone, The Cross and the Lynching Tree, 9. Before his conversion to Adventism, Lewis W.
Sheafe (1859-1938), Adventism’s “first apostle to African-Americans in the nation’s cities,” led protest
against the lynchings through prayer meeting. He issued a call for a day of fasting and prayer so that “God
will so work upon the hearts of the American nation that the murderous lynchings to which we are
subjected may cease.” Douglas Morgan, Lewis C. Sheafe: Apostle to Black America (Hagerstown, MD:
Review and Herald, 2010), 62.

9 White, Testimonies for the Church, 9:204.
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In regard to white and colored people worshiping in the same building, this cannot be
followed as a general custom with profit to either party—especially in the South. The
best thing will be to provide the colored people who accept the truth, with places of
worship of their own, in which they can carry on their services by themselves. This is
particularly necessary in the South in order that the work for the white people may be
carried on without serious hindrance.

Let the colored believers be provided with neat, tasteful houses of worship. Let
them be shown that this is done not to exclude them from worshiping with white
people, because they are black, but in order that the progress of the truth may be
advanced. Let them understand that this plan is to be followed until the Lord shows us
a better way.%’

Herein, her counsel is a complete reversal of the direction she had given almost twenty
years prior, that Blacks and Whites worship together. Now, in the face of violent,
legalized racism, it behooved the Adventist church to gather for worship along racial
lines. She concluded this appeal on race, stating even more explicitly, “Let white and
colored people be labored for in separate, distinct lines, and let the Lord take care of the
rest.”%

Clifford Jones emphasizes that White’s counsel was conditional, viewing
segregation as pragmatic, not the ideal.*® In contrast, Bull and Lockhart see White’s
counsel as indicative of Adventism as “a white, Anglophone faith,” and as such, the

denomination has found it very difficult to lay aside its prejudices and adequately

97 White, Testimonies for the Church, 9:206-207.

% White, Testimonies for the Church, 9:210. This continues to be the sentiment held by even some
young White Adventists. | had a White male student in one of my classes speak with me about the issue of
Regional Conferences. He quoted “separate, distinct lines,” arguing that this continues to be why Blacks
and Whites should not worship together. Perhaps he believed the Lord has not yet shown a better way. Or,
more likely, Ellen White’s quote allowed him to hide his prejudice behind a “Word from the Lord.”

% Jones, Humphrey, 100.
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minister to Blacks and foster a spirit of inclusivity.1°® However, Roy Branson defended
Ellen White. He understood Ellen White to be adamantly opposed to racism—*blacks
and whites are equal”—»based upon a common ontology through creation and an equal
value placed upon humanity through redemption in Christ’s sacrifice for all. Furthermore,
according to Adventism’s view of Bible prophecy, Christ was coming soon and would
abolish sin and slavery.®! Branson argued that White did not change her theology, but
made “concession to a specific problem that she hoped would be temporary.”1%? Grayhill
astutely noted:

Ellen White believed, basically, in the essential equality of the Negro and the
Caucasian. Her counsels regarding separate church services were given, not on the
basis of any belief in a “natural law” forbidding such contact or on the basis of a
belief in the supposed inherent inferiority of the Negro, but because of conditions in a
country mired in the depths of its deepest pit of racism.

The apparent inconsistency between her early statements, that white people had
no license to exclude Negroes from their places of worship, and her 1908 statements
that separate provision be made can be explained then only by the rise of racial
tensions and segregation during the intervening years, and by Ellen White’s
conviction that extreme caution must be exercised in order to prevent the closing of
the Negro work entirely in the South. She hoped that it would be only a matter of time
until the Lord “shows us a better way.”

Ideally, Adventist segregation in worship was to be for only a matter of time.

Though meant to be a formative statement, “separate, distinct lines” became the lex

100 Malcolm Bull and Keith Lockhart, Seeking a Sanctuary: Seventh-day Adventism and the
American Dream (Bloomington, IN: Indiana University Press, 2007), 273-74, 278-89.

101 Roy Branson, “Slavery and Prophecy,” RH, April 16, 1970, 7-9.

102 Roy Branson, “The Crisis of the Nineties,” RH, April 23, 1970, 5.
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orandi lex credendi of Adventism. Racial segregation between Blacks and White became
normative.

The church applied White’s counsel systemically, in all of its organization, from
education, denominational judicatory structures, and liturgically. According to Mylas
Martin, the scandal of it all, is that, following the death of Ellen White in 1915, The
Southern Work went out of print. This volume contained all the normative statements by
White regarding the equality of the races and the need to worship together.1% By the
early 1960s, church members could only access volume nine of the Testimonies, in which
White directed the work to be done in “separate, distinct lines.”1%4

Though himself Black, Martin had not heard of The Southern Work until February
8, 1961, when he received a copy from Frank W. Hale, Jr. and stayed up all night,
reading it three times. He endeavored to see that the book be reprinted. He declared,

‘If I can’t get The Southern Work reprinted, at the General Conference Meeting in
Detroit in 1966 | will have Martin Luther King, Jr. standing up in public reading from
The Southern Work verbatim, word for word.” And they knew | could do it at that
time. . . . That’s how we got The Southern Work back. . . . | worked very hard to get
that back.”1%

The Southern Work provided the normative counsel of Ellen White. By allowing

this compilation to go out of print, the church was complicit in making volume nine of

103 Douglas Morgan also notes that “volume 97 does not give the requisite “time and place”
principle in reading Ellen White’s writings. “No guidance helps the reader reconcile or balance apparent
clashes between the counsel given in volume 9 and that given in earlier publications, such as volume 7 of
the Testimonies and The Southern Work.” Morgan, Lewis Sheafe, 389.

104 Mylas Martin, Oral History interview by Merlin Burt, April 23, 1997, at the James White
Library, Andrews University, Berrien Springs, MI (Berrien Springs, MI: Center for Adventist Research),
20.

105 Martin, Oral History, 21-22.
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the Testimonies the new norm, neglecting the requisite literary context of the earlier
writings. Martin and Frank W. Hale, Jr. (1927—-2011), among other laymen, formed the
Laymen’s Leadership Conference to confront the racial discrimination in the
“predominantly white Adventist Church,”1% also speaking against the “black church
leaders who took unwarranted and oppressive positions against black subordinates and
others with whom they might differ.”%” Their publishing efforts leading up to the 1962
General Conference in San Francisco resulted in the reprint edition (1966) of The
Southern Work.

The misappropriation of Ellen White’s counsel regarding the worship of Blacks
and Whites resulted in a fracturing of Adventism across racial lines. Martin noted that
once the word went out that Adventists were to separate, many Black Adventists left their
multi-racial congregations to form Black ones. Some left the Adventist faith altogether.%®
Though segregated into separate houses of worship, Blacks and Whites continued to
worship similarly. In the North, Blacks and Whites had always worshiped together,
establishing a shared theology, liturgy, and spiritual identity. Following Ellen White’s
statement, “separate, distinct lines,” their worship became segregated. When Blacks left
their former White churches, they brought with them the only Adventist liturgy and
hymnody they knew. In the South, Black and White Adventists worshiped separately,

though they worshiped similarly, cultivating a shared Seventh-day Adventist spiritual

106 Warren, Oakwood!, 204.
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identity. One contributing factor was Black accommodation to White rule. However,
these Blacks had also been converted to the Adventist message, which also espoused a
particular mode of worship. Lex credendi lex orandi. The way Adventists believed
directed how they ought to worship, so it was believed. Therefore, similarities in worship
perpetuated, not solely due to White supremacy and Black accommodation, but because
of theology, the pervasive and normative function of liturgy, and a shared spiritual
identity fostered through music.?® Significant differences remained, but these do not
negate the great similarities in liturgical and musical practice.

Nonetheless, it is precisely these cultural differences, expressed liturgically,
musically, and politically, that contributed to a further division among Blacks and
Whites. The year following the 1908 directive, “separate, distinct lines,” Lewis Sheafe
appealed to the White brethren for parity in the administrative leadership of the
denomination. Thus, at the 1909 General Conference session, the church established the
Negro Department, though it was not until 1918 that an African American, William H.
Green, led the work.!'? That Whites controlled the Negro Department for a decade grants
credence to the notion the Adventist church reflected society at large.''! The Adventist
church was following White American society’s rule of “separate but equal.” “By
institutionalizing separate development, the leadership of the Seventh-day Adventist

Church was accepting the dictum of white prejudice which did not want the

109 Chapter 6 explores these issues in-depth.
110 Jones, Humphrey, 106.

111 Jones, Humphrey, 21-22.
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denomination to be integrated.”*'? In the 1920s and 30s, outstanding Black Adventist
ministers, such as James K. Humphrey, John W. Mann, and M. G. Nunez, left the
denomination, primarily because of the Church’s treatment of Blacks. In 1943, the most
unfortunate of circumstances took place. Lucy Byard, a light-skinned African American
died because she was denied treatment at the Adventist Washington Sanitarium and
Hospital, once the healthcare providers learned she was Black.

A 1944 open letter addressed to McElhany from a group of Black Adventist
leaders entitled “Shall the Four Freedoms Function among Seventh-day Adventists?”
signaled a concern with worship practice. One of this letter’s requests petitioned for the
segregation in Adventist worship to cease.!! The letter’s title alluded to the “Four
Freedoms” put forth by United States President Franklin D. Roosevelt in 1941.114
Roosevelt’s second freedom called for the freedom of every person to worship God in his
or her own way. While the letter to McElhany requested desegregation, issues in worship
could arguably be inferred from the document’s primary premise—the four freedoms,
including the freedom of worship—and should be upheld.

I conclude from this, that not all wanted the same thing. Some desired
desegregation, Blacks and Whites worshiping together. Others simply wanted to worship

in their own way, in their own culture, and without discrimination given to their manner

112 Alven Makapela, The Problem with Africanity in the Seventh-day Adventist Church, African
Studies (Lewiston, NY: Edwin Mellen Press, 1996), 220.

113 Joseph T. Dodson, Shall the Four Freedoms Function among Seventh-day Adventists? (General
Conference Archives: Committee for the Advancement of World-Wide Work Among Colored Seventh-day
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of worship. Still others sought organizational and leadership parity with the White
leadership, leading to the establishment of the regional conferences.

These diverse worship issues appear to have been compounded later in 1944, as
the church began instituting regional conferences as a means to allow more freedom of
leadership for the gospel ministry among African American Adventists. In order to
understand these regional conferences, a word must be given regarding the general
organization of the Adventist church. The highest judicatory level of the worldwide
Seventh-day Adventist Church is the General Conference. The General Conference is
divided into Divisions, which administrate church governance in large continental
regions of the world. The smallest level of organization is the local church. In the United
States, the sisterhood of churches is governed by a conference. Conferences generally
claim the territory of one or two states, though large states or areas with significant
population are divided into two or even three conferences. These conferences are further
grouped into Union Conferences, which comprise large geographic regions, such as the
Midwest United States (or the US South). In 1944, the regional conferences were formed
to function as part of the administration for Black churches. The order of institution of
these regional conferences is as follows: Lake Region 1944, Allegheny 1945,
Northeastern 1945, South Atlantic 1945, South Central 1945, Southwest Region 1946,
Central States 1947, Allegheny West 1967, Southeastern 1981. Constituents of these
regional conferences have been predominantly Black, though there have been other
ethnicities as well. These conferences generally overlay the other conferences within a
Union. E. E. Cleveland pointed out, however, that regional conferences are not

segregated and are open to all races. Even so, these regions have been primarily Black in
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demographic, and thus have been administrated by Black leadership.!'® These regional
conferences developed out of a number of factors that have been well documented,
including: racial tensions, leadership challenges, and evangelistic necessity.

The racial-liturgical developments of the first half of twentieth century
contributed to the long-term spiritual identity of Black and White Adventists. Before
1908, Black and White Adventists worshiped together, though often segregated within
the liturgical space. However, after Ellen White’s counsel in 1908 to work in “separate,
distinct lines,” Blacks and Whites worshiped in completely separate liturgical spaces.
This separation came as a result of the church’s misappropriating Ellen White’s counsel.
When the North American Division voted to establish regional conferences to advance
ministry among Black Americans, this liturgical separation was no longer based upon
Ellen White’s guidance alone. It became official organizational structure. Many of the
research participants | interviewed, as detailed in Chapter 6, grew up in this
organizational context. White racism drove Black leadership to seek hegemony,

establishing a separate gospel ministry for Black Americans. It also perpetuated racism,
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in that the organizational structure practically prevented Black and White Adventists

from worshiping together.!t

Hymnody and Race

The twentieth century hymnal publications, and controversies that surround them,
highlight the trends in Adventist race relations between Blacks and Whites. In Chapter 4,
we considered the abundant evidence from nineteenth-century Adventist worship practice
that music contributed to a core, Adventist spiritual identity. This Adventist spiritual
identity cherished a love for Jesus Christ and expectantly awaited his soon return. In the
twentieth century, Adventists continued this spiritual expression in music, but began to
expand and broaden that identity. As seen in this chapter, the work among Black
Americans had swiftly expanded, necessitating that the Adventist corpus of hymnody
include musical styles that spoke their cultural language. However, some Adventists also
desired a refinement of musical style, taste, and aesthetics, embracing more of the
Lutheran and Anglican traditions of the Protestant Reformation. These cultural
perspectives did not need to be mutually exclusive. As we have seen, the transmission of
Protestant hymnody, American hymnody, and both Black and White spirituals share a
common heritage, and for some genres, even influenced each other. In Chapter 6, we will
see from the living testimony of people who lived during the period, that both Blacks and

Whites embraced both the popular and the artistically refined music from America and

117 Today, this is not the case. Blacks hold membership in historically White congregations. Some
Whites may also be found in Black congregations. The great American melting pot is swiftly changing the
racial landscape of Adventism. Furthermore, as noted above, the regional conferences do not exclusively
minister to Black Americans alone, but rather, spread the good news to many people groups.
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Europe. However, following the larger societal norms, White power and privilege
eclipsed Black expressions of worship to a great degree, as demonstrated in the hymnal
publications.

In 1941, the Seventh-day Adventist church published The Church Hymnal. At the
beginning of 1942, local churches immediately began implementing the hymnal into
congregational use. Liturgically, the hymnal became the new standard, though worshipers
continued to cherish Christ in Song. The Church Hymnal became the standard liturgical
book across the North American Division until the latest hymnal, The Seventh-day
Adventist Hymnal (1985). This hymnal also became the basis for many hymnals outside
the United States and Canada, as other ethnicities translated the English text into their
own vernacular, continuing to sing the same tunes. The influence The Church Hymnal
would exert for at least forty-four years would be significant. As we have seen thus far in
this study, congregational song is a strong indicator for spiritual identity. Thus, what the
1941 hymnal established, excised, or introduced would have implications on the
spirituality of the denomination for almost half a century to come. It reflected the racial
discrimination apparent in Adventism in the twentieth century. It also perpetuated
musical and liturgical tension between Black and White ethnicities, due to the cultural
languages espoused and excised in its publication.

Alma Montgomery Blackmon (1921-2009)*® spoke critically of the 1941

hymnal, because it had omitted the Black spirituals altogether:

118 Blackmon was professor of English at Oakwood College from 1973 to 1985, and she conducted
the school’s world renowned vocal ensemble, The Aeolians, from 1973-1985. The ensemble was formed
by Eva B. Dykes in 1946. Lucile C. Lacy and Eurydice V. Osterman, “Music at Oakwood,” Adventist
Heritage: Special Oakwood Edition, no. 17.1 (March 1996): 40; Dan Schultz, “Alma Montgomery
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The 1941 Church Hymnal contained music of various nations of the world, and even
hymns sourced from other denominations, but there were no inclusions of the Negro
spiritual. In fact, at certain Adventist institutions of higher learning White elitist
professors of music were commenting on the inferiority of the Negro spiritual as a
musical form.!1°

Her words suggest a painful and discordant history regarding not only the
publication of the 1941 Church Hymnal, but even of the Seventh-day Adventist church
during that period. Her claim of the absence of Black spirituals in the hymnal is accurate.
The argument regarding “White elitists” and the inferiority of Black spirituals suggests
feelings of discrimination. Was the committee responsible for compiling this hymnal
elitist and discriminatory? If Black spirituals could have been included in the 1941
Church Hymnal, why weren’t they? Collections of Black spirituals had been published
decades before the 1941 hymnal. While Blackmon’s critique of the 1941 Church Hymnal
was correct, in that it did not contain any Black spirituals, another class of spirituals was

largely missing as well—the White spirituals.

Twentieth Century Precursors to the Church Hymnal
Before the 1941 Church Hymnal, the previous official church hymnal was The
Seventh-day Adventist Hymn and Tune Book for Use in Divine Worship (1886),

commonly known as HT. This large volume soon fell out of use, being superseded by

Blackmon, 1921-2009,” International Adventist Musicians Association, accessed December 14, 2017,
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Christ in Song (1900/1908) and Gospel in Song (1926). These songbooks were not
official hymnals and had not been intended for divine worship.?°

Christ in Song is arguably the most popular of all Seventh-day Adventist hymnals
throughout the denomination’s history. One may still purchase a “souvenir edition” from
the local Adventist Book Center. Franklin E. Belden (1858-1945) was the son of Ellen
Harmon White’s sister, Sarah Harmon Belden. He was one of the most prolific Adventist
composers in denominational history, composing hundreds of songs between 1880 and
1900. He first published Christ in Song Hymnal in 1900, partnering with the RH for sale
and distribution.*?! It was a collection of hymns and gospel songs, with 742 hymns and
692 tunes on 414 pages. In 1905, Belden had a falling out with the publishers of his songs
and song books over the issue of royalties and his salary at the RH. These conflicts
culminated in being “expelled” from the denomination in 1907.1%2 In 1908, Belden
revised and enlarged the songbook, entitling it Christ in Song: For All Religious
Services.'?® He expanded the volume to 576 pages. He purposed the book as a church

hymnal, Sabbath school hymnal, and for use in the young people’s society meetings.
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Christ in Song contained the major gospel writers: Mason, Sankey, Lowry, Kirkpatrick,
Doan, Bliss, and Root.

Christ in Song immediately took root in the liturgical worship expression of both
Black and White Adventists throughout the United States. Perhaps in an attempt to
censure Belden’s profits, in 1914 the General Conference committee decreed that the
1886 HT must be the only hymnal used in divine worship. Christ in Song was permitted
to be used for Sabbath school and gospel meetings.'?* Further examination in Chapter 6
of this study reveals that of the congregations examined, only the denominational
headquarters church, Takoma Park, in Takoma Park, Maryland, followed this ruling.
From all available evidence, it appears that the other churches continued using Christ in
Song.

Christ in Song contained four general divisions:

Part: Hymn:
l. Invitation and Repentance . ........... 1-187
. Consecrationand Praise .. ............ 188-472
1. Service and Dependence . ............ 473-847
IV.  TheEternalHome.................. 848-950

This division is significant. Its organization emphasizes the gospel of Christ
through song. The sinner recognizes one’s need for repentance, consecrating oneself to
Christ, leading to praise. Worship then turns from the corporate gathering to the ethical
dimensions of the gospel. Section four strikes a chord with Adventist spirituality, with

over one hundred hymns on heaven and the second coming.

124 “Denominational Hymn Books,” RH, November 19, 1914, 9.
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Christ in Song retained its hold on Adventist spirituality for over fifty years,
serving as the backbone of Adventist hymnody, functioning as the unofficial church
hymnal. Also, in Chapter 6 of this study, many elderly Adventists, both Black and White,
testify to the significance of Christ in Song in their spiritual experience.

The popularity of Christ in Song indicates the continued significance of the gospel
hymn, for it provided a core aspect of Adventist musical expression in corporate worship.
The prevalence of gospel hymnody in the nineteenth century continued into the twentieth
century and was taken up in earnest through the proliferation of Christ in Song. Thus, the
core of Adventist spirituality expressed in music continued in the gospel hymn.

In 1931, the denomination published a small songbook intended for youth, the
Junior Song Book. Significantly, this volume included four Black spirituals: “Steal
Away,” “Swing Low, Sweet Chariot,” “Lord, | Want to Be a Christian,” and “Deep
River.”'?° This small inclusion demonstrated that some in the denomination’s leadership
recognized the cultural importance of Black spirituals, and the spiritual good they would
foster in the worship of the church’s young people. The Black spirituals were now in use
among Seventh-day Adventists, and for good reason. As mentioned earlier in this
chapter, the spirituals had been published in the last quarter of the nineteenth century,

already being used formally in songbooks for congregational singing. This songbook

125 The Junior Song Book: For Junior Missionary Volunteer Societies, Church Schools, Junior
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continued to be used in youth meetings for number of years, under a new publication
name, Missionary Volunteer Songs.*?

George Pullen Jackson, contemporary with the publishers of the 1941 Seventh-
day Adventist Church Hymnal, indicated thirteen different collections available to his
research on White and Black spirituals, including the aforementioned Slave Songs,
Jubilee Songs, Plantation Melodies, and American Negro Songs, to name a few.*?” At the
time of writing White and Negro Spirituals in 1943, George Jackson seemed unaware of
the Adventist church’s latest hymnal of 1941. He praised the Adventist denomination for
its retention of spirituals in its hymnody corpus:

The Seventh-day Adventists stand alone among the well organized and wide-
spreading denominations who have held true to the old-time songs they were brought
up on a hundred years ago. There seems to have been little weakening of their loyalty
to the old home stock from the time of the Boston Millennial Harp (1843) up to the
present. Their Hymn and Tune Book of 1886, still in wide use, contains no less that 53
of the old songs. The immensely popular ‘Old Churchyard’ of William Miller’s end-
of-the-world days is still there.1?

Jackson seems to have been unaware both that the denomination had recently
published the 1941 Church Hymnal as well as the fact that HT had generally fallen out of
use. The fifty-three “old songs” to which Jackson most likely referred was the section of
the hymnal entitled, “Old Melodies,” hymn numbers 1140-1190, or fifty-one hymns.
Thus, a discrepancy exists between Jackson’s count of fifty-three and the actual fifty-one

hymns of this section. In this section is the early Advent hymn, a favorite White spiritual,
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“You Will See Your Lord A-Coming,” known by the tune name, “Old Churchyard”
(though with modified text in HT). Jackson indicated that HT contained “no less” than
fifty-three. The section following “Old Melodies” was a section entitled “Bible Songs,”
which contained 223 songs, including many more revival songs and White spirituals.
The editors of the 1941 Church Hymnal omitted most of the White spirituals

found in the section “Old Melodies.” The songs retained include: “How Far from
Home?” “I’m a Pilgrim,” “Lo, What a Glorious Sight Appears,” “Awake, My Soul, in
Joyful Lays,” “How Sweet are the Tidings,” “Must Jesus Bear the Cross Alone?” “Home
Sweet Home,” and “Father, | Stretch My Hands to Thee.” Strangely missing from the
Church Hymnal are popular songs: “Old Churchyards,” “Heavenly Music,” and “Angels
Hovering Round,” Thus, out of the section that contained the most spirituals, “Old
Melodies,” only eight of the fifty-one songs remain.?°

In 1994, James Nix compiled a collection of fifty-two early Adventist hymns,
entitled Early Advent Singing.'*° His study profits this present research by offering

perspective regarding spirituals not within the “Old Melodies” section of HT, yet

129 The text for “O for a Faith” was included, though the tune was changed from the fuging tune,
HALLOWELL, to the tune NORTHFIELD. Originally, NORTHFIELD was a fuging (fuguing) tune as
well, however in the 1941 Church Hymnal, the fuge (fugue) was removed, rendering a single statement of
the fuge subject as the melody for part of the hymn text. The lower three voices simply sound in
homophony with this single statement of the old fuge subject. Typically, a fuging tune is “an Anglo-
American psalm tune or hymn tune, designed for strophic repetition, which contains one or more groups of
contrapuntal entries involving textual overlap. . . . The most widely accepted fuging-tunes in America
during the late 18th and early 19th centuries were bipartite, with the second section repeated (ABB).”
Richard Crawford. “Fuging-tune,” In Grove Music Online. Oxford Music Online, accessed December 14,
2017, http://www.oxfordmusiconline.com/subscriber/article/grove/music/A2256601. The A section
corresponds with a homophonic section, followed by a repeated imitative or fugal section (BB). The final
phrase of the tune is usually in homophony. Eskew and McElrath, Sing with Understanding, 179.

130 Nix, Early Advent Singing.
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nevertheless included elsewhere in the 1886 hymnal. Significant spirituals missing from
Nix’s list in the Church Hymnal, in addition to some listed above, are: “Here is No Rest,”
“l Long to be There,” “My Bible Leads to Glory,” “My Brother, | Wish You Well,”
“Revive Us Again,” “Resting By and By,” “When | Can Read My Title Clear,” and “Tis
Love That Makes Us Happy.”

Of the songs here mentioned not included in the 1941 Church Hymnal, all could
be classified as White spirituals,'3! folk songs, or revival camp-meeting songs. These
songs played an important part of the religious fervor in the early days of the Advent
movement. Each of these songs contributes to the primary message of the movement,
both the preparation for and the nearness of Christ’s second coming. Most were excluded,

and only a few remained.

Dominant Hymns of the 1941 Church Hymnal

The 1941 hymnal contributed toward expanding Adventism’s liturgical and
musical palette, embracing elements of the so-called “high church” traditions. It removed
many of the earlier American spirituals and gospel songs, incorporating more music from
Western Europe. It also included service music and readings.

The corpus of hymnody in the 1941 Church Hymnal demonstrates a de-emphasis
of White spirituals. Most of its hymns came either from periods before or after 1800—
1850. As such, the primary hymn text writers represented before the Advent movement
were Isaac Watts with thirty-one texts and Charles Wesley with twenty-seven. Later

hymnists were Franklin Belden with twenty-four, Horatius Bonar twelve, and Fanny

131 See Chapter 4.
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Crosby twenty-three. Regarding hymn tunes, a strong emphasis was placed on Lowell
Mason and the nineteenth-century singing school tradition. Mason had forty-five,
William Bradbury seventeen, William Kirkpatrick twelve. In addition, John B. Dykes
contributed twenty, Joseph Barnby eleven, and Edwin Barnes eleven.'32 But other
important composers in sacred music history were also included, such as Joseph and
Michael Haydn, Beethoven, Mendelssohn, Orlando Gibbons, Gottschalk, Handel,
Hassler, Mozart, Praetorious, Schumann, Stainer, Sullivan, Tallis, Vulpius, Weber, and
Bach with his first entrance into Adventist hymnody with three tunes.!3

Wayne Hooper noted that the hymnal was met with mixed reviews. Some
grumbled that the church had too many “high church” hymns, while similarly others said,
“They are trying to educate us with a bunch of material we don’t like.” But others
criticized it from the other side, saying that it included too many “cheap” gospel songs
with “sentimental lyrics, and trite, three-chord harmonies with dotted rhythms.”*3* These
comments appear to come as a result of the inclusions of composers new to Adventism,
though composers such as Hassler or Bach were certainly not new to music history in
general, but rather predated Millerite Adventism by at least a century.

As the 1941 Church Hymnal editorial committee selected hymns, they did not
include any Black spirituals, reducing the White spirituals from the volume. The largest

corpus of hymnody comes from hymnists and composers before and after the Millerite

132 The prolific revivalist, Ira Sankey, was only represented with four tunes in the 1941 hymnal.
133 Hooper and White, Companion, 36.

134 Hooper and White, Companion, 36.
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revival period, or from those from the singing school tradition. Therefore, the hymnal
committee neglected both Black and White spirituals, emphasizing texts and tunes

outside of that tradition.

Philosophy for the 1941 Church Hymnal
The philosophy guiding the 1941 hymnal committee deserves further
examination. Multiple factors influenced the selection process, introducing to Adventism

a new emphasis in the high church tradition of Protestant Christianity.

History of the 1941 Church Hymnal

In the 1930s, appeals began to be heard calling for a new church hymnal to
replace the outdated and unused HT. Carlyle Haynes,**® Oliver Beltz,'*® and Harold
Hannum were leading voices in this movement.’*” Recommendation was made at the
1936 General Conference session in San Francisco that a committee be formed to study
the issue.'® The Fall Council spoke favorably regarding the need for a new hymnal to
supersede the old songbooks, suggesting a book of about 700 hymns. A committee of
seventeen was selected, mostly men from the General Conference Committee. A

subcommittee, which included some musicians, was also set up to examine the hymns.

135 pastor of the Battle Creek Tabernacle, 1931-1936.

136 Beltz served as professor and administrator of music at Northwestern University, Chicago,
from 1923-1946. He chaired the Department of Church and Choral Music, beginning in 1931. Hellen
Foreman Little, “Oliver Seth Beltz,” Adventist Heritage 14, no. 1 (Spring 1991): 36. Undoubtedly, Beltz
held influence over Hannum, as Hannum completed his master’s thesis in 1935.

137 Hooper and White, Companion, 34.

138 See Chapter 4 for a history and purpose of the General Conference sessions and their
relationship to the Seventh-day Adventist denomination.
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In the fall of 1937, the General Conference Committee was divided as to what
types of hymns should be included in the hymnal:

Quite a number expressed themselves as in favor of the old majestic hymns that
breathe a spirit of reverence and worship, that were used by the church in earlier
years, before the introduction of the more modern evangelistic songs. Others felt that
some of the modern songs have their use also, especially in connection with
evangelistic efforts, and that they should not be discarded altogether. The suggestion
was made that it might be difficult to hold to the idea of one hymnal for use on all
occasions, —the church service, Sabbath school, young people’s meetings and
evangelistic efforts.*%

For two years, these committees attempted their work with little success. In 1939,
the committee employed J. W. Osborn and Harold Hannum, both music professors at
Emmanuel Missionary College, Berrien Springs, Michigan. It is likely that Blackmon’s
comments about “White elitist professors of music” referred to these men. Hannum
demonstrated great value to the team, as his master’s thesis at Northwestern University,

Chicago, dealt specifically with creating a new hymnal for the Adventist church.4

Hannum’s Philosophy for Hymnody

Hannum’s views regarding the number of hymns for the denomination’s hymnal
differed. In his master’s thesis, he advocated for a hymnal to contain between 250-350
hymns.2#! His project put forth 301 selections. Of the final 703 hymns in the 1941

hymnal, 249 of Hannum’s 301 were chosen.'#? Kenneth Blanton has pointed out, “Not

139 Autumn Council, “Church Hymnal,” (Washington, DC: Minutes of Meetings of the General
Conference Committee, October 25, 1937), 538.

140 Hooper and White, Companion, 35.
141 Hannum, “The Hymnal,” 1.

142 K enneth Blanton, “History of the Church Hymnal of 1941” (Term paper, Andrews University,
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only was the hymnal committee guided in their choice of hymns, but they were also
guided to a large extent by the philosophy set forth by . . . Hannum.”43

Harold Hannum committed his early educational goals towards contributing to the
Adventist church’s hymnody. He recognized a need for a new hymnal, and thus, as he
and his colleagues (Osborn and Beltz) called for a new church hymnal, he committed his
master’s thesis towards that end. In his Foreword, he explained the purpose and motive
for his project. “It is not the desire of the editor of this project to dictate the contents of a
new hymnal for the Seventh-day Adventist denomination, but he hopes sincerely that the
study necessary for such a project may be found useful in this form as a step forward
toward a higher standard of hymnody.”'** His purpose was to make a hymnbook, not an
anthology of sacred poetry. He sought to make a hymnal that would not be “too foreign”
and at the “level of appreciation” of the church members. This would account for the
“inclusion of many hymns of doubtful musical or literary merit. On the other hand, an
attempt [was] made to include many of the best hymns and tunes of Christendom,
material that [would] always be of worth to the church.”*4 Therefore, Hannum believed
that hymns of “doubtful musical or literary merit” were not ideal for the Adventist
hymnal, though some concessions had to be made in order for church members to

appreciate the new hymnal. Hannum does not indicate what criteria he used in

1962), 9, History of SDA Hymns and hymn books, White Estate Document File (WDF) 245-d, CAR.
143 Blanton, “History of the Church Hymnal of 1941,” 9.

144 Hannum, “The Hymnal,” Foreword.

145 1bid.
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determining the songs that met these standards. It appears he selected songs according to

his own values for church music.

Influences on Hannum?’s Philosophy

For his master’s thesis, Hannum relied on three contemporary hymnals: Songs of
Praise, Christian Song, and the Episcopal Hymnal. The first two of these hymnals will be
examined here. The Oxford hymnal, Songs of Praise, was arguably the most influential
hymnal during the period. Before the publication of Songs of Praise in 1931, Hymns
Ancient and Modern (1861) had held a “monopoly” on hymnody in England with its
spread of styles of texts and tunes.'*® The editors of Songs of Praise, Percy Dearmer, an
Anglican priest, his organist, Martin Shaw, and Ralph Vaughan Williams, all believed
that the legacy of Hymns Ancient and Modern had caused English hymnody to be stale
and in desperate need of reform. In the preface to Songs of Praise, the editors indicate
that England had a rich heritage in its hymnic poetry, though they believed most tunes
sung were the result of the Victorian era, an era completely unworthy of the English
Bible and Book of Common Prayer. “The bulk of the tunes to which they were sung
illustrated a period of British music which the musicians of to-day are anxious to
forget.”#” The context of this statement reveals a prejudice against a particular style of
English composition. However, it also denotes an attitude of musical elitism. The editors’

primary objective was to publish a hymnal that improved the quality of British

146 Erik Routley, Christian Hymns Observed: When in Our Music God is Glorified (Princeton, NJ:
Prestige Publications, 1982), 72-3.

147 percy Dearmer, Ralph Vaughan Williams, and Martin Shaw, eds., Songs of Praise, Enlarged
ed. (London: Oxford University Press, 1931), v.
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congregational singing. They hoped this hymnal would be carried to the United States to
have similar effects there as well. Collecting hymns or composing new ones, they
“endavoured to find . . . tunes of exceptional vigour and beauty.”**® The criteria with
which they deemed a hymn to possess such “vigour and beauty” went undefined in the
preface.

However, in 1933 Dearmer published Songs of Praise Discussed: A Handbook to
the Best-Known Hymns and to Others Recently Introduced. Dearmer believed that poor
poetry promoting certain doctrines, rather than the essence of religion, had bypassed and
neglected the vast output by Isaac Watts (600 hymn texts) and Charles Wesley (6,500).
He further stated his point, “The overwhelming effect of this tendency is shown by the
enormous number of bad hymns produced during the output of the 19th century; book
after book appeared which made no contribution whatever.”'*° He also added that this
was generally the case regarding music for the hymn texts. The great music was “outside
the Church.”>°

The result of singing poor texts and tunes, Dearmer believed, was poor singing
and worse, poor religion. While some viewed the nineteenth century as “an age of
recovery and revival,” he viewed it as a “loss of the old secure influence of religion on

the nation.” He asked, “Is it true that during the last eighty years the Churches have been

148 Dearmer, Williams, and Shaw, eds., Songs of Praise, v-vi.

149 percy Dearmer, Songs of Praise Discussed: A Handbook to the Best-Known Hymns and to
Others Recently Introduced (London: Oxford University Press, 1933), xx.

150 Dearmer, Songs of Praise Discussed, Xx.
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gently singing themselves downhill?**! Thus for Dearmer, the splintering of Christianity
as a result of the nineteenth-century revival movements had led to poor congregational
singing and threatened the unity of the universal Christian church. His goal for the
recently published Songs of Praise was for it to be for “all the Church—not, indeed, for
Lot’s wife, but for the forward-looking people of every communion.”*®2 Ironically,
though it seems Dearmer viewed with disapproval those churches that looked back, as did
Lot’s wife, to the revival music of the nineteenth century, wasn’t Dearmer also looking
back to history and tradition? It appears that the revivalist churches were simply not
looking back far enough in Dearmer’s opinion.

The hymnal, Songs of Praise, was to be a book of ecumenism, promoting a
further unity of the Spirit. He said:

We are reaching the time when denominational hymn-books will be recognized as an
anachronism and a hindrance to the unity of the Spirit. Why should we thus
emphasize and perpetuate our peculiarities? The hymns themselves show how
catholic we have already become in spite of ourselves. They represent the whole of
Christendom, without sectarian limitations; and the ideal for all the Churches is to use
the same books, so that the distinction will not between one denomination and
another, but merely the still natural as inevitable one between those who are lingering
behind and those who go forward.>3

This nostalgia for the rich Christian tradition set the context for much of the ruling

philosophy ruling hymnody in the first half of the twentieth century.

151 Dearmer, Songs of Praise Discussed, xxii.
152 1pid., xxiv.
153 1bid., xxv. This hymnal was not only designed to be a unifying force in Christian worship, but

it also influenced the state schools, and was even used for services broadcast by the British Broadcasting
Corporation. Routley, Christian Hymns Observed: When in Our Music God is Glorified, 74.
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As aforementioned, Hannum was also influenced by Christian Song, edited by
Presbyterian minister, Louis Benson. In the preface, Benson articulated his opposition to
the songs of the “Evangelical Revival.” He claimed that it was his “aim” and “obsession”
to “rid our hymnody of the burden of sorrow and disillusionment and the pervading
shadow of death, which are an inheritance from the particular type of experience
developed” in the nineteenth-century revivals. It seems he believed the themes on the
second coming, the resurrection, and yearning for heaven “bred morbid views of life and
craved death.”*®* Clearly the General Conference Church Hymnal Committee would not
have agreed with Benson that our evangelical hope of the resurrection is morbid. The fact
that the 1941 Church Hymnal contains over fifty hymns dealing with this subject
confirms this. However, Benson’s attitudes towards revival hymnody are similar to his
contemporaries, holding a negative view towards revival songs.

It appears that Hannum had adopted some of these high views of church music,
though his ideals in the 1930s and 40s were vague. He did not begin to publish on
aesthetics and church music until the 1950s, focusing his publishing energies in the 1970s
and 80s. Some of these developments are discussed in the next section, though these later
views extend beyond the delimitation of this study.

In the preface to his thesis, Hannum stated:

It is unlikely that all will approve of the particular collection of hymns adopted. Some
favorites may be missing. However, it has been the sincere desire and aim of the
editor to incorporate in these pages the best hymns of the church, those which are of
good literary quality and of a good standard of musical value. During the years
church music has been tinged more and more with secular elements characteristic of
the dance and worldly pleasures. True church music will be free from objectionable

154 | ouis F. Benson, ed. Christian Song (New York: The Century Co., 1926), iv.
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secular elements characteristic of the dance and worldly pleasures. While the editor
does not claim to have reached the ideal in this respect, he feels that this standard has
made it necessary to exclude many hymns and tunes which have appeared before in
our denominational books.

We bring no condemnation upon anyone for using such material. There is
probably a time and place for anything that will minster to a soul to be saved. But we
do not feel that it rightly represents the attitude of the denomination toward church
music to include such songs in the church hymnal. **

From these statements, it is not entirely clear what music in the older hymnals
would have qualified as characteristic of “such elements.” Nevertheless, it is important to
note that he purposely excluded many hymns and tunes that had appeared before in the
older Adventist hymnals.

Blanton points out that the musicians who contributed to the publication of the
1941 Church Hymnal were not satisfied with the results. In writing his paper, he obtained
personal letters from Osborn and Hannum. Osborn replied:

You ask for a comment on the book. | would say it was a far step beyond what was in
current use in our churches. But for some of us who would have liked to create a book
wherein all the mediocre and trivial had been eliminated it did not go far enough. It
would be heartening if someday we might hear of a trained group undertaking the
revision of the Hymnal to bring it nearer to these ideals.!®

Osborn’s words strongly resonate with the contemporary philosophy during the
day. Bringing the hymnal to “these ideals” conceivably alludes to the ideals of Dearmer,

Vaughan Williams, Shaw, or Benson. Yet Osborn’s precise meaning is unclear.

155 Hannum, “The Hymnal,” 1-2.

156 3. W. Osborn, letter to Kenneth Blanton, January 8, 1964. Cited in Blanton, “History of the
Church Hymnal of 1941,” 15.
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Blanton also received a letter from Hannum, stating his opinion on the hymnal:

The book is by no means perfect, nor is it the kind of book 1 would like to see
published as our denominational hymnal. It is a compromise book, containing
material which | believe should not be in a modern hymnal. It also omits much
valuable material which we ought to have in our hymnal. A book of this kind should
be the product of a number of years of concentrated study on the part of trained
musicians and ministers who know the field of hymnody.*®’

Hannum’s contemporary context, and the hymnals he chose as his example for his
thesis, suggest that he desired to have left out more revival music of the nineteenth
century. Clearly, both Osborn and Hannum were not satisfied with the results. All of this
supports Blackmon’s claim, that “White elitist professors of music’ held great influence
on the hymnal. Their influence is undeniable. This does not prove they explicitly sought
to prevent Black spirituals and omit White spirituals and gospel hymns. However, it does

offer evidence toward that conclusion.

Evolution of Hannum’s Philosophy

In time, Hannum’s philosophy of music broadened. As a student of music, he
studied many genres of music, though he was not without his preferences. In his courses
on church music, Hannum hardly addressed the musical contributions of Black
Americans. The extant syllabi at the La Sierra University Archives, in Arlington,
California, demonstrate a growing recognition—to a small degree—of the Black
spirituals in Hannum’s thinking. In his 1946 “Church Music and Hymnology” course,

module ten surveyed the American hymn tune and religious song. He referenced

157 Harold Hannum, letter to Kenneth Blanton, December 27, 1963. Cited in Blanton, “History of
the Church Hymnal of 1941,” 15.
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Jackson’s White and Negro Spirituals, however, there is no indication that he lectured on
the genre. Instead, he focused on American composers, such as Mason and Hastings, and
the importance of the White spirituals.’*® By 1952 and 1959, his syllabi significantly
expanded from seventeen pages (1946) to forty-seven (1952) and sixty-four (1959), for
courses in “Church Music.” There, he continued his emphasis on White spirituals, though
he situated these in the context of Black spirituals.t*

By at least 1960, Hannum held a low view of the Adventist revival tradition. In
both of the courses in church music (1952, 1959), he cited Archibald Davison, in Church
Music, Illusion and Reality (1952), saying, “Gospel hymns represent, as | have said,
connubial misfits, and this is undoubtedly one of the reasons why time has to a great
extent expunged them. They still hold a nostalgic place in the affections of a vanishing
generation, but in the services of enlightened churches they are never heard.”*%° He
further supported his argument against much of gospel hymnody, by quoting Ellen
White:

Popular revivals are too often carried by appeals to the imagination, by exciting the
emotions, by gratifying the love for what is new and startling. Converts thus gained
have little desire to listen to Bible truth, little interest in the testimony of prophets and
apostles. Unless a religious service has something of a sensational character, it has no
attractions for them. A message which appeals to unimpassioned reason awakens no

158 Harold B. Hannum, “Church Music and Hymnology” (course syllabus, La Sierra College,
1946), 13, La Sierra University Archives.

159 His outline contextualized the module on American tunes: “(1) Variety of styles. (2) Influence
of folk songs. (3) Negro spirituals. (4) White spirituals. (5) Lowell Mason, Thomas Hastings, etc. (6)
Horatio Parker, Peter Lutkin, etc. (7) Recent composers of tunes.” Harold B. Hannum, “History of Church
Music” (Course syllabus, La Sierra College, 1952), 39, La Sierra University Archives; Harold B. Hannum,
“Church Music” (Course syllabus, La Sierra College, 1959), La Sierra University Archives.

160 Italics mine. Hannum, “History of Church Music,” 42; Hannum, “Church Music,” 59.
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response. The plain warnings of God’s word, relating directly to their eternal
interests, are unheeded. %!

In an undated essay (19697?) on the early Adventist hymnals, Hannum argues that
some hymns had merit, while others did not. “Undoubtedly there were poor tunes in these
books, but there were also a large number of tunes with real intrinsic merit which were
beloved by the people.”!%2 He supported his argument, quoting Irving Lowens, writer of
Music and Musicians in Early America (1964):

Our Folk-hymnody is, of course, significant as a written record of the exact state of
the American Singing tradition in the first half of the 19th century, but completely
aside from its historical interest, it is a body of music of great individuality, genuine
merit, and melodic charm. It is possibly the most valuable musical heritage that has
come down to us from early American times. %3

Hannum understood folk song to include spirituals. “When we speak of folk song we
must remember that there is secular folk song, and there is religious folk song, sometimes
called ‘spirituals.”’*®* Such high praise of the spirituals of the nineteenth century suggests
that either Hannum personally valued the music, or was trying to present a balanced
essay, or perhaps he had modified his view from decades earlier when he worked on his
master’s thesis, collaborating on the 1941 Church Hymnal, and lecturing in his courses

on church music.

161 White, The Great Controversy, 463.

162 Harold Hannum, “The Music of the Early Adventist Hymnals” ([1969?]), 5, History of SDA
Hymns and hymn books, WDF 245-d, CAR. Hannum wrote this paper no earlier than 1969, for his latest
source is from 1969.

163 Hannum, “Early Adventist Hymnals,” 6.

164 1bid., 7.
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In his paper, Hannum indicated that the nineteenth-century music reform
movement, led by Lowell Mason and Thomas Hastings, espoused the philosophy that
certain music followed the laws of musical science, whereas other music was incorrect
and of poor quality. Hannum believed that the Christian church viewed things differently
than did Mason and Hastings; not all music held equal value. “While all folk music is not
of equal merit, musicians today recognize that there is much of value in this music.
Possibly our negative reaction is due to a revulsion against the excess emotionalism of
some evangelistic and revival music which has been popular.”%® Hannum explicitly
stated that some of the music in revivalism, which included the Millerite movement, was
inferior due to the strong sense of emotionalism. He appears to be seeking to eliminate
the “excess emotionalism” that accompanied the music.

He suggested that the church’s taste regarding this music had changed. “Styles
and moods change through the years. These tunes reflect the tastes of the church in that
period. The tastes of worshippers [sic] today may not be served by these same tunes. This
is no reflection on the musical value of the tunes, necessarily.”*% His comments suggest
that though he viewed spirituals, folk, and revival songs as valuable for historical merit or
even personal means, they might not serve modern worshipers. In 1981, Hannum

indicated that church hymnals were beginning to publish Black spirituals. In Let the

185 Hannum, “Early Adventist Hymnals,” 6.

166 |bid., 8. Today, the common American practice for spelling “worshippers” is “worshipers.”
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People Sing, he even included “Were You There When They Crucified My Lord?” as an
illustration of the kind of recent additions to modern hymnody.*®

Hannum sought to bring a perceived elevation of quality to Adventist worship and
music. He viewed God as a lover of beauty, and therefore Christians ought to bring their
very best and most beautiful to God in worship. However, nothing of human hands
supersedes the beauty of a surrendered heart in worship.2%® High quality music
contributes to the evangelistic mission of the church.®® | had a personal conversation
with Jo Ann Davidson, a college student of Hannum. She related that she did not
remember Hannum ever conveying a sense of elitism or superiority of one musical
culture over another. Rather, he impressed his students with a strong conviction that God
values beauty, and it is an integral part of Christian devotion, worship, and even
spirituality.’°

From these sources, it appears that an ideology existed in the first half of the
twentieth century, which influenced the publication of the 1941 Church Hymnal. External
influences, such as the British and Presbyterian hymnists, held elitist views of church

music. Through Harold Hannum’s work on his master’s thesis, this philosophy appears to

have carried over into the work done by the General Conference Committee on the

167 Hannum, Let the People Sing, 75-78.

168 Harold B. Hannum, Music and Worship (Nashville: Southern Publishing Association, 1969),
21, 25-29. See also Harold B. Hannum, Christian Search for Beauty (Nashville: Southern Publishing
Association, 1975).

169 Hannum, Music and Worship, 34-35.

170 Davidson later wrote her doctoral thesis on aesthetics, influenced, in part, by Hannum’s course.

Jo Ann Davidson, Toward a Theology of Beauty: A Biblical Perspective (New York: University Press of
America, 2008).
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church hymnal. Hannum was a liturgical reformer, seeking to help the Adventist church
expand its liturgical expression beyond its tradition, embracing elements of the so-called
“high church” traditions. Furthermore, Hannum’s views on hymnody appear to have

become more open through the decades, tolerating more diverse styles.

Chapter Five Summary

This chapter examined the historical development of Black and White Adventist
music and race relations in the United States, beginning with the Civil War (1861-1865)
until the establishment of the regional conferences in 1944. The first section of this
chapter traced how the aftermath of the Civil War affected the Black experience in the
United States. The Black spirituals gave way to the blues, a sacred-secular Black genre of
lament, giving voice to a people still oppressed through Jim Crow laws.

Racism in the United States also influenced the ministry and worship of the
Adventist church. Beginning with Charles Kinny, the father of Black Adventism, to the
counsel of Ellen White regarding Blacks and Whites in worship, societal issues impacted
the denomination. Due to severe racial prejudice and violence, in 1908 White counseled
the church to work among Blacks and Whites in “separate, distinct lines.” Following this
counsel, Blacks and Whites no longer worshiped together. Systemic racism continued in
the Adventist organization structure. In 1944, the Adventist leadership established
regional conferences for the advancement of the gospel ministry among Black
Americans.

We may not know the exact reason why the Black spirituals were not included in

the 1941 Church Hymnal. Evidence suggests that it was possible to have included these
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songs in the hymnal. However, not only Black spirituals but also White spirituals were
left out or generally omitted from the hymnal.

The historical evidence does not explicitly demonstrate that Hannum, Osborn, or
the rest of the church hymnal committee intentionally omitted or reduced the number of
revival songs and spirituals in the publication of the 1941 Church Hymnal. Hannum did
influence the selection of hymns, for almost half of the hymns came from selections
indicated in his master’s thesis. As a result, Hannum’s philosophy of church music can be
observed in the final selections made in the 1941 hymnal. Further, if Hannum based his
own project on one of the most significant hymnal publications of his day, Songs of
Praise, it seems reasonable to deduce that Hannum was influenced by the philosophy of
Dearmer, Vaughan Williams, and Martin Shaw. Benson and the publication of Christian
Song also likely influenced him. Though not addressed in this study, research could be
made into the philosophy of the Episcopal Hymnal that Hannum studied. Additionally,
more study could be made into Hannum’s broader philosophy of aesthetics.

The primary source commentaries indicate a certain level of musical elitism, and
a movement in the early twentieth century to cleanse hymnody of its excesses from the
nineteenth century. Hannum and Osborn appear to espouse these views. Nevertheless, at
least in later years, Hannum considered spirituals to be of merit, though he may not have
advocated their inclusion in modern worship. On the other hand, it is conceivable that
Hannum never opposed spirituals, and his attempts at removing the mediocre were
directed at another type of hymnody altogether. What seems most likely, however, is that
Hannum’s views on church music evolved, just as much of the rest of Christianity did

through the decades. In the early twentieth century, White hymnals excluded Black
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spirituals. It wasn’t until the 1980s that mainline White Christian denominations began
publishing the Black spirituals in their hymnody. The 1985 Seventh-day Adventist
Hymnal incorporated many Black spirituals and also brought back many White spirituals.
Recognizing that this reflected the tenor of the times does not dismiss the fact that the
hymnal committee practiced racism by omitting these songs.

| believe that it was unfortunate that the philosophy of the early twentieth century
prevented the inclusion of both Black and White spirituals in the Church Hymnal. Much
of Adventist heritage can be traced through the White spirituals. As a result of leaving
these songs out of the hymnal, whole generations lost touch with the songs of the past.
These songs encapsulate the early Advent experience and contribute to fervor and zeal
for Christ’s second coming.

Denying publication to Black spirituals could understandably be taken as a blow
to the African American community, especially when so much evidence exists for its
publication to have been possible. Based upon the evidence examined here, Alma
Blackmon’s claims appear to have been validated. At a time when Jim Crow laws and
extreme racism abounded, the inclusion of these songs could have contributed to
solidarity rather than further segregation. The Adventist church had an opportunity to
demonstrate to Christianity that its worship was different, that it was a place where
people of all cultures were understood, welcomed, and loved. May the church today learn
from this hard lesson of history and seek reconciliation. “If you would know the colored

people, learn their songs.”"!

11 Taylor, Hymns and Plantation Melodies, 3.
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CHAPTER 6

WORSHIP MUSIC AND SPIRITUAL IDENTITY AMONG
BLACK AND WHITE ADVENTIST AMERICANS
FROM 1879 TO 1944
Introduction

Previously, this study demonstrated how music contributed to the development of
a shared Seventh-day Adventist spiritual identity among both Blacks and Whites.!
Hymns, especially those on the second coming and the gospel, contributed to the
spirituality of the Adventist people. This did not, however, exclude the possibility of
unique spiritual identities held by these racial groups, even while they shared so many
liturgical and musical similarities. In this chapter, we build upon this shared history,
seeking to understand not only the shared identity, but also the uniqueness of Black and
White Adventist spiritual identity fostered through music.

This history shows the interconnectedness between some of the leading Adventist
churches, ranging from Battle Creek to Oakwood, and Takoma Park to Ephesus. The

development of liturgical practice is detailed, revealing patterns for worship, the

1 As a White American male, | recognize my own shortcomings and inherent biases in worship,
music, and race. | make no claims as to being an expert or knowing Black worship from the Black
American experience. As such, I rely on the experience and expressions of those I interviewed to inform
both my investigation and conclusions. | am also indebted to my former graduate assistant of two years,
Dorhel Davis. As a female African American who attended Oakwood University and is my same age, she
afforded me countless candid conversations about race, music, and worship.
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demonstration of power from church leadership, and the normative nature of music in the
liturgy. This study culminates with an exposition of the spiritual identity of Seventh-day
Adventists, as revealed in the research data from participants’ experiences of music in the
liturgy.? The shared spiritual identity of Blacks and Whites is explored. Then, the next
two sections explore the unique characteristics of Black and White Adventist worship and

music.

Liturgical Developments between 1879 and 1919
Liturgical Precursor: Battle Creek, 1879

This section of the chapter describes the liturgical developments among
Adventists in the United States from about 1879 to 1919. In Chapter 4, we analyzed the
dedication of the Dime Tabernacle in 1879. The 1879 bulletin is the only known
Adventist order of service from the nineteenth century. The latest surviving bulletin from
the Dime Tabernacle before its fire in 1922, comes from 1919. This bulletin is also the
earliest twentieth-century bulletin. Between these two dates, we can examine the
development of Adventist liturgy.

The 1879 dedication of the Dime Tabernacle showed the skeletal backbone for the

denomination’s liturgical structure. It became normative for the denomination, going

2 This chapter cites numerous references to the interviews and oral histories. These interviews and
oral histories are found in Appendix C. Sometimes | quote an interviewee, other times | summarize.
Quotations indicate the exact words of the interviewee, or important words from the interview that support
my argumentation. | seek to summarize as often as | can, in order to prevent this document from having too
many quotation marks. Because the interviews and oral histories also represent my own thoughts, as |
influenced the data due to my questionings, it is not always essential that | quote, as the source often
becomes blurred between me and the interviewee. | intend for the footnote citations to indicate the thoughts
of the sentence derived from the comments of the interviewee. If there are no footnotes, it is my own
assessment of the data.
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forward. This only makes sense, as Battle Creek was the seat of the General Conference
at the time, from which church leaders could travel and disperse the Adventist liturgy.
Below is the dedication on the left, with a distillation of the service on the right:

Dime Tabernacle Dedication, 1879: Distillation:

Anthem Introit

Invocation Invocation

Hymn Hymn

Scripture Reading Scripture Reading

Brief History
Report of Building Committee

Hymn Hymn
Dedicatory Sermon Sermon
Renewal of Church Covenant

Hymn Hymn
Dedicatory Prayer

Anthem

Benediction Benediction

This service contained the basic elements of Adventist liturgy, often suggested through
the numerous accounts of worship examined in Chapter 4. This order includes five
explicitly musical elements, and an equal number of spoken parts. The skeletal structure
of the liturgy gives a good indication of what may have been practiced among other
Adventists outside of Battle Creek at that time. When the later liturgical orders are
considered, three conclusions may be inferred. First, the bare-bone order of service was
descriptive of larger Adventist liturgical practice. Second, this order became normative
throughout the denomination going forward. When the General Conference moved to
Takoma Park, it brought its normative liturgical influence with it, but not without first
bringing with it the Battle Creek liturgy. Third, music featured prominently throughout
the entire liturgy. It reveals a liturgical theology that utilized music as a vehicle for

propelling the service, establishing the mood, and promoting spirituality.
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H. M. J. Richards’ Liturgy

The Seventh-day Adventist leadership elected not to endorse and publish Wolcott
Littlejohn’s Church Manual in 1883. A formal legislation on liturgical order appeared too
restrictive. However, by the turn of the century, another liturgical reformer was at work.
Halbert Marshall Jenkins (H. M. J.) Richards converted to Adventism in about 1880, and
subsequently became an active preacher since about 1885. By 1906, Richards “felt a deep
conviction that the Spirit of God was leading him in the endeavor to prepare” a book on
“Gospel Order,” or “Church Order,” as “practiced in the Seventh-day Adventist Church,
and the teachings of the Bible and the Testimonies concerning it.”® Richards attempted to
give a description of prevailing practices among Adventists, while also seeking to be
prescriptive from Scripture and the writings of Ellen White. The majority of Richards’
work addresses broader issues regarding church order, such as fundamental principles,
authority, ordination, and church offices. Richards’ work is significant, for it is the first
published book dealing with the liturgical life of the church, including the ordinances of
baptism and communion, and the order of service.

Richards declared that the church had “no ritual,” implying that Adventist liturgy
did not have the same stereotyped and ceremonial actions as the mainstream liturgical
traditions, such as Roman Catholic, Lutheran, and Episcopalian. Rather, the Seventh-day
Adventist services were “conducted with simplicity.” Richards described the “usual
order” of Adventist Sabbath morning worship:

The minister enters the pulpit, kneels for a few moments in silent prayer
Congregation bows heads, joins minister’s prayer for Divine blessing of the service

% Halbert M. J. Richards, Church Order and Its Divine Origin and Importance (Denver, CO: The
Colorado Tract Society, 1906), Preface.
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Minister announces opening hymn, all stand and sing

Minister and people kneel in prayer

Prayer: extemporaneous, moderate length, appropriate to needs and sermon subject
Second hymn

Sermon

Hymn

Benediction®

This order of service could be further distilled to the following, compared with the Dime

Tabernacle service:

Richards’ Church Order (1906): Dime Tabernacle (1879):
Minister’s entrance Introit
Invocation
Opening Hymn Hymn
Scripture Reading
Prayer
Second Hymn Hymn
Sermon Sermon
Hymn Hymn
Benediction Benediction

Richards’ order of service paralleled that of the 1879 Dime Tabernacle service
almost precisely. One discrepancy remains in which the services exchange Prayer and
Scripture Reading. Richards made room for these variations. A “short” Scripture reading
may also be given “sometime” before the sermon. A short prayer may follow the sermon,
as the “Spirit so directs.” He did not indicate at which point these various elements may
occur. He emphatically stated, “however, the silent prayer before the service and the
benediction at the close, are never omitted when an ordained minister conducts the

service. . . . The benediction is pronounced by ministers only.” Music featured

4 Richards, Church Order, 64-65.
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prominently in Richards’ descriptive service. Music accompanied the entrance of the
minister to the rostrum, the raised platform which included his chair and the pulpit. The
liturgical moments of entrance, prayer, sermon, and benediction each alternated with a
hymn. Richards noted that at times, the order may be varied through additional special
music in the form of “sacred solos, duets, quartets, or [choral] anthems.””®

Richards gave no higher authority, such as Scripture or Ellen White, as the basis
for his liturgical descriptions and directives. Richards claimed the liturgical order to be
the “usual” practice among Adventists. He inserted his own theological convictions,
however, when he directed the congregation to pray for Divine blessing for the service.
This instruction signified the meaning of the liturgical action of bowing heads and joining
the kneeling minister in prayer. Thus, contrary to Richards’ claim, this action was ritual,
an activity conveying meaning.

In Adventist history, this is the first recorded description and directive for
ministers entering Divine worship. It was not the first instance mentioning the sacred
solemnity of prayer and its theological significance. While in Australia, Ellen White
mentored Herbert Lacey in liturgical prayer.

Brother L, a young man, stood up before the people to pray; that act so pained my
heart | said, “Brother | get down upon your knees,” which he did. | knew if any
human being knew whom he was addressing—the great and holy God who dwelleth
in light unapproachable, before whom angels veil their faces and cry, Holy, Holy,
Holy—he would not stand erect before his students and present his petitions to God.®

5 Announcements were permitted, though Richards opined that they should be made before the
opening prayer. “This is of great importance. Nothing should be allowed to turn the minds of the people
from the solemn impression which has been made upon their hearts by the Spirit of God during the
sermon.” Richards, Church Order, 64-66.

6 Ellen G. White, Diary entries for July 10 and 15, 1897 (Manuscript 174, 1897); “The Attitude in
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White believed that liturgical actions should reflect theological beliefs. Humanity
manifests reverence toward God by kneeling, signifying God’s holiness. Kneeling also
embodies prokuneo, the Greek term for worship in the New Testament, meaning,
“submission, adoration, and devotion to God.”’

Richards liturgical guidance harmonizes with White’s theology. During the introit
of the minister upon the rostrum, a worshiper could have conceptualized the significance
of prayer according to White’s teaching: earthly worshipers should worship in reverence
to God by faith in Christ, who mediates humanity’s worship before the Father in heaven.
However, as we will see in the oral history descriptions, the conception of God’s
presence shifted over the following fifty years. This liturgical practice, the concept of
sacred space, and the ritual’s accompanying music would significantly impact the
spiritual identity of Black and White Adventists. We will return to this later in the

chapter.

Memories of Ellen White, Liturgy, and Music
In the 1950s, Horace John Shaw conducted doctoral research, analyzing Ellen
White’s preaching rhetoric. Shaw gathered data for his study by mailing surveys to living
Seventh-day Adventists who had memories of White’s preaching. Their responses
included not only homiletical data, but also descriptions of liturgy and music. His data
aids this present study, as it illuminates the various liturgical orders by giving first-hand

accounts of the worship practices. Five of his sources give direct mention of liturgy

Prayer” (Manuscript 84b, 1897).

" For more, please see my definitions in Chapter 1.
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and/or music. His study also generally fills the historical gap between 1900 and 1920, at
which point church bulletins become available.

The account of Mrs. Leon W. Smith (Respondent 294), from El Cajon, California,
corroborates the liturgical order described by Richards, that the sermon followed the
second hymn. “After the second song was sung, [Ellen White] quietly rose and without
help stood and preached for over an hour.”®

W. C. Moffatt (Respondent 202), from Hagerstown, Maryland, heard Ellen White
preach at a General Conference, possibly in Battle Creek, Michigan, in 1901, but more
likely in Washington, DC, in 1909, due to the proximity to Moffatt’s home. The service
featured a reading from the closing scenes of Christ’s life. Then an English quartet, which
included singers J. S. Washburn and Harry Armstrong, “thrilled the audience” with a
song from the “old hymnal,” “The Dream of Pilate’s Wife.” Following this special music,
Ellen White preached.® As the later church bulletins reveal, quartets, duets, and solos
were a common feature in the liturgy, especially at the larger churches such as Battle
Creek and Takoma Park. In those later liturgies, the special music took the place of the
second hymn. The “old hymnal” to which Moffatt referred, is undoubtedly HT. Frank
Belden first published Christ in Song in 1900 and revised the volume in 1908. In either

case, Christ in Song does not contain the hymn, while HT included both the words and a

8 Smith heard White on two occasions, once in Washington, DC, and also in Healdsburg,
California, dates unknown. Horace John Shaw, “A Rhetorical Analysis of the Speaking of Mrs. Ellen G.
White, a Pioneer Leader and Spokeswoman of the Seventh-day Adventist Church” (PhD diss., Michigan
State University, 1959), 595, 640-41, 601.

% Shaw, “Rhetorical Analysis,” 593, 599, 617.
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musical arrangement suitable for solo or quartet use.'° It appears that Christ in Song
already held a sizable influence in the churches, leading Moffatt to declare HT, the “old
hymnal.”

Not only did music precede Ellen White’s preaching, she also sang in her
sermons. Arthur C. Stebbins (Respondent 303), from Takoma Park, Maryland, heard her
preach in Battle Creek on an unspecified date. She “quoted freely from the Bible. Her
theme was ‘The Love of God.” Once, overcome by emotion, she broke out singing,
“Jesus, Lover of My Soul.””!! Similarly, in a recollection of family worship at White’s
home in EImshaven, Ernest Lloyd recalled the prophet singing. Lloyd, however,
lamented that singing, as a part of family worship, was not a widespread practice. He
desired singing in family worship to be cultivated by all.

Music provided the necessary liturgical and experiential response to White’s
preaching. James William McComas (Respondent 185), of Inglewood, California, heard
White preach in Nevada, lowa.'® Near the end of the sermon, the atmosphere among the
congregation was “very solemn. Hundreds were weeping, and before she was through

speaking that entire congregation was on their knees at the altar. The aisles were filled

0 HT, 1394,

11 Shaw, “Rhetorical Analysis,” 595, 602, 622. I have written elsewhere on Ellen White’s
experiences and testimonies of her favorite hymn, David A. Williams, “An Historical Theology of Ellen G.
White’s Experiences and Teachings on Music During the Writing of the Desire of Ages While in Australia,
1892-1898,” Ellen White Issues Symposium 10 (2014). See also Ellen G. White to Sister Sisley, October
23, 1906 (Letter 324, 1906); Ellen G. White, “The Work in Oakland and San Francisco, No. 3,” RH,
December 13, 1906, 10.

12 Ernest Lloyd to Robert Wearner, February 17, 1967 (DF 2119, 6, CAR).

13 About forty miles north of Des Moines.
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and rostrum was also packed. Many were weeping, some aloud, but quiet. Parents
brought their children. Children went for their parents. It was a day of rejoicing. We all
sang, ‘Blessed Assurance, Jesus is Mine.””t4

Sadie R. Young (Respondent 363), from Graysville, Tennessee, witnessed Ellen
White preaching at the General Conference in Battle Creek, in 1901, and also in
Elmshaven, California, at an unknown date. “The one supreme impression from what |
have heard has always been a deeper sense of the preciousness of our Savior. As the
hymn expresses, ‘Love so amazing, so divine demands my life, my soul, my all.””*®> The
hymn to which Young alluded is Isaac Watts’ famous long meter text, “When | survey
the wondrous cross.”*® It is unclear if this was sung in a liturgy at which White preached
or only reflects Young’s testimony. Nonetheless, the hymn gave expression to the
respondent’s spirituality, encapsulating the gospel message proclaimed by White in her
sermons. Young’s testimony is significant, for it demonstrates the lasting impression
music makes upon the spiritual identity of the worshiper, beyond a recollection of the
words of a sermon.

Musical-Liturgical Practices of Four Leading
Adventist Churches until 1944
This section examines the musical-liturgical practices of four leading Adventist

churches, two Black and two White, in the United States, until 1944. The two White

14 Shaw, “Rhetorical Analysis,” 593, 600, 634.
15 Ibid., 596, 599, 601, 644.
16 Set to the tune McCABE in both Hymns and Tunes (1886), 315; Christ in Song, 172. The

Church Hymnal (1941), uses ROCKINGHAM OLD and McCABE, 118-120. The Seventh-day Adventist
Hymnal (1985), uses HAMBURG (now the most popular), and ROCKINGHAM OLD, 154-55.
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Adventist congregations are Takoma Park, Maryland, and Battle Creek, Michigan. The
two Black Adventist congregations are Oakwood College in Huntsville, Alabama, and
Ephesus in New York City. Following the subsections on the two White congregations,
an exposition is given on the broader White Adventist liturgical and musical practices,
following the same procedure for the Black churches.

| experienced difficulty finding bulletins for each of the churches. The Battle
Creek Dime Tabernacle fell to fire in 1922. A single bulletin survived the fire, dating to
1919. The Oakwood congregation met in the school gymnasium for years, until its
present-day structure was completed in 1977. No bulletins exist for this church, or if they
do, none were available for this study.” Takoma Park has its earliest bulletin dating to
1921. Ephesus, like Battle Creek, suffered a devastating fire in 1969. No bulletins
survived.'® The oral histories and interviews conducted for this study complement the
bulletins, providing liturgical and hymnological details in the absence of bulletins, while
also adding more information to those churches that still possess their bulletins from the
period.'® Some people interviewed stated that they remembered there were bulletins at
Ephesus and Oakwood during the 1930s and 40s, but these documents have been lost or
misplaced. Often in this chapter, I discuss the 1930s and 40s, as this is the time period

with the earliest memories for most of the interview participants. The period continues

17| searched the archives at Oakwood University, Andrews University, and the General
Conference. No church members with whom | spoke had bulletins.

18 |ikewise, at Oakwood the archives and older church members did not have any bulletins.
191 conducted twenty interviews, seventeen of which became oral histories. Twenty-nine persons
participated in the interviews. Sixteen individuals are White, and thirteen are Black. All the respondents

associated with Takoma Park and Battle Creek are White. All the respondents associated with Oakwood
and Ephesus are Black.
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until 1944, when the denomination voted to establish the regional conferences in order to

advance the gospel ministry among Black Americans.

Takoma Park

The Takoma Park church carefully kept record of its bulletins, retaining almost all
the orders of service for the fifty-two Sabbaths a year, for the twenty-four-year period—
over 1,200 bulletins!?® This church and its bulletins are significant. The Takoma Park
church—or “Park church,” as members often speak of it—was the flagship house of
worship for the denomination, because its membership comprised primarily of General
Conference and RH employees.

In 1903, the General Conference offices and the Review and Herald Publishing
Association moved to Washington, DC. At the 1901 and 1903 General Conference
sessions, the Seventh-day Adventist church embarked on reorganization of the structure
of its administrative branches. Among the major changes, the church decentralized its
power structures, forming union conferences as the constituent bodies of the General
Conference.?! Part of this decentralization included geography. On December 30, 1902,

fire destroyed the Review and Herald Publishing house, located in Battle Creek,

20 The sheer number of bulletins prevented this present study from thoroughly examining this
material. Instead, the author studied the bulletins for trends, which are equally important for liturgical
history. Future research should actively engage this rich resource. Takoma Park Seventh-day Adventist
Church worship service bulletins (1921-1956), CAR.

21 Barry D. Oliver, “General Conference Sessions of 1901 and 1903,” in The Ellen G. White

Encyclopedia, ed. Denis Fortin and Jerry Moon (Hagerstown, MD: Review and Herald Publishing
Association, 2013), 839.
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Michigan.?? Ellen White had feared this would happen,?® and afterward stated, “the Lord
has permitted this, because His people would not hear His warnings and repent, and be
converted.”?* As a result, the Review and Herald board decided to move the publishing
house to Takoma Park, Maryland, just outside of Washington, DC. In August 1903, the
Review and Herald and the General Conference moved to Washington, eventually being
located on the District side of Eastern Avenue, though many of the other Adventist
buildings occupied space in Takoma Park, Maryland.?®

The Takoma Park congregation was organized on August 20, 1904, with forty-
one members, twenty-three of whom worked for the church. Then, in 1907, the church
moved into its own building, a combined church and school, located at 8 Columbia
Avenue, Takoma Park, Maryland. In four years, the congregation had grown to 250
members, holding two services each Sabbath.

This building became overcrowded, leading the church to erect a stand-alone
sanctuary, dedicating the building on Sunday, October 26, 1913. Long-time members of
the Park church refer to this building as the Old Takoma Park Church. This building

stood on the corner of Carroll and Willow Avenues, Washington, DC. The congregation

22 Gerald Wheeler, “Review and Herald Publishing Association,” in The Ellen G. White
Encyclopedia, ed. Denis Fortin and Jerry Moon (Hagerstown, MD: Review and Herald Publishing
Association, 2013), 1105.

23 “T have been almost afraid to open the Review, fearing to see that God has cleansed the
publishing house by fire.” Ellen G. White, “A Solemn Warning to the Managers of the Review and
Herald,” November 1901, in Testimonies for the Church, 8:91.

2 Ellen G. White to J. Edson White, February 12, 1902, (Letter 214, 1902), in 5Bio 225.

% Lenard Jaecks, “Cherishing the Past: One Hundred Years in History,” in Takoma Park Seventh-

day Adventist Church: Centennial Anniversary Celebration, October 7, 8, & 9, 2004, ed. Marjorie E. V.
Kingston (Takoma Park, MD: Takoma Park Seventh-day Adventist Church, 2004), 15.
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remained in this building from 1913 to 1953, at which time, it moved into its present
building.?® The church featured the ten commandments in the front of the church, though
it was not used liturgically.?’

The earliest printed liturgy from the Park church is June 18, 1921. It follows,

compared with H. M. J. Richards’ order of service:

Takoma Park (1921): Richards’ Church Order (1906):
Organ Prelude Ministers’ entrance

Doxology?®

Invocation

Missionary Reports
Scripture Reading?®

Hymn?3° Opening Hymn
Prayer (Followed by Prayer
Lord’s Prayer in Concert)®!
Offertory®
Hymn3 Second Hymn

2% Trevor Delafield, “Memories,” in Takoma Park Seventh-day Adventist Church: 90th
Anniversary, 1904-1994, ed. Donna R. Bateman (Takoma Park, MD: Takoma Park Seventh-day Adventist
Church, 1994), 18-20. The congregation moved into the present building on October 17, 1953.

27 TP8714, Oral History with author, Silver Spring, MD, August 7, 2014, Appendix C, 17.24, 27-
28.

28 Isorhythmic version of OLD HUNDREDTH. The congregation stood for the Doxology and
Invocation. Bernice and Bill Albright, Oral History with author, Adamstown, MD, November 21, 2013,
Appendix C, 15.15-19.

2% Congregation seated. Albright, Oral History, 15.21-23; TP10914, Oral History with author,
Takoma Park, MD, October 9, 2014, Appendix C, 16.18. This was the case in Minnesota and California as
well. Melvin West, Oral History with author, Portland, OR, September 18, 2014, Appendix C, 18.1-2.

30 Congregation standing. TP8714, Oral History, 10.29; West, Oral History, 17.40-42.

31 Most in the congregation kneeled. They did not go up for an “altar” or “garden” of prayer.
Albright, Oral History, 12.34-40.

32 In time, the offertory and hymn became opportunity to have two special numbers. Albright, Oral
History, 13.31.

33 Baptisms took place prior to the Hymn, Choral Anthem, or solo, with the pastor introducing the

469



Sermon®* Sermon
Hymn® Hymn
Benediction Benediction
Organ Postlude?®

These orders of service reveal great similarities in the larger order of service.
Over a decade and a half, the Takoma Park church appears to have developed its
liturgical pattern in greater detail. It is the only church, among all available bulletins from
the period, that lists a weekly Missionary Report. This may have corresponded with the
Announcements found in other churches bulletins in the 1920s-40s. The other details will
be examined and compared with the Battle Creek church.

Services generally lasted from 10:45 until 12:00 pm, just over an hour.®” The
order of service remained relatively static, though it often added more music to the
service in the form of choral anthems, solos, duets, and quartets. Special music often took
place between the organ offertory and the hymn of meditation before the sermon, or it
substituted the hymn altogether. In the least, the organist provided music for the organ

prelude, doxology, offertory, the hymns, and organ postlude, totaling a minimum of 6-7

baptismal candidates. Albright, Oral History, 17.17-23.

3 By 1951, when Bill Albright joined the church, sermons were at least forty to forty-five
minutes.

3 Congregation standing. TP8714, Oral History, 10.29.
36 Takoma Park Church Bulletin, “Order of Morning Worship,” June 18, 1921.
37 TP8714, Oral History, 3.2-4.

38 Beginning in 1943, Announcements followed the Missionary Reports every week.
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musical works. The organ®® and a Steinway piano were used to accompany the singing.*
The choir sang for the service music, including the doxology, prayer, hymns, and the
frequent anthems. Usually the bulletin gave the title and composer of the special music or
anthem; it often included the title and composer of the organ prelude and postlude as
well.*! The congregation sang vigorously, and all joined in.*? The worship service was a
“time to give praise to God for all of His blessings.”*

The General Conference church carefully followed its liturgical legislation in
1914: Only HT may be used for divine worship.** Until January 1942, the Takoma Park
bulletins always listed the hymn titles and number, always corresponding with HT. At the
start of 1942, the hymn numbers correspond to the Church Hymnal (1941). Before that
time, the congregation never sang out of any other hymnal in divine worship than HT.

Down the street from the Takoma Park church was the Sanitarium church, or San,

for short. The worship service was the same at the San as at the Park church, espousing a

39 It is unclear what kind of organ was used at the old Takoma Park church. It was some kind of
electrotone, possibly a Hammond. See also, Becker, “Organs and Their Masters,” 11. Melvin West’s
earliest memories of the organ include the Hammond organ. West, Oral History, 1.18-19, 30-31.

40 TP8714, Oral History, 1.27-28. Smaller White Adventist churches only used the piano. At the
Washington Sanitarium church, one member often played the saxophone. TP10914, Oral History, 15.27;
West, Oral History, 3.35.

41 The subjects of TP8714 only remember the organists playing hymns. The organists did not play
only hymns. The bulletins often indicate various organ repertoire, not hymns. | think the subjects of
TP8714 aimed their comment against the contemporary music of today, such as, “The music we always had
in worship was hymns, none of this contemporary stuff.” TP8714, Oral History, 1.21. Later in the
interview, it was noted that the organists were not paid (18.6).

42 TP8714, Oral History, 10.30.

43 TP10914, Oral History, 18.26.

44 See Chapter 5.
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“quiet” atmosphere with quality artistic music, of “good taste,” and “conservative”—in
contrast with the music of today.*® There, they sang out of Christ in Song, and its many
gospel hymns.*®

One of the most amazing revelations to come out of the oral history interviews is
when | asked research subjects TP8714 (Subject 1 and Subject 2) whether they sang out
of HT or Christ in Song. | had already been to the Takoma Park Heritage Room and
examined the bulletins from the period. Knowing all the bulletins explicitly listed the
hymns from HT, | posed the question. “Did you sing out of Hymns and Tunes or Christ in
Song? Subject 1 immediately responded, “Christ in Song.” | pressed the issue, saying, “I
think in Takoma, it was Hymns and Tunes.” She responded: “Yes, Hymns and Tunes. No,
that’s not right. It was Christ in Song. . . . I couldn’t bear to let it go. It’s kinda like a
Bible.”*

What can we make of this? Several reasons could be given. First, it could have
been a lapse in memory, a mistake. Second, the subjects of TP8714 had also worshiped at
the Washington Sanitarium church, or San. This church was located just up Carroll
Avenue from the Park church. The San church used Christ in Song during the divine
service. Memory may be gravitating toward those experiences. Or third, this interchange

reveals the dominance of Christ in Song in the Adventist worship experience. The

4 TP8714, Oral History, 4.39-5.15

46 Such gospel hymns included: “Christ or Barabbas,” “Shall You, Shall I,” “Drifting Away from
the Savior,” “Nailed to the Cross,” “Whosoever Will,” “Whosoever Heareth,” “Shout About the Sounds,”
“Send a Blessed Tiding All the World Around,” “Whiter than Snow,” and “Dare to do Right.” TP10914,
Oral History, 13.29-30, 14.5-10, 18, 20.

47 TP8714, Oral History, 8.12-21, 9.25.
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denomination’s widespread endearment to this hymnal was so strong, that even when
they, without a doubt, used HT at the GC church, memory recalled the beloved book,
Christ in Song.

Being the headquarters church for the GC brought respect. People traveled from
all over the country to see this church.® The GC leaders and workers influenced the
worship at Takoma Park in terms of speakers, sermon style, attendance, and form of
worship.*® “There were times when you would have fifteen to twenty ordained pastors
from the GC, that if you had one man become sick and couldn’t preach that Sabbath, you
had a sea of men that could step up on the platform and give the 11 o’clock service right
at the snap of your fingers.”*® On the other hand, the presence of the GC also cast a
shadow upon the worship dynamic. Subject 1 of TP8714 witnessed some elitism among
Conference workers. They were considered the “brethren,” while those who worked at
the Review and Herald office were “workers.” Additionally, the GC leadership had a
tendency to control worship, for “they were the hierarchy.”>! Nonetheless, surpassing the
Battle Creek Tabernacle, and having become the flagship church for the denomination,

“people thought [the Takoma Park church] was special.”>

48 TP8714, Oral History, 7.4-8.

49 Albright, 19.27-35, 20.3-8.

50 TP8714, Oral History, 7.28-31.
51 TP8714, Oral History, 7.33-8.1.

52 TP8714, Oral History, 8.4.
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Perceived negatively, however, any elitism Takoma Park possessed, it was also
not ethnically diverse. Subject 1 of TP8714 does not “remember any black people in the
Takoma Park church.”®® Black Adventists attended the Dupont Park Seventh-day
Adventist church on Massachusetts Avenue, in Washington, DC.

In the 1940s, in the midst of the second World War, and situated in the nation’s
capital, the Park church served as spiritual home for many military personnel. Church
members brought these servicemen home with them every Sabbath for dinner.>* Subject 1
of TP10914, a conscious objector, served as a medic in the army in both the Pacific
theater and the European.® The war years, besides being violent, were also lonely. He
was thankful to God and appreciated having an English-speaking Seventh-day Adventist
home for worship.®® The war naturally affected the corporate worship, leading to the
singing of hymns of comfort, and praying for servicemen, the US president, and even for
food stamps. “Those years were hard!”>” One such hymn of comfort was “Abide with
me.”%® On June 6, 1944, Subject 1 of TP8714 vividly remembers doing a rotation at the
Children’s Hospital in Washington, DC. That day the United States invaded Normandly.

General Eisenhower came on the radio, announcing, “The War has started.” She and her

53 TP8714, Oral History, 15.26.

54 TP8714, Oral History, 1.4-8.

5 TP10914, Oral History, 1.26-3.17.
% TP10914, Oral History, 12.2-9.

5 TP8714, Oral History, 6.3-20.

8 TP8714, Oral History, 5.18-19.
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nursing colleagues stood in a circle, and “almost everybody burst into tears, because they
either had a father, a brother, an uncle, or a boyfriend. . . . Everybody was affected. And

all day long, they played hymns on the radio. ‘O God Our Help in Ages Past.””®

Battle Creek
In Battle Creek, Adventists worshiped with zeal and solemnity. A Christian
observer recalled a service at the Dime Tabernacle in the summer of 1897. Four to five
“battalions of worshipers came from all directions and entered through those gates to
worship.” The reverence to the Bible stood out to the visitors, noting that “all were
provided with Bibles™:

It was grand to hear the tempered cyclone that swept through the house when the
preacher of the morning named chapter and verse, by reference, appeal or proofs and
the people found the place in the books. The scripture readings were heard at length
and with rare solemnity.%°

The observers also noted the attitude with which the congregants sang and listened to
their worship:

The singing was a very storming of Zion with heartfelt praise. Each person had a
book and every voice sang, or tried to, which itself is sweet music in the good Lord’s
indulgent ears. At the moment before the services began, 2,000 people were in a hush
of expectancy and he who closed his eyes might believe that he was alone before the
altar in the holy presence of an inviting God. . . . [After the powerful sermon,] as the
silent assembly went out we retained our vantage seat, and saw the faces of the people
as they left the divine presence, for all felt that verily God had been in his holy
temple. Few uttered a word to a neighbor, but all went away with impressive faces,
and it was clear that God had honored his word that day.5!

%9 TP8714, Oral History, 5.26-33.
80 “Spiritual Enduement for— What?>” Northwestern Christian Advocate, February 9, 1898, 9-10.

61 “Spiritual Enduement,” 10. The Battle Creek 1901 Church Directory corroborated that about
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The intense Adventist hymn-singing left a strong impression upon the observer.
The spirited singing did not eclipse the reverence displayed toward hearing the Word of
God. The observer interpreted the activity as ritual with an understanding that at the
sermon, the worshipers would be “before the altar in the holy presence of an inviting
God.” This theology espoused the biblical sanctuary doctrine—central to Adventism, but
not uncommon among evangelicals—that Christ is in the heavenly sanctuary ministering
on humanity’s behalf. From this statement, it may be inferred that the observer
understood that the worshipers went to the Father’s presence by faith, through the
intercession of the High Priest at the altar of incense in the Holy Place. However, the
following sentence becomes more unclear, for the visitor observed the people “as they
left the divine presence” and “his holy temple.” Did the visitor understand the
congregation to be leaving the divine presence in the heavenly sanctuary? Or did this
refer to God’s presence through the Holy Spirit? Which was the temple, the heavenly
sanctuary or the Dime Tabernacle? That “God had been in his holy temple” likely
referred to the heavenly sanctuary, but also the local Dime Tabernacle. This teaching of
the divine presence became a prominent theme in Adventist liturgical theology, a theme
that continues to emerge throughout this chapter.

Unfortunately, for the next two decades, further sources describing Adventist
worship have not been discovered. Worse yet, the Battle Creek Dime Tabernacle suffered

a devastating fire on the evening of January 7, 1922, decimating the entire structure.®

2,000 attended worship each Sabbath. “General Information,” Directory of the Seventh-day Adventist
Church of Battle Creek, Mich. with Sabbath-School and Societies, (Battle Creek, MI: 1901), 5.

62 “Blaze that Started a Minor One Developed a Sudden Explosion that Enveloped Structure in
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One elderly church member, Bette Anderson (1918-2017), remembered when the church
burned.®® Within a week, the congregation had secured the means to erect a new church.%
The Sabbath following the fire, January 13, GC President Arthur G. Daniells (1858—
1935), delivered the sermon. He invited the congregation to look to God, rather than
material things, assuring them that their building would be replaced. The service
concluded with the singing of hymn 490 in Christ in Song, “Faith is the Victory.”®® The
congregation met for worship in the local Congregational Church as they waited for their
new building.®® As the new Tabernacle was constructed, the congregation gathered for
worship in the lower auditorium, which later was converted into Sabbath School rooms.®’
The new Tabernacle was completed in 1926, a “splendid fireproof structure, with modern
appointments and conveniences for all the demands made upon it by the nearly 1,000
membership of the church.”®® The new church building was dedicated on October 8,

1926.

Flames, and Defeated Heroic Efforts of Fire Department,” Battle Creek Enquirer, January 8, 1922 (DF 453,
Ellen G. White Estate, Silver Spring, MD). David Wrate (b. 1928), a current member of the congregation,
says his parents left a baby carriage in the basement of the Dime Tabernacle, losing it in the fire. David
Wrate, Oral History with author, Battle Creek, MI, March 25, 2017, Appendix C, 1.5-6.

83 Bette Anderson, Oral History with author, Battle Creek, MI, March 22, 2017, Appendix C, 1.22.

64 «“Ashes to Funds for New Edifice but Week Apart,” Battle Creek Enquirer, June 15, 1922 (Ellen
G. White Estate, Silver Spring, MD).

8 Arthur G. Daniells, “First Sermon after the Fire,” January 13, 1922 (CAR), 5.

8 «Historical Items: S. D. A. Church, Battle Creek, Mich.,” n. d. (Ellen G. White Estate, Silver
Spring, MD), 7.

87 Anderson, Oral History, 1.22-24. After the church burned, there wasn’t room for all the people.
While the new Tabernacle was being built, the congregation sought to alleviate the issue of overcrowding
by establishing new churches in nearby Urbandale and Bedford. Wrate, Oral History, 1.8-12, 3.1-18.

68 “Hjstorical Items,” 9.
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Due to the fire, almost no church bulletins have survived from before 1922. Two
physical copies of the same service bulletin, November 8, 1919, remain at both the Ellen
G. White Estate and the Center for Adventist Research.®® This church service is the
earliest known bulletin recording Adventist worship in the twentieth century. Beginning
in 1932, numerous bulletins were kept for the Battle Creek Tabernacle. The similarity of
liturgical order between the Dime Tabernacle and the Takoma Park Church is striking.
The following table compares the Dime Tabernacle service in 1919 to the earliest
surviving Takoma Park liturgy of June 18, 1921, and the dedication of the new Battle
Creek Tabernacle on October 8, 1926:

Dime Tabernacle (1919): Takoma Park (1921): Battle Creek Tabernacle (1926):

Prelude Organ Prelude Selection [prelude by orchestra]’
Gloria Doxology Doxology
Invocation Invocation Invocation
Missionary Reports
Hymn Scripture Reading  Scripture Reading”*
Scripture Reading Hymn
Prayer Prayer [Prayer] "

89 Both copies are original, not photocopies. “Weekly Bulletin of Tabernacle Services and
Activities,” Seventh-day Adventist Tabernacle, Battle Creek, MI (DF 453a; Ellen G. White Estate, Silver
Spring, MD and CAR). Many bulletins survive following 1931. | combined all the Battle Creek Tabernacle
bulletins from the Bulletin Collection, and CAR scanned them, creating a digital file. Battle Creek
Tabernacle worship service bulletins (1931-1954), CAR.

0 Anderson remembers the elders entering the platform during the prelude at the Battle Creek
Tabernacle. Then they would kneel and get up for the doxology. Anderson, Oral History, 4.1, 8-9; Charles
Foote, Oral History with author, Battle Creek, MI, March 14, 2017, Appendix C, 10.21, 30-32.

1 After the Tabernacle adopted the 1941 Church Hymnal in 1942, it incorporated responsive
readings into the liturgy. Foote, Oral History, 6.27.

2 The dedication of the new Battle Creek Tabernacle was unusual. The Dedicatory Prayer that
followed the Sermon replaced the typical morning prayer that followed the Scripture—Hymn—Prayer
sequence. In a regular service, the congregation knelt for this prayer. Foote, Oral History, 11.20. The
congregation also prayed the Lord’s Prayer together to conclude the prayer, a practice that continued for
decades. June and Julie Simmons, Oral History with author, Battle Creek, MI, March 25, 2017, Appendix
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Anthem Offertory Solo

Offertory Hymn
Sermon Sermon Sermon + 2 addresses
Dedicatory Prayer
Baptism Hymn Closing Hymn"
Benediction Benediction Benediction
Organ Postlude Postlude

Each of the compared services begin with a prelude, followed by the Gloria or Doxology.
The Gloria is the Gloria patri:

Glory be to the Father, and to the Son, and to the Holy Ghost;
As it was in the beginning, is now, and ever shall be,
World without end. Amen.’™

The Doxology, sung every week,” was always the traditional text sung to OLD
HUNDREDTH:

Praise God, from whom all blessings flow;
Praise Him, all creatures here below;
Praise Him above, ye heav’nly host;
Praise Father, Son, and Holy Ghost."®

All the services proceed next to the Invocation. At least until 1944, Adventist churches
often followed the Invocation, with the set of hymn and Scripture reading, though some

churches alternated these. A closing hymn followed the sermon, except in these two

C, 8.35-9.6.

8 The congregation stood for the closing hymn, and remained standing for the Benediction. Foote,
Oral History, 11.24.

74 “Glory be to the Father,” Christ in Song, 465-67. Three possible tunes are given:
GREGORIAN, CHARLES MEINEKE, and GREATOREX.

S Simmons, Oral History, 2.23-24.

8 In Battle Creek, it is always from Christ in Song, 470. In Takoma Park, the song is taken from
HT, 256.
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Battle Creek examples, featuring the extra-liturgical occasions of baptism and dedication.
This order of service continued very similarly in Battle Creek throughout the twentieth
century.”’

When the General Conference leadership moved to Washington in 1903, they
brought with them the only liturgy they knew, the Battle Creek liturgy. Over the
following three decades, the Takoma Park congregation refined its liturgy. Then, in 1932,
when the denomination published its first official Church Manual, two orders of service
were given, a Long Order and a Short Order:

Church Manual, Long (1932):  Church Manual, Short (1932):
Organ Prelude

Doxology

Invocation

Announcements Hymn

Scripture Reading Scripture Reading

Prayer Prayer

Offertory Offering & Announcements
Hymn or Special Song Hymn or Special Song
Sermon Sermon

Hymn Hymn

Benediction Benediction

Congr. seated for silent prayer ~ Congr. seated for silent prayer
Organ Postlude

The only major discrepancy between the two orders is the long form’s opening
rites: organ prelude, doxology, invocation, and announcements. Particularly important for
Adventist musical and liturgical history are the prelude, doxology, and invocation, for
these established the spirit of reverence, a dominant theme in both Black and White

Adventist spirituality.

7 Simmons, Oral History, 9.16.
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The 1932 long order of worship is patterned after the Takoma Park liturgy, as

evidenced by the church’s bulletins. The bulletin for March 14, 1931, provides an

example:
Takoma Park, March 14, 1931: Church Manual, Long (1932):
Organ Prelude Organ Prelude
Doxology Doxology
Invocation Invocation
Missionary Reports Announcements
Scripture Reading Scripture Reading
Hymn Hymn
Prayer Prayer
Offertory Offertory
Anthem Hymn or Special Song
Sermon Sermon
Hymn Hymn
Benediction Benediction
Cong. seated for silent prayer
Organ Postlude Organ Postlude

The orders are identical, except for the Takoma Park’s unique weekly Missionary
Reports. This element makes sense, as the world-traveling GC brethren gained countless
experiences of the advancement of the work, eagerly sharing them at the Sabbath service.
The Park church liturgy also featured the weekly performances of the choir, whereas in
the Church Manual, the denomination could not expect all the smaller churches to have
such resources. Thus, the long order calls for a Hymn or Special Song before the sermon.

In its publication, the long order of worship was representative, or descriptive, of

usual Adventist practice.”® This is evidenced by the 1931 Park church liturgy, and the rest

8 When | set out to do this research, | thought this was the intent. | spent days at the General
Conference archives going through the letters and correspondence of GC president, James McElhaney. The
amount of data was simply too much to glean anything of value. This does not mean there isn’t anything
there. | found a great amount of data, but after having spent about a week at the archive, having only been
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of the development of Adventist liturgy detailed in this study. Though not introduced as
prescriptive or legislative for all Adventist churches, and due to the fact that the
denomination published a Church Manual, which included a liturgical order, the long
form became prescriptive by default. Flowing from the pen of the vice-president of the
church came a liturgical structure heretofore never circulated throughout the
denomination. The purpose may have been descriptive, but in actuality, the printing of
the forms of worship functioned prescriptively. The liturgical orders were formative, and
ultimately normative, for other Adventist churches.

In some regards, the Battle Creek liturgy changed as a result of the publication of
the Church Manual, bringing much of its liturgical practice in line with the new flagship
church:

BC Tab (Jul 11, 1931): Long Order (1932): BC Tab (Feb 27, 1932):

Prelude Organ Prelude Prelude

Choir and Elders Enter Choir and Elders Enter

Gloria Doxology Doxology

Invocation Invocation

Announcements Announcements

Offertory

Anthem Scripture Reading

Scripture Reading Hymn Scripture Reading

Morning Prayer Prayer Morning Prayer
Junior Hymn

Junior Sermon’®

through a couple years of data, and having many more years to sift through, | abandoned the endeavor. This
important history of how McElhaney put together the Church Manual deserves scholarly attention.
Confounding the research is the fact that the Archive has a file entitled, “Church Manual,” but it is empty.
The file was likely used or misplaced. In my careful reading of hundreds of his letters, | can confidently
state that I found no statements toward a crafting of Adventist liturgy. Rather, all of McElhaney’s letters
describe the prevailing practices of various Adventist churches. However, as time progressed, | sensed a
need among the denomination to set forth the typical Adventist pattern.

" The February 27, 1932 Tabernacle bulletin presented the first known order that included a
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Offertory Offertory & Announcements

Solo Hymn or Special Anthem

Sermon Sermon Morning Sermon

Closing Hymn Hymn Closing Hymn

Benediction Benediction Benediction

Doxology Cong. seated for Silent Prayer
silent prayer

Postlude Organ Postlude Postlude

The Battle Creek Tabernacle began to pattern its liturgy closer to the long form,
though it also included a short form element, as well as its own local customs. The
invocation disappeared from the bulletin, though it continued unprinted.®® The offertory
moved to fit the pattern of the long form in the manual. The Tabernacle church may have
been the model for part of the short order of service, as it always had the opening hymn
precede the scripture reading. Beginning on February 27, 1932, from all available
evidence, some Adventist churches such as Battle Creek began implementing the Junior
Sermon, a precursor for the present-day Children’s Story. The rest of the Battle Creek
liturgy, beginning with the music before the sermon, carefully followed the long form of
worship.

The Battle Creek Tabernacle services featured an abundance of quality music, just
like the Takoma Park Church. Music marked liturgical time for Battle Creek worshipers.

The church bell rang on Friday and Saturday evenings, notifying the community that

Junior Hymn and Sermon that followed the Morning Prayer. This is the predecessor for the contemporary
Children’s Story. Anderson, Oral History, 4.15; Beverly and Ralph Benedict, Oral History with author,
Battle Creek, MI, March 14, 2017, Appendix C, 10.11-11.3.

8 Benedict, Oral History, 12.21; Foote, Oral History, 10.25, 31-32.
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Sabbath was beginning and ending.®* The bulletins from both churches regularly
published information regarding the music performed during the service, including the
organ, piano, or orchestral preludes,®? offertories, and postludes; the special music
performed by a soloist or ensemble; and the choral anthems. For example, the November
8, 1919 service had at least five musical moments during the service:

Prelude, “Duett ”—Mendelssohn, Mrs. Winifred Eisenhood, pianist

Gloria

Hymn 664 [“How firm a foundation,” PORTUGUESE HYMN]

[Anthem] Chorus, “Everlasting Father "—Gabriel, Tabernacle Choir
Offertory, “Love’s Old Refrain "—Kreisler, Mrs. Mary Esther Hauck, [soloist]

There may have also been a choral response at the Invocation and the Prayer. This service
had a baptism following the sermon, otherwise it would have had a closing hymn. Music
may have accompanied the baptism.

Early on, the pump organ functioned as the primary liturgical instrument for
Adventist churches.® In 1939, the Tabernacle congregation installed an electronic

Hammond organ.4 In the late 1920s or early 30s, Mrs. N. A. Fitzgerald purchased the

81 Benedict, Oral History, 3.3-5.

82 The string ensemble performed occasionally for divine worship, and also provided the music for
the Sabbath evening vespers service. The congregation always sang “Day is Dying in the West” at the
vespers program. Benedict, Oral History, 3.40-41, 17.35; Lloyd and Rosalee Kellum, Oral History with
author, Battle Creek, MI, March 22, 2017, Appendix C, 23.31-39.

8 Some churches “upgraded” their pump organs to theater organs, due to their very cheap price.
Theater organs had provided background music for silent movies. In the 1930s, the invention of sound
movies eclipsed the need for theater organs, making them readily available at a very cheap price.
Indiscriminate congregations replaced their pump organs, only to be dissatisfied shortly thereafter. This led
to an eventual boom in the latter half of the twentieth century, leading to pipe organ construction at the
prominent Adventist churches. Becker, “Organs and Their Masters,” 7.

84 “Fiftieth Anniversary Battle Creek Tabernacle Dedication, October 9, 1976,” Battle Creek, MI,
22; Benedict, Oral History, 5.2.

484



nine-foot grand piano from the Charles W. Post estate for use in the Tabernacle
services.® It is a source of pride for the congregation.®® Sometimes the piano and organ
played together, though the organ was typically utilized for congregational singing.®” The
organists generally played what was written in the hymnal, but also put some of their
“own style” on the music, but “it generally didn’t get overdone.”®

From at least the 1920s on, the Tabernacle also had various string ensembles and
orchestras that “added much to the atmosphere of worship.”# Music contributed to the
social life of Battle Creek before 1950, as music ensembles, such as the choir and strings,
did not have to compete with television programming in the evenings.® The string
ensembles did not accompany the congregational singing, only providing special music

for the various services.®?

8 The piano had been built according to the specifications of Charles Post. “Fiftieth Anniversary,”
22.

8 Benedict, Oral History, 4.12-25.

87 Benedict, Oral History, 8.24. Similarly, the organ accompanied the choir. Foote, Oral History,
4.4; Kellum, Oral History, 7.19, 8.20-21. Before the Hammond organ, the piano led the singing. Simmons,
Oral History, 6.32, 7.7-8.

8 Foote, Oral History, 5.5-6; Kellum, Oral History, 16.35-38, 17.13-15, 18.19-20. June Simmons
played exactly what was written in the hymnal. Simmons, Oral History, 8.1, 4. When Melvin West was a
child, pianists played “conservatively” from the hymnal. They did not play many “frilly notes.” They
tended to drag the music. West, Oral History, 6.1-6. The music was “kind of rough” in the churches of
Urbandale and Bedford, nearby Battle Creek. Wrate, Oral History, 3.27.

8 “Fiftieth Anniversary,” 4, 17. In the 1940s, Pastor E. L. Pingenot played violin in the ensemble.
Benedict, Oral History, 8.37-38; Simmons, Oral History, 2.31-3.2.

% Benedict, Oral History, 18.28.

%1 Simmons, Oral History, 3.5-10. Pingenot’s ensemble played for Simmons’ wedding. Ibid., 3.11.
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After the publication of the Church Hymnal in 1941, the Battle Creek
congregation continued to use old copies of Christ in Song for the Friday evening young
people’s meeting in the downstairs large meeting room.%2 In general, these young
people’s meetings used songbooks designed for them, such as the 1931 Junior Song
Book,* which was later published as Missionary Volunteer Songs.** They sang some of
the young people’s songs in divine worship, but many were “inappropriate.”®®

One research participant, June Simmons, grew up worshiping at the Battle Creek
Tabernacle, beginning in the 1930s. The first time she played piano for divine worship,
she was five years old, accompanying her brother on the trumpet on a hymn.®® She played

by ear—she had perfect pitch—and sight-read music, playing the piano for Sabbath

services and the Friday evening meetings.®” The prevailing musical cultural valued the

9 Foote, Oral History, 4.21-31.

9 The Junior Song Book: For Junior Missionary Volunteer Societies, Church Schools, Junior
Division of Sabbath Schools, Summer Training Camps for Juniors, Other Gatherings of Young People, and
the Home (Washington, DC: Review and Herald Publishing Association, 1931).

% Missionary Volunteer Songs (Formerly “Junior Song Book”’) (Washington, DC: Review and
Herald Publishing Association, n.d.). Kellum, Oral History, 22.32-34; Simmons, Oral History, 9.38.

% Frances Goodine, Oral History with author, Harlem, NY, October 4, 2014, Appendix C, 7.36;
Elihu McMahon, Oral History with author, Harlem, NY, October 5, 2014, Appendix C, 7.31, 27.3-7; Lovey
Verdun, Oral History with author, Huntsville, AL, September 25, 2014, Appendix C, 9.5-8; West, Oral
History, 10.35. Subject EPH10614 also comments that not all spirituals were appropriate for a sacred
service. EPH10614, Interview Notes with author, Harlem, NY, October 6, 2014, Appendix C, 1.12. James
North, Jr. notes that appropriateness depended on the church. Ephesus would not allow some of the new
gospel music that Brooklyn Temple would. North, Oral History with author, Andrews University, Berrien
Springs, MI, September 29, 2014, Appendix C, 5.26-32. The broader issue of what is appropriate in
worship, North argues, stemmed from Ellen White’s counsel on worship. Ibid., 18.36-41.

% Simmons, Oral History, 1.2-3, 12-16.

7 1bid., 7.1-3.
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composition over improvisation.®® Simmons claims no one improvised. The church did
not welcome this type of music-making in the divine service.® In doing so, church
musicians sought to give respect to the composer and the expertise that one put into the
composition. %

Charles Foote cherishes the memories of worship at the Battle Creek Tabernacle
as multi-generational,*®* giving young people the opportunity to participate in the
worship leadership of the church.'°2 In the 1940s, Leslie lles utilized the young people’s
meeting to encourage young musicians to be involved in church life and cultivate their
musical craft.}%® This created a feeder system for the divine service, providing capable
musicians when they grew older. This increased the impact music made upon the spiritual
life of the Tabernacle congregation. The church has “always been very blessed with lots
of people that were very good with music.”'* Lloyd Kellum found an outlet for his

musical contribution especially in the young people’s meetings. When he was very

9% Kellum, Oral History, 2.29-35.

9 Simmons, Oral History, 8.9-13.

100 |bid., 8.19-24. If the reader reads the oral history, one will find that Julie Simmons, June
Simmons’s daughter, noticed that I smiled when I made this sentence in the interview. Julie and June
appreciated that smile, interpreting it as agreement with their position, that improvisation should not be
promoted in divine worship. Their reaction is important, for it highlights how strong their position is on
this. However, quite on the contrary, | greatly value improvisation in worship, particularly a studied
improvisation, based upon musical forms. | smiled in the interview, so as to help the participants feel
connected, safe, and that stating their position was welcome—even if | disagreed with it.

101 Foote, Oral History, 13.31-33.

102 |bid., 16.24-26.

103 Kellum, Oral History, 2.38-3.19.

104 1bid., 5.5.

487



young, he began playing the piano for the junior meeting on Friday evenings downstairs
at the Tabernacle. The leaders appreciated his fresh style of playing more than the written
page.1% From a young age, Kellum sought to incorporate alternate harmonies and
dissonances, including major and minor sevenths, ninths, elevenths, thirteenths, and
diminished and augmented chords in his musical vocabulary.'®® He discovered these
sounds relating to gospel, blues, jazz, and other styles, by listening to popular music on
the radio.X®” Because he primarily played by ear and focused his energies on the piano,
his talents were not included in the Sabbath liturgies as were the talents of the play-as-
written organists. While Kellum’s playing may have been threatening to organists who
read music, or were trained in music, Kellum thinks there has been a “little” elitism
among organists. But more than this, he has found organists wanting music in the liturgy
to “sound good,” “the best it can,” “because it’s for the King of the universe.”1%®

In the divine service, the organist and choir led the congregational singing; there
was not a song leader.1®° The congregational singing was “wonderful.”*'° The choir sang

in harmony from the hymnal during congregational singing.!** Francis Foote served as

105 Kellum, Oral History, 2.7-13, 36.

106 |bid., 12.31-33, 36, 13.23-34, 14.7-8,
197 1bid., 12.30, 15.4-7.

108 |bid., 18.1, 4-6.

199 Foote, Oral History, 8.24-28.

110 1bid., 8.36.

11 Benedict, Oral History, 12.8-11.
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music director from 1939 until the early 1970s.12 Many in the congregation respected
him for his excellence in musical leadership. Under his leadership, the thirty-five voice
choir sang many of the standards of choral repertoire, including Mendelssohn’s Elijah,
Handel’s Messiah, major works by Mozart, Bach, and other European composers, but
also English-language anthems on a sacred theme or text.!** The anthems provided a
“peautiful way to memorize Scripture,” both for the choir and the congregation.'* The
compositional style of the music supported the text, with an impressive “grand” style that
did not “detract from the words and the message.”**®> The choir wore robes, and provided
liturgical music year-round.*®

The Battle Creek Tabernacle and the Takoma Park church were by-and-large
White congregations. Bette Anderson remembered a couple lighter-skinned Black
families who always attended the Battle Creek Tabernacle.!!” She did not understand why
the Adventist church was racially segregated, but understood “the Blacks want[ed] it that
way.”!8 Sadly, her understanding was limited. Black Adventist leadership wanted a
voice in the Adventist mission. White racism, which was originally initiated outside the

Adventist church, now within the church prevented Black ministers from leading. As

112 Foote, Oral History, 1.30-33.

113 |pid., 2.15, 23-37.

114 |bid., 2.39, 3.6-7.

115 |bid., 3.30.

116 pid., 15.19, 16.36-37.

117 Anderson, Oral History, 10.37-11.6.

118 1bid., 11.7-9.
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discussed in Chapter 5, the historical record demonstrates that Black Adventists did not

necessarily want to be segregated, but did so out of necessity to advance the gospel.°

Broader White Adventist Liturgical Practice

After the denomination published The Church Hymnal in 1941, all the churches
adopted this hymnal swiftly.*?® The new Church Hymnal featured full-page music and
text, making it easier for the congregation to read than the older Christ in Song.*?* Many
records indicate widespread use of Christ in Song throughout the denomination. In
almost every interview, they remembered singing out of Christ in Song in divine worship
or youth meetings.?? It was a “hit.”*?3 People felt endeared to this songbook, “because it
was part of their upbringing,”*?* and incorporated a wider selection of “favorite” hymns

and gospel songs.

119 See Chapter 5, “The Dividing of Adventism.”

120 Charles Foote, born in 1939, does not recall ever using Christ in Song during the service, as the
congregation adopted in earnest The Church Hymnal in 1942. Foote, Oral History, 4.21. Beginning on
January 3, 1942, and running for the entire month, the Battle Creek Tabernacle bulletins gave notices in the
Announcements for “The new hymn for next Sabbath.” However, the following week’s bulletin reveals that
these hymns were not sung during the Morning Worship.

121 Benedict, Oral History, 14.25-26.

122 Albright, Oral History, 3.15; Anderson, Oral History, 6.28-30, 7.12-13; Benedict, Oral History,
13.21-22; Charles and Ethel Bradford, Oral History with author, Huntsville, AL, September 26, 2014,
Appendix C, 3.11, 7.16-16-23, 34; Everyl Chandler-Gibson, Phone Interview Notes with author, October
13, 2014, 8:00 pm, Appendix C, 1.8; Foote, Oral History, 4.20-26; Goodine, Oral History, 3.27-34; Kellum,
Oral History, 22.23-24; McMahon, Oral History, 19.41; EPH10614, Interview Notes, 1.3; North, Oral
History, 12.20-23; Annelle and Ernest Rogers, Oral History with author, Huntsville, AL, September 25,
2014, Appendix C, 8.34-35; Simmons, Oral History, 9.34; TP8714, Oral History, 8.14; Claude and Jocelyn
Thomas, Oral History with author, Huntsville, AL, September 25, 2014, Appendix C, 7.7-9; TP10914, Oral
History, 13.29-30; Verdun, Oral History, 2.25-28; West, Oral History, 6.12.

123 Bradford, Oral History, 9.36.

124 Simmons, Oral History, 10.9.
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During this period, the wider Adventist community in the United States displayed
nearly identical services, with a very similar liturgical order, the prominence of quality
music, and the abundant use of music for fostering spirituality.'?® Beyond the four
churches selected for this study, the church bulletins available at the Center for Adventist
Research were also considered. These bulletins survive from nine churches. The bulletins
show that Takoma Park is the only church delimited in this study to continue using HT
before the publication of the Church Hymnal in 1941. The consistency and similarity of
the bulletins indicate a prevalent and shared liturgical theology among Adventists at the
time. This liturgical theology focused on the Word of God, with a functional and
indispensable use of music toward fostering an Adventist spiritual identity. The following
churches and dates include:

Sunnyside Church, Portland, Oregon; January 14, 1928

White Memorial Church, Los Angeles, California; November 2, 1935
First Church, St. Paul, Minnesota; March 23, 1935

Temple Church, Hatboro, Pennsylvania; March 8, 1941

Grand River Avenue Church, Detroit, Michigan; July 10, 1943

Saginaw Church, Michigan; October 21, 1944

Pioneer Memorial Church, Berrien Springs, Michigan; October 21, 1944
Sanitarium Church, Glendale, California; December 23, 194412

Though Battle Creek had been the birthplace of the denomination, Takoma Park
took the seat of influence for liturgical order, following its establishment in 1903. Albeit,

a general framework for the Adventist liturgy had already been set by the time of the

125 This was also corroborated in the interviews. Benedict, Oral History, 8.13; TP10914, Oral
History, 14.33, 15.14-15.

126 Bulletin Collection, CAR. This is a collection of uncatalogued Adventist worship service
bulletins. This assortment of bulletins from around the world spans the twentieth century to the present.
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dedication of the Dime Tabernacle in 1879, Takoma Park’s service, and subsequently, the
Church Manual long order of worship became the dominant normative template for most
of the churches for which bulletins exist. Only White Memorial in Los Angeles (1935),
and the Sanitarium Church in Glendale, California (1944), followed the short form. The
long form of the Church Manual took prominence, and not without good reason. The
long order promoted a richer liturgical theology for God’s presence, holiness, and
reverence in the house of worship, of which music played an integral role in shaping the
inherent theology.

In the first half of the twentieth century, Adventist corporate worship services
regularly featured abundant, quality music. Quality, not because of the choice of music,
but due to the apparent intentionality behind the musical selections. It took time for the
musicians to practice, rehearse, and even communicate the bulletin information to the
church office. Pastors and musicians selected the anthems, solos, and hymns with careful
planning. Pastors held significant influence in the musical spirituality of the
congregation.'?” All of this speaks to the high importance music played in the worship

liturgies.

Oakwood Liturgy
At Oakwood, music has permeated “all aspects of campus life,” has been “part of

the very essence of the institution,” and has been “at its spiritual core.”*?® For many

127 Kellum, Oral History, 21.31-22.2.

128 Dan Schultz, “Music at Oakwood University: An Historical Overview,” International Adventist
Musicians Association, accessed December 14, 2017, http://www.iamaonline.com.
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years, the students, faculty, and staff of the Oakwood Industrial School*?° worshiped in
“small chapels” in various buildings, such as the “Old Mansion, the study hall, the old
Chapel Building, Moran Administration Building Chapel, and the Ashby gymna-
torium.”*3% In 1902, students received organ and voice lessons, “not only to help students
learn to read music readily and acquire a taste for that which is elevating and substantial,
but to teach them to function in worship services as well.”*3!

In 1931, students organized a strike, protesting the White rule in the school.
Among the many important issues addressed, was the need for Black leadership. Since
the founding of the school, White men led the school. The students demanded Black
representation at the highest level. They also called out the prejudice of some of the
White teachers and racial segregation in worship.'®? White faculty sat themselves
separately from the Black student body. They also prohibited students from taking active
leadership in worship. Ernest Rogers began attending the Oakwood church in 1933. He
recalls that the faculty led the music in the liturgy, perhaps believing that one needed

experience in order to lead congregational worship.*® Students did not perceive it this

129 The school was renamed Oakwood Manual Training School in 1904. In 1917, it again changed
its name to Oakwood Junior College, becoming a senior college in 1943. In 2008, it became Oakwood
University.

130 On September 3, 1977, the congregation began worshiping in the present building, the
Oakwood Church complex. Garland Millet, “Spiritual Life at Oakwood,” Adventist Heritage: Special
Oakwood Edition, no. 17.1 (March 1996): 17.

131 Lacy and Osterman, “Music at Oakwood,” 38.

132 Schultz, “Music at Oakwood,” 2.

133 Rogers, Oral History, 10.15-20.
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way, instead seeing the White faculty as practicing racism. The strike was effective, for
in the mid-1940s, “students started taking active rolls.”*34

In the 1930s and 40s, music blossomed at Oakwood. Music teachers formed the
college choir and various quartets. Many other vocal ensembles and soloists flourished,
adding to the rich musical environment of the school.3> The school also encouraged
instrumental ensembles, evidenced by a few remaining photographs: a brass band in
1912, bands and orchestras in 1916-17, and a 1917 thirteen-piece orchestra that included
four string players.t® In 1944, the school hired Eva B. Dykes to chair the English
department and direct the College Choir. In 1946, she organized the world-famous
Aeolians choir.®*’

Since the 1930s, Rogers does not see that the Oakwood congregation has
“deviated too much” from the Church Manual.!® His second wife, Annelle, joined the
Oakwood congregation in 1945. She remembers that the liturgy followed the pattern of
song, prayer, Scripture, and offering.**° A general order of service was as follows:

Introit, ministers entering
Opening Hymn
Scripture

134 Rogers, Oral History, 10.20-21.

135 Schultz, “Music at Oakwood,” 2-3.
136 |pid., 3.

137 Ibid., 3-4.

138 Rogers, Oral History, 7.21-22. Rogers served as Oakwood’s first full-time professor of biblical
languages.

139 |bid., 3.11-12. This order of worship was “pretty much the same” as the Black Berean
Adventist church in St. Louis. Verdun, Oral History, 17.18.
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Offering
Sermon
Closing Song
Benediction

140

This order of worship features a distillation of the long order of the Church Manual,
including the reverent entrance of the ministers to start the service.

In the 1930s and 40s, everything that was done in the liturgy at Oakwood was
with quietness, and intellectual purpose.*! Before the late 1940s, Oakwood demonstrated
the same quiet, subdued, and calm spirit of worship as White Adventist churches.#?
“There wasn’t any difference, because we sang the same hymns, we worshiped the same
God.”**3 The college church held a long-standing reputation for its “serenity of music.”4

This did not mean, however, that Black worship at Oakwood was not emotional.
On the contrary, emotion came out in the preaching and the singing. “Black preachers are
naturally emotional, and they project that emotion, and the people expect that, and if they
don’t get it, well you haven’t said anything. They haven’t worshiped, you see.”'*° Even

though Black and White Adventists sang from the same hymnal, and although Blacks did

140 Through the repeated ritual of liturgy and music, Adventists became conditioned to appreciate
the closing song as a joyful response to the Word. Today, Lovey Verdun mourns the loss of the closing
song at the Oakwood University church. It has been replaced by an appeal song, which does not function
the same, liturgically and ritually, as the closing hymn. Verdun, Oral History, 23.7-10.

141 Rogers, Oral History, 11.32-34.

142 |bid., 13.21-24, 30-31. Such was the case in St. Louis. Verdun, Oral History 24.5-6.

143 Rogers, Oral History, 14.7-8.

144 1bid., 18.23.

145 1bid., 15.12-17.
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not clap, raise their hands, or say “amen” as loudly as they do today, they expressed
emotion through singing in visible expressions.*® “Their voices are different. You can
see in their demeanor, there’s an expression of joy and appreciation. You can see it. It
manifests itself. They’re saying, ‘Oh thank the Lord for all [You’ve done].””"4’

The Oakwood community did not use HT in the 1930s and 40s. Ernest Rogers
remembers only using Christ in Song, until the Church Hymnal came out, replacing
Belden’s volume.1*8 Charles Bradford remembers being a student at Oakwood College
(1942-46), when the school adopted the Church Hymnal,**° likely in 1942. Rogers recalls
the congregation singing the spirituals “all the time,” though his wife, Annelle, holds that
Oakwood did not “bother [with] too many spirituals,” because they were “very
sophisticated at that time,” as some accused them of. “Some of the younger people
accused them of coming out as a white organization acting white.”**® Together, the
Rogerses remember the congregation singing, “I got shoes. You got shoes. All a God’s
chillins got shoes. When | get to heaven gonna put on my shoes.”**! They accompanied

their praise and petition with piano and organ.'®? The school possessed “a mix of

146 Rogers, Oral History, 15.30-31. “If you were really moved, maybe hallelujah.” Thomas, Oral
History, 14.25-34; Verdun, Oral History, 14-18.

147 Rogers, Oral History, 15.22-25.
148 |bid., 8.35-9.14.

149 Bradford, Oral History, 3.19.
150 Rogers, Oral History, 17.21-24.
51 |bid., 17.26-28.

152 1hid., 9.20.
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electronic and pipe organs on its campus,”**? installing its first pipe organ when the
school began worshiping in Moran Hall.*>*

Music plays an essential role in the life of the institution. Countless great
musicians have cultivated their talents at Oakwood. Much of this musical success has
come following the 1940s, beyond the scope of this study. Oakwood has not enjoyed the
same extensive historical record as our next church, the Ephesus church in New York

City.

Ephesus Liturgy
The Ephesus Seventh-day Adventist church, located in the Harlem neighborhood
of Manhattan, New York, holds high esteem among Black Adventists. Scholars have
recognized its role in the storied history of race relations in the Adventist church.>®
Ephesus has been house of worship for many Black leaders in the denomination,
especially cultivating young leaders through its youth worship services.**® The

congregation has been a bastion of traditional Adventist musical-liturgical practice.

153 C. Warren Becker, “‘Such as Handle the Harp and Organ’: Organs and Their Masters in the
SDA Church,” International Adventist Musicians Association Winter/Spring (2003): 7.

154 Rogers, Oral History, 10.4.

155 Jones, Humphrey; Sr. Charles E. Dudley, Thou Who Hast Brought Us Thus Far On Our Way-
I1: The Development of the Seventh-day Adventist Denomination among African Americans, vol. 3
(Nashville: Dudley Publications, 2000), 146-159; London, Seventh-day Adventists and the Civil Rights
Movement, 96-99.

156 Neil Reid, “Target Youth: Toward a New Paradigm to Nurture Holistically Black Urban Youth
Within the Ephesus Seventh-day Adventist Church” (DMin diss., United Theological Seminary, 1997).
Reid’s study builds upon the legacy of ministry to youth at Ephesus, by revitalizing the church’s focus on
urban young people in New York City, and addressing the particular challenges youth face in large cities.
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Having begun in New England, Adventism was not new to New York. By 1905,
seven churches advanced the Adventist message in New York City, attracting mostly
White Americans.®®” In response to Ellen White’s counsel of the mid-1890s, much of the
Adventist work among Black Americans had been focused in the American South. In
1901, Stephen Haskell (1833—-1922) established the first Black Adventist congregation in
New York City of eleven members,'*® leaving the ministry to the capable hands of J. H.
Carroll a year later. Carroll labored to increase the congregation to about fifty. His
converts included James K. Humphrey (1877-1952).1%°

Humphrey was a zealous ordained Baptist minister when he heard and accepted
the Adventist message. After joining the movement, he turned his energies to spreading
the Adventist faith in the great city. “Under his direction, the work spread rapidly.
Humphrey worked in both Manhattan and Brooklyn and founded the First Harlem SDA
[Seventh-day Adventist] Church. By 1920, its membership was about 600, and he had

also started three other congregations.”*®° The First Harlem church grew so rapidly, the

157 Jeryl Lee Cunningham-Fleming, “‘We Sang Alleluia, Praise the Lord!’: African-American
Identity and the Use and Reception of Music within a Seventh-day Adventist Church in New York City,
1970-2010” (DMA diss., University of Kentucky, 2013), 58.

158 «Stephen N. Haskell,” Northern California Conference of Seventh-day Adventists, accessed
December 14, 2017, http://www.nccsda.com/article/112/about-us/more/history/conference-
presidents/stephen-n-haskell.

159 Jones, Humphrey, 4-5.

180 Joe Mesar and Tom Dybdahl, “The Utopia Park Affair and the Rise of Northern Black
Adventists,” Adventist Heritage 1, no. 1 (January 1, 1974): 35.

498



congregation could not find a facility large enough for their worship gatherings, leading
to the establishment of the Second Harlem Adventist Church in 1924161

However, Humphrey grew weary of the racist practices of the denomination, and
began calling for separate conferences to advance the work among Blacks. He, along
with the First Harlem congregation, were expelled from the denomination, leading
Humphrey to found a separate denomination, the United Sabbath-day Adventist
Church.%2 The work in Harlem became delicate. After a short leadership stint by
Matthew C. Strachan, George E. Peters came to “stabilize the congregation.”®® Under his
leadership, the Second Harlem church was renamed the Ephesus Seventh-day Adventist
Church in 1930. In 1931, the congregation began renting the Low Dutch Reformed
church building on the corner of West 123rd Street and Lenox Avenue (the present
church building). Finally, in 1939, the congregation purchased the building.64

The church building remained the same from the Dutch Reformed congregation
who had previously owned it. Thus, the Adventist congregation inherited the architectural
and aesthetic features implemented by the previous owners. One feature was a wooden
carving of the angel Gabriel with a shield and sword, attached to the ceiling above the
rostrum. Other beautifications of the space included mahogany woodwork on walls and

ceiling beams, brass railings, large electric fans, and tasteful lighting, all making the

161 Jones, Humphrey, 7.
162 Bull and Lockhart, Seeking a Sanctuary, 282.
163 Cunningham-Fleming, “African-American Identity,” 61.

164 1bid., 61, 63.
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worship space a work of art.1®> More importantly, the architecture contributed to the spirit
of worship, promoting beauty and richness, setting a warm tone for worship, and
fostering reverence. !

The Ephesus church always had bulletins for the order of worship each Sabbath,
but they have been lost, or simply not retained.®” None have been collected in an archive,
though I speculate that some church members may still have some. If the church office
had retained any, they were likely lost during the fire of 1969. Therefore, descriptions of
the music in the liturgy come primarily from the oral histories and interviews.

The worship service at the Ephesus church was long, lasting about two and half
hours (11:30 a.m. to 2:00 p.m.). On Sabbath in which the Lord’s Supper was held, folks
were in church until 4:00 or 4:30 p.m.1®8 Adventists at the Ephesus church worshiped
with a similar spirit and decorum as the other churches. “There was not a lot of pomp and
circumstance. . . . They would dress very modestly. . . . When you came and worshiped, it
was quiet. It was serene.”*® In the 1940s, the Ephesus liturgy followed similarly to the
Long Order of the 1932 Church Manual:

Church Manual (Long Order), 1932: Ephesus, 1940s:

165 McMahon, Oral History, 12.25-38.
166 EPH10614, Interview Notes, 2.11-15.

167 Francis Goodine doesn’t think people kept things like that during those days. Goodine, Oral
History, 6.23; Cunningham-Fleming, “African-American Identity,” 7-8.

168 North, Oral History, 3.1-7.

169 McMahon, Oral History, 4.7-11; Thomas, Oral History, 18.13-25.
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170

Organ Prelude Processional*™

Doxology Opening Hymn'"2
Invocation Prayer!’®
Announcements Announcements?*’4
Scripture Reading
Hymn
Prayer
Pastoral Remarks
Offertory Offertory*™
Hymn or Special Song Meditative anthem,
hymn or light gospel
Sermon Sermon'

170 James North recalls there also being organ preludes at Ephesus, likely preceding the
Processional listed above. At Ephesus, the organist may have played organ repertoire, but more often
played a hymn, hymn-based setting, or improvised on a hymn. He noted a striking contrast when he first
attended Atlantic Union College, at which the organ voluntaries came from the classical tradition. North,
Oral History, 24.37-25.6.

171 Congregation stood for the procession, opening hymn, and closing hymn. Goodine, Oral
History, 5.38-6.1. The procession was also called an introit, sung by the Ephesus church choir. This was
often, “The Lord is in His Holy Temple.” During the singing of this hymn, the ministers entered the
rostrum. North, Oral History, 11.1-9. Everyone sang the introit. VVerdun, Oral History, 10.22.

172 McMahon remembers Ephesian music leaders selecting opening hymns appropriate to the
theme of the sermon. Oral history, 23.9-11. However, at the churches with bulletins—Battle Creek and
Takoma Park—the opening hymn often spoke to the liturgical moment of the start of worship, rather than
necessarily the theme for the day. It stands to reason that liturgical practice varied among the churches, but
when possible, the opening hymn functioned as both a gathering song and thematically appropriate. At
Brooklyn Temple, the congregation sang the Doxology here at the beginning of the service, like Takoma
Park. North, Oral History, 10.34-37. If the Doxology was at the beginning, there was also an opening
hymn. lbid., 11.17-18.

173 A song accompanied the prayer time. McMahon, Oral History, 23.12; North, Oral History, 8.9-
12. In St. Louis, they often sang, “Hear Our Prayer, O Lord.” Verdun, Oral History, 9.39-10.19.

174 McMahon does not recall announcements coming in the middle of the service. McMahon, Oral
History, 25.33.

175 McMahon recalls the offering appeals given by Everyl Chandler-Gibson’s father, Elder
Chandler. “It was always a very solemn kind of atmosphere. . . . He had it memorized. It was beautiful. He
didn’t read anything. . . . It was simply directed towards service to the Lord.” Ibid., 2.4-8. Ephesus often
sang, “We Give Thee but Thine Own,” for the offertory, followed by the Doxology while the deacons
brought the tithes and offerings to the front for prayer. This demonstrated thankfulness to God for his
abundant blessings. North, Oral History, 10.2-15.

176 Chandler-Gibson, Phone Interview Notes, 1.11-20. She does not give details of the liturgy
beyond the sermon. McMahon does not remember the preaching being like Baptist Black preaching.
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Hymn Closing Hymn*"’

Benediction
Congregation seated for silent prayer
Organ Postlude

Two important denomination leaders available for this study, Charles Bradford
and James North, Jr., worshiped at the church when they were young. Bradford’s father
pastored the congregation in New Rochelle, northeast of the Bronx. Charles often
attended the Ephesus Church, because his sister Eva Bradford-Rock attended there, while
a teacher in the New York school system.1”® North has his earliest memories of corporate
worship at the Ephesus church.t”® His mother, Ruth Blackburn North, was a Bible worker
for the congregation.

Francis Goodine started attending the Ephesus church in 1937, worshiping in the
youth chapel. She came into the church through the Bible study classes taught by Ruth
Blackburn North. The church leadership carefully organized the youth chapel ministry to
mirror the senior service. This included a parallel liturgy, elders, deaconate, and ushers.

The older members mentored the young, so that when they were older, they could lead

McMahon, Oral History, 11.14-19. Ephesus did not do a children’s story in the early days. McMahon, Oral
History, 24.35. Black preaching has always been animated, even when the music was more staid. North,
Oral History, 14.29-15.10. Pastor Peters involved the congregation in singing during his sermons. Cullen
Phipps, Interview Notes with author, Harlem, NY, October 6, 2014, Appendix C, 1.35.

177 Chandler-Gibson does not mention the closing hymn. However, Goodine give that detail.
Goodine, Oral History, 5.41. Claude Thomas recalls the same order of service from the early 1950s.
Thomas, Oral History, 3.34-4.3. North indicates that there was always an appeal hymn followed by a
closing hymn at Ephesus. North, Oral History, 11.34-37. Appeal songs included “I Surrender All” and
“Lord, I’m Coming Home.” Ibid., 12.4. Opening and closing hymns were lively, such as “I Sing the Mighty
Power of God,” “Onward, Christian Soldiers,” and “Blessed Assurance.” Ibid., 12.9-10.

178 Bradford, Oral History, 3.34-37.

179 North, Oral History, 2.11-12.
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the senior liturgy with skill and excellence.*® In the beginning, the youth services were
multi-generational, not only with leadership and the youth in attendance, but with the
support and guidance of the youths’ parents.8

The Great Migration impacted the ethnic diversity of the Ephesus church. Claude
Thomas notes that many West Indians came to New York for its abundant opportunities:
education, cuisine, and other cultural attractions. He thinks this pushed Ephesus toward a
more “Caribbean style of worship than was done by African Americans, in the sense that
it was very hymn and anthem oriented.”*82 However, Caribbeans were not the only folk
entering New York City. Thousands of Blacks from the South were also seeking the
urban centers of the United States.!®® The congregation has always had a mix of African
American and Afro-Caribbean Blacks.'%

Everyl Chandler-Gibson’s family came to the Ephesus Church in 1939. The
following year, at the age of fourteen or fifteen, she started playing the organ for Divine
Worship. The Chandler family was among the many West Indian families in the Ephesus
congregation. These immigrant families from the Caribbean brought with them a strong

educational background in music training. The West Indian school curriculum had an arts

180 Goodine, Oral History, 2.40-3.8.

181 McMahon, Oral History, 5.14-19.

182 Thomas, Oral History, 5.6-18.

183 | ater, in the 1970s, many African American Adventists left New York for Atlanta and other
southern cities. North, Oral History, 25.26-34. North remembers Ephesus as being primarily African
American. Claude Thomas says the church had “a lot of Caribbean influence,” “the Jamaica of America.”

Thomas, Oral History, 5.4-5, 16.25-27.

184 Phipps, Interview Notes, 1.39-40.
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and music emphasis, resulting in all students studying music. The Chandler family first
attended J. K. Humphrey’s Harlem #1. At this church, the congregation used HT in the
Divine Liturgy. However, at Harlem #2, Ephesus, the church used Christ in Song until
the 1941 Church Hymnal.*®® Subject EPH10614 remembers the congregation also singing
from the 1926 songbook, The Gospel in Song.8® Frances Goodine adds that the church
used both hymnals during worship, until the sanctuary no longer held enough copies of
Christ in Song,*®” probably between 1945 and 1950.1% She also recalls that special music
would be performed by the choir, and as solos, duets, and trios, using HT.*®° The choir
sang every Sabbath.!% The pastor and music director selected songs appropriate to the

theme for the day.*®! Elihu McMahon thinks the congregation utilized the entire hymnal

185 Everyl Chandler-Gibson, Phone Interview Notes, 1.1-9; Goodine, Oral History, 3.33-34;
McMahon, Oral History, 19.41, 20.24; Thomas, Oral History, 7.9. Jocelyn Thomas’ musical background
was also influenced by the West Indian culture. Her father was West Indian, encouraging both her and her
brother to take piano lessons and to sing in choirs and quartets. Thomas, Oral History, 1.16-17.

186 EPH10614, Interview Notes with author, Ephesus Seventh-day Adventist Church, Harlem, NY,
October 6, 2014; North, Oral History, 27.20-23. The compilers indicate that this collection was not
“intended to take the place” of HT or Christ in Song. The Gospel in Song, (Washington, DC: Review and
Herald Publishing Association, 1926), Foreword. By the time Gospel Melodies came out in 1944, the
churches had adopted the Church Hymnal. They did not use Gospel Melodies liturgically as they had done
with The Gospel in Song. This later songbook was limited to Missionary Volunteer meetings. Thomas, Oral
History, 7.9-14.

187 Goodine describes how people stole hymnals regularly from the Ephesus church. This was not
a problem at other Adventist churches. Goodine, Oral History, 3.39-4.8. See also McMahon, Oral History,
9.5-6. McMahon remembers Christ in Song being used at Wednesday night prayer meeting. Oral history,
20.34-35. It was also used in family worship. North, Oral History, 12.21-23.

188 James North was born in 1939. His early memories, from ages four to five, do not include
Christ in Song, but only the Church Hymnal. North, Oral History, 1.1, 12.20-21.

189 Goodine, Oral History, 4.9-17.
190 EPH10614, Interview Notes, 1.7.

191 Goodine, Oral History, 5.11-35; McMahon, Oral History, 22.28, 36.
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in corporate worship,®2 though James North says that the congregation sang from a
limited repertoire of hymns, “singing the same hymns quite frequently.”%3

The Harlem Renaissance, a musical renewal movement of the 1920s and 30s,
impacted the musical liturgy of the Ephesus church. Many of the larger Black churches of
New York City had serious music ministries,' taking part in the Renaissance. Goodine
left the famous Abyssinian Baptist church in Harlem to join the Ephesus church. The
Abyssinian Baptist church is noteworthy, for it contributed to Dietrich Bonhoeffer’s
spirituality through the singing of the Black spirituals. Goodine viewed the music of
Ephesus to be on par with that of the Abyssinian church. “I came from a church with
good music, and went to a new church with good music.”*%

In this milieu, the “Ephesian”% choir performed major European works, such as
Bach and Beethoven,'®” Handel’s Messiah, works of Mendelssohn,*® Gioachino

Rossini’s “Inflammatus et accensus,” from his Stabat Mater,'*® Giuseppe Verdi’s

192 McMahon, Oral History, 23.25.

193 North, Oral History, 12.13-17.

194 Claude Thomas recalls both the Ephesus and Bethel, Brooklyn churches having serious music
ministries, including professional—though volunteer—musicians and directors. Thomas, Oral History, 4.7-
11.

19 Goodine, Oral History, 4.21-22.

19 This is common terminology, used by the congregation. When I attended worship there, they
referred to the congregation as Ephesians.

197 McMahon, Oral History, 13.37.
19 Thomas, Oral History, 5.27-30. The Thomases view Handel as inspired by the Lord. The
Messiah was “a gift the Lord gave him about Himself,” “a worship experience for him.” To this statement,

Jocelyn could only reply, “Oh my, my, my, my, my,” as an expression of praise. Ibid., 10.28-33.

199 McMahon, Oral History, 8.5-8.
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Requiem,??® major settings of the 150th Psalm, and other various church anthems.?%! The
choral anthem text came from Scripture.?% Only sacred music was used, promoting the
church’s doctrines and tenets of the faith.2® The anthems expressed and inspired “quite a
lot of emotionality, but they weren’t sensual.”?%

Chandler-Gibson refers to these major works as the “heavy anthem.” In the
Sabbath liturgy, the work or movement was typically about eight to ten pages in length.
Light gospel songs included songs such as “Precious Lord” or a Black spiritual. These
were short songs of about one to two pages.?® The congregation, soloists, small
ensembles, quartets, trios, duets, and the choir sang the spirituals. Common spirituals
included, “Let Us Break Bread Together,” “Swing Low, Sweet Chariot,” and “Were You
There.”2% Everyone knew the spirituals, even though they were not printed in the
hymnal.?%” While the congregation sang spirituals, it was not a steady diet. Furthermore,

they sang only limited number of them, instead emphasizing the great choral anthems.?%

200 The church performed this work in 1972, in conjunction with the Oakwood Aeolians and the
American Symphony Orchestra. McMahon, Oral History, 15.2.

201 They often performed another favorite anthem, “The Seven Last Words.” Phipps, Interview
Notes, 1.20-25.

202 FPH10614, Interview Notes, 1.6.

208 EPH10614, Interview Notes, 1.9-10.

204 Thomas, Oral History, 6.12-13.

205 Chandler-Gibson, Phone Interview Notes, 1.21-30.

206 North, Oral History, 13.1-5. The latter two hymns were included in the 1931 Junior Song Book.
207 |bid., 13.16.

208 Phipps, Interview Notes, 1.27-28.
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However, the spirituals connected to the congregation’s experience, and therefore
received a greater response by the congregation than the choral anthems.2%°

At Ephesus, musicians played the gospel songs in “straight” manner, and not
“jazzy.”?*® Musicians did not add sevenths or sixths to their chords. If a musician played
a blue note, it was “not appreciated.”?! When James North was a small boy, about four
to six years of age, he remembers Ephesus as “strictly classical” and singing hymns, not
jazzy music.?'2 When Charlie Irvis, jazz trombonist and member of Duke Ellington’s
band,?*® played for church, he played the music in a reserved, reverent manner.?
McMahon notes, “All the type of music that they sang in those days was never gospel or
jumpy kind of music.”?!> Most certainly, when McMahon speaks of gospel, he refers to
contemporary Black gospel music,?!® as Chandler-Gibson, organist of the church,

remembers playing the early gospel music of the 1920s to 40s.

209 Phipps, Interview Notes, 1.31-33.
210 Goodine, Oral History, 7.17, 22-23.
211 North, Oral History, 5.4-15.

212 |bid., 5.29-30. North’s organ teacher, Melvin West, only remembers hymns in the worship. “I

don’t remember being in church and having music that wasn’t attached to the hymns in the hymnal.” West,
Oral History, 3.16-17, 5.37-42.

213 His mother, Jennie Irvis, was a prominent musician for the church in the early days.
Cunningham-Fleming, “African-American Identity,” 69.

214 Goodine, Oral History, 7.19-21.
215 McMahon, Oral History, 2.3-4. In contrast, North remembers a song leader at the Brooklyn
Temple church always singing gospel, encouraging the congregation to emote strongly, cry, jump up, and

shout. North, Oral History, 9.25-36.

216 This music could not have been performed in the 1940s, because it hadn’t been composed yet.
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Chandler-Gibson, though only a young teen at the time, remembers very strong,
vigorous congregational singing.?!” Piano and organ were used during the service.?'® The
organist and choir led the singing.?® She was cognizant of the type of music she played,
and the manner in which she played. She always played religious music. She noted that
whenever she played hymns, she added to what was notated on the page. Common to her
style was to change 4/4 meter into 6/8 rhythm. This change is significant. Common to
early Black gospel music was duple meter.?2° Accompanying 4/4 in a compound meter,
that is, giving each quarter note a triplet subdivision, creates a 12/8 meter. That Chandler-
Gibson conceived the music as 6/8, suggests she followed the prevailing blues style of
duple meter, and in this case, compound duple meter. Songs such as “Precious Lord,” are
in compound meter, though this example is compound triple meter, or 9/8. North
remembers Chandler-Gibson modifying the hymns, but in a conservative manner, not in a
full gospel style like the pianists did at his father’s congregation at the Brooklyn Temple
Adventist church. The music at Ephesus was slower, allowing for more time for

figuration during each beat. “Slower than our white sisters and brothers did.”??! He

217 Chandler-Gibson, Phone Interview Notes, 1.10. People “sang their hearts out.” North, Oral
History, 8.19-22. They sang “in full voice. They were singing forte, and on occasion a double forte.” Ibid.,
9.6-8.

218 This was not the case everywhere. In other Adventist churches, only the piano was used.
EPH10614, Interview Notes, 1.7-8; Thomas, Oral History, 15.34. The church installed a pipe organ in
1945. Prior, the church likely used an electrotone organ, such as a Hammond. Cunningham-Fleming,
“African-American Identity,” 64.

219 North, Oral History, 9.20-21.

220 Southern, Music of Black Americans, 457.

221 North, Oral History, 6.19.
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recalls a virtuosic pianist, Homer Webb, who improvised during the singing of the
hymns, playing along with the organist. Webb improvised in a style closer to the classical
tradition than the new gospel style. “He was doing arpeggios and just flowing all over the
piano out of his head. . . . He was a tremendous musician. . . . The folk enjoyed what he
was doing.”???

Chandler-Gibson sometimes changed the harmonies, likely modifying it toward
the Dorsey style. Not all keyboardists modified the hymnody into this style.??® The
congregation sang in harmony, even an improvised harmony, making their harmonies
without listening to her harmonic changes. The result was dissonant. Sometimes she
inserted a key change during a hymn. Chandler-Gibson heard the music in her mind,
playing what she heard.??*

The new Dorsey-gospel style was not unique to Black Adventists. The White

pianist from the Battle Creek Tabernacle, Lloyd Kellum, “did a fair amount” of putting

hymns into a compound meter. However, he tried to “keep it traditional,” because of

222 North, Oral History, 7.12-21. “Where there were quarter notes, he’s playing eighth and
sixteenth notes. Runs, and arpeggios, and all up and down the keyboard, and | have no idea how he did that,
but I will never forget it. Even as young as | was, that sticks out in my mind. It was a contribution to the
worship and everybody accepted it that way and enjoyed it.” Ibid., 7.31-35. Lovey Verdun remembers
Mary Spencer Thompson as a virtuosic pianist at the Berean Church in St. Louis. “She definitely had the
folks singing with the music.” Verdun, Oral History, 11.3-7, 16-20, 12.4.

223 Or some songs were modified, while others were not. McMahon, Oral History, 21.19-37. This
may have been later than the 1940s, in light of North’s memory of Chandler-Gibson’s practice. North, Oral
History, 5-6. Subject 1, a White Adventist, attended one Black Adventist church, noting that their
“harmony was a little different.” TP8714, Oral History, 14.24.

224 Chandler-Gibson, Phone Interview Notes, 1.31-37; North, Oral History, 4.33-36. James North
recalls some Black musicians being skilled in sight-reading, playing by ear, or both. Chandler-Gibson
appears to have done both. Ibid., 3.20-38. The congregation either read the parts in the hymnal, or
improvised a sung harmony, or both. Ibid., 8.23-9.4. Claude Thomas recalls musicians playing what was
printed, or improvising, depending on the song. Thomas, Oral History, 15.35-16.2.
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what the people wanted to hear. He often tried to give them a little bit of the gospel style,
because it makes it “sound better.”??® “You see, | grew up in that church. That’s the only
church I knew, and so consequently, | feel duty-bound to make sure I don’t make it
uncomfortable for people who came there for a blessing because it’s easily done.”?2®
Though Ephesus historically has been a Black Adventist church, Elihu McMahon
does not see its identity as Black. “It’s the church of God.”??” Therefore, he believes the
congregation should carry out its liturgies in a winsome manner, attractive to all

ethnicities.??8

Broader Black Adventist Liturgical Practice
Black Adventist congregations followed a similar liturgical order and musical
selection as Oakwood and Ephesus, most churches following the Church Manual’s long
order of worship.??® Many musical similarities existed between Black and White
Adventist churches. Piano and organ accompanied congregational singing and vocal
ensembles, such as choirs, trios, and quartets. Many churches had choirs. Oakwood had a

chamber orchestra with wind and string instruments.

225 Kellum, Oral History, 15.18-21.
226 |pjd., 15.27-29.
227 McMahon, Oral History, 11.5.

228 |bid., 10.34-11.11. McMahon does not identify as Black or White, but comes from Dutch, Irish,
and African heritage. He resists pressure to identify as only Black American. Ibid., 14.1-4.

229 North, Oral History, 24.30-32; McMahon, Oral History, 23.36-38; Thomas, Oral History, 3.22-
26.
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Ethel Bradford converted from the Baptist church to the Adventist church in 1936
in Jacksonville, Florida. This experience gives her a broader perspective from which to
understand the development of music in liturgy among Black Adventists. She has played
the piano for Adventist worship since the 1940s. She observes a gradual change take
place in the music of the churches.?®° She distinctly remembers that, at least in her
experience, Black Adventists did not line-out the hymns, like the Baptists continued to
do.?! The music of the holiness churches, or “sanctified folks,” had a “different beat”
than Adventist music.?? In her Baptist experience as a child, Ethel remembers Baptists
“moan . . . a little bit” when singing hymns.?®® They sang the meters, and also had a
difference in the meters of the hymns than the type of songs Adventists sang.?** Ernest
Rogers also came out of the Baptist church. He recalls their worship being loud with “all
kinds of contortions.” In contrast, Adventist worship was “calm . . . appealing to all
classes of people.” In Baptist worship, “emotion took the place of reason,” giving “access
to approach God.” In other words, being demonstrative in the worship would gain one
better access to God. Their demonstrative worship, however, came as the result of their

deliverance from difficult times by the Lord. This resulted in worship.2%

230 Bradford, Oral History, 3.7-9; Rogers, Oral History, 12.15.
231 Bradford, Oral History, 5.24-26.

232 |bid., 5.20-21.

233 |bid., 5.43.

234 |bid., 6.7-8, 11.

235 Rogers, Oral History, 4.27-5.8, 11.5.
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Adventists didn’t do these things. In those days, Adventists believed that they
should approach God with calmness, just as God spoke to Elijah in the still, small
voice.?*® This spirit of worship left an indelible impression upon Black Adventists of that
generation. For them, calmness and reverence became normative for Adventist liturgical
practice. As he experiences the contemporary worship styles of today, Rogers thinks the
new Adventist modes of worship are similar to that which he experienced in the Baptist
church long ago.

In fact, | just [still] go [to the Oakwood University Church] because I have no other
place to go. We had several members to leave Oakwood and go to the white church,
because they could not stand the music that is being carried on now, you see. The
spirit of calmness and worshipful music and quietness, it’s all disappeared now,
because that is the trend that is going on now. You have your guitars and your bass
drums and all of this. It doesn’t seem like worship now.?’

Rogers believes that God is to be approached in quietness.
Ethel Bradford remembers the Baptist church singing many spirituals:

“Deep River”

“Down by the Riverside”

“Get on Board”

“Go Down, Moses”

“Hand Me Down the Silver Trumpets”
“Every Body Talkin’ about Heb’n”
“Couldn’t Hear Nobody Pray”

“| Know the Lord”?*®

236 Rogers, Oral History, 5.22-24.
237 |bid., 11.13-19, 18.15-16.

238 Bradford, Oral History, 6.25-36. She does not say if these songs were sung in the Adventist
church, or not.

512



When she joined the church in 1936, Adventists did not like songs like “Wings Over
Jordan.” Vocal groups performed this on the radio a cappella, but Adventists thought it
had too much rhythm.?*® Nonetheless, all the Black Adventist churches sang Adventist
hymnody, but also the spirituals,?*° though perhaps in limited fashion.

When Ethel Bradford was about fifteen or sixteen years old, she played the piano
for the senior choir at her home church. This role demanded that she not only learn the
hymns for church, but also the anthems the choir sang. She notes that the anthems came
in several forms. The genre included arrangements of hymns, and also compositions by
the great European composers, such as Felix Mendelssohn (1809-1947), and others like
him.24

Similarly, Mylas Martin (1931-) remembers the first time he entered a Seventh-
day Adventist church. It was in Cleveland, Ohio, on January 8, 1944. For the “song of the
morning,” the choir sang Gioachino Rossini’s Inflammatus from the Stabat Mater, “just
as though it were an everyday occurrence. | was stunned.” Martin goes on, giving a
thorough description of the quality of the choirs in the Black Adventist church:

| went back the next Sabbath and the next Sabbath to hear that choir. It was the senior
choir, and they sang a great repertory of the old Advent hymns, the great Negro
spirituals, the modern anthems, and the great classical master works. They sang Bach,
Beethoven, Mozart, all without knowing what they were doing, and they sang it
magnificently. It has been my privilege to travel greatly. | have been throughout
Europe. | have never heard an ensemble that was more thrilling. I’ve been to La Scala
Opera House, but I have never heard a church choir like that one in Cleveland, Ohio.

23 Bradford, Oral History, 6.37-7.4.

240 Thomas, Oral History, 7.4-5; Verdun, Oral History, 13.4-5. “Down by the River,” “Walk
Together Children,” “Don’t You Get Weary.” “We sang a lot of them.” Ibid., 14.5-9.

241 Bradford, Oral History, 8.19-26; Verdun, Oral History, 12.26-27.
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And that church choir was not singular because they sang the same music in
Columbus, Ohio, in Philadelphia, in New York. There were two churches in New
York, particularly in Manhattan. There was the Ephesus Church at 123rd and Lennox,
and then there was City Tabernacle at 150th. Every church had its diva, if you will,
great voices. Marguerite Daly was the reigning soprano in Ephesus, New York, and
Doris Bailey was the name of the soprano at City Tab. In Cleveland, Ohio we had
Myra Scales, whose son is the director of the North American Division Ministerial
work. She was in her prime; I think she was about twenty-five. She was the one who
sang the soprano obbligato that morning. It was great, great music, and again five
separate kinds of music. The wonderful Negro spirituals, the great Advent hymns, the
modern anthems, and the classics. As a matter of fact, in Cleveland they did the entire
Stabat Mater, and that was to be expected. That was the music at that time. It was
throughout Black Adventism.?42

Composed along biblical lines, anthems such as, “Life Up Ye Heads All Ye Gates,”
provided a valuable means for committing Scripture to memory during the worship
service.?*® The larger Black Adventist churches influenced the smaller churches toward
the use of anthems and serious church music.?** “The people appreciated the anthems,
too. They thought that was class. . . . Our people took to that music in that age . . . in that

ti me"’245

242 Martin introduced five kinds of music, but only listed four. Mylas Martin, Oral History with
Merlin Burt, April 23, 1997, at the James White Library, Andrews University, Berrien Springs, MI (Berrien
Springs, MI: Center for Adventist Research), 20. Ephesus was the first Black Adventist church in
Manhattan. City Tabernacle followed in 1946. Phipps, Interview Notes, 1.8; Eleanor Foster-Johnson and
Chee Daniel, “The City Tabernacle of Seventh-day Adventists: A History of the ‘Sharon Mission,” the
‘Sharon SDA Church,’ the ‘Bronx SDA Church,’ to the ‘City Tabernacle of Seventh-day Adventists,””
accessed December 14, 2017, https://citytabernacleny.adventistchurch.org/about/our-church-history.

243 Bradford, Oral History, 8.33-35. Other favorite anthems included, “Fierce was the Wild
Below” and “I Would Give Thanks to Thee,” 9.3, 7.

244 1pid., 9.11-12.

25 1pid., 8.39, 9.5.
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James North has observed in Adventism, particularly in the Black Adventist
churches, that very often women have served as the primary musicians, soloists, and
choir directors. In a denomination that has historically not included women in the pastoral
gospel ministry, music and worship leadership provided women an outlet for ministry.24
On the contrary, Claude Thomas remembers men directing the music ministry of the
churches.?*

North remembers Black Adventists favoring hymns about creation, the greatness
of God, and the gospel message. These hymns spoke to the Black American experience,
meeting their spiritual needs and expression of praise:

“Holy, Holy, Holy”

“Blessed Assurance”

“Jesus Paid It All”

“What a Friend We Have in Jesus”
“Jesus Saves”?48

“Jesus, Savior, Pilot Me”

“While | Draw This Fleeting Breath”
“Rock of Ages”

“Throw Out the Lifeline”?4°

North observes that Black Adventism did not sing the early Adventist hymns.?>°

In Chapter 5, | detailed how the early Advent hymns had been largely omitted in

246 North, Oral History, 23.31-32, 24.2-11; West, Oral History, 12.33-35.

247 Women directed choirs, but were not in charge of the overall ministry. Thomas, Oral History,
4.12-19.

248 North, Oral History, 28.6-11.
29 1pid., 29.1-7.

20 1bid., 29.12-29.

515



Adventist hymnody. The 1886 HT that included many early Advent hymns had fallen out
of use with the publication of the 1900/08 Christ in Song, emphasizing late nineteenth-
century gospel hymnody. The 1941 Church Hymnal excised many of the White spirituals
and introduced many new English and Lutheran hymns. North notes, however, that they
did continue singing some of Frank Belden’s hymns,?®! due to the prevalent use and
fondness for Christ in Song by most Adventists during the first half of the twentieth
century.

They also never sang hymns like, “Immortal, Invisible, God Only Wise,” and
“The God of Abraham Praise.”?>? These hymns were too “staid.”?>® Eskew and McElrath
describe ST. DENIO, the tune for “Immortal, Invisible,” as a Welsh folk, or folk-like,
tune, featuring “sturdy rhythms” and not “lilting.”?** Leaders in the Oxford Movement
introduced the hymn and tune into English hymnody in the nineteenth century. This “high
church”?® movement sought to restore Anglicanism to its Roman Catholic roots.?®® “The
God of Abraham Praise,” came from the pen of Thomas Olivers, a converted Welsh
shoemaker, who later became a Methodist pastor and hymn-writer. Having a close

connection with the London Jewish community, he penned a Christian version of the

51 North, Oral History, 29.29-30. Such as, “Look for the Waymarks.” Ibid., 30.4.
22 |bid., 28.7-8.

253 Bradford, Oral History, 10.30-31.

254 Eskew and McElrath, Sing with Understanding, 44.

2% High church is a way of doing liturgy that conserves the Christian tradition, featuring formal
prayers, readings, and solemnity.

26 1pid., 152-154.
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Jewish Yigdal, a “creedal doxology,” using traditional Jewish melodies, and began with
the text, “The God of Abraham Praise.”?®’ LEONI, the tune associated with this text,
features the same sturdy rhythms of ST. DENIO. These two hymns were introduced into
Adventist hymnody in the 1941 Church Hymnal. I infer from North’s comments here,
that Black Adventists did not sing much English hymnody, or even more narrowly,
Welsh hymnody. But rather, they preferred the lilting hymns of American gospel song.

They did sing hymns about the Second Coming and the Sabbath: “Watch Ye
Saints,” “Lift Up the Trumpet,” “Hold Fast till | Come,” “Don’t Forget the Sabbath,”
“Holy Day, Jehovah’s Rest,” “Day is Dying in the West,” “The Day Thou Gavest is
Ended.” This last hymn was a favorite of West Indian Adventists, likely due to its
English roots.?®

Notably, Black Adventists rarely sang, “A Mighty Fortress,” though it had been
included in the popular songbook, Christ in Song, no. 681. The Lutheran chorales did not
“lend [themselves] to the black style of singing.”?*® This claim is surprising, given the
similarities of the chorales and the hymnody common to the Black American Christian
tradition. The tradition incorporates the eighteenth-century hymnody of Dr. Watts,?*°
including the practice of lining out. It also contains the sixteenth-century Genevan Psalm,

OLD HUNDREDTH. The Reformed tradition initiated the practice of lining out.?5!

27 Eskew and McElrath, Sing with Understanding, 142.
258 North, Oral History, 28.6-29.

29 |bid., 28.32-36.

260 See Dargan, Lining Out the Word.

261 Lining out is the practice of a cantor or song leader singing a line of melody at a time,
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Furthermore, the Genevan tunes hold much in common and share a cross-pollination with
the Lutheran chorales.?®? The remaining fact of the matter is simply this: the Lutheran
chorales did not experience widespread adoption in the American traditions like English
and Calvinist hymnody did. Lex orandi lex credendi is powerful. Even though the
Lutheran tunes could be sung, lined out, or accompanied in a gospel style, Black
American Christians have not had a tradition of singing the Lutheran chorales. More
importantly, because they are not part of the Black tradition, the chorales neither speak to
the Black experience in America, nor fulfill the existential need that their own tradition

has come to meet.

Worship Music as Spiritual Identity
Shared Spiritual Identity

In this section, we consider the shared spiritual identity among Black and White
Adventists who experienced Adventist music in liturgy from the 1920s until the 1940s.
This section presents ground-based research, giving evidence for common themes found
in the research data from the interview participants. This section does not attempt to give
a comprehensive articulation of Adventist spiritual identity in the first half of the
twentieth century, rather, it highlights how music contributed to this spirituality. We see
that any kind of change or development in music, or any shift in liturgical expression,
poses challenges to the normative liturgical theology, to the liturgical self, and the

Adventist spiritual identity.

modeling the tune before the congregation joins in the singing. It is a form of call-and-response singing.

262 See Leaver, Goostly Psalmes and Spirituall Songes.
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Music and Ritual

The emphasis on music in this study must not displace the centrality of the Word
in Adventist worship. Proclamation of the Word and a reverence for Scripture took first
place. Music served the Word.?%® Worship responds to the Word.?®* As Henry Wright,
present pastor of the Takoma Park church, is known to say, “Don’t make the singing and
all that kind of stuff you’re doing take precedence over the message.”?®°

However, the sermon is not the only element in the worship service that
“preaches.” As a mode of discipleship, music in the liturgy also teaches worshipers the
Adventist message. Part of this discipleship process is the relationship between worship
and evangelism. Bill Albright and James North both remember that the Sabbath morning
worship service was an event for Christian believers, whereas evangelistic meetings were
for non-believers.?%® As a result, music in the divine service significantly contributed to
the discipleship process. The decoded meaning of the stylistic language of music in the
liturgy indicated perceptions of how to worship.2” Inversely, music in the liturgy, and
people’s behavior during the music, reflected their beliefs of how they should come

before God. The importance of congregational song in the lives of the interview

263 Albright, 21.35-22.1.

264 Bradford, Oral History, 1.28-2.3.

265 Thomas, Oral History, 19.29-30.

266 The church members actively pursued connecting with the community through active service
and musical concerts. Albright, Oral History, 16.6-26, 18.6-11; North, Oral History, 30.9-19. Similarly,
Charles D. Brooks (1930-2016) told me in an un-recorded interview (October 2014), that Sabbath was for

worship and Sunday was for evangelism.

267 Rogers, Oral History, 12.29-40.
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participants has continued to the present day. Having been sung during the divine service
on Sabbath, a hymn remains “in our mind all week and it helps lift us up.”?® “We do that
every week, we remember it. Always.”?%® Music in the divine liturgy directly informs and
cultivates spirituality.

Adventist liturgy could not influence theology if it did not function as ritual. Roy
Gane indicates that rituals, or activity systems that signify meaning, must be formulaic
and controlled. “Controllers of ritual are those who carry out or monitor ritual activities
in accordance with authoritative formulaic rules.”?’® The widespread, common, liturgical
order, as described by the 1932 Church Manual, governed the ritual.2”* The entrance of
the elders onto the platform was formulaic. This entrance rite conveyed the meaning that
the worshipers are now in the presence of the Divine. Over time, the Church Manual
became the normative voice for liturgical theology:

In a sense the form of the worship service, which was adhered to fairly strictly,
became the substitute for an official ecclesiology. If Adventist worship could not be
grounded in a coherent biblical thesis it could at least be safeguarded by a strong
organizational formality, and this is exactly what came to pass. Uniformity of practice
developed into a worship tradition that eventually became the established orthodoxy,
and worshipers in the pews learned to identify a particular order of service as
constituting authentic Adventist worship. In the more conservative congregations,
deviation from this order came to be looked upon as heretical >’

268 Simmons, Oral History, 5.25-28; TP10914, Oral History, 14.26-28.

269 Simmons, Oral History, 6.1.

270 Gane, Ritual Dynamic Structure, 69.

271 General Conference of Seventh-day Adventists, Church Manual, 150-52.

272 Nixon, “Towards a Theology of Worship,” 20.
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This “unofficial” ecclesiology was official, when viewed through the hermeneutical lens
of ritual studies. Lex orandi lex credendi. The way Adventists worshiped became the way
they believed.

In order to understand this development, we must first assume that Adventist
liturgy saw little change from the 1930s to the 1980s,%”® as compared with the changes
experienced in the last thirty years. Until the 1990s, only small accretions were added to
the Adventist service, demonstrating a strong consistency of liturgical practice.

The seemingly mundane left a lasting impression upon the worshipers. In 2013,
Bill Albright still remembered the exact order of worship of Takoma Park in the 1950s,
which was identical to the 1940s, according to the bulletins.?’* The Park church followed
a more stringent adherence to liturgical order than other churches in the denomination in
the twentieth century, maintaining its long-standing tradition. This tradition continued
much the same into the following decades. The long order of service, as established by
the Takoma Park church and normalized by the Church Manual, has continued in
Adventism until today.?"

Due to this consistency, Bernie Albright’s memories of worship in the 1970s
provide a valuable description of the tradition established in the 1930s and 40s. The

prelude was followed by the introit, sung by the choir. During this time, the ministers

273 Bill Albright, Oral History, 12.6-9
274 Bill Albright, Oral History, 12.30-34, 13.7-13.
275 Very little has changed in the suggested long form of the Adventist order of worship. General

Conference of Seventh-day Adventists, Seventh-day Adventist Church Manual (Nampa, ID: Review and
Herald Publishing Association, 2016), 180.
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would enter the platform and kneel. The ministers and deacons communicated and
choreographed the ritual.2’® Although Bernie Albright spoke of experiences from the
1970s to the 1990s, her experience highlighted the significance of the long form in
fostering the spirituality of the divine service:

When the ministers walked on, we were already engaged, the audience was already
engaged in singing. And then we would have prayer. It was like you could tell the
difference between the service prior to the service that was the divine service. We
would have the piano for the first stanza and then the organ would come in for the
second stanza. And we were already in tune for the divine service. In other words,
lifted up.2’’

The entrance rites of the Adventist liturgy contributed greatly to the shared Adventist
spirituality during the period, perhaps more than any other musical-liturgical dynamic.
Adventist liturgy functioned as ritual, for it was an activity system that conveyed
meaning, carrying out a process of interaction with God. Music moved the service along
as an indispensable element of a functional ritual >’ illuminating the theological
significance of the various elements of the service,?’® from the entrance rite, the prayer,
offertory, and sermon.

As evidenced in this chapter, until the 1940s few differences existed between the
liturgical practices of Black and White Adventist congregations. The liturgical order and

music were mostly the same, except Black congregations sang the Black spirituals and

278 Albright, Oral History, 13.17-19, 25-28; 15.3-12.
27 1bid., 6.2-7.
278 Foote, Oral History, 14.17-20, 22.

27° Benedict, Oral History, 12.26-29.
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the nascent Black gospel genre,?° though the latter was also adopted by White vocal
ensembles. The music in the liturgy left an indelible impression upon the senior
Adventists | interviewed, impressing them with a profound understanding of worship
through their experience. In their corporate gatherings, they desired to worship God and
make Him first in the service, focusing their worship heavenward.?8!

Due to the ritual nature of liturgical music, worshipers experienced music in a
context of high significance. As believers encountered God’s presence in the holy places
of worship, they listened to His Word proclaimed, surrendering their lives to his service.
Music accompanied this ritual structure of the liturgy. As music was experienced in the
ritual context, the music became endeared to the worshipers. In this section, we will
consider the importance music held in the worship experience of the interview
participants.

Many insights into the development of music and its contribution to spirituality
come by way of the contrast between the way worship used to be and how it is now. The
broad history of this study, coupled with the interviews with octo-, nona- and centenarian
Adventists gives veracity to the maxim, lex orandi lex credendi. Most persons
interviewed lamented the conditions of music in the church today. Their criticism of
today must be read as a contrast to the perceived positive aspects of yesteryears, as

typified by the words of Ralph Benedict, “Music was a real highlight of the church

280 McMahon, Oral History, 18.29-38.

281 McMahon, Oral History, 26.11-16, 33, 27.3; West, Oral History, 13.13.
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service back in those days.”?®? Today, for many of these older worshipers, music no
longer functions as a highlight of the service.

The contrast between the music of today and the music of yesteryear carried over
into a dialectic between “good” and “bad” music. The research participants viewed the
music in the liturgy of the 1920s, 30s, and 40s to be “good” music. For example, Bette
Anderson “would not have liked [big band music of the 1920s] in church.” Bernie
Albright views good music to be “mostly classical and religious,” and mostly avoids
music that has “any kind of beat” and “a lot of drums.” Instead, she “love[s] good quality
things.”28 The Bradfords and James North believe that any musical presentation will be
winsome to the listeners when it is well done.?®

Difficulty arises in parsing the terminology of “good” and “bad,” due to the
conflation of ethics and aesthetics. In aesthetic terms, good music is “artistic and well
crafted,” while bad music is “simplistic and poorly crafted”’; however, in terms of ethics,
good and bad “refer to “ethical/unethical or moral/immoral actions or thoughts.”?®® These
terms are misleading, especially when music becomes linked with God: “Music was so
highly valued because it kind of represented the divine.”?® Did this mean that good

music provided a ritual structure through which the worshiper could encounter God? Did

282 Benedict, Oral History, 12.34-35.

283 Bernice and Bill Albright, Oral History with author, Adamstown, MD, November 21, 2013,
Appendix C, 2.22, 3.1-9.

284 Bradford, Oral History, 22.31; North, Oral History, 20.39-21.25.
285 Doukhan, In Tune with God, 54-55.

286 Thomas, Oral History, 5.36.
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music function sacramentally? The interviews do not answer these important questions.
As examined in the methodology of this study, Chapter 2, music does not have an interior
beacon of meaning. Church members valued “good” music, and disliked “bad” music,
due to enculturation through association and experience. Some styles of music that
previously felt offensive, today may seem calm. One gets “adjusted to different styles.”?8’
Here we observe a principle: Music experienced in worship became associated with the
“sacred” and “good.” Whereas, when other music became associated with secular realms
of life, then that music began to represent the secular, forming barriers to its acceptance
in corporate worship. New styles of music, especially those associated with arenas
outside of the church, hold the potential to offend these older church members.

Many Adventist churches valued “good” choral music in the liturgy. Smaller
churches, such as the Washington Sanitarium church, may not have had choir;?® larger
churches tended to have the resources for these ensembles. In those churches,
parishioners took pride in the choirs of their church.?%® Church members enjoyed singing
in the church choirs.?®® Some interviewed, who did not sing in choirs, took part in smaller

vocal ensembles, forming vocal trios and sextets.?! Subject 1 of TP8714 states, perhaps

287 Bernice Albright, Oral History, 7.41.

288 TP10914, Oral History, 15.18-19, but compare with 15.38-16.1.

289 Anderson, Oral History, 3.25; Simmons, Oral History, 7.9; West, Oral History, 8.1-4, 10-11.
Entrance into the Battle Creek choir was not by audition, but by invitation. Benedict, Oral History, 3.24,

4.2-6.

2% Beverly and Ralph Benedict, Oral History with author, Battle Creek, M1, Appendix C, 2.29;
Thomas, Oral History, 2.3; Verdun, Oral History, 7.23-28.

291 Anderson, Oral History, 3.26; Benedict, Oral History, 15.23-24; Simmons, Oral History, 2.6-8;
Thomas, Oral History, 1.17, 2.3-4.
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with some hyperbole, “When a choir is an integral part of the service, it’s as important as
the sermon. | mean, a choir is important.”?®? “The Word says to sing unto the Lord. It’s a
form of worship.”?%

One need not be a skilled musician for music to be spiritually meaningful.?%*
Jocelyn Thomas speaks of the power of music: “When it’s done well, oh my, it puts you
into another world. You can see God, you can see him on his throne. . . . It elevates
you.”?% Bette Anderson saw more “spirituality in music” when she was young, though
she did not know how to articulate it further.?® It is conceivable that she viewed the
music and/or the words to be of higher quality, and therefore more spiritual.2®” More
likely, the music of one’s youth significantly shapes spiritual identity to the extent that
other musical styles pale in comparison.

Melvin West remembers during the 1930s, visiting Burton Hall and hearing

someone play, “Give of Your Best to the Master.” He was “struck” by the way the

292 TP8714, Oral History, 3.30-32. It seems that subject 1 of TP8714 exaggerates her claim that the
choir is “as important as” the sermon, when she apparently backtracks, saying, “I mean. . . .” Her point
should not be overlooked, however, that she viewed choral music to be an integral part of the service.

2%3 TP8714, Oral History, 3.34.

294« Jove music.” Ralph Benedict, Oral History, 2.28. Similarly, Charles Foote came from a long
line of music lovers. Foote, Oral History, 1.14-16. “I appreciate music.” Rosalee Kellum, Oral History,
29.28.

2% Thomas, Oral History, 6.2-7.

2% Anderson, Oral History, 12.18-20. “Some of the music now. . . . It’s too jazzy. It’s different.”
Ibid., 12.27-28.

297 Musical styles and periods deserve more sensitivity when making comparisons about quality.
Different musical styles represent different musical languages, requiring “different criteria” to be used in
order to gauge the quality of a musical style. Harold M. Best, Music through the Eyes of Faith (New York:
HarperOne, 1993), 93.
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“harmonies flowed” and the “harmonic structure” of the piece. “That hymn just did a
number on me as just a kid. That was just fabulous.” He sees that hymn as formative
towards developing his sense of harmony.?%

The music and text worked in tandem towards cultivating spirituality. The hymns
“added to our spiritual growth.”?*® “The music means a lot. The music meant a lot
because | think it’s easy to remember music and the words to the music rather than just
learning a verse from memory.”*® Ethel Bradford affirms the role of music in the life of
the church:

Music is a very important part of our lives. Music is a very important part of our
worship. I’d like to say to the young people to remember to revere the hymns of the
church. We know that Christ, when He was finishing up the Last Supper, and He was
going to His death, that they sang a hymn and went out. Music is a great influence in
our lives. And I would emphasize to the young people, don’t forget the hymns of the
church, 3%

Understanding the musical-liturgical practices as ritual opens the door to

interpreting the data for underlying themes in spiritual identity. As ritual, the music in the

29 West, Oral History, 4.10-20.
299 TP10914, Oral History, 14.14-15.
300 verdun, Oral History, 4.15-17.

301 Bradford, Oral History, 22.25-30. “The hymns tell stories. They follow a sequence. Each verse
follows another and so the hymn is a story in a sense. There are repetitions but we don’t have any hymns
that are just repetitions. The repetitions are in the chorus, and sometimes in a verse you’ll have a phrase
that’s repeated in the—But a lot of the music that we sing today is straight repetition and it doesn’t do
much for me. Some of it is pretty, but in terms of message, there’s no message and they’re not doctrinal. A
lot of the hymns are doctrinal and we get to reinforce our doctrines. Some or a lot of music that we sing
today is light music and it has no real doctrinal significance. Those are the things that really bother me.”
North, Oral History, 31.27-36.
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liturgy fostered this spirituality. One major component of Adventist spirituality during the

period was reverence.

Reverence

Adventist worship in the 1930s and 40s was “vastly different” from what it is
today.3%? By then, the conception of reverence had developed significantly. Reverence
had become the central component of Adventist liturgical spirituality. In this section, we
examine how liturgy and music interfaced in promoting this predominant element in
Adventist spiritual identity. Architecture, dress, music, ritual, and preaching, combined to
create a major development in Adventist liturgical theology. Prototypical hints at this
spirituality appeared as early as 1879. However, the oral histories conducted for this
study reveal numerous points of data, illuminating the historical liturgical record.

The architecture and artwork in the churches contributed to the concept of
reverence. In St. Louis, a banner at the front of the church read, “The Lord is in His Holy
Temple.”3% Charles Foote recalls that in the Battle Creek Tabernacle, before the
installation of the mural of Christ and the rich young ruler, hung a painting of the Ten
Commandments on the front wall of the room, suggesting the holiness of God in His
tabernacle.®** The Decalogue encouraged reverence from the worshipers. Many research

participants view Adventist worship of the 1930s and 40s as “very formal,” “quieter than

302 \/erdun, Oral History, 3.21.
303 Verdun, Oral History, 3.40-4.1.

304 Foote, Oral History, 12.12-15, 22; Kellum, Oral History, 6.20-22.
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today,” and “reverent.”3% Lloyd Kellum views the old portrayal of the Ten
Commandments at the Battle Creek Tabernacle as a reflection of “a very law-oriented
denomination,”3% contributing to a perceived strictness of reverence. Bette Anderson
attributed this strictness to the instruction of her parents, and by extension, other church
leaders at that time.>°’ Ethel Bradford perceives the Adventist Church of that time to have
been “strict” compared to the Baptist church from which she came out. This was the
worship posture the church wanted, she believes.3®® However, she has not felt constrained
by the perceived “staid” worship of Adventism, because she left the “outlandish” worship
in the Baptist church; she “embraced the staid worship.”3%® One can have the Holy Spirit
and be reverent—even silent—in worship, without being Pentecostal. ““You don’t have to
do all that stuff so that you have the Spirit. You could just be silent and it would be
working.”310

In the 1940s, Adventists were more formal in their liturgical decorum than they
are today. The church cultivated that decorum through its value of reverence. In those

days, the church was quieter.3!! The demeanor of the worshipers was not “somber” but

305 Benedict, Oral History, 5.30-6.3; Simmons, Oral History, 2.17-20. Also at the Washington
Sanitarium church, down the street from Takoma Park. TP10914, Oral History, 16.5.

308 Kellum, Oral History, 7.11.

307 Anderson, Oral History, 9.19-20.
308 Bradford, Oral History, 7.13.

309 |bid., 19.1-8.

310 |bid., 18.38-41.

311 Anderson, Oral History, 9.29.
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“more worshipful” as they did not greet friends in the sanctuary, but visited outside on
the steps, keeping the sanctuary set apart for worship.3!? Lloyd Kellum thinks that today,
when people run in and out of the sanctuary, it distracts from the spirit of worship,
causing others to lose their focus on God, and listen to what is going on up front. It is
“disrespectful to God.”*"® Quietness in worship recognized God’s holiness.3**

Among both Black and White Adventists, worshipers did not clap during the
service, but would vocalize “amens.””'® “The worship was directed to God so you didn’t
clap. You said, ‘Amen.’ In a concert hall, it’s directed to the individual who performed,
and so you would clap.”!® Lovey Verdun does not recall anyone explicitly teaching the
“no clapping” rule.3!” Who taught them? The “rule of prayer” taught them. Lex orandi lex
credendi. Even though in the Adventist church today, clapping in church has been done
for years, it is difficult for these older church members to get used to it.3!8 Back in the

1930s and 40s, even at Oakwood, “it was a rare thing to hear one say “amen.”3!° Bette

%12 Foote, Oral History, 11.33-37, 12.36-13.2.

813 Kellum, Oral History, 19.3-13, 31-32.

314 Ibid., 19.15-17; McMahon, Oral History, 7.17.

315 Anderson, Oral History, 10.1-3; McMahon, Oral History, 9.17-19; TP10914, Oral History,
16.12-14. Verdun does not remember many amens in the church. One sister sometimes said, “Amen now.”
Verdun, Oral History, 4.18-28, 5.19. At some Black churches, worshipers rattled the bulletin, waving it in
the air, as a way to “clap.” North, Oral History, 17.5-6. Others waved handkerchiefs. Verdun, Oral History,
5.13-17, 21-24.

316 North, Oral History, 17.10-12, 30-32.

317 Verdun, Oral History, 5.28.

318 North, Oral History, 17.20-22.

319 Rogers, Oral History, 12.41-13.1, 16-18.
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Anderson sang in a female chorus when she was a student at Battle Creek Academy in
the 1930s.32° They toured to a Black church in Burlington, Michigan.®?* She remembered
the Black worshipers voicing many “amens” and “hallelujahs.” In recent years, she
observed on the televised service of Oakwood University Church, featuring the preaching
of Carlton Byrd, that Black worshipers raise their hands more today, but do not say
“amen” like they used to in her early experience.®?2 However, some Whites believe that
the “amens” of Black Adventists were louder than Whites’ “amens.”3%

These conceptions of holiness, sacredness, and “set-apartness” influenced
Adventist worshipers, not only in their liturgical decorum, but in their dress as well. Men,
especially the elders and deacons, wore a tie and coat. At Battle Creek, Pastor Mills
(1947-1953) wore tails, with “nothing out of place.”*?* Likewise in Takoma Park, Pastor
George Rapp (1946-1952) wore a tuxedo with tails as well.>* The elders stayed on the
platform, even during the sermon. Worshiping without this formalism leaves one feeling

that “in some way the reverence of the service is lost along with meaning.”’3?® Elders set

320 She graduated in 1937. Anderson, Oral History, 10.12.
321 | assume this is Burlington, Michigan.
322 Anderson, Oral History, 10.7-20.

323 “They said amen real loud. . . . We said amen, but it was quiet.” TP8714, Oral History. 14.10,
15; West, Oral History, 15.13.

324 Simmons, Oral History, 2.11-14. In the 1940s, Pastor Merle L. Mills (1947-1953) wore suit
tails. Benedict, Oral History, 5.30-6.3.

325 TP8714, Oral History, 1.30-32.

326 Benedict, Oral History, 6.28-29.
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the standard for liturgical decorum, not the laity, for elders led the worship service from
the platform.3?’

In general, women did not take a role on the platform during the divine service,
other than music.3? As the church pursued reverence for God, over time only men were
allowed to govern the liturgy. In this way, the liturgy taught that only men held the
prerogative to guide the church in reverential worship. If the men did not lead this
fundamental part of the liturgy, then the church would not have approached God in the
proper manner. This marked a shift from the Second Great Awakening and early
Adventism, in which the doctrine of the priesthood of all believers guided the liturgy. In
those times and in some circles, this doctrine necessitated that both men and women lead
worship. By the mid-twentieth century, Adventist women were excluded from liturgical
ministry, outside of music. The role of musician, however, should not be overlooked.
Music provided an important outlet for women to shepherd the congregation, even when
men controlled the rostrum and the proclamation of the Word. As musicians, women
pastored parishioners with the gospel in song.

To some Adventists today, the worship of the 1940s may appear to be overly
formal, though Charles Foote maintains that those Adventists would not have perceived
their worship as such. Ellen White’s counsel against “the evil of formal worship” was

fresh in their thinking.®?° Foote thinks Adventists of that time interpreted Ellen White’s

327 Benedict, Oral History, 20.16-21.
328 |bid., 21.4-7, 20.

329 Ellen G. White to [Evangelist] E. E. and Bro. and Sr. S. N. Haskell, November 10, 1902, Letter
170, 1902.
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counsel as referring to the formalism of Episcopalian and Catholic churches, in which
worshipers recite things “more by rote.”33° This may also be attributed to the tendency
among Adventists during the twentieth century to base too much of their faith on what
Ellen White said—or was attributed to say—than on Scripture.®3!

Music for the divine service was set apart from other types of music, contributing
to the sense that the divine service was set apart from other life experiences, adding to the
sense of reverence in corporate worship.33? The organ especially contributed to this
feeling. Lloyd Kellum thinks there has been “a feeling in the mindset” of some
Adventists, that the organ makes the service “a little more reverential.”** For Bernice
Albright, the pipe organ helped her feel she was “in the house of God.”*** For Rosalee
Kellum, “the organ did that”:

Walking into the sanctuary and the organ was playing—maybe it’s because that’s
what | was taught—but | thought, “Okay, I’m coming in here, and I’m hearing a
reverence. And through the organ playing—even today—I come in, I sit down, and
I’m quiet and respectful.” I think, for me, the organ played a part in that.3*®

Though her husband is a pianist, both find the piano to be not as conducive to reverence

as the organ.®%

330 Foote, Oral History, 13.8-21.

331 McMahon, Oral History, 6.18-22.
332 Anderson, Oral History, 9.24-27.
333 Kellum, Oral History, 7.27-29.
334 Albright, Oral History, 6.26-29.
335 Kellum, Oral History, 28.14-18.

336 |bid., 28.20-34.
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Nonetheless, Lloyd Kellum believes the church needs to be “very obvious” about
the “reverence aspect” of the worship service.®¥’ In his experience, there was an ever-
increasing desire for reverence in the divine service during the twentieth century:

It may have been a matter of perception but not totally, I don’t think. The thing that
happened was that as time went by, a need for reverence in the sanctuary was more

paramount in my perception of it. As a result of that, the organ was more primary as
far as the music that was provided.3%

Ralph Benedict believes that the type of music sung during the divine service
contributes to, or takes away from, the sense of reverence:

| don’t agree with drums. It’s not that | don’t like drums, but I don’t think the worship
service has a place for drums as far as worship service. It gets too heavy and too
demanding; you need silence and quietness and prepare your heart and hear what the
Lord’s message is for you at that particular time in service.*°

Prayer, silence, and meditation helps the worshiper to “expand” one’s “thinking,” and “be
reverent and listen” to the message.>*° The music in the liturgy espoused and cultivated a
certain spirituality.34

The meaning of reverence was cultivated through the singing of the introit when
the elders and pastor entered the platform at the start of the divine service. Sometimes the

congregation sang,

Be silent, be silent, a whisper is heard
Be silent, and listen, oh, treasure each word.

337 Kellum, Oral History, 30.8.
338 |bid., 9.5-12.
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340 Ibid., 7.13-15.

341 Bradford, Oral History, 15.29-31.
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Tread softly, tread softly, the Master is here;

Tread softly, tread softly, He bids us draw near.3*?
Or more commonly, the rite featured the Habakkuk 2:20 text as corporate song:

The Lord is in His holy temple,
Let all the earth keep silence before Him .34

Lloyd and Rosalee Kellum discussed in detail the views of reverence in the
Tabernacle church during the 1940s. Reflecting on how pastors led the services during
that time, Lloyd Kellum exclaims, “It’s amazing how much emphasis they put on
reverence.”*** Just as Kellum connected the excellence sought by organists to theology,
he sees the church’s high view of God’s magnificence as the driving factor for reverence
in Adventist liturgy. “It needed to be [reverent], since He was the King of the universe,
that reverence and awe were important. And we as mortal beings needed to be reverent.
When you’re there to meet the King of the universe, that had great importance. That
importance today is almost nonexistent.”3*® Furthermore, Rosalee Kellum adds, “music
set the mood. . . . When we came in, the music was kind of setting that mood of here you
are now, you’re in church, and you’re meeting with God, and you are reverent. To me,
that’s what the music played a part in that.” LIoyd follows immediately, saying, “That’s

what happened when they sang, “The Lord Is in His Holy Temple.” . .. They came in,

342 «“Be Silent, Be Silent,” Church Hymnal, 601.

343 “The Lord is in His Holy Temple,” Church Hymnal, 690. The organist and choir led the
singing. Kellum, Oral History, 26.6, 10-11.

34 Kellum, Oral History, 26.32.

345 Kellum, Oral History, 26.37-27.3.
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they knelt, they got up, and there on, it was us and the Lord. For whatever the reason, |
think that was the purpose.”3*® For Lovey Verdun, this hymn became central to her
beliefs about worship.®*” All of this was “legislated by the service,” that is, the design of
the interfacing of music, liturgy, and leadership.®*® When “they sang, ‘let all the earth be
silent before Him,” . . . the tone was set.””3*° This fostered order and delineated when to be
quiet and reverent.3%° When the ministers entered—*it was usually quite a parade”—a
hush “fell over the church. Everybody kept quiet. . . . Everybody . . . bowed their
head.”%! Subject 1 of TP8714 remembers Pastor Charles S. Longacre (1918, 1936-1937)
engendering order in the service, and “all had that measured step when they came on the
platform. There was never any talking between the pastors who were sitting up there.””3%?
Elihu McMahon notes that the service music was appropriate to the liturgical
moment. Music contributed to spirituality at the opening of the service, at prayer, and at

the offertory. “They would open the service with a piece that made you feel as though

346 Kellum, Oral History, 27.18-26, 29.18-20, 30.1. Likewise, at the Ephesus church in 1939, when
he was only five years old, Elihu McMahon remembers this point in the liturgy distinctly. “The Sabbath
service was reverent. . . . When the call to worship was made and they would tell you that, ‘the Lord is in
his holy temple. Let all the earth keep silence before him,” from that point on, there was no joking or
secularism that would take place.” McMahon, Oral History, 1.13-17; TP8714, Oral History, 3.26-28;
Verdun, Oral History, 3.22-32.

347 VVerdun, Oral History, 24.10-11.
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349 Kellum, Oral History, 28.1-2; Verdun, Oral History, 3.38-4.1.

30 Kellum, Oral History, 28.11-13.

31 TP8714, Oral History, 2.8-10, 17.

352 TP8714, Oral History, 3.13-15; Verdun, Oral History, 3.33, 36.
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you were going to heaven. . . . When they had the intercessory prayer, they would sing a
particular song that made you feel as though you were like transcending this earth going
to heaven.”®* At the offertory, “the music should put you in a mood of wanting to
contribute what God has given you, and you’re returning it to the Lord. It should make
your heart feel as though this is what you want to do.””%>

These attitudes and practices interfaced with the belief that the rooms in which
Adventists worshiped were perceived as “the sanctuary,” a “holy space.”®>® The
sanctuary was not only where Christ ministered in heaven, but was also here on earth.
This was not unique to ethnicity, for much of the data from the interviews indicates that
many Adventists, both Black and White, held this conception. While affirming that
spirituality was fostered through the ritual and its music, Charles Bradford perceives this
as “extreme reverence for things,” whether it is the rostrum, the pulpit, the communion
table, or the ritual itself.®>® He thinks that Black Adventists have conceived of the church
building as “different” from other structures. It was the “Holy Place” and the “Most Holy

Place.”®’ As a minister, historian, and theologian, Bradford may hold a minority view

353 McMahon, Oral History, 9.8-12; Thomas, Oral History, 17.35-38.

354 McMahon, Oral History, 8.14-16, 29-31.

35 Foote, Oral History, 12.7-8.

356 Bradford, Oral History, 16.7, 12, 21-23.
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8.28-31. Perhaps the subjects of TP8714 hold this middle view when they use “like” instead of “is”: “That
was like a most holy place.” TP8714, Oral History, 4.5.
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among his generation.3® EPH10614 supports the view that Bradford contends,
advocating that the church ought to adhere to the concept of “sacredness.” The rostrum is
a holy place, a sacred place where God speaks through the minister to the people.®>*°
Likewise, Elihu McMahon describes the Ephesus church building interior as so beautiful,
“you actually realized you were in some sort of sanctuary, almost like in biblical times
where the ark of the covenant or something was at the end. You walked in and you felt as
though you were in a sacred place. At least that’s the way | felt.”360

This reverence also related to the belief in the holiness of God’s Word. The pulpit
and its immediate surrounding area, the rostrum, were for the proclamation of God’s
Word, as interpreted by the pastor through illumination.*®* Some Adventists intensified
this theology, viewing the preacher as prophet and mediator. The pulpit was where “the
one who was standing between us and God, stood.”*%2 The large wooden pulpit,
sometimes separate from the rest of the platform, stood by itself, often in the center,
contributing to this belief. “The podium was considered as sacred, because that was

where the preacher was going to talk to you about God from the Bible.”*® By actively

3% [ say, “may,” because I find it difficult, based on the interviews alone, to know precisely what
these older octo-, nona-, and centenarians believe. More conversation and research is required.

359 EPH10614, Interview Notes, 2.32-37; Thomas, Oral History, 8.9-27. Even in store-front
churches and auditoriums, Black Adventists viewed the worship space as sacred when they gathered for
corporate worship. North, Oral History, 4.19-30. North, Oral History, 22.30-33, 23.1-3. This has been lost
in Adventist churches. Thomas, Oral History, 19.15-16.

360 McMahon, Oral History, 13.7-10, 16-18; EPH10614, Interview Notes, 2.17-20.

31 TP10914, Oral History, 17.17-18.

362 Thomas, Oral History, 8.32.

363 |bid., 9.10-11. Sometimes soloists sang at the pulpit for a solo. North, Oral History, 21.28-
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listening to the Word, one reverenced God, showing obedience to Him.3%4 Put another
way, quietness prepares the heart for reverence, a giving of first place to God’s Word, to
which the worshiper actively listens and heeds.3%°

Elihu McMahon laments the theological perspective of many in the
denomination today, saying that God’s presence in the sanctuary is not revered:

When | was growing up, if you were not ordained, you could not go on the rostrum.
Now, anything goes, which to me is desecrating the temple. But there are some
persons here who believe, and | was just told it’s not, a couple of months ago, that the
sanctuary is not sacred in itself. It’s just a room, and it becomes sacred when we are
there because the Lord is in our hearts. Well, if the Holy Spirit is not in your heart,
then he’s not in the temple. | truly believe that once you dedicated the sanctuary to
God, whether you’re in the room or not, the presence of God is there, and | think that
you have to, when you come into the building, you have to honor that, but we don’t
do that anymore. As | said, when | was younger, 8, 9, 10, 11, 12, 15, there was never
any secular kind of added action that went on in the church.¢

For McMahon, reverence for God sprang from the Lord’s love in sending his son to
redeem us. Being reverent in the liturgy was how the worshiper surrendered oneself in
order to become Christ-like.**” Subject EPH10614 believes genuine reverence stems from

one’s relationship with God. The more of a connection one has with God, the more

22.21.
364 TP10914, Oral History, 17.28-29.
365 \Verdun, Oral History, 22.9.
366 McMahon, Oral History, 1.22-33.

%7 1bid., 9.17-18.
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reverence there will be in the sanctuary.®®® Claude Thomas says, “It’s what you did there
that made it sacred.”3%

Adventist worship in the first half of the twentieth century, with its prevailing
conception of music in liturgy and its accompanying spirituality, continues to influence
church leaders and Adventist liturgy and music today. Some Black ministers, whose
spirituality has been so shaped through music in the liturgy, will preach against their
perceived excesses in music today. They preach on being silent in worship, even to the
point of stopping the music of drummers and other instrumentalists.3’° Bradford rightly
notes that today, many younger Black and White folk view the issues of reverence and
celebration differently than Adventists in the 1930s and 40s.%"* Modes of spirituality have
shifted in the past seventy years, and as a result, these opposing spiritualities often create

conflict in Adventist churches, both Black and White.

Gospel Music and Adventist Spiritual Identity

In this section, we first consider the new twentieth-century musicological
development of gospel music and its relationship to Adventist spiritual identity. The
recent last thirty years (1990s-) has not been the only time in Adventist history to witness

changes to Adventist liturgy and music. The church’s worship has always evolved,

368 EPH10614, Interview Notes, 2.26-27.

369 Thomas, Oral History, 9.14.

370 Bradford, Oral History, 17.33-38.

371 Bradford, Oral History, 18.23-24. He thinks that much of this view of reverence developed due

to an interpretation of Ellen White’s writings relating to demonstrative worship. Bradford, Oral History,
19.29-31, 39-20.8; North, Oral History, 18.36-42; Thomas, Oral History, 8.1-8.
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especially developing during the first half of the twentieth century. Apparently, this
period has been overlooked by scholarship, likely due to the relative closeness of time.
The musical developments of the late nineteenth century contributed to the evolution of
music in the twentieth. In the late nineteenth century, denominational leaders gravitated
toward the gospel style of Ira Sankey and Philip Bliss. Adventist composers such as
Edwin Barnes and Frank Belden, followed in their footsteps, composing and publishing
hymnals in the contemporary style. This new gospel music featured strophic texts, often
coupled with simple refrains, drawing on popular song forms and styles, and expressing
the “personal religious experiences of evangelical Protestants.” This music sprang up
from the roots of revival singing of the late Second Great Awakening, flowering into the
four major varieties of gospel music in the twentieth century: northern urban gospel,
southern gospel, Black gospel, and country and bluegrass gospel.>"2

The gospel hymnody of the nineteenth century corresponds with the northern
urban gospel, as revivalists, such as Dwight L. Moody, brought the gospel to the cities of
Chicago, New York, and other major northern urban centers. These songs featured
winsome melodies, simple harmonies, and typically, a marked march-like rhythm
borrowed from secular song. The latter point must not be understated. The
psychophysiological effect of rhythmic music comes to bear upon this study. The
rhythmic nature of gospel hymnody made it at least as effective, if not more significant,

than the gospel message of its lyrics. Adventism had abandoned much of its

372 Stephen Shearon, Harry Eskew, James C. Downey, Robert Darden, “Gospel music,” In Grove
Music Online. Oxford Music Online, accessed December 14, 2017, https://doi.org/10.1093/gmo
/9781561592630.article. A2224388.
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demonstrative modes of liturgical expression in 1850. However, it continued its
expressive musical practice by embracing gospel hymnody. Northern urban gospel
hymnody became normative for the denomination. As the denomination grew more quiet,
reverent, and solemn in its liturgical rites, the denomination continued to offer its
expressive praise through gospel hymnody. The intense affection toward Christ in Song
gives ample evidence for this thesis.

A broad sweep of Adventist musical-liturgical history follows: The Black and
White spirituals of the Awakening gave expression to early Adventist worship.
Adventists continued in this stream of hymnody later in the century as they incorporated
the northern urban gospel styles. It should not be surprising, therefore, that Adventists in
the twentieth century continued to utilize newer gospel streams.

However, | also here posit a thesis that the development of gospel music was not
the only type of congregational music being introduced. Several musicians worked to
improve what they perceived as a lack of quality of music in the church. Beyond
composing gospel hymnody, and editing the 1886 HT, Edwin Barnes was interested in
serious music. Edwin Barnes played the music of Bach on the Battle Creek Sanitarium
organ. He could never have played this repertoire on the pump organ at the Dime
Tabernacle. Additionally, Harold Hannum’s Masters thesis served as the springboard for
the 1941 Church Hymnal. More than elitist, Hannum sought to elevate the quality of
Adventist worship and music, due to his deep convictions toward a theology of beauty.

Therefore, at least three streams of congregational song flowed through
Adventism during the twentieth century. Northern urban gospel hymnody predominated

Adventist song as the normative genre. High church elements began to be introduced into
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the denomination through the Church Hymnal and the strong choral anthem tradition in
the larger churches. Finally, Adventists gradually adopted Black gospel music into the
movement.3” Both Black and White Adventists wrestled with these developments. Not
only did they continue to embrace northern urban gospel hymnody, but they also
incorporated Black gospel music into their liturgical practice.

Though a long-time member of the Oakwood University church, Lovey Verdun
(b. 1928) has vivid memories of worship in St. Louis, Missouri. These recollections are
important, broadly informing what Adventist hymn selection looked like in the 1930s and
40s. Verdun gives a list of forty-two hymns from the Church Hymnal she remembers
singing in her early years. Most of these hymns are northern urban gospel hymns of the
nineteenth century, including “Don’t Forget the Sabbath,” “Look for the Waymarks,” and
“Watchman, Blow the Gospel Trumpet.” Others are rousing Protestant and Catholic
hymns from that period as well, such as “Abide with Me,” “Holy, Holy, Holy,” and
“Come Thou, Almighty King.” Some songs are service music, including the Doxology,
Gloria patri, and “The Lord is in His Holy Temple.”*”* While Adventist hymnody
included a broad range of non-sectarian musical expression, gospel hymns were the

predominant stream of congregational song. “It told a story. It helped us to remember

373 This is evidenced from the research interviews. Several participants discussed the entrance of
southern gospel style music into the liturgy, but participants noted that these developments occurred after
1944. Therefore, | have not included these data in the study.

374 Space does not permit including all in the text of the study. The reader may consult the
appendix. Verdun, Oral History, 25.

543



what the doctrines were without just sitting in a class going over the doctrines. We sang
the gospel songs.”3"™

Ethel Bradford observes differences in musical style from Christ in Song to the
Church Hymnal:

I think there’s a question about all of the hymnals, because after Christ in Song, what
did we do? We got this 1941 book, which, we right here in Oakwood, we’re like,
“Where did they get this staid music from?” It was different. The hymns chosen in
that book were different like they took out the ones that had rhythm, basically.3"

Critique of the hymnal did not only lay with Black Adventists. White Adventists also
made judgments about the new hymnal. Charles Foote recalls that in the 1960s and 70s
some members at the Battle Creek Tabernacle “felt that it maybe was a little boring to
them.” Foote thinks that the popular musical styles found on television at the time
contributed to this unease.’” In contrast, Foote recognizes that the church felt that Christ
in Song was more rhythmic in its emphasis than The Church Hymnal. By the 60s and 70s,
Adventists began to search for more rhythmic expression.3’

The Bradfords mentioned songs, such as “Pillar of Fire,”*"® as an example of

gospel hymnody. Frank Belden composed this song, both the text and tune, in gospel

375 Verdun, Oral History, 4.10-12, 24.12-14.

376 Bradford, Oral History, 10.1-5. Francis Goodine remembers that some people didn’t like some
of the things in the 1941 hymnal. Goodine, Oral History, 3.37-38.

377 Foote, Oral History, 5.24-26.
378 |bid., 5.37-6.12.

37 Frank E. Belden, “Pillars of Fire,” Christ in Song, 529.
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style, with a few dotted-eighth and dotted-quarter notes.*®° Adventists loved the hymn
and lamented its omission, along with many other favorites, in the new hymnal.38!

In the oral history, Ethel Bradford attempts to show two types of musical shifts in
Adventist expression. She has “watched the change” from “too rhythmical” to “too staid”
in the 1941 hymnal. She views “The God of Abraham Praise,” as an example of the more
“staid” musical expression.®®? She sees a move among one spectrum of Adventism
toward a more formal and staid musical worship style. At the other end of the spectrum,
Bradford sees a move toward the contemporary styles, such as Black gospel, represented
in the work of Thomas Dorsey.

During the twentieth century, American music expanded considerably. In the
nineteenth century, Black and White spirituals were sung a cappella. As denominations
introduced instruments into worship, the accompanied religious song genre developed
rapidly in the twentieth century. In Black churches, these songs were called spirituals,
jubilees, “church songs,” but also “holy roller” songs, and “Dorseys,” after the prolific
style of Thomas Dorsey.*® Eileen Southern carefully articulated how this genre
developed:

Pentecostal churches expanded rapidly in the rural South. When black folk began
pouring into the nation’s cities during the second decade of the twentieth century,

380 Beyond this minimal emphasis on rhythm, the bass line features a very steady marching
counterpoint, with steady quarter notes, primarily on the first, fourth, and fifth scale degrees. | do not think
the Bradfords gave the best example of a predominantly rhythmic song being taken out of the Adventist
hymnody in 1941. Others examples could be given, such “Ninety and Nine,” or “Jesus Loves the Little
Children.”

381 Anderson, Oral History, 8.20-21.

382 Bradford, Oral History, 10.28-31.

383 Southern, Music of Black Americans, 456-57.
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they took their joyful church songs with them into the urban ghettos, into the
storefront churches, some of which developed into large temples within a few years.
Very little documentation of this music in its early stages is extant. By the 1920s it
had developed into a distinctive genre, displaying features of both the historical
sacred black music and the secular. Observers perceived that this expressive church
music was essentially the sacred counterpart of the blues, frequently the sacred text
being the only distinguishing element. The call-and-response, rhythmic vitality,
musical density, predilection for duple meters, syncopation, improvisation, and “bent
note” scale were all present. The harmonic patterns of the music were chiefly
diatonic—that is, based on tonic, dominant, and subdominant chords as in the blues—
but the scalar “bent tones” changed some of the chords to secondary dominant and
diminished seventh chords.3%*

Many denominations were slow to adopt the new gospel song, as represented by
Dorsey’s gospel song, “Precious Lord,” published in 1932. Middle-class churches more
slowly adopted the genre than did lower class congregations.®® Charles Bradford
remembers the church explicitly not singing the music of Dorsey, particularly not
“Precious Lord.” However, Bradford notes that Dorsey’s style nonetheless influenced
Adventist worship.®% Ethel Bradford remembers when she first heard a Dorsey song sung
in an Adventist church. Around the year 1942 or 43, she distinctly remembers hearing
Frank Peterson, then President of Oakwood College, sing Dorsey’s “Amen”: “I’ll be
honest, I’ll be true, Lord . . . it is your service, prayer, Amen.” This, she says, was the
Dorsey style “creeping right on in.”*¥” Smaller congregations, such as James North’s

father’s congregation, Brooklyn Temple, frequently sang gospel songs, such as “Precious

384 Southern, Music of Black Americans, 457.
385 Southern indicated that class was a contributing factor. Ibid., 458.
386 Bradford, Oral History, 4.35-36, 7.35-39.

387 Ibid., 7.40-8.15.
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Lord” and “Yes, God is Real.”®® Larger churches, such as Oakwood and Ephesus, had a
“much more formal worship service,” and thus, tended toward conservation of the past
and resistance toward the new. North reasons that larger Black churches followed a more
formal service, due to being taught to worship and sing like the White churches.®* An
important factor North misses, however, is Bradford’s contextualization of the Ephesus
church within the Harlem Renaissance, an issue discussed later in this chapter.
Undoubtedly, the predominantly White Seventh-day Adventist denomination influenced
the worship of Ephesus. At the same time, Black Adventists, like other Blacks in Harlem,
embraced a more serious cultivation of music that included the Western classical
tradition. This music was therefore not inherently White, for it was actively cultivated
among Blacks as their own musical expression.

Both Black and White soloists and vocal groups embraced the Dorseys,
contributing to the proliferation of the gospel style. In the late 1940s, Beverly Benedict, a
White member of the Battle Creek congregation, belonged to a female vocal trio, which
performed “Precious Lord” on television and during the worship service.>*® These vocal
groups would also perform southern gospel music, a musical cousin to the Dorsey

style.®®! Thus, these musical styles began to be introduced into the liturgy and spirituality.

388 North, Oral History, 13.26-28.

389 |bid., 14.7-9.

3% Benedict, Oral History, 16.2, 33.

391 An important component of Adventist musical development is the vocal trio and quartet,

epitomized by the Adventist men’s group, The King’s Heralds. This entire genre deserves attention beyond
this study.
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By the 1940s, Adventists had been conditioned to the simple harmonies of
nineteenth century hymnody. Their harmonic palette predisposed them against new
harmonic progressions and accompaniments to congregational song and solo music.
Blues and jazz harmonies were associated with secular music. LIoyd Kellum thinks many
Adventists have resisted his rich harmonies and the gospel-style meters because of
associations. “What you do with it is the name of the game.” “If you play a seventh, is it
going to be a 16th note, or is it going to be a quarter note, or is it going to be whole
note?”3%2 This is a “just cause,” because “the adversary has done so much with music. . . .
He got so little time” to deceive humanity through music, before Christ’s soon return.3®

Speaking of Black gospel today, Elihu McMahon thinks that when the music is
“very jumpy,” rhythmically, “and if you change the lyrics you’d swear you were in a
night club.”3% Though current Black gospel sprang from the earlier Dorsey style, he
believes that the new gospel styles are wrong. | attribute this to the normative nature of
the liturgy. And yet, McMahon affirms that music in the liturgy affects theology and
spirituality. “If you look at the commandment, you know, the stranger within your gates
is now supposed to honor what you do with respect to honoring God, but you don’t let the

stranger who has a different worship mode come in and bring his worship in and change

392 Kellum, Oral History, 20.14-18.
3% |bid., 21.5-. “We felt that all this loud music, this jazz music . . . not to be worshipful. . . . Now,
you can’t tell the difference in the music here at Oakwood as you can in the churches in the world.” Rogers,

Oral History, 12.4-6, 17-19.

3%4 McMahon, Oral History, 2.41-42.
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your way of worshiping.”3% James North also sees a connection between music, worship,
and spirituality:

Some of these hymns people sang at home, while they were washing the dishes, and
washing clothes and cleaning the house, they were singing some of these hymns, so
some of these hymns became part of people’s lives. A lot of them had family worship
and they sang them for family worship, even if they didn’t have a piano. They just
[sang] a cappella. The hymns were part of people’s lives.3%

A common misconception lies within many minds that Blacks and Whites sing
different hymns. Much of this perception derives from anecdotal experience, rather than
reality. Today, it is true that many White Adventist churches and institutional churches
sing different songs than many Black churches. The Thomases spoke at length about the
difference between Black and White hymns, however, they compared Oakwood with
Pioneer Memorial Church on the campus of Andrews University and Loma Linda
University church. At times, institutional Adventist churches include a diversity of
congregational song not reflective of the smaller churches. I shared with the Thomases
that the “little White church down the street” is singing gospel hymns. Jocelyn Thomas
responded, “See, we sang those types of songs. | think we sang the same the thing.”3%’

The difference lies, not necessarily with the corpus of hymnody, but with the
meter of the selections, and the manner in which they are performed and sung. Black
Adventists have a predilection for compound meter hymns, or to convert simple meter

4/4 hymns into compound meter (12/8), in the style of twentieth century gospel song,

3% McMahon, Oral History, 3.7-10.
3% North, Oral History, 30.23-28.

397 Thomas, Oral History, 11.21-23, 31, 12.1-2, 20-35.
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represented by Dorsey.3%® One should not be surprised or even alarmed that Black and
White Adventists would embrace twentieth-century gospel music, because the new styles
descended from the earlier revival traditions.

While Adventist liturgical music continued to develop, so too did Adventist
spirituality. Shifts of music in the liturgy affected the liturgical theology and spiritual
identity.

Adventist Spiritual Identity in the
Experience of Music

Though addressing contemporary challenges, the attitudes of the research
participants toward change in Adventist worship illuminate the indelible impression
music in the liturgy made upon the worshipers in the 1930s and beyond. Major changes
in music in the liturgy, over the course of a lifetime, are often exceedingly difficult. The
early childhood experience of music in the liturgy became normative for many of the
research participants, revealing the striking power of lex orandi lex credendi.

The perceived changes in liturgy, especially in the 1980s and 90s, are viewed as a
change in beliefs. “The church started changing some of its viewpoints and some of its
ways of having Sabbath services.”**® Theology and praxis go hand in hand. Rosalee

Kellum understands that the liturgy has been formative for her spirituality, while also

3% Thomas, Oral History, 11.36, 37-39, 12.9-10.

3% Albright, Oral History, 12.8-9.
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recognizing that the church is not going to be like it was in the 1940s. “We want it to be
like what it used to be, and it’s never going to be like it used to be.”*%

According to Charles Foote, “Music has a large part to play in the worship.”
While recognizing that, we must also understand that musical preferences “do change
with the times. It needs to be relevant to the participants and the congregation, but it
should always, always be worshipful and point to God.”*%* Cullen Phipps adds that the
Adventist church should stay away from extremes in music, and distinguish between
church music and rock music.*°2 Regarding the music today, Bernie Albright states,
“there is no quality in about six words and saying the same thing over and over again.”*%
In her view, the hymns in the hymnal have depth and quality. “I don’t enjoy going to
worship and looking at a screen . . . because | didn’t grow up with it.”4%4

As | have surveyed Adventist liturgical and music history in this study, the core of
Adventist spiritual identity has remained. The central focus of Adventist spiritual identity
has always been a love for Jesus Christ, who is coming soon.*% Music bolstered the

message.**® Second coming hymnody has continued to express Adventist spirituality in

400 Kellum, Oral History, 30.20-21; Rogers, Oral History, 23.23-26.

401 Foote, Oral History, 17.6-9.

402 Phipps, Interview Notes, 2.10-13.

408 Bernice Albright, Oral History, 5.1-3.

404 Bernice Albright, Oral History, 3.30-33. Benedict, Oral History, 7.42-43, 22.26-28.
405 Benedict, Oral History, 24.25-28, 30-31.

406 McMahon, Oral History, 23.4
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the twentieth century. “Lift Up the Trumpet” was a favorite.*%” “I want to see singing and
music all say He’s coming again, get ready, He is coming.”*%® Wayne Hooper’s hit, “We
Have This Hope,” has struck a chord on the heart strings of Adventists since its illumined
composition in 1962, becoming core to Adventist spiritual identity the past fifty years.4%°
In an un-recorded interview, Charles Bradford discussed with me the shared
identity of Adventists, both Black and White. “Our worship was different from the other
churches, because we are a called-out people.”*° Elihu McMahan agrees, saying that the
music in liturgy should reveal that Adventists are a “peculiar church.”*'! A growing
concern among older Adventists is for the church to be distinctive, that it should not
become just like the world.**2 James North believes the shared identity comes from the

normative counsel of Ellen White, above and beyond a shared theology of worship.4!3

407 Benedict, Oral History, 23.31-33, 24.2; North, Oral History, 28.14; Rogers, Oral History,
22.16; Thomas, Oral History, 11.10.

408 Thomas, Oral History, 17.22-23. That Jocelyn Thomas says this indicates that today,
Adventists do not reflect the second coming often in their congregational song.

409 Though “We Have This Hope” was introduced and performed for General Conference sessions
in 1962, 1966, and 1975, the 1985 Seventh-day Adventist Church Hymnal contributed significantly to its
rapid adoption into liturgical practice. Wayne Hooper, “We Have This Hope,” Seventh-day Adventist
Hymnal, 214; Hooper and White, Companion, 214. Anderson, Oral History, 8.22, 31; 12.32-33; Benedict,
Oral History, 23.21-22.

410 | remember these to be his words. His words made such an impression upon me, that |
immediately began using this phrase in the classes | teach, seeking to cultivate harmony and unity between
ethnic groups in my courses. Thus, | think these words come very close to the actual words he said. The
interview occurred in October, 2013, including Charles, Ethel, and myself. Unfortunately, the notes to this
interview have been lost. The interview was so significant due to the content shared, that conducting the
oral history in 2014 became critical for this study.

411 McMahon, Oral History, 3.4.

412 Albright, Oral History, 4.14-17.

413 North, Oral History, 18.32-42.
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When asked whether it was the Adventist message, or prevailing White culture,
that contributed to the great similarity between Black and White worship, Ernest and
Annelle Rogers gave contrasting answers. Ernest believes “it’s the message more than
anything else.” While Annelle recognizes the message, she also gave insights into
culture. One’s skin color does not determine one’s culture, but one’s environment.**4 The
message itself creates culture. That Adventist culture competes with the predominant
White American culture, as well as the Black American culture. Hearing Annelle’s
comments, Ernest agreed, saying, “I think that the message that we have today is a
message that brings people together. With one blood, he has created all nations of the
world.”*¥® In the conversation, Annelle expanded the Adventist message beyond the
common conception of doctrine, to the “love of Jesus”:

You pray for that love, ‘cause you don’t automatically have it. . . . [Don’t] care what
color you are, if you don’t love, and if you don’t love the white man because he did
what he did for your fore parents, how you gonna make it into the Kingdom? You’re
not gonna make it. . . . If he doesn’t love you, he isn’t gonna make it either. Love is
the pivotal point. . . . Love your enemies. Bless those that curse you, good unto them
that hate you and persecute you, that you may be the children of your Father which is
in Heaven. Cause he sent his rain on the just and unjust. I think that’s the Adventist
message.*16

Annelle’s words resonate from a heart that is being softened by Christ’s love. Her

grandparents were slaves, and they themselves were children of slaves. The family did

414 Rogers, Oral History, 19.23-32.
415 |bid., 19.38, 20.4-5.

416 1bid., 20.20-39.
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not hand down the painful stories of slavery. Like them, she chose not to share with her
children about Jim Crow segregation, so as to avoid cultivating hatred in their hearts.**’

Likewise, Ernest sees the Adventist message as a unifying force, stronger than the
power of racism in the church:

Basically, the message does that for you if you really believe it, and that is the thing
that has helped us in our relationship. I have no hard feeling toward anybody of any
race, because, with one blood, God has made all people of the earth to dwell together.
If you can look upon Jesus, and how he related to all the other nations of the world,
this is the pattern that he set for us, and this is the thing that we follow in our
thinking.*18

His favorite hymn reflects this spirituality: “There is power, power, wonder-working
power, in the blood of the Lamb.”4%°

Annelle’s two favorite hymns demonstrate the power of the Adventist message,
synthesized with her Black experience of deliverance through God, resulting in praise.
She likes, “Lift up the trumpet. . . . Jesus is coming again,” a quintessential Adventist
hymn in the early twentieth century. And her second favorite, “Praise Him, Praise Him,
God is Love,” brings together her need to praise God, because, “The Lord has been
extremely good to me, and I can’t thank him enough. I praise him all the time, and my

prayer is, with all this goodness he’s been to me, | want to be good to somebody else.”*?

417 Rogers, Oral History, 21.4-6, 15.
418 |bid., 21.19-24.
419 1pbid., 22.5-11.

420 1pid., 22.12-20.
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Her praise of God reveals her utter dependence upon God, something which Ernest
describes as “the Black experience.”?!

Having laid down evidence for the historical practices of music in the liturgy, we
can now articulate elements of derived spiritual identity. The Adventist message found
center place in establishing Adventist identity. Music cultivated that message into the
spirituality of the believers. Paramount in that spirituality was the belief in Christ’s soon
return and the hope of heaven. Gospel music continued to be the liturgical music of
choice, even as the genre continued to develop. However, the doctrine of the Word and
the Law combined to foster a predominant spirituality of liturgical reverence. The
accompanying liturgical theology of reverence implies that many Adventists believed in
an ontological presence of God in the earthly sanctuary.

In light of this liturgical theology, we can also now describe the modes of ritual
sensibility of the shared spiritual identity.*?? Both Black and White Adventists had
abandoned their nineteenth-century demonstrative worship practices. No longer was the
ritual psychosomatic, exclamatory, nor embodying.*?® The basic activity was no longer
physical demonstration. Decorum, ceremony, and liturgy now dominated the mode of
ritual. Decorum was important, as the mood of worship was proper, or polite. This could
be seen in the greeting and “up and down” nature of ministers at the rostrum. The ritual

frame of reference, especially at Takoma Park, with the ministers functioning as

421 Rogers, Oral History, 22.29-32.
422 See Chapter 2 for Ronald Grimes’ taxonomy of the modes of ritualization.

423 This is not to say that their liturgical practices did not embody beliefs. All ritual embodies
beliefs.
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dignitaries on the platform, was like a political ceremony. The voice of the ritual was
often imperative, “Do this, behave this way, don’t do that.” Descriptions of the ministers
revealed that the ritual was enforced. During this period, churches began to institute the
policy of prohibiting people from entering the sanctuary at certain times.

Due to the overwhelming evidence for reverence in the worship, the most
common mode of ritual sensibility had become that of liturgy. The holiness of God
became the ultimate frame of reference, cultivating a mood of reverence. The liturgy
found voice in interrogative requests of the divine, and declarative doctrinal preaching.
The basic activity was now ontological. God quite possibly took physical residence in the
sanctuaries of the worship spaces. Liturgy became cosmically necessary to experience
God’s presence. In this light, Adventist liturgy, once so radically reformed, had begun to
adopt a sacramental nature to preaching, music, and the liturgy, becoming not so far
removed from the Catholic and mainline Protestant denominations it had declared

“fallen” one hundred years earlier.

White Adventist Spiritual Identity

Beyond the shared spiritual identity in music articulated above, little more can be
said about White Adventists during the period. Sadly, many White Adventists continued
the American doctrine of separate Black and White ontologies. These Whites perpetuated
racism in organizational structure, ministry, and worship praxis. This created a culture of
shame, denying Black Adventists acceptance into the White houses for worship.

This view of reality affected not only anthropology, but also cosmology.
McMahon recalls a time before the regional conferences when a White minister preached

at Ephesus. Following the singing of a spiritual, the minister stated, “When we get to
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heaven, we’re coming over to your side to listen to you guys.” McMahon comments, “In
the mind of the white ministers, there was going to be two heavens. There was going to
be a black heaven and a white heaven, and they’re coming over to our side to listen to
gospel or spirituals.”*?* This ontology has continued until recent years, as one minister
told McMahon that “when we are translated, we’re all going to turn white.”*?®> American
racist ontology had usurped the beautiful conceptions of music and heaven that
Adventists had held during the nineteenth century.

Black Adventists remember the hateful practices of Whites in the context of
worship. After the establishment of the regional conferences, Whites prohibited Blacks
from attending their services.*?® Whites generally did not go to Black services and
prohibited Blacks from attending White services. Comparing the worship of Blacks and
Whites in the 1930s and 40s reveals challenges, when considering that few had a

thorough experience among both ethnicities.*?’

424 McMahon, Oral History, 18.9-16; Verdun, Oral History, 16.9-30.
425 McMahon, Oral History, 18.20-21.
426 |bid., 18.6-7.

427 «| can’t really compare [the Black service] to white service because | never really attended a
white service.” Ibid., 19.22-23. James North first attended a White service when he went to college at
Atlantic Union College in Massachusetts in the 1950s. North, Oral History, 14.11-13. “We knew we
weren’t welcome in the white churches and we didn’t bother to go.” Ibid., 15.24-25. I can’t recall ever
seeing any white people in any of the black churches that | went to.” Ibid., 15.27-28. Verdun, Oral History,
15.37-39. TP8714, Oral History, 14.18; Thomas, Oral History, 12.3-6, 13.34-35; West, Oral History, 14.34.
Though he did not go to any White services due to segregation, Claude Thomas compares Black and White
worship in the 1940s, saying that one heard “little to nothing” in a White church, while in a Black church,
one heard “distinct amens.” Ibid., 15.18-20. This evidence is fraught with challenges. Most importantly, if
Blacks were prohibited from White worship due to racism, how could a Black man know what was going
on in a White church? Thomas’ White experiences came in the 1970s. Is it anachronistic to read 1970s
White liturgical practice back on to the 1940s? Or was liturgy so slow to change that such a comparison is
valid? Thomas is probably right, but it certainly confounds logic to say White worship was a certain way
when the person speaking was not even there.
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Racial prejudice has been palpable, not only by Whites toward Blacks, but also by
Blacks toward Whites. Today, some of the Ephesus community only identify with
“spirituals and gospel,” not “white-ified music.”*?® McMahon observes a shift in some of
the anthem repertoire of the Ephesus church choir.

| think they’re getting away from singing anthems simply because they don’t want to
do anything that’s considered white. That’s how prejudiced I think they are. You
don’t realize it, but that’s how prejudiced these people are. You know, it’s not just
white people not wanting black people in the congregation. It’s black people not
wanting white people in the congregation.*?®

Many Black Adventists have expressed anger over the racial divide, the perpetual
systemic racism in the denomination, and the necessity for separate conferences,
historically based on race. This is understandable. Many Whites have grossly mistreated
Blacks, as the history of this study has shown. Black Adventists acted on the underlying
hurt in a number of ways. McMahon sees that this hurt has pushed some Black leaders to
make claims about Whites that are untrue. He recalled a prominent Black Adventist
preacher and leader stating that Whites “can’t preach.”

The fact that people that you consider white people are being converted to Adventism
by white ministers, it’s obvious that the Lord speaks through white ministers just as
well as he speaks through black ministers. . . . It seems to me that you represent hell
and damnation to the Adventist movement if you’re preaching that kind of
foolishness, because God does not know color. . . . Because you’re so angry for not
getting jobs, what you’ve done is sort of made this divide, this chasm that can’t be
breached.**

428 McMahon, Oral History, 13.39-42.
429 1bid., 14.5-10.

430 Ibid., 19.9-20.
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The sad reality is that many Whites also tend to reject anything that is Black. A
perpetual cycle continues, as fellow believers continue to hurt one another. At the heart of
the issue, however, is American racist ontology, which has created a culture and system
of hate based on skin color. This worldview is cultivated by White Americans, both
inside and outside of the Adventist church. This study ought to behoove White Adventists
to befriend fellow Black Adventists, to listen to their stories, and appreciate their
worship. Preferences will not likely go away, but prejudice may, as relationships and the

power of the Holy Spirit work together to stem the tide of the sin of racism in America.

Black Adventist Spiritual Identity

The expressions of Black spirituality have been nuanced across countless
denominations and local churches. Since the first independent Black denominations and
congregations, there have continued to be great diversity of worship styles among Black
American Christians, ranging from “emotional jubilance to solemn reverence.”*3 This
reflects the capacity and regularity of “cultural innovation” in religious syncretism.*32
Each local group has determined its own limits or boundaries for ritual action, while still
basing these mannerisms upon prior African rituals and existential needs.**® African
heritage and American slave experience provided the lens through which African
Americans have interpreted their circumstances and created beliefs and practices that

spoke to those spiritual needs. Black Christians syncretized their own African and slave

431 Costen, African American Christian Worship, 75.
432 Baer and Singer, African American Religion, 275.

433 Costen, African American Christian Worship, 67.
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experiences with White traditions, utilizing their own creativity towards their own
synthesis of spirituality.

Not all Black worship communities developed the same. Black spirituality is
broad-ranging, multi-faceted, and should not be stereotyped. The commonality of this
historical development of African American spirituality resulted in a “black sacred
cosmos.” This religious worldview perceives the whole universe as sacred and lies at the
heart of the African American religious experience.*3*

Some congregations and denominations retained more of their African heritage
than others, while some abandoned the African worldview and practices, approximating
more closely with White worship practices. Nonetheless, all Black Christian Americans
“claim heritage in the Invisible Institution,” regardless of denominational flavor:

Congregations that were part of a Euro-American denomination often attempted to
follow the polity and procedures of the denomination, often discarding some of the
traditional African American folkways. Where inherited orders of worship avoid
references to songs other than hymns, psalms, and anthems, traditional Negro music
(African American Spirituals) might be excluded. If the pastor is a seminary graduate,
and a large number of members are college graduates, there might be a high
frequency of the use of well-organized sermons, anthems, and anthem arrangements
of Spirituals. If worshipers have been exposed to pipe organs, the membership is
often willing to stretch its budget to purchase one.”*®

Liberation in worship continues to define African American spirituality in
worship and music. Black Christians have continued to praise God amidst the protest of

the oppressive society built upon White racism. In order to transcend the unhealthy

434 Lincoln and Mamiya, Black Church, 2; Shelton and Emerson, Blacks and Whites, 6-7.

435 Costen, African American Christian Worship, 76.
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societal structures, Black Christians respond with their own anti-structures of ritual that
protest the prevailing conceptions of salvation as only cerebral. “The unique modes of
responding—ypraying, preaching, singing, gathering, and greeting—foster and nurture the
anti-structural dimension of social awareness.”**® Black Christians thus express liberation
in worship and in society. “The common African heritage and the socialization process in
a racist society provide the foundation for many aspects of worship that connect African
Americans and transcend denominational labels.” Because Black worship is separate
from the oppressive society, it provides the vehicle for ecstatic modes of ritual that allow
the community to free their thoughts and restore hope in the gospel.**” Claude Thomas
notes that smaller Black Adventist churches avoided the “ritualistic’—that is, the “rigid”
and “prescribed” category of ritual—in favor of a more “communal” spirit.*®
Demonstrative Black Adventist worship allowed the community to tap into their African
roots, drawing the congregation together.

Not all aspects of Black spirituality relate to every Black denomination or local
church. Black Adventism shares many commonalities with the broader Black Christian
American community. However, conversion to Adventism necessarily demanded a shift
in worldview and spirituality. The Adventist doctrines of the great controversy, the
sanctuary, the Sabbath, the state of the dead, and the Bible as the supreme liturgical

criterion eclipsed much of the African worldview among Black Adventists. Because of

436 Costen, African American Christian Worship, 67.
437 |bid., 67.

438 His use of ritualistic probably means repetitive action. See Chapter 2. Thomas, Oral History,
17.2-3.
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the ontological and liturgical implications of these beliefs, as evidenced throughout this
study, both Blacks and Whites discontinued most of their demonstrative worship
practices. As evidenced in Chapters 4 and 5, Ellen White’s counsel for both Blacks and
Whites on the issue of demonstrative worship was similar. Excitement in worship must
result as the movement of the Holy Spirit upon the heart, as a response to the Word of
God. Biblical beliefs must govern liturgical practice. Lex credendi lex orandi.

Similarities in worship were based upon doctrine, not race or White supremacy. It
is erroneous to interpret the history of Black Adventists as having retained their African
beliefs, simply accommodating to White liturgical practices. This view denies the
harmony required by liturgical theology. Instead, they fully converted their beliefs.
Charles Bradford notes that in his ministry, Adventists “felt it was a sin to follow the
Baptists too much. We had something different in our own minds—superior to those
others.” Adventist worship was different, viewing some denominations as overly
enthusiastic.** If Whites were staider in their worship in the 1930s and 40s, and if Blacks
were more demonstrative in their worship, the differences are by a small degree. In those
days, Black worship “approximated in some respects the white worship,”**° due to a
shared liturgical theology.

In addition to doctrine and a unified liturgical theology, other historical factors
contributed to the similarities between Black and White worship. The Great Migration,

beginning in 1916, of thousands of Southern and Caribbean Blacks to the northern urban

439 Bradford, Oral History, 4.23-25, 29-30.

440 North, Oral History, 16.27-30.
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centers greatly impacted Black American culture, leading to the Harlem Renaissance.
This movement was the concerted effort of Black Americans, endeavoring to create the
very best and most artistic music, which included hymns and the choral tradition.*** This
renaissance was therefore an early precursor to the Civil Rights movement, in that it
empowered Black Americans to embrace their heritage and uplift the race in the eyes of
society.4?

As a result of the influx of Caribbeans in the urban centers, some Black
Adventists have attributed the singing of hymns and the great choral anthems as a
dominance of Caribbean influence. The influx of Anglican hymnody via the 1941 Church
Hymnal came by way of Harold Hannum and the hymnal committee’s desires to elevate
church standards, not Caribbeans. This was also not a direct English influence,** but an
embracing of the high church tradition, that included English hymnody. Afro-Caribbean
Adventists do “have a leaning towards the English hymns.”*** However, the English
influence in the Caribbean does not come solely by way of the hymnal, but more likely

through the well-known history of English colonialism in the Caribbean.**® Afro-

Caribbeans learned the Adventist liturgy and music through their English leaders.

441 Thomas, Oral History, 5.34-35.

442 | ondon, Seventh-day Adventists and the Civil Rights Movement, 97-98.
443 Bradford, Oral History, 10.38-43.

44 |bid., 11.2-8.

445 Thomas, Oral History, 2.23-30.
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Another aspect to consider is the hymnody and choral anthems themselves. As
seen in this study, most of Adventist hymnody stemmed from the American tradition of
Protestant congregational singing. Though European musicians and culture influenced
American composers, revivalistic music of the nineteenth century—which includes Black
and White spirituals, and gospel hymnody—developed out of the unique American
religious landscape. The choral anthems by the Adventist church included both American
and European compositions.**® In the United States, these hymns and anthems were not
indicators of Caribbean culture, though musically trained West Indians joined Americans
in making music. The hymns and anthems reveal a strong American tradition of
congregational singing and choral music. All the large churches in this study, and even
smaller churches, utilized hymns and anthems, giving no suggestion that ethnicity
informed the practice. As we have seen in this chapter, the Harlem Renaissance
influenced not only the Black churches in New York, but had also reached the Midwest.
The music of Ephesus was more similar than different to the wider Adventist musical
culture.

In the aforementioned private interview with Charles Bradford, he related to me
that the Harlem Renaissance empowered Black Americans. Black Adventist musicians
and ministers leveraged great music as a major evangelistic tool, declaring to the
denomination and ruling White society, “We are just as good or better musicians. We are

legitimate musicians. Our worship is legitimate, and we can do the very best.***’

446 Thomas, Oral History, 5.31-32.

447 See also McMahon, Oral History, 14.33-37.
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Some Black and White Adventists sought to elevate the standard of Adventist
liturgy and music. Among Blacks, influence came from the Harlem Renaissance. White
influence derived from a shift in aesthetics and the appeal of the high church tradition.
Both ethnicities embraced renewal. For Blacks, singing the best anthems in the best
manner showed that Blacks were just as good or even better than their White
counterparts.

As time progressed, and influenced by the Harlem Renaissance of the 1920s and
the developments leading to the Civil Rights movement of the 1960s,*® Black Adventists
much more approximated to the wider Black American culture, embracing ontological
blackness.**® “Ontological blackness is a philosophy of racial consciousness. It is
governed by dialectical matrices that existentially structure African Americans’ self-
conscious perceptions of black life.”**° Thus, “Blacks came to be proud of their
blackness, and it became a theme that you threw into the white people’s faces. ‘Black is
beautiful, and so I’m going to do black. Whatever black is I’m going to do black.” And
our black churches picked that up. A lot of them did. If it was black it was great. If it

wasn’t black it wasn’t good.”**!

448 _ondon, Seventh-day Adventists and the Civil Rights Movement, 152-153.

449 See the positive correction to Adventist historiography and doctrine made by Peterson and
Cleveland. They followed many of the traditional Adventist themes, but included Black Adventists in the
story, including a diversity of ethnic photographs. Frank L. Peterson, The Hope of the Race (Nashville:
Southern Publishing Association, 1946); Edward E. Cleveland, Free at Last (Washington, DC: Review and
Herald Publishing Association, 1970).

450 Anderson, Beyond Ontological Blackness, 14.

41 North, Oral History, 19.3-7.
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Alma Blackmon (1921-2009), among others of her generation, viewed herself as
a Seventh-day Adventist, and her Christianity as more important than her ethnicity. It
used to be stated among African Americans, “We are Seventh-day Adventists who are
Black.” Over time it has become, “I am a Black Seventh-day Adventist,” placing one’s
ethnic heritage before one’s faith.*>? James North also observed this shift, for when it
comes to “expressing oneself”—“music, clapping, dancing, shouting”—*those are
expressions of that black Seventh-day Adventist.”*3

James North thinks the changes in Black Adventist worship music developed due
to these factors; because Blacks emote differently than Whites, the music began to
change among Black Adventists.*** Ernest Rogers observed the change in music,
beginning in the mid-1940s and into the 1950s:

Some of us, by nature, we are rhythmic. We like music that we can tap our feet to,
and sooner or later we could stand up. Sooner or later we could start moving around,
and now, . . . to some, that’s worship. . . . But to me, I think it’s more or less, . . . they
just want to be seen. They want to show off. Then | thought later, well, that’s the way
they worship God.*>®

Rogers connects Black worship practices to life experience, showing how Black worship

is a response to what God has done in their lives. Black and White Adventists shared

452 Blackmon, “Black Seventh-day Adventists and Church Music,” 185. Dedrick Blue, interview
by Jeryl Lee Cunningham-Fleming, New York, NY, September 27, 2011, in Cunningham-Fleming,
“African-American Identity,” 54.

453 North, Oral History, 19.13-15.

454 1bid., 14.9-10.

4% Rogers, Oral History, 13.33-40.
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similarities in worship, because the Adventist message has “transformed our whole
lives.”

Though Black worship shared many similarities to White worship, Black worship
is different due to the Black experience. Subject EPH10614 discusses the significance of
the Black spirituals, relating how these songs tell the story of the Black experience.
Singing the spirituals shared this history. “Music has been the medium through which this
experience has been passed on from generation to generation.”**® In the 1930s and 40s,
Black Adventists continued to interpret the spirituals with a double entendre. These old
songs spoke to the contemporary context of Jim Crow.*” Through singing the spirituals,
Black Adventists embraced their common African American past, while appropriating
the gospel message to their present context.*>® For Ernest Rogers, music helped him
express his experience:

As | said, | came from the slums. . . . For others who came up in that environment,
that’s all they know, so to worship God means that you got to show that you love
God. You got to praise him, you got to have some type of demonstrative activity to
show that you really believe God, and that God is going to help you. They’ve gone
through so many trials and temptations, and when they get to church, this is a time to
release it, and they release it in praise. This is what they call praise, and the music that
they have now is called praise and worship. . . . But to me, they think by loud singing,
and things of that nature, you can move the emotions of the people, and they would
become more susceptible to whatever you want to get over. To me, | don’t like
that.*>®

4% Lacy and Osterman, “Music at Oakwood,” 38.
457 EPH10614, Interview Notes, 1.11-18.

4%8 «[Singing the spirituals] kept before us our fore-parents, forefathers. My grandmother was a
slave. My great grandmother was a slave.” Verdun, Oral History, 14.24-25.

459 Rogers, Oral History, 14.20-36.
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Rogers views some of the music practices today as going too far. Music in the liturgy
during his childhood has influenced his perspective on worship today. These arguments
are not unique to Black Adventists. This does not preclude, however, the differences
between the ethnicities based upon the American experience:

Whites haven’t experienced some of the things that blacks experienced, for example,
you are not watched and suspected every time you go round the street. There is a
certain respect that the officers have for you, but when you go round the street, if you
show any signs of progress, then police aren’t gonna stop you because you aren’t
supposed—They aren’t supposed to do that. So far as relationship with work and
everything else, you have difficulties, all types of difficulties that blacks have that
whites never experienced, and when one gets to church, this is the time when they can
release themselves, and express God, and thank him for his mercies. This is the thing,
and black preachers know how to appeal to that emotion, and they can—“Nobody
knows the trouble 1’ve seen, nobody knows but Jesus.” When they can see a mother
who’s having difficulty with her children, when they can see a parent over here that
doesn’t have milk to feed and food to feed their children, you have debts and rent that
you cannot pay.

All of these things come, when they come to church, they come with these
burdens on their hearts, and they preach to a person uplifting sermons so as to make
them feel that God is with them, and even though they are passing through trials,
everything is going to be all right, and they can leave with a relief somewhat because
their spirits have been satisfied. They have met God. God has spoken to their heart.

... Before I became an Adventist, | had difficulties and trials. My mother—I
came from a family of seven. Father dead, mother doing all of the work. You had to
get out and make your own. You [White] folk never had experiences like this, you
see. When [a Black person comes] to church on Sabbath, and you know what you
have passed through, through the week, there’s a feeling of release that comes, and
you can express that to God. Sometime you just sit there and cry. Sometimes you
said, when the preacher speaks about difficulties and things, without thinking about it,
you holler, “amen.”

That touches you, we know, because that’s an experience that he knows that you
are going through, that probably some of you in the white churches have never
experienced. This is why black worship is so emotional, because as the old negro
hymn says, “Nobody knows the trouble 1’ve seen. Nobody knows but Jesus.” You
never know the tension that’s going on. You never know the sadness. You never

568



know the poverty strickenness that people are enduring. All of these things come to
play, and this is why | stopped criticizing and says, “Well if they want to do that, let
them do it.” This is release. They come to church. They find peace for their souls, and
they express it and let you know, and when one’s holler amen, it means that that’s my
experience.

Likewise, Jocelyn Thomas speaks about the power of Black music to express suffering:

We’ve come through a rough time, but some of our music can put you right back
there. Whereas my experience has been that some of the music in some white
churches does not reach that part of me. It just sounds like they’re reciting a song.
The music sounds victorious, or like we’re going somewhere. But when | want to get
in that mood—Lord I’ve been down and help me—Black music gets me there. It is
music of our experience, expressive like the Blues.*®°

Her husband, Claude, adds, “As a musician, we call it soul. It really touches your
heart.”*6! This is what makes the Black spirituals, the blues, and Black gospel a unique
and significant contribution to music history. They come from the real experience of
Black Americans. They tell a story, and its profound.*62

Alma Blackmon viewed the Black spirituals as songs of experience, including
them with other “experience music” of the nineteenth century:

Spiritual songs are musical testimonies of the interaction of the Deity upon the heart
and the life of the believer. “Pass Me Not, O Gentle Savior,” “In the Garden,” and
“What a Friend We Have in Jesus” are examples. Because these songs describe a
relationship between a person and Christ, they are correctly referred to as gospel
songs. However, we Blacks do not tend to regard them as gospel songs, because
rhythm is not their chief characteristic. Here we err, because it is the poem, the
message of the song, and not the music that qualifies a song as “experience music.”
And for us there is certainly no greater body of experience music than the heritage we
have received from our slave forebears, the Negro spiritual.

460 Thomas, Oral History, 6.16-24.
461 1bid., 6.25, 13.30-32.

462 |bid., 6.26-30.
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For years Black Adventists worshiped this way. There was no obvious attempt to
make the church service Black except for the inclusion of Negro spirituals.*6

Blackmon notes that a shift occurred among many Black Adventists:

When Black Adventists began to look for something new that reflected Black
heritage, many looked to the rhythmic gospel music that disc jockeys were beginning
to play on the radio. This in many churches was viewed as performing the music of
the Pentecostal Church, but Black Adventists were determined to reflect in their
music the culture of their people.*

Lovey Verdun indicates that Black and White worship used to be much more the
same. The divine worship and music used to contribute to her spirituality. She recalls that
it wasn’t until she was working at Oakwood in the late 1970s that ministers began to
“teach that our black churches were following the white behavior”:

They felt that they needed to teach us black people how to react in a normal way,
which was to say amen and which was to be looser, more like they felt like people
should act. That’s when, | remember this, that’s when the behavior of the members
became more vocal, more responsive to the preaching and the singing of the songs
probably changed during that time.4®>

Becoming more demonstrative in worship, it was believed, would help Black Adventists
become “more spiritual and more worshipful.””*%® Today, however, as a result of the

vastly different worship style, she feels that she can only experience spiritual growth

463 Blackmon, “Black Seventh-day Adventists and Church Music,” 183.
44 |bid., 183.
465 \/erdun, Oral History, 4.40-5.5.

456 |bid., 5.12-13.
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through her personal Bible study and prayer.*®” The change in worship has resulted in a
generation of Adventists no longer actively participating in corporate worship.

Sometimes I look over the congregation at the people when songs are being sung and
when things are being done, that change from when we grew up. Some of them don’t
sing the songs and some just look like they’re there because | guess habit. This is just
my observation. Then of course some of them really get into the music. I’'m
wondering, “Where’d they learn it? How did they learn this? Why do they know it
and | don’t?"*468

Charles Bradford observes a shift within Adventist liturgical practice towards a
more charismatic manner of worship. He attributes this to the vocal groups in the church,
many of which had been influenced by the Southern Gospel style of Bill and Gloria
Gaither’s music.*®® Ethel Bradford sees a connection between Gaither music and the
musical styles of the Rose Singers, Paul Johnson, Rosetta Tharpe, the Martin Singers,
Mahalia Jackson, James Cleveland, and Walter Hawkins.*”® Together, the Bradfords
show how Adventist leaders and musicians connect with many of these notable
musicians. Walter Arties, founder of the Breath of Life public evangelism ministry in
1974, sang with James Cleveland for a short time.*’* Harold Leventhal introduced
Charles Bradford to Mahalia Jackson, arranging for her to sing for the dedication of a

small Adventist church near Dayton, Ohio. Jackson’s father had been “influenced by

467 \Verdun, Oral History, 6.5-36.

468 |bid., 7.2-8.

469 Bradford, Oral History, 11.38-39, 12.6.
470 |bid., 11.41, 12.11, 13-14

471 Ibid., 12.22-23.
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Adventism,” and knew that Black Adventists worshiped in a quiet, subdued manner, in
contrast with Black Baptists. At the service, her regular accompanist “got a little
rambunctious.” She told him, “Don’t do that.”*"?

Some Black Adventists resist the changes in the music today. Speaking of the
“latest gospel,” Ethel Bradford said she had “tried to hold on against” those seeking to
introduce it, but “lost that deal.” She feels uncomfortable with the way things are
today.*”® Before Adventists incorporated the Black gospel genre into their liturgies,
choral arrangements held the attention of the worshipers.*™

Jeryl Cunningham-Fleming asserts that the Ephesus church has sought to maintain
its traditional liturgy and musical style. She notes, however, that since the 1970s, the
congregation began to incorporate more African American styles of music, creating a
tension between “Euro-centric versus Afro-centric musical cultures,” ultimately affecting
the identity of the church.*”® In light of the foregoing evidence, this tension ought not to
lay along ethnic lines, but rather be situated in the context of liturgical theology.
Resistance to change has more to do with normative theology and its accompanying

spirituality than skin color.

472 Bradford, Oral History, 12.28-40.

473 |bid., 14.39; 15.25-26.

474 |bid., 15.21-22.

475 Cunningham-Fleming, “African-American Identity,” 4, 17. | take issue with her terminology.

The music was not European or African, but American, including the cultural subtleties of Blacks and
Whites.
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Today, great differences often exist between Black Americans and other Black
ethnicities, such as Caribbean and African. Though an outsider, Subject 1 of TP8714 says
it well: Caribbean Blacks “have contrasting views of worship with American blacks.”*"®
James North attributes these differences to the collective Black American experience of
the Civil Rights movement. Many Caribbean and African Blacks today reflect
Adventism, pre-1960.#’" They did not go through the experience of the Civil Rights
movement. Black Americans and West Indians demonstrated fewer differences in the
1930s and 40s than they often do today, due to the unique American experience of the
last fifty years. Therefore, one must not read the history of Ephesus with an anachronistic
application of contemporary cultural differences.

Similarly, Claude Thomas associates certain musical styles with skin color.
Because he did not experience string quartets or wind symphonies in his early years, he
claims that Black churches did not have these types of music, unlike the White
churches.*”® Thomas is unaware that Oakwood had a chamber orchestra in 1917. One
could argue that the presence of an orchestra signifies the dominance of White culture
and leadership at Oakwood at that time. However, if this was the case, then why have so

many Black Adventists in this study adamantly defended the way music used to be? The

476 TP8714, Oral History, 16.13-14. For a history on African American and West Indian
relationships, see Charles E. Dudley, Thou Who Hast Brought Us, 256-269.

477 North, Oral History, 26.26-28, 34-39.

478 Thomas, Oral History, 4.35-37. West Indian Adventists encouraged their children to learn the
piano and stringed instruments. Ibid., 4.38-5.2.
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answer must not be based on skin color, but in liturgical theology and the conditioning of
spiritual identity.

In the past, any similarities between Black and White worship and music have
been argued to be based upon accommodation to White dominant culture.*’® What has
been overlooked, as evidenced by the testimonies of the research participants, is the
shared liturgical theology of both Blacks and Whites, and particularly, the defense of it
by Black Adventists.

Past historiographies have not carefully nuanced the development of Adventist
music in the liturgy. All have recognized a substantial change in musical-liturgical
practice in the last thirty to fifty years. Many look upon the twentieth century as a period
of restrictive and staid worship expression. Consider, for example, Mervyn Warren’s
account:

Worship practices in their previous churches notwithstanding, Black Adventists
apparently came to equate worship procedure and practice with the enlightening
doctrinal teachings they had received and therefore came to terms with the majority
denominational worship culture. The result was a gradual or not-so-gradual transition:
hymns and anthems generally superseded spirituals and religious folk songs,
preaching tended to become more doctrinal than inspirational, and worship ritual and
liturgy became more formal than informal.#°

Each Christian generation equates worship practice with doctrine, because lex orandi
statuat lex credendi. But also, lex credendi statuat lex orandi. Worship establishes
beliefs, and beliefs establish worship praxis. Therefore, it was quite natural and necessary

for Black Adventists to equate worship “procedure” with doctrinal teachings.

479 Maynard-Reid, Diverse Worship, 57-58; Lincoln and Mamiya, Black Church, 115-163.

480 Warren, “Black Seventh-day Adventists and Worship,” 188-89.
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Warren overstates his claims. Black Adventists were not simply “coming to terms
with the [White] majority denominational worship culture.” The dynamic between liturgy
and beliefs had less to do with race and more to do with the normative nature of liturgy
and music. Warren clearly makes his critique of the history in light of the Civil Rights
movement. Especially after the 1960s, Black Adventists explicitly began to remove what
was considered “White” from their midst, and embraced “Black” culture. In light of
White racism and its culture of shame, Black worship necessarily looked different to
speak to the needs of Black Adventists. Some Black Adventists have since been
cultivating a different liturgical theology than many White Adventists.

Consistently, as evidenced by the interviews, Blacks and Whites worshiped
mostly the same due to shared beliefs. Black worship continued its own differences based
on their experience as Black Americans. The research participants, who range in age
from the 80s to over 100 years old, are united in lamenting the changes in the worship.
They miss the old music. It does not stand to reason that these Black Adventists were
simply “Uncle Toms,” accommodating to White rule. By and large, they liked the same
music, the same liturgy, and therefore shared very similar spiritual identities. These
shared spiritual identities were not based upon accommodation, but derived from their
theology that was fostered through the liturgy’s preaching and music.

Furthermore, Warren does not nuance the music history. Adventism never
abandoned gospel hymnody, which descended from both the Black and White spirituals.
Black Adventists continued singing the spirituals. This practice never stopped. It appears
from the interviews and available bulletins that the liturgy did indeed become more

formal, though more study could be done on smaller churches from the period.

575



It is also paramount to point out that musical taste was not tied entirely to skin
color. As discussed in Chapter 2, meaning in music can shift over time. Simply because a
composer had White skin does not mean the music’s meaning was White. The continued
preferences of older Black Adventists strongly suggest that these notions of racial music
are exaggerated. They chose music based upon preference, beliefs, and that which
fostered the spirituality to which they were accustomed.

These developments reveal that musical styles do not belong to one ethnicity.
Sound waves are “no respector” of skin color. Any style of music can be cultivated
within any number of skin color groups. What is more important than the style of music,
Is a community’s purposing of music. Black and White Adventists may have used the
same music in worship. However, Blacks purposed their music differently. Whites sang
hymns from a place of power and privilege in society, due to their skin color. When we
take into account Charles Bradford’s comment, “We are just as good or better
musicians,” we gain insight into the fact that the Black purpose in music was different
than Whites. As part of the Harlem Renaissance, when singing Bach and Beethoven,
Black Adventists protested White racism by using music composed by European White
men, in order to create Black community and overcome oppression. The Black
experience makes any music Black, even if the same style is used by Whites.

EPH10614 believes in an ecclesiology most needed by the denomination today,
an understanding of the church that supersedes White racism. This means that the
denomination is not defined as a White church, or a Black church, but our church. He
asks, “How will the church stand in 20-30 years? Will there be racism? Will there be

Adventism among Whites? Many White churches and institutions have become Black or
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have shut down.”*8! “My heart goes out to the church. I don’t want the church to die.” He
continues, emphasizing that we have the truth, but racism prevents us in the proclamation
of the message.*® Afro-Caribbean Adventists have integrated well with White
Adventists,*3* however, Black and White Americans have not, due to their painful past.*®*

The similarities in worship are significant and deserve more attention, contrary to
some views.*® The differences in Black worship also deserve attention, highlighting the
unique Black experience and its cultural significance. The Black worship culture
necessitated a new organizational structure within Adventism in the 1940s. Writing on
the structural changes to the work among Black Adventists, heretofore discussed in
Chapter 5 of this study, Mervyn Warren indicates that leadership and administration were
not the only factors involved.

This brief review of the structural change of the Black church within Adventism
suggests that the gradation was not about organizational configuration alone, but also
about identifying norms within Blacks themselves for all church matters, including
patterns of worship. These patterns were set for challenges ahead.*%

White racism and the need to advance the gospel ministry among American Blacks were

the primary factors for establishing the regional conferences. Warren astutely notes that

481 EPH10614, Interview Notes, 19-23; Bull and Lockhart, Seeking a Sanctuary, 288.
482 EPH10614, Interview Notes, 2.1-4.
483 Bull and Lockhart, Seeking a Sanctuary, 278.

484 EPH10614, Interview Notes, 2.4-5. See Annelle Roger’s comments in the earlier section,
“Adventist Spiritual Identity in the Experience of Music,” p. 543.

“8 Maynard-Reid, Diverse Worship, 58.

48 Warren, “Black Seventh-day Adventists and Worship,” 189.
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patterns of worship contributed as well.*®” Having different churches based on unique
cultural differences allowed for freedom of worship. James North also sees race and the
necessity for Black leaders to administrate the work as the primary factors contributing to
the conferences:

The differences in worship was not, as | can recall, a force in the establishment of
conferences. The main force in the establishment of conferences had to do with
segregation and the fact that our black brethren believed that they should be able to
administrate and hold positions similar to those held by whites. And they couldn’t
unless we had black conferences.*8

After | shared with him Mervyn Warren’s statements about worship as a
contributing factor, North conceded, “A black minister could not expect to get people to
respond to his appeals if he sang hymns the way white people sang them, and if he sang
hymns that the people didn’t know, and they had to sing it in a black style otherwise
nobody would respond or they just didn’t feel moved.”*® The developing Black gospel
style that was coming into the Adventist church during that time contributed to meeting
the needs of Black Adventist worshipers. These elements of the style included rhythmic
emphasis, harmonic variety, and emotional expressiveness, “that was just intuitive in

black music.”*° In other words, as a cultural language, music in the liturgy contributed

487 Education and denominational polity affected the fundamental reality for some Black
Christians, impacting practices of spirituality. See Rock, “Institutional Loyalty versus Racial Freedom: The
Dilemma of Black Seventh-day Adventist Leadership.”; Bradford, “Black Seventh-day Adventists and
Church Loyalty.”; Bull and Lockhart, Seeking a Sanctuary.

488 North, Oral History, 15.38-16.4

489 |bid., 16.15-18.

49 Ibid., 16.19-26.
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toward advancing the gospel message among Blacks, meeting their needs in ways that the
White culture could not.

James North desires that Blacks and Whites let go of prejudice, due to their
shared history, heritage, hymnody, and Scripture:

| think that the one thing that stands out in my mind is that just because it’s black
doesn’t make it spiritual or good. I think we got carried away with the “Black is
Beautiful” movement. It was good, because it gave us our self-pride and we’d not be
ashamed of our color, but we went so far that if it wasn’t black it’s not good. . . .
[Today,] Black churches don’t sing the hymns because they’re white hymns, they’re
not black hymns, and | think we’ve gone too far. We have a shared heritage as
Adventists that | think we shouldn’t lose. I don’t have any objection to black culture,
and that being a part of black worship in the Adventist church, but I think there’s a lot
of shared hymnody and shared scripture that we are losing in the black church
because we’ve gone black. But if it’s there it’s a real prejudice in the black churches,
in some black churches, against anything that’s white, and that’s very bad. . . . The
white churches have adapted and adopted a lot of stuff that was traditionally black
and come to like it, while black people have gone anti-white. So, while our white
brothers and sisters have broadened themselves we have narrowed ourselves, and |
don’t see that as being helpful. Our children are growing up and they don’t know
hymns. 4%

The church needs freedom of acceptance, so that one is not turned away from a place of
worship based on race.*%?

Numerous similarities existed between Black and White Adventists leading up to
the establishment of the regional conferences. Music in the liturgy contributed
significantly to a shared Adventist spiritual identity. Black Adventists, therefore,

worshiped through the modes of decorum, ceremony, and liturgy.**® However, due to the

491 North, Oral History, 31.3-15, 18-23.
492 EPH10614, 1.24-26.

493 See Chapter 2 for Ronald Grimes’ taxonomy of the modes of ritualization.
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unique experience of Black Adventists in the United States, they also possessed a distinct
Black spiritual identity. This identity, reflected in the ritual, continued to espouse the
Black ritual modes of celebration and ritualization. The ritual continued to be
psychosomatic and expressive. Black folk continued to go through much hardship,
perhaps the darkest of times, during Jim Crow. Coming to worship on Sabbath allowed
Black Adventists the opportunity to express their protest and praise. Every Sabbath was a
festival with the religious community. Preaching and singing continued to be
exclamatory, even if there were not as many “amens” as there are today. The worshipers
sang heartily. Worship was also compelling. God continued to provide for Black folk,
meeting their physical, emotional, and spiritual needs. Coming to worship, one had to
“just praise Him.” The Spirit compelled the worshiper to express one’s whole life to God
in the ritual. The singing of the spirituals tapped the African American spiritual roots,
displaying a spontaneity of motivation. These songs were not in the hymnal, but the oral
tradition, standing ready to be tapped at the next impulse of the song leader or the
preacher. The musical-liturgical taproot of the African American experience cannot be
emphasized enough by this White author. Though Black and White Adventists shared
much spiritually, the distinct Black spiritual identity fostered through the ritual of music
directly contributed to the need for the regional conferences. These distinct modes of
ritual and spiritual identity allowed Black ministers to effectively share the gospel with

other Black Americans who also shared this cultural language.

Chapter Six Summary
The church is always changing. In every decade Adventists have faced the

challenges of change. As the denomination moved past the lifetimes of its pioneers, the
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liturgy and music became more standardized. This stability brought unity, but also
uniformity, in the manifest liturgical theology and the espoused spiritual identity.
Similarities notwithstanding, Black Adventists found music to be an indispensable means
for maintaining their unique identity apart from Whites, free from the culture of racism.

This chapter examined the history of music in the liturgy among Black and White
Seventh-day Adventists in the United States, from about 1879 to 1944. It also addressed
many of the challenges the denomination has faced since that time, putting into
perspective the period under study, and demonstrating the normative nature of music in
the liturgy.

The twentieth century witnessed significant liturgical developments. The 1879
dedication of the Dime Tabernacle provided the skeleton of liturgical structure for the
denomination for the following decades. H. M. J. Richards attempted to bring the
denomination into liturgical conformity through the publication of his book on church
order. The order of service therein was descriptive of typical Adventist praxis. However,
it also began to normalize the liturgical theology of reverence.

When the denomination moved its headquarters to Washington, DC, in 1903, the
Takoma Park church became the standard bearer of Adventist liturgical practice. Its
services became the basis for the 1932 Church Manual, the first official denominational
handbook on church order. This does not mean that all the other churches obeyed the
brethren at the nation’s capital. Takoma Park and a few other churches used the 1886 HT,
while other “rebel” churches, like the old headquarters church, Battle Creek, used the

contemporary hymnal, Christ in Song (1900/1908). Most Adventist churches sang
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nineteenth-century gospel hymnody, and many developed quality music programs,
featuring vocal and instrumental ensembles and choirs.

The liturgical practices of the Black Adventist churches tracked similarly to the
White churches, with the exception that the Black churches always sang at least a small
diet of the Black spirituals. This practice kept Black Adventists tapped into their unique
American experience, as they continued to apply the entendre of the songs to their
present contexts. Black congregations were more vocal in their worship, with louder
“amens” than Whites. During this period, Adventists did not shout or clap in worship.

The music in the liturgy held ritual significance for Black and White Adventists.
Twenty-nine Black and White Adventists were interviewed for this study, which range in
age from almost eighty to over 100 years old. Establishing a normative spirituality when
they were children, the music of their youth became endeared to these Adventists.
Liturgical piety in song carried over into the week bringing cheer and comfort with all of
life’s challenges. Central to their Adventist spiritual identity has been the love of God in
Christ and His soon return. Singing anticipated that day, joining the host of heaven who
now sing around God’s throne. The ritual of the divine service also cultivated a strong
sense of reverence in the service, the most predominant theme from the research data.

Adventist musical-liturgical expression evolved during the twentieth century.
Both Blacks and Whites sought to cultivate a more serious worship expression. Blacks
tapped into the Harlem Renaissance. Whites gained inspiration from the high church
tradition. Thus, many sought refinements from the rawer liturgical expressions of the
Adventist pioneers. Both Black and White Adventists embraced the burgeoning gospel

styles of Southern gospel and Black gospel. Gospel music kept Adventists connected
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with their roots in demonstrative worship, though the value of reverence kept exuberance
in check.

The major differences in musical-liturgical expression stemmed from the different
places of society in which Blacks and Whites stood. Whites experienced privilege, even
amidst life’s challenges. Black Adventists faced common life challenges, such as poverty,
but within systemic racism and discrimination based upon their skin color. Twentieth-
century American society perpetuated racism. Therefore, Black worship and expression
through music provided an escape from these realities. It also created a place of safety
and inclusion. It fostered a culture of praise to God who was with them, who got them
through. Thus, Black worship, including its cultural language expressed in music,
communicated the gospel in ways they understood. Worship both expressed and met their
needs.

Though White racism was the contributing factor in the establishment of the
regional conferences, beginning in 1944, worship music was also a factor. All worship
music is encoded with cultural meaning. Thus, as Black Adventists gathered for worship,
the preaching, the music, the way in which folks sang, read, and testified, all spoke the
same language. In this way, the separate and distinct ministry of the conferences was not
only based on skin color and racism, but also upon culture. Music in the liturgy provided

an effective tool toward accomplishing the spread of the Adventist message.
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CHAPTER 7

SUMMARY AND CONCLUSIONS

Summary

The purpose of this study was to examine Black and White Seventh-day Adventist
music in the liturgy in the United States, from 1840 to 1944.1 It described the
development of spiritual identity as derived from the experience of music in the Sabbath
liturgy. This study established a methodology for deriving spiritual identity from music in
liturgy, the hypothesis being that music in the liturgy promotes, develops, and often
establishes spiritual identity in the existential experience of the worshiper. The cultural
and ethnic comparative nature of the study served as the case study for testing the
hypothesis. To do so, the study situated the historical context of liturgy and music among
Black and White Christians in the United States before 1840, tracing the development of
music in liturgy among Black and White Adventists from 1840-1944. Having established
the historical evidence, the study explored the historical spiritual identity of these

communities, as fostered through the music in the liturgy.

1 As a White American male, | recognize my own shortcomings and inherent biases in worship,
music, and race. | make no claims as to being an expert or knowing Black worship from the Black
American experience. As such, I rely on the experience and expressions of those | interviewed to inform
both my investigation and conclusions. | am also indebted to my former graduate assistant of two years,
Dorhel Davis. As a female African American who attended Oakwood University and is my same age, she
afforded me countless candid conversations about race, music, and worship.
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Chapter 1 introduced the study, presenting a background to the problem, the
problem, purpose, scope, delimitations, and justification of the study. This first chapter
also defined key terms for the study. These terms were classified as doxological
definitions and anthropological definitions, that is, the definitions explored categories of
worship and understandings of humanity. Readers of this study would be remiss not to
read these definitions, as they establish the ground base for the entire study. The
doxological terms comprise a succinct understanding—even a brief theology—of
worship, liturgy, music, and ritual. The anthropological definitions explore culture,
ethnicity, and race. In this context, the terms Black and White are selected due to their
physiological and cultural meanings. Racial discrimination and systemic racism provide
the societal backdrop for the ensuing history of Black and White Adventist music in the
liturgy. These definitions culminate in a definition of spiritual identity.

Chapter 2 of this study developed a methodology for deriving elements of
spiritual identity from music in the liturgy. It incorporated a broad range of disciplines,
falling under the canopies of history, ritual, music, and liturgical theology. Under the
umbrella of history, the research examined history, liturgical history, and oral history.
Rather than beginning with written treatises of historical theology, this kind of
historiography began by “seeing things their way,” focusing on people and their lived
experiences in worship and music, considering societal and cultural conditions. The
methodology described liturgical practices through the use of church bulletins, journal
articles, and correspondence. A major component of the methodology for this particular
case study was the significant amount of data in the oral histories conducted for this

research. These interviews and histories offered unique insights into the lived worship of
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Seventh-day Adventists. These disciplines provided the historical context for music in
corporate worship, and the liturgical practices to be analyzed by ritual studies.

The study examined Adventist worship and liturgy through ritual studies. The
methodology asserted that rituals are activity systems that hold significance beyond the
activity itself. For example, kneeling means a position of surrender and homage to God as
worship. All the liturgical activities of the Adventist Sabbath service are considered
rituals. Music functions as ritual, because it creates community, fosters an emotional
experience, and makes liturgy memorable and cumulative in the life of the worshiper.

Having situated music within the context of ritual, the methodology explored
disciplines of musicology which aided in ascertaining the meaning of music in a cultural
worship setting. These disciplines included: hymnology, the psychophysiological effects
of music, ethnomusicology, and semiology. These disciplines allowed the research to
perceive the process of music in worship as follows: In the context of liturgy, music has a
psychophysiological effect upon the listener. At the same time, the listener creates and
associates meaning with the music. In the liturgy, the music comes to mean that
experience. Music in the liturgy reflects a particular—not universal—language and
cultural experience. Underlying culture, music espouses and reflects worldview,
communicating fundamental theological principles to the worshipers.

As an experience and expression of faith, liturgy manifests theology, which is
understood as liturgical theology. Ideally, Seventh-day Adventist liturgical theology
ought to derive from Scripture and doctrine. However, this methodology recognized that
liturgy tends to be normative, as stated in the Latin phrase, lex orandi lex credendi, “the

rule of praying is the rule of believing.” “The way we worship is the way we believe.”
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Liturgical and musical praxis not only reveals the faith and its encompassing spirituality,
but it tends to shape, intensify, and even modify beliefs and values that comprise spiritual
identity. Therefore, this methodology asserted the thesis that music in the liturgy
promotes, develops, and often establishes normative modes of spiritual identity in the
existential experience of the worshiper. This chapter provided the justification and
rationale for the study.

Chapter 3 of the study surveyed the historical context of spiritual identity and
music in the liturgy among Black and White Christian Americans, before 1840, setting
the context for the emergence of the Adventist movement in the 1840s. This chapter
surveys developments in Black and White worship, liturgy, music, and issues of race,
giving special attention to the roots of Black Christian worship and slave religion.

Puritanism held a significant influence upon American life. Its modes of worship
carried over into much of American culture, influencing all the major denominations,
including Presbyterian, Baptist, Methodist, and the Christian Connexion churches. One
notable difference in the tradition, however, is that most American Christians favored the
free lyrical expression of hymnody over the rigid tradition of psalmody that had been
espoused by Calvinism and Anglicanism. Black and White Americans gravitated toward
the hymnody of Isaac Watts, and later, the songs by Charles and John Wesley. The new
hymnological tradition paved the way for American Christians to add their own “stanza”
to the “hymn” of the Protestant tradition, making new contributions to congregational
singing that were reflective of the American experience.

Revivalism and Restorationism liberated American worship from the European

tradition. These, coupled with the Reformation values of the right of private judgment
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and religious liberty, led to a simplification of Christian liturgy. American revivalism
became the primary contributing factor for nineteenth-century liturgical practice. As
such, the mainline Christian denominations—Presbyterian, Baptist, and Methodist—were
not the basis for early Adventist liturgical practice. American revivalism provided the
pattern for Adventist liturgy.

White Americans abandoned much of their European heritage; however, they did
not overcome racism and White supremacy. Whites viewed Blacks as ontologically
inferior, allowing racism to become the articulating principle for American life, liturgy,
theology, and spirituality. These issues took shape within Christian worship, conveying
the heresy that God is a respector of persons through segregated seating and separate
lines for the Eucharist. After the conversion of Black slaves to White religion, racism
drove Blacks to cultivate their own spirituality apart from White control. This contributed
to the development of slave religion, the invisible institution, in which Black slaves, away
from the view of their White masters, cultivated their own Christian spirituality. In slave
religion, Black Christians syncretized the African worldview with Christianity, tempering
it with their unique circumstances as slaves in the United States.

The quest for freedom among Blacks developed a uniquely American genre of
congregational singing, aptly named the spiritual. The spirituals gave expression to the
Black experience. These slave songs contained multiple meanings beyond the common
“double entendre.” A song such as “Deep River” meant any of the following: the children
of Israel crossing over the Jordan into the promised land, Christians crossing over into
heaven and eternity, crossing from the realm of the living to the realm of the living dead,

crossing the Mason-Dixon line, overcoming White oppression, or victory over any trial in
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life. The polyvalent meaning of the spirituals contributed to their enduring quality and
relevance in Black Christian spirituality. The hope admonished through the spirituals
helped the Black community endure prejudice and discrimination. White proscription
eventually led to the independent Black church movement, setting the context for
numerous racial conflicts with Adventism, ultimately leading the establishment of the
regional conferences. This context provided the historical milieu for the following three
chapters.

Chapter 4 demonstrated a reliable link between the Adventist message and its
music. Music contributed to all three stages of Adventist development, among Millerites
(1840-1844), Sabbatarian Adventists (1844-1860), and Seventh-day Adventists (1860—
1894). The earliest music among the movement was that of spirituals. Because the
Second Great Awakening brought Blacks and Whites together, from the beginning of
Adventism and in the northern United States, these ethnicities always worshiped together,
at least until the turn of the twentieth century. In this liturgical context, Black and White
spirituals influenced each other in fervor, style, and language, while also maintaining
cultural distinctions. Joshua Himes mobilized the Millerite movement through frequent
editions of Millerite hymnbooks. James White continued the legacy of Himes among
Sabbatarian and Seventh-day Adventists, urging Adventists to sing only from the
movement’s songbooks. White believed music would establish the faith, fostering a
distinctive Adventist spiritual identity. Millerites and Sabbatarian Adventist worship
displayed much religious enthusiasm and demonstrative ritual embodiment through
shouting, clapping, weeping, prostration, and other physical activities. Ecstatic and

supernatural demonstration in worship was soon excised from Adventist practice, in
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1850, as experience and Ellen White’s counsel urged the movement to trust the Word of
God over “religious exercises.”

Hymnody continued to flourish after James White’s death, as his son, Edson, and
others published many hymnals in the late nineteenth century. From the beginning,
Adventists borrowed from the broader Christian tradition of hymnody, though in each
period, they have shown a preference for the prevailing styles of the day, regardless of
concern expressed by some. In the nineteenth and early twentieth centuries, many
gravitated to these musical styles, because they spoke to many in their own cultural
language.

Adventist liturgy followed the heritage of American revivalism, featuring singing,
prayer, Scripture, and preaching. Music in the liturgy instilled the faith experientially.
Numerous accounts were detailed, demonstrating the significant role music played in
spiritual development and expression. Adventist hymnody featured all the major
doctrines, though the second coming stood out in the experience of nineteenth-century
Adventists. This heavenward focus, however, prevented Adventists from a high level of
active social engagement and social justice for Black Americans. However, Blacks and
Whites tended to worship together, especially in the northern free states. Whites held
sympathy for southern Blacks, though their sympathy did not propel them to social
action.

Chapter 5 considered the historical context and development of music and race
relations in Adventism, beginning with the Civil War until the establishment of the
regional conferences in 1944. It surveyed how Black Christians expressed their faith

through music as they sought to overcome White oppression. The Black spirituals gave

590



way to the blues, a sacred-secular Black genre of lament, giving voice to a people still
oppressed through Jim Crow laws.

This chapter contextualized Ellen White’s comments regarding Blacks and
Whites in worship, showing how racial prejudice and violence in the South influenced
Ellen White to counsel the church to work among Blacks and Whites in “separate,
distinct lines.” The denomination misunderstood or misapplied White’s counsel, applying
her directive for ministry to Blacks in the South as normative counsel across the United
States. After 1908, Blacks and Whites no longer worshiped together. Many voices
attempted to call out the systemic racism that continued in the Adventist organizational
structure, seeking to show—in Ellen White’s words—that God had shown “a better way.”
In 1944, the Adventist leadership established regional conferences for the advancement
of the gospel ministry among Black Americans. In doing so, the denomination finally
recognized the legitimate role that Black ministers should have in reaching those within
their culture. However, the establishment of the regional conferences also perpetuated the
“separate, distinct lines” of Adventist worship, causing the racial divide to continue on
Sabbath mornings.

This chapter also detailed the hymnological development within Adventism until
the 1940s, revealing how music publications highlighted racial discrimination. It also
featured the shifting spiritual priorities of Adventists in the twentieth century. Some
Adventists musicians sought worship renewal by espousing the high church movement of
England, attempting to elevate the denominations understanding of beauty and excellence
in worship. Most importantly, this chapter provided critical historical context for the last

chapter.
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Chapter 6 outlined the developments of music in the Adventist liturgy from 1879
to 1944. 1t detailed the historical, liturgical, and musical interconnectedness between four
leading Black and White Adventist churches. Two White congregations and two Black
congregations were selected: The Battle Creek Tabernacle, Battle Creek, Michigan; and
the Takoma Park Church, Takoma Park, Maryland; the Oakwood College Church,
Huntsville, Alabama, and the Ephesus Church, New York City. Battle Creek served as
the starting point for the denomination in the 1860s, becoming the first seat of liturgical
authority. This leadership transferred to Takoma Park in 1903, and eventually became the
pattern for liturgical practice across the denomination through the publication of its
liturgy in the 1932 Church Manual.

Church bulletins benefited this study, though less than originally hoped. No
bulletins exist for the Oakwood and Ephesus churches from before 1944. Many bulletins
survive for Battle Creek from 1931 to 1944. Too many bulletins exist from Takoma Park
for this study, with almost every weekly bulletin available from 1921 to 1944. All these
bulletins were studied for patterns of liturgical and musical practice, though no in-depth
examination could be done on the over 1000 Takoma Park bulletins. This remains a
valuable resource for further study.

This chapter relied heavily upon interviews and oral histories, with twenty-nine
elderly persons interviewed, having been born before 1940. These interviews gave
glimpses into the actual liturgical and musical practices of the church in the 1920s, 30s,
and 40s. The oral history interviews moved beyond transcripts of audio recordings,
becoming historical documents crafted between me and the interviewees. These

documents have been entrusted to the Center for Adventist Research at the James White
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Library on the campus of Andrews University, Berrien Springs, Michigan. These
documents leave a lasting legacy of Adventist liturgical practice, helping fill the void left
by missing church bulletins, while also illuminating the bare-bones structure given by
those weekly publications.

The development of liturgical practice revealed patterns for worship, the
demonstration of power from church leadership, and the normative nature of music in the
liturgy, contributing to the development of spiritual identity. Through the first half of the
twentieth century, Adventist liturgy progressively became more uniform in order and
manifest theology. Most churches followed the 1932 Church Manual’s long order of
worship. This long form espoused the ritual modes of decorum, ceremony, and liturgy,
the latter of which dramatically increased the mood of reverence. Only in the music,
through the preponderance of the widespread use of Christ in Song, did Adventists find
an expressive frame of reference for their spirituality. This beloved hymnal emphasized
the popular gospel hymnody of the late nineteenth and early twentieth century, which
often featured dotted rhythms and close harmonies.

Gospel music kept Adventism connected to its expressive and exclamatory roots
of early Adventism, due to the dominance of rhythm. This energetic hymnody stood in
contrast with the increasingly “staid,” or “reverent,” mood of the liturgy. The
conservative nature of liturgy caused nineteenth-century gospel hymnody to become the
normative music for the twentieth century, thereby shifting the ritual of music from
embodied ritualization to liturgical and ceremonial mode. The liturgical mood of
reverence held gospel hymnody in check from returning back to the demonstrative ritual

of the Millerites and Sabbatarian Adventists. Nonetheless, all records indicate that
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Adventists worshiped in singing with great fervor and zeal, providing an indispensable
outlet for expressive release.

Though segregated, Blacks and Whites continued to worship similarly due to
shared spiritual identity. Adventist spiritual identity centered on the uniqueness of the
Adventist message, being fostered through music in the liturgy. The Word and the Law
combined in promoting the predominant spirituality of liturgical reverence. Black and
White research participants repeatedly stated that the two ethnicities worshiped the same,
using the same types of choral music, instrumentation, ensembles, and congregational
song.

Two separate movements contributed to the enhancement of music in the liturgy,
as evidenced in the research data. Some Adventists sought to elevate the quality of the
music and liturgy, being influenced by the “high church” traditions, such as Anglicanism.
Harold Hannum, among others, understood God to be a lover of the beautiful, inferring
that the music and the liturgy ought to likewise be beautiful. The Harlem Renaissance
influenced the Black churches to embrace the classical music tradition in order to
demonstrate to society that Blacks could perform the music just as well or better than
Whites. It also encouraged Black Adventists to connect to their African heritage.

These factors combined in leveraging music in the liturgy as a powerful
normative agent in shaping spirituality. That all the research participants viewed the
musical-liturgical changes of the last thirty years negatively, demonstrates the validity of
lex orandi lex credendi, that the liturgy of one’s youth tends to become normative for
faith and practice. Furthermore, the Black Adventists I interviewed for the study

defended the music of their youth (1920s-1940s). The musical selection and style had
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become normative to their Christian experience and Adventist spiritual identity in
remarkably the same way as their White counterparts. The words of these senior church
members also challenged the notion that classical music is White, while gospel music in
the style of Thomas Dorsey is Black. Both Black and White Adventist musicians began
incorporating jazz harmonies and the new gospel rhythms into their music ministries,
albeit, carefully, so as not to offend the old guard. Therefore, this chapter demonstrated
that classical music, hymnody, choral anthems, northern urban gospel music, and the new
gospel styles of the twentieth century did not belong to one ethnic group. This was our
music.

However, important differences existed among Black Adventists. The only
sizable musical difference between Black and White Adventists was that Black
Adventists always sang the spirituals. As Whites continued to experience privilege and
benefit, Blacks persevered in oppression under old Jim Crow. Black Adventists faced
challenges that White never would, based on the color of their skin. The lament, pathos,
protest, and praise of the spirituals, the blues, and the emerging gospel music of the 1920s
gave expression to Black Adventists needs.

Furthermore, when Black Adventists used traditional Adventist hymnody and
choral anthems, the music seemingly identical to White Adventist use, Black Adventist
music was different due to the purpose in using the music. Black music in worship
always protested White racism, always holding on to hope that God would help them
overcome, reflecting assurance that God was with them in their darkest night. Black
worship and expression through music provided an escape from these realities. It also

created a place of safety and inclusion. It fostered a culture of praise to God who was
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with them, who got them through. Even if Blacks and Whites sang the same music, they
sang the music differently, based upon their experience. Thus, Black worship, including
its cultural language expressed in music, communicated the gospel in ways they
understood.

Holding firm to the taproot of the African and slave experience in the United
States, Black Adventist modes of ritual sensibility differed from White Adventists.
Beyond what they shared with Whites, Black Adventist ritual espoused modes of
celebration and ritualization, continuing to be psychosomatic and expressive. Every
Sabbath was a festival with the religious community. Preaching and singing continued to
be exclamatory, even if there were not as many “amens” as there are today. The
worshipers sang heartily. Worship was also compelling. God continued to provide for
Black folk, meeting their physical, emotional, and spiritual needs. Coming to worship,
one had to “just praise Him.” These distinct modes of ritual and spiritual identity
compelled Black ministers to effectively share the gospel through their own cultural
modes.

Though White racism was the contributing factor in the establishment of the
regional conferences, beginning in 1944, worship music was also a factor. All worship
music is encoded with cultural meaning. As Black Adventists gathered for worship, the
preaching, the music, the way in which folks sang, read, and testified, all spoke the same
language. In this way, the separate and distinct ministry of the conferences was not solely
based on skin color, but upon culture. Music in the liturgy provided an effective tool

toward accomplishing the spread of the Adventist message. Though Black and White
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Adventists shared much spiritually, the distinct Black spiritual identity fostered through
the ritual of music directly contributed to the need for the regional conferences.
Conclusions
Contributions and Limitations

This study broke new ground on the nascent field of Adventist liturgical and
musicological studies. At the present, and to my knowledge, no published research or
dissertation has studied Adventist liturgical history, spanning from 1840 to 1944.
Additionally, this study uniquely situated the history of music in the Adventist church in
the context of liturgical practice. Furthermore, this study contributed original research on
music in the liturgy as an indicator and cultivator of spiritual identity.

Amidst the wealth of research in early Adventism, particularly the development of
theology and the writings of Ellen White, liturgical history has been missing. Much more
work must be done. The sources for Adventist worship, liturgy, and music are not scant,
but abundant. For example, Chapter 6 of this study relied heavily on the research
interviews for data, not following the research methodology of Chapter 4. There, letters,
manuscripts, and journal articles, such as the RH, provided the data. The methodology of
Chapter 4 should also be applied for Adventist music in the liturgy for the twentieth
century. These findings would at least illuminate, if not correct, much of the data from
the interviews. It would help validate or nullify the memories of these dear senior
citizens. The methodology for oral histories and liturgical theology would also help
historical theologians better nuance their historiographies. This study also situated Ellen
White’s counsel on worship and race relations in the historical context of White’s counsel
on demonstrative worship. The historical theology of the various controversies deserve

consideration when seeking to draw application to the worship life of the church today.
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Strong as this study was, its work was incomplete. Delimiting an examination of
historical Adventist spiritual identity to music in liturgy prevented the study from
presenting a more complete picture of a full elucidation of Adventist spirituality.
Preaching and prayer among Blacks and Whites deserved attention. This delimitation
prevented the study from claiming to have arrived at a historical theology of worship,
liturgy, music, and spiritual identity. Rather, this study could only explore elements
within these categories.

Another relative weakness of the study was the narrow scope of churches
considered. Other significant churches could have been studied, including: Pioneer
Memorial Church on the campus of Andrews University; Sligo Adventist Church in
Takoma Park, Shiloh Adventist Church in Chicago, and Dupont Park Adventist Church
in Washington, DC. All of these churches held significant influence in Adventism during
the period and are also geographically located close to many of the churches in this study.
Further examination of smaller Adventist churches warrants study. Finally, the
development of the small vocal ensembles in gospel style, such as the King’s Heralds,

would illuminate much of this present study.

Relating this Study to Contemporary
Adventist Worship Music

| give a word of caution to the readers of this study. The fact that Adventists of
the nineteenth century tended to sing a predominance of contemporary song does not
warrant that contemporary music should dominate our liturgies today. Such an argument
follows lex orandi lex credendi, viewing a certain period of Adventist history as
normative or prescriptive for present-day liturgical practice. A more accurate reading of

the liturgical and musical practices of early Adventists would be to sing broadly,
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embracing old and new songs. Beyond singing the latest song, the lesson to learn from
early Adventism is to sing songs of experience that speak to contemporary identity. In
this way, the lex orandi of the past does not become the lex credendi of today. Rather,
sola scriptura statuat lex credendi et lex orandi et lex cantandi. The Bible establishes the
rule of faith, the rule of prayer, and the rule of singing. A need exists in the Adventist
church today not to simply sing the songs of mainstream evangelicalism, but to sing
songs of our experience, reflecting our beliefs, being rooted in Scripture. We will
continue to sing songs from other denominations, but instead of following the latest

trends, we will pursue our own mission and identity.

Importance of Liturgy for History and Theology

This study demonstrates the necessity to consider the development of liturgy and
music for understanding the development of Adventist theology. In particular, the new
worldview and pillars of Adventism did not become part of the Adventist DNA simply
through Bible study, preaching, and pamphlets. Music in the liturgy and personal piety
embedded the faith and worldview to a great extent. Theologians and scholars could
enhance their research by delving deeper into liturgical history and hymnody. Ritual
practice is ripe for the picking, potentially opening new vistas for theological studies.
More importantly, the lex orandi may more accurately reveal historical theology than the
lex credendi of a single writer. The “text” of the embodied liturgy holds just as much
theological data, as the volumes written by the philosopher.

The way we worship has a direct influence on promoting or harming the

Adventist identity. Borrowed liturgies and music result in changes to liturgical theology,
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modes of spirituality, and ultimately, spiritual identity. Liturgy is much more than an

evangelistic attraction tool. It is the primary tool for long-term discipleship.

A Need for an Adventist Theology of Liturgy

Many scholars and church members have been seeking to address the concept of
worship. Indeed, much is still to be learned from Scripture—and for all eternity after
Christ returns! Our experiential knowledge of worship will always continue. From a
scholarly perspective, however, the study of worship is not the present issue facing the
church. The question is not, “What is worship?” That answer is simple. Worship is
attitudinal homage. The pressing question is, “How do we worship?” That answer is
liturgy. The Seventh-day Adventist Church has not articulated a theology of liturgy. The
denomination needs a shared theology of liturgy to articulate what are the shared
boundaries of Adventist identity in the Sabbath service. This absolutely must not
continue being solely derived from experience, tradition, and other denominations, if
Adventism wants to be faithful to the sola scriptura principle. A transcultural theology of
liturgy must be articulated by the denomination, making room for various
contextualizations, allowing for variation in ritualization modes, and at the same time not

compromising spiritual identity.

Ecclesiology, Adventist Identity, and Liturgy
These doxological and liturgical issues demand attention as the denomination
wrestles with questions of ecclesiology. What is the Church? It is not the remnant. It is
not the Sabbath-keepers. The Church is the worshiping community, gathered in
communal worship and in service to the world. What is the mission of the church? It is

not to baptize more members. It is to gather, from every nation, tongue, kindred, and
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people, more worshiping disciples of Jesus Christ. This includes baptism, but so much
more. Baptism and the “so much more” include liturgy. For it is in the liturgy and
personal worship that the believer cultivates spiritual identity. Thus, worship, liturgy, and
music are essential toward understanding the nature of the Church.

Biblical ecclesiology will promote reconciliation between Black and White
Adventists. This present study will help these groups stop judging each other based on
music choice, but rather come together in the commonality of our Adventist heritage and
shared expression of congregational song. We are more similar in physical DNA and
spiritual DNA than our skin color suggests. Within this ecclesiology, we will cultivate a
shared theology of liturgy that sets the bounds of Adventist identity. Under that broad
canopy will be a diversity of liturgical practices. It will allow room for cultures and

styles, not requiring uniformity, but unity in a shared theology of worship and liturgy.

Reconciliation and the Songs of Experience

It will also celebrate the beautiful differences of worship expression, based upon
each ethnicity’s existential experience. It will validate the uniqueness of Black worship in
the early twentieth century. The Black experience, though situated in the context of
racism, reveals a people who continue to overcome, and experience a closeness with God
only engendered through suffering. White Adventists need to uplift their fellow Black
brothers and sisters, seeking forgiveness for their overt and silent racism.

The way forward must allow for various ethnic modes of ritual sensibility. This
understanding of the church will recognize and legitimatize the Black experience since
Jim Crow. Black gospel has continued the same type of celebration that was present in

the ring shouts of enslaved Africans in America, for it is “intertwined with its ancestral
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beginning and continues to express an intimate connection to spirituality and the sacred
world.”? Melva Costen strongly states:

There are sufficient data to substantiate the “primal” acceptance of the unity and
wholeness of life, which is evident in African American communal life, religion and
worship, music, art, politics, and culture. The outward expressions of feelings and
emotions, the tendency to “move with the beat,” the similarity of music for worship
and music for entertainment all speak to the functioning of an underlying belief
system. A system of beliefs imposed by the dominant culture could not and cannot be
a viable belief system for a marginalized people. A belief system, already well
established in African traditions, continues to help an oppressed community find
meaning and make sense of life, maintain community identity and continuity, find
direction, and provide healing and empowerment.®

A genuinely biblical Adventist ecclesiology would no longer marginalize any ethnic
group. A unified theology of liturgy will allow for a diversity of liturgical praxis,
indicative of existential experience, without compromising a shared Adventist identity.
For these reasons, this study stands as a significant contribution to the Adventist
understanding of both its historical worship practices and an aid towards its current
theology of worship and music. It presents to the broader Christian community the
challenges Adventism has faced in music, liturgy, and race. Furthermore, this study
contributes to the greater society, in that it highlights that many issues—often perceived
as racial—are cultural and theological. Finally, I hope this study will serve to promote

meaningful dialogue between ethnic groups within the Adventist community, seeking to

2 Omotayo O. Banjo and Kesha Morant Williams, “A House Divided? Christian Music in Black
and White,” Journal of Media and Religion 10 (2011): 131.

3 Costen, African American Christian Worship, 7; Stewart, Soul Survivors, 71-108. Primal does
not here mean primitive, but fundamental.
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uplift one another in the spirit of Christ, and working together to bring glory to God in

worship and ministry.
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APPENDIX A

RAW DATA

Hymns in Worship, 1889-1893

Hymns taken from Hymns and Tunes (1886)

Hymns at GC Session, October 18 to November 5, 1889

#  Title Hymn TUNE Comp. Year Style Date  Note
“Blessed
Jesus, SPANISH | Mare- Gene-
Meek or chio or van or
and Annie AUTUM Barthé- Eng-
501 | Lowly” Smith N lemon 1785 | lish 10/19/89
“Build
on the Frank E.
1210 | Rock” Belden - Belden 1886 | Gospel | 10/19/89
“The E.C. James
World’s | Ells- H. Fill-
1263 | Harvest” | worth - more 1877 | Gospel | 10/21/89
“Rejoice,
Believer, Jere-
in the NORTH- | miah Fuging
678 | Lord” Anon. FIELD Ingalls 1800 | Tune 10/22/89
1985
Advent
-ist
“How Hym-
Cheering nal
is the dates
Christian EXHOR- | S. Fuging tune
680 | ’s Hope” | Anon. TATION Hibbard | 1849 | Tune 10/28/89 | 1869
HT
listed
as by
Brad-
bury;
“Graciou Hym-
s Father, nary
Guard John W. gives
Thy Dad- Dad-
843 | Children | Anon. - mun - Gospel | 10/30/89 | mun
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“Hark!

That
Shout of French
Rapture | Tho-mas | César HEN- Re-
7 | 904 | High” Kelly Malan DON 1827 | formed | 11/4/89
Euro-
pean
“Watchm Heri-
an, Tell tage in
Us of the | John WATCH- | Lowell Amer-
8 | 828 | Night” Bow-ring | MAN Mason | 1830 | ica 11/1/89
HT
called
“How the
Much | “Large
need Hymn
9 | 1198 | Thee!” Belden - Belden - Gospel | 11/2/89 | Book”
Pub-
“There is lished
aland, a W. J. by Ed-
1 Better BETTER | Bost- son
0 | 1003 | Land” Anon. LAND wick 1878 | Gospel | 11/3/89 | White
Hym-
nary
indi-
“What cates
Vessel Scot- tune is
are you Scottish tish or Sha-
1 Sailing or Shaker ker,
11170 | in? Anon. Ship Zion | Shaker | 18497 | ? 11/3/89 | 1849
“Zion,
the City Alexand
1 of our ST. er Rei- Eng-
2 | 983 | God” Anon. PETER nagle 1836 | lish 11/5/89
Hymns at International Tract Society, March 6-25, 1891
Date
#  Title Hymn  TUNE Comp Year Style Sung Note
“Resting RESTING
By and Sidney BY-AND- | Robert
1| 1057 | By” Dyer BY Lowry 1868 | Gospel | 3/6/91
“Workin
9,0
Christ,
With Hellen E. William
2 | 1261 | Thee” Brown - Ogden - Gospel | 3/6/91
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“Saints
of God,
the Dawn PRAY
is FOR
Bright’ni REAPER | D.S.
1242 | ng” Anon. S Hakes 1878 | Gospel 3/7/91
ASK NOT Open
“Ask Not TO BE prayer
to be EXCUS- called
1243 | Excused” | Belden ED Belden 1886 | Gospel 3/8/91 | invoc.
“My
Maker
and My | Anne EL Un- Eng-
85 | King” Steele KADER known 1869 | lish? 3/17/91
“Watch-
man, Tell | Sidney Dad-
842 | Me” Brewer - mun - Gospel | 3/22/91
Euro-
“Come, George pean
Gracious | Simon Kings- orL.
136 | Spirit” Browne | WARE ley 1838 | Mason | 3/25/91
“Happy
1331 | Day” Belden - Belden 1886 | Gospel | 3/25/91

Hymns at International Sabbath-School Association, February 18-March 6,

1893
Date
#  Title Hymn TUNE Comp Year Style Sung Note
“Work, WORK,
Watch, Grace WATCH, | Fill-
1251 | Pray” Glen PRAY more - Gospel | 2/18/93
“Watch WATCH William
and Fanny AND Kirk-
1255 | Pray” Croshy PRAY patrick - Gospel | 2/27/93
“The
Wonders
of
Redeem- Nathani
ing R. F. WOODL | el Spiritu
354 | Love” Cottrell AND Gould 1832 | al
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Comparing Adventist Liturgies, 1879-1944

Dime Tab,
Dime Tabernacle, November 8, Takoma Park
1879 HMJ, 1906 | 1919 June 18, 1921
Prelude Organ Prelude
Anthem Introit
Gloria Doxology
Invocation Invocation Invocation
Missionary Reports
Hymn Hymn Hymn Scripture Reading
Scripture Reading Scripture Reading | Hymn
Brief History
Report of Building
Committee Prayer Prayer Prayer
Anthem
Offertory Offertory
Hymn hymn hymn
Dedicatory Sermon sermon Sermon sermon
Renewal of Church
Covenant
Hymn hymn hymn
Dedicatory Prayer benediction | Benediction benediction
Anthem
Benediction Organ Postlude
CM LONG Order
Spiritual Songs na Christ in Song Hymns & Tunes
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Battle Creek

Sunnyside Tabernacle Takoma Park
Portland, OR Dedication Battle Creek March 14,
January 14, 1928 October 9, 1926 July 11, 1931 1931

Prelude Selection --orchestra | Prelude Organ Prelude

Silent Devotion

Choir and Elders
Enter

Hymn Doxology Gloria Doxology
Invocation Invocation Invocation Invocation
Missionary
Annual Roll Call Announcements | Reports
Offering/Offertory Offertory
Scripture
Anthem Reading
Building Fund Scripture
Report Scripture Reading Reading Hymn
Comments on
Annual Reports
Morning Prayer: | Prayer
Offertory
Special Music Solo Solo Anthem
Dedicatory Sermon,
followed by 2
Sermon Addresses Sermon Sermon
Dedicatory Prayer
Hymn Hymn Closing Hymn Hymn
Benediction Benediction Benediction Benediction
Doxology
Organ
Postlude Postlude Postlude Postlude
LONG LONG LONG LONG
Hymns &
Christ in Song Christ in Song Christ in Song Tunes
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Battle Creek,

White Memorial

Church Manual | Church Manual | February 27, Los Angeles, CA
(Long) 1932 (Short) 1932 1932 November 2, 1935
Organ Prelude *Prelude

Choir and Elders
Enter

Silent Prayer

Doxology *Doxology
Invocation
Announcements
Scripture
Reading Hymn
Scripture
Hymn Reading Scripture Reading | Hymn
Prayer Prayer Morning Prayer Prayer
Junior
hymn/sermon Anthem
Offering & Offertory & Announcements &
Offertory Announcements | Announcements Offering
Hymn or Special | Hymn or Special
Song Song Anthem Special Music

Sermon Sermon Morning Sermon | Sermon
Hymn Hymn Closing Hymn Hymn
Benediction Benediction Benediction Benediction

Cong. Seated for
silent prayer

Cong. Seated for
silent prayer

Silent Prayer

Organ Postlude

Postlude

LONG

CM SHORT Order

na

na

Christ in Song

Christ in Song
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First Church
St. Paul, MN
March 23, 1935

Battle Creek,
January 7, 1939

Temple Church
Hatboro, PA
March 8, 1941

Grand River Ave.
Detroit, Ml
July 10, 1943

Prelude

Prelude

Prelude

Organ Prelude

Elder Enter,
Silent Prayer Call to Worship Choral Introit
Doxology Hymn Doxology
Invocation Invocation Invocation Invocation
Special
Announcements | Announcements Announements
Offering &
Offertory Offertory
Morning Hymn: Hymn
Hymn Scripture Reading Hymn
Prayer (Choral
Response;
Congregation
Prayer Prayer Prayer kneeling)
Tithes &
Offering Offerings
Anthem by Choir | Choir Number Special Music Anthem

Junior Sermon &

Sermon Sermon: Sermon Sermon
Hymn Closing Hymn: Closing Hymn Hymn
Benediction Benediction Benediction Benediction
Choir Response Silent Prayer
Postlude Organ Postlude
LONG LONG LONG LONG
Christ in Song unspecified Christ in Song
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Sanitarium

Saginaw Church | Pioneer Memorial Church Glendale, | Battle
Saginaw, Ml Berrien Springs, M1l | CA December 23, | Creek, June
October 21, 1944 | October 21, 1944 1944 24,1944
Piano Prelude Organ Prelude Organ Prelude Prelude
Call to

Piano Meditation | Call to Worship Call to Worship Worship
Hymn of Praise Gloria Doxology
Invocation Prayer | Invocation Invocation

Announcements
Offertory: Silent
Prayer, Reception,
Doxlogy, Home Missionary | Offering &
Offertory Prayer Offertory Report Offertory
Scripture Reading Scripture Reading

Hymn Hymn *Hymn
Prayer Prayer Prayer Prayer

Announcements,
Tithes & Offerings

Hymn Anthem Worship in Song Choir
Sermon Sermon Sermon Sermon:
Hymn Hymn Hymn Hymn
Benediction Benediction Benediction Benediction
Piano Meditation Response
Piano Postlude Organ Postlude Organ Postlude Postlude
LONG LONG SHORT LONG
na na Church Hymnal Ch. Hymnal
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Hymnals and Songbooks (in chronological order)

Coke, Thomas and Francis Asbury, eds. Pocket Hymn-Book, Designed as a Constant
Companion for the Pious. Philadelphia: Henry Tuckniss, 1800.

Broaddus, Andrew, ed. The Dover Selection of Spiritual Songs, with an Appendix of
Choice Hymns. Richmond, VA: W. H. Anderson, 1828.

A Selection of Hymns and Spiritual Songs: Designed for the Use of the Pious. Cincinnati,
OH: Morgan and Sanxay, 1835.

Himes, Joshua V., ed. Millennial Harp or Second Advent Hymns: Designed for Meetings
on the Second Coming of Christ. Boston: Joshua V. Himes, 1842.

. Millennial Musings: A Choice Selection of Hymns Designed for the Use of
Second Advent Meetings. Boston: J. V. Himes, 1842.

. Second Advent Hymns: Designed to Be Used in Prayer and Camp-Meetings.
Boston: J. V. Himes, 1842,

. Millennial Harp: Designed for Meetings on the Second Coming of Christ. 3
vols. Improved ed. Boston: J. V. Himes, 1843.

. The Advent Harp: Designed for Believers in the Speedy Coming of Christ.
Boston: J. V. Himes, 1849.

White, James S., ed. Hymns for God’s Peculiar People, That Keep the Commandments of
God, and the Faith of Jesus. Oswego, NY: Richard Oliphant, 1849.

. Hymns for Second Advent Believers Who Observe the Sabbath of the Lord.
Rochester, NY: James White, 1852.

White, Anna, ed. Hymns for Youth and Children. Rochester, NY: Advent Review Office,
1854.

White, James S., ed. Hymns for Those Who Keep the Commandments of God and the
Faith of Jesus. Rochester, NY: The Advent Review Office, 1855.

. Supplement to Hymns for Those Who Keep the Commandments of God and
the Faith of Jesus. Rochester, NY: The Advent Review Office, 1855.

Smith, Annie R. Here, and Home in Heaven. Part Il. Home in Heaven. Rochester, NY':
Advent Review Office, 1855.

Hymns for Those Who Keep the Commandments of God, and the Faith of Jesus. Battle
Creek, MI: Steam Press of the Review and Herald Office, 1861.
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The Sabbath Lute. Battle Creek, MI: Steam Press of the Seventh-day Adventist
Publishing Association, 1863.

Allen, William F., Charles P. Ware, and Lucy M. Garrison, eds. Slave Songs of the
United States, 1867. (Reprint, New York, 1971).

Hymns and Tunes: For Those Who Keep the Commandments of God and the Faith of
Jesus. Battle Creek, MI: Steam Press of the Seventh-day Adventist Publishing
Association, 1869.

White, James S., ed. Hymns and Spiritual Songs for Camp-Meetings and other Religious
Gatherings. Battle Creek, MI: Steam Press of the Seventh-day Adventist
Publishing Association, 1872.

Hymns and Tunes for Those Who Keep the Commandments of God and the Faith of
Jesus. Battle Creek, MI: Steam Press of the Seventh-day Adventist Publishing
Association, 1876.

Fillmore, James H., ed. Songs of Gratitude: A Collection of New Songs for Sunday
Schools and Worshiping Assemblies. Cincinnati, OH: Fillmore Brothers, 1877.

White, J. Edson, ed. Song Anchor: A Choice Collection of Favorites for Sabbath School
and Praise Service. Battle Creek, MI: Review and Herald Publishing House,
1878.

. Temperance and Gospel Songs, for the Use of Temperance Clubs and Gospel
Temperance Meetings. Battle Creek, MI: Review and Herald, 1880.

. Better Than Pearls. Battle Creek, MI: Review and Herald Publishing
Association, 1881.

Hakes, D. S., ed. Pearly Portals for the Sabbath School. Oakland, CA: Pacific Press,
1882.

Taylor, Marshall W., ed. A Collection of Revival Hymns and Plantation Melodies.
Cincinnati, OH: Marshall W. Taylor and W. C. Echols, 1882.

The Seventh-day Adventist Hymn and Tune Book for Use in Divine Worship. Battle
Creek, MI: Review and Herald Publishing House, 1886.

Belden, Franklin E., ed. Songs of Freedom. New York: National Religious Liberty
Association, 1891.

. Christ in Song Hymnal: Containing over 700 Best Hymns and Sacred Songs
New and Old. Battle Creek, MI: Review and Herald 1900.
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. Christ in Song for All Religious Service: Nearly One Thousand Best Gospel
Hymns, New and Old with Responsive Scripture Readings. Washington, DC:
Review and Herald Publishing Association, 1908.

Johnson, James Weldon, and John Rosamond Johnson, eds. The Book of Negro
Spirituals. Vol. 1. Binghamton, NY: The Viking Press 1925.
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APPENDIX B

INTERVIEW DOCUMENTS
Interview Questions

The following questions are given to guide the Interviewee to develop his or her thoughts
in order to give a detailed oral history. Please try to answer the questions to the best of
your ability while you share your history.

1. Please describe your experiences of worship and music during the time of 1920-1950.
2. Where did you worship? Describe the place where you worshiped: architecture,
lighting, platform, pulpit, location of instruments, location of congregation, type of
seating.

3. What was the demographic of your congregation?

4. Who led the worship? Church Leaders? Musicians?

5. Describe the order of worship. What were the elements of worship and where did they
go in the service? Music, prayer, preaching, scripture, etc. Did your congregation follow
the church manual?

6. What were the most common songs used in worship? What were your favorites? Did
your congregation use certain hymnals? Which ones? Music outside of the hymnal? What
was the style and manner of the music, both performed and congregational?

7. What were the themes or subjects of the music used in worship?

8. What was the position of the people during the music? How was the congregation
involved in the music and worship? Sitting? Standing? Kneeling? Hands raised? Little to
no physical movement?

9. How did people respond to the music?

10. What did people believe about the music? About the worship during the music?

11. During the worship music, what were people’s attitudes about themselves, God, and
the world?

12. How did the music, if at all, relate to Jesus Christ?

13. How did the music, if at all, relate to sin?

14. How did the music, if at all, relate to Adventist doctrines?

15. How did the music, if at all, relate to Scripture?

16. What did the church believe about worship at that time?

17. What did you believe about worship at that time?

18. What was the prevailing philosophy of music at that time?

19. How would you critically and theologically assess the worship and music during the
period?

20. How did worship compare with other ethnicities at that time?
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Andrews University
Seventh-day Adventist
Theological Seminary

Informed Consent Form

Research Title:
“Worship Music as Spiritual Identity: An Examination of Music in the Sabbath Liturgy
among Black and White Seventh-day Adventists in the United States, from 1840-1944.”

Principle Investigator: Advisor: Institutional Review Board:
David A. Williams, MSM John Reeve, PhD (269) 471-6361

52199 Brookview Court (269) 471-3195 irb@andrews.edu

South Bend, IN 46637 jreeve@andrews.edu

(269) 479-2037
wdavid@andrews.edu

Statements about the Research:

This research study is part of the Principle Investigator’s dissertation project, in partial
fulfillment of the Doctor of Philosophy in Church History at Andrews University, Berrien
Springs, Michigan. Your participation in this study is greatly appreciated.

Purpose of Study:

The purpose of this research is to explore the development of spiritual identities among
Black and White Seventh-day Adventists in the United States, as derived from their
experience of music in the Sabbath service, from 1840-1944.

Procedures:

Participant(s) will meet with the Investigator to conduct an interview in order to create an
oral history document. The Investigator will provide the Participant(s) will research
questions, helping the Participant(s) describe their memories of worship and music in the
Seventh-day Adventist Church in the United States, between 1920-1950. Valuable
memories may include details, such as: orders of worship, music in the service, historical
locations, leaders, and musicians for the purpose of descriptive history. The interview
will last approximately 30-120 minutes and will be audio recorded. This audio recording
will be used to create a transcription. This transcription will be edited by both the
Investigator and the Participant(s) in order to create the oral history document. The
Participant(s) will spend additional time reviewing and/or editing the oral history before
final approval. Following this study, the oral history document will be made available to
the Center for Adventist Research, at the James White Library, on the campus of
Andrews University, Berrien Springs, Michigan.

Duration of Participation of Study:

1) 30-120 minute, audio-recorded interview; 2) following editing by the Principle
Investigator, Participant(s) will make additional editions to the transcription of the
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interview in order to create the final oral history document. Once the Participant(s) has
approved the oral history, the Participant(s) concludes role in the study.

Risks and Benefits:

This study poses no anticipated risks beyond minimal risks. Concern(s) of confidentiality
are addressed under the section, Confidentiality. This study presents no tangible benefits
for the Participant(s). However, the Participant(s) receive the intangible benefit of
contributing to the Seventh-day Adventist Church and the broader Christian community
by means of the Participant(s) memories of worship and music, fostering a better
understanding and importance of music in the worship life of the church.

Voluntary Participation:
Participation in this study is completely voluntary and refusal to participate will involve
no penalty or loss of benefits to which you are otherwise entitled.

Confidentiality:

The creation of an oral history document for the nature of this study acknowledges that
there is a lack of confidentiality. The oral history does not keep confidential the
Participant(s) own statements revealing one’s personal experiences, memories, and
identity. Personal information such as Participant(s) personal address and telephone
number will be kept confidential. Additionally, the audio transcript will be kept
confidential, though a CD of the recording will be sent to the Participant(s).

At the Participant(s) request, the oral history may be anonymous, concealing the
subject(s)’s identity. If so, the Investigator will use codes or identifiers (e.g., subject ID
numbers) for the data, so that only the researcher can trace the identity. This data will be
password protected and stored on the Investigator’s computer.

Waiver of Confidentiality:

| understand that creating an oral history necessarily reveals my identity. | waive my right
of confidentiality.

Name (Signature): Name (Printed): Date:

Name (Signature): Name (Printed): Date:

Request for Anonymity:

| request that my identity be concealed for the oral history, hiding my name, and using
codes or identifier numbers for the data, so that only the researcher can trace my identity.
Name (Signature): Name (Printed): Date:

Name (Signature): Name (Printed): Date:

617



Statement of Consent to Participate in the Study:

1. I have read the above information, and have received answers to any questions |
asked.

2. 1 understand that my recorded statements are solely for the purpose of research. The
scope of my statements includes my recollection of descriptions of my past personal
worship experiences, including: the order of worship, attitudes in worship, physical
posture of worshipers, selection of music in worship, manner of music, and my personal
feelings about and interpretation of those events.

3. I affirm that the recording of my statements (audio) has occurred on
, 20 , at (location).

4. | understand that my participation in this research is voluntary, and that refusal to
participate involves no penalty, and that | may discontinue participation at any time
without penalty. | acknowledge that my involvement in the research is not through
coercion, but at my own free will.

5. Subject to the terms and conditions hereinafter set forth, I,

, do hereby grant to Andrews University,
Center for Adventist Research legal title and all literary rights including copyright to the
oral history interview with David A. Williams conducted on , 20

6. It is agreed that access to the oral history document shall be available to qualified
researchers under Center for Adventist Research use policy.

7. 1 authorize the Center for Adventist Research to edit, publish, and license the use of
my oral history memoir in any manner that Andrews University considers appropriate,
and | waive claim to royalties that may be received by the University as a consequence
thereof. The Center for Adventist Research and Andrews University accepts with
gratitude the donation. Donations are tax deductible to the extent allowed by law. The
Center cannot appraise any donations.

8. This gift does not preclude any use that | may want to make of the information of the
recording or transcript myself.

9. Verbal permission granted at the time of interview.
10. | consent to take part in the study. This form will be kept by the research for five
years beyond the end of the study.

Participant(s) Signature(s): Date:

Date:

Participant(s) Printed Name(s):

Investigator’s Signature: Date:

Investigator’s Printed Name:
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APPENDIX C

ORAL HISTORIES AND INTERVIEW NOTES

The oral histories and interviews in this appendix follow their own pagination. Citations
in the study only indicate the oral history or interview page and line number. Most
documents are oral histories. These documents are the result of in-person interview
conversations in which the interviewees shared memories of worship and music in the
Adventist church, beginning in the 1920s. These interviews were audio recorded on an
iPhone, and then transcribed verbatim. Next, these transcriptions were edited by both the
interviewer and the interviewees, resulting in, not a transcript, but an oral history. Each
oral history has been approved by the interviewees, and have been released to the Center
for Adventist Research following the completion of this study. The interview notes come

from conversations with individuals that requested to not have the conversation audio
recorded. These represent the interviewer’s interpretation of the statements made, and
where applicable, the exact words of the interviewee are given in quotes, thus indicating
specific wording made by the interviewee. Oral histories and interviews are listed in

alphabetical order:

Albright, Bernice and Bill Oral History November 21, 2013
Anderson, Bette Oral History March 22, 2017
Benedict, Beverly and Ralph Oral History March 14, 2017
Bradford, Ethel and Charles Oral History September 26, 2014

Chandler-Gibson, Everyl

Phone Interview Notes

October 13, 2014

Foote, Charles Oral History March 14, 2017
Goodine, Frances Oral History October 4, 2014
Kellum, Lloyd and Rosalee Oral History March 22, 2017
McMahon, Elihu Oral History October 5, 2014

Subject ID: EPH10614
North, James, Jr.
Phipps, Cullen

Interview Notes

Oral History

Interview Notes

October 6, 2014
September 29, 2014
October 6, 2014

Rogers, Annelle and Ernest Oral History September 25, 2014
Simmons, June and Julie Oral History March 25, 2017
Subject ID: TP8714 Oral History August 7, 2014
Thomas, Jocelyn and Claude Oral History September 25, 2014
Subject ID: TP10914 Oral History October 9, 2014
Verdun, Lovey Oral History September 25, 2014
West, Melvin Oral History September 18, 2014
Wrate, David Oral History March 25, 2017
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Oral History
Bernie and Bill Albright
At their home, Adamstown, Maryland
November 21, 2013

Bernie Albright [1939-]: Churches back then were all from the old hymnal.

Singing youth was the youth music book that we sang from for camp
meetings, campfires, and stuff like that. Then when | went on to academy,
Frank [Francisco de Araujo] was our first choral director and he taught us a
lot. Quality of music and different styles of music. And how important it
was that we should sing for the glory of God. Then in college, you know,
music all through my life, I have had a great appreciation for it. | loved
singing, | loved choirs, orchestra, bands, whatever. | enjoyed music. It
wasn’t hard for me to just to be swallowed up and take it all in. It was all
quality good music. It’s not like you see all this stuff that churches have
gone to today. Andrews university is where | went to school. | was always a
part of a choir. Actually, 1 was in public school for my first 8 grades, then in
9th grade | attended Philadelphia Academy, then Blue Mountain Academy
for 10th, 11th, and 12th grades.

David Williams: Did you study music?
Bernie: Not really. I took a simple little course in college. But I didn’t really study

music. I did have piano lessons. | did have voice lessons. But that wasn’t
my major. My major was elementary ed. | ended up being dean of women,
of girls. Anyway, | loved good music. Even when | was a teenager, when all
my peers were interested in Elvis Presley, my desire was, if you were going
to have pop, my desire was Pat Boon. More the subdued type of popular
music. | wasn’t into this other stuff. I basically appreciated what Frank
taught us. I followed him as a student like with his Japanese choir. | got
very involved with bringing the choir out to Chicago. That was a huge
undertaking. Then I moved to this area from the Chicago-way, Frank asked
me if | would promote and go ahead of the choirs to set up tours. Which |
ended up doing. IN different places. Atlanta, GA. Florida. | kinda got
involved that way. and then of course | sang in Frank’s choir. We went to
Israel, New York, and did local things. | was very involved with the church
because of the contact that was regarding the national choir coming out to
Chicago. Carl Barr, who was an elder at Takoma Park Church, who sang
with the choir with Frank, came out to Chicago. As soon as | became a
member of the Takoma Park Church, he threw my name out as chairing the
music committee. | hardly knew anybody here at the time. And | said, “I
don’t know.” the scope was all the music of the church. That’s how I got to
know Kenny Logan. That meant bringing on someone who was going to
play the organ. Making sure the pianos were tuned and up and ready. We
had 13 pianos. Making sure the organ was in tune. Doing all the Sabbath
Schools. Whatever music was involved with Sabbath school. The choristers.
Special Music. The church service. Worship service music. The concerts.
We did 6-8 concerts a year back then. So anything to do with instruments or
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1 choirs or directors or concerts or any of that, all of that fell under my

2 umbrella. And I became very involved with all of that. I did that for 22

3 years. And | had the opportunity by being involved, I could learn a lot of

4 other musicians that were coming in from other areas. and then | would

5 contact all of our choir directors within the union. And different things like

6 that to bring in Shenandoah, or Blue Mountain, or whatever. If | heard they

7 were good, | would have them come and do a concert. We would feed them,

8 and house them sometimes. And not just them. I would pull good

9 musicians. Then also the college asked Franklyn Schneider, who was a
10 member of the Takoma Park Church, if he would find somebody to head up
11 a secular type concert series for the community. And they asked me to lead
12 that. So we did that. That went on for a couple years. Until it kinda got to be
13 too expensive and too much. But we had at one time Pat Boon and his
14 family. We had Franny and Teischer, the two pianists. You know it was just
15 different things like that. It was good music, but it was secular. I will never
16 forget at Takoma Academy, up in the rafters you might say, way upstairs,
17 because the concert was going to start pretty close to sundown, we
18 suggested we have sundown worship. And Pat Boon and his wife was there
19 and had worship with us. He was a very religious man, actually, in his own
20 right. And he came with devotion. and his daughter was there.

21  David: You’ve mentioned “good” music. What is good music?
22  Bernie: | lean mostly to classical and religious. | will listen to some other secular. |

23 don’t like any kind of beat. I’m not into that. | love “White Christmas” by
24 Bin Croshy, and stuff like that at Christmas time. But overall, | don’t enjoy
25 music that has a lot of beat to it and a lot of drums. I don’t listen to WGTS.
26 | used to. It was a classical station. But when they flipped to a different type
27 of format. It just makes me cringe. I’m sorry, but | can’t enjoy it. And

28 maybe its because my dad used to sing solos in church and he loved good
29 music. And my grandfather did too. I think I grew up with good quality

30 thinking towards it. And then when | learned more about music through

31 Frank, and some even some of the hymns, not maybe this particular hymnal,
32 but the old hymnal, I remember Frank pointing out—

33  David: What do you mean the hymnal? The 1941 hymnal?
34  Bernie: Yeah. Some of the hymns in that hymnal came from, you know, a secular

35 setting. So I’m sure there’s a place for all that, but its not in my heart. And
36 when | get concerts going at Takoma Park or whatever, | would always say
37 send me a tape or CD. Because | wanna hear what they are going to do. |
38 don’t wanna be just told. Because you can take a beautiful hymn and just
39 like some of these beautiful songs that are, Battle Hymn or whatever, a lot
40 of these songs that are very historical for our country, some of them the way
41 they sing it now and the way they perform it, ruins it. In my way of

42 thinking. We with grey hair never grew up with that. And Bill, my husband
43 is not like that. He has a broader scope when it comes to enjoying music.
44 I’m kinda narrow-minded, if you wanna know the truth, in his way of

45 thinking. And I don’t want to sit down to a real long-haired classical music
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that just drags out and all that kind of stuff. But | love good quality things.
David: Is the good in the intricacy of its composition?

Bernie: Possibly. We did some beautiful works. At first, maybe its harder, because
you are not accustomed to it. But then as you come into it more then it
becomes really part of you. Like you know, the Messiah. The first time |
heard the Messiah was all the solo. It wasn’t as exciting as when you hear
the choir singing, of course. But now | have gotten so used to it that | enjoy
that too. So | think it is a case of you getting used to things as you do it
yourself. That makes a difference too.

David: I want to talk about the hymnals a little bit more. Which hymnal did you
grow up using?

Bernie: | grew up with the older one. the 1941 hymnal. Except for the little
choruses. Singing Youth and stuff like that.

David: When you used the Church Hymnal, did you ever use Christ in Song?
Bernie: Sometimes we did, but not really.

David: Did you know of other churches still used Christ in Song? Was it a
geographical issue?

Bernie: Possibly. Some churches you go to, they are going to use whatever they
have available.

David: What was it about the classical music, or that type of music, that made you
feel that it was what should be used in worship?

Bernie: Well I don’t know. My understanding of all the music stems from these
beautiful authors. There’s substance to it. You know, Bach, Beethoven, and
all. But you know they had their problems. But | don’t know that the quality
that they produced is quite different from our modern people that write
music. Except for maybe Rutter. I think he has some very good music. |
don’t see much depth to some of these little ditties that have just constant
repeat. You couldn’t make any beautiful choral thing out of it that I could
understand to. Except just repeating, repeating. | don’t see the depth in it. |
personally, although 1I’m very narrow minded with this, | don’t enjoy going
to worship and looking at a screen. That distracts me. and maybe it distracts
me because | didn’t grow up with it. Or maybe it distracts me because |
look at the minister preaching and | want to observe his face. And all this
screen stuff, you know. And our church here in Frederick hasn’t had that.
There’s going to be a decision on this this Saturday night. Why? Why? Why
do we have to have two big screens? They originally wanted four. Why? Its
not a huge auditorium like Kennedy Center. Its half-moon. Everybody and
see plainly, clearly. Everybody can hear very well. The only time there is a
little bit of a disturbance is they have these big beautiful windows but the
sun does kind of give shadows if it is a very sunny day. But outside of that,
is kind of stupid to put the same thing on the screen. It doesn’t change
anything. So why? Its for entertainment? I will stay home. | can put a tape
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in. Watch that. So that’s my thinking right now. Why do we have to go in
that direction? And then we are going to put the words of the music up on
the screen. What’s wrong with picking up the hymnal? What’s wrong with
picking up a Bible? We’re getting to be far more secular that made to be.
That’s very disturbing to me. But when it comes right down to it, I’'m
thinking, okay folks, how am | going to handle going to church knowing |
gotta look at the screen. Do they do that at Pioneer Memorial?

Bill Albright [1931-]: Let me cut in here. | don’t want to interrupt your
conversation, but we’re not going to get away from it. I’m gonna tell you
right now. More churches are going to it, in my opinion. | know they are.
Anyway, go ahead.

Bernie: How does it affect you? Because you are much more into worship.
Bill:  He probably likes it due to his age.

David: I can see pros and cons, certainly. What | hear from you is concern for the
church to be distinctive and you are concerned that we don’t become just
like the world.

Bernie: Thank you. 100%. Because | said, and | wasn’t the only one. Some just
recently said this to me. She hadn’t heard what | had said to my husband. I
said to Bill, What is the difference between going to church and having to
have that screen in your face so you’re distracted from that rather than
watching him preach, even though you are seeing him (on the screen), than
to just go to a movie theater. It is just that you are seeing something
different. That’s all. Now, we went to visit, two nights ago, a person who is
a member of the Frederick church. She was in charge of the music. And
when things happened, she quit just about a year ago. And Bill said, “Are
you going to the meeting Saturday night?”” And she said, “I don’t know.
What good is it? They got their minds made up.” That’s how you feel.
Really. going hurts you to go. You have to vote. So | said, “So how do you
like it?” She said, “What’s the difference between that and going to the
movies?” So see, there isn’t just me thinking it. I know there’s other’s out
there. And you are a lot younger, so maybe you will adapt to it a whole lot
faster. But for me, its irritating. And | feel like we are becoming way too
like the world. Why do we have to become like everybody else? I thought
we were supposed to stand out and be different. And she informed us cuz
Bill said, “I think it has to do with the youth.” She said, “No.”

Bill:  Well, let me interject a thought there too. She is really wrong. Because one,
her granddaughters or nieces are very very much in favor of it. So I’m just
telling you that because she sits on the same committee. Obviously she is
not talking to her granddaughter or niece or she’s forgetting about her.

David: Well, I really appreciate hearing your understanding of music and where
things are going, because it helps me know our church better and know how
things have developed.

Bernie: It has changed. Mightily. I worry about our youth. When are they going to
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