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Abstract
The two decades on either side of the turn of the 21st century in the United States have in large part been politically defined by white evangelicalism. This political power depended on mass mobilization of people, and evangelical teenage pop culture was an important part of this mobilization. 
This thesis examines the music and mission of evangelical Christian rock band Audio Adrenaline to explore how the Christian music industry, although releasing music that appeared to be race neutral, was actually used to turn evangelical millennials into white culture warriors and saviors. At a time when white evangelicals were using the court system, ballot box, and churches to actively fight a culture war in order to consolidate white conservative political power, promoting an evangelical Jesus meant promoting whiteness. 
A close reading of lyrics and album themes, as well as analysis of a 40 year relationship between the band and the nation of Haiti reveals how the culture of the times and the power dynamics of the Christian music industry establish dominant white cultural boundaries around faith. The albums created by Audio Adrenaline contain lyrics that are permeated by references to colonialism, wealth, power, innocence, and a defiant sense of persecution. The Jesus they describe often seems to resemble a white American god, and the lack of awareness about this means that despite claims to being counter-cultural, this music maintains the status quo of a white supremacist society. The disparity between the intention to promote the Jesus of the Bible and the impact of doing so in an industry designed to promote whiteness might help explain why today evangelical membership is declining, while the problems caused by white supremacy are not. 
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The racial politics of the contemporary Christian music industry have received almost no attention in scholarship. While scholars such as Randall Balmer and Francis Fitzgerald offer broad historical overviews of twentieth-century and contemporary evangelicalism, these studies touch only briefly on the important role that popular culture plays in shaping the development and consolidation of evangelicalism in new generations. Evangelical pop culture thus remains a niche topic, addressed by a small body of scholars and a few journalists. Andrew Beaujon and Lauren Sandler, for example, have made journalistic forays into evangelical popular culture designed to help non-evangelical readers understand what it is and why it has such broad appeal, but they pay little attention to how it functions ideologically. Scholars such as David Stowe, Jay Howard & John Streck, and Heather Hendershot, for example, have persuasively analyzed the way that evangelical popular culture and Christian music functions as an alternative to secular popular culture, but race plays no role in these analyses.[footnoteRef:1] Similarly, while a scholar such as Eileen Luhr engages in extended cultural analysis to evaluate how evangelicals worked to change domestic policy through cultural interventions, including popular Christian music, she overlooks the racial contexts at play in these cultural maneuvers. Luhr’s work is indispensable for showing how the Christian music industry was tied to broader goals of the white evangelical movement, but its failure to consider race as a defining factor of domestic policy limits her understanding of how the music itself worked to form a white evangelical identity.  [1:  For a notable exception, see John Lindenbaum’s dissertation and subsequent articles on white evangelical contemporary Christian music. Lindenbaum offers a useful analysis of the way that contemporary Christian music functions to create a white evangelical identity, though he does not examine the way that white evangelical characteristics are transmitted through the lyrics and advocacy by Christian bands themselves.] 

	This thesis builds on the aforementioned work on evangelicalism while attempting to address the various omissions of popular culture, Christian music, and—most of all—racial identity formation. I will draw in part on the excellent body of scholarship by researchers such as Stanley Brunn, Gerald Webster & J. Clark Archer, and Clifford Clarke on the racial dimensions of the religious formation of the south, including the consolidation of whiteness. If these studies have overlooked the role of evangelical culture as well as the contemporary Christian music industry, they nevertheless provide useful historical context for my analysis. At the same time, this thesis finds inspiration in the groundbreaking work of Melani McAlister, who places evangelicals in an international context and shows how their domestic religious beliefs influence global politics. Yet McAlister only tangentially addresses the role of Christian music in her analysis or considers the importance of evangelical pop culture in building domestic public support for evangelicalism’s global policies—a gap I hope to address in the pages that follow. Ultimately, I aim to contribute to the growing body of knowledge on evangelical pop culture by showing how the historical, cultural, and political whiteness of evangelicalism has been reinforced and reproduced throughout the Christian music industry.






















Introduction
The present attitude of the white world is not based solely upon rational, deliberate intent. It is a matter of conditioned reflexes; of long followed habits, customs, and folkways; of the unconscious trains of reasoning and unconscious nervous reflexes. -  W.E.B. Du Bois[footnoteRef:2] [2:  W. E. B Du Bois and Nathan Irvin Huggins. Writings: The Suppression of the African Slave-Trade ; The Souls of Black Folk ; Dusk of Dawn ; Essays and Articles (New York, N.Y: Literary Classics of the United States, Distributed to the trade in the U.S. and Canada by Viking Press, 1986), 679.] 


The question we should be asking is not what does popular music reveal about ‘the people’ but how does it construct them. – Simon Frith[footnoteRef:3] [3:  Simon Frith. Taking Popular Music Seriously: Selected Essays (Aldershot: Ashgate, 2007), 261.] 



For over 20 years, Contemporary Christian Music was the soundtrack to my life. From the late 1980s to the early 2000s, lyrical beliefs about Jesus constituted virtually the only music I was allowed to listen to. The messages about how to live a life of faith that I received from these songs worked in solidarity with the political messages I was also being taught. I grew up in west Michigan, and this was the time when evangelical broadcaster Pat Robertson’s presidential paraphernalia floated around our house, and Betsy DeVos’ brother Erik Prince was graduating high school less than an hour away from me. Growing up in this area in the 1980s and 90s meant knowing that religious convictions needed to be proved by having conservative political stances.
	Michigan was a hot spot for the combination of Evangelicalism and Republican politics. The state was Robertson’s main electoral target, and when campaigning, he said, “One day, there are going to be millions of people who say, in Michigan, the tide turned. Everybody in this nation who cares about traditional values, especially the Christians of the nation, are looking to you...”[footnoteRef:4] When Betsy DeVos was appointed to Donald Trump’s cabinet, Prince called her position, “a useful vehicle for advancing nationally the revolution the DeVos’ had already enacted in Michigan.”[footnoteRef:5] The DeVos contributions to Republican politics and Christian organizations over the decades were vast, deepening the connection between faith and politics that swirled in the cultural air as I grew up.[footnoteRef:6] My church and family were deep in the throes of the culture wars as I became introduced to Christian music, and I had no idea that it was priming me to be a warrior. [4:  James Risen, “Robertson Pledges to Use His Religious Powers to Win Delegate Races,” Los Angeles Times (Los Angeles Times, August 3, 1986), https://www.latimes.com/archives/la-xpm-1986-08-03-mn-1008-story.html.]  [5:  Sam Tanenhaus and Adam Ciralsky, “‘I'm Tired of America Wasting Our Blood and Treasure’: The Strange Ascent of Betsy DeVos and Erik Prince,” Vanity Fair, September 6, 2018, https://www.vanityfair.com/news/2018/09/the-strange-ascent-of-betsy-devos-and-erik-prince.]  [6:  Zack Stanton et al., “How Betsy DeVos Used God and Amway to Take Over Michigan Politics,” POLITICO Magazine, January 15, 2017, https://www.politico.com/magazine/story/2017/01/betsy-dick-devos-family-amway-michigan-politics-religion-214631.] 

The conservative religious environment I grew up in perpetuated a belief that we Christian conservatives were constantly under threat. Dangers were everywhere, and one couldn’t be too careful. We were the evangelicals boycotting K-Mart and Disney, my pastor and adults at church were getting arrested for protesting abortion clinics, and despite Jerry Falwell’s claim to a Moral Majority, we felt marginalized. My mom discovered a Christian radio station when I was around 7, and for her, this seemed like a piece of salvation in a threatening world. I did not feel the same. I thought the music they played was for old people. It was slow ballads and hymn-like songs, without a drum set to be found. I wanted to listen to secular pop music like my friends, but now, thanks to a religious alternative, it wasn’t allowed. I didn’t know it at the time, but there actually was a Christian rock presence in the world. Sounding much like secular 80s music, bands like Whiteheart and DeGarmo & Key were Christian rock stars, and in the case of DeGarmo & Key, made it on to MTV before getting pulled for having a music video considered too violent.[footnoteRef:7] Yet while I was frustrated with my limited pop culture options, four Christian college boys were getting noticed for a Christian song they wrote and recorded. Within a couple of years they would release their first album, and even though not many people heard it and they would later come to wish they could burn all the copies, it was still the start of a career. They would go on to release their second album in 1993, gaining their first hit--and becoming a source of salvation from my painful adolescent life. [7:  They had a brief scene of a man representing the antichrist being burned alive. Eddie DeGarmo, Rebel for God: Faith, Business, and Rock 'n' Roll (Washington, DC: Salem Books, 2018), 214.] 

1993 was the start of an intensely traumatic few years in my life. After having experiences with private school, homeschool, and a public elementary school, I started 6th grade at a different private school. My mother was convinced the public middle school was a toxic cesspool that would destroy my innocence, and this new school was so small that two grades were in a single classroom. This was the type of school where everyone else had been friends since diapers, and I was the new kid. As middle school wore on, I went from being bullied at the private school, to being homeschooled again, before going *back* to the traumatic private school. To top it off, in 6th grade I also lost my best-friend-since-birth because of my mother’s overprotectedness, and I felt completely alone. This restrictive religious upbringing was compounded by my mother’s mental illness and ensuing emotional abuse, and the end result was that I was living a life that was culturally isolated and restricted, and that foreclosed most options outside the home, including college. Seen through the haze of a twelve-year-old’s hormonal emotions, my life looked to me like one long road of loneliness and isolation. I longed for the safety of group approval and acceptance; I simply wanted to belong.
The one glimmer of hope came in the middle of 6th grade, when I joined an enthusiastic evangelical youth group and was suddenly surrounded by kids as culturally strange as me. With Jesus as our gravitational pull, other differences fell away, and it was like falling into a pool of instant friendship, love, and acceptance. The love of Jesus was so broad that for people who followed him in the same way, nothing else mattered. You were scooped up, included, and welcomed. This sort of acceptance meant a social life outside the home, that for once my mother endorsed because the group was evangelical. It meant slumber parties and pool parties and going to concerts. It meant lazy Saturdays hanging out, and it didn’t matter what you wore, or what the latest movie you didn’t see was. It meant car washes and late night church services, and someone to pray for you when you were sad and lonely. It meant bonding over Christian cultural items like books, movies, and music. Being an evangelical teenager in the mid-1990s meant being part of a collective of people who said ‘we love you’ and ‘you are welcome here’ to a short, scrawny, weird kid who cried herself to sleep every night. 
I finally had an identity as a member of a group that gave positive meaning to my life, and as the year went on, religion and politics seemed to come to a head. The 1994 Republican Revolution showed me that being an evangelical deeply mattered, that our convictions and sacrifices could have tangible results. This political victory was intertwined with my new youth group--that formation itself an intentional creation designed to coalesce religious and political convictions in the next generation. But perhaps most powerful of all was my discovery of Christian pop & rock music targeted to the evangelical teenager.[footnoteRef:8] A new song, “Big House,” by a new band, Audio Adrenaline, had been climbing the Christian music charts, becoming a massive hit, and it would eventually be named Song of the Decade by CCM Magazine. I bought the cassette of their second album which contained “Big House,” and the lyrics of the songs sounded as if they had been taken from a conservative radio talk show. It was this album, with songs about persecution, defiance, and Jesus, that cemented my identity as a white evangelical millennial, and it would be 20 years before I would become anything different. [8:  Richard N. Ostling, “The Generation That Forgot God,” Time Magazine, April 5, 1993.] 

***
Audio Adrenaline was one of the first Christian pop and rock bands, their music part of the Contemporary Christian Music (CCM) industry. They became one of the top Christian rock bands in the 1990s and 2000s. Winning 2 Grammys and 5 Gospel Music Association Dove Awards, they released 8 albums, one of which was certified Gold. Formed at Kentucky Christian University in the late 1980s, the band signed with leading Christian recording company ForeFront Records in 1991, releasing their first album in 1992. The band initially consisted of Mark Stuart on lead vocals, guitarist Barry Blair, keyboardist Bob Herdman, and on the bass, Will McGinniss. Their 8th and final original album was released in 2005, as the band disbanded due to Stuart’s vocal spasmodic dysphonia, and they performed their last concert in 2007. By that point, the band consisted of Stuart sharing lead vocals with guitarist Tyler Burkum, McGinniss, and Ben Cissell on drums. By the mid-2000s, the Christian music scene had been changing. As Stuart describes it, “the era of Christian arena rock, rebellion, and revival was coming to an end.”[footnoteRef:9] The Christian music industry had been moving away from rock music and towards worship songs for churches; therefore, when Audio Adrenaline ended, so did Christian rock. [9:  Mark Stuart and Roger W. Thompson, Losing My Voice to Find It: How a Rock Star Discovered His Greatest Purpose (Nashville, TN: Nelson Books, 2019), 211.] 

Christian rock, like secular rock, was founded on the idea of rebellion, because as Stuart put it, “there is no bigger rebel than Jesus.”[footnoteRef:10] But the question is, what is being rebelled against? As an evangelical band, many of the lyrics and on-stage messages reflected the particular Christian worldview of their listeners – an evangelical theology concentrated on a personal relationship with Jesus, proselytizing, Biblical inerrancy, and being born again.[footnoteRef:11] Yet, in the 1990s, being countercultural was not an exclusively Christian state of being. Generation X was defined by its rebellion against the cultural status quo, the term coming to mean “subcultural negationist practices and their often conflicted relationship to mainstream consumer culture.”[footnoteRef:12] Audio Adrenaline’s emergence as a defiant Christian rock band with their second album Don’t Censor Me in 1993 was just as much a product of their being Gen X as it was their being evangelical Christians. As members of a generation defined by rebellion, the band had to decide what they were in rebellion against – the church, or the greater culture. [10:  Ibid. 219.]  [11:  John Lindenbaum, “The Production of Contemporary Christian Music: A Geographical Perspective” in Sound, Society, and the Geography of Popular Music, ed. Thomas L. Bell, (London: Routledge, 2009), 255.]  [12:  John M. Ulrich, Andrea L. Harris, and John M. Ulrich, “GenXegesis: Essays on ‘Alternative’ Youth (Sub)Culture,” in GenXegesis: Essays on "Alternative" Youth (Sub)Culture (Madison, WI: University of Wisconsin Press, 2004), 3.] 

In the early 1990s, there was an obvious way to be counter-cultural to the evangelical church; one merely had to refuse to participate in the ongoing close-knit relationship with the Republican Party. Although, as secular alternative bands realized, there was a tension between being counter-cultural and successful enough so that the public knows an alternative is even possible. Yet becoming successful meant becoming part of the mainstream, which endangered a band’s position as an alternative to that mainstream. If a Christian band was going to be counter-cultural to the church, whose members they wanted as their audience, it would be difficult to remain successful enough to challenge the church. For above all, the Christian music industry was an industry, and like all industries its purpose was to make money. 
Gen X Christian music artists needed to find a way to be alternative and yet still have the commercial Christian industry support them. If Christian bands such as Audio Adrenaline were not almost immediately successful, they were dropped from the record label, and with it, their primary musical outlet. Audio Adrenaline’s first album was a sales failure, so when the record label reluctantly gave them a chance to make one more record, they knew “it would be our last chance.”[footnoteRef:13] As Gen X scholar John Ulrich says, “Any oppositional activity in this accelerated hypercapitalist age is always forced to define its identity and significance in relation to the mainstream.”[footnoteRef:14] For Audio Adrenaline, as it was with the CCM industry in general, the mainstream that they defined themselves against was not the Christian mainstream, but the American mainstream. This not only gained them credibility in the evangelical world, which saw itself also in opposition to secular culture, but it also gained them alternative credibility, because “Gen Xers define themselves largely through their rejection of dominant American values…”[footnoteRef:15] This rejection is what Audio Adrenaline depended on to create the album that would either make or break their fledgling career, and this message was what appealed to me as a 12 year-old kid banned from the mainstream. [13:  Stuart and Thompson, 62.]  [14:  Ulrich, 25.]  [15:  John M. Ulrich, Andrea L. Harris, and Leslie Haynsworth, “‘Alternative’ Music and the Oppositional Potential of Generation X Culture,” in GenXegesis: Essays on "Alternative" Youth (Sub)Culture (Madison, WI: University of Wisconsin Press, 2004), 41-58, 41.] 

However, there was a significant element of the mainstream to which they were not opposed, and in fact, unconsciously supported and promoted: racial whiteness. Many researchers of Christian music, and more broadly evangelical culture as a whole, have concluded that they constitute a very white environment.[footnoteRef:16] But the cultural power that comes from being white was reinforced by the CCM industry in particular, and the beliefs and patterns that shaped this industry into a recognizably white one come from somewhere.  [16:  Lindenbaum, Luhr, Banjo & Williams, Emerson & Smith, Howard & Streck all explicitly say this.] 

This thesis explores the music and message of Audio Adrenaline to understand the way white supremacy is embedded within the CCM industry. The social power of evangelical pop culture has tangible political outcomes with global consequences. Scholar of evangelicalism Melani McAlister describes most Christian music as largely apolitical and “a jumble of ‘worship’ music, love songs to Jesus, and/or stories of struggle to find or keep faith.”[footnoteRef:17] This is true as far as the overt themes go, but while songs about Jesus might seem apolitical, the fact remains that they are songs about a white Jesus and this is part of what gives the music its power.  [17:  Melani McAlister, The Kingdom of God Has No Borders: a Global History of American Evangelicalism (New York, NY: Oxford University Press, 2018), 205.] 

The significance of promoting a god whose supposed views are based in white supremacy can be seen in demographic shifts. The particular blend of Jesus and Republican politics that white evangelical millennials grew up with made it easy for them, when changing their political minds, to change their religious minds as well. White millennials today are fleeing the Evangelical church. Yet this absence has not fundamentally shifted the power dynamics in the United States. Evangelicals have retained their political power, and white power still dominates in a society that is deeply racially inequitable. White millennials who grew up evangelical have wrestled with their faith and their politics, but by and large, they have not wrestled with the implications of their whiteness. This lack of struggle can be at least partially attributed to the way in which evangelical pop culture, through artists like Audio Adrenaline, implicitly upheld the values and priorities of white supremacy. When the contemporary Christian music industry is rightly understood as being an arm of white evangelicalism, then it is easier to see how even songs about faith, heaven, forgiveness, and love are actually songs designed to turn evangelical millennials not into counter-cultural rebels, but into white culture warriors and saviors who uphold the power of white supremacy.






Chapter 1
Everywhere, It’s God’s People
We live as if we are afraid acknowledging the past will tighten the chains of injustice rather than break them. – Austin Channing Brown[footnoteRef:18] [18:  Austin Channing Brown, I'm Still Here: Black Dignity in a World Made for Whiteness. (New York, NY: Convergent Books, 2018), Kindle, 117.] 



Headquartered in Nashville, Tennessee, the Contemporary Christian Music (CCM) industry is largely engaged in a project of reproducing white evangelicalism. With 42 CCM record labels, 5 CCM distributors, 2 radio networks, CCM Magazine, the Gospel Music Association, and CCLI (the Christian music licensing company), as well as general music industry jobs including the country music market, all of which consists of “composers, musicians, and over 20,000 songwriters,” this southern city is the heart of evangelical music culture.[footnoteRef:19] Nashville is also the headquarters of the Southern Baptist Convention, the United Methodist Church publishing house, Christian publisher Thomas Nelson, and a large evangelical community, making it a haven for evangelicals.[footnoteRef:20] This specific location cultivates the musical space for people to create and recreate their identity as white evangelical Americans.  [19:  Lindenbaum, “A Geographical Perspective,” 258.]  [20:  Ibid, 259.] 

While CCM is a recent creation growing out of the Jesus Movement of the 1970s, the white religion that it emerges from is not. As religious denominations formed their own Southern divisions in the mid-19th century, they developed a distinct and regional pattern of worship which included seeing a “spiritual significance in the Confederacy.”[footnoteRef:21] This religious history can be understood “as the religion of a subordinate people struggling against their conquerors.”[footnoteRef:22] Scholar Clifford Clarke argues that in the wake of the Civil War, the church was the one institution that southern whites had control over, and that’s where they turned “to promote a defense of southern morals and values,” nurturing an identity of oppression.[footnoteRef:23] Being located in the South helped shape the CCM industry in a specific religiosity of defensive whiteness.  [21:  Stanley D.Brunn, Gerald R. Webster, and J. Clark Archer. “The Bible Belt in a Changing South: Shrinking, Relocating, and Multiple Buckles.” Southeastern Geographer 51, no. 4 (2011): 518.]  [22:  Clifford J Clarke, “The Bible Belt Thesis: An Empirical Test of the Hypothesis of Clergy Overrepresentation, 1890-1930.” Journal for the Scientific Study of Religion 29, no. 2 (1990): 213.]  [23:  Clarke, 214.] 

Nashville’s location in the southern U.S. is included in what is referred to as the Bible Belt. This region stretches from northern Texas to western North Carolina, and from Mississippi to Kentucky, with the ‘buckle’ originally in eastern Tennessee in the 1970s, moving to Texas and Oklahoma by 2000.[footnoteRef:24] The number of adherents to Bible Belt denominations increased by 6.5 million from 1971-2000, with the Southern Baptists having nearly 68% of all Bible Belt Christian adherents.[footnoteRef:25] The Bible Belt has been extensively studied, and one consensus has been that southern religion has a significant effect on “both the cultural orientation of the populace and the social institutions of the region.”[footnoteRef:26] This southern religious influence is pervasive in the CCM industry. [24:  Brunn, et. al., 513.]  [25:  Ibid., 527.]  [26:  Clarke, 210.] 

This white, Southern, Bible Belt religion fundamentally shapes the worldview that CCM espouses lyrically, which its listeners then incorporate into their personal politics. Geographical scholar John Lindenbaum argues “the evangelical Christian community is not enclaved geographically, but rather uses cultural products such as CCM to incorporate white evangelical CCM fans throughout the U.S.,” these fans then becoming participants in global and domestic politics.[footnoteRef:27] The shape of their participation is influenced by the lyrics of the CCM songs they listen to. Sociologist Simon Frith describes how researchers have discovered that it is “possible to read back from lyrics to the social forces that produced them.”[footnoteRef:28] The ideology of southern evangelical whiteness drives production and marketing of CCM music; “words are a reason why people buy records.”[footnoteRef:29] The lyrical content of the CCM industry is the reason for its existence. [27:  John Lindenbaum, 2013. “The Neoliberalization of Contemporary Christian Music’s New Social Gospel.” Geoforum 44: 115.]  [28:  Frith, 210.]  [29:  Ibid., 229.] 

 What set the first CCM music apart from other folk songs of the time were the lyrics, which were about Jesus. As the style of CCM changed with the times, moving from folk to rock to alternative, the lyrics remained a defining characteristic, with artists describing their music as being “defined strictly by lyrical content.” [footnoteRef:30] [footnoteRef:31] The importance of this can be seen in the way that the ‘Christian Grammys’, known as Dove Awards, go to music with 50% or more identifiably Christian lyrical content.[footnoteRef:32] As CCM executive Eddie DeGarmo said, “Christian music is a lyric-based genre…if you’re not passionate about delivering a message, this isn’t the scene for you.”[footnoteRef:33] Lyrics are incredibly important to CCM artists, because they are understood to be important in drawing people towards Jesus, with research showing that “lyric messages carry much greater salience and resonance for listeners of CCM,” than for listeners of other types of music.[footnoteRef:34] Since the core of CCM is the lyrics, the ideology behind it is just as important.[footnoteRef:35] The use of music to deepen religious faith helps create an identity of a Christian music listener. [30:  John Styll, “History Makers: The Wild Frontier,” CCM Magazine, February 2006, 66.]  [31:  Scott Collins, “COMPANY TOWN : Rock of Ages : Contemporary Christian Music Soars in Popularity,” Los Angeles Times (Los Angeles Times, January 16, 1996), https://www.latimes.com/archives/la-xpm-1996-01-16-fi-25058-story.html.]  [32:  Lindenbaum, “A Geographical Perspective,” 254.]  [33:  DeGarmo, 287.]  [34:  Eric Gormly, “Evangelizing Through Appropriation: Toward a Cultural Theory on the Growth of Contemporary Christian Music,” Journal of Media and Religion 2, no. 4 (2003): pp. 251-265, https://doi.org/10.1207/s15328415jmr0204_3, 255.]  [35:  Frith, 271.] 

This identity of a CCM listener, though, is shaped by the white supremacy that permeates evangelicalism. As religious scholar Eileen Luhr says, “conservative evangelical churches thrived in part because their traditions had long incorporated a hostility to mainstream authority.”[footnoteRef:36] This hostility comes out of their Confederate roots, and contributes to the white supremacy embedded in their faith. Frith describes the way that a “personal absorption” into the social context of a song is “what makes music so important in the cultural placing of the individual in the social.”[footnoteRef:37] In this way, music helps create an identity. But the social context of this music is one in which being white gives one power. People use pop songs to define their place in the social hierarchy of society, and so white CCM listeners are empowered to define their place at the top in a white dominated society. Frith notes that the production of identity is also production of non-identity. It is a process of both inclusion and exclusion.[footnoteRef:38] For white people to see themselves as ‘in,’ they need an Other to see as ‘out.’ Because whiteness and evangelicalism are so intertwined, when CCM artists talk about faith, they are also talking about race. [36:  Eileen Luhr, Witnessing Suburbia: Conservatives and Christian Youth Culture (Berkeley, CA: University of California Press, 2009), 20.]  [37:  Frith, 263.]  [38:  Ibid., 264.] 

Southern religion, white power, and music as an identity marker all come together in the song “Good People” on Audio Adrenaline’s third album, Bloom, released in 1996. This song exemplifies the importance of Bible Belt Christianity to the CCM industry, and helps listeners align themselves ideologically with the political power that comes from being white.

I grew up impressed by the people I knew
In the buckle of the Bible Belt

The song then goes on to evaluate other Christians they meet out on the road against the standard of the ‘Bible Belt’ good people. 

I can tell that they're God's people
By the goodness in their lives

The point of the song is that God’s people are good people, and vice versa, and the standard of goodness is Bible Belt Christians, who are living a life that is to be emulated.

Every day I choose/to walk in their shoes
'Cause pretty are the feet of those
Who bring the Good News

The song “Good People” is implicitly about whiteness. It starts by growing up being impressed with the people in the buckle of the Bible Belt. While this might be a rhetorical flourish, because the band members grew up in Indiana and Ohio, the song nevertheless holds that demographic up as the standard with which to measure goodness by, and in fact, the band refers to themselves as “good ‘ol boys from Kentucky.”[footnoteRef:39] [footnoteRef:40] All four original members of the band are credited as writers on this song, as they are on nearly all of their songs, with three of them being born in 1968, the other in 1966. This means that the people they claim they grew up impressed by were the same white southern oppositional Christians who maintained segregation and Jim Crow oppression.  [39:  While most information describes Stuart as being from Kentucky because he was born there, in his memoir he repeatedly describes growing up and being from Richland, In.]  [40:  Brian Quincy Newcomb, “Return of the Living Dead,” CCM Magazine, February 1998.] 

	Even more consequentially for Audio Adrenaline and CCM, one of those ‘good people’ would become a powerful Christian music executive. Born in 1954, Eddie DeGarmo was one of Christian music’s first longtime rockstars, Audio Adrenaline’s first touring partner and “longtime hero,” a ForeFront Records founder, executive producer of four Audio Adrenaline albums, and a Southern Baptist from Memphis.[footnoteRef:41] He described his upbringing in the segregated 1960s in his 2018 memoir, Rebel for God, writing about how he had Black maids and nannies, and went to segregated schools and churches. “I never thought twice about it,” he said, “that was just the way it was.”[footnoteRef:42] Yet that actually wasn’t the way it was. Black residents of Memphis fought for years to integrate the schools, with the NAACP filing several suits. Busing was finally implemented in the 1970s, after a twelve-year court battle.[footnoteRef:43] White leaders in the community supported segregation by refusing to actively support integration, and in fact, DeGarmo’s suburb of Whitehaven, made up of homes with restrictive covenants, was one of the biggest resisters.[footnoteRef:44] The Baptist churches in the area, DeGarmo’s included, opened up space for white students to go to school, ultimately creating segregation academies which still exist today.[footnoteRef:45] DeGarmo, who graduated from public school in 1972, does not describe this aspect of his background. The research on his neighborhood comes because of his one mile proximity to Graceland and because of the historical significance of Memphis in the 1960s. He does write about joining a Black soul band at the age of 14, this being the first time he had “a meaningful relationship of any kind with black kids.”[footnoteRef:46] But this band didn’t last long, and the Black musicians were replaced with white ones, the band still playing soul music. DeGarmo’s lack of racial awareness is reflected throughout the CCM industry. [41: Stuart and Thompson, 92.]  [42:  DeGarmo, 25.]  [43:  Austin Scott, “Memphis Begins Busing as Whites Largely Boycott It,” The Washington Post, January 25, 1973.]  [44:  Justin Micah Faircloth, “From Jim Crow to Gentrification: Race, Urban Renewal, Architecture, and Tourism in the Urban South, Memphis, Tennessee, 1954-1991” (dissertation, 2013)]  [45:  Ibid.]  [46:  DeGarmo, 23.] 

	This racial environment that DeGarmo grew up in was the Bible Belt environment that Audio Adrenaline references so fondly as producing good people. DeGarmo became a music executive who was in charge of selecting, producing, and promoting musicians, wielding great power over their careers. Outside of his childhood, DeGarmo rarely talks about race in his book. Despite the book being about his life in the Christian music industry, he never addresses the systemic issues of race surrounding it. He does not consider the social power that being a white man gave him, attributing his success instead only to hard work and God’s blessing. This lack of awareness is in itself a white way of looking at race, and his attribution to individualism and faith is an evangelical way of looking at it.
DeGarmo’s life shows how it could be possible for a person shaped by segregation to aid in forming an industry that is essentially a segregated one, and then through the products of that industry, spread the priorities that uphold segregation. His story reveals the way in which, according to whiteness scholar Robin DiAngelo, “white people enjoy a deeply internalized, largely unconscious sense of racial belonging in U.S. society.”[footnoteRef:47] This unconsciousness undoubtedly influenced his decision making as an executive producer of Audio Adrenaline. This role, while not as hands-on as a producer, involved “casting a musical vision and establishing a high level overview related to finances, marketing, and more.”[footnoteRef:48] When Audio Adrenaline was just starting out, DeGarmo was still touring with his band, DeGarmo & Key in the early 90s even as he was running his new record company. This made it easy for him to bring new bands they had signed, like Audio Adrenaline, on tour with him. As he said, “it only seemed right to help those artists reach an audience. Of course it benefited me as a ForeFront owner to get their names out there.”[footnoteRef:49] DeGarmo’s influence over the CCM industry was vast. As a forward to his book puts it, “he’s generously and skillfully shaped the music of our generation…You and I may never know the number of voices who will sing the anthems his hands have helped craft.”[footnoteRef:50] In an industry known for its whiteness, the influence of the social conditions of southern segregation cannot be discounted. [47:  Robin DiAngelo, “White Fragility,” International Journal of Critical Pedagogy 3 (2011): pp. 54-70, 62.]  [48:  DeGarmo, 164.]  [49:  DeGarmo, 261.]  [50:  DeGarmo, xvii.] 

Yet other social forces were also at play in the lyrical content of CCM. The religious culture wars of the 1980s and 90s worked in tandem with a southern religion rooted in white opposition, making CCM a perfect vehicle for evangelicals all across the country to ideologically view themselves as a soldier in battle. Growing up in the Bible Belt region of the country meant growing up in an area “associated with strong conservative views on social issues such as school prayer, evolution, alcohol availability, and gay rights.”[footnoteRef:51] In “Good People,” Audio Adrenaline sings about the Bible Belt, but according to sociological scholars, they just as easily could have been singing about growing up in the Lynching Belt, the Beauty Pageant Belt, the Death Belt,[footnoteRef:52] or the Divorce Belt. In a 1995 interview lead singer Mark Stuart said, “The hypocrisy of our nation is incredible. We champion personal causes and almost give medals to those who demonstrate for homosexual rights, women’s rights, and animal rights, but when it comes to a Christian singing or preaching about God and telling others about Christ, all the doors slam shut at once.”[footnoteRef:53] While this argument came out of the mouth of Stuart, its foundation was laid by others. [51:  Brunn, et. al., 519.]  [52:  because of the frequent use of the death penalty]  [53:  Perucci Ferraiuolo, “Prayer in School: Issue Stirs Many to Voice Opinions,” CCM Magazine, April 1995, 32.] 

The end of the 20th century is known for the way in which conservative politics and evangelical religion unashamedly worked together. In 1992, Pat Buchanan declared that “there is a religious war going on in our country for the soul of America. It is a cultural war.”[footnoteRef:54] The conservative Christian Coalition, an advocacy group founded by evangelical broadcaster Pat Robertson, worked through churches to flip Congress in 1994, spending over 2 million dollars and distributing 57 million pieces of literature to do so, allowing evangelicals to play a major role in the 1994 Republican Revolution.[footnoteRef:55] [footnoteRef:56] [footnoteRef:57] Referencing the influence of southern whiteness in the movement, Time magazine said that the conservative movement “remains overwhelmingly white and has roots in the backlash against the civil rights revolution.”[footnoteRef:58] White evangelicals fighting for political power was reflected in Christian music, because concurrent to this, as the band noticed, “something was happening with Christian youth.”[footnoteRef:59] They were not wrong. [54:  Patrick J. Buchanan, “1992 Republican National Convention Speech,” Patrick J. Buchanan - Official Website, August 17, 1992, https://buchanan.org/blog/1992-republican-national-convention-speech-148.]  [55:  Christopher John Farley, “Prodding Voters to the Right,” Time Magazine, November 21, 1994, 62.]  [56:  Randy Frame, “High Stakes for the Religious Right,” Christianity Today, October 3, 1994, 62, 64.]  [57:  Andrew Glass. “Congress Runs into 'Republican Revolution' Nov. 8, 1994,” POLITICO, November 8, 2007.]  [58:  Laurence I Barrett. “Fighting for God and the Right Wing,” Time Magazine, September 13, 1993, 58.]  [59:  Stuart and Thompson, 62.] 

The transformation of the Christian music industry from its alternative-folk roots into a vehicle for the priorities of the Religious Right involved tapping into a growing evangelical youth movement.[footnoteRef:60] Christian teenagers “powered a grassroots Christian fan culture that abetted conservative political ideologies by believing in the reformation of society through transformation of the self.”[footnoteRef:61] This transformation meant getting ‘saved’ by Jesus and becoming a better person because of it. This they believed was the solution to all of the world’s problems. For white evangelicals, political issues needed spiritual answers, and so when the lyrics of Christian music talked about faith, they were also talking about politics. [60:  Ostling.]  [61:  Luhr, 72.] 

	The creation of an evangelical youth movement in the 1980s and 90s provided an environment where the church could view the secular word as hostile and a threat to the innocence of their children.[footnoteRef:62] Luhr describes how evangelical talk about family values was code for “white, suburban, middle-class, patriarchal, and heterosexual,” which was in contrast to “rioting urban minorities, rebellious white youths…the feminist movement…gay rights movement, and godless secularists intent on removing religious symbols from the public sphere.”[footnoteRef:63] The battle for conservative power was partially fought by advocating for rights of evangelical teens in public schools, creating a larger battlefield and opening the door for CCM to emerge as a powerful weapon. A 1990 court case “provided the impetus for an explosion of student-led displays of religiosity in the nation’s public schools during the 1990s as Christianity became a core identity for teens at both local and national levels.”[footnoteRef:64] However, the formulation of a core identity as an evangelical Christian teenager depended on what evangelicals decided was Christian.  [62:  Luhr, Witnessing Suburbia.]  [63:  Luhr, 33.]  [64:  Luhr, 104.] 

	One important aspect to an evangelical identity was the idea of being oppressed. The catalyst for a fear of persecution was Cold War communism in the 1970s and 80s, with other issues being of concern as well, such as “school prayer, public education, abortion, and feminism.”[footnoteRef:65] Issues seen as hostile to a white, patriarchal, heterosexual view of the world motivated evangelicals to be hostile in return, creating a white narrative of fighting against oppression. This view of persecution lasted beyond the fall of the Soviet Union, and it was based in part on actual persecution across the globe. American evangelicals saw how Christians across the world were being oppressed, which made the threat feel possible; “it could happen here, they thought, if they failed to turn back liberalism.”[footnoteRef:66] Nurturing a sense of persecution in the next generation was essential for turning them into culture warriors. [65:  McAlister, 115.]  [66:  McAlister, 115.] 

The themes of persecution and fighting for ‘family values’ emerge in Audio Adrenaline’s 1993 breakout album, Don’t Censor Me. The entire album exudes a persecution complex. It is defiant and unashamed, and their defiance establishes what it is they stand for, while also making clear what they are against. It is a lyrical narrative of inclusion and exclusion. The first song, “Can’t Take God Away” references school prayer, the Pledge of Allegiance, and government officials. Their second song describes the public school system as the setting to convert others, and on another song, the secular world is described as being a ‘scum sweetheart’ that Christians should stay away from.

It's a black heart that I see
It's evil it's bad and all in between
Whatever it is I'll do my part
To keep you from being their scum sweetheart

Keyboardist Bob Herdman describes this song as one the band had to fight the record label to get on the album. “There were some people really nervous about the word ‘scum.’ They felt it might be offensive.”[footnoteRef:67] And with that, this album firmly establishes an ‘Evangelical against the world’ dynamic.  [67:  Chris Lutes, “Audio Adrenaline's Big, Big, Sound,” Campus Life, May 1995.] 

A narrative of oppression and persecution was central to the formation of a southern white religion, and the power of that legacy is reflected in the malleability of its usage. The oppositional social beliefs of Bible Belt Christians spread beyond the south, in part through the national platform of the CCM industry. Audio Adrenaline helped shape the worldviews of millennial evangelicals through the promotion of Jesus, a seemingly neutral character. But the Jesus they described was not a Palestinian Jew, but a white conservative American.



Chapter 2
Why Not Come With Me?
And if one despairs—as who has not?—of human love, God’s love alone is left. But God—and I felt this even then, so long ago, on that tremendous floor, unwillingly—is white. And if His love was so great, and if He loved all His children, why were we, the blacks, cast down so far? 
- James Baldwin[footnoteRef:68] [68:  James Baldwin, “James Baldwin: Letter from a Region in My Mind.” The New Yorker. November 17, 1962. https://www.newyorker.com/magazine/1962/11/17/letter-from-a-region-in-my-mind.] 



The presence and absence of race in the social imagination contributes to the social construction of race. One power of whiteness in a white supremacist society is the ability to exclude. The absence of Blackness in white cultural, social, or political spaces is an intentional one. Color lines do not exist naturally; they are created and maintained by those in power. These spaces are a cultural geography, and the racial makeup of spaces like the CCM industry reflect the social practices of the makers of both music and industry.[footnoteRef:69] When the makers are mostly white men and when “white evangelical cultural practices are remarkably devoid of African-American participation,” then the cultural space will continue to be white, therefore continuing to naturalize whiteness for its audience.[footnoteRef:70] [69:  Lindenbaum, “A Geographical Perspective,” 253.]  [70:  John Daniel Lindenbaum, “The Industry, Geography, and Social Effects of Contemporary Christian Music” (dissertation, 2009), 6, 164.] 

The maintenance of CCM as a white space involves more than just the individuals within the music industry, however. There is a racial disparity within the creation and promotion of the industry itself. Even the decisions as to what is included in the definition of CCM help to demarcate it as a white industry. While Black gospel as a genre has a long and successful history outside of and before the creation of CCM, the music industry that lays claim to contemporary Christian music which includes various musical styles, excludes this category. This contributes to the definition of CCM as a white industry, and leads gospel listeners to identify as members of a different category.[footnoteRef:71] CCM does include Christian hip-hop and R&B, which is made up of mostly Black artists, but these only comprise 2% of CCM sales. The results of this racial division means white evangelicals and Black Christians “generally listen to different forms of Christian music obtained from different retailers,” reinforcing the white-powered social construction of race.[footnoteRef:72]  [71:  Lindenbaum, “Industry,” 160.]  [72:  Lindenbaum, “Neoliberalization,” 112.] 

Yet some Black artists, like Kirk Franklin, do see themselves as not just gospel artists, but as Christian music artists, and express frustration at not being treated as equals. In an August 2019 interview with CCM Magazine, Franklin describes the way he doesn’t have true friendships with white Christian artists the way he would like to.[footnoteRef:73] He says how he increasingly doesn’t know how to share and defend the Jesus of white theologians to his community because of white silences on the social issues that are happening today. He also explains how in 2016 after winning a Dove Award, the Christian network airing the awards show edited out the part of his speech that focused on victims of police violence. He is very clear in his CCM interview about his desire for unity in the Christian music industry of which he feels a part, but says this unity requires white artists to care about Black issues of concern. [73:  Kirk Franklin | ‘Features on Film with Andrew Greer,’ YouTube (CCM Magazine, 2019), https://www.youtube.com/watch?v=H3xxJf7BlNg&t=1s.] 

Fulfilling this desire, however, would entail white people in the CCM industry to have an awareness of belonging to a segregated group that grants them power to ignore others. Therefore, the absence of Blackness in CCM helps to create a collective white identity through participation in the CCM industry, because “music can stand for, symbolize and offer the immediate experience of collective identity.”[footnoteRef:74] When the industry is run by white people, when the songs are sung by white artists, and white teenagers only encounter other whites when buying the music, then white CCM participants are going to naturally see themselves as part of a white collective, and Black Christians will see themselves as excluded. A collective group structured around the normalization of whiteness is going to attribute a moral weight to being white because sociologists say that “people find and maintain their moral orientations in social groups.”[footnoteRef:75] Thus, well-defined boundaries around the group create an even stronger collective identity, and when whiteness is both normative and a moral good, it makes sense that a white collective group would work hard to maintain and defend their whiteness.[footnoteRef:76] [74:  Frith, 264.]  [75:  Michael O. Emerson and Christian Smith, Divided by Faith: Evangelical Religion and the Problem of Race in America (New York, NY: Oxford University Press, 2000), 142.]  [76:  Ibid., 143.] 

This division between Black and white music is not unique to Christian music. The CCM industry’s segregation reflects nearly a century of musical categorization based on race, and their refusal to challenge this division reveals the limitations to their claims of being counter-cultural. Sociologist William Roy describes the history of segregated music marketing, placing its origins in the selling of phonographs in the 1920s. Because the phonograph was sold through furniture stores, which were largely segregated, it became a logical business decision to categorize and market music records on the racialized customer base.[footnoteRef:77] This meant that the genres of “race records” and “hillbilly music” became racially coded, and this remained as the music eventually became known as rhythm & blues and country & western.[footnoteRef:78] Roy goes on to say that once these marketing categories had been established, musicians then performed for a particular category in order to be marketable, ensuring that marketing categories became musical genres. “People who did not fit neatly into an idiom were less likely to be signed than those who unambiguously fit a category,” and this musical history helps explain why CCM functions as a white genre. For nearly a hundred years, music listeners have been cultivated into an implicit understanding of genre as racial. [77:  William G. Roy, "'Race Records' and 'Hillbilly Music': Institutional Origins of Racial Categories In the American Commercial Recording Industry." Poetics, vol. 32, no. 3, 2004, 272.]  [78:  Ibid., 277.] 

The division between Black and white music didn’t end when furniture stores were no longer segregated or when music expanded beyond R&B and country. As media studies professor Jack Hamilton explains in his history of race and rock & roll, despite interracial interactions in the production of rock music itself, audience expectations of racial categorization helped to create and maintain a cultural understanding that rock music was white.[footnoteRef:79] This understanding continues to affect audience perceptions of musical skill. A study of 385 rock album reviews from 2003-2013 reveals that nonwhite artists received lower evaluations than white artists, and “reviewers actively mark nonwhiteness as opposed to whiteness and draw symbolic boundaries along ethno-racial lines.”[footnoteRef:80] The study concludes that evaluation of the music was done according to white expectations of what rock music is and who performs it.  [79:  Jack Hamilton, Just around Midnight: Rock and Roll and the Racial Imagination (Cambridge, MA: Harvard University Press, 2016).]  [80:  Julian Schaap, “Just Like Hendrix: Whiteness and the Online Critical and Consumer Reception of Rock Music in the United States, 2003–2013,” Popular Communication 13, no. 4 (February 2015): pp. 272-287, 284.] 

The understanding that CCM is a white industry is just one more example of how music listeners have a racial imagination that allows them to categorize music based on their expectations, and not on the desires of the artist. This helps explain why someone like Kirk Franklin can see himself as a contemporary Christian music artist, while the industry sees him as a Black gospel singer. But the listeners of this music, especially the evangelical teenagers to whom this was marketed, do not know that their racial imagination is being cultivated through this music. They don’t know what they don’t know, and they do not realize this color line is an unnatural, man-made creation. They don’t know, because for most of them, it is all they have known. They do not have the full understanding of how their whiteness is unearned power and a dangerous weapon.
An identity of whiteness was not an abstract thing for the Christian music industry. It contributed to the fight for political power that white evangelicals at large were engaged in. In 1996, the president of the Gospel Music Association said that CCM is “sort of a subculture. But it’s very appealing to a Christian individual and the millions of people who have conservative or traditional views,” the implication being that having conservative views and being a Christian were similar.[footnoteRef:81] The political significance of this Christian conservative culture was in the way it reinforced itself and fought against those who disagreed with it.[footnoteRef:82] As CCM produced a collective white identity, a political power struggle was also being cultivated, and for white teenagers, those two characteristics became deeply intertwined, and they became “a white American evangelical Christian political subject,” a tool to be used in the culture wars. [footnoteRef:83] [81:  Scott Collins, “COMPANY TOWN”.]  [82:  Luhr, 176.]  [83:  Lindenbaum, “Industry,” 130.] 

Through listening to contemporary Christian music, white evangelical teenagers’ racial understanding was kept shallow, which helped reinforce a white identity. If these teenagers wanted to listen to Christian music, white CCM was not their only option. Black CCM artists such as Out of Eden, Nicole C. Mullen, and CeCe Winans existed (even though they did not get played on CCM radio), as well as Black gospel music.[footnoteRef:84] Communication researchers Omotayo O. Banjo and Kesha Morant Williams analyzed Black and white Christian music listeners and their attitudes towards CCM and Black gospel music. They describe how the white listeners of CCM “expressed discomfort and superficial understanding of race relations,” which showed the effects of CCM being “more closely associated with white Protestant denominations.” Because of this close association, these teens understood it to be the cultural norm of what Christian music was.[footnoteRef:85] The white participants also exoticized Black gospel music, verbalized stereotypes of a Black church experience, and believed gospel music was focused on the past - that it reflected “the mindset of enslaved Africans.”[footnoteRef:86] Banjo and Williams argue that Christian music has racial cues and carries messages about racial identity which shape people’s racial attitudes.[footnoteRef:87]  [84:  Milmon F. Harrison, “‘ERACE-Ing’ the Color Line: Racial Reconciliation in the Christian Music Industry,” Journal of Media and Religion 4, no. 1 (2005): pp. 27-44, 36.]  [85:  Omotayo O. Banjo and Kesha Morant Williams, “Behind the Music: Exploring Audiences’ Attitudes toward Gospel and Contemporary Christian Music,” Journal of Communication & Religion 37, no. 3 (2014): pp. 117-138, 128.]  [86:  Ibid., 129-130.]  [87:  Ibid., 118.] 

Sociologists who study religion have used the concept of cultural tools as a way of understanding the formative role religion has on people. Cultural tools are the ideas, habits, skills, and styles that a culture creates in order for individuals to organize their experiences and understand reality.[footnoteRef:88] Religion is a key cultural tool, and white evangelicalisms’s toolkit includes an individualism more strenuous than the average American, a belief in the importance of relationships with people and with God, and a rejection of structural social problems.[footnoteRef:89] People use their cultural tools in the context in which they were first learned and then they extend them to new situations. Thus, white evangelicals can take what they have learned in the religious setting and apply it to racial issues, making the religious messages they receive even more powerful.[footnoteRef:90]  [88:  Emerson and Smith, 76.]  [89:  Ibid., 75.]  [90:  Ibid., 76.] 

One racial and spiritual message was heard loud and clear by evangelical teens in 1993, instantaneously creating a cultural touchstone for a generation. “Big House” was the song that turned Audio Adrenaline from a Christian college band into Christian rock stars. It was sung continually at concerts throughout the years, and it was the first song on their 2006 farewell album, in recognition of how it had become an anthem for Christian teens and youth groups.[footnoteRef:91] “Big House” exemplifies the whiteness that defines the CCM industry. This song gained iconic status partially because the tune was catchy, but primarily because of the lyrics, which imagines what heaven will be like. It is a song that allows Christian teens to build their collective identity around the idea that when they die, they will go to heaven and be together. This imagination though, is predicated on the understanding that not everyone goes to heaven, reinforcing their sense of inclusion and exclusion. The band tells a story of a high school student who was a recent convert to Christianity before dying in a car accident. At his gravesite, with kids wondering why it happened, everyone started singing a slow version of “Big House,” bonding over their collective imagination of the afterlife.[footnoteRef:92] Even though the idea of hell is not mentioned, its subconscious presence is what gives the song its significance.  [91:  Lutes, “Audio Adrenaline's Big, Big, Sound.”]  [92:  Ibid.] 


I don’t know where you lay your head/Or where you call your home
I don’t know where you eat your meals/Or where you talk on the phone
I don’t know if you got a cook/A butler or a maid
I don’t know if you got a yard/With a hammock in the shade

Come and go with me/To my Father’s house
It’s a big, big house/With lots and lots of room
A big, big table/With lots and lots of food
A big, big yard/Where we can play football
A big, big house/It’s my Father’s house

Yet because of the way that a white supremacist society and the CCM industry created such a stark color line, the white collective identity of evangelical teens had a subconscious imagination of Blackness as well.[footnoteRef:93] There is a way to interpret this song as not being about an imagined large building, but instead as a literal southern Big House.[footnoteRef:94] This song is not one that critiques the place of power on a plantation, but instead imagines that location as the definition of heaven. When scholars describe Christian music as creating white political subjects, this is how it is done.[footnoteRef:95] This song came out in 1993, in a larger sociopolitical environment of the mid-1990s that was in the middle of criminalizing people and removing a source of plenty through welfare reform laws, largely aimed against Black Americans. This imagination of heaven is one of plenty. This song tells people that in heaven, there is enough – enough food, enough space, and enough love for everyone. It invites people into an idea of abundance, leaving behind a world of scarcity. But there is a way of interpreting the chorus of lots of rooms, food, and land that also implies lots of work required to maintain it. Part of the white prestige that came with owning an antebellum Big House was that it did require a lot of work to keep running, and that owning a large home and the enslaved humans to do the work reflected a wealth to be proud of, as well as producing a plenty that was for whites only. As white teens are being invited to imagine themselves collectively in a seat of white power which is also heaven, their imaginations about the religious beliefs of people who are not white are also being cultivated.  [93:  Toni Morrison, Playing in the Dark: Whiteness and the Literary Imagination (New York, NY: Vintage Books, a division of Random House, Inc, 1992).]  [94:  Or even a prison]  [95:  Lindenbaum, “Industry,” 126.] 

This song works to develop a white identity because imagining heaven as a plantation develops an intuition that a plantation is good. Using the term ‘Big House,’ even if it is faithful to an idea that Jesus created about heaven as a mansion with many rooms, creates a familiarity with the term and a positive connotation to go along with it.[footnoteRef:96] The ultimate effect of this is that the imagination of white listeners is moved in the direction of affirming a superior social position for whites and a lower social location for Black people instead of away from it, and this has implications far beyond the plantation.  [96:  John 14:2-3] 

The space a person takes up in the world – their social location – is formed by their identity and the experiences they then have from the way society reacts to that identity.[footnoteRef:97] The social location of whites is different from Blacks because societal forces work differently on those identities. A racial identity cannot be separated from the way that life is experienced because of that identity. Music is also a part of shaping those experiences and helping to define a person’s social location. When it comes to CCM and Black gospel music, listeners of each have a more positive attitude towards artists with similar racial backgrounds. They view artists who have a similar social location more favorably.[footnoteRef:98] The imaginative possibilities in music help create and affirm the listener’s identity and therefore social location.  [97:  Kesha Morant Williams and Omotayo O. Banjo, “From Where We Stand: Exploring Christian Listeners’ Social Location and Christian Music Listening,” Journal of Media and Religion 12, no. 4 (2013): pp. 196-216, 197.]  [98:  Ibid., 198.] 

The religious and racial imaginations of evangelical teens were also being connected to ideas of wealth at the same time in “Big House,” because heaven is imagined as a mansion and not a shack. Whiteness in America is closely tied to wealth, and therefore being conditioned to see heaven as a place of wealth also reaffirms white identity. When it comes to economic desires, this song encourages kids to imagine and wish for one particular economic image, which has political consequences for racial economic inequality in the United States. Wealth becomes a spiritual aspiration, and when wealth is seen as spiritual, it can be easy to see poverty as sinful. This becomes more significant because the song “Big House” was inspired by a Haitian children’s song that Stuart heard on one of his many short-term mission trips to Haiti. 
Yet in the Haitian version, there is no vision of what the house looks like or how much wealth it reflects.

Everything’s alright in my father’s house, in my father’s house, in my father’s house. 
Everything’s alright in my father’s house, where there’s joy, joy, joy. 

There is no sin
There is blessing
I want to go there
Do you want to go[footnoteRef:99][footnoteRef:100] [99:  Haitian Support Ministries. “Mission Handbook.” Mission Handbook. Rolling Prairie, IN: Haitian Support Ministries, 2012.]  [100:  Audio Adrenaline, Hands & Feet Project (Ventura, CA: Regal Books, 2006), 17.] 


The ideas of wealth and prosperity offered in the Audio Adrenaline version are connected to the American Dream, which is a racialized concept. White economic desires are connected to the wealth gap between Black and white Americans and the way that white people often feel threatened by economic loss. Lindenbaum’s research repeatedly makes the connection between American evangelicalism and capitalism, and CCM scholars Jay Howard and John Streck make the same point, saying “consumption, capitalism, and materialism are necessary components of both Christian music and evangelicalism.”[footnoteRef:101] [footnoteRef:102] The religious economic imagination being cultivated in this song is one aspect of the evangelical toolkit that teens were being given, and it had racial conseqences. This song sent a message of what collective evangelical identity should look like - white and wealthy. Implied in that was an understanding of what it should not - poor and Black. [101:  Jay R. Howard and John M. Streck, Apostles of Rock The Splintered World of Contemporary Christian Music (Lexington, KY: The University Press of Kentucky, 2015),157.]  [102:  Lindenbaum, “Industry,” 42, 51, 167.] 

	White evangelical teens, by internalizing the explicit messages about heaven sent in this song, were also subconsciously absorbing implicit racial messages. They were forming themselves into an understanding of who they were in the world and what their place in it was. Aided and abetted by Christian music lyrics, white evangelical millennials were being trained to desire a world where they had all the power.















Chapter 3 
Confused or Vain

But what on earth is whiteness that one should so desire it? Then always, somehow,
someway, I am given to understand that whiteness is the ownership of the earth, forever
and ever, Amen! – W.E.B. Du Bois[footnoteRef:103] [103:  Du Bois, Writings, 924. ] 


One privilege of whiteness in a white dominant society is the ability to not notice whiteness.[footnoteRef:104] This powerful cultural effect also enables white people to easily ignore the power dynamics that come from being white. Being unaware of racial power dynamics means not understanding how race itself functions in society, and without a full understanding of the history behind racial interactions and the development of systemic racial disparities, white ignorance can become the staging ground for cultural appropriation. [104:  Peggy McIntosh, “White Privilege: Unpacking the Invisible Knapsack,” Independent School, 1990, pp. 31-36.] 

This lack of awareness about whiteness, power, and privilege is revealed in Audio Adrenaline’s usage of the zombie for their fourth album, Some Kind of Zombie. The zombie was “one of the most sensationalized aspects of Haitian religiosity,” and by appropriating this trope, which has been a part of American pop culture since the U.S. invasion of Haiti in the early 20th century, Audio Adrenaline is just one more link in the historical chain of whites treating Haiti as a site from which anything can be taken.[footnoteRef:105] [footnoteRef:106] While Audio Adrenaline’s connection with Haiti runs throughout their entire history as a band, with Stuart saying “Haiti was like the seed of Audio Adrenaline,” its influence is most obvious in this album.[footnoteRef:107] The appropriation of the zombie comes out of Stuart’s nearly life-long relationship with the country. Haiti has been a part of his life since he was 11 years old, when his parents began taking short-term mission trips there. The day after his high school graduation, his parents and sister moved to Haiti, so for Stuart, faith, family, and Haiti were all intertwined, and incorporating the country into his music probably seemed a natural progression. Yet what seems to have gone unnoticed is the way that race, power, and politics are just as intertwined. [105:  Margarite Fernández Olmos and Lizabeth Paravisini-Gebert, Creole Religions of the Caribbean: an Introduction from Vodou and Santería to Obeah and Espiritismo (New York, NY: New York University Press, 2011), 151.]  [106:  Mary A. Renda, Taking Haiti: Military Occupation and the Culture of US Imperialism, 1915-1940 (Chapel Hill, NC: Univ. of North Carolina Press, 2006).]  [107:  Hands & Feet Project, 17.] 

It has been white Americans who have taken control of zombie culture and disseminated it for popular consumption, yet the notion of a zombie had deep meaning for Haitians that did not have a connotation of enjoyment. The zombie represented a disastrous fate that was “symbolic of the Haitian experience of slavery, of the separation of man from his will, his reduction to a beast of burden at the will of a master.”[footnoteRef:108] The zombie is not a neutral cultural artifact, and not something that white people should simply use at will. Zombies in Haiti are part of both vodou culture and a response to western imperialism. When they first entered American consciousness in the 1930s, in the wake of the U.S. occupation of it, they were used in explicitly racist ways. In the 1940s and 50s, zombies turned from direct black and white racism into representations of American fears over Nazis, nuclear war, and Communists.[footnoteRef:109] The meaning of zombies in the United States has proven to be malleable, but the way they have been used, as a means of othering people, creating an in-group and out-group dynamic has been consistent. As anti-racist author Ijeoma Oluo says, “cultural appropriation is a symptom, not the cause, of an oppressive and exploitative world order.”[footnoteRef:110] Use of the zombie by a white American band reinforces the systemic white power dynamics that have wreaked such havoc on Haiti. [108:  Fernández Olmos and Paravisini-Gebert, 153.]  [109:  Christopher M. Moreman and Cory Rushton, Race, Oppression and the Zombie: Essays on Cross-Cultural Appropriations of the Caribbean Tradition. Jefferson, NC: McFarland, 2011.]  [110:  Ijeoma Oluo, “When We Talk About Cultural Appropriation, We're Missing The Point,” The Establishment, February 9, 2016, https://medium.com/the-establishment/when-we-talk-about-cultural-appropriation-were-missing-the-point-abe853ff3376.] 

	There is a cultural difference in the approach to zombies between Americans and Haitians and it is one of becoming versus of. In Haitian culture, the fear was becoming a zombie, because they represented a loss of control over oneself; they stood for enslavement.[footnoteRef:111] When zombies were used in American culture, this changed; the fear became of the zombies themselves. Zombies in the United States embodied a specific anxiety. Audio Adrenaline somehow refuses and yet employs both of these attitudes, and their syncretism of the zombie can be seen in the title song.  [111:  Christopher M. Moreman, Cory Rushton, and David Inglis, “Putting the Undead to Work: Wade Davis, Haitian Vodou, and the Social Uses of the Zombie ,” in Zombies Are Us: Essays on the Humanity of the Walking Dead (Jefferson, NC: McFarland, 2011), pp. 42-59, 43.] 

In their telling of the zombie story in “Some Kind of Zombie,” both aspects are shown, becoming and of, but there is no fear of either, even though the specific anxiety the zombie represents is a temptation to sin, and therefore a path away from heaven and towards hell, and therefore would seem to inspire fear.

Oh here they come
I'm not afraid
There's no temptation I can't evade

And yet the zombie also is the Christian who has become one by virtue of handing his soul over to God, walking away from the grave of eternal death in Hell.

But I'm dead to sin
Like some kind of zombie
I hear You speak and I obey (Some kind of zombie)
I walk away from the grave (Some kind of zombie)
I will never be afraid (Some kind of zombie)
	I gave my life away

The zombie is both the temptation and the overcomer. It is both death and life, the song embracing the of and the becoming. Zombies were portrayed as dueling states of being, but never an object of fear.

I'm obliged and obey
I'm enslaved to what you say

While this change in not fearing the zombie could be seen as positive when applied to American culture at large, these lyrics also explicitly affirm the ideology of slavery. While it seems improbable that Audio Adrenaline supports literal enslavement, what these words suggest is that the only thing that differentiates good slavery from bad slavery is the slavemaster. This is a problematic position to take, and in the context of Haiti, the only country founded as a result of a successful slave rebellion, even more so. Yet Americans encountering Haiti with an ideology of slavery was nothing new. As Mary Renda describes in her book Taking Haiti, the U.S. invaded the country in 1915 and militarily occupied it for 19 years. During that time, the Americans “installed a puppet president, dissolved the legislature at gunpoint, denied freedom of speech, and forced a new constitution” on them. The marines who were the primary occupying force, fought Haitian citizens, “and imposed a brutal system of force labor,” recreating a slave economy, and as a result, the zombie became “a metaphor for exploited and conscripted labor.” [footnoteRef:112] [footnoteRef:113] The zombie cannot be separated from the conditions of its origins, especially the way it is used here, emerging out of a direct connection with Haiti and embracing the notion of slavery. [112:  Renda, 24.]  [113:  Stephanie Boluk, Wylie Lenz, and Gyllian Phillips, “White Zombie and the Creole: William Seabrook's The Magic Island and American Imperialism in Haiti ,” in Generation Zombie: Essays on the Living Dead in Modern Culture (Jefferson, NC: McFarland, 2011), pp. 27-40, 32.] 

Cultural appropriation, even if done in ignorance, is an exercise of power. Oluo describes cultural appropriation as “the misuse of a group’s art and culture by someone with the power to redefine that art and, in the process, divorce it from the people who originally created it.”[footnoteRef:114] The power to take and redefine a cultural object depends on having the social authority to do so. White people are able to culturally appropriate because of their collective identity as white people in a white dominating society. The reinforcement of a white identity is essential in upholding the power that white supremacy gives, and therefore the whiteness of CCM enabled Audio Adrenaline’s listeners to see themselves as people with power. [114:  Oluo.] 

Music is a powerful tool in identity formation because it is a reflective space where people can see themselves as who they imagine themselves to be, as well as who they imagine others to be.[footnoteRef:115] As Frith writes, “music seems to be a key to identity because it offers, so intensely, a sense of both self and others.”[footnoteRef:116] But the imagined self and the other is not an abstract concept. Identities are concretely tied to “social, physical, and material forces,” therefore the whiteness of CCM has real world consequences, because its white listeners concretely benefit from being white.[footnoteRef:117]  [115:  Frith, 294.]  [116:  Ibid., 295.]  [117:  Ibid., 294.] 

The collective white identity created by this music helps inform the white evangelical approach to the world because of in-group and out-group conditions that arise out of collective identities. Sociologists describe how “in-group members are evaluated more positively and out-group members more negatively,” meaning that CCM enables white evangelical teens to see other whites positively, and people of color negatively.[footnoteRef:118] Thus, prejudice is unwittingly encouraged because “once people have preconceived stereotypes of an out-group, they tend to recall only information that confirms the stereotypes, while contradictory evidence is dismissed as an exception and typically forgotten altogether.”[footnoteRef:119] A sense of self in relation to others determines how one treats the other, and when white people operate without understanding the meaning and history of their whiteness, they interact with others from a position of power and privilege. [118:  Emerson and Smith, 156.]  [119:  Ibid., 157.] 

This sense of self and others can be seen in how Christian music listeners interact with the music. Despite CCM and Black Gospel music both having a Christian message, “the sociocultural influences of each genre are evident in the songs.”[footnoteRef:120] This means that white people lean towards white CCM and Black people towards Black gospel, because of the positive connotations associated with in-grouping. When studying both groups, researchers found that although questions about the two genres did not mention race, the participants “quickly attributed race to each of the genres when asked about the out-group members.”[footnoteRef:121] White listeners of CCM therefore were not only affirmed in their whiteness, but developed a positive connotation for other participants in the industry, while also developing negative opinions of Black music and its listeners simply through the act of listening to the music. The racialized identity of the music also shaped the purpose of it. White CCM listeners listened to the music to connect with God on a personal level and to reinforce their faith.[footnoteRef:122] Black listeners of Gospel also listened to the music to protect their faith. But whereas the white CCM listeners described it as getting a boost to their faith when they needed it, the gospel listeners described the music as bringing comfort to their burdened lives.[footnoteRef:123] [120:  Omotayo O. Banjo and Kesha Morant Williams, “A House Divided? Christian Music in Black and White,” Journal of Media and Religion 10, no. 3 (2011): pp. 115-137, 129.]  [121:  Banjo and Williams, “Behind the Music,” 128.]  [122:  Williams and Banjo, “From Where We Stand,” 206.]  [123:  Ibid., 209-210.] 

	This idea of burden is central to the way that white power and privilege work. White CCM listeners are not struggling with a burden of identity or sense of belonging in society. They are not struggling with the burden of being white in the same way that Black listeners have to struggle against whiteness.[footnoteRef:124] When the people who listened to CCM described the struggles of their life, they described temporary ones, while the gospel group described their life problems as a consistent struggle that affected their ability to persevere, giving them an “overwhelming sense of burden.”[footnoteRef:125] The gospel listeners also struggled with their identity and a sense of belonging in society.[footnoteRef:126] The lack of a social burden that white people face from being white comes from the creation of a white collective identity in a white supremacist society, and it is another way that their white privilege allows them to ignore their whiteness and the way the power of it can harm others. [124:  Greg Tate, Everything But the Burden: What White People Are Taking From Black Culture. New York: Broadway Books, 2003.]  [125:  Williams and Banjo, “From Where We Stand,” 204.]  [126:  Ibid., 205.] 

Part of the whiteness inherent in the appropriation of zombie imagery is in the flexibility of the usage. In claiming a sense of ownership over the interpretation of the zombie, Audio Adrenaline models for their listeners what it looks like to enact white privilege, and in doing so, reinforces the social benefits that come from being white. When the zombie entered American pop culture, it became “a creature that revealed more about the hopes and fears lurking in the American psyche than in the Haitian one.” Audio Adrenaline choosing to have their zombie represent fearlessness when the zombie represents fear emphasizes the malleability that exists because of cultural appropriation. The zombie is an easily adaptable trope because it is “a voiceless being lacking a will and intellect of its own.” The zombie became a cultural blank slate for white Americans, in the same way that Stuart describes being a missionary in Haiti is “being the voice for the voiceless,” allowing whiteness to decide what it is that other people should say.[footnoteRef:127] [footnoteRef:128]  [127:  Christopher M. Moreman, Cory Rushton, and Ann Kordas, “New South, New Immigrants, New Women, New Zombies: The Historical Development of the Zombie in American Popular Culture,” in Zombies Are Us: Essays on the Humanity of the Walking Dead (Jefferson, NC: McFarland, 2011), pp. 15-30, 15.]  [128:  Stuart and Thompson, 232.] 

Yet, in describing the people of Haiti, Stuart, to his credit, sees them not as people who are “unlucky or not blessed,” but simply different from Americans.[footnoteRef:129] He describes his experiences there in a way that reveals a humility not usually associated with American missionaries, and even addresses the privileged American attitudes he held, and one senses his desire to genuinely help people who have serious needs. Audio Adrenaline sees the people of Haiti as people in need of Jesus just as they are, and this creates a sense of identification with them. Yet the solution offered in their songs, because they conform to the status quo of the CCM industry, is a white Jesus. [129:  Hands & Feet, 58.] 

This album also reveals the way the CCM industry places pressure on artists which does not allow them the space to be more thoughtful about their work. Stuart describes this album as one that was made out of emotional and creative exhaustion as they were coming off an incredibly popular tour that kept them on the road for eighteen months. With the benefit of hindsight, Stuart admits that the zombie idea “was a stretch, and looking back now, I would have done it differently.”[footnoteRef:130] But “the contracts were clear. A new album was due…This was the business.”[footnoteRef:131] The behind the scenes pressure on this album reveal systemic issues of the Christian music industry. Ultimately the band was just a cog in the machine, there to make the record label money. Because they were not in a creatively good place, they didn’t put out songs they loved, even though “pure music critics would cite [them] as some of our best work.”[footnoteRef:132] Despite headlining their first tour with this album, performing in 60 different cities and releasing a companion book and video called Some Kind of Journey, sales were down for the album, and as a result, they were called into the recording studio, and pressured to do better next time.[footnoteRef:133]  [130:  Stuart and Thompson, 108.]  [131:  Ibid., 106.]  [132:  Ibid., 107.]  [133:  Chris Lutes, “Adrenaline Rush!,” Campus Life, July 1998., Brian Quincy Newcomb, “Return of the Living Dead,” CCM Magazine, February 1998.] 

When Stuart reflects on this album, he is not clear on what specifically he would do differently or what was wrong with using the theme of zombies in the first place. He never acknowledges or discusses the role of race or the power dynamics in the band’s relationship to Haiti. In fact, the companion book to this album, whose subtitle is Seven Days, Seven Issues, Seven Souls, does not even consider race or racism to be one of the top seven issues worth talking to teens and youth groups about. The lack of racial awareness is the privilege of whiteness, and this album reinforces white privilege by embracing it instead of confronting it. Thus, white evangelicals who listen to Some Kind of Zombie are racialized even further into their white identities, empowering their white collective identity, while at the same time being trained to see Black culture as theirs to define.







Chapter 4
We’re Going Worldwide
Gods always behave like the people who make them. – Zora Neale Hurston[footnoteRef:134] [134:  Zora Neale Hurston, Tell My Horse: Voodoo and Life In Haiti and Jamaica. (New York: Perennial Library, 1990).] 


	Christian theology is premised on the notion that followers of Jesus are supposed to emulate his life. His feeding of the hungry, healing of the sick, and caring for the poor and needy serve as a model for how Christians of all stripes believe they are to live. But the theology of white evangelicalism centers around the sinfulness of humans, which makes Jesus’ suffering and death, not his life or resurrection, the focal point.[footnoteRef:135] Therefore, for white evangelicals, living like Jesus meant cultivating an awareness of the possibility of death and a receptivity to it. A willingness to undergo an early death as a measure of faithfulness to God was the bridge between the Religious Right’s battles against secular liberalism and evangelical global outreach.[footnoteRef:136] White evangelical teenagers were included in this effort, and CCM helped lay the groundwork for this with songs and books that emphasized martyrdom and missionary efforts. The consequence of white American evangelical obsessive identification with Jesus’ death is that white evangelicals saw not only Jesus as the savior of the world, but themselves as well. [135:  Delores S. Williams, Sisters In the Wilderness: The Challenge of Womanist God-Talk. (Maryknoll, N.Y: Orbis Books, 2013).]  [136:  McAlister.] 

	In a 2012 The Atlantic article, writer Teju Cole coined the term ‘White-Savior Industrial Complex,’ which describes the phenomenon that white evangelicals were participating in. He critiques the way that white Americans go into a place of need, assuming they have the answers to the problem, arrogantly taking over and often times making things worse. He says, “there is much more to doing good work than ‘making a difference.’ There is the principle of first do no harm.”[footnoteRef:137] In order to do no harm though, one must first know what harm would look like and why there is a “need for the need,” in the first place.[footnoteRef:138] Yet the evangelical cultural tools of individualism, relationships, and a refusal to acknowledge problems that are inherently systemic means that a high priority is placed on ‘faith’ and doing the best that one can do on their own, trusting God to make it all “work together for good.”[footnoteRef:139] This reliance on faith rather than knowledge is what enables white evangelicals to remain ignorant of how their whiteness shapes their efforts. [137:  Teju Cole, “The White-Savior Industrial Complex,” The Atlantic (Atlantic Media Company, January 11, 2013), https://www.theatlantic.com/international/archive/2012/03/the-white-savior-industrial-complex/254843/.]  [138:  Ibid.]  [139:  Romans 8:28] 

Despite CCM’s commitment to whiteness, the industry did attempt to address the issue of race occasionally, such as the March 1996 issue of CCM Magazine which discussed racism. In it, they define racism as a “volatile mixture of ignorance, pride, and fear of the unknown.” This is a very different definition than that of scholars on the topic who define racism as “encompassing economic, political, social, and cultural structures, actions, and beliefs that systematize and perpetuate an unequal distribution of privileges, resources and power between white people and people of color.”[footnoteRef:140] The magazine definition mentions nothing about power, privilege, or inequality. The article does go on to acknowledge that “Black and Hispanic artists often struggle for airtime on most Christian radio formats,” and that the Christian industry writ-large is nearly all-white. [footnoteRef:141]  This article fits within the way white evangelicals talked about race, because as sociologists Michael Emerson and Christian Smith say, they choose to ignore any structural definition of racism because it “would challenge the very basis of their world, both their faith and the American way of life.”[footnoteRef:142] For their sources, the magazine turned not to scholars or theologians of color, but magazine articles and evangelical books. The CCM industry’s proliferation of whiteness is exacerbated by specific systemic issues, including having an inadequate understanding of what racism even is. [140:  DiAngelo, 56.]  [141:  Todd Hafer, “Erasing Racism,” CCM Magazine, March 1996.]  [142:  Emerson and Smith, 89.] 

An insufficient understanding of the realities of racism served to allow white evangelicals to engage with white saviorism on a large scale. In Melani McAlister’s book, The Kingdom of God Has No Borders, she describes the many ways that white evangelicals engaged with the wider world. One of these was the ‘10/40 Window’ that was popular in the evangelical world of the 1990s. This geographical location, a large rectangle encompassing the area from Africa to China between 10 and 40 degrees north of the equator, was reproduced on maps and focused the evangelical passion for conversion in a collective way, making it so that “the seemingly unimaginable task of evangelizing the world by the year 2000 suddenly seemed more imaginable.”[footnoteRef:143] McAlister describes the way this window also functioned to enable a narrative of Christian persecution, reducing complex socio-political structural issues to individualized stories and threats. These narratives of persecutions of Christians around the world, “took on new forms and enhanced social-emotional power starting in the early 1990s.”[footnoteRef:144] The idea of global persecution melded with the narrative of persecution white evangelicals were already creating in the United States, making the notion of the culture warrior feel as if it was a life or death identity. And in the absence of real persecution in the United States, CCM could simulate persecution and a narrative of danger through their lyrics. [143:  McAlister, 146.]  [144:  McAlister, 160.] 

White American Evangelicals combine whiteness, Americanness, and Jesus when they enter the mission field, resulting in the spread of a white American Jesus throughout the world. One characteristic that comes with being a white American is the assumption that one knows best how to run the world, and this arrogance is also expressed in evangelicalism. Dirty Faith: Becoming the Hands and Feet of Jesus was a book put out in 2003 by Audio Adrenaline to encourage a missional mindset in their fans. It was a book “for people who are ready to be Jesus on earth.”[footnoteRef:145] When it describes how to go about being Jesus’ hands and feet, it says the first thing is to “go looking for people who don’t know Jesus….They need to find Jesus, but they don’t know it yet.”[footnoteRef:146] The book tells people that serving others involves sacrifice and denial of self.[footnoteRef:147] But the limitations of this sacrifice can be seen in what they tell teenagers to do. They do not advocate for social justice issues; instead they suggest sacrificing popularity at school by refusing to illegally download music.[footnoteRef:148] The white evangelical cultural tool of individualism was important to the missional movement by focusing on individual sacrifice and salvation, and not systemic, collective problems and responsibilities. [145:  Mark Matlock, Dirty Faith: Becoming the Hands and Feet of Jesus (Colorado Springs, CO: NavPress, 2003), 14.]  [146:  Ibid., 28.]  [147:  Ibid., 113.]  [148:  Ibid., 118.] 

The focus on individualism allows evangelicals to see themselves as an independent pair of Jesus’ hands and feet. Then, with a missional mindset, the world becomes an exoticized place where white teenagers further develop their collective white identity by positioning themselves as different from those they are trying to save. Audio Adrenaline helped prime listeners for this through their albums of defiant resistance to a perceived loss of liberty, southern whiteness, and appropriation, and when they began emphasizing their relationship to Haiti more directly to their fans, they encouraged white teens to bring those attitudes with them to Haiti, in the name of Jesus.
The band described the needs in Haiti not in structural terms of historic oppression and global power dynamics or American complicity, but in terms of how many Christian missionaries should be involved to solve the problems of poverty. In 2006, they released another book, Hands and Feet which is more Haitian specific. The book is meant to tell people about the organization they started in Haiti, The Hands and Feet Project, as well as to get people interested in taking short-term mission trips there. Hands and Feet is a book that describes the needs of Haiti and the orphanage project that the band began, Stuart describing the orphanage as a dream come true.[footnoteRef:149] In this book, the needs in Haiti are described as overwhelming and immediate, and even though “it is sometimes said that there are more missionaries in Haiti than almost anywhere else,” an employee of the project says, “there still aren’t enough missionaries yet.”[footnoteRef:150][footnoteRef:151] When white people are defining the problem, it is no surprise that they see themselves as the solution.  [149:  Stephanie Ottosen, “Get Real: Audio Adrenaline,” CCM Magazine, July 2004.]  [150:  Hands & Feet, 117.]  [151:  “Before the earthquake, according to the Center for the Study of Global Christianity, there were about 1,700 long-term, professional missionaries in Haiti.” Nichole Payne, “A Leaky House: Haiti in the Religious Aftershocks of the 2010 Earthquake” (dissertation, 2012), 88.] 

Audio Adrenaline’s work in Haiti, no matter the intention, was part of a historical pattern that Renda describes as U.S. paternalism towards Haiti. She describes the way paternalism was used to shape the power relations between the U.S. and the Haitians, saying that it was “a whole constellation of meanings, images, ideas, and values,” and it “was an assertion of authority, superiority, and control,” that was institutionally formed on the plantation and reservation.[footnoteRef:152] This history has to be thought of when analyzing the presence of Audio Adrenaline in Haiti and the additional influx of white evangelicals to it because of them. They entered a foreign country sure they knew the answers to the problems, sure that they knew best how to take care of the children, simply by virtue of being white American Christians. [152:  Renda, 28.] 

Their missional ideology becomes explicit in the song “Hands and Feet” on their 1999 album Underdog, the song becoming an anthem for short-term missions. 

I'll be Your hands
I'll be Your feet
I'll go where You send me
I'll go where You send me

And I’ll try, yeah I'll try
To touch the world like You touched my life
And I'll find my way
To be Your hands

This song encourages white evangelical teens to take their collective identity as white defiant Americans, full of privilege and a subconscious attitude of superiority into the world, often into places of non-white poverty, which only served to bolster their sense of self-importance.
After the success of the song “Hands and Feet” and The Hands and Feet Project, Audio Adrenaline devoted their entire 2003 album Worldwide to the ideology of missions. The idea behind this album was “stepping into the unknown” and the willingness to drop everything and go wherever God called, to serve him.[footnoteRef:153] Stuart contrasts this missional worldview with that of the CCM industry; mission is about serving others, while the industry was about money. He said, “the industry was opportunistic. Labels looked at trends in secular music and put together a Christian version of it. That’s how we got signed. The industry followed every trend…became formulaic in music and message, and we became jaded to the whole thing.” He follows this up describing how being in Haiti made him excited about music again. “I wanted something real to talk about. There was nothing more real to me than Haiti. Real injustices. Real poverty. Real opportunities to live out the gospel.”[footnoteRef:154] While serving people in need is not a bad thing, what this album seems to be advocating is a form of serving that uses more vulnerable people as the stage on which to perform a faith that appears to be more authentic than that of those still at home in the pews. A four song section towards the beginning of their album lays this out. In the first song, “Church Punks,” they put a call out to teenagers to defiantly show the church the real way to live. [153:  Stuart and Thompson,156.]  [154:  Ibid., 154.] 


This is a call for a truth rebellion
To all the people who hear
This is a call to make a stand
Throw your fists up in the air

The way to make a stand is described in the next song, “Dirty.”

Tired of being clean, sick of being proper
I want to live among the beggars and dig out in the dirt
Step outside the walls we built to protect us
Don't be afraid to get some mud on your face

Come on, come on everybody
Come on, come on and serve some one…
Let's get foolish, let's get free
Free to be the one thing, you were meant to be

Bringing a white American Jesus to other places around the world is seen as the mechanism for self-liberation. This album makes the argument that the reason for having this belief is to spread it to others, and what is needed is faith without knowledge. In the third song in this sequence, “Go and Be,” teens are told to lean into their essence, assuring them all they need is to bring their full selves to people and God would do the rest.

Go and Be nothing less than you
'Cause you begin in Him
He'll show you what you need to know to
Go and Be every single day
Go and Be

But what they are going and being is a white American, ignorant of the way white skin and American audacity functions. White Americans moving in the world, especially in places like Haiti, should be walking with a full awareness of the damage being a white American can bring. This album tells white evangelical teens that to be a good Christian, they should go into the world, getting dirty in serving those who are unclean,[footnoteRef:155] being your full (white) self, knowing nothing but trusting that God will teach you everything you need to succeed. This attitude is what is behind the White-Savior Industrial Complex. [155: this premise itself highly problematic ] 

Stepping into the unknown involved an element of risk, and the imagined risk was death. Dirty Faith said “being Jesus’ hands and feet on earth means doing the Father’s will, even to the point of death.”[footnoteRef:156] The emotional threat of persecution through music served to deepen teenage faith through an imagined connection with Jesus’ persecution and violent death by the Romans. The fourth song in the sequence is “Pierced” which has a repetition of lyrics that include, [156:  Matlock, 88.] 


Make me/Take me/Break me/I am pierced

This connection between missions, danger, and crucifixion allows the Christian teenager to feel a sense of risk and adventure in claiming Christianity and taking it elsewhere.
Yet risk sometimes has a cost, and people have to decide if they are willing to pay it. In an evangelical industry, with a band aware that many people depended on them for income, it can be risky to counter the dominant ideology. Their book Hands and Feet came out after the band had ended and all of their contractual obligations had been fulfilled, and its tone, while still centered around white saviorism, does begin to stray from conventional evangelical teachings. It quotes a Bible verse that is a favorite of social-justice minded Christians (who don’t often overlap with Evangelicals), which says that what God requires of his people is that they act justly, love mercy, and walk humbly with their God.[footnoteRef:157] The book then goes on to say that  [157:  Micah 6:8] 

“Clearly, the heart of God is for the marginalized, the poor, the orphan, the widow, and even ‘the foreigner in your midst.’ His desire for those who identify themselves with Him is that they would do justice and love doing mercy unto those who are on the margins of society. All this begs an obvious question: How are we, as a Church, the incarnation of Jesus in this world, living this teaching? Wouldn’t it be amazing to see the Church known more for what or who it stands for than what or who it stands against? Wouldn’t it be refreshing to see the Church known more for how it loves because of what it believes than by what it merely says it believes?”[footnoteRef:158]  [158:  Hands & Feet, 27.] 


This passage reflects a view of Jesus that is more focused on his life than his death, and the answers to the questions it asks require an understanding of systemic issues and white responsibility. Yet, because the goal of The Hands and Feet Project and the role of missionaries is part of the White-Savior Industrial Complex, the white power inherent in that prevents those questions from being answered in a way that reduces harm. Stuart says one primary goal of the project was to get American teens to come to Haiti and understand the physical needs of people in other parts of the world. He criticizes the way that churches seem to be so focused on their physical buildings and gaining members rather than serving others. “Our hope is that this place can help the Church become outward-focused, rather than inward-focused.”[footnoteRef:159] Yet being solely outward-focused means there is no time to reflect on the mistakes one makes. The White-Savior Industrial Complex is predicated on people being ignorant of the complexities of situations. It depends, literally, on going into the unknown. Going into the known, especially as a white missionary, would mean being aware of what it means to be white and the damage it so easily causes. In his book Stuart says, “Looking back now, if we’d actually known what it took to build an orphanage in Haiti, we probably would never have started.”[footnoteRef:160] He says this as a good thing, as if the benefit of the orphanage outweighs the hardships, and that it would have been worse to not have built the orphanage in the first place. But praising the unknown, without stopping to learn from the past can lead to a repetition of mistakes and a continuation of harm. [159:  Ibid., 59.]  [160:  Stuart and Thompson, 150.] 




Chapter 5 
Not A Pretty Sight To See
It is the innocence which constitutes the crime. – James Baldwin[footnoteRef:161] [161:  James Baldwin, The Fire Next Time (New York, NY: Vintage Books, a division of Random House, Inc, 1993), 6.] 


The cultural norm of white supremacy is such that it creates white people who, while wielding power, are actually quite fragile when it comes to discussing the source of that power. White evangelicals’ refusal to understand racism in the way that people of color do is not only an act of willful ignorance, but also evidence of what DiAngelo calls white fragility. This concept is useful in understanding why it is the CCM industry refuses to seriously engage with the topic of racism. Because the industry emerges out of an oppositional white religion, and has maintained its whiteness since its beginning, white people involved with CCM “have not had to build the cognitive or affective skills or develop the stamina that would allow for constructive engagement across racial divides.”[footnoteRef:162] In addition to having difficulty discussing racism, they also have a vested interest in defending their whiteness, because as legal scholar David Simson describes, whiteness often means innocence. [162:  DiAngelo, 57.] 

Simson writes about what he calls ‘whiteness as innocence’ ideology.[footnoteRef:163] This concept lays out how in both law and the public imagination, one meaning of whiteness is innocence. Part of his argument is the way that innocence takes on a malleable meaning in the court system, becoming not only a racialized concept, but “attached to the meaning of ‘whiteness’ itself.”[footnoteRef:164] This idea maps onto scholar Teresa Guess’ work on the sociological construction of race. She writes about how the social significance of whiteness depends on the ‘social definition’ of the setting, and how that definition relies on the position and authority of the ones doing the defining.[footnoteRef:165] In a society built on white people having power and authority, they have a vested interest in attaching a significance to whiteness that guarantees that continued power and authority, and therefore they have a deep need to establish whiteness as the definition of innocence in order to both claim moral authority and establish a presumption of guilt for anyone who is not white. The fundamental need to be perceived as innocent is one reason whites are so fragile.  [163:  David Simson, “Whiteness As Innocence,” SSRN Electronic Journal, 2018, 638.]  [164:  Ibid., 640.]  [165:  Teresa J. Guess, “The Social Construction of Whiteness: Racism by Intent, Racism by Consequence.” Critical Sociology 32, no. 4 (2006): 649–73, 658.] 

The definition of whiteness as innocence is not based on the facts of the situation, but the malleability of a cultural imagination where perception is the only thing that matters. The perception of innocence is seen in how being found not guilty is not the same thing as being found innocent. The importance of perception is visible in the CCM industry, as indicated by a CCM Magazine article which said that, “signing, launching, and developing artists in the music industry involves much more than simple talent and providential timing. In today’s entertainment-consumed culture, image and positioning play a bigger role than ever before.”[footnoteRef:166] Stuart described what this felt like as a leading musician, saying “at the time, I felt like the Christian music industry demanded from its leaders an image of perfection,” and “the professional Christian subculture is one of feigned perfection.”[footnoteRef:167] [footnoteRef:168] Whiteness, especially as seen in the CCM world, is a synonym for innocence and perfection, and these qualities emerge lyrically. [166:  April Hefner, “Is Image Everything?,” CCM Magazine, May 1996.]  [167:  Stuart and Thompson, 201.]  [168:  Ibid., 135.] 

The song “Ocean Floor” was the fourth song on Audio Adrenaline’s 2001 album, Lift. This song was the band’s biggest hit since “Big House,” becoming a radio hit in multiple formats, and winning various awards.[footnoteRef:169] Stuart described its purpose as being a song for when “we are dealing with our trials and the consequences of our sin…it was a redemption song for the valleys of life.”[footnoteRef:170]  [169:  Ibid., 141.]  [170:  Ibid., 137, 142.] 


They're all behind you
They'll never find you
They're on the ocean floor
Your sins are forgotten
They're on the bottom
Of the ocean floor

My misdeeds
All my greed
All the things that haunt me now
They're not a pretty sight to see
But they're wiped away, yeah
By a mighty, mighty wave

This song, like many other songs of theirs, focuses on the way God forgives the individual completely. There are never any consequences for sin or the way it might have harmed others. Any sort of acknowledgement comes across in very generic terms. “My misdeeds, all my greed” do nothing to describe real harm done or the repair needed. And when the harm is not specific, the forgiveness is generic and inconsequential. Despite Stuart’s description of the environment when they sing this song at concerts as, “there’s an unexplainable reverence in collective confession, when we acknowledge our vulnerabilities and our need for grace,” there is never any acknowledgement of collective sin.[footnoteRef:171] His description of collective confession is about the needs of individuals, a collective of individualism. Acknowledging vulnerability is not confession. Confession is the naming of sin and the harm done, and when it comes to the sins of whiteness, this individualism “allows whites to distance themselves from the actions of their racial group and demand to be granted the benefit of the doubt, as individuals, in all cases.”[footnoteRef:172] But the sins of whiteness, especially as unknowingly referenced in this song, are collective ones. [171:  Ibid., 140.]  [172:  DiAngelo, 59.] 

While it is clear what the intent of “Ocean Floor” was, it was also an accidently honest song about white supremacy. The lyrics could be interpreted as being about the literal white misdeeds of greed in the form of enslaved people on the Middle Passage, some of whom are on the bottom of the ocean floor. This song shows how CCM and evangelical theology could have been a powerful vehicle for repenting of the sin of white supremacy and the way it is has been historically enacted. Instead, this song is an example of ‘whiteness as innocence’ ideology. The lack of awareness around the possible dual interpretation of this song is also indicative of whiteness, because in the Black American consciousness, one representation of the ocean can be “struggle, oppression, unity, strength, and perseverance.”[footnoteRef:173] As Sowande’ M. Mustakeem writes in her book Slavery at Sea, the historic lack of discussion about the process of crossing the ocean during the time of the Atlantic Slave Trade has to do with the required “reckoning with a deeper, darker haunting-like shadow of angst, horror, and shame.” “Ocean Floor” unknowingly created a space where some of that reckoning could have taken place, but because of white fragility and the need for white innocence, it was never explored. The consequence of not confessing specific harm, of ignoring, hiding, and washing away mistakes is that the harm continues. [173:  Sowandé M. Mustakeem, Slavery at Sea: Terror, Sex, and Sickness in the Middle Passage (Urbana, IL: University of Illinois press, 2016), 5.] 

The refusal to reckon with white American power and white evangelical complicity did in fact lead to more damage. In the late 1990s, white evangelicals used large cultural events called crusades to reinforce and spread their white conservative ideology.[footnoteRef:174] These events were days long, with tens of thousands of people in attendance. Audio Adrenaline was a staple band for these events, their favorite one being the Harvest Crusade held in Anaheim, California.[footnoteRef:175] Audio Adrenaline’s presence at these crusades was important, because the men behind the events were intentionally using popular culture to reinforce a white evangelical identity in teens. Stuart describes the challenge of playing songs at a place like Anaheim Stadium, and how not a lot of music holds up at that scale, but “Big House” and “Ocean Floor” “were faith anthems meant to be sung in stadiums.”[footnoteRef:176] The lyrics of these songs and the ideologies behind them were essential in supporting the mission of these events. [174:  Luhr, 156.]  [175:  Stuart and Thompson, 165.]  [176:  Ibid., 166.] 

The presence of the CCM industry at these events reinforced the racial and political identity of white evangelicals. The crusades consisted of concerts and sermons, and in the sermons, secular music was critiqued based on its lyrics, giving Audio Adrenaline’s lyrics an even greater moral weight.[footnoteRef:177] The Harvest Crusade, like all of the crusades, was a place that promoted a “white, suburban, middle-class, and heterosexual sensibility” with a message of “self-reliance, family, and individualism,” combining a conservative view of society with its message about Jesus.[footnoteRef:178] Scholars have argued that “the values of white, politically conservative, fundamentalist Christians” include identifying themselves as Christian, thus purchasing tickets and going to the event was a religious act that reinforced a collective identity.[footnoteRef:179] Cultural theorist Paul Gilroy says that interactions between a performer and audience in musical performances “produce the imaginary effect of an internal racial core or essence.”[footnoteRef:180] Audio Adrenaline’s presence at these events helped reinforce an internal essence of whiteness that was based on conservative political viewpoints, reinforcing the connection between the Republican Party and evangelical faith. Frith says that social groups get to know themselves “as groups…through cultural activity,” and McAlister describes how people need a means of experiencing religious identity, and two ways are through ritual and construction of community.[footnoteRef:181] [footnoteRef:182] The repetitive collective performative event of a crusade serves these purposes so that white evangelicals not only had their identities reaffirmed through their participation, but also cultivated a positive connotation with the term crusade. [177:  Luhr, 182.]  [178:  Ibid., 162.]  [179:  Ibid., 184.]  [180:  Frith, 309.]  [181:  Ibid., 296.]  [182:  McAlister, 5.] 

The acceptability of the term ‘crusade’ reflected the evangelical identity of a hostile culture warrior. Journalist Lauren Sandler writes how evangelical teens after 2001 saw “the military as a mission tool.”[footnoteRef:183] When she describes millennial evangelicals as seeing threats to their form of Christianity “in the media, the public school system, and the non-Christian nations around the globe,” she is seeing the legacy of an album such as Don’t Censor Me.[footnoteRef:184] The irony is that, after spending years of emphasizing risk, danger, and the willingness to accept death, when Americans actually suffered, the evangelical answer was to respond with violence. When it came to the Iraq and Afghanistan wars, evangelicals dropped their opposition to a secular government imposing its will, and instead, as Audio Adrenaline describes in Dirty Faith, differentiated between the responsibility of an individual Christian and the government. “While it might be the government’s job to defend its citizens” they said, followers of Jesus were meant to turn the other cheek.[footnoteRef:185] Yet evangelicals supported government defense in lieu of cheek turning.[footnoteRef:186] Whether or not they literally fought overseas after September 11th, white evangelical millennials had been primed their entire lives for a war.  [183:  Lauren Sandler, Righteous: Dispatches from the Evangelical Youth Movement (New York, NY: Penguin Books, 2007),14.]  [184:  Sandler, 14.]  [185:  Matlock, 45.]  [186:  Tom Strode, “Attack on Iraq Justified, Land, Others Tell Bush.” Baptist Press (October 3, 2002). http://www.bpnews.net/14373.] 

Audio Adrenaline’s final original album, Until My Heart Caves In was released in 2005, and was in one sense a culmination of everything they had learned and experienced in over 15 years of music-making and life.[footnoteRef:187] But in another sense, it was just an updated version of their original themes, with the added implicit understanding that the country was at war under a president who had wide evangelical support, as seen in their title song. [187:  Their last album, required due to contractual obligations but impossible because of Stuart’s voice, was a compilation album with one new song.] 


I'm a Warrior
I'm a Warrior
I would die for you
For you
My love is fierce
I'm a Warrior
I would die for you
For you

This song is about a Christian who would die for their god, never giving up on him. But with the conflation of evangelical Christianity and Republican politics, the notion of dying for one’s country could also be seen as dying for one’s god. Evangelical millennial teens who were 13 when Don’t Censor Me was released were 25 when Until My Heart Caves In came out, and they were the generation now heading off to fight in what their president described as a crusade. 
An evangelical cultural environment that for years uses a crusade as a religious and political proselytizing event cultivates the conditions for a president to flippantly use the term Crusade to refer to the War on Terror without facing consequences from his base.[footnoteRef:188] Stuart wonders why the Harvest Crusades were branded “with such a historically terrible name,” but it was because they had a warrior mindset. [footnoteRef:189] They were taking the country back for Jesus, back from anyone who threatened their world of white power and privilege. In the same way that whiteness works to inure white people to white supremacy, having an identity revolving around opposing others makes it easy to support going to actual war. In April 2003, 87% of white evangelicals supported the decision to go to war and in 2006, that support was still high, at 68%.[footnoteRef:190] Evangelical Christians went from being culture warriors to supporting an American war, the enemy no longer just secular liberalism, but “Islamic fundamentalism.”[footnoteRef:191] Evangelical support of the War on Terror reveals the way that the underlying ideology which allows for anger at MTV over ‘censorship’ can be channeled into real violence. [188:  George W. Bush, “Remarks by the President Upon Arrival,” National Archives and Records Administration (National Archives and Records Administration, September 16, 2001), https://georgewbush-whitehouse.archives.gov/news/releases/2001/09/20010916-2.html.]  [189:  Stuart and Thompson,165.]  [190:  Charles Marsh, “Wayward Christian Soldiers,” The New York Times, January 20, 2006.]  [191:  Richard Cimino, “‘No God in Common:" American Evangelical Discourse on Islam after 9/11,” Review of Religious Research 47, no. 2 (2005): pp. 162-174.] 

The consequences of a failure to acknowledge a whiteness as innocence ideology fell on the people of the Middle East. And by cultivating a white evangelical collective identity as a fighter who follows an invisible being without first understanding the on the ground realities, the CCM industry has a level of culpability for the immense destruction. Audio Adrenaline wanted their last album to be about “loss and doubt and the truth of the difficulties of this life. Only by acknowledging those could we sing about the beauty and victory that comes with faithfulness.”[footnoteRef:192] Yet this album did not embrace the idea of loss as a sacrifice, but instead as something to have victory over. The idea of a warrior who dies, while seemingly not about victory, does support the American war narrative of sacrificing for your country, of dying only because you didn’t kill the other side soon enough. [192:  Stuart and Thompson, 182.] 

Another song on the album is called “Undefeated,” and it harkens back to the themes in “Good People” as well as describing violence as love, which corresponds to George W. Bush’s idea of liberating the Iraqi people through war.

We are undefeated and we're still believin' in the one thing that has gotten us this far!
And we can't be beaten, and we're standin' on the shoulders of the ones who went before us, and we're
Fighting back with love!

The rendering of the white evangelical as a warrior defeating others and calling it love makes clear the white supremacy that underpins conservative political and religious thought. This tension can be seen in what Christian cultural scholar William Romanowski describes as an ironic struggle. He says evangelicals believe they “exist in a hostile world…but at the same time they want control of that culture. They want their values to be the supreme ones.”[footnoteRef:193] The lack of concern that white evangelicals have for the way that American empire has brought destruction to so many countries reflects their core need to be perceived as innocent, with nothing specific to be forgiven for.[footnoteRef:194] The history of defensiveness and a narrative of oppression that was so central to southern whiteness made this lack of responsibility for harm seem natural. Thus, CCM and the message of Audio Adrenaline, reveals how being unrepentant had always been part of the white evangelical identity.  [193:  Jeff Sheler, “April 30, 2004 ~ William Romanowski Extended Interview,” PBS (Public Broadcasting Service, April 30, 2004), https://www.pbs.org/wnet/religionandethics/2004/04/30/april-30-2004-william-romanowski-extended-interview/11381/.]  [194:  Jonathan Merritt, “Blame Obama and U.S. Evangelicals for the Persecution of Iraqi Christians.” The Week (July 28, 2014). https://theweek.com/articles/445054/blame-obama-evangelicals-persecution-iraqi-christians.] 















Conclusion
When whites undergo the true experience of conversion wherein they die to whiteness and are reborn anew in order to struggle against white oppression and for the liberation of the oppressed, there is a place for them in the black struggle of freedom. – James Cone[footnoteRef:195] [195:  James H. Cone, God of the Oppressed (Maryknoll, NY: Orbis Books, 2018), 222.] 



In the fall of 2006, Audio Adrenaline began their farewell tour. Despite not keeping up with their music since I had graduated from high school a few years earlier, I immediately bought a ticket to the show, not caring that I was a few months pregnant. Audio Adrenaline was my band, and I was going to see them out. At the concert, the band said that even though they were ending their music career, their work would go on. They were only a couple of years into their official work in Haiti with The Hands and Feet Project, and they were raising money and awareness for it. The organization is still going today, but with some significant changes. 
They have seen the damage that short-term missions can do, and have changed their model of operation. They no longer invite people to see Haiti as a place of need, but instead a place of beauty and enjoyment. Their new ministry, structured underneath The Hands and Feet Project, is called Ikondo, and it is a resort in Haiti. The goal is for people to come and spend money, helping to end the orphan crisis not through missions but through job creation so that Haitians can keep their families together and thrive. The stated goal is to have an equitable exchange, ending the idea of a white savior, and yet this decision seems to have been made without an awareness of racial power dynamics.[footnoteRef:196] They say they want to change the experience so that when people leave Haiti, “you’re not taking the dignity of the Haitian people with you,” and this change does reflect what can happen when some harm is addressed. Yet the Board of Directors is entirely American, white and nearly all male, indicating that this change should just be considered the starting point.[footnoteRef:197]  [196:  Staff, “Hands & Feet: 'Ikondo' – The Step Between,” CCM Magazine, June 1, 2017, https://www.ccmmagazine.com/features/hands-feet-ikondo-the-step-between.]  [197:  Ibid.] 

However, the new model does reflect the realization that real people were damaged because of their efforts, no matter how well-intentioned. At the end of Stuart’s memoir, he tells how his beliefs have changed through his experiences with the band and Haiti. While not specifically addressing race, he does have a vision that is broader than what is normally associated with white evangelicalism. “I became more aware of how big God is, and how small of a box I’d put him in so I could examine him from all sides and make my conclusions…In reality, God is limitless, expansive, and active worldwide, through different people, different cultures, and different flavors of Christianity all over the world.”[footnoteRef:198] But this broader vision doesn’t make up for years of singing about something different. The power of the short-term mission ideology they promoted is revealed in the way that 25% of their regular visitors have stopped coming to Haiti since the change, desiring instead the short-term missional experience.[footnoteRef:199] [198:  Stuart and Thompson, 161.]  [199:  Andy Olsen, “Don't Paint the Orphanage,” Christianity Today, October 2019, pp. 32-39.] 

	A single organizational change is not systemic change. The CCM industry is still a white one, even as some Black artists still call for it to diversify. In October 2019, Kirk Franklin released a video saying that he would be boycotting the Dove Awards because once again, they edited out the part of his speech that talked about police brutality. He said that the cut was not just an edit of speech, but the editing of the African-American experience. The Gospel Music Association’s president apologized, but even the apology reveals the inherent whiteness of the industry, saying the edit “left a general perception that we are not concerned with key social issues that affect people of color…we are deeply saddened by this perception and are committed to change this.”[footnoteRef:200] The president did not commit to addressing the white supremacy that has allowed this segregation to flourish, but merely the perception that they don’t care. [200:  Jon Blistein, “Gospel Star Kirk Franklin Boycotts Dove Awards for Cutting Atatiana Jefferson Comments,” Rolling Stone, October 29, 2019, https://www.rollingstone.com/music/music-news/kirk-franklin-dove-awards-gospel-boycott-atatiana-jefferson-905179/.] 

	Because white evangelicalism is such an individualistic system, the onus is on individuals within it to discover their own whiteness and what that means in a white supremacist society. I ended up leaving evangelicalism in my early 30s because I had made friends who were not white or Republican or straight, and I realized that I was being taught to demonize them. But before that, I had been a dutiful culture warrior. I evangelized my friends, and faithfully voted Republican, voting for both Dick DeVos in Michigan’s gubernatorial race, and George W. Bush twice. In a testimony to the strength of west Michigan conservative religious and political thought, I found that in order to leave evangelicalism, I needed to leave the state, moving away from the only place I had ever lived. But in leaving that belief system, I discovered that religious faith is an imaginative exercise. What one believes about their invisible god reflects what one wants to believe, or at least, wants to structure their life around. A white god demands adherence to white priorities, and a god on the side of the oppressed demands one examine the structures that create inequalities. 
	The personal religious consequences for people within or without evangelicalism are not the primary consideration in this study. But Black liberation theologian James Cone says that theology is political language, which means that white theology is white political language.[footnoteRef:201] It is a political language that is worth studying, because if white people can understand how they were formed in the ways of whiteness, they can begin to understand how to undo that formation. The CCM industry continues to thrive, and it continues to promote the priorities of whiteness. When theological language is transmitted lyrically, then that music too, becomes political, which means that CCM is still sending white political messages to its listeners.[footnoteRef:202] The results of this can be seen not only in Evangelical support of Donald Trump, but in the way that CCM artists show up to the White House in support of him.[footnoteRef:203] But it does not have to be this way. The past 50 years of the CCM industry do not have to determine the next 50. [201:  Cone, 41.]  [202:  John Blake. “Why Christian Music's Biggest Stars Refuse to Change Their Tune for the Trump Era.” CNN. Cable News Network, October 15, 2019. https://www.cnn.com/2019/10/15/us/christian-music-ccm-trump-blake/index.html.]  [203:  Talia Wise. “Worship Leaders Lift Jesus in White House: 'Let This Sound Give You Great Hope for America!'.” CBN News, December 7, 2019. https://www1.cbn.com/cbnnews/us/2019/december/let-this-sound-give-you-great-hope-for-america-worship-leaders-lift-the-name-of-jesus-in-white-house.] 

Music is an art form. It is not wedded to an ideology. Pop and rock music with a Christian message that stands against white supremacy and in solidarity with the oppressed is possible to make. Audio Adrenaline is not making music anymore, and their legacy is a complex one, involving problematic lyrics, the pressures of an industry, and a willingness to at least slightly change course. But ultimately, it was the members of the band who wrote the music and, having taken the glory for it, also hold responsibility. Yet they are not solely responsible for the white supremacy they upheld; they merely reflected the industry that chose, promoted, and paid them. For the contemporary Christian music industry to truly become a counter-cultural and liberating force in a white supremacist society, it must honestly address the source of its power and be willing to give that up. 
The power of Audio Adrenaline’s legacy lies in the strength of its influence on my life and millions of others. Going to Christian concerts were some of the best times of my teenage years, including my front row seat on the Zombie tour. But just as I still own my original Don’t Censor Me cassette and my concert t-shirts, I also hold onto the memories of my time in the voting booth, knowing the destruction I supported can never be undone. I was given power and taught to wield it selfishly. Now, with some life experience behind me, I know the importance of wielding it well, and I am aiming my warrior’s pen at the heart of a system that came to steal, kill, and destroy.[footnoteRef:204] [204:  John 10:10] 
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Appendix 1

Audio Adrenaline Albums

“At our core, we were a rock band. An amber-waves-of-grain, sea-to-shining sea, music-up-and-windows-down, back-road-to-nowhere, freedom-searching, Jesus-loving rock and roll band. If we were to be judged, we would be judged by that.”[footnoteRef:205] [205:  Stuart and Thompson, 60.] 



Audio Adrenaline - 1992
One Step Hyper	
What You Need	
Who Do You Love	
PDA	
The Most Excellent Way	
J-E-S-U-S Is Right	
Revolution	
Audio World	
DC-10	
My God	
Life	

Don't Censor Me - 1993
Can't Take God Away	
A.K.A. Public School	
Soulmate	
My World View	
Big House	
Jesus & The California Kid	
Don't Censor Me
Let Love	
We're A Band	
Rest Easy
My Scum Sweetheart

Bloom - 1996
Secret	
Never Gonna Be As Big As Jesus	
Good People
I'm Not The King	
Walk On Water	
See Through
Free Ride	
Man Of God	
Gloryland	
Jazz Odyssey	
Bag Lady	
I Hear Jesus Calling	
Memoir	


Some Kind Of Zombie – 1997
Chevette
New Body
Some Kind Of Zombie
Original Species
People Like Me
Blitz
Lighthouse
Flicker
God-Shaped Hole
Superfriend
Some Kind Of Zombie (Criscoteque Mix)

Underdog - 1999
Mighty Good Leader	
Underdog	
Get Down	
Good Life	
Let My Love Open The Door	
Hands And Feet	
Jesus Movement	
DC-10
It Is Well With My Soul
This Day	
It's Over	
The Houseplant Song	

Lift - 2001
You Still Amaze Me	
I'm Alive	
Beautiful	
Ocean Floor	
Rejoice	
Speak To Me	
Glory	
Summertime	
This Is Everything	
Lift	
Tremble	
Beautiful [Bonus Track, Radio Mix]	
Lonely Man [Bonus Track, From The Demo Sessions]

Worldwide - 2003
Worldwide: One	
Church Punks	
Dirty	
Go And Be	
Pierced	
Strong	
Pour Your Love Down	
Leaving Ninety-Nine	
Miracle	
Worldwide: Two	
Start A Fire	
Ocean Floor Radio Remix	

Until My Heart Caves In - 2005
Clap Your Hands	
Until My Heart Caves In	
King	
Melody (Lost Inside The Wonder)	
Starting Over	
Are You Ready For Love?	
Undefeated	
Your Love Keeps Lifting Me Higher	
Light Of The Sun	
All Around Me	
Losing Control

Adios (The Greatest Hits) - 2006
Big House
We're A Band
Never Gonna Be As Big As Jesus
Goodbye
Chevette
Some Kind Of Zombie
Get Down
Hands And Feet
Mighty Good Leader
Ocean Floor
Beautiful
Blaze Of Glory
Leaving 99
Pierced
Miracle
King
Starting Over
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